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Summary of Thesis

The present thesis examines the instrumental fugues written by Beethoven
during the last twelve years of his life (1815-27). It does not deal
specifically with the fugati nor with the incidental fugues though these
may on occasion be mentioned. The fugues to be discussed are therefore
as follows: Op. 102 no.2 (III), Op. 106 (IV), Op. 110 (III), Op. 120
(var. 32), Op. 133 and Op. 131 (I). The criteria by which the scope of
the thesis has been restricted to these particular works are outlined
during the Introduction which also includes a discussion of the style

of analysis adopted and of the relevance of certain analytical methods.
The aims of the thesis in dealing with these works are as follows:

first and foremost it is intended that a series of detailed analyses of
the late-period fugues be offered, since the fugue as a genre in
Beethoven's music has suffered undue neglect. Secondly the thesis seeks
to determine the means by which the fugue is integrated into the musical
structure as a totality and to assess its role within that structure.
Finally the thesis aims to establish whether or not the several fugues
exhibit similar tendencies in respect of their tonal characteristics and
thematic treatment.

In order to fulfill the primary objective of the thesis, the fugues are
considered individually, a chapter being devoted to each of them. These
analyses form the bulk of the thesis and incorporated within them are
observations relevant to the second objective of the thesis. For a
number of reasons, enlarged upon during the Introduction, it has seemed
fit to divide the analyses into two groups, those in Part II of the
thesis being more substantial than are those in Part I. The conclusion
deals with the third objective of the thesis by drawing out for further
consideration and comparison the salient points from each analysis. In
this manner, it is submitted, the present thesis will bridge a substantial
gap in the Beethoven literature and in so doing afford fresh insights
into certain of Beethoven's most exalted creations.
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INTRODUCTION



The Purpose and Scope of the Present Thesis

The fugue as a genre has received little attention in the literature

on Beethoven currently available. The majority of the analyses which
have been made exist in volumes which deal not with the fugue itself,
but with some other musical sphere, often a 'Life and Works' style of
approachl or an all-embracing consideration of a particular medium such
as the piano sonata or the string quartet. Thus, for example, Tovey's
volume on the piano sonatas includes, fortuitously as it were, an
analysis of the fugues from Op.106 and Op.1102, while the Grosse Fuge
and the fugue from Op.1l31 are discussed in the various commentaries
upon the quartets as a whole3. Inevitably when this.manner of approach
is taken the fugue may claim no role of especial importance: it is
examined as and when it occurs but otherwise ignored. Thus in each of
these instances the fugue is analysed not because it is a fugue, but
because it happens to fall within the scope of the appropriate volume,
and since that scope is often defined by criteria which embrace a
substantial part of Beethoven's oevre, the analyses offered tend to do

little more than scratch at the surface.

There are nonetheless some notable exceptions to this general failure

to deal with the fugue as a genre in Beethoven's output: an imﬁortant
example is the series of analyses provided by Cockshoot which examines

the fugue and fugato in Beethoven's piano music in some detail4.

However, as his title suggests, two of the very greatest fugues (0Op.133
and Op.131) lie outside the scope of his studys. A further exception
which deserves mention is Kirkendale's volume which deals with Beethoven's
fugal works in toto, but so immense is his sphere of interest, the

chamber works of the entire Rococo and Classical periods, that there

6
is little room for any detailed analysis . Moderately detailed however,



is his examination of the Grosse Fuge, his analysis of which was

published in a separate article prior to the publication of his book7.

In addition to these volumes there is a number of articles dealing

either with individual selected fugues8 or, by contrast, with the

fugues in a general sense which need not necessarily entail specific

consideration of the fugues themselvesg. Kerman's volume on the

Beethoven quartets, for example, devotes a separate and enlightening
section to the role of fugue in Beethoven's music which serves as a
preface to his analysis of the two fugues relevant to his themelo.
Finally, Beethoven's interest in counterpoint may be examined from a
different perspective altogether, that is through an investigation of

his contrapuntal studies and the extent of his familiarity with the

various treatises to which his tutors referred himll. This approach

throws interesting light upon Beethoven's efforts to master the
intractable art of counterpoint, but it is not directly relevant to the

line of investigation pursued in the present thesisl2

One thing thus becomes clear: in spite of the extensive nature of the

Beethoven literature generally, the fugue as a genre has suffered

considerable neglect. Winter's consideration of the structure of the

C# minor quartet includes an observation regarding the

""'paucity of penetrating analyses of even his best-known
works," 13

a comment which might well have been made with specific reference to

the fugues. It is at once amusing and tragic to read, as late as 1967,

the following remark pertaining, incredibly, to the Grosse Fuge:

"This little known and hardly adequately appreciated
work is nevertheless worthy of serious attention." 14

Clearly a number of important analyses have emerged since then, but

this quotation yet remains syrptomatic of the general neglect of



Beethoven's fugue still very much in evidence. It may be that some
writers, focusing their attention upon Beethoven as the summation of the
Classical style and as the instigator also of Romanticism, have disdained
a musical style so clearly belonging to the pre-Classical era. Be that
as it may, the omission of a comprehensive survey of Beethoven's fugues
from the literature is a shortcoming to be pondered in amazement, the
more so in view of the fact that Beethoven's fugues are almost without
exception to be ranked amongst his greatest creations. The present
thesis therefore offers a detailed consideration of the late-period
fugues which are here viewed from a non-academic perspective with the
emphasis clearly on Beethoven's handling of tonality and thematic
content rather than upon his adherence to, or departure from,

traditional fugal procedure. In this way it is hoped not only that a
significant gap in the literature be bridged, but also that a fresh
range of insights be offered into these musical structures of
transcendental originality and depth. Before these analyses may be
presented it is necessary first to outline in more detail the scope of
the thesis and to explain the criteria by which the works selected for

analysis have been chosen.

The thesis deals with the instrumental fugues written during Beethoven's
‘third' or 'late' period. The division of Beethoven's life and works
into a number of fixed periods is the subject of a penetrating article
by Solomonls. His argument that the middle and third periods are
separated by a period of transition is a sensible attempt to rationalise
the crudities inherent in any such division of Beethoven's works. In
the broader context his views deserve credence, but for the purposes of
this thesis (which deals only wth the fugues) the late period may be
§aid to begin with the 'Cello Sonatas Op.102, since the fugue from the
second of these sonatas and the fugues which follow are third period iﬁ

style even though some of them precede what Solomon describes as
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"the consolidation of the late style at a high level
of productivity." 16

The following table, based on that offered by Kirkendalel7, therefore
lists all of Beethoven's instrumental fugues and fugati beginning with
the 'Cello Sonatas 0Op.l102 and continuing throughout the last years of
Beethoven's life. The opus numbers and title of each work are given as
well as the date of composition and, where appropriate, the location of
the fugue or fugato within the work as a whole. Only actual compositions
are included: the various projected works, arrangements and fragments
listed by Kirkendale are omitted, though one unlisted project is
discussed below18 since in the present view it is of particular relevance

to a consideration of the late-period fugues.

Work Location Date

Op.102 no.2 'Cello Sonata in III:finale 1815
D major

Op.101 Piano Sonata in III:development 1816
A major : in sonata form

Op.137 Quintet Fugue in 1817
D major

Op.105 no.l Variations for Piano After variation 1817-18
and Flute in G major 3
19

Op.107 no.3 Variations for Piano After variation 1817-18
and Flute in G major 5
19

Op.106 Piano Sonata in I:development 1817-18
Bp major in sonata form

Op.106 Piano Sonata in IV:finale 1817-18
Bb major

Op.110 Piano Sonata in IIT:Arioso-fugue~ 1821
Ab major arioso-fugue

Op.111 Piano Sonata in I:development 1821-2
C minor in sonata form

Op.l24 Overture - Die Weihe b.88ff, 1822

des Hauses in C major

11



Work Location Date

0p.120 Diabelli Variations Variation 24 1822-3

in C major
.. 20

Op.120 Diabelli Variations Variation 32 1819-23
in C major

Op.125 Ninth Symphony in II:beginning 1822-4
D minor of scherzo

Op.125 Ninth Symphony in IV:finale, 1822-4
D minor b.401 ff.

Op.125 Ninth Symphony in IV:finale, 1822-4
D minor b.654 ff.

09-12721 String Quartet in III:beginning 1822-5
Eb major of scherzo

Op.132 String Quartet in III:b.171 ff. 1825
A minor

Op.133 String Quartet in Original finale 1825
Bb major to 0p.130

Op.131 String Quartet in I 1825-6
C# minor

Even the briefest of comparisons between the fugal passages here listed
and those to be found in Beethoven's earlier works could not fail to
establish the greater incidence of extended fugal writing in the late-
period works. It is for this reason that the present thesis deals only
with the late-period fugues, for only at this time does the fugue as a
genre assume a significance which merits so detailed an inquiry. The
earlier works do include numerous fugati, often introduced either as a
means of development22 or as the first or second subject in a sonata form
structurezs, but only one instance of what might properly be termed a
fugue24. In the later works the fugato continues to occur with comparable
regularity although it may become a more substantial affair resembling
more an incidental fugue than a fugatozs. Indeed the occurrence of a
small-scale fugato like that which opens the slow movement of Op.21
within a late-period composition of the highest stature is a rarity, the
main-examples being the fugati from Op.1lll and Op.127, both of which are

however classified by Kirkendale as
"dubious." 26
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The less extended fugati are on the whole confined to works of lesser import27.

The general picture then is one of increasing importance both of the
fugue and of the fugato in the late-period works. The present thesis
is devoted to a consideration of what may be termed the 'complete'
fugue, that type of fugal passage which in the late works must be
viewed as a relative newcomer, é significant broadening of Beethoven's
contrapuntal horizons. The-criteria by which a distinction is to be
made between the fugue and the fugato, or more specifically between the
'complete' fugue and the 'incidental' fugue and between the 'incidental'
fugue and the fugato must needs be clarified in order to explain the
selection for consideration of those particular works upon which the
present thesis is based and the omission of the other works listed in

the table above.

The discussion thus far has already stated by implication the existence
of a continuum which spans the whole gamut of fugal expression from the
briefest of fugati to the greatest of fugues. Any terminology which
atFempts to classify such works according to their fugal content must,
as a consequence of this continuum, be tolerant of compromise or else
betray those flexible dimensions which are a reality of the music.

Even the composer's indications are not to be taken as a literal guide
for these demarcations: Beethoven, for example, describes Op.102 no.2(III)
as 'fugato' and Op.133 as 'Grosse Fuge' notwithstanding the fact that
the former of these is consistently fugal while the latter is frequently
homophonic. The following terminology is an attempt to deal with this
problem in a realistic and flexible manner, a manner which has been
found to be of use in the preparation of this thesis as a means of
determining which of the works listed are most suited for inclusion.
Four types of fugal passage may be distinguished, the fugato and the
three subdivisions of the term 'fugue', namely the incidental fugue,

the complete fugue and the separate fugueza. These terms may be defined

as follows: the fugato denotes a fugue exposition or a series of fugal

13



entries occurring within an otherwise homophonic or non-fugal movement,
If this is extended beyond the introduction of the several voices with
the subject to include further entries or episodes it may be describéd

as an incidental fugue. The complete fugue relates to a movement which

is entirely fugal, the structural design not necessarily being determined

by rules governing any other form. Should this occur as an independent

composition, rather than as one of several movements in a larger work,

it is referred to as a separate fugue. This terminology is an expansion

of the distinction made by Bullivant when referring to the continuum

between the complete and incidental fugues29. In fact the first three

terms should be viewed as points on this continuum rather than as
separate isolated categories while the fourth is clearly identical to

the third, except that it does not constitute an integral part of a

larger musical structure.

It is vital to appreciate firstly that these are not rigid Procrustean
definitions, but rather the identification of movable points on the
continuum, and secondly that few, if any, of the works can be deemed to
coincide at exactly the same point on this continuum. The present
thesis deals only with the complete fugue, that is with those movements
which are entirely fugal and which occur as part of a larger muscial
structure. This is a necessary restriction given that the thesis is
concerned with the tonal structure of the fugues: in those cases where
fugal texture is introduced within the confines of an essentially non-
fugal movement its structure is clearly subordinated to the dictates of
the larger musical structure, while the structure of the complete fugue
is by contrast independent of such external considerations. Since the
scope of the thesisis for this reason limited to the comblete fugue the
distinction which now needs to be drawn is that which divides the

incidental from the complete fugue. Allowing for brief non-fugal

introductions such as the prefatory - Largo in Op.106 (1v), itself a

14



demonstration of the flexibility required in the application of these
definitions, the following works are automatically to be included within
the sc;pe of the thesis: 0p.102 no.2 (III), Op.106 (IV), Op.133 and
Op.131 (I). The Grosse Fuge, though published independently of the

Bb major quartet, Op.130, was originally intended as the finale to that
quartet and may therefore be ranked as a complete, rather than as a
separate, fugue. The fact that it so often has recourse to homophonic
writing is a salutory reminder of the failure of any attempt to classify
musical works according to rigidly pre-~defined moulds. Clearly however,

its omission from the thesis would be unthinkable.

Besides these four movements there are in addition two others which
demand consideration and possible inclusion: these are the fugues from
the Ab major sonata, Op.110 and the Diabelli Variations, Op.120. All
the other instances of fugal writing listed in the table above fall
unambiguously outside tha? part of the continuum which might reasonably
be said to embrace the complete fugues. The two fugues just mentioned
fall, as it were, in the overlap between the complete and the incidental
fugue. The first of these, the fugue from Op.110, is certainly of
curious construction and likely to prove inconvenient however one
defines one's terms of reference. It is included within the scope of
this thesis because, as suggested in the consideration of its structure
belowso, it seems most appropriate to regard its two fugal passages

as one complete fugue which is divided by the return of the Arioso.

The fugue from the Diabelli Variations is also included, but for
different reasons: since the structure of any set of variations is that
of a single integrated unit which does not subdivide into a number of
separate movements the classification of the 32nd variation from Op.120
as a complete fugue would seem contrary to the definition given above.
Nevertheless its function within the structure of the work as a whole

is consistent with that of the other works here discussed, with the

15



exception of Op.131 (I), in so far as it takes on the role of the finale.
Its inclusion is further justified by consideration of its thematic
;ontent and certain structural and thematic procedures characteristic

of the other fugues. These matters are elaborated upon in the
appropriate analysis below and therefore require no further clarification
at this point31. Suffice it here to state that an analysis of the fugue
from Op.120 will appreciably enhance our overall perception of

Beethoven's late-period fugal style.

The present thesis thus focuses upon the six most important fugues by
Beethoven, the finale of the 'Cello Sonata in D major Op.102 no.2, the
finale of the Piano Sonata in Bb major Op.106 and Ab major Op.110, the
fugue from the Diabelli Variations in C major Op.120, the Grosse Fuge
Op.133 which was Beethoven's original finale to the String Quartet in
Bb major'Op.130, and the opening movement of the C# minor String Quartet
Op.131., The decision to concentrate exclusively upon these movements
is, as the above discussion makes clear, neither whimsical not arbitrary,
but rather the natural consequence of the logical application of relevant
criteria. These six analyses which form the essence of the thesis are
divided into two groups, the first group (Part I) comprising the fugues
from Op.102 no.2, Op. 110 and Op.120, the second (Part II) those from
Op.106, Op.133 and Op.131. The analyses in Part II of the thesis are
more substantial than are those in Part I, most obviously because the
fugues concerned are themselves more substantial, whether in length
(Op.106 and 0p.133) or in content (Op.131), but also because these
fugues exhibit a more pronounced tendency towards structural and
thematic integration than do the fugues in Part I. This tendency will
become clear during the analyses, but here an important compositional
principle may be noted which is largely responsible for the profound
unity of the late-period fugues: this principle, or

"device"32

16



as Kerman calls it, concerns the melodic contour of the fugue subject
and its capacity to influence the tonal structure of the fugue or, in
the case of Op.131 where the fugue is placed first, its influence upon
the entire quartet as a totality. The very fact that a device such as
this is used, whether to promote the internal unity of the fugue within
which it occurs or to enhance the integration of that fugue into the
total musical structure, is a consideration which requires a fundamental
re-appraisal of the perspective from which the fugues are to be viewed.
For this reason there now follows a brief description of the style of
analysis adopted during the present thesis, a style which would be quite
irrelevant were the fugues of Bach under examination, but which illumines

the fugues of Beethoven in a manner far beyond the range of conventional

fugal analysis.
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It is the responsibility of the analyst to determine whether a relation-
ship, once identified, is of any particular significance or whether its
elaboration would merely stretch and contort his material beyond reason.
Two specific analyses relevant to the present thesis may briefly be
mentioned to illustrate what in the present view constitutes an |

excessive application of otherwise acceptable methods.

The dependence of the Hammerklavier sonata upon the interval of a third

in both a melodic and a structural sense has been noted by a number of
writers and in particular by Rosen17. His analysis of this sonata is
on the whole a model to be emulated by any scholar who wishes to delve
deeply into the structural unity of the work, but he is at times
blinded by his devotion to the omnipresent thirdls. The second analysis
concerns Cooke's theory regarding Beethoven's late-period quartetslg.
His attempts to unitethe last five quartets as an arch form is
potentially the most controversial example of this style of analysiszo
and the methods by which he pursues hés objective do not always convince.
It is significant that Beethoven himself claimed to be able to work
simultaneously on several different compositions without in any way
confusing their content :

"... weil ich zuweilen mehreres zugleich in Arbeit

nehme, aber sicher bin, keines mit dem anderen zu

verwirren." 21
The thematic relationships discerned during the course of Cooke's
investigation ought therefore to stem from Beethoven's subconscious,
yet the sketchbooks do testify, as Nottebohm has pointed out22, to a
fundamental relationship between Op.133 and Op.132 which can hardly
have been entirely subconscious in origin. This fact confirms the
view above ;egarding the impossibility of distinguishing conscious from
subconscious creation, and extends its relevance from the sphere of the
analyst's perception of'the composer's thought processes to embrace the

composer's perception of his own thought processes; thus, even if
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Beethoven were alive and one were to question him on specific thematic
relationships or cryptic compositional procedures within his works,

the answers given might not prove as trustworthy as one would hope.

What conclusions then can be drawn from the discussion thus far?
Firstly, that since it is impossible unreservedly to assess the extent
to which the subconscious mind exerts its influence upon the creative
process as a whole, those relationships which might reasonably be
deemed to derive from the subconscious sphere are nonetheless to be
considered of potential value in contributing to the unification of the
musical structure within which they occur. Thus Barford comments upon
Beethoven's powers of subconscious creation :

"it seems that Beethoven must have had fantastic

powers of mental abstraction, that his creative

life went on ceaselessly at subconscious levels,

even as his everyday consciousness enmeshed itself

in machinations with the outer world." 23
Secondly, that while it is acceptable and indeed logical to regard
subconscious creation as a phenomenon whose influence upon the

structural unity of a work is beyond question, yet this fact does not

give the analyst carte blanche by which to pursue personally favoured

pre-formulated ideas. Each of the analytical observations made during
the course of this thesis has therefore been subjected to considerable
scrutiny before being granted its place in the discussion. Generally
this scrutiny takes the form of reflection and self-criticism leading,
if necessary, to the rejection of one's initial ideas; in other words
it requires a degree of objectivity in matters which are by definition
subjective. Where however, an idea is retained and its significance
hinges upon the mimite details of the composition, the following words
of Beethoven should be borne in mind :

"I am not in the habit of re-writing my compositions.

I never did it because I am profoundly convinced

that every change of detail changes the character
of the whole." 24

26



It is in this spirit that the analyses which constitute the bulk of

the present thesis are offered.
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Chapter 1

The 'Cello Sonata in D major, Op.102 no.2

Character and Rhythm

The finale to the 'Cello Sonata in D major, Op.102 no.2 is Beethoven's
first late-period work to include a complete fugue, although its
companion sonata (0Op.102 no.l in C major) was originally intended to
finish with a fugue the subject of which is given by Nottebohm 1.
Although retained in the finale of 0p.102 no.l as the first subject in
a sonata form structure, this theme was later to be reworked as the

subject in the fugato section from the overture Die Weihe des Hauses,

Op.124., 1Its most conspicuous motif is also featured prominently in a
little-known fugue for pianc which is discussed by Cockshoot and dated
c.1795 2. Ex.l.1 compares these three subjects, the subject quoted by
Nottebohm (Ex.1.1(i)), which is slightly different from the sonata form
first subject which replaced it, the fugato subject from Op.124
(Ex.1.1(ii)), and the subject from the earlier fugue (Ex.1.1(iii)).

All three subjects, it may be noted, are in the same keys. The subject
of Op.124 is rather less impressive than that of the 'Cello Sonata, the
main figure being repeafed in a tediously over-extended sequence, but
the accentuation of the weak beat of the bar, its most striking feature,
is retained briefly in the sonata as the development section and coda
are begun (0p.102 no.l (II), b.75-85 and b.184-94 respectively). Their
transferal of emphasis from a stfong to a weak beat is evident also in

the subject of the fugue from the D major sonata, Op.102 no.2, to which

our attention is now directed.

This fugue, Beethoven's first essay in the form since the 'Eroica
Variations', Op.35 (1802) and standing on the threshold of the late-
period world, demonstrates forcibly Beethoven's apparent lack of concern

for his audience and his re-appraisal, or relinquishing even, of
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conventional beauty in music4. His critics would maintain that it
demonstrates also his ineptitude in the sphere of counterpoint and his
blatant inability to compose a fugue. The former point, regarding
musical aesthetics, is acknowledged by the author of the first review
in 1818:

"everything which is ... gratifying to the ear is
disdained." 5

A later writer echoes this opinion, but extols Beethoven's craftsmanship
and to that extent counters his detractors:

".,.. if the reviewer is to confess his frank opinion,

he cannot ... describe this fugue as beautiful,

despite the fact that it is skilfully wrought and
highly original." 6

Like certain other of Beethoven's greatest creations7 the fugue has
continued to be misunderstood: its uncompromising nature has, for
example, led Schauffler to express his view that its

"brutality, inflexibility and lack of poetic relief
ces [make it] the worst [of the fugues]." 8

So subjective a criticism as this, even when based upon thirty years'
acquaintance with the music, is a rare and inappropriate admission for
any musician. The fugue is admittedly an early late-period work which
could hardly have been written after any of the other fugues here
discussed: its diatonic subject, which lacks the subtle ambiguities of
the AL major fugue subject from Op.110, and its failure to exploit tonal
relationships to the same degree as do the other fugues, are factors
which place it before them on a chronological scale. These consider-
ations however, connote stylistic differences rather than inferior
quality when compared with the fugues which follow. In this sonata
Beethoven appears to be feeling his way towards the fugue, as is evident
in the searching mysterious codas appended to both of the preceding
movements. It is hardly surprising that his first late-period attempt
to answer such questions with a fugue should meet with disapproval, in

spite of a certain retrospective quality noted by Kirkendale:
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",.. of all the fugal movements in Beethoven's chamber

music, this one, with its strong linear counterpoint,

is closest to J.S. Bach." 9
It is this emphasis upon linear writing (and the dissonant harmonies
which result and which are further intensified by a generous distribution
of sforzandi) which is responsible for Beethoven's apparent desertion
of beauty. This is evident, for example, during the episode prior to
the entry of the inverted subject (i.e. at b.84 ff.): a cadence in
C major (with flattened sixth) is outlined by the soprano and alto and
the same progression adopted by the tenor and bass. The tenor however
resolves the diminished harmony one beat late, the bass one beat early,

producing a series of dissonances which indicate Beethoven's primary

concern with the linear aspect of the music.

The kind of harmonic disagreement just noted is virtually- built into the
subject, for its staccato crotchet-accented minim rhythmlo generally
implies a premature resolution when heard in the context of the
accompanying parts. Indeed the passage just cited exemplifies this

very characteristic of the subject. This uneasy rhythm is similar in
sound to the truncated section of the retrograde subject from Op.106:
see Ex.1.2. In fact the rhythm of the present subject sounds more
fluid when played backwards - comparison of the subject's actual rhythm
and its rhythm in cancrizans is offered in Ex.1.3 - though there is no
evidence that this feature and its resemblance to the treatment of the
subject in Op.106 is anything more than coincidental. There are however
some strong similarities between these two fugues, one of which is
specifically rhythmic; the most obvious of these are the introduction
of new material after the fugue has come to a temporary halt (0Op.102,
b.143 ff. and Op.106, b.250 ff.) and - the rhythmic similarity ~ the
concluding parallel movement which directly contradicts the triple meter

(0Op.102 no.2, b.235 ff. and Op.106, b.389 ff.). This latter feature,
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the opposition of duple and triple meter, is more fully worked out in the

Hammerklavier fugue than is the case here, but it is significant that

the only two complete fugues to be scored in triple time both entail
conspicuous attempts to supplant that meter with duple time. Throughout
Beethoven's oevre, particularly of course in scherzo movements, one may
note fugati in triple timell, but the tendency of both of these N
substantial fugue finales, the only movements of their kind in triple
time, towards duple meter renders the following stipulation by Mattheson
unusually interesting:

"a fugue should be written in duple meter since it

requires a certain element of seriousness which is

not to be found in the light, skipping motion of

triple meter." 12
Clearly the metrical conflict which characterises the fugues from Op.102
and Op.106, and the ultimate triumph in both cases of the duple meter,
are qualities supplied by Beethoven to enhance the asperities of these

uncompromising fugues, rather than considerations entertained out of

deference to Mattheson. In the Hammerklavier fugue particularly it is

the opposition of these two metres, a feature not noted by other authors,
which generates tension and drives the music to its conclusion. This

feature will therefore be discussed in detail when appropriate.

The dicussion thus far has identified two important characteristics of
this fugue: firstly its departure from conventional beauty and the
incomprehension that evoked, and secondly its exploitation of rhythmic
conflict which is derived during the course of the fugue from its
subject. The first of these features recurs ponspicuously in the outer

sections of the Grosse Fuge, the second, as suggested, in the Hammer-

klavier.

Analysis of the Fuguel3

4-41: after an introductory allusion to the fugue subject the
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fugue proper begins. The exposition introduces the four voices (each
new entry overlapping with the last), followed by a codetta and redundant
entry in the 'cellol4. These entries outline the key of D major in

which the exposition concludes and admit, for harmonic reasons, a
modification of the subject unusual at such an early stage of the fugue
(e.g. S., b.21). An improvement to the answer noted some years later

by Beethoven in one of the sketchbooks was never actually realised; the
effect of this alternative answer which is discussed by'Nottebohm15
would have been further to strengthen the key of D major by answering

its V with the I more consistently. Ex.1.4 compares the subject with

Beethoven's improved answer.

The transferal of emphasis to the weak beat of the bar, a feature
consistently employed also by the leaping figure with which the first
movement begins, gives rise to that element of harmonic disagreement
referred to above which is regularly heard during the exposition and
further exploited throughout the fugue: even the two-part texture of
answer and countersubject suggests that the resolution of E to F# and
G# to A (b.12-13) runs contrary to the harmonic rhythm by occurring a
beat early. As the texture thickens this impression inevitably becomes
more pronounced and by the fourth entry (b.24-5) it is particularly
noticeable. Effectively the subject is out of step with the harmonic
framework set up by the countersubject and other accompanying parts; a
smoother counterpoint might be achieveq by reversing the crotchet-minim
rhythm of the subject, but as so often in Beethoven's fugues it is
precisely features such as this which confer upon the music its strength
of character and gritty determination. Their removal or simplification

would merely debase the music, rendering it colourless and uneventful.

After the fourth voice has concluded its presentation of the subject and

two countersubjects have been established, the second of which is less
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regularly employed than the first, there is a brief codetta leading to
the redundant entry. This codetta includes what might be heard as an
allusion to the inverted subject (b.29-30 and b.33) though this material
is in fact taken directly from the second countersubject (vlc., b.20).
The fact that scalic quavers are a prominent feature both of the subject
and second countersubject, and to a lesser extent of the main counter-
subject, gives rise to a very tightly-knit fugue whose material seldom
sounds new even when it is of unclear origin: this thematic economy of
the fugue is exemplified shortly after the exposition as a single

melodic line is formed by the fusion of two separate themesls.

41-46: the exposition ends in the I, D major and a brief
episode follows. This episode is constructed of material from the
subject over a scalic gass line which ascends four octaves but is twice
transposed to facilitate performance. Here is offered the first
indication of the fugue's tendency towards duple meter, which was
mentioned prior to the analysis, for the melo@ic contour of the present
episode implies a remove from triple time through the contraction of a
part of the subject answered by a variant upon itself inverted. This
is illustrated in Ex.1.5. As in Op.1l06 such digressions into duple
meter occur in preparation for, or indeed give rise to, the final bars
of the fugue. This present episode mvoes through B minor to A major
and leads into a delightful stretto of a three-note fragment (the second
statement of which is altered to accomodate the preceding material):
see Ex.1.6. Since this fragment is of three beats' duration and begins
on every beat of the bar, it overthrows the duple meter but fails
entirely to re-establish triple time; it therefore acts as a rhythmic
transition between the duple meter of the episode and the triple meter

of the subject which now enters directly in the soprano part.
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46-62: the subject is stated twice in the home tonic, the
answer position leading but beginning immediately in A major. It is
not inappropriate that D major be reasserted in this manner since
Beethoven thereafter directs his attention to other keys and the I is
not restated with any force until the ‘'recapitulation' (b.154 ff.); the
present entries thus confirm the I before more remote keys are visited.
Nonetheless this conservative choice of key for the first middle entries
of the fugue is not typical of the later fugues, and supports the view
expressed above that this fugue is stylistically less advanced than are
the others: in the later fugues more adventurous forays are made, the
main exception being the first fugue section of the Grosse Fuge where
a limited tonal range is enforced to bring out more clearly the process
of rhythmic variation by which the subject is treated. In the case of
the incidental fugue, which is often developmental in purpose, the I
may be deserted even earlier: in Op.101, for example, (composed in 1816
only one year after Op.102) the A minor subject is answered in C major

(Op.101 (IITI), b.123-33).

The first entry (b.46 ff.) is accompanied by the main countersubject
(pf., L.H.) doubled at the upper third by the 'cellol7. The counter-
subject demonstrates the thematic economy of the fugue referred to
above18: it is stated in its entirety (transposed down a fourth at
first) but its final bars resemble part of the second countersubject in
inversion. Ex.l.7 compares the original countersubject (Ex.1.7(i))
with the present variation (Ex.l1.7(ii)) and the relevant part of the
non-inverted second countersubject taken from the A major entry in the
exposition (Ex.l1.7(iii)). 1In this way the two countersubjects are fused
into a single melodic line: the main countersubject is modified to
incorporate part of the second countersubject (inverso) yet without
losing its identity for it is stated in full. The 'cello line'moreover

is extended to include the second countersubject recto (Ex.1.7(iv)).
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This passage thus exemplifies the remarkable economy of material in

this fugue and emphasizes the importance of simple scalic figures,

common to each of the three subjects.

It also introduces an important

thematic characteristic by demonstrating a deeper unity of content

between ostensibly diverse themes.

Beethoven's fugues and will be noted throughout the analyses19

This is a recurrent feature of

A brief codetta passing through E minor leads to the next entry in

D major which is heralded and at first accompanied by a series of

diminished harmonies characteristic

of Beethoven's late style. Strict

fugal texture is momentarily suspended, but restored as the entry

continues in diatonic fashion leading to the next episode.

63-72:

fugue which is centred upon the key

this episode initiates a lengthy section of the

of E minor. It moves quickly from

the D major of the foregoing entry into E minor (via G major) where it

remains for some time and the next pair of entries then outline E minor

by referrence to itsV and I.

begins abruptly in C major and modulates rapidly.

The episode which follows (b.84 ff.)

There is thus a

substantial portion of the fugue in the supertonic minor directly

following the exposition and first middle entries which focus upon the

I; this relationship is to be found
the first movement: see Ex.1.8. It

recurs with a certain regularity in

The thematic content of the episode

figures neither of which is new: the

the subject in its modified form (i.

a third, b.20-21) as shown in Ex.1.9.

in microcosm at the beginning of
is also a tonal relationship which

the late period fugueszo.

is dependent primarily upon two
bass figure (b.62-3) is derived from
e. with the fifth bar transposed up

This figure which was present

also in the last episode (vlc., b.40 ff.) is here simplified and

inverted in the 'cello. The second

figure is the five-note descending
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scale which accents the second beat of the bar; given the thematic
;ontent of this fugue it is inevitable that this scale sound organic:
it may be traced by inversion either to the countersubject (vlc., b.14-
15) or to the subject (vlec., b.5-6) but it is most obviously related to
the preceding quavers (b.60-62) again by inversion. The episode thus
accents the weak beats of the bar and modulates to B minor for the next
entry. A three-part texture has prevailed to offer contrast with the

beginning of the D major entry; now the dynamic is lowered also.

72-83: the subject is stated in full in B minor answered
in stretto by an entry in E minor. The stretto requires that the
second entry begin in B minor becoming major by which to return to the
local I, E minor. As in the preceding pair of entries the answer
position leads. The first entry is accompanied in the 'cello by a
skilled piece of thematic manipulation: the bass figure from the
preceding episode was originally derived from the subject as demonstrated
in Ex.1.9; here however, it is the material from which the counter-
subject is re-created: in Ex.1.10 this figure's presence in the 'cello
line is indicated by brackets and its similarity to the beginning of the
countersubject noted on the lower stave. A common thematic link is
thus established between the subject and itscountersubject, and this
link is confirmed by the soprano entry which fuses subject and counter-
subject together as illustrated in Ex.l.ll and in so doing assumes the
role of modified countersubject to the false entry in the '‘cello (b.80-~
83). The most important point to emerge from this interpretation of
the thematic treatment is the observation that the subject and counter-

subject are fundamentally related to each other: the three-note fragment

which is derived from the subject becomes the source from which the

countersubject is refashioned.
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84-112: the fugue so far has centred upon the I,
D major and ii, E minor. The present episode modulates rapidly through
a variety of keys leading to an entry of the inverted subject in the IV,
G major. The supertonic relationship remains prominent however, since
the episode oscillates between the IV and its ii, A minor, while the
inverted entry in G major is answered by the recto subject in A major,
before E minor is temporarily re-established. The third tonal centre
of the fugue may therefore be said to be that of the IV with an
inclination towards its ii (/II). Since the episode modulates so
regularly through a number of different keys the IV centre is less
emphatically established than was the ii centre in the preceding section.
However it is worth noting that the introduction of the IV key (certainly
not unusual in a fugue, as Bulli;ant observe521) constitutes a further
anticipation of tonal procedures consistently employed in the remaining
fugues, particularly in the fugue from the Ab major sonata, Op.l1l10.
This IV tendency is evident also in the first movement of both of these
works: the false IV recapitulation in Op.102 no.2 (I, b.84 ff.) is
replaced in Op.110 (I) by a genuine recapitulation in the I which,
however, soon digresses to the IV (b.62 ff.). Such tonal parallels are

an important means of integrating the fugue into its larger musical

structure.

The episode begins abruptly in C major (with the not infrequently heard
flattened sixth). The essentially linear quality of the writing at
this point was remarked upon abovez2 where it was noted that the minim
of the subject tends to‘imply premature resolution; this is obviously
true of the alto part in b.87, but less so of the bass line of b.85:
here E minor harmony is expected on the third beat of the bar but, the
D# having resolved early, the music is diverted instead into D minor23.
This disrupts the harmonic rhythm in the manner of a hemiola and

anticipates the duple meter conclusion to the fugue24. The harmony of
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this passage is summarised in Ex.1.12 where the linear writing is
smoothed over and the brackets indicate the effective progression of
the music in duple meter. Several important observations should be
made regarding this analysis of the harmony: firstly, it is by no means
accidental that the key of G major endure twice as long as do the other
keys, for this helps to establish it as the main tonality at this point
in the fugue; secondly, each cadence in G major is preceded by one in
A minor, its ii key, just as the cadence in D minor is preceded by one
in E minor. The overall progression thus summarises the primary tonal
centres of the fugue so far, namely the I (D major, here D minor~ "),
the IV (G major) and the ii in both a specific and a local sense

(E minor and A minor, respectively). The remainder of the episode
continues in these keys but includes one new and significant key, the
VI, B major (b.93-4); this is the key in which new material will be
introduced after the fermata and, being located a third below the I, it
constitutes the final key relationship to be introduced in this fugue
which foreshadows tonal events in the fugues to follow, especially
Op.106. The episode concludes with a two-bar phrase in A minor

sequentially repeated in G major before the entry of the inverted

subject.

The thematic content of the episode is formed initially of the crotchet-
minim figure from the subject and that portion of the countersubject set
against it in the preceding bars (b.82-3). The syncopated bass line
from b.90 arises from the repetition of this fragement of the subject
and leads, as indicated in Ex.1.13, into a figure resembling the
augmented subject whose entry coincides with the dynamic climax of the
episode; it is however, chromatically distorted, beginning on the
leading note, and to some extent overshadowed by the new figure

presented in stretto above it, which directly anticipates the treatment

of the subject by inversion: see Ex. 114. The inverted subject i§
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stated pianissimo in double thirds accompanied by an incomplete and
modified version of the inverted countersubject and answered recto in
the II key. This latest entry is little more than a token reference to
the subject and lapses almost immediately, melting into a substantial

episode which brings to a conclusion the greater part of the fugue.

110-142: the episode proper (which begins on the
last beat of b.112) is joined to the foregoing entry by a brief link in
E minor whose texture and thematic content relate it more closely to
that entry than to the remainder of the episode. The syncopated left
hand in the piano part echoes the previous episode's treatment of the
crotchet-minim fragment from the subject (B., b.90-93) but inverts it
and in addition proceeds to speed it up across the beat in the manner
heard at the onset of that episode (B., b.84-6); this treatment in both
cases is depicted in Ex.l1l.15. The right hand meanwhile traces a series
of whispering diminished harmonies whose subdued dynamic is reminiscent
of the coda to the first movement of the G major violin sonata, Op.96
(b.243 ff.). The return at this point to the key of E minor is a factor
of some structural importance for it relates back to the E minor entry
prior to the last episode; the structure of the fugue thus far, in its
simplest form, consists of two basic key centres, D major (b.4-62)
followed by E minor (b.65-112), the latter encompassing a temporary
remove to the local relative major, the home IV key. By tying the
thematic content of the present E minor link passage to the material of
the preceding entry, Beethoven strengthens this perception of the
structure for the episode itself (b.112 ff.) is a point of departure
which leads to new tonal regions and, for the first time since the

exposition, to new thematic material of significance.
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The last episode had led to the inverted subject in G major and for

that reason had remained on the flat side of D major, restricting itself
primarily to E minor, D minor and G major. The present episode on the
other hand is to lead up to the introduction of new material in B major
and therefore remains on the sharp side of D major, passing through

F# minor, A major and C# minor to B major, which key, like the parallel
use of D major in Op.1l06, is prepared by its tonic minor. During this
episode, more so than anywhere else in the fugue, the emphasis is
placed on linear rather than harmonic writing: the texture is formed
almost entirely of the opening phrase of the subject in stretto recto
and inverso and the continuous nature of the counterpoint is only
seldom tolerant of solid clear-cut cadences. The first such cadence
firmly establishes the key of A major, as the stretto of false entries
is replaced by a simultaneous statement of the subject in three parts
(b.121-4). These entries are soon duplicated in double counterpoint26,
but the addition of the fourth voice and the Interrupted cadence
directly beforehand (b.127) now cause them to be re-interpreted in an
F# melodic minor context27. This technique, by which the melodic line
of a particular entry may be recast in a different harmonic'light, is
the foundation upon which the climax to this half of the fugue is formed:
the key of F# minor becomes IV harmony in C# minor and the inverted
subject is stated three times in the bass beginning on A, but in each
case serving as the basis for a different harmonic progression (b.130-36).
These three entries are depicted in Ex.1.16 with their passing notes
bracketed and the harmonic scheme indicated above: the third entry is
altered to outline the local neapolitan key, D major, but an augmented
sixth harmony on G then resolves onto V harmony in B minor28. This
section of the fugue is the first major climax, the point to which the
episode has been leading from the pianissimo diminished harmonies
through a gradual crescendo to the current fortissimo and here for the

first time in the fugue the subject's intervallic structure is distorted
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through the adoption of the harmonic minor scalezg.

This juncture of the fugue offers the most obvious point for comparisén
between this and the fugue finale from Op.106: in both instances the

head of the subject is treated in stretto recto and inverso, leading to

a dramatic interruption of the fugue, to be followed by a more tranquil
passage centred upon new material which is then combined with the subject
before disappearing. In both fugues the main modulations within the
structure occur prior to the interruption and thereafter the home I,

once re-established, prevails until the end. The tonal structure of the

Hammerklavier is to a large extent based on descending thirds30 and the

descent from the key now reached, (D major) to the home I (Bb major) is
clearly the final stage in the overall design. In the 'Cello Sonata
however, the introduction of the remote tonality, B major (a third below
the I), is rather more surprising than is the appearance of D major in
Op.106, since B minor, the home I's relative minor, would provide a

more immediate link with D major. 1Its conversion to the major sounds
like a digression by which the I is avoided, for it is expected that

the V harmony in B minor, upon which the fortissimo climax subsides,
will function as III preparation for the key of D major. This is the
case in, for example, the Piano Sonata, Op.28 (I, b.227- 69) and in the
Ninth Symphony, Op.125 which had not yet been composed (IV, b.187-213),
both of which are, like the present 'Cello Sonata, in the key of D major.
In this instance however, the F# major harmony does not function as

III preparation for the home I, but resolves instead like a V into

B major. The retum of the I is delayed to coincide with the return of the
main subject, as in Op.1l06. Meanwhile the key of B major represents a
brightening of the key of B minor; the use of minor and major as an
expression of contrast between dark and light is intimated by Beethoven
in the sketches for this fugue which include the marginal note

"h moll schwarze Tonart." 31
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It is remarkable that in the Hammerklavier, whose fugue is in so many

ways a re-working of the ideas underlying the present fugue, B minor
should Be very much the 'dark' key. As Brendel states:

"The tension between B flat major (Light) and

B minor (Darkness) determines the course of the
Hammerklavier Sonata." 32

143-174: a new four-note figure is introduced in
B major the contour and style of which are commonly to be found in the
Baroque 3. Less importance is ascribed to this fugue than to the new
melody in Op.l1l06: in the later work the D major theme is stated and
developed in an extended passage from which the main subject is
completely absent. Here however, the subject is present almost from
the outset in the accompanying snippets which are clearly related to it
by inversion. The return to D major is made, significantly, via E minor,
reinforcing the importance of the ii key and shunning the more obvious
route through B minor. Once the home I is re-established the subject
returns and is thrice stated: the first entry is interrupted by the
answer which contrasts with the original by beginning on E and thereby
emphasiziﬂg the V from the outset34. A codetta re-establishes D major
and the third and only comlete entry begins fartissimo. Greater attention is
drawn to this entry by reducing its first note to a quaver, a simple

but effective technique which is to be repeated in the fugue from

Op.106 (b.51 ff.). The new figure which has undergone various distortions

accompanies this final entry but then fails to reappear. One of the
greatest differences between this fugue and the finale of Op.l06 lies
in the fact that this new figure is not subsequently replaced by the
original countersubject: the remainder of this fugue is based almost
entirely on scalic figures taken from the subject and second counter-
subject and there is no corresponding climatic return of the original

countersubject (cf. Op.106 (IV), b.318 ff.).
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175 - 185: the episode beginning in E minor is based
upon the figure from the end of the subject which is repeated in a rising
sequence. This sequence is actually begun during the subject itself so
that the episode arises merely as a continuation of what precedes. The
repetition during the sequence of one statement of the fragment acts as
a preparation for its compression by which the triple time is again
suspended in a manner recalling the first episode (b.41-6). This
transition between the two meters is marked by brackets in Ex.1.17, the
upper stave of which outlines the rising sequence. This passage is in
fact the most extended departure from triple meter in the entire fugue.
A summary of the episode's harmonic structure is offered in Ex.1.1835
for the harmony counteracts the meter even more forcefully than does the
rhythmic transformation of the subject, as is blatantly obvious when it
is simplified in this way36. Analysis of the harmony also illuminates
the new treatment of this fragment of the subject, the first note of
which is often dealt with as an appogiatura. An occasional retardation
(S., b.179-80 and b.183-4, for example) or anticipatory resolution
(T., b.181, the C# in b.180 resolving a beat early) may also be heard,
but the overall structure remains clear. The series of chords marked
with a bracket in Ex.1.18 (I—ii-iii-IV—V7, b.181-4) is particularly unusual
and therefore particularly convincing in its affirmation of duple meter.
It leads to an unexpected cadence in D minor whereupon a colourful
augmented sixth harmony restores the tonic major. The return to triple
meter is both violent and abrupt, the V7 harmony crashing down on the
weak beat of the bar while the 'cello embarks upon a new entry of the

subject.

185 - 244: 1little need be said about the remainder of

the fugue. There are no further statements of the complete subject but
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numerous partial entries, both recto and inverso, intensified by low

pedal trills in the bass register of the keyboard. After several such
entries over a pedal A the music passes briefly through the dark key

B minor and the IV, G major, before settling onto a diminished harmony
in the I (b.202-6)37. Throughout this passage the dynamic is gradually
lowered and the subject becomes less and less conspicuous, finally
dissolving completely into the right-hand scales which outline the
diminished harmony and upon which the harmonic progress of the movement
is temporarily halted. When this harmony at last resolves the dancing
phrase from the subject appears pianissimo, accompanied by the appropriate
part of the second countersubject inverted. This is repeated in double
counterpoint38 cadencing into the IV and the timeless scales return now

alternating I and V harmony in G majorsg.

The purpose of this lengthy passage soon becomes clear: in the first
place it serves to distance the final climax of the movement from the
dramatic interruption of the duple meter (b.185) which might otherwise
overshadow the fugue's conclusion. In addition it prepares that
conclusion by allowing time for an extended I pedal and for a digression
to the IV key, both of which are typical features at this late stage of
a fugue4o. Most ingeniously of all however, it preserves the thematic
unity of the movement by concentrating single-mindedly upon scalic
figures, yet at the same time lowers the prominence of the subject
itself (from which these figures are derived) by divorcing them from

its crotchet-minim rhythm. Thus, although this passage is entirely
thematic in its content, the effect is that of a period of respite from
the subject, a calm before the final storm, which is the direct thematic
equivalent to a slowing of the tempo prior to a final burst of energy.
The gradual dissolving of the subject into the texture, whereby it
remains present but inconspicuously so, is the prelude to its dynamic

re-creation, empowering it to emerge with a freshness and vitality which

47



drive the fugue onwards to its conclusion. This it does directly

following a four-octave scale which rises with increasing strength from

the depths of the piano (b.222 ff.).

The stretto of the subject recto and inverso which now takes place is

an intensified repeat of the material which concluded the first half of
the fugue, intensified by the doubling of the subject in thirds and
sixths and by the singular ecoﬁomy of the material presented. The final
section of the fugue which emphatically overthrows the triple meter is
a clear anticipation of Op.106 and entails an extended application of
a technique employed twice previously during the fugue, the compression

of the subject's crotchet-minim figure to crotchet—crotchet4l.

Beethoven's first late-period fugue is an exciting introduction to the
fugues to follow; the direct parallels between it and the fugue from
Op.106 offer a curious, almost prophetic, indication of future horizons.
The fact that there are only two fugues in triple meter and that in both
instances the disruption of that meter is a primary driving force of the
music is a consideration of especial interest, the more so since it has
escaped the attention of other commentators. At the same time the
present fugue provides, as it were, an inventory of the main tonal
centres to be explored in subsequent fugues without focusing in
particular detail upon any one of them: the most important tonalities
visited during the course of this fugue may be listed as I (exposition
and first middle entries), ii (second pair of middle entries),

IV, (presentation of the subject inverso), VI (introduction of new
material) and I (return of the main subject). In the analyses which
follow it will become clear that these are precisely the keys chosen by

Beethoven to replace the V as the primary tonal centre second only to

the I.
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10.

11.

Gustav Nottebohm : Zweite Beethoveniana (Leipzig, 1887), p.316.
Kirkendale points out that Beethoven's intention to conclude a
'Cello Sonata with a fugue dates from the time of Op.68 (1807-08) :

Warren Kirkendale : Fugue and Fugéto in Rococo and Classical Chamber
Music (Durham, N.C., 1979), p.244.

John V. Cockshoot : The Fugue in Beethoven's Piano Music (London,
1959), pp.28-37.

There can be no doubt that certain keys had particular relevance
for Beethoven. The question of key characteristics is discussed
briefly in so far as it concerns Beethoven by Rita Steblin : A
History of Key Characteristics in the Eighteenth and Early
Nineteenth Centuries (Michigan, 1983), p.145 et seq.

Musical aesthetics are the subject of a famous volume by Hanslick
in which he points

"to the one and immutable factor in music, to purely
musical beauty, such as our great masters have
embodied in their works, and such as true musical
genius will produce to the end of time."

Eduard Hanslick

Vom Musikalisch-Schonen (Leipzig, 1885), trans.
by Gustav Cohen

The Beautiful in Music (New York, 1974), p.13.

A lengthy extract from the Allgemeine musikalische Zeitung (Leipzig,
1818) is quoted in translation by Warren Kirkendale, op. cit.,
pp.246-=7. Wallace summarises this review thus :

"Skepticism ... tinged with a profound respect."

See Robin Wallace : Beethoven's Critics Aesthetic dilemmas and
resolutions during the composer's lifetime (Cambridge, 1986), p.38.

Allgemeine musikalische Zeitung (Berlin, 1824).

See Warren
Kirkendale, op. cit., p.246 (italics mine).

Consider for example, Benjamin Britten's veridct on Beethoven's
most sublime sonata :

"I heard recently the piano sonata, Op.lll. The
sound of the variations was so grotesque I just
couldn't see what they were all about."

Quoted in Murray Schafer : British Composers in Interview (London,
1963), p.119.

See Martin Cooper : Beethoven The Last Decade 1817-1827 (Oxford,
1985) p. 144, n.l.

Warren Kirkendale, op. cit., p.247.

See App.II.

For example, Op.18 no.4 (II), Op.59 no.2 (III), Op.67 (III), Op.97
(II), Op.125 (II) and Op.127 (III). Other triple time fugati
include 0Op.21 (II), Op.55 (I), Op.91 (b.516 ff.) and the separate
fugue Op.137 plus the fughetta from Op.120 (var.24).
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12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

Johann Mattheson : Der vollkommene Kapellmeister (Hamburg, 1739)
here quoted from Alfred Mann : The Study of Fugue (London, 1958),
p.55. Beethoven's acquaintance with Mattheson's volume is noted
by Warren Kirkendale, op. cit., pp.207-8.

Throughout the thesis bar numbers are preceded by the letter 'b.!
unless they stand outside the text, in which case they are given
merely ‘as numbers. Wherever the numbering of bars is inconsistent
from one edition to another that given in HV is preferred. 'HV'
refers to the edition offered by G. Henle Verlag, as indicated in
the bibliography.

The voices are referred to as S.A.T. and B., T. usually denoting
the vlc.

Gustav Nottebohm : Beethoveniana (Leipzig, 1872), pp.33-4.
Nottebohm states (on p.33) :

"Beethoven had spater an eine andere Beantwortung,
an eine regelmassigere Einrichtung des Gefdhrten
gedacht,"

and places Beethoven's suggestion

"etwa vier Jahre nach dem Erscheinen der
Artaria'schen Ausgabe jener Sonate."

The sonata was published by Artaria in January 1819 : see Georg
Kinsky : Das Werk Beethovens Thematisch-Bibliographisches
Verzeichnis Seiner Samtlichen Vollendeten Kompositionen (Munich,
1955), p.283.

See below, pp.37-8,and refer to Ex.l.7.

The vlc. begins this section as T.(b.46) but subsequently becomes
A.(b.50). This is because the original A. falls absent (b.47) and
returns as B. (b.50).

See above, p.36.

It is also discussed in the Concluding Remarks : see below, pp.247-9.

In later works the tendency towards the supertonic may be related
to the comparable tendency of the B-A-C-H motif discussed in App.I.

Roger Bullivant : Fugue (London, 1971), p.167.
See above, p.33.

See App.II. Theh supplied by HV seems more consistent with the
vlc. than does the #generally given.

Cf. with the episode in Op.106 (IV), b.41-8.
That is if one accepts the Fh in b.86.

The parts exchange as follows : S. remains S., T. becomes A. and
B. becomes T. The vlc presents the T. line ih both cases.

See App.II. The E(§) is presumably a misprint for c#.
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28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

Textual discrepancies in b.133 and b.138 are noted in App.II.

This was avoided in the B minor entry by placing the leap of a third
between the second and third (instead of between the first and '
second) notes of the subject (b.72-3).

This is discussed in more detail in the appropriate chapter : see
below, p.100 et seq.

See Gustav Nottebohm, op. cit. (Zweite Beethoveniana), p.326.

Alfred Brendel : 'The New Style' in Ludwig van Beethoven The
Complete Piano Sonatas (Philips record sleeve 6768 004, 1976).

Cooper compares it to the subject of W.T.C. I, 16 : see Martin
Cooper, op. cit., pp.143-4. Also similar is the subject of W.T.C.
I1, 20.

This is comparable to the fugue from Op.120 : the original answer
asserts the I (b.6-7 and b.20-21) but when the exposition is
restated (b.117-33) a modification is allowed to produce a shift
in emphasis towards the tonality ranked second in importance to
the I, in that case the IV (b.129).

The alternative conclusion depends upon a textual discrepancy noted
in App.II.

Since the sole purpose of this simplification is to afford a rapid
insight into the harmonic rhythm, no effort is made to obviate the
consecutive fifths which are in practice avoided by redistributing
the texture within the duration of a single harmony. See 'Preface
to the Music Examples' in vol.II of the thesis.

The flattened sixth which this entails was prominent also in the
preceding IV section (A., b.200 : cf. this with the S. Cf in b.79).

Certain editions give the bass note in b.209 as G : see App.II.
Comparison with b.213 suggests that A is the correct reading.

Again the suggestion in HV seems preferable : see App.II, b.215.

The IV is also featured in the first movement at the beginning of
the coda (b.129-32 give the second subject in I, repeated in IV).

Cf. with b.84-6 and b.108-12. Refer also to Ex. 1.15 above.
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Chapter 2

The Piano Sonata in Ab major, 0Op.110

Structure and Style

The fugue from the Piano Sonata in Ab major, Op.110 is from a structural
viewpoint Beethoven's most unorthodox essay in the form, dovetailed as

it is with the profoundly moving Arioso dolente which constitutes the

essence of a slow movement. This highly original division of the fugue
gives rise to a possible ambiguity noted by Bullivant who describes the
fugue as:

"on the borderline between being two incidental
fugues and one complete one." 1

It is included within the scope of this thesis because, as noted above
in the introductionz, regardless of the precise classification givenV
it by the analyst, it serves the aural purpose of fugue finale to the
sonata. In fact it would seem reasonable to regard the fugue more as

a single complete fugue than as two incidental fugues, the first fugue
section corresponding to the exposition, the second to the middle
entries and what might in this case be termed the 'recapitulation'.
This is the interpretation persuasively urged by Cockshoot in his
summary of Schenker's analysis 3; it is also a basic assumption made

by Tovey who does not even discuss the possibility that there might be
two fugues here4. The only plausible objection to this interpretation
of the structure is obvious: the fugue exposition (b.26—c.113)5 exceeds
in length the remainder of the fugue (b.137-213), an imbalance which

is exacerbated by the non-fugal texture for much of the final section.
The tonal considerations noted by Cockshoot however, in connection with
the first part of the fugue6 and the emotional content of tﬁe movement
as a whole, which demands the gradual replacement of a strictly fugal
texture with more pianistic figurations, are factors which far outweigh

these dimensional imbalances; the Adagio sostenuto from the Hammer-

klavier sonata and the first movement from the C minor sonata, Op.1l11
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are of course to be analysed as sonata form structures notwithstanding
the fact that their devglopment sections are remarkably short 7. In
fact development has become an all-pervasive feature of the sonata
form8 and Beethoven tailors the structure to meet his requirements.

In similar fashion the expected proportions of the fugue are here
altered according to the demands of the context: the exposition is
expanded to enable it to stand alone, separated from the remainder of
the fugue by the return of the Arioso, and the fugue once resumed is

of adequate length as it stands to fulfil its emotional task of
bringing the sonata to a climactic conclusion; the second fugue section
is in fact of fairly regular duration relative to the length of the
exposition (b.27-40), for the unusual feature of this fugue (besides

the intrusion of the Arioso) is not the actual length of the exposition,
but rather its threefold presentation. This tendency on Beethoven's
part to transcend fundamental musical principles is noted in a different

context by Kunze:

",.. kBnnte man von der Tendenz im Spdtwerk Beethovens
sprechen, musikalische Grundordnungen zu transzendieren."

In the present consideration of the sonata the two fugue passages are
therefore deemed to constitute a single complete fugue whose structure

is refashioned to accommodate the return of the Arioso.

The subject of the fugue is of an elegant simplicity and stately
grandeur which contrasts with every one of Beethoven's other fugue
subjects: absent are the rhythmic quirks of the 'Cello Sonata's fugue

subject, the drive of the Hammerklavier and Diabelli fugues and absent

also the portentous chromaticisms of the Grosse Fuge and the C# minor
String Quartet fugue. Hopkins describes the present subject as one

"of such purity and serenity that it might have been
carved in marble " 10

while Ratner claims that it

"would have delighﬁed Fux and other 18th-centiry pedagogues." 11
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Less pleasing to the pedagogues would have been Beethoven's exploitation
of the subject's 'ambience' between the I and IV keys which is noted
by Dreyfus 2. Yet in spite of its uniquely retrospective subject the
finale of this sonata is the most obviously Romantic of all Beethoven's

fugues, and this is due not merely to the emotionally charged Arioso

dolente in the extreme key of Abminor13 and its weeping reappearance

a semitone lower14, but also to the programmatic connotations implicit
within Beethoven's directions for the fugue itself ('Nach und nach
wieder auflebend') and to the tempo changes and attention to timbre
('sempre una corda - poi a poi tutte le corde') neither of which is to
be expected in the caxse of a Classical or pre-Classical fugue. It is
therefore not without some justification that Hopkins regards this
movement as the dam of Classicism being overthrown by the waters of
Romanticism15

, the -

"perfect symbol of the Revolution that Beethoven
accomplished"16,

though the music exists per se and any attempts to impése a specific
programme should resolutely be avoided. The fugue is at least a most
striking example of the revitalization of the traditional form by its
infusion with that new poetic element of which Beethoven himself spoke:

".... heut 'zu Tage muss in die alt hergebrachte Form
ein anderes, ein wirklich poetisches Element kommen." 17

Tonality
A particularly important point for consideration at the beginning of
this fugue is the tonality, the fundamental nature of which is

emphasized by George:

“... in fugues of any sort, even more than in most
structures, the unifying function of tonality is
especially important because of the probability of
considerable thematic complexity ... this truism is
particularly applicable to Beethoven." 18

Although he mentions as characteristic of Beethoven's fugues
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"a combination of rhythmic diversity and thematic
reiteration which is apt to lead to analytical
confusion unless order is restored through the
recognition of tonality" 19,

yet there is, as Dreyfus points outzo, an important tonal ambiguity at
the outset of this fugue, the effect of which is precisely to obscure
one's recognition of the tonality. This is the capacity of the subject
initially to imply the key of‘Dbmajor and subsequently to suggest a
modulation to its V Ab major. These tonal implications of the subject's
melodic structure are realised in, for example, the third entry

(s.,b.36 £f., Db major - Ah major) and, it may be argued, retained
transposed in the second and fourth entries (A.,b.30 ff. and B.,b.45 ff.,
respectively, Ab major - Eb major)Zl. The codetta during the first
exposition moreover (b.34-6) by sequentially repeating the end of the
preceding entry further asserts the key of Db major in which the next
entry begins. Dreyfus, seeking evidence or preparation of this tonal
ambiguity earlier in the sonata mentions the importance of the IV key
in the recapitulation of the first movement and concludes:

"The expressive core of this sonata, then, is that
unique ambivalence between the I (V?) and IV (I?)." 22

This is undoubtedly a significant observation and its validity is
further confirmed by reference to the trio whose ternary structure
(Db major - Gb major - Db major) likewise furnishes evidence of the
local IV key usurping the role of the I. Thus, in his discussion of
the harmony of this trio, Misch refers to the

"dominantization of the tonic,"23

. 24
a clumsy but appropriate term which he borrows from Klatte .

In each of these instances the absolute supremacy of the I is called
in doubt by the placing of some degree of emphasis upon the IV key.

In spite of this, Dreyfus' observation regarding the tonal ambience of
the fugue subject should be qualified by consideration also of certain

other relevant details: firstly, the ambivalence between I and IV is
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utterly destroyed if the subject is inverted, as happens at the
beginning of the second fugal.section of this finale (b.136 ff., Die
Umkehrung der Fuge'). Secondly, and rather more significantly, the note
Ab is firmly and unambiguously established as the tonic by the Arioso
which leads directly into the fugue. The absence of harmony in the
final bars of the Arioso might be taken both as a preparation for the
introduction of the fugue subject, by which the texture is reduced to
a single strand,and also as a means of gradually brightening the
harmony fromi to I, a transition which would be more abrupt were the
two harmonies simply juxtaposed. As the fugue begins the impression
gained is that the final section of the sonata is underway; this view
requires that the subject, if possible, be heard in the home tonic,
Abnmjorzs. Since the present subject is suitable for harmonization
in this key the home I exerts a greater pull at this stage than does
the IV key. This is contrary to Dreyfus' claim that the beginning of
the fugue

"sounds like D flat" 26
for once Ch is heard the transition from minor to major is confirmed.
Indeed, this note's failure to resolve onto a DL weighs heavily against
the argument that the subject is-in the IV key, even if a modulation
to the 'dominant' at this point is conceded. Thus when taken in context
the subject is heard in the correct key, Ab major, as shown in Ex.2.1 27.
The ambiguity or ambivalence, such as it is, arises more than anything
else as a result of the ear's familiarity with Classical tonality and
its natural reluctance to interpret a rising fourth (or descending
fifth) as degrees I - IV of a key in preference to the more
obvious Perfect cadence, V-I; at the beginning of the fugue this
tendency to interpret the subject wrongly is minimal given the context
in which it is first heard. In the ensuing entries however the I/IV

ambiguity is more fully exploited and intensified so that the IV does

begin to assume command. Dreyfus' observation then, and only then,
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becomes entirely correct:

"The subdominant exercises the greater pull: all the
modulations in the first part of the fugue are
subdominant tending." 28 :

Analysis of the Fugue29

26-49: the first section of the fugue involves, as suggested
above, a three fold statement of the exposition. The first statement
introduces the three voices with the subject and also a countersubject
which is merely a variant upon the subject at the lower third (see
Ex.2.2). This countersubject is treated with some freedom and at times
replaced by alternative figures related in style. The derivation of
the subject (and therefore of the countersubject also) from the opening
theme of the first movement is widely—knownso, as is the derivation of the
Arioso theme from that of the scherzo movement31, though this latter
'resemblance' is decried by Tovey:

"if we stake our faith on that, we may as well go

further and find cryptographic evidence that Beethoven's

later works were written by Spohr." 32
Nonetheless one or both of these relationships is mentioned also by
Cockshoot33 (who also relates the subject to 'a number of other works
by Beethoven34), Dreyfus35 and Retiss. In addition Schenker suggests

the derivation of the Arioso dolente from its introductory repeated

chords, since both are based on the descending three-note figure

37 . . .
Eb - Cb -A+ . Clearly there is here a deeper level of thematic unity
and a more sophisticated approach to the integration of the fugue into

the larger structure than in Op.102 no.2.

The finale of Op.110 has begun in mournful style, the Arioso singing
in the extreme key of Ab minor. The first exposition of the subject
re-establishes the I major of the sonata but then begins to undermine

that tonality by exploiting the I/IV ambiguity latent within the
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melodic contour of its subject, but not fully realised at the outset.
The first two entries_begin and eng in the I, Ab major and V, Eb major
respectively; they are then repeated, but given an entirely new harmon-
ization such that the I becomes the V38. Each of these two repetitions
is preceded by a codetta; the first codetta (b. 34-6) establishes

Db major to prepare the new harmonic perspective from which the subject
is to be viewed, while the second (b. 40-45) is more substantial but
serves the same purpose by different means: it moves in a leisurely
passage of tonal stability through F minor but then changes key rapidly,
settling only as the subject begins in Ab major (b. 45). This variation
in the harmonic pace is designed to confer greater stability upon the
key of Ab major and is complemented by the delayed introduction of the

sharpened fourth by which to modulate into the local V39.

The tonal argument so far may therefore be summarised as follows: thé
subject of the fugue, if considered in isolation, is tonally ambiguous
and that ambiguity is demonstrated by presenting both the subject and

its answer in two entirely diffe;ent harmonic lights in the first section
of the fugue: the first two entries of the fugue establish the tonality
while the second two begin to undermine it. In this way the fourth
entry (which actually begins the second statement of the exposition) is

welded onto the first three entries and the wondrous continuity of this

fugue upheld.

45-66: the second group of entries further exploits the
subject's tendency towards-the IV key: the two outer entries (B., b.45
and S., b.62), both in the answer position beginning on Eb , harmonize
the subject as if in Ab major modulating to its V Eb major, while the
ihtervening entry (A., b.53) beginning on Ab , though more chromatic,
begins in Db major and modulates to its V Ab major. Each of these three

entries thus treats the first note of the subject as a dominant.
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Of the two codettas which separate these entries, the first (b. 49-53)
descends through fifths to establish Db major for the next entry but
includes a passing modulation to Eb minor, the local supertonic minor

and a tonal feature which is destined later to recur. The second codetta
(b. 57-62) may be mentioned here in greater detail; it is formed by
varied repetition in invertible counterpoint and is based largely in

F minor: the repetition begins in the second half of b. 59, the soprano
taking the bass part (from b. 57) while the bass takes the alto. Since
the entry which precedes this codetta ends in Ab major and since it is
intended that the next entry begin in this key, the intervening codetta
has no specific harmonic function and therefore remains almost throughout
in the loc%l relative minor. Nevertheless it does allude once more to the
I/IV issue: at the end of the first statement of the codetta's material
(b. 59) the descending melodic minor scale in the bass tentatively
suggests the possibility of a modulation to the local IV. When this
material is repeated in invertible counterpoint additional chromaticisms
are included by way of variety (Gb in S, and Ah in B., b.61) and these
confirm beyond doubt the modulation to the IV key. Thus this codetta, which
is not strictly required to modulate into the tonality of the next entry
and might therefore have been quickly dismissed, is taken by Beethoven
and moulded in such a way that it perpetuates the delicate balance
between the I and IV ﬁeys. The mastery by which this is achieved is
evident firstly in Beethoven's choice of key - further reference to

Db major at this point would have been tautologous so Beethoven selects
instead the relative minor and its IV - and secondly in the restraint
with which the IV is at first approached (b. 59). Moreover, the use of
the relative minor (become major) as V of the ii is parallelled on the

larger scale by the F minor scherzo, whose tierce de Picardie conclusion

resolves at the beginning of the finale into BL minor. The underlying
subtlety of this ostensibly simple codetta is thoroughly typical of

Beethoven's fugal style in the late-period works, for it illustrates his
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ability to select a particular harmonic, thematic or rhythmic device (in
this case the I-1IV relationship) and allow it to permeate the composition

at every level. Comparable passages will therefore be cited as evidence

of this characteristic throughout the thesis.

A brief extension concludes the codetta re-establishing Ab major for the
next entry by tnxnﬁngIBb minor as ii harmony in a conventional cadential
progression. The introduction ofBb minor during this codetta is in fact
prepared during the preceding entry (b. 53-7) whose harmonic structure
may be summarised thus: Db major—Al) major—Bb minor—Ab major (via Eb major).
This temporary remove once Ab major has been established from the tonic
major to its supertonic minor is a repeat of the harmonic content of the
preceding codetta (Db—eb—Db, b.51-3) as well as a link with the key of
Bb minor in the following codetta. It is also a recurrent feature of
the fugue and will be mentioned again in connection with the third
exposition4o. At this stage it serves to fuse together the several
sections of the fugue, binding entries and codettas into a unified
wholeal. The salient details of this passage (b. 51-63) may therefore
be summarised as follows: the harmonic structure of the first codetta
is repeated during the entry to which it leads and this repetition a
fifth higher introduces the key which will act as a local IV in the
next codetta. This interpretation is illustrated diagrammatically in
Ex.2.5, the lower brackets indicating the temporary move to the super-
tonic minor, the upper brackets the resultant preparation of Bb minor

and its subsequent exploitation42.

66-87: a lengthy episode separates the second and third
expositions. It begins with a sequential passage based on the end of
the subject which at first appears destined to relax through descending
fifths; instead Beethoven sharpens the root of the V7 harmony and forces

the music up through sharper keys increasing the tension. On reaching
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G major (b. 70) the sequence is broken as the soprano leaps emphatically
to Ab and the tension then dissipates. This section has been described
by Schenker as

"very eloquent"43
and by Cockshoot as

"certainly a touch of Beethoven's genius."44
It is an excellent example of Beethoven's complementary exploitation of a number
of musical parameters by which to create a particular effect: these may
be listed as dynamic gradation (gzggg. to the climactic Ab followed by
a reduction to glggg), harmonic rhythm (the seventh, FH in b.70 is
introduced early breaking the sequence), rhythm (the quaver rest in
b.70 further highlights the Ab, as noted by Cockshoot45), register (the
Ab is the melodic apex of the structure, occurring a minor third higher
than expected) and texture (the éexture reduces to two parts after the
climax). In addition there is a marked reduction in the degree of
chromaticism once the climax of the structure is reached. Each of these
features combines with unity of purpose to create and resolve the tension

and thereby to lend direction and meaning to what might otherwise remain

a dull and uneventful sequence.

The subject now enters dramatically in the bass, considerably expanded.
This majestic striding entry sounds like the beginning of the middle
section of the fugue and modulates to Bb minor. The new conclusion to
the subject is then taken as the basis for a brief passage of invertible
counterpoint which is enhanced by dynamic contrast and, more unusually,
by rhythmic exchange such that two voices which change places in the
texture also exchange their rhythms, one with the other. This principle
is most readily to be discerned in the repetition of this section a tone
lower in Ab'major (b. 83—7):-the second half marked piano repeats the
first half marked forte with the texture inverted46 but the two voices

exchange rhythm also. The new soprano part thus combines the melodic
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contour of the former bass with the rhythmic style of the former alto,

as illustrated in Ex.2.6; the new bass line is derived by similar means.
Two new melodic fragments are thus created by this process of
amalgamation and a routine repetition, albeit enlivened by inverting the
counterpoint, becomes the impetus for the creation of something new.

The preceding section in Bb minor (b.79-83) involves a less stringent

application of the same idea.

87-105: the introduction of a Gb on the final quaver of the
episode establishes Db major as I at the beginning of the third and final
exposition of the subject. This is the only entry in the entire first
section of the fugue not to begin either on the I or V of Ab major and
significantly it is the only entry (excluding the original entry and its
answer) not to treat the first note of the subject as a V. Consequently
it is unique in its failure to modulate to the local V and therefore
remains in the IV, Db major throughout, only momentarily suggesting a
shift to Eb minor. Almost as if the IV emphasis has assumed too great
a level of importance, Beethoven answers the subject immediately with
an entry which oscillates uncertainly between he IV and I keys. This
harmonic indecision may result directly from the false entry in stretto
(B., b.93): the subject begins in Db major (S., b.91) and modulates
immediately to the V, Ab major but when the bass enters in stretto, also
on Ab, a temporary return to Db major is necessary if the opening note
of this entry is not to be regarded as the I. To this extent the harmony
is dictated by the counterpoint, a simple modulation being repeated in
stretto, a stretto of the harmony in fact, the net result of which is
the alternation of two keys; this is illustrated in Ex.2.7, the brackets
indicating the harmonic stretto, the bottom system the overall effect.
Of course Beethoven might simply have omitted the first modulation to
Abrmﬂar (b. 92-3), but in so doing he would have destroyed this delicate

balance: as it stands the present entry serves both to undermine the IV
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key so firmly asserted by the foregoing entry and also to epitomise the

fundamental tonal argument of the fugue. The placing of these two

entries, by which the IV key is conspicuously established and then called
in doubt, at the strategically significant point two thirds of the way
into this first section of the fugue, is a quite deliberate means of

presenting this tonal ambiguity in its most effective light.

The remainder of this section of the fugue is concerned with re-
establishing Ab major as the I; the IV has temporarily achieved
prominence so now Ab major is re-instated but not, as it transpires,
unequivocally. The subsequent codetta which now precedes the final
entry of the subject thus modulates sequentially to E‘ major, settling
onto a pedal Eb which sounds as V in the home I. After a transitory
modulation to Bb minor the subject enters strongly in the bass in
AbnﬁUor, but beginning on Eb and thus following the general pattern.
The passing modulation to Bb minor during the entry, which is cancelled
by the alto entry in stretto (b. 103), picks up the modulation at the
end of the codetta (b. 99-102) and refers back to the second exposition
where such momentary shifts to the supertonic minor were noted (b. 51—7)47.

The key of the supertonic minor is not infrequently used by Beethoven in

the late-period fugues as a prominent secondary tonality: it was noted

above in connection with the D major 'Cello Sonata 8 and will further

be mentioned in the analyses which follow. In the present fugue its
prominence may be explained partly by the observation that it is the IV

key in relation to the tonic's relative minor, precisely the manner in

which it was heard during the episode above (b. 57-62).

105-116: the final entry of this threefold exposition of the
subject concludes in the real V, Eb major, and the introduction of a
I)bin the inner part presages the return to the home I (b. 105),

Ab major is indeed re-established, but a beautiful chromatic insertion
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first diverts the music through the IV key, its final fleeting appearance
in this half of the fugue (b. 105-6). The music builds up to a climax
using stretto between the outer parts and a free treatment of the subject
by diminution which anticipates later events once the fugue is resumed.
Given that the subject is scored in compound time it is inevitable that
the diminution be not strict49; the new rhythm however enhances the
subject's ascending contour particularly in the bass entry (b.107 ff.)
where the final notes are diverted further aloft. The fugal texture is
abandoned as the music settles onto V harmony in the home I: the V7 is
then outlined in a descending and ascending arpeggio as a means of
dissolving the tension before melting like an augmented sixth harmony
into G minor for the return of the Arioso, " Emmattet, klagend" whose
mellifluous cantabile line is now inter;upted as if by sobs. By the time
the fugue returns G minor has become G major, a remarkable series of
chords prior to the inverted fugue giving the impression of increasing

strength after the soul-baring and emotionally exhausting Arioso.

136-152: the choice of G minor/major as the tonality for so
expansive a section of the movement, and the key in which the fugue is
resumed, is most unusual and requires what Rosen describes as

" > "50

an abnormal harmonic movement
in order to return home. Tovey explains this choice of key as follows:
"The purport here is to produce surprise and a break
away into something remote from the key of the Fugue
but near in pitch to the Arioso." 51
The primary tonalities of the fugue so far have been the I and IV keys,
in addition to which there have been less extensive references to the
relative minor and its IV. These keys, like that of the original Arioso,
are without exception firmly on the flat side so a temporary shift to
a different tonal plane introduces a welcome element of contrast.

Lowering the tonal centre by a semitone might also be deemed to

contribute in some small measure to resolving the I/IV ambiguity since
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the note G, the leading note in Ab major, is foreign to the key of

Db major. However, its impact in this respect is minimal siqce the
sharpened fourth is one of the most frequently heard of chromatic notes;
a Gh in Db major need in no way necessarily imply a modulation to the

V key, just as .the bass Dh in b.109 does not for a moment imply a remove
from Ab major to its V. Thus when the final section of the fugue begins
(at b.174) the IV tendency of the subject is still very much in evidence.
The descent to G minor which subsequently becomes major also acts as a
oounterbalance to the supertonic modulations noted during the fugue,
particularly towards the end of the third exposition (b.99-104). Such
a lowering of the tonal centre is described as follows by Tovey:

"the move a semitone downwards from the tonic (to
VII# or vii#) is a move into mysterious brightness.'" 52

Certainly there is mystery as the fugue dissolves into the Arioso, and
there is brightness too as repeated G major chords prepare the return

of the fugue.

The G major section of the fugue re-introduces the three voices in the
manner of an exposition and concludes with a redundant entry in the
soprano. Cockshoot remarks upon Beethoven's skill in disguising the
necessary alterations to the subject's melodic shape in the answer53.
His comments are convincing in spite of Nottebohm's suggestion that an
unspecified improvement noted by Beethoven might refer to this very
passage:

"Unmittelbar nach obiger Andeutung [regarding Op.102 no.2]
findet sich noch Folgendes bemerkt:

in der Sonata in As ist auch etwas welches in der
geschriebenen vom Erzherzog anders ist.

.o+ Vermuthlich ist die Stelle im letzten Satz gemeint,
wo das in G-dur und in entgegengesetzter Bewegung
eintretende Fugenthema zum ersten Mal beantwortet wird." 54

It is the proximity of this remark to Beethoven's recommendation regard-

ing the answer from Op.102 no.2 which suggests that it refer to a
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comparable passage in Op.110, hence Nottebohm's assumption. Nonetheless

..it is difficult to envisage what Beethoven's intention might have been.

The tendency of the music towards the IV key is for the moment set aside
as the entries outline I and V in G major; however, the redundant entry
modulates to the local IV key, C minor, closing on its V chord, the bass
note of which initiates the next section of the fugue. Henceforth the
presentation of the subject recto becomes the norm. The expository
nature of this 'middle' section of the fugue is the main argument for
regarding the fugal content of this finale as two incidental fugues
rather than as one complete one; Cockshoot however explains it as the
means by which

"Beethoven tried to portray the gradual return of

vigour after the grief of the Arioso" 55
and, as noted above56, this seems the eetter interpretation of the two.
Beethoven's indication 'nach und nach wieder auflebend' is clearly
similar in intent to his 'Neue Kraft flUhlend' from the A minor String
Quartet, Op.132. The various means by which this process of regeneration
is here expressed give rise to a movement of tremendous enrichment which
renders quite incomprehensible McNaught's reservations regarding its
success:

"In the final movement of Op.110 he [Beethoven] seems

to be searching some upper region by fugal ways, and

it needs a sense of duty not to be aware that his

steps go lamely." 57

On the contrary, this is a music which evolves so naturally that it

appears to have composed itself.

152 - 174: the remainder of the middle section of the fugue
once more involves the presentation of the subject in each of the three
voices, in a passage which tends increasingly towards homophony: the

main entries are soprano (augmented, recto, b.152 ff.) bass (augmented,
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recto, b.160 ff.) and alto (non-augmented, inverso, b.170 ff.). These
entries are accompanied, not by the countersubject which has been seldom
retained in its original format, but by the subject itself, now heard
in a diminution which reduces the note values by two thirds. Blom
describes this as

"a rare and astonishing technical device" 58
but it is a logical consequence of the compound meter in which the fugue
is set. To ensure its immediate recognition the upper parts are silenced
as it is first introduced (b.152). The new accentuation of the subject,
arising from this manner of diminution (see Ex.2.8) is reminiscent of
the treatment of the subject by augmentation in Op.106 (IV, b.94 ff.)sg.
This feature is remarked upon by Tovey:

"Beethoven ... adapted augmentation and dimirution to

sonata-like varieties of thematic expression, by

employing them in triple { and compound] time, so

that ... they produce an entirely new rhythmic

expression.'" 60
Consistent with this transformation of the subject's rhythm is the'
syncopation of the augmented subject across the barline. At one point
this results in the first beat of the bar not being sounded on seven
successive occasions (b.162-8). Also interesting is the complete
omission of the countersubject at this point; its replacement by the
subject itself is perhaps implied by its failure to assume an independent
melodic line, but this is in any case characteristic of the late-period

fugues which tend increasingly towards monothematicism yet without loss

of internal contrast.

The first two entries of the augmented subject treat the opening note

as a V in familiar fashion; the first entry is in C minor moving
temporarily to the V minor while the second, though beginning in C minor,
moves during the first note to the IV, This.latter entry is more
chromatic than the first and includes an anticipatory return to the

home I (which coincides with the marking 'poi a poi tutte le corde'61)
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but ends in the key of Eb major. Beethoven now marks the music 'Meno
Allegro. Etwas langsamer'but continues the feeling of growth and
increasing vitality by introducing the subject in double diminution and
by beginning the continuous semiquaver movement which is perpetuated
without interruption until the end of the sonata. This tempo change and
the subsequent accelerando ('nach und nach wieder geschwinder')
constitute as Hopkins notes

"the exact equivalent of a change of gear.'" 62
The subject in double diminution is condensed by the omission of its
third and fourth notes and a fugal texture becomes increasingly
difficult to trace, though Cockshoot does explain the counterpoint
latent within the semiquavers at the point of recapitulationss. A link
codetta (b. 168-70) establishes the new texture and movement leading to
the third entry of the subject which restates the supertonic minor
relationship (Bbminor - Ab major). Its chromatic distortions and scraps
of apcompaniment alternating between the outer voices signal the end of

strict counterpoint and an impending homophonic conclusion.

174 - 213: the final section of this fugue may appropriately
be termed the 'recapitulation' for the subject is stated by each of thé
three voices in the same order as in the original exposition and at the
same pitches. The repetition of that material is thus made with what
Tovey describes as

"a more than accidental exactness." 64
One significant alteration lies in the fact that a greater proportion
of the keyboard's register is explored in the recapitulation, the first
entry being transposed down an octave and doubled at the lower octave
while the third entry is doubled at the upper octave. This is a direct
preparation for the sonata's forthcoming climactic combination of the

extreme registers of the keyboardss.
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To this final section of the fugue is entrusted the task of resolving,
or of failing to resolve, the I/IV imbalance which has been the
fundamental driving force of the fugue from the beginning. The key of
Ab major is established as the subject enters (b. 174) but there is an
immediate shift to the IV66 so that the first note of the subject is
once again treated as a V. In the second entry (A., b. 178 ff.) the
harmonization exhibits this IV tendency of the subject more markedly,
but in the third entry (S., b. 184 ff.) the subject finally begins both
on and in the home tonic. This, it should be noted, is the only entry
in the entire fugue so far, excluding the original entry and answer, to
treat the subject in this way: the only exception is the alto entry in
Db major at the beginning of the third exposition (b. 87 ff.), but since
that entry is set in the IV key its failure to comply with the treatﬁent
of the subject consistently employed elsewhere has the effect of
enhancing, rather than of diminishing, the IV emphasis of the fugue.

Now however, for the first time in the fugue the subject is stated on
Ab and in the home I. Moreover, in the final summing up which is based
upon a free development of the subject by way of a coda, there is only
one further entry of the subject (S., b. 200 ff.) and that entry like-
wise begins on Ab very firmly in the home I. Shortly thereafter the
sonata ends with a flurry of I arpeggios67 and a dense but widely-spaced

chord of Ab major.

It would thus appear that the fugue has come full circle: the original
unaccompanied entry, which sounded in Ab’major but which was subsequently
re-interpreted in a IV light, is here re-instated and confirmed in the

I tonality. This interpretation however pays too little alteration to
the hard realities of the I/IV conflict which in fact persists throughout
the coda. Thus the third entry (S., b. 184 ff.) is preceded by a
momentary modulation to Db major which is repeated more emphatically

during the entry itself. Nor does this entry return as expected to the
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I, but digresses instead into F minor and only re-establishes the I by
restating the end of the subject, doubled at the upper third (b. 188-90).
A further transitory modulation to Db major (in b. 199) precedes the
final statement of the subject; it is of comparable brevity to the
modulation prior to the soprano entry at b. 184 and does little to
prepare the most devastating stroke of all: the subject beginning in
Ab major modulates into the IV key at the same point as before (cf. with
b. 186-7) but is then expanded to assert this key with unprecedented
force. A sequential extension continues the IV emphasis whereupon a
violent diminished seventh harmony wrenches the music back towards
Abnmjor. The sonata does end in the home tonic, but there is no solid
Perfect cadence, the expected V harmony being replaced by the less stable
diminished seventh. The last seven bars thus sound dangerously close
to an interruption of the IV key, and the concluding arpeggios more like
a refusal to continue the argument than a glorious re-affirmation of I
tonality. Thus Dreyfus states:

"despite the apparent assertiveness and vigour of

the close of the sonata, it does not in fact succeed

in resolving this ambivalence at all." 68
She continues however:

"The true resolution does not come until the end

of the first movement of Op.l1ll ... in that marvellous

coda which ... resolves the ambivalent I/IV into

its altemative and harmonious form: the Plagal

cadence." 69

This latter point requires some degree of clarification.

It is clear that any harmonic conflict in one work may recur in another.
If however that conflict should appear unresolved in the first‘work yet
find resolution in the second this fact need not, indeed should not, lead
one to the conclusion that the two works are continuous. Dreyfus
nonetheless states that the last thre; sonatas are

"continuous (indeed forming three parts of a single
conception)." 70
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This view is not substantiated by the I/IV issue, since the key of

C major, even if reached via a Plagal cadence from F minor, is clearly
no resolution to a conflict which rages about Ab major and its IV,

DL major; rather it is the resolution of a stormy C minor into the I

major, a bridge between the turbulence of the Allegro con brio ed

appassionato and the timeless hushed world of the Arietta. In the

present view each of Beethoven's late-period compositions is to be
understood as a separate independent musical structure. Similar
compositional procedures may recur from one work to another - indeed
they are explored in this thesis with respect to the fugues - but this
does not require that the works concerned be any more closely related
than for example the F minor Piano Sonata Op.57-and the F minor String
Quartet Op.95, both of which immediately restate their opening material
in the neapolitan key. The Ab major fugue from Beethoven's penultimate
sonata thus presents a tonal conflict which at the last fails
satisfactorily to be resolved. It is this opposition of two tonalities;
inherited from the sonata style,which gives rise to the new dramatic and
emotional qualities fundamental to Beethoven's imaginative concept of

fugue.
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Chapter 3

Thirty-three Variations on a Waltz by A. Diabelli, Op.120

Structure
If, as Kirkendale asserts, the Grosse Fuge should be regarded as
Beethoven's Art of Fugue1 then the Diabelli Variations undoubtedly find
their counterpart in Bach's Goldberg Variations. Indeed these two works
are linked by Tovey when he describes them as:

"the two greatest sets of variations ever written"g.
a view which in fact echoes Diabelli's original announcement of their
publication3. Besides their awesome length both works share in common
a tendency towards contrapuntal textures: in the Goldberg Variations
every third variation is a canon, variation 10 is a Fughetta and the
final variation is a Quodlibet which quotes two popular German songs.
In the Diabelli Variations imitation abounds (var. 4 and 6, for example)
and canonic writing may be noted (particularly in var. 19 and 20: see
also var. 23); the texture is inverted in a non-contrapuntal context
(var. 16 and 17 collectively) and frequently the second half of a
variation re-presents the material of the first half modified by
inversion (var. 6, 10, 14, 16, 17, 19, 21, 23 where the hands are
inverted upon repetition, 24 and more freely in var. 26, 27 and 33).
Occasionally free inversion characterises the written repetition of the
first half of a variation (var. 12 and 30) and finally Beethoven includes
a fughetta (var. 24, an obvious parallel with the Goldberg Variations)
and, as the culmination of these features, the fugue itself (var. 32).
Maniates writes of the quodlibet:

"Juxtaposing several pre-existing melodies, as in

the cantus firmus quodlibet, represented in Reﬂaissance
thought the ultimate in contrapuntal mastery."

In Beethoven's Diabelli Variations the quodlibet is replaced by the

fugue, but itsspirit, that of parody and humour, is retained most

conspicuously in variation 13 and the quotation from Mozart's 'Don
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Giovanni' (var. 22); nor is it entirely absent from the fugue itself
whose material brazenly ridicules the repeated notes in Diabelli's
simple little waltz. kinderman devotes a separate chapter of his book
to the element of parody in Op.120, arguing that when Beethoven expanded
the work he strengthened its relationship with the waltz by inserting

strongly parodistic variations at strategic pointss.

Stronger parallels than these have however been drawn between the
Goldberg and Diabelli Variations. The Diabelli Variations, so Geiringer
argueéi divide into eight units each of four variations, the whole
preceded by the Thema and followed by the final variation. He states
that the last variation in each group of four acts as a conclusion,

"frequently slowing up in tempo and stressing
contrapuntal features."7

Such regularity of contrapuntal emphasis immediately suggests a parallel
with the Goldberg Variations, but on closer inspection it is clear that
Geiringer's view is not substantiated: the contrapuntal variations are
numbers (3), 4, 6, (14), 19, 20, 24, 30 and 32, not numbers 4, 8, 12 etc.
In fact his analysis is entirely discredited by Kinderman8 who notes that
the original draft for Op.120 (1819) was expanded from within (in 1822-3)
to produce the finished work:

"these added variations contribute substantially to

the form of the whole work, imposing not a symmetrical

but an asymmetrical plan ... The presence of a totally

symmetrical plan analogous to the Goldberg Variations

is unthinkable." 9

The similarity between these works thus lies in their stature rather than

in their structure.

As far as the fugue itself is concerned comparison with Beethoven's
'Eroica'’ Variations, Op. 35 is likely to prove more enlightening. The
fugue from Op. 35 like that from Op. 120 occurs as the penultimate event

in the musical structure. The earlier example gives way to a return of
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the theme with further decoration, accounted for by Misch as follows:
"since the bass theme [which provides the fugue
subject] plays only a secondary role in comparison

with the real theme of the variations, the fugue
cannot conclude the work." 10

This may be so, but it does not explain the presence of the coda which
would have been appended regardless of the thematic content of the fugue:
in Op. 120 the fugue is thematically one of the variations most closely
related to the waltz theme, yet the theme still returns thereafter,
transfigured. In fact it is a notable feature of Beethoven's other fugue
finales consistent with both the Diabelli and Eroica Variations that the
fugue invariably gives way to a non-fugal conclusion; the only work
which comes close to breaking this 'rule' is the 'Cello Sonata, Op. 102
no.2. However, in spite of its failure literally to conclude the work,
the fugue in each of these sets of variations does take on the task of

a finale. In each case the fugue is prefaced by an extended slow section
(var. 15 and var. 29-31 in Op. 35 and Op. 120 respectively) which
provides a pedestalifor the fugue, distancing it from the preceding
variations and thereby enhancing its capacity to imply the beginning of

a final sectionll. It is for this reason that, when he expanded his
original draft for Op. 120, Beethoven composed the Adagio (var. 29) and
Largo (var. 31) to supplement the Andante (var. 30) which had formerly
been the only variation separating the fugue from the energetic Vivace
(var. 27). His initial intention had been to lead directly from the

Andante into the fugue, as noted by Kindermanlz. The alterations here

made demonstrate Beethoven's realisation of the need to set the fugue

apart more convincingly.

Thus in both Op.35 and Op.120 the fugue acting as finale is the
penultimate event in the structure, preceded by a lengthy slow section
and followed by a return of the theme. The fugue from Op. 120 however,

unlike that from Op. 35,is actually numbered as one of the variations,
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an important point for it is modelled very clearly upon the structure

of the theme, though not upon i?s length. The fugue as a whole falls
into two clearly defined sections,.each of which follows the structure

of Diabelli's waltz; these sections are therefore referred to as the
'fugue' (b. 1-117) and the 'variation upon the fugue' (b. 117-60). Their
relationship to the theme may be clarified as follows; the waltz falls
into two halves, each repeated, the first moving from I to V, the second
beginning and ending in the I; this structural outline is clearly
retained in the fugue where the repeats are written out in full and
modified quite substantially: the fugue exposition corresponds to the
first half of the theme beginning in the I and concluding in the V (b. 28)
whilst containing (as expected in a four-voiced exposition) a virtual
written repeat of its material, the second pair of entries repeating the
first pair. The remainder of the fugue (b. 28-117) corresponds to the
second half of the theme, the repetition beginning at b. 71: thus the
material of the first episode (b. 28-34) is duplicated at the beginning
of the repeat (b. 71-85) but explored in greater detail. For this reason
the first two entries (B., b. 34 and T., b. 44) are omitted from the
repeat, this being the only significant departure in the fugue from the
simple structure of Diabelli's waltz. Two entries of the subject in
stretto (S., b. 55 and B., b. 57) cause the texture to thicken in
preparation for a climactic entry of the inverted subject in the bass
doubled at the octave (b. 63); the basic details of this passage are
exactly duplicated in the repeat, two entries in stretto (A., b. 85 and
T., b. 89) leading to the climactic bass entry again doubled at the
octave and presented in inversion (b. 95). The repeat ends, as did the
original, in the I, Ep major with flattened sixth (b. 114-7) contrasting
with Eb minor (b. 70-71). 1In view of this Cockshoot is perfectly correct
to observe that Beethoven, had he so wished, could have embarked

immediately upon the Tempo di Menuetto moderato once he had reached the

end of the fugue (b. 117)13 for by this point the variation is complete,
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The remainder of the total fugue (b. 117-60) is therefore an extra, a
variation upon a variation rather than a variation within a variation

as Cockshoot suggestsl4. This variation upon the fugue is similarly

15

modelled in a structural sense upon Diabelli's waltz, as outlined below

The fugue as a whole thus divides into two sections of irregular length
each based upon the structure of the waltz. It is apparently coincidental
that the combined length of these sections is precisely five times the
length of the original waltz, though Cooper does remark upon the general
regularity of the variations and their adherence to the structure of the
theme; curiously however, he omits both the fughetta with 33 bars and

the fugue with 160 bars from his summaryle. It is also worth noting that
variation 4, one of the irregular 3l-bar variations, subsequently appeared
with an extra measure. This feature is discussed by Nottebohm who

attributes the insertion to Diabelli:

"...s0 kann man gar nicht zweifeln, dass er auch

fdhig war, in einer Composition Beethoven's eine
vermeintliche Verbesserung vorzulehmen, zumal wenn der
Composition, wie es hier der fall ist, ein Thema von ihm
zu Grunde liegt." 17

In modern editions this 'improvement' (Verbesserung) has been corrected.

Tonality and Thematic Content

The tonality of the fugue is Eb major. Given that of the thirty-three
variations twenty-eight are in the home tonic and four in the tonic minor,
the fugue is allotted the work's most distant tonality, being the only
variation without C as its tonic. Nonetheless it stands in the familiar
tertiary relationship to the I and is thoroughly prepared by the placing
of three of the four C minor variations immediately before it. Blom
explains its comparatively remote tonality by arguing that, had the fugue
been heard in the I, the final variation would have seemed like

"an irremediable anticlimax." 18
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More interestingly Kinderman postulates a reciprocal tonal exchange

between the Largo and the fugue:

"Just as stress on E flat major in the Largo anticipated
the key of the Fugue, so does the emphasis on C minor
in the Fugue render the E flat modulation less
conclusive, preparing the return of the tonic major
in the Minuet finale." 19

This would account in some measure for the tonal integration of the fugue
into the structure as a whole; its thematic integration may be assessed
by a consideration of its subject and countersubjectzo. The subject is
clearly based upon the right hand of Diabelli's theme: Ex. 3.1 compares
the opening of the waltz with an early sketch for the fugue subject
(marked 'fuge')21 and a sketch quoted by Nottebohm which is marked
'Vielleicht so anfangen'zz. The final version of the subject is more
complex thematically than these early drafts, but no less clear in its
derivation. The countersubject is a more subtle and ingenious creation:
it offers a rhythmic and a diatonic-chromatic contrast with the subject
yet is no more than a simple variation upon that subject, descending in
similar fashion by step through a third: see Ex. 3.2. This is
particularly evident in one of the sketches cited by Nottebohm where a
'sf' and 'f' are added to the F and Ep respectively?3. The relationship
between the subject and the countersubject of this fugue is thus similar
to that found in the Ab major sonata, the countersubject providing a
decorated version of the subject at the lower third. Their combination
implies a descending sequence which mirrors the ascending sequence
evident within the harmonic structure of Diabelli's waltz. This
structure is summarized in Ex. 3.3 with a bracket indicating the relevant
tonalities. If the keys in the first half of the waltz are reversed and
transposed their status as the source of the fugue's material becomes clearer:
see Ex. 3.4. In themselves these observations are perfectly adequate

to account for the thematic content of the fugue; a less obvious point
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may however also be made. Beethoven's contempt for Diabelli's waltz is

widely reported; why then did he expound uponn it at such length? Besides the

remarkable scope for invention afforded by the simplicity of the theme's

melodic and harmonic structure24 it is also possible that Beethoven

recognized in the rosalias, which were in fact the target of his
criticismzs, a particular musical figure of some consequence to him, for
the bass line of Diabelli's waltz adumbrates at one point in the first
half the B-A-C-H motif and in the second half renders these allusions
explicit™ : see Ex. 3.5. By sheer chance Diabelli's elementary
repetitions of a simple figure have given rise ta that very motif which
occupied Beethoven's thoughts so frequently at this time. The
countersubject of the present fugue may be related to this figure either
by retrograde motion (Ex. 3.6(i)) or by inversion (Ex. 3.6(ii)) but it

is the latter of these two methods, beginning like the countersubject

on G, which reproduces the motif at its correct pitch as it is heard in

Diabelli's waltz. It is almost certain that Beethoven was not consciously

aware of this, yet this derivation of the countersubject from the bass
of the theme does seem more convincing than the tenuous relationship
between it and the first few notes of the waltz which Cockshoot
suggestsa7. It is therefore interesting that Beethoven at one point
considered raising the countersubject above the subject and further
stressing its prominence by marking the subject piano. This sketch is
cited by Nottebohm as the first in a series of sketches which, he claims,

show the work nearing completion:

"Wieder andere Blatter zeigen die Arbeit der Beendigung
nahe." 28

Their resemblances to the finished fugue are however fairly remote,
involving i time and 13 time and scalic quavers which exhibit

“"the typical mediocrity of many of Beethoven's first
ideas ." 29

Nottebohm informs us that the sketches are scattered on loose leaves
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which m%kes it difficult to establish their chronology with accuracy30
but nonetheless comTiEE§ himself, erroneously as noted by Kinderman .

In the finished work the balance in emphasis between subject and counter-
subject in this sketch is redressed, the subject being marked forte and
placed above the countersubject. Nevertheless the draft cited by
Nottebohm is used, and prominently, at the climax to the variation where

it is marked sempre fortissimo (b. 145 ff.).

One final point may be made regarding the countersubject prior to the
analysis of the fugue: like the chromatic subject of the Grosse Fuge,
this countersubject is formed of essential and non-essential notes in
alternation: the Eh and D are decorations of the F and Eb like grace—
notes which have been incorporated into the melody and received full

status. In the Grosse Fuge the effect of such notes is to create

extreme dissonance, but in the case of Op. 120 their pungency is

tempered by concurrent suspensions in the subject as is evident from

the very first entry. .

Analysis of the Fugue

1-28: the exposition introduces the four voices in
pairs separated by a brief sequential codetta and ends after a further
codetta in the V key. The answer exchanges I and V thus emphasizing
the key of Eb major at the outset, but subsequently tending towards the
IV key, Ab major. This is an important factor of this fugue for the IV
emphasis becomes more noticeable in the variation upon the exposition
(b. 117 ff.), the second answer of thch actually begins with the fourth
Ab—Eb (T., b. 129), and so powerfully does this key then take over that
the fugue virtually ends in the IV, an unexpected diminished seventh

chord wrenching it back to the I Eb major. This is clearly reminiscent

of the tonal procedures in.Op. 110.
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The presence of Ab major in the first exposition clearly has to be
limited since one of the main tasks for the exposition is the estgplish-
ing of the fugue's tonality. Restricting its influence in this way also
has the advantage of enabling Beethoven to increase its significance
later (in the variation upon the exposition and thereafter) and thereby
to create the impression of a gradual shift from the I to the IV
throughout the fugue. Tonal events directly following the two
expositions are intended to complement this procedure, the original
fugue exposition leading to entries in C minor (B., b. 34 ff.), relative
minor of the I Eb major, while the exposition of the variation upon the
fugue leads into entries in F minor (S., b. 135 ff.), relative minor of
the IV Ab major. This strengthens the parallel with Op. 110, for in

both works the main tonalities are I, IV and their relative minors.

As expected, the exposition follows the structure of the waltz in so
far as it entails a repetition of its material, but variety is achieved
by subtle alterations to the finer details of the harmony, one example
of which may be given here: in both answer versions of the subject, the
music modulates through Bb minor and Ab major; in the first case (b. 9-
10) the fourth beat of each bar is a point of departure leading to the
next key whereas in the repetition (b. 23-4) it is the point of
resolution for each key on account of the delayed resolution of the bass
note (which gives rise to the typical late-period progression Ic -~ I).
The relevant extracts are given in Ex. 3.7 for ease of comparison, with

the differing points of key change indicated by brackets.

28-34: the exposition is followed by a brief episode
based on a stretto of the subject's opening notes in the answer
position, the falling perfect fifth becoming on one occasion a tritone

(S., b. 30-31). This episode which shows a remarkable economy of
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material and transparency of texture anticipates the more extended
treatment of the reduced subject (b. 71 ff.). There is only the
slightest of references to the countersubject as the music modulates

via G minor and F major to C minor, key of the middle entries.

34-55: the two entries of the subject now heard
(B., b. 34 ff. and T., b. 44 ff.) together with the link episode between
them and the extension of the second entry constitute that portion of
the fugue which will be omitted when this section of the waltz'
structure is repeated. The subject is stated twice in C minor, the
answer position with descending fifth leading. The first entry is
noticeably chromatic and the countersubject itself is inflected also.
These chromaticisms in the subject strengthen the relationship between
the thematic content of the fugue and the harmony of Diabelli's waltz:
a comparison of these bars of the fugue (b. 37-8) and the relevant part
of the waltz (b. 8-12 or more strikingly b. 24-8) reveals a progression
common to both passages (V7c - Ib in G major and F major); the
difference lies only in the order of the keys, those of the waltz being
reversed as a basis for those of the fugue. Earlier it was suggested
that these bass notes from the waltz were the source of Beethoven's
countersubjectsz; now however, these notes appear as the source of the
chromatically inflected subject while the countersubject appears to
derive from the upper part of Diabelli's waltz. Even the sforzando is
used consistently in both cases. The relevant voices are quoted in
Ex. 3.8 in order to demonstrate this relationship, the keys through

which the waltz modulates being reversed for ease of comparison.
The purpose of this thematic manipulation is twofold, firstly to

establish the relationship between the Thema and the fugue, the latter

of which is, as noted by Beethoven, a variant upon the former rather
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than a separate event based upon a similar theme, and secondly to
demonstrate the unity of content within the fugue which is consistently
economic with its material. The mutual dependence of the fugue's two
'contrasted' themes upon the same fundamental cell will be confirmed
again shortly. Finally it is not implausible that the sketch cited by
Nottebohm33 with the countersubject above the subject derives directly
from the part-writing of Diabelli's waltz; Ex. 3.9 compares part of the
sketch cited by Nottebohm (on the two outer staves) with the rosalias
from the waltz transposed (in the centre). It thus becomes clear that
Diabelli's waltz virtually contains inherent within it Beethoven's

subject and countersubject simultaneously presented.

The second entry in this section of the fugue (T., b. 44 ff.) thickens
the texture by doubling the subject at the.upper sixth, for which reason
the countersubject is lowered a third. The most interesting feature in
this section lies in the subsidiary soprano part which accompanies the
sequential extension of this entry (S., b. 49-55); this part underlines
the thematic kinship between the subject and countersubject by referring
remotely to both of these themes but explicitly to neither, as
illustrated in Ex. 3.10. Subject and countersubject are thus different
facets of one and the same stone. In addition the rhythm of this
soprano part alludes to the new form of the subject which begins the
variation of the fugue (see Ex. 3.11) while its treatment by thematic
reduction (illustrated in Ex. 3.12)34 anticipates the beginning of the
repeat of the fugue's second half (b. 71 ff.). In both cases this
technique of thematic reduction is used to build up to the entry of the
subject in stretto so that the beginning of the repeat (b. 71-85)
constitutes a condensed version of the original (b. 28-55): much of the
material is omitted in the repeat (b. 35—49 for example) but the repeat

nonetheless contains a fusion of the melodic content of the original
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(b. 28-34) with its primary means of rhythmic development (b. 49-55)
whose function as a preparation for the main events of the overall

structure remains constant.

55-71: a stretto of two entries in C minor modulates
into F minor for the inverted subject. Both entries are complete and
correctly stated, the countersubject freely doubled at the lower third
accompanying the first. The inverted subject which forms the climax
to the second half of the fugue is by contrast substantially altered
towards the end. It is accompanied by the inverted countersubject,
also modified, and leads to Db major, making however a brief and
temporary digression to Eb minor whereby the structure of the fugue

might the more closely be linked to that of the waltz.

71-85: the second half of the fugue is repeated.
This first section deals with the material of the first episode but
subjects it to the manner of treatment prescribed by the soprano line
diséussed above (b. 49-55). The main stages in this process of thematic
reduction are summarized in Ex. 3.13 from which it is evident that
there are three reduced versions of the subject and that the version
heard in the first episode (S., b.28-30) is not one of them; this and
the flatter tonality permit repetition without tautology. The thematic
reduction is enhanced by the harmonic structure which at first modulates
at a leisurely pace in the stepwise manner inherited from Diabelli's
waltz (Db major, Eb minor, F minor) but then proceeds more swiftly as
the second reduction of the subject begins (b. 79). At this point the
status of this passage as a repetition of the second half of the
structure becomes especially clear: see Ex. 3.14. With the third
reduction interest is sustained by means of syncopation and off-the-beat

sforzandi which beautifully offset the sudden lowering of the dynamic
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for the entry of the subject. Interestingly the Eroica Fugue (from

Op. 35) features an extended application of a related thematic
technique, the reduction of the subject by repeated diminution which
likewise leads to an unexpected alteration of the dynamic (b. 52-77 of
the fugue). The subject of that fugue and its reductions are éiven in

Ex. 3.15.

The episode now before us (b. 71-85) alsodemonstrates further the
thematic kinship between subject and countersubject which was mentioned
above35: the initial reduction follows the answer version of the subject
closely (see Ex. 3.16) but the conversion to minims and the insertion

of an extra chromatic note (marked 'X' in Ex. 3.16) produce a figure more
obviously related to the countersubject: see Ex. 3.17. This relationship
is clarified almost immediately by the bass entry which seems to present an
amalgamated version of the subject and countersubject (b. 77 ff.: see

Ex. 3.18). Since the ear accepts this as a variant of the preceding
soprano entry, the countersubject here appears as a metamorphosis of the
subject. This is indicative of a fundamental trend towards deeper unity
and economy of content in the instrumental fugues of Beethoven's last
years: already this principle has been demonstrated in Op. 102 no.236

and it will be evident also in Op. 133 where the subject gradually
becomes its own countersubject and in Op. 131 where there is no

countersubject at all but the subject in diminution is used to

accompany the return of the subject.

Finally the thematic economy of this fugue, a feature complementary to
the textural economy of most of the variations, may further be stressed:
in this passage there are presented two thematic fragments besides the
subject and countersubject, but neither is a mere filling-out of the
texture: the first.(T., b. 74-5 and b. 78-9) is much used during the

forthcoming climactic entry in inversion (b. 97-105) while the second
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(A., b. 80-83 and T., b. 84-5) relates backwards to the soprano line at

b. 49 and forwards also to the variation upon the subject.(b. 117 ff.).

85-95: the emphasis from here until the end of the fugue
is upon the I, all four remaining entries of the subject beginning in
Eb major. The first two entries in stretto correspond to the two
earlier entries in C minor (b. 55-63) but the second voice enters after
four instead of two bars and there is here greater freedom of treatment.
The countersubject appears in the first entry above the subject, as in
the sketch cited by Nottebohm37, while in the second entry it is

sonorously doubled at more than two octaves distance.

95-117: the climactic entry in inversion is considerably
extended by sequence and leads to the highest entry of the subject in
the fugue, recto and accompanied by the countersubject. Tension is
increased by the dramatic sforzandi added to the inverted subject.

Most interesting is the figure chosen to accompany the subject at this
point, anticipated in the repeat of the first episode (T., b. 74-5 for
example). This figure is first scored in conversation between two
voices overlapping with each other (b. 97-102) but once this delightful
point has been made Beethoven accomodates the dialogue within a single
voice; the initial exchange is thus purely explanatory. The recto
subject then enters in the soprano part and undergoes further treatment
by thematic reduction (S., b. 105-13). This passage taken as a whole
is perhaps the most impressive demonstration of thematic unity between
the subject and countersubject: the three-note figure in minims is
clearly related to the countersubject by inversion, while the soprano
crotchets leading up to the diminished seventh harmony are directly
taken from the entry of the subject which precedes them, yet in spite

of being derived from two different themes both parts are identical;

this is illustrated in Ex. 3.19 where the upper brackets indicate the
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three-note figure from the inverted countersubject overlapping with
itself, the lower brackets the reduced fragment of the subject. The final
reduction of the subject moreover is extended by reference to the
countersubject, the two themes being fused into one: see Ex. 3.20. The

fugue thus comes to a conclusion on a diminished seventh harmony in Eb

major; the flattened sixth in this key has incidentally already been

heard during the exposition (S., b. 18).

Analysis of the Variation upon the Fugue

The fugue variation is now complete but Beethoven embarks upon a

variation upon that variation. If the fugue with its laughable four-

square subject and equally wooden countersubject is intended to parody
the crude simplicity of Diabelli's waltz then the variation upon the
fugue, which is lighter in texture and infinitely more flexible in

rhythm, mirrors the variations as a whole, by which Beethoven raised

the trivial waltz to immortality. In structure the variation upon the

fugue is not dissimilar to the fugue itself, the second repeat and the
material of the first episode being omitted; this omission and the
reduction in length of the subject account for the fact that the

variation is somewhat shorter than the fugue, or just over one third

of its lengthsa. The variation like the fugue itself thus bears

comparison with Diabelli's waltz: the exposition, like that of the

fugue, corresponds to the first half of the theme repeated. The second

half contains, as before, two entries in stretto (S., b. 135 ff. and
A., b, 138 ff.) leading to a climactic bass entry doubled at the

octave (but now stated recto). This free duplication of the waltz!'

structure is followed by way of a coda (the structural equivalent of

b. 105- 17) by a series of entries which lead the music away from the

I to the IV key. When this process is interrupted by an abrupt return

to the I the fugue and its variation are over and a non-contrapuntal

link leads into the final variation in C major, described by Geiringer
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as the

. "epilogue in heaven."39

117-134: the subject and countersubject rhythmically
transformed are stated to form the variation upon the exposition. The
inevitable similarities between the two expositions are counterbalanced
by a number of important differences: as Cockshoot observesAO, the
energy of the original subject is here conferred upon the countersubject
which now lends its former inactivity to the subject; roles are thus
reversed. Comparison of the present subject and countersubject with
their original selves is offered in Ex. 3.21. The mordent-like
decoration of the subject's final note is replaced in the variation by
a single note4l; this is not a new feature but derives directly from
two entries during the fugue (A., b. 20-27 and B., b. 34-41). The -
reduction of the chromatic notes in the countersubject to quavers (see
Ex. 3.21(ii)) underlines their subsidiary ornamental nature postulated
above42. A more important difference between the two expositions lies
in their contrasting character; the present exposition is swifter-moving

and much lighter — Beethoven twice stresses that the dynamic is to be

held in check sempre piano (b. 120 and b. 132)43 and a four-part texture

is consistently avoided. Even after the exposition is complete a
three-part texture remains the norm; in fact, taking the octave doubling
as a single voice, only one sixth of the variation is scored in four
parts compared with one third of the fugue. A typical Beethovenian joke
at the listener's expense enhances the already fluid rhythms of the
variation, for in view of the pause over the final chord of the fugue

it will not be immediately obvious that the texture thereafter is

syncopated by half a bar.

The most significant difference between the two expositions however
concerns their structure and the manner in which the variation upon the
fugue places greater emphasis upon the IV key than does the original.
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Thus the answer in the variation, though beginning like the original
answer with V and I of Eb major, is actually harmonized at the outset

as Vy in Ap major, which key is thus introduced both earlier and more
emphatically than before (cf. b, 121 with b. 6-7). The second answer
moreover modifies the initial leap by which further to emphasize the IV,
though Beethoven could have avoided this modification with ease had he
so wished: Ex. 3.22 suggeﬁts one obvious alternative which preserves the
descending fifth of the subject as well as retaining Beethoven's bass
line. The harmony of the varied exposition is more simple than that of
the fugue exposition, the passing modulations to the supertonic key
relative to the key of each entry being virtually omitted since the
chromatic notes of the countersubject are here reduced to a quaver. One
supertonic modulation does however stand out, perhaps to restrain the

IV key which might otherwise take over completely: as soon as Ab major
is established by the second answer, a Gb suggests the key of Db major
(its IV), but this is immediately abandqned as the V7 chord on Ab folds
in upon itself leading instead into the supertonic key Bb minor, as
illustrated in Ex. 3.23. The exposition ends nonetheless in Ab major,
unlike the original which moved conventionally and in accordance with

Diabelli's theme to the V.

134-142: a brief link episode (actually b. 133-5) resolves
Ic in Ab major and then modulates into F minor, in which key there
are two entries of the subject each accompanied by the countersubject
freely varied. The beginning of this passage is the only instance of
four-part writing in the variation prior to the closing bars but even

here there are only three moving parts; at one point in the Hammerklavier

sonata a pedal such as this is incorporated into a three-voiced fugue
to create a four-part texture (Op. 106 (IV), b. 318 ff.), a liberty which

is entirely appropriate in view of the other considerations outlined in

that chapter44. In the Diabelli fugue no such liberty is taken and the
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texture remains light in practice, the introduction of the fourth voice

notwithstanding.

142-160: on reaching Ep major the original subject
returns, accompanied however by the varied countersubject. For harmonic
reasons the beginning of the subject is compressed placing emphasis on
the anacrusis and increasing the impact of its entry; this accentuation
is comparable both to the reduced subject during the fugue (b. 84-5)
and to the sketches quoted in Ex. 3.1. The subject is here curtailed
to facilitate its combination with the varied countersubject. In the
fugue as a whole there are three such climactic entries of the subject
in the bass doubled at the octave and, as shown during this analysis,
each of them occurs at the same point in the structure if the fugue and
its variation are related to Diabelli's waltz in the manner suggested.
The first entry (b. 63 ff.) was extended briefly before the second half
of the structure was repeated, while a more substantial extension was
given to the éecond entry (b. 95 ff.) bringing the fugue to a climactic
conclusion in the I. In the third case (b. 142 ff.) the bass entry is
again the climax of what precedes, but it is designed also to initiate
events: the final section of the fugue which it begins is similar to a
third exposition of the subject except that the second entry fails to
provide an answer. However the texture is reduced to two parts at the
outset and the subject and countersubject are given in all four voices.
The varied countersubject which accompanies the first entry begins to
accompany the remaining entries also45 but in each instance is replaced
by the original countersubject whose appearance is conspicuously managed
above the subject at the very pitch given in the sketch cited by
Nottebohm 4§ With its reinstatement the supertonic modulations which
it presages return as well and the harmony becomes a little more

chromatic, the variation upon the fugue having been unusually diatonic

so far. BY re-ordering the entries (subject, subject, answer, answer)
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and by finally adopting an unambiguous IV answer Beethoven is able in
this coda further to heighten the IV emphasis present in the exposition
of the fugue and enhanced during the variation upon that exposition.

The IV, becoming increasingly prominent throughout the fugue, now takes
over completely and is only deposed by the unexpected diminished harmony
which forces an end to the counterpoint. The virtuosic arpeggios which
twice sweep down to the depths of the keyboard banish all prospects of
a further variation upon the fugue and effectively wipe the slate clean
so that a fresh view of the waltz may be portrayed. As in the sonata
Op. 110, so here, the fugue exhibits not a balanced but an imbalanced
tonal structure, the progress of which has to be halted by drastic means.
Such is the delicacy of the minuet and so great the contrast between it
and the driving power of the fugue that Beethoven inserts a ponderous
almost searching return to theI in order to prepare the atmosphere of

the work's conclusion. In relating the Tempo di Menuetto moderato to

Diabelli's theme Blom states:

"whereas earlier composers ... transformed their
themes more or less ingeniously, he [Beethoven]
transfigured his in his best variation works." 47

The climactic fugue 'finale' thus gives way to a timeless reincarnation

of Diabelli's earthy little waltz.
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