SEVERAL FIGURAE SIMPLICES
IN 7THE ART OF FUGUE
BY J. S. BACH”

Daniel Suceaoa

An exhaustive examination of the musical rhetorical figures found in The Art of
Fugue would no doubt be of some interest for those who admit thal this opus wltimum
by Bach may be the object of a, say, textual approach in the rhetorical key. For the work
viewed in its entirety resorts to a ‘“narrative” technique in an obvious manner. Without
venturing to extrapolate the procedures pertinent to “narratology’ to the musical realm,
we may nevertheless accept the idea that The Art of Fugue is a narratio continua in
which the track of the unique theme,! with all its changes, is comparable to a diegetic unfold- .
ing. In this case (which the reader is requested to regard as a working assumption), the
ordering of the fugues, which has been an object of lengthy debates in older and late
musicology, should be reconsidered according to the similarity criterion with respect to
the development of the historical discourse. Might one call up here an underlying text,
a sacra historia ? * The truth is that once you get somewhat familiar with Baclh’s opus,
you find it hard to repress the feeling that you are actually dealing with a narratio con-
tinua de wita et de morte * and that today one may recuperate some of the intuitions advan-
ced by . Schwebsch (bevond the strictly anthroposophic context of his theses), who
was banned by the quasi-unanimity of commentators to the realin of that “mauvaise litté-
rature’”’ mentioned by Marcel Bitsch.? To say, as Bitsch did, that “méme dégagée du verbe,
la musique de Bach demeure un puissant langage émotif” is well said yet little said.

This study will only deal with several “simple figures” which occur consistently
throughout the work. In the musical text, these figures appear as mere “landmarks”,
meant to turn the narrative substance articulate, and alzo as stylistic reminders. However,
though some of the minimum formulae may he accounted for as professional “habits”,
they are likewise essentially responsible for the cohesiveness of the whole.

The musical-rhetorical figures are related to the musical, and the associated literary,
text, in vocal music. However, their effect is similarly at play in textless instrumental
music.> In the aftermath of an earlier tradition, the aesthetics of the musical Baroque
employs the concept of Klangrede itselt,® corrvelatively with that of Awgenmusik,” which
s preferred by the theorists of the Baroque. To these,® “the music for the eye” appears
Lo be more precious in a certain respect than that “for the ear’” (Ohrenmusik ). From
this standpoint, the prevailing view ? is that The Art of Fugue would fall under the Augen-
musik ideal. On the other side, several enthusiastic researchers of The Art of Fugue hold

; * Roman figurces denolte the order number of the fugue (confrapuncius), after Alberl Lunow’s edition,
1951, 21958. Arab figures indicate the bar. Bold Arab figures represent lhe order number of the musical
examples used to illustrate the texl herein.
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just the contrary, namely that Bach ‘‘does not write for the eye, but for the ear”.!
The aesthetic dispute turns out to be ultimately superfluous given that the somewhat
inaccessible nature of Bach’s opus does not necessarly enforce a cerebral, in abstracto
approach of the work. The hearing of the opus gives the aesthetic satisfaction pertinent
to any of Bach’s works, and in this respect The Art of Fugue may be leveled with the
passions, the cantatas or the great pieces for organ. The Artof Fugue is both Augen-
musik and Horenmusik, like most of his masterpieces.

The figure is “the simplest articulation of the musical scheme’ . The rhetorical
figure, which became a figura musica, is an ornamentum of music'? in the baroque
aesthetic view. The same meaning may be found in classical rhetoric. Quintilian (Insti-
tutio oratoria 9, 1, 4) defines even the difference between figura (quae oynuata Graece wocan-
tur ) and tropus (tpémoc ). Figura, sicut nomine ipso patet, conformatio quacdam oratio-
nis remota a communi at primum se offerente ratione (‘‘the figure, as may be seen from its
denomination, is, so to say, a figuration of the discourse, which is far from ordinary and
spontaneous expressions’’). However, in the case of tropes, some words are used instead
of others (in tropis ponuntur uerba alia pro aliis ),**as is the case of the metaphor, meto-
nymy, antonomasia, synecdoche, allegory, hyperbole and the like. :

Concerning the musical figures of instrumental or vocal origin, which, for the age of
Bach, are assessed by A. Schmitz to be of the order of one hundred, the classifications
show two large groups: hypotyposis, with its two forms, anabasis (ascensio,
ascensus ) and katabasis (descensio, descensus ), and the second large group, e m -
phasis (¥ueacic = signijicatio ).1® : P

All these figures, vested with an.obvious rhetorical significance, may be found in
The Art of Fugue. Here are just a few examples from the hosts that might be indexed :

anabasis
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Although saltus duriusculus is defined as ‘“‘an augmented or diminished characteristic
leap”,}” Example 6 may be accepted as such, even if the interval is a minor seventh.!®
This is actually a “distortion” of the figure appearing in I, 16:

kS

and represents an expressive leap which releases a too close sonorous body, projecting
one of the sounds into a more lightful register. The role is here two-fold : a) expressive

(saltus duriusculus ) ;2 b) a technical procedure perbtinent to instrumental notation :
Fantasia et Fuga in ¢ BWYV 562 (Fuga) & Lol :
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In Burmeister acceptation passus duriusculus ( a term employed by Christoph Bern-
hard) is pathopoeia,® but this entails a large variety of, even contradictory, feel-
ings. In Ernesti’s lexicon, entry Pathopoiia, we read that this oratorical figure “vel odium,
vel iracundia, vel misericordia movetur”.? :

- Parrhesia? would be an equivalent figure for passus duriusculus (after Chr.
Bernhard). In the musical aesthelics of the Baroque, parrhesia is synonymous with relatio
non harmonica 23 and relatio obligua. Thus, it licenses any forbidden intervals ( intervalla
prohibita sew inusitata ) 2* and especially the sham relation which, in terms of musical
expression, is ordinarily assimilated with affectus doloris.
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Iv,34 111, 33 Johannespassion, Aria No. 11, bar 35

This type of relatio non harmonica, which is almost frequent in Bach’s works, was used
by Schiitz a century earliet with even greater freedom :

- H. Schiitz, Lukas-Passion, H. Schiitz, Kleine Geustliche
, bar 622 Konzerte II (1639), No. 2
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From the province of the sham relation, Examples 12 —16 were given to illustrate only
the case of the superflua octave (}), customarily associated with the strained expression or,
in the kircherean theory of the 8 affectus sive pathemata, with the 6, Timoris: & Afflicta-
tionis,?® and also with that accompanying the idea of resolving a tension, as is the case
of 14, on the text: “Von den Strikken meiner Stunden mich 2u entbinden’. Let us also
recall that, according to A. Schmitz,2 parrhesia as figura harmoniae is not. far from what
Bernhard defined as figurae superficiales (multiplicatio, -ellipsis, retardatic, hetero-
lepsis, ete).?”

The hypotyposis category covers likewise the so-called distendente maniera,
defined by J. G. Walther as a “figurative pedal point of broad ambitus and long inter-
vals”.28 Here it is in The Art of Fugue, 1, 63 : \
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Of the figures in the em ph a s is group, we shall only recall that the antitheton
figure, defined in rhetoric as entailing an opposition between two (or two and two) words,
or between two phrases : contrapositum autem uel, wt quidam wocant, contentio (évzifevov
dicitur ), non uno fit modo ; nam et fit, si singula singulis opponuntur [...], et bina binis [ . . . ],
et semtentiac semtentiis,?® is fairly important in The Art of Fugue insofar as it brings
along an opposition of contrapuntal nature :30 “antitheton oppositio tam fit in thematibus
et contrathematibus, quam in oppositione dissonantiarum’ .3

The gradatio figure#which consists in ‘“the pluri-phase, gradually ascending
repetition of a figure drive towards climax,”?* is strangely enough less represented in
The Art of Fugue. Quintilian himself says that this literary figure is known to be rather
seldom employed.?® With Bach it is found in IV, 46 (— 106) :

1 1 1 I X
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This figure occurs again in bar 119 (bass), this time counterpointed by another motive
(tenor), actually derived from the BACH motive (a kind of signatura hidden in'the
melodic tessiture is here at play) :

Towards the end of VIIL, 165—, the figure re-occurs but it is almost unrelated to the
subject context of the fugue. Unlike IV, which is a one-theme fugue with the subject
inverted,3 VIIL is a double .fugue, and not a triple fugue as Riemann contended,®®
being part of the third group of fugues. In VIII, the above-mentioned figure occurs this
time in canonic form with the high voices, a treatment unemployed in the case of the
similar motive in IV, 164— : :

The figure is worked out several bars later (bar 174). The canonic imitation in bar 164
1s counterpointed by the bass motion which, once re-distributed into the registers generat-
Ing it, comes out as a figure of large-scale katabasis :
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Another figure pertaining to the emphasis category is exclamatio “quae, apud
Graecos éxpwvnoig dicitur’ and which “mouet pathos’.?¢ According to the theory of figures
during the musical baroque period, exclamatio is related to an ascending minor-sixth leap.37

The - figure expresses ‘a dramatic climax’.38 In I, this characteristic element occurs
several times : : - :

(characteristic element (beginning of the interlude)

of the countersubject)

Canon I commences in an exclamatory manner, the sixth leap re-occurring through-
out this piece in a contrastive alternation with the chromatic sequences (passi durius-
culi ). The canon (“per augmentationem in motu comtrario” ) exhibits a large series of

musical-rhetorical figures in the virtuoso manner, yet with no didactic or methodical
ostentation. -

In XV, shbrtly before the beginning of the second theme, the upper voice comes to
a climax, cast by the same kind of exclamation :

® ooy
iEsE===

Another rhetorical procedure occurrin

Proc g in several contapuncti in The Art of Fugue is
fermata (the rhetorical break), ordinarily made on dissonant chords and placed

on the apex. In the case of -the rhetorical break, there exists actually a correlation
of at least two figurae, one of which comes under h Yypotyposis and the other under
emphasis. In I, 70 the dissonant diminished-seventh chord on which the stop is

made is additionally potentiated by a saltus duriusculus in the high voice, which is taken
over in the last but one bar (see 5) ;
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B flat in the superius is also a climax, a culminating tension which occurs first in this bar.
The second rhetorical figure is just the general pause. following the climax. The rhetorical
term for this figure is aposiopesis, defined as a “temporary stop of the discourse by a
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general pause’.# Quintilian *? associates this figure with the feeling of-anger : gmosibnyotc,
quam idem Cicero *® reticentiam, Celsus obticentiam, monnulli interruptionem appellant, et
ipsa ostendit aliquid adfectus wel irae** [...] wel sollicitudinis et quasi religionis [...] uel
alio transeundi gratia. Macrobius ** holds that this figure is the opposite of exclamation :
contraria  huic figurae [se. exclamationis] é&mooidmnoic, quod est taciturnitas. A dis-
tinction should be made in this case between taciturnitas and what is denoted by “silence’
in the theory of musical-rhetorical figures.“ The latier term is more of a counterpoising
of pauses in the discourse and has nothing in common with a general pause. Notwith-
standing the restricted expressive area alotted to the ewxclamatio figure (only the ascend-
ing minor-sixth leap), we ‘may  consider that a saltus duriusculus like that in 26 and
the diminished chord itself foregoing fermatu assume an’ obviously exclamatory value in
the discourse. Overlooking the use of rhetorical figures in the musical realm and consi-

dering their meaning alone, the above rhetorical scheme may be regarded as an ewcla-

matioftaciturnitas antithetic succession, corresponding to an equivalent psychologi-
cal meaning. - : ;

 In XIII rectus and inversus, fermata is preceded by salti duriusculi in two voices
(in the contrary sense) simultaneously : : :
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The procedure is found with Bach in both the vocal and the instrumental styles (‘Prae-
ludium et Fuga in G BWYV 541, Fuga; Magnificat BWV 243, Chorus No. 7: Fecit poten-
ttam, bar 28, ete.).

In VI, 72— the diminished leap foregoing fermata is in the lower voice (altus):
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In VII, 58 only the low voices break the discourse by taciturnitas, leaving a shorb
concluding cadential tirata to the high voice, thus recalling bar 34 in “Brandenburg”
Concerto No. 1 BWYV 1046, 2% part (Adagio) : _ s
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In his Conclave thesauri magnae artis musicae (1719), Mauritius Vogt distinguishes
between rhetorical figures proper and simple figures, which appear to have no cobvious
rhetorical role.s” According to Chr. Bernhard, these would be figurae fundamentales,®
synonymous with simple “cclores” : ligatura, syncopatio, transitus, commissura, symblema
and even cambiata. The sense of the “‘simple figure” appears to oscillate in modern ter-
minology between the acceptations of the ‘‘cell” and the ‘‘motive” terms, the former
being an indestructible melodic-rhythmic unity, the latter denoting a grouping of at least
two cells. The definition of the English term ‘figure’, as synonymous with the German
‘Motiv’ refers to any short succession of musical notes (melodically or harmonically)
which induces a unique, complete and distinet impression.® During the 12" and 13t
centuries, the figure was actually .the representation of the note: Figura est repraesen-
tatio vocis in aliquo modorum ordinatae, Franco of Cologne writes.®® These figurae (whence
musica figurata ) were of three kinds : simple, ligatures (slurred notes) and plicated notes
(from plica, an embellishment, ultimately a kind of appoggiatura).’! The mediaeval accep-
tation of the term' figura entailed thus also the existence of one note alone (Icnga,
brevis ), and likewise of a stereotype grouping of notes, set in typical melodic formulas.
The meaning assigned by Bernhard and Kircher to the term figura simplcxr is partially
compliant to this mediaeval tradition. In this sense, we shall use the term figura simplex
for the cases when these figures in The Art of Fugue may be interpreted either as ‘“‘cells’’
or as ‘‘motives’’.:

An examination of these figurae simplices in their consistent use thioughout the work
shows also the fair cohesiveness of the Art of Fugue in terms of minimal language items.
On the other side, the occurrence of these figures in the final contrapuncius too furnishes
a strong argument in favour of the kinship of this fugue and of the remainder of the
corpus. This triple fugue is known to have been the subject of contradictory views.52
The confusion arose from the evidence given by Forkel, Marpurg, Mizler and Bach’s sons.
However, Forkel speaks clearly of a “last but one fugue with three themes”,5 and of
another which Bach thought of as quadruple (‘“Fuge 4 Themata'’). Mizler’s obituary 5
of 1754 (written most likely by Philipp Emmanuel) speaks of Bach’s plan to conclude
the work with a grand four-theme fugue. Spitta must have relied on this criterion in
considering that the unfinished fugue does not belong to The Art of Fugue, having nothing
in common with it.® Later on, Nottebohm and Hugo Riemann attempted to demon-
strate® that this planned, final quadruple fugue would actually be the unfinished XV
itself. More recent research-works tend to invalidate Nottebohm and Riemann’s views and
to overturn the otherwise ingenious argumentation of the two musicologists. According
to M. Bitsch, a clear distinction should be made between the unfinished triple fugue and
the planned quadruple fugue. This view actually agrees with Forkel’s statement (Forkel
was the first biographer of Bach). Irrespective of how the matters stand, Spitta’s conten-
tion that the final fugue would have nothing in common with The Art of Fugue, which
is still shared today,?? turns out to be weak in the face of evidence. i

In I, 12, a characteristic element in the soprano response is a syncopatio which is
found identically so in XV, 25 : : : :
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Besides, this type of syncopaiio occurs also elsewhere in The Art of Fugue (X, 21; X,
115, both cases in superius ). This locus topicus derives from the Renaissance formula dis-
cant clausula, which was largely at play at the time. However, a comparison with a frag-
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ment of Capriccio sopra la Girolmela by Girolamo Frescobaldi (in: Fiori musicali, 1635)
is surprising, especially given the turn similar to that assumced in XV (- 31):
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Another figure which we regard as figura simplex api)ears as a characteristic element
in the countersubject in I, whose melodic pattern inakes express reference to the theme
of the fugue in Praeludium et Fuga tn g BWYV 535 :

The minor-sixth leap (considered as evclamaiio) might be interpreted as a hearing comple-
tion to its absence in the theme. Indeed, examining the over-all pattern of the main theme,
we observe that after the fifth leap, the descending arpeggio sets on the sensible, an instant
of tension, after which the melodic thread comes back progressively without however
touching the fifth. The frequency of this type of theme is very poor in the baroque style.
In most cases, a descending arpeggio calls for a compensatory sixth leap, built, as we
have seen, as a typical rhetorical figute. Many examples may be given of fugue themes
of this type in Bach’s works (WTK 1, 17, Fuga BWYV 862; fuga in E BWYV 566 ; fuga
in b BWV Anh. 43 ; Capriccio BWV 992 No. 6: Fuga allimiiazicne della cornetla di pcs-
tiglione ; sinfonia in ¢ BWV 797, etci).
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The figure (— 33) re-occurs ad litteram in XI, this time in the countersubject of another
theme (that in VIII, inverted, D' after Bitsch) :
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In I, the motive reappears in a rhythmic variation, the ieap reducing to a fourth interval :

A like fourth leap is also favoured by formula IV, 13, the motive occurring later (bar 37)
in an inverted manner : '

Finally, the inversion of the figure appears in the last-fugue (bar 168), the rhythmic coin-
cidence with the counter-subject in I (— 33) being in this case remarkable :

This figure is typical for the 16':- century vocal style. The leap is  a fourth or a fifth one :
Palestrina, Virgo singularis 58
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Giovanni de Macque, Capriccio sopra un Sogetio &

Bach introduces this metive and associates it, clearl i i

] el : Y, especially in the Ia
works, with an archaizing intention. Thus, for il’lstance, ’in Jll}usicalyisches gp}ij tB%:V% %(I)%t
Ricercar o 6, bar 51, and later bar 91, where the allusion to prima prattica relies al :
the notation for choral voices : i : 2

The inversion of the figure (see 39 but according to 46) as it a i

: . ppears alfo in IV, 37 or
in ITI, 61, may be interpreted as a variant of ancther f’i ure, which i ’ i
the episodes (haimonic Sequences) in III : SR e L R e

v, 63

[

v, 127 ‘ EE%

Indeed, in terms of the melodic scheme, the diff ] ik

de _ ) erence between the two figures is

ﬁll}l}i}lur;ﬁ(the changing note becomes a passing note). Here is how this figureg evolves
RSO
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The sequential chain may be found in The Musical Offer, Ricercar a 3 (bar 61 ff, 143 ff,
155 £f, 171 £f) as an element of the countersubject. As an embellishment (bar 154), it anti-
cipates under diminished values the sequence in the soprano which joins the last but
one entry of the theme (altus). This is a ‘“‘groppo’’, ‘‘circolo mezzo’’, ‘‘Zirkel” or ‘‘ca-
dence”,®* a simple figure in the category of those ‘‘Maniren’ referred to by Vogt,*®
which is identical with the cadential formula concluding XII (bar 56 bassus, cf. 49). The

case is likewise interesting given that the figure (xxiog) is immediately anticipated in
the same final bar, in tenor .

@i

In III, 66, the figure occurs immitatively (stretto) in three voices :

v

A last occurrence (III, 70) brings the figure back to the high voice. Finally, we find it
again in IX, 17 and in the last fugue (inversed thematic incipit, bar 30) :

G)

I i
el I I

3~y &
¥ =

Another simple figure, which is more individualized than the preceding one but is
related to it, is that foregoing fermate in I, 70 (— 26). What characterizes this figure is
the ascending third leap, let aside the diminished leap. In The Art of Fugue this figura
simplex, in 3 distinet melodic patterns with respect to the third resolution, is frequently
found : a) the ascending third leap is resolved by another leap in an;opposite sense (the
leap may be a fourth, a fifth or a diminished one) ; b) after the third leap there follows
a gradual contrary pragression ; ¢) after the third leap there follows a gradual progres-
sion in the same sense. The first pattern in The Art gof Fugue is as shown below :
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v, 137 v

Vil 13

i, 28 : el Vi1, 10

In X, the‘inteﬁude beginning with bar 79 relies on this figure. In XTI, 99 thefigure appears
in voice doubling :
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XV, 152— XV, 168.

The second variant of melodic pattern (b) appears in I, 75 as a sequential chain with
syncopatio : %2
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The scheme may be compared with similar others in the works for organ :
Trio super Allein Gott in der Hoh sei Ehr BWV. 664
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In all the three cases (64, 65, 66) the sequence appears towards the end of the works of
interest and may be assigned a conclugive role from a rhetoncal standpoint. Example 64
frames within pattern b, and the other two either fall under a or in e. Variant b appears

also in IV, 97, 129 and 'V, 88 :
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This melodic pattern (b) is constitutive in the 2** theme in. XYV, and its occurrence in

the last fugue is almost obsessive : -
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This thematic element occurs also in the interludes. The motive appears also counterpointed
by its own inversion in IV, 130— bassus (—70 ), in 'V, 88 and in XV, 191:

.
.
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Bach’s notated MS ends with bar 239 of counterpoint XV : the last three notes in Bach’s
handwriting are just those in the figure under examination, which appears to be one of
the most consistently employed throughout the work :
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Variant e of the figure is just an accidental occurrence, in I 61 (sequentially, synco-
patio ), prefiguring the countersubject in IX :

A variant of the melodlc pattern a is that in Whlch the leap consists in a change of
register :

: g (cf. also VIIL; 10 or XI, 106).

Reference should be made to the followmg passage of the motet in 5 voices Ich weiss, dass
mein Erloser lebt by Johann Michael Bach :
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Of the three patterns (a b e) of the melodic scheme of the figure under examina-
tion, the second, which is less 1nd1v1dua,hzed than the first, may be considered as defi-
mng for The Art of Fugue. As was already shown, in the la,st fugue it becomes a the-
matic element and its frequency of occurrence in XV is fairly high. This melodic scheme
18 no doubt used as a subtle yet obvious archaizing hint. Examining even some typical
formulas in the llturalcal chant of the 4“’—century Latm Church let us notlce that the
initial third leap is fairly frequent :® -

®

e - N = EER

hd el T -

== = — ey e — e e —= ——

= = 8-

0 - si-gris prae- co-ny - 15 ‘Ae=ter--na—Chri-~ St « mu+ n * ra, - A - po-Sto-lo-rum glo-ri -am,
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The initial formula is a variety of salicus (23 ) %, and this type of initium abounds

in the musical literature of the Renaissance.®® Thus, for instance, it may be found with

Palestrina : 67

Baszo '
qu:“ e Lt

Co SI le chio - me me

414

Seiffert observes that this theme was successively taken over by H. Leo Hassler, Caspar
Hassler and Sweelinck. Another aspect related to this type of incipit (with a third leap)
is referent to the figure used by Bach and examined above. This is the Gregorian for-

mula of type : %8

[
|-

B e

Ex - sul - ta - vt

Johann Kugelmann, Missa Trium ad aequales voces :®°

@
==

: t e
=——- =
licdhs
Ky - - - ~ - - Ti - e
Idem, Ich glaub an Gott Vater, 3 (cadential): ™
A T 4 k4 o5 T
FE==t=== ===

3 I o ! <
66 . er - stan —] den von den b o = - = terl!
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This figure is actually a cambiata in inverted motion, which was frequently employed by
the Flemish composers but was prohibited in the Palestrinean style : ™

ST S BRET  e
: } S Eah S oy

This incipit appears in a theme constantly adopted down to Bach and even after him.
It may be found in a Canzona ariosa by A. Gabrielli (1596), in Canzona detta U’ Albergona
(1609) by Antonio-Mortaro. With Frescobaldi it appears several times : in two fantasias,
in a Praeambulum (legatura ) for organ :

X

|
o g b 1
¥ X5y I!: :! ﬁ
P V2

It was employed by the Spanish Sebastian Aguilera de Heredia (+ 1627) in Tiento bajo
de I° tono.”™ Used by Froberger, a disciple of Frescobaldi (in Ricercar published in Louis
Bourgeat’s collection of 1693) and by Joh. Michael Bach in the above-quoted motet,®3
the theme is finally found in J. C. F. Fischer’s Ariadne musica 73 (1715, Fugue No. 8),
wherefrom it is subsequently taken over by Bach.in the same key, with the same values,
alla breve (Fugue in E major in WTK II, 9 BWV 878): '

P

11

3

B

&

7 romm 3 B cEmpm— o T
¥ TR |

Later on, it may be found again with Schubert in No. 5 Mass in E flat major :

: Modcroto PR SR
f 3

J BT A e T
B

Lo

2

I
Cum san - cto Spr - ri - tu

On the other side, the melodic pattern a is more frequent in Bach's other works. The
characteristic leap (most often diminished : saltus duriusculus) is more pertinent to the
late baroque style from which Bach seems to move away in his last work: Toccata et

Fuga in d BWV 538.: fuga, bar 132 (98); Aria variata in « BWV 989, Var. 9 (99);

Kantate zum Sonntag Exaudi Sie werden euch in den Bann tun BWV 44, No. 1,. bars 30

and 64 (100) ; Trio super Allein Gott in der Hoh sei Ehr BWYV 664, bars 44 and 86 (101) ;

Suite 5 G dur BWV 816 (“franzosische”), Courante, bar 6, Bourrée, bar 7 (102); Musi-

gtgli(sigis Opfer BWYV 1079, Ricercare a 6, bar 50 (103); idem, Ricercare a 3, bars 49 and
).

— g ——
~

1
1
T
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In case when the musical discourse develops an ascending diminished-seventh leap (or
even another augmented or diminished interval), or when the lower leap is made on &
step of the chord, the figure should be regarded as integral with the harmonic context.
With this value, it is employed by, say, Beethoven (Sonata op. 10, No. 2, presto ) :

==~ 5
(HC A B)

' However, when the third leap is resolved by gradual contrary motion, the figure is more

likely to be explained by reasons of linear onflow of voices. The procedure is charac-
teristic of vocal music in particular : ,
Lobet den Herrn, alle Heiden, Motette BWYV 230, bars 87 sd. soprano

but it may be likewise found in the instrumental music : Toccata et Fuga in F BWYV 540,
Fuga, bar 88 (107) ; idem, bar 122 (augmented) (108); Fuga-a 5 con pedale pro Organo
pleno BWYV 552; 2, bar 48 (109) ; Goldberg- Variationen BWYV 988, var.12 Canone alla quarta
" moto contrario, bar 9 sq. (110).

https://biblioteca-digitala.ro / http://istoria-artei.ro



My
1
~4

The interval of the leap may be great‘er'than the third. In this case, a latent polyphony

may be at play : . Allein Gott in der Hoh sci Ehr BWYV 663 bar 45— (111) and 79— (112),

o

e S el e Y e s e
1 1 < + —-
&

-

. fIC VER

FE=Sscess
=

The ascending sixth leap was found already in I ('—>>G) and it appears.again in VIII,
20 (113) or in the Fugue in Praeludium et Fuga in ¢ BWYV 545, bar 72 (114). - .

)

In all these cases, the sixth leap variant actually springsv from the simple figure first occur-
lingin 1, 16 (— 7). In VIII (- 113), it characterizes the countersubject, the motive rela-
tionship simmering above by cell' segmentation : : R ; ;

O

4 | B A 275 e A
Eerr T ey ¢
= e o i e

Basically, we are dealing with a variety df superiectio (Chr. Bernhard), one of those ¢ ‘Schritt- -

motive” detected by Schweitzer ™ in Bach’s cantatas, the procedure being however espe-
clally common in instrumental music (this is another detail in favour of the instru-
mental character and destination of The Art of Fugue ), in the music for organ in parti-
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cular. In 116, excerpted from a fugue attributed to Heinrich Scheidemann in Lineburger
Orgeltabulatur,” the leap to d, is aimed to avoid the unison with ¢ in the tenor:

e :
F@;:'H +=
i ool o
i e =
' . | Te |

1 The theme expounded in I (das Hauptthema or
even Urthema in Erich Schwebsch’s terms, Joh. Seb.
Bach und die Kunsl der Fuge, -1931, 21955, 31988. With
J. Miiller-Blattau, Geschichte der Fuge, 31963 and MGG
[= Die Musik in Geschichte und Gegenwart. Allgemeine
Enzyklopddie der Musik, Kassel, 1955 ff], vol. iv.
entry fuga, we also find the term Urform) is the true
origo of the whole work, which will be defined, by
referring it to, say, Titus Livius’ work, as a narratio
continua ab origine, ‘‘qui ne cesse que quand le récit
[...] s’enferme dans la perfection de son achévement
linéaire’’ (Alain Deremetz, Plutarque': Hisloire de
Uorigine el génése du récit, in : Revue des Etudes Grecques,
t. CIII (1990), p. 57). The same synthetical formulation
might be applied to The Art of Fugue, should we not
be forced to recall that this opus ultfmum is likewise
an opus imperfectum.

2 The musical baroque made almost frequent use
of like ““programs’’ in instrumental music, where the
purely musical, and, of course, mathematically ground-
ed, expression (as the affect-generating opposition
consoni|dissoni may be demonstrated in fundamentum
mathematicum ) may dispense with the text support.
This is implied and its essence is proclaimed in the
title : Musicalische Vorstellung einiger Biblischer His-
torien in’6. Sonaten auff dem ‘Claviere zu spielen, to
confine ourselves only to this known example of instru-
mental music with a ‘“‘program’’, due to Joh. Kuhnau
(Leipzig, 1700). Cf. Rolf Dammann, Der Musikbegriffim
deulschen Barock, Koln, [1967], (?1984), pp. 364 f
(hereafter Dammann):

3 Indeed, the last bar of the unfinished work (239 =
2190) seems to translate the words of the Ecclesiastes
(7, 1) : “‘and the day of death [is better] than the day
of one’s birth”. Melius est mori quam uiuere !

4 Marcel Bitsch, J.-S. Bach, L’Art de la _fugue.
Introduction, analyse et commentaires, Paris, 1967, p. 33
(hereinafter : Bitsch). : :

5 See the article signed by Arnold Schmitz in MGG,
iv, coll. 176 ff, and Sigismund Todut (in collaboration
with Hans Peter Tiirk), Formele muzicale ale barocului
in operele lui J. S. Bach, vol. 11, Bucharest, 1973,
pp. 86 —92 (hereinafter : Toduts). Cf. Arnold Schering,
Vom Wesen der- Musik. Ausgewdhlte Aufsitze von. ..
Herausgegeben und eingeleitet von Karl Michael
Komma, Stuttgart, [1974], pp. 159 {.

8 Joh. Mattheson, Der Vollkommene Capellmeister,
Hamburg, 1739, p. 180.

? Willi Kahl; Selbstbiographien deutscher Musiker
des XVIII. Jahrhunderts, Koln, 1948, p. 132.

8 ‘Joh. Mattheson, ' Das Neu-Eriffnetes Orcheslre,
Hamburg, 1713, p. 127. Joh. David Heinichen, Der
Generalbaf in der Composition, Dresden, 1728 : ‘“‘Augen-

Music pappierene, wird mehr excoliret, als die Ohren-
Music, welche die Seele beweget’’.

9 See also, among others : René Leibowitz, L’Evo-
lution de la musique. De Bach a Schoenberg, Paris,1951,
p- 30 : The Art of Fugue and The Offering ‘‘sont écrites,
en majeure partie, pour é&tre lues’.

10 Bitsch, p. 32. For the whole matter, see the syn-
thetic chapter Das ,,abstrakte Schauwerk”, in : W. Kol-
neder, Die Kunst der Fuge : Mythen des 20. Jahrhun-
derts, Teil I, Wilhelmshaven, 21983 (hereinafter Kolne-
der), pp. 42—51.

11 Todutd, p: 86. In addition to A. Schmitz’ article
at note 5, see : A. Schering, Die Lehre von den musika-
lischen Figuren, in: Kirchenmusikalisckes Jahrbuch
21 (1908); H.. Brandes, Studien zur musikalischen
Figurenlehre im 16. Jh., Diss., Berlin, 1935 ; E. Auer-
bach, Figura, in : Istanbuler Schriften, 5 (1944) ; H. H.
Eggebrecht, Zwei Niirnberger Orgel-Allegorien. Zum
Figur-Begriff der Musica poetica, in : Musik und Kirche
27 (1957); H.-H. Unger, Die Beziehungen zwischen
Musik und Rhetorik im 16.— 18. Jahrhundert, Wiirz-
burg, 1941 (Berliner Studien zur Musikwissenschafl,
hrsg. von A. Schering, vol. iv). -

12 Dammann, p. 103 : “‘bildhaft-affektuosen Figu-
ren’’. The first author of some treatises on musical-
rhetorical figures is Joachim Burmeister (Hypomne-
matum musicae poeticae, 1599 ; Musica autoschediastike,
1601 ; Musica poetica, 1606, re-edited by Martin Ruhn-
ke, in : Documenia musicologica. Reihe I :Druckschrif-
ten-Faksimiles, 10, 1955). The definition he gives to
the figure is conformal to that furnished by treatises
on literary rhetoric : Ornamentum, sive Figura musica
est tractus musicus ; tam in’ Harmonia, quam in Melo-
dia, [...] et cum virtule ornatiorem habitum assumit
et induit. Cf. Musica poetica, chap. xii : De Ornamentis
sive de figuris Musicis (Apud Dammann, p. 129).

18 H. Lausberg, Handbuch der literarischen Rheto-
rik, Miinchen, 1960, §§ 600—910. Bibliography ibid.,
§ 1244 s.v. figura. ;

;“ A. Schmitz, in MGG iv, coll. 176 —183. Toduti,
p. 87.

15 Quintilian, 9, 2, 40 ; Cicero, In Verrem, 5, 62,
161: bmotinwolg [...] proposita quaedam forma
rerum ita expressa uerbis, ut cerni potius uideantur quam
audiri (= ‘‘hypolyposis [...], a mode of representing
things such that they appear more seen' than heard”’).
Cicero, De oral., 3, 53, 202, gives an even more concise
definition : sub oculos subiectio.

1 Quintilian, 9, 2, 3; 8, 3, 83;9, 2, 64, where he
places it among figures (quoniam est figura ), Cicero,
De oratore, 3, 202 ; Oralor, 139. Rhetorica ad Herennium,
4, 67 (Cf. Cornifici Rhet. ad C. Herennium. Introdu-
zione, testo critico, commento a cura di G. Calboli,
Bologna, [1969], pp. 429 f, note 300). Hypotyposis is
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““die wichtigste und zugleich allgemeinste Bildfigur
des musikalischen Barock’ (Dammann, p. 139) and
has ‘‘zwei bevorzugte Sonderformen’”’ (= anabasis and
kalabasis ) (Dammann, p. 140). On emphasis see : Gre-
gory G. Buller, Fugue and Rhetoric, in: Journal of
Music Theory, 21/1 (1977), p. 54.

17 Todula, p. 89.

18 A Schmitz, art. in MGG, col. 180.

19 We might bring this variely of saltus duriusculus
among lhe ranks of figures indexed by musica poelica.
In this case we would call il {8txwopd (= differentia),
lending the term to the lilerary rhetoric in the correctio
calegory, a lype which Lausberg (op. cil.,, § 785)
regards as ‘‘affekislirkere Typ™. The ligure illustrated
in 6 is indeed a corrcction by amplifying the proto-
lype in 7. .

20 Dammann, p. 137 : **cine hochaffektuese Figur’.
Burmecisler, Musica poetica, p. 61 : est figura ap'a ad
affectus creandos, quod fil, quando Semilonia carmini
inserunifur | ...]: Tum quando semifonia carminis Modo
congruentia saepius exira morem altinguntur. For the
literary equivalent, cf. Emporii oraloris de ethopoeia. . .,
in : C. Ilalim, Rhelores Latini minores. . ., Lipsiae 1863,
p- 562, 10 : est sane pracler elthos el pathopocia, qua imi-
tamur affectum non naluralem, sed incidenfem.Cf. Laus-
berg, o.c., § 821. Morc than 150 years before Ernesli
(see the following note), Joach. Thuringus (Opusculum
bipartitum de primordiis musicis, Berlin, 1625 ; cf.
Fr. Feldmann, in: Archiv fiir Musikwissenschaft, 15
(1058), apud Dammann, p. 137) defined this figure as
being able Lo express dictiones affectuum, doloris, gaudii,
timoris, risus, luclus, misericordiae, ezxullalionis, ire-
moris ¢l similes. An almost complete series of affecls !

21 ], Chr. Th. Ernesti, Leaicon lechnologiae Grae-
corum rhetoricae, l.ipsiae 1795, s.o. Pathopoiia.

22 Quinlilian, 9, 2, 27 : [oratio libera|, quam Corni-
ficius licentiami uocal, Graeci T:app'qcrl'.a.v. Cornif. ad
Herenn. 4, 36, 48. Tlence, it is a licenlia or irrelicentia
(Carmen de [iguris vel schemalibus, in : Halm, Rhel.
Lal. min., p. 130). Lausberg, § 761.

23 Dammann, p. 59.

2 Dammann, p. 337.

25 Ath. Kircheri Musurgia Universalis sive Ars
Magna Consoni ¢l Dissoni, Romae 1650, t.i, lib. vii,
chap. vi, p. 598. Cf. Jiirgen Mainka, Athanasius Kir-
chers IExemplifizierungen zur Affeklenlehre. Ein Beilrag
zur Geschichte der Musikpsychologie, in : Beilrdge zur
Musikwissenschaft, 31/2 (1989), pp. 81—94. For 16,
see H. I'l. IZggebrecht, Heinrich Schiilz, Musicus poeti-
cus, Wilhelmshaven, 21985, p. 54 sq. and H. J. Moser,
Heinrich Schiitz. Scin Leben und Werk, 21954, p. 442.

28 art. cil., col. 181 “‘falsche’’ Relation.

27 Dammann, p. 328 sqq., the figure associated
wilh affectus doloris.

3 “Tiguraliver Orgelpunkl mit weitem Ambitus
und grossen Intervallen” (J. G. Walther, Musicalisches
Lexicon, leipzig, 1732).

2 Quintilian 9, 3, 81. Cornif. ad Herenn. 4, 15, 21
conlenlio est, cum ex conlrariis rebus oralio conficilur.
P. Rulili Lupi Schemata lezeos, in : Halm, op. cit., 2
16 (pp. 3 sqq.), cle. L.ausberg § 787.

30 Dammann, pp. 138 sq.: ‘‘kontrapunktische
Gegensalz (subiectum—conlrasubicctum)”.

31 Mauritius Vogt, Conclave thesauri magnae artis
musicae, Prague, 1719. However, a little earlier, Kir-
cher, Musurgia Universalis, L. ii, lib. viii DE MUSUR-
GIA MIRIFICA, pars iii, chap. viii Musurgia Rhelorica,
pP. 144 : Anlithelon, sive conltrapositum, est periodus
harmonica, qua oppositos affeclus exprimimus.

32 A. Schmilz, quoled arl., col. 179: Klimax =
Gradalio = Auxesis = ““mchrmalige, sich steigernde
Wiederholung stufenweise aulwiirts” (afler Burmeisler,
Albh. Kircher, Joh. Lippius).

3 Quintil. 9, 3, 54 gradatio, quac dicilur
#Nuaf, apertiorem habel artem el magis adfectalam
idecoque esse rarior debel. Lausberg § 623.

31 According to Jacques Chailley, L'art de la fugue
de J.-S. Bach, Paris, [1971], p. 39, IV is the 20d fygue
in Lhe cycle, using inversion of the main theme. This
aulhor considers the first fugue as the ‘‘ouverture’”
(stile francese- ) of the whole work, corresponding to IT
in Lunow’s and most edilions.

3 IHugo Riemann, Handbuch der Fugen-Kompo-
silion. Dritlter Teil : Analyse von J. S. Bachs ““Kunsl
der Fuge”, Berlin, 1894, 31916, p. 57. To be confren-
ted wilh the argumentation furnished by Bitsch.

3% Macrobii Safurnaliorum lib. iv, 5, 17.

37 J. G. Walther, loc. cil. (1732):exclamatio
(= Ausruf) “ist eine Rlhetorische Figur, wenn man
etwas beweglich ausruffet ; welches in der Music gar
fiuglich durch die aufwerts springende Sextam mino-
rem geschechen kan. Schmitz, col. 181 : ““kleine Sexte
nach oben’.

3 Dammann, p. 138: ‘‘ein dramatischer Hohe-
punkl”.

3 In the ‘‘Pausenliguren’’ category (Schmitz,
col. 182). Dammann, pp. 134 sq.

10 Toduta, p. 545.

1 Schmilz, col. 182: ‘‘die Pausc als Bezeichnung
des Schweigens (« Generalpause »)’’. )

12 Quintil. 9, 2, 54. Lausberg § 887 reficeniia.

13 (icero, De orafore 3, 53, 205 = Quintil. 9, 1, 31.
Reticentiais onc of those figurae per detractionem (Laus-
berg §§ 880—889). :

44 This is what Lausberg (§ 888) calls “‘die Affckt-
Aposiopese’’, as the first group from which relicenltia
is built, the second being “‘dic herechnete Aposiopese’’.

4 Saturnal. 4, 6, 20.

1% Todula, p. 92.

47 Dammann, p. 137: *'nichl rhetorischen Figu-
ren’’.

4% Yogt: figuraec simplices or *'Maniren, Flores,
colores”’. Cf. Joh. Lippius, Synopsis musicae novac. . .,
Strasshurg, 1612 : “‘Flores [...], colores atque figurae
seu Ornamenta Musica”. Alh. Kircher calls them prin-
cipales. CI. Schmitz, col. 178.

19 GROVE’s Diclionary of Music and Musicians,
London, 1954, vol. iii, p. 90.

59 NMartin Gerberl, Scriplores ccclesiastici de musica
sacra polissimum, St. Blasien, 1784, vol. iii, p. 3.

51 E. de Coussemaker, Hisloire de ['harmonic au
moyen dge, Paris, 1852, p. 191. For plica (‘‘fold”), cf.
The New Oxford History of Music, vol. ii, EarlyMedicoai
Music up lo 1300, chap. x, Music in Fixed Rhythm
by Dom Anselm Hughes, pp. 325 sq.

52 A compendium on that matler, by Kolneder,
Teil 111, chap. Die Schlussfuge, pp. 280—300.

53 Joh. N. Forkel, Uber Johann Sebastian Bachs
Leben, Kunst und Kunstwerke, Leipzig, 1802, p. 92 :
“Die vorlelzte Fuge hat 3 Themata®. Part of the musi-
cal crilicism of the time took over this information
withoul observing that Forkel mentioned that he was
referring to the last bul one fugue. John Caspar Heck,
for instance, in : The Musical Library, Book i, London,
[217753] : ““The last Fugue is on three Subjects, the
39, of which he chose from his own Name : BACH. ..,
or Aug. FFr. Chr. Kollmann, An Essay on Praclical
Musical Composition, L.ondon, 1799, p. 51 : ““The lhree
Subjects of thal masterly Iriple Fugue with which
Sebastian Bach has ended his *Art of the Fugue' (to
which (he author adds the appropriate musical exam-
ples).

5 Lorenz Mizler, in: Neu erifnele musikalische
Bibliothek, Leipzig, vol. iv (1754), p. 168 : ‘““und dic
lelzle |[Fuge], welche 4 Themala enthallen”. A dis-
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cussion of this passage by Kolneder, Teil IV : Kritische
Chronologie, pp. 4165 sq.

% Philipp Spilla, Johann Sebastian Bach, Leipzig,
1880, vol. ii, p. 677 : “*...eine Fuge mitl drei Subjece-
len, an welcher Bach vor seinem Tode arbeilete, dic
aber mil diesem Werke gar nichls zu thun hal’”. The
sanic opinion was shared by Moritz [lauptmann (Er-
ldulerungen zu Joh. Seb. Bach’s Kunst der Fuge, Leipzig
1841) and W. Rust.

56 Guslav Noltebohm, J. S. Backs letzte Fuge, in :
Musikwelt, Berlin, 21 —22 (1880—1881), pp. 232—236
and 244 —246. Riemann declares himsel! satisfied with
the inspired demonstralion, which he supports, olfec-
ring himself a concluding, yet less inspired, variant of
the lasl fugue (cf. note 33, p. 141). A dispule bel-
ween Riemann and Bernhard Ziehn on Lhis matter
appeared in Allgemeine AMusik-Zeifung, 21 (1894),
pp. 195 sq., 211 sq., 456 sq.

57 Norbert Dufourcq, Jean-Sébasticn Bach, un
archilecle de la musique. Génie allemand? Génie lalin?,
Paris, 1947, 21954, p. 208 : “‘inserée par erreur par |'édi-
teur Schiibler’’. Cf. also LEdm. Buchel, J.-S. Dach,
aprés deux siécles d'études el de témoignages, Paris,
1968, p. 12, who shares Lhe same view (*‘par erreur’”) !

58 Apud : L. Comes, Melodica palesiriniand, Bucha-
rest, 1971, p. 90.

5% Adrian Petit Coclico, Consolaliones Piae. Musica
Reservala (Niirnberg, 1552).Herausgegeben von Marlin
Ruhnke, Lippstadt, 1958 (in : Das Erbe deuscher Musik,
Bd. 42; Abtcilung Motette und Messe, Bd.5). About
musica reservaia in the conlext of Lhe theory of alleels :
A. Schering, Auffihrungspraxis alter Musik, 1931,
P- 77 sq., p. 90 ; W. Scrauky, arl. Affekienlehre in :
MGG, vol. i, coll. 113—121, ’

% In : Monumenta musicae belgicae. Ed. by J. Wa-
telet, vol. iv (1938), pp. 39 sq. For details, sce Gustave
Reese, Music in the Renaissance, London, 11954, p. 343.

%1 H. Engel, Johann Sebastian Bach, Berlin, 1950,
p- 159 ; apud Todutd, p. 274. This is the basic molive
of the Inventio 14 BWY 785 : a forculus intercepting
transilus regularis notes.

82 Tor Lhis Lype of suspensions wilh Bach, see Max
Eisikovils, Polifonia barocului. Stilul bachian, Bu-
charest, 1973, p. 169.

88 In : Altbachischer Arckiv. Ersler Teil : Moletlen
und Chorlieder. Herausgegeben von Max Schneider,
Wiesbaden, 1966, p. 38.

% For the illustration of Gregorian music, usc was
made of lhe chapler Latin Chant before Sl. Gregory by
Higini Anglés, in : New Oxzford Hislory of Music, vol. ii
Early Mediepal Music up to 1300, edited by Dom
Anselm IHughes. Ex. 81 antiphona (Gallican chant),
7'h century, p. 77 Anglés ; 82 hymnus *Aelerna Christi
munera’, attributed to St. Ambrose, laken over by
the Roman rite loo, cl. Liber Vesperalis, p. 444, Angles
p. 68 ; 83 Easter hymn ‘Venite populi’, Alleluia sequen-

ce. Anglés p. 80 afler Dom Paolo Ferrelli, Proprium
Pontif., Romae 1922, who regards it as '‘ex antiqua
liturgia gallicana’; 84 lhe Mozarabic Paler nosler,
dated by . Wagner Lo (he 4'" century, Anglés p. 82
85 preces of Lhe Mozarabic liturgy, Anglés p. 87 afler
Gi. ’rado, El Canlo mozdrabe, p. 74. The lexU in Variace
Preces, edited by Dom J. Dolhier, Solesnmes, 1901 :
86 Alleluia aller Graduale Valicanum, p. 203, Angles
p. 124 87 ol Officium Sfellae (Christmas play), a ver-
sion [rom Rouen, Paris, 3ibl. Nal. lal. 904, Tol. 28¥—30,
sacc. XI1T—XIV, apud W. L. Smoldon, Liturgical
Drama, chap. vi of New Oxford Hist. of lusic, quoled
vol., p. 200 : 88 [rom anolher liturgical drama for Chrisl-
mas, Nevers, sacc. XI, Paris, Bibl. Mazarine 1708,
fol. 81V, apud Smoldon, p. 201 ; 89 from the lilurgical
drama on a New Teslament lopic from the so-called
manuscript *‘I'leury play-book™, sace. XIII, copied
al Sl. Benoil-sur-Loire Monaslery, IFleury, Orléans,
Bibl. de la Ville 201, pp. 233—-243, «pud Smoldon,
p- 206 (“"Raising of Lararus™).

65 (I, Dom André Mocquereau, Le Nombre musical
grégorien ou Ryllmiquc grégoricnne, Rome— Tournzi,
1908, L.i, p. 132, § 5. Paolo IFerrelli, Harmonia ¢ ritmica
nella musica antica, Jucunda Laudalio 3—1, Venezia,
1969, p. 227.

60 el us menlicn, for inslance, he Josquin's mas-
ses De beala Virgine or La sol fa re, apud I’. Wagner,
Geschiclle der Messe, Leipzig, 1913 (= Ilildesheim,
1972), p. 163.

67 The [heme of Lhe madrigal aller Max Seiflerl,
Geschichle der Rlaviermusik, Leipzig, 1899, vol. ii, p. 80.

88 Apud L. Comes, op. cil., p. 167. A similar incipil
in Missa paschalis a 5 (Kyrie) by Isaak, apud
P. Wagner, op. cil., p. 296.

% Johann Kugelmann, Concenfus nooi (1510), hrsg.
von Hans Engel, Kassel und Basel, 1935, XXVII
(*‘incerto aulore’), p. 46. )

© Idem, XI, p. 23.

2 1. Comes, op. cil., p. 202.

72 In: Anlologia de organistas espafioles del siglo
XVII, lomo IV, por Higinio Anglés, Barcelona,
1968 fI.

73 As a fugue Lheme, il is also found wilh Simon
Lohel, aboul 1617.

“ Alberl Schweilzer, J. S. Bach, Leipzig, 1942,
pp. 477—481. CI. Todula, p. 160.

% Kolneder, Teil 1, pp. 66—74 (Bachs migliche
Beseizung ). Donald . Tovey, A Companion to **The
Arlof Fugue”, London, 1931,41966, attempls Lo demon-
slrate thal Lhe work is thoughl for a keyboard instru-
menl.Golthold Frolscher, Geschiclile des Orgelspiels und
der Orgelkomposition, Berlin, 1935, 31966, vol. ii, p. 901,
thinks thal lhe organ is mosl appropriale lo Bach’s
contrapuntal oullook.

“ In: Liincburger Orgellabulalur KN 208! (fol. 54V :
Fuga I{.5.M.), hrsg. von Margarele Reimann, Frank-
Tart, 1957, Nr. 37 (Das Erbe deutscher Musik, Bd. 36).
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