
SEVERAL FIGURAE SIMPLICES 
IN THE. ART OF FUGUE 

BY J. S. BACH * 

Dani el Suceaoa 

An exhaustive examination of the muRical rhetorical figure:-; found in The Art of 
F11gne would no doubt he of some interest for thoRe who admit tlrnt thi8 opus 11lti 111mn 
by Bach may be the ohject of a, Ray, textual approach in tlH' rlwtol'it'al key. For the work 
viewed in its entirety rm;orts to a "narrative" technique in an obvious manner. \\'ithout 
Yenturing to extrapolate the procedureR pertinent to "nanatology" to the musical realm, 
wc may nenwtheless accept the idea that Thr Art <(f l 1'11gnr is a narr<it-io l"<>ntinua in 
whieh the track of the unique theme,1 with all its changes, is comparable to a diegetic unfold­
ing. In this case (which the reader is requested to regard as a -working aRsumption), the 
ordering of the fugues, which has been an object of lengthy debates in older and late 
musicolng~', shonl<l be reconsiderecl according to the similal'it~· criterion with reRpect to 
thc deYelopment ol' t]w histol'ieal diseourse. Might one call up here an unclerlying text, 
a sarm historia '? 2 The truth is that once you get somewhat familiar -with Rach's op11s, 
you find it hard to repress the feeling that you are actually dealing with a narratio con­
tinua <li' 11ita ft tll' mortr 3 and that today one niay recuperate some of the intuitions advah­
ee(l h~· E. ~(•hwehseh (beyornl 1lw strietly anthroposophie c•olltPxt of his thescs), who 
"·as banncd hy the quasi-unanimity of commentator:,; to the realm of that "mam·aise litte­
rature" mentioned by l\farcel Bitsch.4 To say, as Bitf,ch did, that "meme degagee du verbe, 
la mrn,ique de Hach dcmeure un puissant langage emotif" is well Raid yet little said. 

Thh, study will only deal wit.h severa] "simple figure:-;" which occm· consistently 
throughout the work. In the musical tpxt, the:-;e figurcs appear as mere "landmarks", 
rneant to turn the narrath·e sub:-;tanee articulate, and al:-o a:-; stylistic remindern. Howe\"er, 
though some of the minimum formulae ma~· he accounted for a:,; profeRsional "habits", 
they are likewise cssentially responsihle for the cohesivene:-;s of the whole. 

'rhe musical-rhetorical figures are related to the muRieal, and the aswciated literary, 
text, in vocal music. HoweYer, tlieir effed- i8 similarly at pla}~ in textles:,; inRtrumental 
muRic." In the aftcrmath of an earlier tradition, the aeRthetics of the musieal Baroque 
~mploys tlw c·o11cept of Klangre<lr itself,6 correlath-ely with that of Aitge·nmuS'ik,7 which 
rn prefe1Ted by the 1heorists of the Haroque. To thesP, 8 "tlw nmRic for the cye" appearn 
to. be more precious in a certain reRpect than that "for the par" (Ohrenn1118'Îk). From 
tlm :"t~nrlpoint, the preYailing Yiew 1> iR that Thr Art o.f _}l'ngue would fall under the A11grn­
mns1 k ideal. On the. other side, ReYeral enthuRiaRtic researcherR of The Art <(f Pugne hold 

* nornan Iigures denole lhc ordcr numhcr of lhc fugue (contrapunclus), aftcr ,\lberl Lunow's cdition, 
1951, 2 19ii8. Arab figurcs indicate the bar. Bold Arab figures reprcsent lhc orcler numbcr of the musical 
examples uscd to illustrate the tcxl herein. 
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just the contrary, . namely that Bach "does not write for the eye, but_ for the e,ar" .10 

The aesthetic dispute tums -out to be ultimately superfluous given that the somewhat 
inaccessible nature · of Bach's opus. does not necessarly enforce a cerebral, in abstracto 
approach 0f the work. The heating of the opus giv.es the aesthetic satisfaction pertinent 
to any of Hach's works, andin this resp-ect The .Art of Fugue may be leveled with the 
passions, the cantatas or the7 great pieces for -organ. The .Art of Fugue is both .Augen-
musik and Hărenmusik, like ·most of his masterpieces. . 

The fig u re îs "the simplest articulation of'the m~sical scheme".11 The rhetorical 
figure, which became a figura mus ic a, is an ornamentum of music12 in the baroque 
aesthetic view. The same meaning may be found in classic·a1 rhetoric. Quintilian (Insti­
tutio oratoria 9, 1, 4) defines even ţhe difference between figura ( quae o-x~µ,0t-r0t Gra€Ce uocan­
tur) and tropus (-rp611:oc,). Figura, sicut nomine ipso patet, con.formatio qualdam oratio­
nis rem o ta a communi at primum se o.f.f erente rati.one ( "the figure, as mây · be seen from its 
denominatio:d, iş, so to say,_ a figuration of the discourse, which is far fron;i ordinary and 
spontaneous expressions"). However, in the case of tropes, some words are used- instead 
of others (in tropis ponuntur uerba alia pro aliis ),13 as is the case of the metaphor, fi\eto-
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,14 the classifications 

· show two large groups: h y pot y :p os i s,15 with its two forms, an a bas i s (ascensio, 
ascensus) and k a tab _as i s ( descensio, descensus ), and the second large group, e m -
p h a s i s (~µ(fl0to:Lc, = signij'icatio ).16 . . _ _ 

. All these_ fi~res, · yested witţi ~11 :obvious rhetorical signific~nce, rnay be folind in 
The .A·rt ?,f Fugue. Here are just a few examples f-rom the . hosts that might be indexe<il : 

anabasis 

CD 
([?:~ J 

V, 80-

r,rr . - . 

0 . , 
@, ' at rrc rfr r 'f fit c:.r.tt rsJ('-

I 75-, . 

katabasis 

G) 

@· rv FiEtr Ar rGtJ n, ,nr , 
t; 63-

© 
@· p •r I ţ f I Ţ 1-J 1J J . §J -I rJ · ·J 

62 .XI, 154-
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saltus duriusculus 

® 
•· t±tfJ 

I, 77 I, 23. 

.Although saltus duriusculus is defined as "'an, augmented or diminished characteristic 
leap",17 Example 6 may be a.ccepted as such, even if the . inte!val is a minor seventh.18 

This is actually a "distortion" of · the figure appearing in I, 16 : 

0) .· ____ __, 
J. 

and represents an expressive leap . which releases a too close rnnor0us body, projecting 
one of the sounds intd a more lightful register. The ·~ole is here two-fold :· a) expressive 
(saltus , duriusculus) ;l9 b) a technical procedure p~F-t inent to ins_trumental notation: 
Fantasia et Fuga in c BWV 562 (Fuga) f · . -~ 

I\ T"'""T I I I l I 

I) I 1 I ·j . I I'-- ·1. ~ ili~JI" r I 
~ J J J „J I " J I J • C I 

~ 

. . 
I - I ....... I 

.. 

-
I 

. .. _, .. ;;= 

passus duriusculus 

® , 
"' • J U .U I J 1J. J ,J 
XI, 28- (chromatic counter-subj~cn) 

_@) . 

lt? ► R J ,J I ;J j p J I] 
XI, 59-, ("Lamentobass"-) 

canone III alla decima, 18-
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54 

In Burmeister acceptation passus duriusculus ( a term employed by Christoph Bern­
hard) is pat hop oei a,20 but this entails a large variety of, even contradictory, feel­
ings. In Ernest.i's lexicon, en(ry Pathopoiia, we read that this oratorical figure "vel odium, 
vel iracundia, vel misericordia movetur". 21 

· P ar r h e s i a 22 would be an equivalent fignre for pas sus duriusculus · ( after Chr. 
Bernhard). ln the musical aesthelics of the ~aroque, parrhesia is synonymous with relatio 
non harmonica 23 and relatio obliqua. Thus, it licenses any forbidden inter-vals (intervalla 
prohibita seu inusitata) 24 _ and especially the sham relation which, in terms of musical 
expression, is ordinarily assimilated with afjectus doloris . 

. _@ 
X 

....!. 

® A. 
X I} 

m,cl! ru llnf.bm · - dlln 

I
" , .. 

,.._ --u,.g.e -
Cont. 

T X 

X X 
IV, 34 III, 33 Johannespassion, Aria No. 11, bat 35 

This type ·of re.latio .non harmonicd, which is almost frequent in ~ch's works, was used 
by Schutz a century earliet wfth even greater freedom :. . 

· H. Schti.tz, Lukas-Passion, H. Schti.tz, Kleine Geistliche 
bar 622 Konzerte II (1639), No. 2 

X I • • 
From the province of the sham relation, Examples 12 -16 wern given to mustrate o nly 
the case of the .superflua octave(~), customarily associated with the strained expr~ssion or, 
in the kircherean theory of the 8 ajfecţus sire pathemata, with the 61

\ Tirnoris· & Ajjlidta­
tionis,25 and alsp with t,llat accompanying the idea of resolving a tension, as is the case 
of 14, on the text: "Von den Strikken meiner Sti.nden mich. zu entbin(Jen" . Let us also 
recall that, according to A. Schmitz,26 parrhesia ais figura harmoniae is :b.ot . far frotj:i what 
Bernhard defined as jigurae superficiales (ni;ultiplicatio, e.llip8is, retardatip', hete.ro-
lepsis, etc) :27 

The h y p o t y p o s i s category ·covers likewise the so-called d·istendente maniera, 
defined by J. G. Walther as a "figlill'ative pedal point of broad ambitus and long inter-
vals".28 Here it is in Tlie Art of Fugue, I, 63: · 

®· 
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Of the fîgures în the e m p h a ,s î s group, we shall only recall that the . antitheton 
figure, defined in rhetoric as entailing an oppositîon between two (or two and two) words, 
or between two phrases : contrapo.<Jituni autem, uel., ut quidam uocant, contentio ( cx,rrlOe:'t'ov 
dicitur), non uno .fit modo .; nam et fit, si singula singitlis opponuntur [ ... ], et bina binis [ ... ] , 
et sententiae sententiis,29 is fairly important in The Art of Fugue insof~r as it brings 
al'ong an oppositîon .of contrapunta.l nature :30 "antithe.ton oppqsitio tam fit in thematibits 
et contrathematibus, quam · in oppositione d·issonantiarum". 31 . . . 

The grad a t i o figure~ hich consists i_n "the pluri-phase, gradually ascending 
repetition of a figure dr,ive towards climax," 32 îs _ strangely enough less represented in 
The Art c~f Fugite. Quintilian bimself says that this literary figure is known to be rathe1; 
seldom employed. 3 ~ With Hach it is found în IV, 46 ( ➔ 106) : 

® . .. 
1(4,, ,J J,J J ;p f Jţy r FU r-=Jr ·ey f Ci (7ft ftfct- ţ§) IE 

This figure occurs ag~in in bar 119 (bass), this tînie counterpointed by another motive 
(tenor), acţually derived from the BACR motive (a kjnd of signatura hidden in- .the 
melodic tessîture is here at play) : 

® •~r 
. / X Jl . 

uM~4.riPi,~lr~~~ 6alF rr 
Towards the end of VIIl, 165~, the figure re-occurs but it ~s almost unrelated to the 
subject context of the fugue. Unlike IV, which is a one-theme fugue wîth the subject 
inverted, 34 VlII is a double .fugue, and not . a triple fugue as Riemann con.tended, 36 

being pai·t of the third group of fugues. In VIII, the above-mentioned figure occurs this 
tîme in canonic form with the high voices,, a treatment unemployed .in the . case of the 
similar motive in IY, 164- : 

Ţhe figure is worked out several bârs later (bar 174). The canonic imitation in bar 164 
~s co?,nterpointed by the bass motion which, once re-distributed inţo th!:l registers generat­
mg 1t, comes out as a figure of large-scale katabasis : 

[B A 

r r r •r f Ir 
C H] 

p r r·c r ,~r 
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. Another figure pertainihg to the e m ph a s i s categor1 is exclamatio "quae,. apud 
Graecos excpwv1JcrLC; dfoitur" and which "mouet pathos". 36 Accordmg to the theory of f1gures 
during the musical baroque period, exclamatio is relaţed to an ascending ~in0r-sixth leap. 37 

The • figure expresses "a dramatic climax". 38 ·In r; ·. this characterfatic element occmrs 
several times : . · 

( characteristic element 
of the countersubject) 

@ ... . 
. l!f►JJ □Cr · Ji)±z 

. 6 

(begim;iing of the interluâ.e) . 

Carion· I coin:viences in an exclamatory manner, the sixth.leap re-occurring through­
out this piece in a ~ontrastive alternati<m with the chromatic sequences ( passi durius­
culi ). The canon ("per augmentationem in matu ,contraria"! exh~bits a large series of 
mtisical-rhetorical figures in the. virtuoso · rilann-er, yet with no didactic or methodical 
ostent.a tion. · 

J 
. 6 , 

I_J ... J9 J 

5.6 

In XV, shortly before the begiÎ:ming of the second .theme, the upper voice comes to 
a climax, cast by the same kip.d of exqlamation : · 

. Another rhetorical pro~edure occurring in several contapuncti .in The Art oJ Fugue is 
ferm a ta . (the rhetoncal break), 39 ordinarily roade oh disso"nant chords· and placied 
on the apex.40 ~n the case of •~he rhetorical break, , there exist,s actually a correlation 
of at least t_wo figurae, one <?ţ wh1ch comes·under h y p o t y p o s i -s and the other under 

'--e m p ~ a s 1_ s: · In I, ·70 _ t~e dissonant diminished-seventh chqrd: ori which tb.e stop is 
made 1s add1honally potentiated by a saltus duriusculus in the high voice which is taken 
over i;11 t~e last but one bar (see 5) : - · ' 

V~ 2#· 

B flat in the superius is also a climax, a ··culminating tension which occurs first in this bar. 
The second rhetorical ~igure is just the general paus~-foll~wing the climax. The rhetorical 
tenn for this figure is• aposiopesis, defined' as a "teµiporary stop of the discourse by a 
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general p_ause" .41 Quintilian 42 a~sociates ţhis figure witlţ the- feeling of afiger : &.1rocrLw1tri<rn;, 
quam idem Cicero 43 reticenţiam, Celsus obticentiam, nonnulli interruptioner,i q,ppellant, et 
ipsa ·ostrndit a~iquid adf ectus uel irae 44 [ · ••• ] uel sollicitudinis et quasi teligionis [ ... J uel 
atfo transe.indi gratia. Macrobius 45 holds that this figure is the opposite of exclamation: 
contraria huic .figurae [se. exclamationis] &.nocrLw1t·f)crL<;, 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-rhetoricail figures.{6 The latter term is more of a counterpoising 
of pauses in the discourse aud has nothing in common with a general pause. Notwiţh­
Htanding the restricted expressive area alotted to the exc!amatio figme ( only th.e ascend­
ing minor-sixth leap), we ·may -consider thaţ a saltus cluriusculits like _that in· 26 and 
the diminished chord itself foregoing _frrmata, assume an .obviously exclamatory value in 
the discourse. Overl9oki~g the use of rhetorical figures in the musical realm and consi­
dering their meanJpg a.lone; ţhe above rhetorical scheme may be regarded as an excla­
matio/taciturnitas antithetic succession, corresponding to an equivalent psychologi­
cal meaning. · 

In XIII rectus and inversus_, ..fermata is preceded by sa:Ui d1f,riusculi in two voices 
(in the contraiy seme) ·simultaneously: · · 

( inversus) (rec:tusJ 

The procedure îs found with Bach in both the vocal and the instrumental styles (1Prae­
l1fdium et Fuga in G BWV 541, Fuga; Magnij1"cat ~WV 243; Chorus No. 7: Fecit poten-
tiam, bar 28, etc.). · 

In VI, 72-- the diminished leap foregoing fermata Îf? in the lower voţce (dltuş ) -:-

. ' . 

. In VII, · 58 only the low voices break the discourse by taciturnitas, leaving a short 
concluding cadential tirata to the high voice, thus recalling-bar 34 in "')Brandenburg" 
Concerta No. 1 BWV 1046, 2nd part (Ada/]1°o): · · 

57 
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In his Oonciai:e thesauri ma~nae artis musicae (1719)., Mauritius Vogt distinguishes 
between rheto:rica.1 figures proi;er a,nd simple figures; which appe~r · to have-no obvi·ous 
rhetorical role.47 According . to 0hr. Beuihard, these would be figurae funda,mrntales, 48 

synonylhous with simple "cclores" : ligatura, synoopatfo, transitus, comm1:ssura,. symblema 
and even cambiata. The sense of the "simple figure" appears to oscillate in modern ter­
minology between the acceptations of the "ceil" 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 tenn 'figure', as synonymous with the German 
'Ma-tiv' refers to any short succession of musical notes (melocl.ically or harmonically) 
which induces a unique, complete and distinct impreiesion.49 During the 12th and 13th 

centuries, the f1gure was actually , the representation of · the note : Figura est repraesen­
tatio vocis in aliquo modorum ordinatae, Franco of Cologne writeş .50 Tbesefigurae (whence 

. musica.figurata) were of three kinds: simple, ligatures (slurred notes) and plicated notes 
(from plica, an embellishment, ultimately a kind of appoggiatura).51 The mediaeval accep­
tation -of the term· figura entailed tbus also the existence of one note · alone (lcnga, 
brevis ), ·and likewise of a stereotype groupiug of notes, . set in typical melodic formulas. 
The meaning assigned by Bernhard and Kircher to the term figura simplcx îs partially 
compliant to tbis mediaeval tradition·. In this sense, · we shall use the termfig.ura simplex 
for the cases when these figures in The Art of Fuu,ue· may be interpreted either ~s "cells" 
or as "motives". -

An· examination of thesefigurae simp!,ices în their consistent use tlJ_1oughout the work 
shows also the fair· cohesiveness of the Art ·of Fug_ue ·în terms of minimal _language items. 
Ori the other side, the occurrence of these figures in the final cor1:trap,unctus too furnishes 
a strong argument în favour of the kinship. of this fugue and of the remâinder of the 
corpus. This triple fugU:e is kn.own to have been the subject of contradîctory views.52 

The confu~ion aros~ from the evidence•given QY Forkel,_ Marpmg, Miz1er · and Bach's sons. 
However, Forkel speaks clearly of a "last but one fugue with three themes",53 and_ of 
anoiher which Bach thought of as quadruple ( "Fuge 4 Themat~"). Mizler's obituary 54 

of 1754 (written mast 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 în 
considering that the unfinished fugue d9es ·nat belong to The Art of Fugue, having nothing· 
in common with it.55 Later on, Nottebohm and Hugo Riemann attempted to demon­
•str\l,te 06 that this plam1ed, . .final .quadrnple fugue would actually · be the· unfiniEhed XV 
its-elf. More recent research-wor.ks tend to invalidate Nottebohm and Riemann's views and 
to overturn the otherwise ingenious argumentation· of the two musicofogists. 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 notbing in common witit The Art of Fugue, which 
is still shared to_day;'5? tu.t~s out tobe weak in the face of evidence. ----

Jn I, _ 12, a characteristic element in the soprano response is a syn_copatio which is 
found idenţicş,lly so in XV, 25 : _ .. · . -

r 

Bcsides, this type of syncop-atio occurs also elsewhere .in The Art of F~ugue (X, 21 ; X, 
115, both cases in superius ). This locu'S topicus derives from the Renaissance formula dis­
cant clausula, which was largely at pl3ty at the time. Howeyer, a comparison w'ith a frag· 
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~ent of_ (!apriocio .~opra lţf Girolmeta by _rn_rolamo }!'nscoba1di (in: Fiori musicali, 1635) 
1s surpnsmg, espemally g1ven the turn snmlar to that assurr:ed in XV (-+ 31) : 

.r • ♦ 

Anoth~r figure which w.e regarq ,~ figura simplex appears as a characteristic element 
in the countersubject in I, whose meJodic p·attern_ makes express referelice to the theme 
of the fugue in Praelu(li1im et Fuga ·rn g BWV 535: - . . • r • 

The minor-sixth lea p ( considered ·as exqfornâ'tio') might be ihterpreted• as â. hearing comple­
tion to its absence in tlie 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 cornes back progressively without how~ver 
touching the fifth. Ţhe frequency of th_is ţype 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 figu're. Many examples may be given of fugue ţhenies 
of this type in Bach's works (W·Tl{ ·I, 17, Fuga. BWV 8~2; fuga in E BWV 5ti6; fuga 
in h BWV Anh. 43; Capriocio BWV ![_92' No. 6: Fuga alztimita:zicne ddla .ccr11ett'a di ics-
tiglione; sinfonia in g BWV 797, eter}'. · · 

t) 

f'I 

'tJ 

I' 

... 
s 

.,____., . \ 

The figure ('-+ 33) re-occurs ad ~itteram in $I, this time in the cou:Qtersubject of a:m.other 
theme (that in V:JII,· inverted, D1 after Bitsch) : · 

·09 
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'(JO 

In I, the motive reappears in a rhythmic variation, the -leap reducing, to a fourth iRterval : 
' 

@ 

[4,, J. ·J5 □. · .J) .111-~ 
----r 

A like fourth leap is alsa favoured by formula IV, 13, the motive o,ccurring later (bar 37) 
in an inverted manner : · 

·· @ 

rr&,~rc•cE1r 
Finally., th~ inv.ersion of the figure appears in the last·fqgue '(bal'. 168)1 tbe rliytbmic coin­
cidence with the counter-subject in I ( --+ 33) being in this case remarkable : 

@) 

~• r 8~ ţ?J@j- ~ 
This figure is typical for the 16th-centliry_ vQ_cal style. The leap is· a fourth or a fifth one: 

Palestrina, Virgo sin,g'!fl,aris 58 

@ 
Altus 

Vir _ 

Tenor 

Vir __ 

Adrian Petit Ooclico, -Duces de tribulaJione 59_ 

® □ iscant:;1 " A I 

I - - ' tJ I;" -(25 · Ide Du- CPS, 

/- , .. 
I\ . ' ..,..,... 

I) 

, _;{u -1~s, du :- r c:s 
- - T,nor 

Bassus I Ou !des, 

I 

I 

tri-bu - · la 

du . -

du - . ces 

I 

Du-ces, · (;fu 

~ 

-- - . Io 
I 

ti 

- .. 1~S-

du 1-~~ 
5 ··:-' 

I 

ces du 
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Gîoyannî de .Macqµe, Oaprfrcio. sopra un Soifttt6 60 ' 

Bach introduces thîs metive and a::,sociat€s it, clearly, especially in the Ia.st two ;,.reat 
works, with an archaîzing intention. T.hu.s, for instance, in MusicaUsches Opf er BWV Î079, 
Ricercar a 6, bar 51, and·'later bar 91, where the allusîon to prima prattfra relies also on 
the notation for c·horal voices : . · . _ · 

The înversîon of tli.e fîgure (see_ .39 but according to 46), as it app~arn aJ:rn in IV, 37 or 
în III, 61, may be interpreted as a variant of auother fîgute, whîch is aheady found în 
the episodes (ha1monic sequences) in III: 

@ 

(Y.6
3 -1 rt r u r ir 

I I 

' : : 
I 
I 

rv. ,21 O j aiYJ J · J L 

Indeed, in. terms of the melodic scheme, the difference between. the two figure~ îs 
minimum (the changing note becomEs a passing note). Here îs how. this figure evolves 
în nr, 26:-:- : · 

Reference to X, 39:- is stric'My necessary: 

@ H.J . • "d'~ 
13,j;is r r la~ • 5@ 

• 61 
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62 ' 

The sequential chain may be found în The Musical Off er, , Ricercar a 3 (bar-61 ff, 143 ff, 
155 ff, 171 ff) as an element of the countersubject . .As an embellishment (bar 154), ît aiiti­
cipates m;tder dîmînished values the sequence în the soprano whîch joîns the Ja:st ,but 
o~e_ entry of _ tlţe th~me (altus). This îs a "groppo", "circolo mezzo", "Zirkel" or· "ca­
dence",61 a simple figure in the category of those "Maniren" reforred to by Vogt,48 

which is identica! wîth the _cadential formula coucluding XII (bar 56 bassus, cf. 49). The 
case is likewise interesting given that the figure (xux)..or:,) is immediately antîcîpated în 
the same final bar, în tenor : · · 

In III, 661 the figiu:e occurs îm,mitativ'~l! (stretto) ~ three voices .; . 

A last occurrence (III, 70) brîngs the figme back to the high voîce. Fînally, we find ît 
again in IX, 17 and in the last fugue (inversed,thematic incipit, bar 30) : . 

I - I 

"U I 

r, I 

Another simple fi·gure, which is more individualized than . the preceding one but is 
related to it,- is that foreg~ng fermata in I, 70 (-+ '26). What char~cterizes tl'lis figure is 
the ascending thir.d leap, le'ţ aside the diminished ~eap. In,,The Art of Fugue this figura 
simP,lex, in 3 distinct melodic pattems with respect to the third resolution, is frequently 
found: a) the ~scending tbirq. leap is resolved by another leap in an~ opposite sens·e (the 
leap may bea fourth, a fifth or a diminishe·d one); b) after the' thirq! leap there follows 
a g~adual contrary progression; c) after the tbird leap tb~re follows a gradual prog_res­
sion in the same sense. The first pattern in · The A~t 9f Fug'll:e is as s~own below : 

@ 

13► ,u J 'J 
I, 7~ ,. 

@) 

"'J.JJ. 'J 
1( 7" 

@) . 

III ,, J7 
• "\tt'tf ·1 f. 

III, 53 
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@· @ 
liji~ , ctft = li 6 r r r r J J §J r I r 

IV, 137 VIII, 13 

@) ' @ ~---, 
,U)I ,. --" §t):J . I J r F -' t;J J I J [2' , J J J 11· . 

Vl-11, 2B . VIII, 110 
. . 

irn X, the inter lude begi:µning with bar 79 relies on this figure. In XI, 99 the figure appears 
in voice doubling : 

In the last fugue, the figure occurs ho~ever several times : 

© ,. . -- -

J 

.., - - ·1 ~ 
: 

h ... 
- f!.i ♦h- .,/. ~ .. .. I,_ 

- .. 

xv, 152-

The second variant of melodic pattern (b.) appears m I, 75 as a sequential cha,in with 
syncopatio : 62 · · . · 

. , . . 

The. scheme n;iay be compared with similar others in the works for organ : 
Trio super .Allein · G9tt in der H oh sei Ehr BWV 664 . 

,·@) . 

11ft' iUJJ1~lJJ@ITg;/if f! [ 
Jesus Christus unser Heiland BWV 688 

. tJ3 
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64 

In all the three cases (64, 65, 66) the sequence appears towards the end of the works of 
interest and may be assfgned, a conclusive role from a rhetorical standpoint. Exampie 64 
frames within pattern b, and the other two either fall under ·a oi' in e. Variant b appears 
also in IV, 97, 129 and -V-, 88 : 

IV, 97 

@ 

® ·•· 
tilE 
IV, 129 

ffiE)mJ ijJijj 
I\' . 130 

@) 

J J J ~J--
v, 88 

-
-® , 

~' 1 C-f r IE 
IV, 132 

This melodic pattern (b) is constitutive în the 2nd theme în XV, an<il its occmreE.ce in 
the last fugue îs almost obsessive: ,.. 

7 

'l'his thematic element occurs also în the interludes. Tlre motive appears also counterpoi,nted 
by its own inversion in IV, 130- bassus ( -+70 ), in V, 88 and in XV, 191: 

. ,. 

The figure appears likewise immitatively în the first stretto of the ·BA.OH theme (XV, 21.7✓-) : 

. . ' 

. " A ·c H -
- --- ~ 

.., I I I I 
I 

" -

~ ":"~ 

( - .- JO 

~lt- fi.~ ~ 
, , 

-
l . .. 

- . . . -
, - ·- , 

... 1 , . -
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Bach'~ notated MS ends with bar 239 of coun,terpoint XV: -the last three notes in Bach's 
handwriting are j:ust those in the figure under· examination, which appears to be one ·_of 
the most c0nsistently employed thro:ughout the work: · 

/ 

Variant c of the figure is- just an -ac_cidental ·occurrence, in I, 61 (sequeRtially, synco­
patio ), prefigming the countersubject in IX: 

-
A variant of the melodic pattern a is that in which the leap consist_s iri a change 0f 
register: 

® ·· 
_@i,1Di 

(cf. alsa VIII; 10 or X~, 106). 

. , . 

Reference should be -made to the following passl').ge of themotet in 5 voices l<Jh weiss, dass 
mein Erloser lebt by J ohann Michael Bae];J. -: 63 ~ ., 

-~ ) . . 
ich mir (.;e .- • l)eh, . _, .J 

Of the three patterns (a, b,' c) of the melodic scheme of the figure under exainina­
tion, the second, which is less individualized than the first, rnay · be considered as defi­
ning for The Art oJ Fugue. As was -already showu, in the last fugue it becomes a the­
matic element and its fr~quency of occurrehce in. XV is fairly bigh. This melodic scheme 
is no doubt used as a subtle yet obvious archaizing hint. Examining even sanie typical 
ţorm~las in the liturgical chant . of the 4 t h-century Lati~ 01!,urch, let us notice that the 
1nitial third leJip is fairly frequent : 64 · · · · 

® 
~-5 I X:- M I f!'- · 1 

. . . . 
ln · S1,-gn,, ~- co- n, - 15 
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66 

@ 
C 

■ 
■ • • • • ±11 f; • • • ■ • f§î 

Al - R 'Sed t, - oe - ro nos a ma - !J . Or - us, m, - se - re - ~, 

E 
■ • e 

■ ■ ' , •• -~ :::I ■ 

■ .,.,. 
I"■ ■ 

Al •,. - lu - ,o 
Pr1mus : Su5- ci - pe, Rex, au - r,,.-r:,_ Re - gem quem quae - r, - t,s 

• ■ ■ ■ • I • • 
. ., 

• 
"I„ 

Tu di - gna - re per im- mun- di- ti - am me - oe ca-- nis 

The initial formula is a variety of salicus ( =:: ) 65 , ancl this type of ·in-it·ium abouucls 
..!_ 

in the musical literature of the Renaissance.66 Thus, for instance, it may be founcl with 
Palestrina : 67 

@ 
Bos::.:i 

I ((';?• C: Q r r I[ r 
Co si te chio - me m,e 

Seiffert obserYes that this therne was suecessively taken over hy H . Leo Ras ·ler, CaRpar 
Hassler and Sweelinck. Another a. pect related to this type of ·inci,p-it (with a thir<l leap) 
is referent to the figure used by Bach ancl examinecl aboYe. This is the Gregorian for­
mula of type : 68 

Ex - sul - to - v,t 

J ohann Kugelmann, JJ1•issa Tr-i'l.tm cid aeq'l.rnles voces : 69 

@ 
IMI to •f~ e 

Ky 

ii 

- ri - e 

Idem, Ich gla'l.tb an Gott Vater, 3 (cadential) : 7
Q 

® ,, j • 
--
l 

ţ t r F li N li r a 
er - stan - I den denl YDn [o 

t= r I tei_ 
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This figure is aetually a cambiata in inverted motion, which was frequently employ.ed by 
tbe Flemish compo_sers but was prohibited in'. the Palestrinean style : 71 · 

I 

. li J, .~ ~ ~ f'. -li . 

Tbis incipit appears in a theme constantly adopted down to Bach and even after him. 
It may be found i? a Oanzona arioşa by A. Gabrielli (1596), JR Oanzoma detta l'.Alberg<fna 
(1609) by Antoni'o,-Mortaro. With Frescobaldi it appears -severa! timeş: in two fantasias, 
in a Praeambulum (legatura) for. organ: 

'@ 
lff, ~ 4; e J r i „ 0 s t;, •t . I) 4 J 

..-,. .. 
It was employed by the Spanish SebastiaR Aguilera de- Heredia (ţ 1627) in . Ticnto bajo 
de 1° tono. 72 Used by Froberger, a disciple of Frescobaldi (in Ricercar published in Louis 
Bourgeat's collection of ·J.:693) and by Joh. Michael Bach' in the. above-quot~d ·motet,63 

tbe theme is finally found in 1. C. F. Fischer's Ariadne musica 73 (l 715, Fugue No. 8), 
wherefrom it is subsequ.ently ţaken. over ,by Bach,in the s~me key, with the same values, 
alla breve .(Fugue ·in E major in W .TK II, 9 BWV 878) : · · : 

Later on, it m~y be fou:Q.d again with Schubert in No. 5 Mass in E flat major : 

@ Moduato , , f 

[?• ► lt ţ • 
Cum san - cto Sp, - ri - tu 

Qn the other ajde, the melod,ic pattern a is more frequent in Hach's oţher works. _The 
chantcteristic leap (i:nost often diminished: saltus duriusculust is more pertinent to the 
late baroque · style from which Baeb. seems to niove · away . in .his last work : Toccata et 
Fuga "in d BWV .538. : fuga, :bar .132. (98); .Aria variata in a BVVV 989, Var. 9 (99.)·; · 
Kantate zum Sonntag Exaudi Sie weraen M,1,'ch in den Bann tun BWV 44, ;No. 1, . bars·3o 
and 6~ (100); Trio super Allein Gott i,n der Hoh sei Ehr BWV 664, bars 44 and 86 "(101)_; 
Suite 5 G dur B'\YV 816 ( '-'franzosische"), ·courante, par 6, Bourree, bar ! (.10~) ;_.11( usi­
calisches Opfer BWV-1079, Ricerca;re a· 6, bar · 50 (103) ; idem, Ricercare a 3, ,bars 49. and 
98 (104). - : ' · . 

I I I 1 
@) 

l[f; E r C rf ,/J J'.? J~~ J q#,,, 
1.-
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68 

@ -

· ·•,~-uf rn· 

@ 

l'il .Gf3 t [IB 4- ;,J J 3 •~3 

In case when the musical discourse develops an ascending diminished-seventh leap (ot 
even another augmerited or diminished interval), or when the lower leap is made on ::ii 
step of the ·chord, the figure. should be regarded a~ integral with the_ harmonic co·ntext. 
With this value, it. is employed by, say, Beethoven (Sonata ·op. 10, N~. 2i pr_esto) : 

However, when the third leap is resolved by gradual contrary motion, the figure is· more 
likely to oe explained by reaso:ris of linear onflow of voices. The procedure is charac'" 
teristic of yocal. music in particular : 

· Lobet d·en Herrn_, alle Heiden, Motette BWV 230, bars 87 .sq. soprano 

@ . 
El t-r c_J---,LJ o r -tf @ tî urm tfrr E cttl o· IF 

wal - . fet u - ber uns in - - - · - w,g - kert, 

but it. may be likewis~ foµ;nd in the instrumental music _: Tocea Ul et Eugâ in F BWV 540, 
· Fuga, bar 88 (107); idem, bar 122 (augmented) (108) ; Fuga-a 5 con pedale" pro Organo 

pleno BWV 552; 2, bar 48 (100); Goldberg- Variationen: BWY 988, var.12 Canone all_a quarta 
in moto contrario, bar 9 sq (110). · · 
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The interval oi the leap may be greater tlian the third. ln this case, a latent polyphony 
may be aţ play : _.ţllei,n Gott in _d~r Hoh sci Ehr BWV 663 bar 45- (11-1) and -79:..._ (1'12). 

IJj 33 

The ascending sixth leap was found already in' I ( ·➔- 6) and_ it appears . again· in _ VIII, . 
20 (113) or in_ the Fugue in Pra-eludium et Fuga in C BWV 545, bar 72 (114). · · .: . ~ · 

I.? al~ th_ese c~ses, the sixth leap variant actually springs from the simple figu;e first occur­
png m I; l.6 ( ➔ 7). In vîII ( ➔ 113), i_t aharacterizes the countersuhj_ect, the motive rela-
tionship s_inunerin.g a;bove by _cell· segmentation : · . · · · . . . . . . . , · _ :· · . ·· 

. :. .. . . . : " .; 

@ 

I&· \iq 1h~o ¾ 3H tQa J 9,3 J u JJ 3 u 
.• 

Bas~cally, we are dealing with a variety ~f supcriectio (Chr.·Bernhard),·one of. ţhose "Schrit,t- , 
JJ?,Ot1ve" detecţed by Schweitzer 74 iri. Bach's cantatas·, th·e procedure. b~i_1;1.g ho~ever,lils;pe­
c1ally· coqimon hi · instrumenta! .music · ·( this is another (;letail _in ţavd!)l' :~f . ţp.~ .ţnstru-
~nental .char~eter and destination of ·The Art of Fugue), 76 in the music. for organ · iri parii- 69. 
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Notes 

70. 

.cular. ln 116, e:x;cerpted from a fu~e atti'ibute~ t_o Hei~ich S~heide1:11ainn in Luneburger 
Orgeltabulatur,76 the Ieap .~·o d. is amied to avo1d the umson w1th d m the tenor: 

X 
-, 

.J. J 

1 The theme expounded- în I (das Hauplthema or 
even Urthema în Erich Schwebsch's· terms, Joh. Seb. 
Bach und die Kun-st der Fuge, ,1931, 21955, 31988. With 
J. Miiller-Blattau, Geschichte der Fuge, 81963 and MGG 
[ = Die Musik in Geschichte und ţ:;egenwart. Allgemeine 
Enzyklopiidie der Musik, K'.assel, .1955 ff], v.ol. iv. 
entry ·fuga, we also find the term Urform) is .the true · 
ori·go 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 quancl . le recit 
[ ... ] s'enferme dans la pe.rfection de s6n achevement 
lineaire" (Alain D.eremetz, Plutarque ·: Histoire ,de 
/'origine el genese du recit, în : Revue des Etudes Grecques, 
t. Cili (1990), p. 57). The same synthetical formulation 
inight be applied to The Art of Fugue, should we npt 
be forced to recall that this opus ultfmum îs likewise 
an opus imperfectum. 

2 Tlie musical baroque made almost frequent use 
of Iike "programs" în instrumental music, wh.ere ţhe 
purely ·musii:al, aild, of course, mathematically ground­
ed,° expression (as the affect-generating opp~sition 

· consoni/dissoni may be demonstrated în fundamentum 
mathemdticum) may dispense . with the text support. 
This îs implied and its essence •is proclaimed in the 
title: · Music"alische Vorstellung einiger Biblischer His­
torien in · 6. Sonaten auff dem ·C/aviere 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 Musikbegrif(-im 
. 'deutschen Barock, Koln, [1967], (21984), pp. 364 f 

(hereaftet Dammann):, . 
. 3· Indeed, the last bar of lhe unfinished work (239 = 
2i 90) seenis to transla te the words of the Ecclesiastes 
(7!.1) :_"and the day of d·eath [i~ -betterJ.tJ:!an the day 
of one's birth". Melius est mori quam uiuere ! 

4 Marcel Bitsch, J.-S. Bach, L' Art de la . fugue. 
lntrodlict_ion, analyse ei commentaires, Paris, 1967, p. 33 
(hereinafter : Bitsch). · · 

5 See the article signed by. Arnold Schmitz in MGG, 
iv, coli. 176 ff, and Sigismund Toduţă (in collaboration 
w:ith Hans Peter Tiirk), Formele mu_zicale ale barocului 
în operele lui J. S . Bach, voi. .II, Bucharest, 1973, 
pp. 86-92 (heremafter: Toduţă). Cf. Arnold Schering, 
Vom Wesen der. Musik. Ausgewiihlte Aufsiilze von ... 
Herausgegeben u nd eingeleitet von Karl Michael 
Komma, Stuttgart, [1974], pp. 159 f. , 

6 Joh. Maltheson, Der Vollkommene Capellmeister, 
Hamburg, 1739, p. 180. 

7 Willi Kahl; ·selbstbiographien deutscher Musiker 
des XVIII. Jahrh.underts, Koln, 1948, p. 13!l. 

• _8 'Joh. Mattheson, , Das Neu-Erăffnetes Orchestre, 
Hamburg, 17.13, p. 127. Joh. David Heinichen, Der 
Generalbd.p in· der Composition, Dresden, 17i:!8 :,"Ailgen-

Music pappierene, wird mehr 'excoliret, als die Ohren­
Music, welche die Soele beweget". 

9 See also, among others : Rene Cel_bowitz, L'Evo­
lution de la musique. De Bach â Schoenberg, Paris,1951, 
p. 30 : The Art of Fugue and The Offering "sont ecrites, 
en majeure partie, pour Hre lues". · 

10 Bitsch, p. 32. For the whole mat-ter, see the syn­
thetic cliapter Das „abstrakte Schauwerk", în: W. Kol­
neder, D_ie Kunst dcr Fuge : Mythen des 20. Jahrhun­
derts, Teii I, Wilhelmshaven, 21983 (hereinafter Kolne-
der), pp. 42-51. · . 

11 Toduţă, p , 86 . In addition to A. Schmitz' article 
at note 5, see : A. Schetţn_g, Die Lehre von den musika­
lischen Figuren, . în : . Kirchenmusikalisches -.Jahrbuch 
21 (1908); H. - Brandes, Studien zur musikalischen 
Figureniehre im 16. Jh., Diss., Berlin, 1935; E . . Auer­
bath, Figura, in: Jstanbuler Schriften, 5 (1944); H. H. 
Eggebrecht, Zwei ' Niirnberger Orgel-Allegorien. Zum 
Figur-Begr,iffder Music°a poetica, in: Mu"Jik und Kirche 
27 (1957); H.-H. U!}ger, Die Beziehµngen zwischen 
Musik und Rhetorik im 16-.-18. Jahrhundert, Wiirz­
burg, 1941 ( Berliner Studien zur Musikwissenschaft, 
hrsg. von A. Schering, voi. iv). . 

12 Dnmmann, p. 103 : "biţdhaft-affektuosen Figu­
ren". The first author of some treatises ori musical­
rhetorical figures is Joachim Burmeister (Hypomne-. 
matum musicae poelicae, 1599 ; Musica autoschediastike, 
1601 ; Musica p_oetica, 1606, re-edited by Martin Ruhn­
ke, ln : Documenta musicologica. Reihe I :Druckschrif­
ten-Faksimiles,. 10: 1955). The def.inition .he· gives tO' 
the figure is conformai to that fu,rnished by treatlses 
011 literary rhetoric : Ornamentum, sive. Figura mlisica 
est tractus musicus; târn in· Harmonia, quâm in l\1elo­
dia, [ ... ] el cum virtute ornatiorem habitum assumit 
el induit. Cf. Musica poetica, chap. xii : De Ornamentis_ 
sive de figuris Musicis (Apud Dammann, p : 129). 

13 H. Lausberg; Handbuch der literarischen· Rheto­
rik, Miinchen,. 1960, §§ 6.00-910. Bibliography ibid., 
§ 1244 s·.v. figura. · 

14 A. Schmitz , ' in MGG iv, coli. 176-183. Toduţă, 
p. 87. • 

15 'Quintilian, 9, 2, 40; Cicero, Jn Verrem, 5, 62, 
Hll : u1to-ru1twat; [ ... ] proposita quaedam forma 
rerum ita expressa uerbis, ul cerni potiuA uideantur quam 
audiri (= "hypolyposis [ ... ], a mode of representing 
th'ings such that they appear more seen · than heard"). 
Cicero, De oral ., 3, 53,. 202, gives an even more concise 
definition : sub oculos subiectio. 

• 16 Quintilian, 9, 2, 3' ; 8, 3, 83; 9; 2, 64, where he 
places it aipong figu·res (quoniam est figura), Cicero, 
De oratore, 3, 202·; Orator., 139. Rhqtorica ad .Herennium, 
4, 67 (Cf. Carnifici Rliet. ad C. Herennium. Introdu­
zione, t_esto critico, commento a \:Ura d·i G. Calboli, 
Bologna, [1969], pp. 429 f, note 300). · Hypotyposis is 
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"die wichtigste und zuglcich allgcmeinste Bildfi·gur 
des musikalischen Barock'' (Dammann, p. 139) and 
has "zwci beYorzugte Sonderformen" (= anabasis and 
kalabasis) (Dammann, p. 140). On emphasis sec: Gre­
gory G. Bulkr, F11gue and Rhe/oric, in : Journal of 
Jlusic Thcom, 21/1 (1977), p. 54. 

1 7 Toduţă, p. 89. 
19 A. Schmitz, art. in JJGG, col. 180. 
111 Wc might bring this Yaricly of sa//11s d11riuscu/11s 

among the ranks of figurcs incle:xcd by m11sica poetica. 
Jn lhis casc wc would call il (8i:r;90Fci ( = differen/ia ), 
lencling !he term to lhc lileran· rhcloric in the correclio 
calcgon·, a lypc which Lausbcrg (op. cil., § 785) 
rcgards as "affcklsli:irkerc Typ''. Thc figurc illustrated 
in 6 is i11clced a corrcction by amplifying !he proto-
1 ~·pe iii 7. 

20 Dammann, p. 137 : "cine hochaffekluose Figur". 
Bnrmeisler, JJ11sica poetica, p. 61 : est fig11ra ap/a ad 
affcclus crwndos, q11od fii, q11ando Semi/onia carmini 
i11scrn11/11r I ... ] : T11m quando semi/onia carminis JJodo 
con!Jruen/ia saepi11s extra morem alling11n/11r. For thc 
literar~· equiYaknl, cf. Emporii oraloris de elhopoeia . .. , 
în : C. I Ialm, Rhelores Latini minores ... , Lipsiae 1863, 
p. 562, 10 : est seme prae/er e/hos el palhopoeia, qua imi­
/amur af{ec/11111 non nal11ralem, sed incidenlem.Cf. Laus­
bcrg, o.c., Ş 821. ,1orc tha11 150 years bcfore Ernesli 
(sec lhe following nole), .Joach. Thuringus (Opusc11/u111 
biparlil11m de primordiis nmsicis, Berlin, 1625 : cf. 
Fr. Fl•lclmann, în : ..trchiv fiir .1J11sikwissenschafl, 15 
(1058), apuci Dammann, p. 137)°clcfincd this figure as 
bcing ablc lo cxpress dicliones affecltwm, do/oris, ga11dii, 
timoris, ri.ms, lucl11s, misericordiae, exu//alionis, lre­
moris el similes. An almosl complete scries of affecls ! 

21 .J. Chr. Th. Ernesti, Lexicon lechnologiae Grae­
corum rheloricae, Lipsiac 1795, s.1,. Pat hop oii a. 

22 Quinlilian, 9, 2, 27: [oralio libera], q11am Corni­
ficius licenliam uocal, Graeci 7t:r;pp'l)a(:r;v. Cornif. ad 
Iferenn. 4, 36, 48. Hence, it is a /icentia or irreticenlia 
(Carmen de fig11ris vei schemalib11s, in : Halm, Rhel. 
La/. min., p. 130). Lausberg, § 761. 

23 Dammann, p. 5!J. 
24 Dammann, p. 337. 
25 Ath. Kirchcri J1Jusurgia Uni11ersa/is sive A.rs 

Jlagna Consoni ci Dissoni, Homae 1650, t.i, lib. vii, 
chap. Yi, p. 598. Cr. .Jiirgcn i\lainka, .41/wnasius Kir­
chers li:i:emplifizierungen zur 1lf{ek/e11/ehre. Ein Bei/rag 
:ur Geschich/c der .1Iusikps11chologie, in : Beilrăge ;ur 
.llusikwissenschafl, 31/2 (1!J89), pp. 81-!J4. For 16, 
sec I I. H. Eggcbrccht, Heinrich Schiilz, Jlusicus poe/i­
rus, Wilhelmshayen, 21!Je5, p. 54 sq. and H . .J. :'lloser, 
Ileinrich Schiil:::. Scin Leben und Werk, 2 1954, p. 442. 

28 ari. cil., col. 181 "false/re" Reia/ion. 
27 Dammann, p. 328 sqq., !he figurc associated 

wilh affec/11s do/oris. 
28 "Figuraliver Orgelpunkl mit wcitem Ambitus 

und grossen Intervallen" (J. G. \Valther, Jiusica/isches 
Le:i:icon, Leipzig, 1732). 

20 Quinlilian 9, :i, 81. Cornif. ad Herenn. 4, 15, 21 
con/en/io est, c11111 e:i: conlrariis reb11s oralio conficilur. 
P. Hulili Lupi Schema/a /e:ceos, in : Halm, op. cil., 2 
1G (pp. :l sqq.), etc. Lausbcrg § 787. 

30 Dammann, pp. 138 sq.: ·'kontrapunktische 
Gcgensalz ( subiectum-conlrasnbicctum)". 

31 i\laurilius Yogi, Conclave lhescwri magnae ar/is 
11111sicae, J>ragnc, 1719. 1-Iowcvcr, a litllc earlicr, Kir­
chcr, Jllls11rgia i.:ni11ersalis, l. ii, lib. viii DE i\lCSUR­
(;JA :\IIH IFICA, pars iii, chap. viii :11us11rgia Rhelorica, 
p. 1,H : 1lnlilhe/011, sive contraposilum, est periodus 
lwr111011iw, q11a oppositos affeclus expriminws. 

82 A. Schmilz, quolcd arl., col. 179: Klimax = 
(;raclalio = Auxcsis = "mchrmaligc, sich steigerndc 
\\'iedcrholnng slufcnweisc aufwiirls" (aflcr Burmeislcr, 
Alb. Kirchcr, Joh. Lippins). 

33- Quintil. 9, 3, 54 grad a I i o, quae dicilur 
x),!µ.:r;~, apertiorem habel ar/cm el magis adfec/alam 
ideoq11e esse rarior debel. Lausberg § 623. 

M According to .Jacques Chaillc~·, L'arl de la fuguc 
de J.-S. Bach, Paris, [ 1971 ], p. 39, n· is the 2nd fuguc 
in lhc c~·cle, using invcrsion of thc maiu theme. This 
aulhor considers thc first fuguc as thc "ouYerturc" 
(sli/e francese ) of thc wholc work, corrcsponding lo Ir 
în Lunow's and most edilions. 

35 Hugo Riemann, Ifandb11ch der F11gen-l{ompo­
silion. Driller Teii: A.nal11se 11011 J. S. Bochs "l{unsl 
der Fuge", Berlin, 1894, 3 1916, p. 57. To be confron­
ted wilh the argumcntation furnishcd b~- Bitsch. 

36 !\!aerobii Salurnaliorum lib. iY, 5, 17. 
37 .J. G. Walther, loc. cil. (1732): e :x c I am a t i o 

( = Ausruf) "ist cine Rhctorischc Figur, wenn man 
etwas bcwcglich ausruffet: wclchcs in der i\Iusic gar 
fiiglich durch dic aufwcrls springcndc Sextam mino­
rem gcschechcn kan". Schmitz, col. 181 : "kleine Sc:xtc 
nach obcn". 

3" Dammann, p. 138 : "ein drama tischer Hohe­
punkl '', 

3 " In lhe "Pausenfiguren'' category (Schmitz, 
col. 182). Dammann, pp. 134 sq. 

40 Toduţă, p. 545. 
41 Schmitz, col. 182 : "dic Pausc als Bezeichnung 

des Schwcigcns ( « Gencralpause •)". 
42 Quintil. 9, 2, 54. Lausberg § 887 relicen/ia. 
43 Cicero, De ora/ore 3, 53, 205 = Quintil. !J, 1, 31. 

Relicen/ia is one of thosc fig11rae per delrac/ionem (Laus­
bcrg §§ 880-889). 

44 This îs what Lausbcrg (§ 888) calls "dic Affekt­
Aposiopcsc", as thc firsl group Crom which relicenlia 
is built, \he sccond being "clic berechncte Aposiopcse". 

45 Sal11rnal. 4, 6, 20. 
46 Todu\ă, p. 92. 
47 Dammann, p. 137 : "nichl rhetorischen Figu, 

ren". 
48 Yogt : figurae simplices or '"i\laniren, flores, 

colores". Cf. .Joh. Lippius, S11nopsis musicae nouae ... , 
Strassburg, 1612: "Florcs [ ... I, colores atquc figurac 
scu Ornamenta l\lusica". Alh. Kirchcr calls them prin­
cipales. Cf. Schmitz, col. 178. 

·10 GRO l"E's DiclionariJ of .llusic and Jlusicians, 
London, 1!J54, voi. iii, p. !JO. 

50 Martin G~rherl, Scriplores ecc/esiastici de musica 
sacra polissimum, St. Blasien, 1784, voi. iii, p. 3 . 

•51 E. de Coussemaker, Hisloire de /'harmonie au 
mo/Jen clge, Paris, 1852, p. 191. For p/ica ("fold"), cf. 
The Sew O:cford Hislor/J o{.llusic, voi. ii, Earl11Jledieuai 
.llusic 11p Io 1300, chap. :x, Music in Fixed Rhy/hm 
by Dom Anselm Hughes, pp. 325 sq. 

52 A compendium 011 that maller, by Kolneder, 
Teii III, chap. Dic Schlussf11ge, pp. 280-300. 

53 Joh. ?\. Forkel, Ober Johann Sebastian Bachs 
Leben, l{unsl 11nd J,11nslwerke, Leipzig, 1802, p. 92 : 
"Dic Yorlclzte Fuge hat 3 Thcmata". Part of the musi­
cal criticism of the limc took over this informalion 
withoul observing !hat Forkcl mcntioned that he was 
rcfcrring to the las/ b11I one fugue. John Caspar Hcck, 
for instancc, în : The Jf11sical Librar/J, Book i, London, 
[? 1775] : "The Iast Fugue is on thrce Subjects, thc 
3d. of which he eh osc Crom his own Name : BACI-I ... '·, 
or Aug. Fr. Chr. Kollmann, An Essau on Practicai 
Jlusical Composi/ion, London, 1799, p. 51 : "Thc Lhrcc 
Subjects of thal masterly lriplc Fuguc with which 
Sebastian Bach has cnclccl his 'Arl of thc Fugue"' (to 
which lhc anlhor aclds lhc approprialc musical cxam­
pks). 

54 Lorcnz l\lizler, în : .\'cu erijfne/e m11sikalische 
/Jibliolhek, Leipzig, voi. iv (1754), p. 168: "unei clic 
lclzlc [Fuge], wclchc ,1 Thcmala cnlhallcn". A dis- 71 
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cussion of lhis passage by Kolncder, Teii IV: Hrilische 
Chronologie, pp. 465 sq. 

55 Philipp Spilla, Joilann Sebastian Bacil, Leipzig, 
1880, voi. ii, p. 677 : " ... cine Fuge mit drci Subjcc­
len, an welcher Bach Yor scincm Todc arbcilclc, dic 
aber mil dicscm \Yerkc gar nichls zu thun hai". Thc 
samc opinion was sharcd by l\lorilz Ilauplmann (Er­
liiulerungen :u Joii. Seb. Bacil's /{uns/ der Fuge, Leipzig 
1841) and \\'. Hust. 

56 GuslaY l\:oltcbohm, .J. S. 13ac/;s /r/:le Fuge, în : 
Jlusikwelt, Berlin, 21-22 (1880-1881), pp. 232-23(l 
and 244-246. Ricmann dcclares himself satisfied wilh 
the inspircd den:onstralion, which he supporls, offe­
ring himsclf a concluding, yct lcss inspircd, Yarianl of 
lhc lasl fuguc ( cf. note 35, p. 141 ). A dispu le he l­
wcen Riemann and Bcrnhard Ziehn on lhis matter 
appearcd in .-lllgemcine Jlusik-Zei/1111g, 21 (1894), 
pp. 195 sq., 211 sq., 456 sq. 

57 1'orbcrt Dufourcq, Jean-Sebastien /Jach, 1111 
archilecle de la musique. Gen ie allemand? Gen ie /alin?, 
Paris, 1947, 21954, p. 208 : "inscrcc par crrcur par l'cdi­
teur Schiiblcr". Cf. also Edm. Buchet, .J.-s. /Jarb, 
aprcs deux siec/es d'etudcs el de temoignages, Paris, 
1968, p. 12, who shares lhe samc vicw ("par errcur'") ! 

58 A pud: L. Comes, JJelodica pa/eslrinia11ă, Bucha­
resl, 1971, p. 90. 

69 Adrian Petit Coclico, Co11sola1io11es l'iae. Jlllsica 
Reservala (Niirnberg, 1552). 1-Icrau·sgegchcn v on i\larlin 
Ruhnke, Lippstadt, 1958 (in: Das Erbe deuscher .Uusik, 
Bd. 42; Abtcilung l\lotcttc und l\lesse, Bd.5). About 
musica reservala in thc conlcxt of lhe theory of affecls: 
A. Schering, A u((iihrungspraxis a//er Jlllsik, 1931, 
p. 77 sq ., p. 90 ; W. Serau);.~·, ar l. A(felde11/eilre in : 
MGG, voi. i, coli. 113-121. · 

60 Jn: Mo11ume11/a musicae bclgicae. Ed. by .J. Wa­
tclct, voi. iv (1938), pp. 39. sq. For details, sec Gustavc 
Reese, 1Husic i11 /he Renaissance, London, 111)54, p. 543. 

01 H. Engcl, Jolwnn Sebastian Bach, Berlin, t 950, 
p. 159; apud Toduţă, p. 274. This is lhc basic malin 
of thc /nvenlio U BWV 785: a lorculus intcrccpting 
lransilus regularis notes. 

62 f'or Lhis type of suspensions wilh Bach, sec l\lax 
Eisikovils, Polifonia barocului. Stilul bachia11, Bu­
charcst, 1973, p. 169. 

88 ln : .-1/tbachischer .-lrchÎIJ. Ersler Teii: :\lolctlcn 
und Chorlieder. J-lerausgcgehen von :\lax Schncid~r, 
\Viesbadcn, 1966, p. 38. 

H For the illustration of Gregorian music, usc was 
madc of lhe ·chaplcr Latin Chan/ before St. Gregor!J b~· 
Higini Angles, in : :Yew Oxford Hislory of .1/usic, voi. ii 
Earl!J l\fediwal Music up Io J.300, editcd b~· Dom 
Anselm Hughes. Ex. 81 a111iphona (Gallican chant), 
71h century, p. 77 Anglcs: 82 humnus 'Aelcrna Chrisli 
munera', allributcd to St. Ambrose, lakcn oYer bv 
thc Roman rile too, cf. Liber \'esperalis, p. 444, Angh.~; 
p. 68; 83 Easlcr hymn '\"enitc populi', ~1//e/uia scqucn-

ce. Anglcs p. 80 afler Dom Paolo Fcrretli, Proprium 
Pontif., Romac 1922, who regards it as "ex antiqua 
lilurgia gallicana": 111 lhc :\lozarabic Pater noslcr, 
datecl by I'. \\"agner lo lhe -l th cenlury, ,\nglcs p. 82: 
11:i JJrcccs of lhe :\lozarahic lilurg~·, Angks p. 87 aflcr 
G. !'rado, F:l Canto 1110:<irabe, p. 74. Tht• lcxl in \'ari ac 
Prcccs, cdill'cl by Dom .I. l'olhicr, Solesmes, l!JOl: 
116 .-1//eluia aflcr Graduale ,·atican11111, p; 203, Angli•s 
p. 124 : 117 of Officium Slcllae (Christmas play), a wr­
sion from Houcn, Paris, Bihl. Nai. lal. \JOI, foi. 28v -:Jo, 
sacc. XIII-XI\', aJJud \Y. I.. Smoldon, Liturgica/ 
Drama, chap. vi of Sew Oxford Hisl. of .l/usic, quokd 
voi., p. 200: 1111 from anolher lilurgical drama for Chrisl­
mas, Ncvcrs, sacc. XI, Paris, Bibi. "azarine 1708, 
foi. SF, apud Smoldon, p. 201; mi frnm lhc lilurgical 
drama on a New Teslamenl topic from lhe so-calkd 
manuscript •·J·lcury pk~·-book··, sat•c. XIII, copied 
al Sl. Bcnoil-sur-Loin• :\lonaslcr~·, Fleur~·, Orleans, 
Bibi. de la \"ilic 201, pp. 233--21:1, apud S111olclon, 
p. 206 ('·Raising of J.a1arus'·). 

65 Cf. Dom ,\ndrc :llocquereau, J.e Sombrc musical 
gregoricn 011 nuthniquc grrgorimnc, Hon;c -1\iurn :d, 
HJ08, l.i,p.152,§3. l'aolo l'crrclli, llamwniac ritmica 
ne/la musica antica, Jucunda l.audalio 3-1, \"enezia, 
196\), p. 227. 

00 I.ci ns menlicn, for inslance, lhc .Josquin"s mas­
scs De beata \'irgine or I.a sol fa re, apud I'. \\"agncr, 
Geschicl.le der JJcs,·1•, Leipzig, 1 \ll:l ( = I lildeshcim, 
1972), p. 163. 

67 Thc Lhcmc of lhc madrigal aflcr l\Iax Scifferl, 
Geschichlc der J,lm1icr11111sik, Leipzig, 1899, voi. ii, p. 80. 

6" Apuci L. Comes, oJJ. cil., p. 1ll7. A similar incipit 
in Missa pasc/;a/is a 5 (K~-ric) hy Isaak, OJJ11d 
P. \Yagncr, OJJ. cil., p. 2!Hl. 

69 .Johann Kugelmann, Concenl11s 11011i ( 1510), hrsg. 
von Hans Engcl, Kasscl und Basci, 1935, XX,. II 
("incerto aulorc"), p. 46. 

70 Idem, XI, p. 23. 
71 L. Comes, op. cil., p. 202. 
72 ln : Antologia de organislas espaiioles de/ siglo 

X\' I I, 101110 J\", por Higinio Angh's, Barcelona, 
1968 ff. 

73 As a fuguc lhcme, ii is also found wilh Simon 
Lohel, about 1617. 

7'1 Alhcrl Sclmcilzcr, .J. S. /Jach, Leipzig, 1912, 
pp. 477-481. Cr. Toclu\ă, p. rno. 

75 Kolnedcr, Teii I, pp. 66-74 (Bachs miiglic/1c 
13ese/:ung ). Donald F. Tovc~· •. -1 Companion Io ·· The 
Ari ofF11g11c", l.ondon, 19:ll, 4 196G, altcmpls Io demon­
strate I hal lhc work îs lhoughl for a kc~·Jrnard inslru­
menl.Gollhold Frolschl'r, Geschic/;/c des Orgelspiels unei 
dcrOryclkomposilion, lkrlin, 1935, 31!)66, voi. ii, p. 901, 
lhinks \hal lhc organ is mosl approprialc lo llach's 
conlrapunlal oullook. 

70 In: Liineburga Orgellab11/alurl{X 2081 (foi. 5-1": 
Fuga H.S .• U. ), hrsg. von l\largarclc Hcimann, Frank­
furl, 1957, Nr. 37 (IJas Erbc deulscher Jlusik, Ud. 36). 
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