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Addenda 

Page ·1, iine 7 should read: include a greater number of. musical 
practices. In spite of this, however, I believe that the most 
necessary attribute of fugue is its imitative exposition. The 
author propeses, etc. 

Page ~46, line 13 should read: struetu.rs.l ideas inherent in the 
subject; i.e., inversions of motives in the subject may suggest 
the use of melodic or contrapuntal inversion, which would then 
be applied to the subject in'toto, etc. 

Page 246, las'tline should read: of :nmsieal thought. Or in other 
words, owing to the disintegration of fugue caused by_the collapse 
of the major-minor harmonic system, it seems that if fugue is to 
live it must incorporate the new devices now found in the non­
fugal, but still contrapuntal, music of the twentieth century. 
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. Preface 

An important characteristic of twentieth-century music is its 

emphasis upon counterpoint and allied devices: as a result fugue becomes, 

once more, a significant vehicle for the development of musical ideas. 

The purpose of this dissertation is to determine what seems to be common 

practice in twentieth-century fugues, and to codify the contributions 

of twentieth-cent1n7 composers to the evolution of fugue. 

The main basis for this study is a selected group of approximately 

one hundred contemporary fugues. While a larger group actually passed 

through my hands, many seemed to lack the quality necessary to be included 

in this study. An effort was made to represent as many different con­

temporary styles as possible; the relative unavailability of.foreign 

scores, however, has caused this study to be centered primarily around 

the fugues of native American composers or European composers who have 

migrated to this country. 

The dissertation is divided into two parts, followed by a con­

clusion. Part I is a historical reswne of the contributions of various . ~ . 

periods to the evolution of fugue. It sets the stage for Part II, 

which is an analysis of the specific materials and devices used in 

contemporary fugues. In this part, I attempt to show the influence of 

~past periods, to illustrate what seems to be common practice in con­

temporary fugues, and to determine the contribution of the contemporary 

period to the development of fugue~ fr1 SadttfYI A- 0 + PMf JI. I e<.He·MfT 
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to show what seems to be c9mmon practice in contemporary tugue 

subjects in relation to shape, placement of climax, range, 

length, leaps, motive organization, and tonality; to illustrate 

how the subject may suggest certain intervallic ideas or contra­

puntal devices which are later used in the fugue; to illustrate 

the use of modes other than the major and minor, and the expansion 

of the scale from seven to twelve notes; to illustrate the ex­

panded implied harmonic basis of melody, the use of parallelism, 

and the influence of certain contemporary theoretical Qbservations 

on particular kinds of melodic organization. 

Next, it seemed logical to discuss rhythm in order to show 

how it has evolved to a state where it is no longer subordinate 

to tonality, and consequently plays a more decisive rQle in the 

overall development; and also to illustrate the use of such 

novel devices as isorhythms, asymmetrical meters, hemiola, poly­

rhythms, polymeters, multiple time signatures, and various sub­

jects in different tempi. 

Following this melodic independence between parts, the 
-

melodic cadence, and the use of the suspension are discussed. 

Also disaussed in this section is the expansion of the harmonic 

basis to one which permits a greater number of vertical dissonances 

which suggest various kinds of contemporary chordal formations, 

the treatment of these dissonances, and the thematic derivation 

of eontrapuhtal intervals. 

ii 
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At this point it seemed prudent to ascertain what kinds of 

( contrapuntal devices have been carried over from former periods, 

and discuss more recent devices as the use of large stretti, 

duplex and triplex canons, and the mixing of certain homophonic 

and polyphonic devices. 

This leads to a discussion of the typical manners of expo­

sition, the use of redundant entries and counterexpositions, the 

duplex subject, and the role of countersubjects, codettas, and 

accompanying counterpoints. It is shown that the exposition 
- -

need no longer be composed for a fixed number of voices, that 

new pitch'schemes have evolved, and that the pitches of midd1e 

and closing entries may be derived from the pitches used in the 

exposition or -ased upon some symmetrical intervallie arrange­

ment. It is then shown how closing entries usually follow the 

models of the fugues of earlier periods. 

A discussion of non-subject material then follows, based 

upon a description of the function, structure, and manners of 

development used in contemporary episodes. I also illustrate 

common contrapuntal devices, and the manner in which episodes 

are related to each other, testifying to their reliance upon 

older modes of development. 

This position is maintained through the ne.xl;section, in 

which it is necessary to discuss contempoary fugal formal 

plans in order to show that no essentially new ones have 

been discovered. Also discussed are isolated instances of fugues 

with subjects in different tempi, a fugue in retrogression, 

and a fugue with a re-exposition serving as a coda. 

iii 



And in the final section of Part II it is the author's 

intension to illustrate the degree to which certain contempo­

rary composers have integrated the vertical and horizontal 

dimensions; and how basic structural ideas affect melody, the 

choice of contrapuntal intervals, chordal structure, progression, 

the pitches of imitative entrances and stretti, the choice of 

devices, and overall tonal relations. 

While one migliexpect a study of this kind to deal with 

the various aspects of serial technique, it seemed prudent to 

this author to discuss devices associated with this idiom in 

so far as they are used in actual fugues, since a more compre­

hensive discussion would necessitate a study of its own. For 

the same reason such contrapuntal devices as canon and fugato 

are also discussed only in so far as they appear in fugues 

per se. 

All charts, tables, diagrams, analysis, and reductions 

(except those on pages 26, 56, and 91) have been done independent­

ly and are the product of my own pers~nal research. They are 

designed to clarify and substantiate statement. and observations 

made in the body of the' dissertation. 

D.R.C. 
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Part I 

Fugue Before the Twentieth Centur:v 

. The purpose of fart . I is to trace the evolution of the fugue from 

its_inception in the Medieval period through the nineteenth century by 

a discussion of the spec_ii'ic contributions of each major period. In 

this discussion I will attempt to show that fugue has been in a constant 

state of evolution for over six centuries; and that, in the course of 

this-period, the denotation of the term "fugue" has gradually expanded to 

inclu~~ a greater number of musical practices. The author proposes a~so 

to illustrate the degree to which fugue evolved prior to the twentieth 

century in order to contribute to a clearer understanding of the innova­

tions developed in the c~ntemporary period. 

The term~ does not occur in theoretical writings before the four- iY1~cl1e-,1<4-e_ 
c,.,J_ 

teenth century. 1 However, as with inany other contrapuntal practices, f<e-ito.,1.5~._,nc.e. 

certain antecedent developments in melody, counterpoint, and rhythm were 

necessary in order to reach this point. The earliest polyphony, called 

striot organum, contained only perfect consonances moving in parallel 

motion~ After the introduction·of oblique motion and the easing of inter-

) vallic restrictions, strict organum evolved into free organum, which 

contain~d contrary motion and crossing of parts. Rhythmic individuality 

1 Mann, The Study of Fugue, p. 9 Here Mann uses as _his source the 
Coussemker Scriptorµrn de musica medii·aevi nova series (4 Vols. 1864,-

( 1876, 1908), Faes. Ed. Milan, 1931. According to this source the term 
~ was attributed to Jacobus of L;iege in his Speculum. Musicae. 
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was introduced into the m.elismatic organum of the twelfth century-, be­

coming a primary cause in the development of rhythmic modes :in the 

measured organum and clausulae of the School of Notre Dame. 

An interesting antecedent of fugal witing appears in the anony­

mous motet "Al.le, psallite-Alleluyatt in the Historical Anthology of 
• . - ... ··- ... ·,,. ·-·· ... · , .... - - ··.· 

l:lB.w, ~ol. 1, pa~e 35,_ELnd is quoted be~?W:• This motet comes from the 

period or FrEl.n~o of ~C>l<>&n~Jc. _ 1250) ,_ occurring between Ars Antigua and 

Ars Nova, and was a transitional period in which some of the techniques 
. ·-- -. . . . 

or Ars Nova were in~rodu7~~ in an eml:>ryonic form. While the device of 

canon is not used in i~self_,._ ~t. is suggested through the interchange of 

parts. Notice _tha:t. the co_unte~points in the upper two parts of the first 

phrase are exchanged in the second phrase. It is probable that this inter-
. . 

change of parts, combined with a greater interest in imitation, led to 
. . . 

the canon· itself. One can see in this early example that the contra­

puntal intervals are st~l the sall¥3 EL~ those used in Ara Antigua; i.e., 

octaves, fourt~s, and firths ?n_ the poi_nts, and all others between the 

points. An early example o~. ~riE1.dal parallelism, a device more often 

associated with Ara Nova, appears in the third and fourth phrase. 

Example 1 

2 lfAlle, psallite-Alleluya", Historical Anthology of Music, Vol. 1, No. 33a 

•· I 

I 

I 

•• ... .. .. 

. I 

,\ 
''---"-'-----------···· - ·-·--·---·· 

2 P ubiishers and date of publication appear in the selected bibliography ) 
,. 
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The term fuga was first applied to the secular forms of the caocia 

!nd rondellus, also known as the~ or ~.3 

3 apel, Harvard Dictionary of Music, p. 112 Mann, op, cit., says 
that "In the coo.rs·e o:t tm fourteenth ·century, • • • the secular tech-

, nique of canonic imitation gained promine:ooe and recognition in the caccia 
and the rondellus ..... Alld the term~ seems to have served for either 
of them." P• 9 
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The best known example of this type or round is the famous Sumer Is IeW118n 

11!, -which comes from the mid-fourteenth century-. 4 In these forms, the 

principle or imitation emerged as_ one or the essentieJ. features of cont;-a­

puntal writing. An illustration or the caceia appears belov. 

Example 2 

Ghirardello da Firenze, "Caccia", Bistorieal Anthology or Mlsic 1 ~o. 52 

I .. 

. . ' .. f I 

. I 

4navidson and Apel, Historical··. Anthology of Music, Vol. l give the 
date of this pieoe as circa 1310 but suggest that·"according to recent 
investigations, its date is probably about seventy years later than has 
assumed." P• 220 

. 
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Notice that it is a strict two part canon at the octave, accompanied 

by a free tenor. Since the caccia was written in canon, and was also 

-called~ it se·ems as though both terms wre nearly synonymous to the 

composers of the Italian Ars Nova. 

It was not long, however, before the principle of canon made itself 

manifest in sacred music. . \ In the Trent Codices, the term~ is used 

for the first time in connection with sacred as well as secular w~ks.5 

In the sacred works of Dufay appear fugues consisting of imitative en-

5 Mann, op. cit •• p. 10 
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trances of the points over an· ostinato (pes), which were obviously a 
. . . 6 ,: . . • 

carry-over from the caccia... The canon in the Agnus dei of Dufay' s 

Missa L1homme armJ gives the following instructions: "Cancer eat plentiB 
- - • 

et· redeat _meius" {The era~ pr~~-eds f~l and then returns kir), meaning 

that the ten<>r sh~~d be. re~d first :tn retrogression in full note values, 

and then forward with all note values· halved. The devices of augmentation, 
- . . .. . - . -··· - . --- . . . --~-----. -. - . - . .. . .. 

diminution, and· re~x.-o~e~s_ion ~ev~1.0f>E!~-~_conjunction with canon, and lead 

to the riddle canons _o~ the _!le~sh period. 1 other types of riddle canon 

may be found in Numbers S9 and 98 of the Historical Anthology of Musig. 

Exanq:,le 3 

Dufay, "Agnus Dei" of Mi.ssa L1homme arme', Historical Anthology: of Music 
No •. 66c 

·, 
6 Van den Borren,."Dufay and m.s· School School~ in the Oxfo:d Histo9".of 

Music, Vol. 111. In speaking of the method of setting the mass in the f:i:rst 
half of the ·fifteenth·century he says·"Even the trecento caccia could be a 
source of inspiration, as in the curious Gloria ad modilm tubae by Dufay, 
when the text is stingend to end iri canon at the unison~ supported in the 
lower two voices by ostinato;· figures entrusted to brass instruments, and 
treated in their turn in canon or rather hocket." P• 221 
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In the early Renaissance, fugue was merely another musical device 

designed to produce variety. It seems that it 'Wa.S not a form or a texture, 
. . 

or even a style, but could be used freely in any type .of imitative piece. 
. . . 

One important consideration was made by Ramos Pareja when he suggested that 

__ imitative entrances be confined to perfect intervals. 7 This led to a greater 

differentiation between canon (imitation at perfect intervals} and simple 

imitation (imitation at other intervals). In the mean time a host of other 

minute but important principles emerged. Franchino Gafori sanctioned the 

use of direct motion.between parts, especially those 1n·a three-part 

·texture; 8 and Pietro Aron insisted on the composition of all parts simul-

taneously, rather than separately, as had been the case before. Bridgeman 

mentions that 

Pietro Aron attributes to Joaquin and Issac the 
determining influence in this new process of 
musical creation, which seems moreover to coincide 
with the ne·1rprooedure in musical notation. For 
until then it had been the practice to write· in 
separate parts, each irnagined·and worked out in 
its ow right; but about 1500, if Lampadius is 
to be believed; men began sometimes to compose­
directly in score- -.a material illustration of 
the unitary quality ~enceforth to characterize 
musical composition. . . . . . . 

The fourteenth-century motet was frequently the vehicle for various 

'kinds of learned devices. For instance, Busnois, in his motet "In ey'draulis" 

7 Mann, op, cit., p.11 

8-:'-Bridgeman, "The age of Ockeghem and Joaquin" in the· Oxford History 
of Music. In discussing Antoine Brumel1s mass L1homine arm/; she states 
that "he often contents himself.with letting the· outer parts move in 
consecutive tenths, in accordance with a· practice approved by Garfurius 
(Gafori) in his Prac.tica Musicae." P• 295 

. 9 
_____ , ~-, P• 242 

! 
! 
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used "scattered canonic imitation and subtle modulation. 10 Bridgeman 
O • O • O O • 0 H •• H '• 

also cites a~ inte':esti~ i:Uustr~~ion of diminution in Compere•s 

motet V~go caelesti, reproduce~ ~elow. _ No~ice~oth the dimil:lution and 

double diminution over the first six notes of the F hexa.chord. 

Example 4 

Compere, Virgo caelesti, Oxford History of Music, Vol. 3 

I ~I I 
,. 

- ~ . -~ -· -- -· - --· . ~ - - -~ - - - r ~, ~ft l V'f· r r i- i __.l....-- I - I - r ; 

r-
I -

~ -. C --
g 

l--""'l,J .J. --J j ~ ..52.:. +·-- - - i'l' ~- -
L -

., ,. - -- " - - u - - -. - - -
F I l I .. r . 

, ' LJ r ' , f r 

I \ I I I ~, I - ~ -- - ~ - - - - - - . - -· -- - - --- - - . - - -
' I i I '\ ~ - ·"' i l i I .... I LI ) - u r 6 • I I I I 

' ~ .... -i • 
·:. - , - -- - - - ~ -·~ -

J 
I 

8 ', 

I I'\ I - - - - _1,-.- _\ ~l!J ·-1 ,J-"IJ . - . __ , - - , - . - , - ~ . - - J -I , I 

, . 
10 Bridgeman, ~-, p._ 244 
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Don Nicola Vincentino advocated the desireability of imitation 

over strict canon, the value of maintaining the original pumto (point), 

and the use of imitation per arsin et thesin.ll In udtation per argin 

et thesin, the imitation occurs in reverse accents; i.e., a subject 

beginnillg on a strong beat is imitated beginning on a weak beat, Gr 

off of the beat, and vice versa. A typical_ example occurs in Josquin*s 

chanson "Faulte d'argent•. The chanson is in f'ive parts, of which the 

first tw ~e in imitation per arsin et thesin. 

Exampie 5 

Joaquin, "Faulte d1argent", Historic&~ Anthology; or Misie, No. 91 

I . 

9 
...... - .. 

l¾fann, op, git.,. PP• 15-18 
Lang, Music in Western Civilization, PP• 295-296 
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Vinoentino also advocated the use of the tonal answer. A typical 

illustration appears in the "Chirie Quartus" of Cavazzoni•s organ Mass 

Missa Apostolorum, and is quoted belew. The upper part begins w1. th a 

leap from D to A; the second voice enters in imitation (in augmentation) 

vi th a tonal answer,: since the opening fifth is answered by a fourth. 

Such imitation in augmentation appears in several passages in .this Mass. 

Example 6 

Cavazzoni, "Missa Apostolorum", Historical Antholoq er )msio 

llo. 117 

o. ---

I 

f 

' I r--

r r 

During this same period Gioseffo Zarlino, the famous pupil of 

Willaert, suggested the use of guida and conseguente to designate 

openillg and answering voices, as -well as f'ugue in augmentation and dim-
U . . 

inution. An illustration of this type of imitation appears in Pierre 

de la Rue1s Missa L1homme arme, and is quoted 'belov. The L'ho:mme arne 

melody appears in the bass. The tenor contains the subject in canon at the 

octave, vbile the upper parts contain the subject in diminutions. 

1~nn, ~ P• 27 
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Example 7 • 

Pierre de la Rue, Missa L1homme artllf/,_ Historical Antholog;r of Music 

No. 92 

---- ------· - ---· 

-,.------·--------.. 
·• £ I .. 

"--1 

':'------------------,------------.---
• I 

.,.. 

-·- • --~. , ... ------

·Another device which emerged during this time vas imitation of pairs 

of voices. In this kind of imitation two·voices began the point and -were 

answered by two others, while the original voices either rested ar con..­

tinued. Reese mentions that in n Aeordes moy-11, "Busnois three times employs 

imitation in pairs- - an outstanding trait of Joaquin de Prez; in.two 

instances the device is so used as to produce brief passages in double 

counterpoint. ul.3 

13Reese, Music in the Renaissance, p. lo6 
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The example belov is from a !!e_by Giacomo Fogliano which contains this 

kind of imitation. 

Exanple 8 

Fogliano~ "Ave Maria" . Historical Antholog.y; of Mnsio, No. 94 

T LJ T 

1 l r--, I I I - i 

To sum up, composers of the Medieval period establ_ished the 

principles of parallel, oblique, and contrary motion, the rh;ythmic 

i.Ddividuality or separate pa:!'ts, imitation, and canon. Succeeding 

composers developed the pri_nciples of aµglnentation~ diminution, inversion 

retr~gression, imitation per arsin et ihesill. tht! tonal answer, atd 

introduced '!;he duplex subject which Coperario later called double fugue. 14 

On the other hand, Baroque composers -were concerned ~th the larger 

aspects of fugue, and were striving toward that which was to become the 

monothematic fugue in Bach's time •. They sought to broaden the meaning 

of fugue from a mere device to a larger and more unified contrapuntal 

1¾Iallll, ~ , p. 23, from Coperario 1s Rules for Composin& 
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Frescobaldi 1s interest in variation in~pired him to write many 

pieces which combined variati0n and existent fugal prooedures. • His 

canzoni were r~hmical pieces on the traditional canzona figure , 
and consisted of as many as ten sections or contrasting tempo, mood, 

.texture, and character. The s\ul,ject of each section was usually a 

variant of the original subject, and usually appeared upon the tonic ctr 

dominant. While these canzoni contained passages in invertible counter­

point, the composer made no great attempt to utilize this device. Voices 

could be omitted at will, -and stretti were rare.· An excellent example 

of the canzona style . appears in 11Canzona No. 3n ot the Frescobaldi-

Casella Sopata trascritte per pianotor-W (Section 3, page 15). Here, 

Frescobaldi uses a different rbiY'thmic variant of the original subject 

as the theme for each new section. 



Example 9 

\ 

15 

Fresoobald1-:(}asella, acanzona No. 3" 

Sonate trascritte per pianoforte 

···•··--· -------· -~~----------- •• _;; ... -· . .::. -

~ FFR ,....., 

I ~ 

~ l/~1r" ""'"' ,;-,.,n, 

\ I 

I ..... 
' 

Sect3· 

111/rjr" 11111dt'rlf/lP , 

·-'-. i~• .. b.- .L .. • - • • 

S,t,f. s, I 
- --' 1' I -f/ llegrv 7'1t'tl~,.a,i-l' 

- . 
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More contrapuntal in character was the monothematic and polythematic 

ricercari. The monothematic.ricercare was more similar to the vocal style. 

It was sectional and consisted of as many expositions as there lolere 

themes (permitting a possible return to the original theme in augmentation 

or diminution). Thus the theme underwent less variation than did those 

in the polythematic ricercare, and -was more likely to be used in combin­

ation with new counter-subjects. 15 For this reason the monothematic 

rioercare may be considered one of the immediate predecessors of the 

Baroque fugue. The polythematic ricercare, on the other hand, contained 

a series.of expositions in which the subject underwent frequent and 

extensive variation in a manner similar to the eanzona. In both, however, 

one finds the chromatic subject which Frescobaldi favored. 

Frescobaldi towers as an important figure in the evolution of fugue 

because of his development of contrapuntal forms which ultimately led to the 

fugue of the late Baroque. He also helped create the monothemati_c fugue plan, 
.. 

and was, in a sense, very much like Beethoven: a link between two styles. 

In the early part of his life, fugue was associated with ~he canzona and 

ricercare techniques; i.e., a loose string of expositional sections, each 

possessing its O'Wll subject. From this, fugue evolved to a monothematic com­

position in which the subject remained intact and was developed with new 

counterpoints, growing to a plan in which statements of the subject alternated 

with episodic passages. The entire work was placed upon an architectonic basis, 

with harmony playing a more decisive role in the total organization. 

Frescobaldi•s Fugue in G Minor clearly illustrated the type of fugue 

discussed above. 

15 Bukofzer, Ml.sic In The Baroque Era_p. 49 
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The.subject consists of a head (or a beginning) and a tail (or ending); 

the head is strongly tonal, while the tail is sequential. The subject 

ends on a trill, followed by a short oodetta leading to a real answer in 

the dominant key. The counterpoint accompa¢ng. the answer is taken frOJ! 

the subject and is in double counterpoint. The third entrance appears 

again in the tonic, and is followed by a fourth entrance in the dominant. 

Whether this last entrance is a redWldanoy or whether it is the last 

entrance in a four voice exposition is debatable, since the tugue, 

for the most part, is written in three voices. Notice, however, that in 

bars 24,. 28, 34, and 54, the texture is in four parts, suggesting that 

the fugue is ~ctually-. in four parts, with the rests tor the nonpartici­

pating part merely omitted. 

The fourth entrance of the subject is followed by an episode .in 

triple counterpoint. In comparing this episode with the one beginning 

in measure 34, notice that the latter is a reworking of the material of 

the former, bu.t in a new key, thus showing the relation of episodic 

material •. These two episodes are s~parated by- a middle entry in C 

minor in which the counter-subject seems to play- no significant role. 

The second episode is followed by varied entries of the subject in G 

minor and D minor, with. the last entry melting into a short episodic 

passage w:hioh, in turn is followed by an entry of the subject in G 

minor. This entry begins in the bass am ultimately concludes in the 

soprano, and is accompanied by a suggestion,of the beginning of the 

subject a tenth higher. The final entry is on G and appears over a tonic 

pedal point. 

This fugue •illustrates the degree to which the monotbematie 

approach evolved in the music of Frescobaldi. The harll).OJ\V suggests 

major-minor tonality tln-ough chordal implication, cadence structure and 
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modulatory plan •. The exposition contains important counterpoint which 

grows out of material first appearing in the subject. The episodes are 

not mere interludes but serve to work out important motives with the 

devic~. of invertible oount~rpoint pia;yi?ig ~:more import@.t fu~tion in 
.. ....... . . . :· ·.:,• • •• . .. . . ..•• " • .. • . . . • . . . .'.. . 

relat~. ':the. episodes· to each otlle~. • '.M;f.d,ole eb.tj-;:es. are in. related keys, 

wi,th :n~r~riei/othe~ t~-n ,toni~ ~r:do~t ·::c~ti~ ~dwy t~ough the 

fugue, thus creating a lw.rmonically rowned form. The final section also 

contains an entry of the subject in the bass, in addition to an entry 

over a tonic pedal. point •. conspicuously absent~ however, is the use of 

canon or stretto; this fugue otheniise co??-tains all of the elements 

usually associated with the.Bach-type fugue. 

Sweelinck contributed -notably to the evolution of the fugue through 
. . . 

bis freqiient use of stretto. His fanta1:,1tas are monothematic and usually 

contain t~~ sogetto type of stlbject. 16 Wbp.e variation played a c:nsider-.. . 

able role µi Frescobaldi. 1.s fugal pa~sa~s, Sweelb1.ek was more likel.y 

to keep the s~jtlct int~et a~ vary sub;i,diary counterpoints or c.ounter­

subject. Bukofzer notes his "perpetual stretti, the piling up of 

contrapuntal devices and the .increased pace" which leads .to a toccata-like 

cl:unax. 17 While the fantasias designated as "in the manner of an echo" . 

more closely resemble the toccata, they also contain extensive passages 

in close stretti. 

16 ·For a discussion of this type of subject see Part .rr, Section A. 

17 Bukofzer, ibid., P• 77 
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Sweelinck, RFantasia in echo", Historical Anthology of Music 

No. 181 
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Samuel Scheidt, who was Sweelinck 1s most brilliant pupil, displayed 

emphasis upon rhythmic variety in his music. In his Tabulatura nova he 

ab.and.oned the traditional German organ tabulature in favor of the Italian 

method. of writing in open score., The fugues in this set resemble the 

fantasias of Swelinck, and contain exte~~ive passages bas~d upon· 

augmentation and diminution~ 

During the ear;J..y and_ mid_dle Baroque periods, fugue evolved to a 

point where it no longer was a device but rather a modus operandi, with 

both formal and harmonic connotation. To see how instrumental the fugues 

of this period were in establishing harmonic relations and principles of 

.form, one need only compare them with some_ of the fugues of the late 

Baroque period. An examination of Johann Cristoph Bach1 s Preludium 

und fuge.ex dis, 18 Johann Fischer's Prelude and Fugue in E,l9 and 

l'S Davidson and Apel, op. cit., Vol. II, No. 237 

19 
Ibid., Vol. II, NO. 247 

r 
- . 

1 
--

;·.-
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Johann Pachelbel 1s Ms.gnif'icat Fuga~ 0readily indicates that composers 'W8re 

waiting for developments in harmony and tuning in order to proceed rather, 

than the deve1opment of new and more varied devices. 

Theorists, meanwhile, codified certain principles. Reinken observed 

.the desirability of treat-ing both the subject ~ counters~bject separate-_ 

ly, giving greater prominence to the coonteraubjeot.as a source of 

episod:io material. 21 Bononcini suggested that tha stretto be saved until 

the end alld also introduced snoh terms as oanon per tonus ( a canon in 

'Which each entrance is a tone higher), fuga regulare (fuge with tonal 

answer), :fuga reale ( f'ugue vi.th real answer), and fUga reditta (fugue 

with a strict canonic ar stretto conclusion). 22 Bononcini also intro-

duced the double rov of numbers, used by students ever since, to indicate 

the inversion of intervals at various points. 23 

The year 1722 sav the completion of the Well Tempered .Clavier, 24 

A second volwne was finished in l 74JJ in which Bach reproduced the pitch 

' scheme of his earlier cont.r,.puntal achi~ement. Bach's i,ntention was 

to prove the praotica.ll.ty of equal temperament through the composition of 

twenty-four preludes and :fugues in all possible keys. For the then exist-ant 

dearth or key relations hampered the development of aey piece of sizeable 

20navidson and Apel, gp, cit., Vol. II, No. 251 
21Mann, ~ P• .38 
22 

_, ~., PP• 41-42 

2.3 _, ~., p. 43 
24 The title Well Tempered Clavier was originally for the first volwne 

appearing in 1722, but is now used far both the first volume and the second. 
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proportions. Pieces of the day vere not large works, but rather strings 

of small pieces or sections. The development of a relatively longer 

movement such as the sectional rondo or the sonata-allegro form had to 

wait until composers ,expande4 the s~tem af toQaJ., relat,ions. .In a sense 
. . ,_ . I ·, .• ;· .. 

the adoption of ·,equal. te~rame~t did more -for the ear1y ~ia~s;tc~' · .· .. . -:· . .. .. . . 

compos~rtl t~ it did ·to-e the Cc:JDp~ers of' the pr~la~sicai: perioo,, Equal 

temperament allo~d material to be led througll all keys; creating 

passage_s in which harmonic development played a greater role than thematic 

· development. T_he didactic idea of' arranging preludes and fugues in an 

order to illustrate certain theoretical arguments has not f~len into 

complete disuse even today. For instance,the interludi and tugi of 

Hindellii.th1s Lµdis Tonalis are arranged in the order of his Series 1, 
., 

which is an arrangement of all keys in a series 0f diminishing relations 

to the tonic• The fugues are in the following ~;der: C, G, F, A, E~ Eb, . ' .. 

Ab,-.D, Bb, Db~ B, and F#. Shostakovic~ also wrote __ a set-~ Twenty-four 

Preludes and Fugues .following Bach's mei}lod. ~- placing~ll fugµe ill a· 

different meJ,or or minor key. He arranged them, however, according· to the -

cycle of fifths rather than chromatically, as Bach did. 

The tu~es or the ~Tempered Clavier vary in cClltent, intensity-, 

and· approach. Since they are a_ set, each must not only b,e unders~ood 

in itself but also in relation to those that come before ar foll~w it. 

Soma are learned while others are relatively siJ.llpae and unassuming. 

The su.bjec~s range from the slow,. c17.Pt_ic l"icerc;are type to the self­

cont~d c_~z9lia .t;ype, which contains. bro~en ch~ds and lively rhythm. 

The fugues ~f .Volume Qne show a deoidecily greater concentration • on the. 
. . . 

episad.ic fugue. The fugues of the second volume, however, concentrate 

.l· 
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more on the subject and subject development, and are what I prefer to 

call subject centered) Dielp.nson, in his definitive stooy of Bach's 

fugal technique, 25 divides the ·.fugues of Volumes One. am Two in: the 

followmg.manner: 

Volmile I 

•..• f;. li'.Ugues· with epi·~Qd$,s:·in eq~~~lent. mea,sures to the 
,s.ubjee1; entries (15) • • · . . . • . 

Mainly organic or extemporary episodes • 
• (i) Short: C minor, E .flat~ E minor, A fiat; 

(a) 

. G sharp minor, B fiat 
(ii) Long: • F; A 

Mainly independent episodes · 
(i) Short: D, 11' sharp, F sharp minor 

. (ii) ,Long: C sharp, F minor,. G, B minor 

{b) 

2. Concentration on the subject (9) 

(a) 
{b) 

• (e) 

No thematic devices- -Short: E 
CahOn or iixversion with slight episode 

{i). Short: D minor, G minor, B 
(ii) Long: :g .flat miner, A minor, B fiat minor 

No Qpisode • • • 
{i) Short: C 
( ii) Long.: c • sharp minor 

Volume II 

1. Episedic (8) 

(a) Organic episodes (6) . , 
(i) Long: C, E minorl F sharp, G, B fiat, B minor 

(b) • Independent, episodes (2J 
(i) Long:, F, F minor 

.2. Subject 

(a) With episodes (4) 
(i) Short: B sharp minor,. A,A minor 

. . • (U) Lo~: A fiat 
• (b) Canonic (7). 

(i) Short: C :minor, C sharp, D, D minor, .E flat, E 
. (il) Long: B. fi~t minor 

. (e) Development of counter-subject 
(:t) Long: • C sharp minor, G minor, B 

2?t>ickinson,.Bach 1s Fu.gal Works 
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Second or third subject 
(1) Long: F sharp minor, G sharp minor 

Bach's ultimate eontrapwatal achievement was bis ~ of--the Fwme, 
. . . . 

~~ with th~ Goldberg-V~iations,.am.t.~ Musical. Of'!er1ng- the Art_ci>,t the 

!BO! 1s imder~tood to be t• a~ ~ Bar~ue ··co~tr~~ub.t~ wr1~uig. • 

The Art of the Fµtiue_vr,.s completely didactic in !unction and was not 

conceived :f'or performance as much ._s it was to instruot Baeh' s students 

and admirers in his subtle art. It is a textbook on Baroque eounterpoi~t• 

The work consists or nineteen fugues which Baeh hwnbl;y calls "C~ntrapuncti". 
. . . 

The :final fugue, whieh was to be a quadruple fugue, is imomplete •. Halls 

Gal giTes the f'.ollow:tng table or themes and synopsis of the rorm or the 

contrapuneti: 26 

.~le 12 

Gal, Table of Themes from the Art. ot the Fugue-
• • ' ·' 

~ -
0 ,. .. • - - •. 

I J J I r J j I l J ~ ....... .I jJ ( J 

I 

~~ ~ . • .•. . ' . 

• , • •. G~, AnaJ.ysis pf the' Art ot .the Fugtte_appe~ing_ in the Beosey and lJawkes edition~ •.. ' .•. · . • . • _· . 

r I 
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Cop.trapunc'tus •. Ia 
.. 

Contrapunctus II, . 

• Contraptmetus III 1 _ 

Contrapunetus'IV• 

Contrapunotus V ♦ ..... 

Cont:rapunctus VI. 

• Contrapunetus VII. 

. s:mwsie of -:r~ '. 

Main subject ·en) tree;w in simple ~N" •• 
' . \ . . - •,. . 

' . 
Another si!iiple i'Uglie oii·AJ., eounterpo1nt vith·a 
dotted rhythm. 

Fugue on the inverted subject (A2) with a Qbro- . 
ma.tic e0unter-subject (tenor bars 5-8). From 
bar 23 (soprano} a later variant of the subject 
(A4) is foreshadowed. 

\ 

Another-~ on A2, using another counter-subject 
. (sopran0 bars 5-8~, and w.!,th striking features of: 
modulation introdticed·into the third and fourth bars 
of the subject (bars 61 and the following section}. . . . 

S~re~t~- fugue _in con~rarym0tio~, with the subjects 
used· in the varied shapes A3 and Al+. 

' ' 

Stretto fugue in the Freneh svie (dotted notes) 
. on A3-and Al+, using diminution ••• • -

Stretto fugue in contrary motion, again on A3 and 
A4, using both d1m:hmtion (tenor, opening) and 
augmentation (bass, bars 5-13). 
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Gontrapwictus VIII. 

Contrapunctus IX ... 

·.·· ··-- .. •. 

•· s6ntl'llp~tu -~' 

•. 

Cbntrapunctus XI 1 

Contrapunetu XII 1 

29 

Triple fugue combining another variant of the 
main subject (A6) 'With two countersubjects, Bl 
&lld. Cl •••• 

Double fugue opened by a new subject· (D) which __ 
is joined b7 Al. :f.'rem bar 35. These two subjects 
are WJ.'-it~tt in double counteipo!At at the _l2t4. • • . . -~ '• • 

Triple fugue on the inversion 0£ the subject of 
VIII, introduo.ed in different order: • • A5 opening, 
B2 entering in bar 34. (tenor), C2 · in bar 90 
(tenor) •••• 

Ganon in the lower octave. The first four bars 
are a variation·of the inverted main subject A2 • 
• • ~ In bar 77 (soprano) the canon is recapit­
ulated from the beginning ("eanon ad intinitUlll 0). 

Contrapumtus. XIII, . CanOJi ~ inverted augmentat:l;on, in. double counter- . 
. · p~~t ·at. -~-- ~ta-,... · ~e. fi_riit four. bars are a 
• :var_;~t::~~:-:r,~: ~in:C•µbJ~~t; _.-:. -~ • •• • 

C:Ontrapunctus XIV1 

Contrapunctus xv, · 

Contrapunctus XVI1 

.• G$PD. :l,:n -tne;' teJitll.i.; Tb,ft1rs·t foµ,r bariJ are_. ~ •• ' •• 
Syticopat~d versio:0: Qf. ~r · From.b~:40 the p!rts 

• • ue ,mhanged iii • do~'Ef •.eciwitEt~oip t • of tbe • 18th; 
proo.bding• a canon in th'e lower oct~ve. • • • 

Canon in the 12th.· The first eight.bars are a 
variant of Al. From bar 34 t~ parts are ex"" 
changed in double ~gunterpoint of the 12th. • · •• . . . .-

Mirrl?l" fugue on the ,nain subject (Al): a ceri­
trapuntal structure ev~ part or vh:1.ch can ·be 
in,verted~ This im'ersion of the original is 
_carried through in the •Inversusn. • • • 

Contrapunetus XVII •... Mirror fugue on the main stlbjeet in a new variation, 
• (A7 and AS), the subj.act being usecl in both 
its origbal. and in the inversion. . . . ~ • . . · ..... _ . . . .. ,.. . . . 

eontrapunetus XVIII. The S84118 ·tu~e -~ang~ far two harpsiehor4.~, with 
• \aJl addition 'o_t a f'ree part, which ~quently 

changes its :Place.- . · • • • 

C. 



Contr!Wunctus XIX,. 

38 

Quadruple fugue, (the fourth subject is conjectured 
to be Al)• The three subjects are F (opening), 
G (bar 1/4 alto), and H (B-A-C-H, bar 193) ~ Here 
Bach's -.nuscript ends. ID all probability the 
introduction of'Al would follow, with the four 
subjects in col!lbination as the crowilag climax., 

The 'subject;· o£·1'1!~t ef'. Bach1s furom.s seem to be tailored te <the. 

uniqu~ ~tt~n :~~h i~: ~eq~es~i-to ~;~~- • ~hm.c ~b;~~t~"i~ 
sometimes d~minant or recessive, and his.subj•cts are answered both in 

the real and tonal manner. Generally- if' the subject modulates, ar 
' 

contains the leading tone near the beginning, ar th~ end, the auwer 

is tonal. The answr is. also tonal if the subject beg;t.ns with, cn­

contains, a tonic-dominant leap. The countersubject· is made· fi,OJI!. motives 

appearing in the subject or in the melodic link. vlrl.ch connects the sub­

ject to the answer. :(t is rb;ythmically- coinpatible vi.th the subject, and 

both. make 'a so~ ruu-m6Dic progressi6n~ : • ·Most frequentlj the cowit~r.;. • 
. • .f . • ,, - • , 

• subject ~~ subje~t (or answer) are 1n a.,iiiibl«? :c6~i~n,~fnt ~t the octave. 
·,· :·:. ;· ·: .. ,· . 

RathM- f'l-;qtt~ntli_~ach chooses t~ ·1ns~tt :~--~~, Gr episode, 
• ·- . ' • -·• ·-

between the answer am the third entrance of the·subject.whose f~tion 

is twofold: first, it effects a smooth return to the tonic key-;. second., 

it develops and enlarges npon material f'irst presented in the subject, • 

ced.etta, or countersubjeet. This episode then may-in turn beeCID9 the. 

source of' material for later episodic passages. While this type of 

passage is no longer needed to perform a modulatory function,. it is still 
\ 

used todaT in its later.function; i.e.,. as.a generator of episodic material. 
. ~ - . . 

' . • . . 
, .. tr Bach chooses ,to use• a eounterexp0$1;lt1on he frequently- ch~s 

the order of' v.oice13, or tb3 order of subjects and answers. The sub3ects • 

• ~ also appear in inversion. or in canon. · 
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• UNIVERSITY OF THE ARTS 
LIBRARIES 

Middle entries display a variety of contrapuntal devices, with 

the subject s0D1etimes appearing in aagmentation, d:fm1rn1ation, inversi0n, 

altered in double counterpoint, or in Tarious types of canons and stretti. 1 

In th~ dmpiw fugu.e ~ .. the !ifst volWD.,e of the. Well. Tempered Clavier, 

for ~tl!JlC~l the f~ll~g, devi~~s. appe~ in t~~. mid<Ue ·entries: 
... - ··-\ .. _: .{ :._~-. :. • • 

1.•···~ub~e(,t in ~~o~ at tli~<5th )>ein, t~ oeats l~ter 

B. Subject in canon at the ,th bel~v., one beat ·1ater, with 
.another voice in free augmentation 

c. Subject in inversion 

D. Inverted. subject in canon at the octave pelow, two l;>eats later 

E. Inverted subject in canon in agwnentaUon. • 
. . . 

F. Inverted subje~t i~ canon at the octave, t'WO beats later 
. (Double counterpoint at the octave ·or D.) 

G. Subject in augmentation· and· double ~ugi)ientation, accompa,nied 
by tM original subject and tol.J.ewed by the i,nvefted supjeet 

. . . . ;,,,,_ 

H •. S~je~t iii '1~11~-~i~~:~ dsubi~ •• a~~ta~i?ri; aecolilpanied 
by the subject j;n· &DJ.Iver form, .wh!cb :ts. then·sequenc~· 

• . --,; .. _ . .. . ;·.,, . . . ,; .. -~-_,-_::-: •. : ,.... . 

I •.. Subject in a~:ntation~. and·· cioub1e: aupetiti:!.'Uon,' aceom-
panied··by the. slibject in erigh,al..note values • • 

f" Episodes are f"requentl:y sequential· and are usually based upon a 

fam11:far motive. or a :newly produced figure. They sometimes grow out 

of the<preceeding middle. eritry 1 ~nd usu.ally lead s~otbly to the next, . . . 

and frequently begi~ as ·a false entry of the subject. As previously 

mentioned, episedes usually graw from material first presented in the 

codetta, countersubjeet, or episode l)etween answer and'third entry of 

the subject. The use of :q.ouble co~terpoint is COll!lllOll, especially · 
,· . . . __ , . ... . .. . 

. doubje cpunterp~int at the oeta~e~ • AJn episode!) ar~ usually related to 

each other ~ither in content: or manner of develop:rnent. 
' . . . . . . . . • . . 

Bach's counterpoint is harmonically oriented, and all dissonances 
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resolve in essentially the same manner as dissonances in the homo-

phonic music of the period. He treats the fourth with greater freedom, 

especially vhen it ooc~s in the bass and is understood to be part of a 

broken chord. He also uses a great~r.nUlllber of dissonances on the points, 

which function ~s accented passing tones or.appoggiaturas. 

The overall key relatiena are firml; rooted in classi~al principles 

of tonality, and initial entrances of the subject almost invariably 

appear on tonic and dominant. The fugue then moves into more related keys 

or hovers close to the tonie, with final entries over tonic, dominant, 
. , . 

or subdominant. The harmonic plans of several fugues from the first 

volume of the Well Tempered Clavier appear below. 

Fnga I (C major) 

c; G C F C G (d) C G a C G a ci F d G C F C F C 

Fuga II ( C minor) 

o . g c g f '-Ab Eb g c F e 

• Fuga XVI (G minor).· 

gdgdBbFEbgeg~og 

r-or Baehscomtem:poraries and immediate followers, Haydn used fugue 

tor the beginning of sections and choruse~, as ~ "The Heaven's Are 

Telling", while Mozart too 1:1sed fugue in his keyboard works, masses, 

and symphonies •. Both Mozart and Haydn usually incorporated fugue into 

a larger formal plan, where it was only one aspect of the total develop­

ment. This can be seen in the fugal finale of Mozart• s Jupiter Symphony 

where he, foreshadowing Beethoven, combines elements of the fugue with 

the sonata-allegro form. Heretofore, fugue had been more·argumentative, 

and Baroque composers relied upon contrapuntal treatment as the principal 

C LA-55/ c.·...fi.. 
~ 

Ro'j\\<.V,\,+ic 
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manner of development. In the Glassieal perioEl, however, fugue· expanded 

in length, became more episodic, frequently served as only part of a 

movement, and was. cambined with other forms. 

While Haydn and Mozart''t!pth'cre1:1,ted exquisite hgues, it was actually 
. . . ·, i . . 

Beethoven' vho synthesi.,,ij. the new style a~ the olii. Beethoven's • 

_r,;st 1~ssons 1n c®nte~~1nt ~re with Ha~ ill i~2~'J!t '.rhe 'text was 

Fux1s.Gradus ad.Parnassp i,.JliiBeetho-ven_compl~ted several hundred 

exercises in strict counterpoint, of which 245 have been preserved ill 

Nottebohm1s Beethoven's Stttdien; Vol, 1; .1$_7,3,. Ar,)parantly Beethoven. 

was dissatisfied w:i.th his progress am turned to Shenk and, then later, 

to Albreehtsberger for additic,nal instruction •. Witll Albreohtsberger 
I 

Beethoven studied simple fugue, fugued chorale, double fugue, double 

and triple counterpoint, Sld. canon.,28 Albrechtsberger•s gross mis- . 

• • eyuuation of B~e:tl:loven'!' taleZ,:t has. been eonhltted. to posterity in. the 
. ·. . . ' . ,. . . 

i'OrJII or an admonition µtt$r~. t,o an i~quii"fng ·le.d: •.Have nothing to do 

with him, 11 'he said ":he ~s iearn.t .nothiJ,!lg, .and :will aever do_ a-rvtbing 

in a decent style. 1129 

. Beethoven's early works indicate a desire to avoid the contra­

puatal method. The wO'J,"ks composed before. _his studies with Albreohts­

berger contain only spore.die contrapuntal passages, some of wbieh are 
. . 

awkward, and even incorrect, aeeord~~ to em,:-ent eonoepts 8f contra­

puntal writip.g. _Ai'ter bis studies with Albreehtsberger, Beethoven 

27 ~ove~--~ictiepa.r:z of ~io ,rmg Mnsi~ia:p,s, Thi.rd Fd., Vol.I, P• 275 
28 • 

ibid. •, .:;p,. 275 . 

2' ibid •. , P• 275 
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began to use counterpoint more naturally until finally near the end of 

his life it became his favorite manner of presentation •. In the last 

quartets and sonatas, Beethoven used the contrapuntal method as naturally 

as Bach had _several generations before. Be,ethoven replaced the long 

sweeping cantilena melodies of his earlier. style vi.th short, epigra-
. •. •. . .. .. . ·I 

matic moti;e kernels,. which he then led through a· most exhaustive 

contrapuntal treatn:ent. 

Beethoven made a distinction between theory and practice. It is 

probably for this reason that several of his fugues containing departures 

fr.otjl the Baroque norm of contrapuntal witing were described by Beethoven 

as fugues "with a little lioense"(Op. 106) or "free and artificial" 

(Op. 133). One of these licenses was his use of non tonic-<lominant pitch 

schemes which were more directly linked to the intervallic nature of the 

iroandfiestalt., _The pitches in_ the Piano Sonata,. Qp,: 101 are E, G, A, 

and E; while the ol)l-pniatic subject of the :f'ugue'ih the String Quartet, Op,. 133 

is stated in the keys of G, c, F, and Bb. • 

Beetheven used no compositional procedure cr form which did not bear 

the hallmark of )rls particular genius. He made everything his own 

through a synthesis of each musical practice ldth his personal style so 

that, in the hands of such a mster, fugue became a war.mer and more sen­

uous form •. He combined the elements of the sonata '\ill.th the fugue to 

produce a new hybrid bearing_ the characteristics of both, arrl is most 

notable in h?-s treatI!).enf of the_ episode. In the Baroq)fe period the episode 

tends t.o be short, Modul~tfons, while common, are less extensive, and 
. . . 

s~quential treatment tends to be tonal, rather than real. Beethoven 
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expanded the length, character, and content of the episode, so that it 

became a rather long development section. In his String Quartet, 

Op, 133, for instance, some episodes are twenty-eight measures long,. 

and the ~ty-le of tl:ese ep;sod~;:i :ts r~miniscent 0f the sequential tn,-e of 

•• ha_rmc,nie e;ab0ration associai;eo,: 'W:ith the develQpment section in the 

~'~iiat~allegr~ form.' i·c~ari:son ·of an 'epis~e by B~ch, with its non-,; 
' '· . . ·, 

mod,u;I.atory type of.sequence, .with one·by Beethoven readily indicates the 

.new function of harmony and modulation in the •episode. 

Example 13 

· a.. Bach, Well Tempered Clavier, Vol. I, Fugue XI 

b. Beet1:toven,..Pian0Sonata Op, lo6 

-~:------------------·--·--·--······--·--·-···· ···••·-----···-· - ·­
,-rt-

'tHIS !TE~~ DOES NCT CIRCULATE 
UNIVERSITY OF THE ARTS LIBRARY 

.• . .::. _,,•:,· 
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Beethoven treated bis material. in a more hom.ophonic nanner. 

Rather frequently the texture was quasi-harmonic or quasi-contrapuntal. 

Counterpoints based upon broken chordal ideas were led through harmonic 

develop!D9nts containing part~ tliiclc~med. to thirds. ar sixths,. or even triads •. 

His fugues ,,a&;rJ less ~pt to be self 'cpntained ~ ~ep~ndent:;:,_,but rather 

• they- ~ia~~ a~:integt>4'.pa~ ili:a i#ge~· r~~ ~ ~s P~~ Sonat~.Op •• 101 
.•. . ·.-....... . - . .. - .. . 

.i'ugae s~rv~s as a devel~nt section. In the string Quartet, i0p. 59/3 

the last movement begins with a spirited fugato. Am the tugaes in the 

Piano Sonata, Op. 166 and Piano. Sons.ta, Op, ll8 serve as fugal tball. 
. ' . • 

The same type of ~onic treatmen~ may also. be seen in. the fugue 

in Schubert I s Phantas;r, 0et 1-5 { "Der Wamerer") • . This fug\le is in an 
idiomatic keyboard style with no adherence to a prescribed, number of 

voices, and abounds with all types or scales, arpeggios, and broken chords. 
• -···-

The e~isedes:·ar~· ;in a b;¢ant keyboa1-d ~tile and ar~. ~~ti~ly harmonic,· 

•• ''.:i~/ ~,chubert developing tlie. ;ubject through modw.~toq: elab~a'li~ons. ~. tibe 
.... ~. : • . • :. . • . . •• •• . . . '. '·:: • • ., J • 

illustrations below, the .. 's,~j,ect is first aeo~mpanied :by a oolilt~puntal l~e 

thickened to thirds and .sixths, and is then stated in a completely har­

monic manner. 
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1 Example 14 

Schubert, Phantasy. Op, 15 

While the:re · was some interest in fugue and counterpoint through­

out too nirieteent.b centu,ry, mneh of it tended to be academic and dry. 

FGr. the m9st part the composers .. pf this. pe:r,:ii)d ~ed Baell; ~atp~r . t~ 
. . ,.· . • ' . ~ . . . -~ :- . . . . 

Beethoven, :at11 theh- m~el, produe~ a!lacbronistic . .fugues in whic~ the.· 

contrapuntal writing D,10re resembled formulization tMl;ltrue c:reati~ 

composition. • Because certain developments in the harmonic music of this 
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period did, however, filter into fugal writing, some comments on the 

fugues of this period are necessary. The moat notable developments 

occured in harmony itself. The expansion of tonality and the use of 

a greater number of chords within the tonic unit, certainly found their 

w.y into fugue. C OlllpOsers more frequently used the broken dominant 
' 

seventh, d1roin1 shed seventh, or d01p:hvrnt ninth chord as the harmonic 

basis of the subject. A characteristic illustration may be f?und in 

the first o1' Mendelssohn's Three Preludes and Fugues, 9?, 371 The 

counterpoint in this fugue is based upon harmonic progressions suggested 

by the subject itself. In the following illustration various barmoni.o 

referenc:es are ohs.rted belov the subject, and come from different portions-­

of the fugue. 

Example 15 

Mendeissohn, Three Preludes and Fugues 

- - -·---~------

r "£' I.e, i, ~ C',l '17 
,": % Ir '37 :z, 

Ir :It t, '!I, %# :! II, % :r t;jt 1% :IL, 1-

:r: :t' :r, rft. :ir: zr, %, ~ :I!t :2: ~ 

,:. t= :r, -t, I£'" 7(mG-:}m 
t 'L :z: 

ll''f :r: ~ ~ ~I. ~' :t lZt ,-; 
.Y 

Z1, 

r, 

.r, 
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The second fugue of this set is a study in tritones and dominants. 

The subject eontains three consecutive melodic tritones which resolve 

in a traditional·manner. The tritones ultimately appear as leading 

tones µi ~ominant functioning harmotd.es._ The first tw entries are 
. .. 

quoted_ pelcw • 

. ~le 16 .• . .. 
Mendelssohn, Three Preludes• and Fwzue_s, "Fague Two" 

------------------·-------·-· ---------------------

• . . ' . . . 

An ilit,~~sting 1?-lutration· of Lisztts approach··to fugue nay be 

town in hi~ 'Faptasi* and Fggue on the Bame ·or B-A-C-H_ .in which Liszt· 
. . . 

cC>!DbiJies the charac,ter-istic of the fugue with those of the f,antasi~. . . . . - . --. .. ' . . . . . : . ~. . . . . . . 

After a normal exp~sition· the subject makes no :normal middle entries, but . . . . 

rather splits into head and tail, with each used·separately as the basis 

for epis~c developments. Again the number of voices vary. The subject 

is chromatic and suggests dominant functioning harmonies, and the contra­

puntal intervals contain _a llllplber • of diminished sevenths and tritones .• 

A. typical passage i~ quoted bel~, which also contains Liszt's use. or 

chordal meiody. 
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Example 17 

Liszt, Fantasia and Fugue. 

------- ----·------- --- • 

Spitta, the great biographer or Bach, held that Schumann was a 

great ct>ntr~puntall,~t,_ and that he conifined the ~ld strict style with 

the modern st:Y:J.e~30 Ii! believed that ~h~ was one of the few. nine-:· 
. ~ .. . ' 

teenth-century compos~s vho could effectively express himseli' in a 

contrapuntal style. Dickinson, on the other hand, says that this c0m­

bination of Baroque and Romantic principles caused a dilution in 

polyphonic intensity._ Concerning Schumann's published fugues, Dickinson 

sa;ys, "~hey either confirm an innate restlessn!ss, inimical alike to 

fugue and concentrated song, .or bet:t"~Y an outmoded routine for which the 

subject is not fitted.u 31 Apparently Dickinson sees this fusion or 

styles but not. its importance in the overall development of fugue, S'-' -Ji-J 
c,.. 'YYIP~ f~11-,l 1sf,c, po:.dr (IYt. ts prob(,(,,b/'t 1,r/Ke.w4e-re.. b~t'w(M. ~- fyi'fJ• 

30 Spitta, 1n· ~icle on,. R.- ~humann in Groves Dictionar:y or Mu~ic 
• . and Musieia~. Vol. IV, P• 676 - • • 

31 
Dickinson, Bach's Fugal Works; P• 2.39 

-----~---- . ··--···-··-·-· ~---·· .. ··-···----- ···-
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A typical illustration of SchumalUl1s· fugal writing can: be found. in his 

Four Fugues for piano. The subjects of these fugues bear some interesting 

• thematic affinities in that each is made of the same intervallio kernels 

and.~ll_possess sequence ~.repetiti~n • 
• . ~-. . . ··-

Elr:ample 18 

Sch1irnanr1 ;·· F~ur ~ Fµgµe~ ~ • (Ali slilijeeti:i) 

F "'"'' :&. 

~•i; f. .Jj 
Fll~1J£$ 

♦z " 1 p y ru u f 1 
·'--­

f.1,1'1,1' '[!I 

1JJ I at, ffi I DJ] jJi} I JJP,D&Q 

I~~£ t Ol-J l $ J I J ,I l J l tJ J 

If r . 
..:__..:--..-

The -pitches for initial and midd1e entri.as in these fugues follav 

a rather conservative p~ ot related keY.8.• The episodes ~ely upon 

modulating sequences and are ~equently. based upon material from the 

tail of the subject. There are sane passages in deub1e counte11>oint;-

. fat· Sohwnanh does not use the de,yice with the signifiea~e it was .used, 
. - . ' . . .. . •' .,, 

:1n· -~~ Baroque _pe;-iod ••. Chordal referenoe· ~nd progressioh, are ~~ally 

Romantic and c~ntaia daminant.:--funotipning diminish~ sevenths with 

· augmented fifths. The counterpoint consists mainly- of sixths and thirds 
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with greater use of the appoggiatura and accented auxiliary on the points. 

The contrapuntal lines grow from nev cGlllbinatio:as of motives, first 

p~esented in the original subject •. In the second fugue/the subject is 

dismembered and reW?-ted.w.i.th m~tives from the countersubject, which 

Schumann then-treats in a canonic fashi.811. An -illustration of .this . .. . ' . . . 

technique ~ ;be. seen in t:he i'ollo~ exalllple. 

Examplel9 

Schwnann, • Four Fugues, "No. 2" 

f'. . _.cottt&11i1A-r1 ,,_,., • .ab~ • ~ y ,.,.---...__, 
fk', ~ -• • ..,._ 
J:',t 

\·.·· :sf~ 
•. 'Jt.? 

... w r 
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Brahms was able to use both the argumentative Baroque fugue as 

well as the episodic Classical fugue with ease and skil1. More than 

any.other nineteenth-century composer he seems to be the logical 

suecesscn- to B~etllqven •. Jfis Fugue in A. Flat Minor _is a contrapuntal • 
. - • • I •· • 

tom .de .forc.e._,alid_ is,_~e Ant.~ni;ie. _ ~nd tightly knLt_ than _mo,s.t _ other . _ • . . .. ': . . . .. --- _: . ....... ,••.. .. . .-,·,·· . . . . 

fugues ;of. the period. -.•-if.~ aubj~~t -of· thi~ tugue ls remi~sc1:1nt of the .. ·. . . . . .. · . ,•. . .. . ' . . • . : 

Bach head and tail type, in -whieh the head leaps and is sequential~ while. 

the tail is linear ~ chr81Datic. The subject is answered in inversion a 

semitone hig~r$,.The accompaey:Lng countersubject is based upon ideas 

eugg$stedin'the subject, and also contains seq~ential treatment as 

well as a chromatic tail. The countex:subject is in double C°'111terp0int 

with the_ subject and both can appear with either part in contrary -~ 

motion. The third entrance or the subject is the same as the first;" 

the countersubje?t, h!wever; ,~s n~w .~, c~ntra3:7 motion. The same =: 

. procedure is carried through the ne:x:b t~. entrie~. ' . . . . . .. 
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Examp1e 20 

Brahms, Fugue in A fiat Min& 

I I 
1 ... ,u n a - y - ~ -

~, 

. " I - ~ ~ -
_q.;.._!/ ~·-~ .... - -

~ !ls. Cit!] 
..Q.-~~· ~ of-~ 1.~: r'.:\ ~ b+ I -- ,.. - _, - .,_ - ~ 

n . 
L.l'IP,IIL - I , T 

·p ---

The exposi'tion.:l,ti: followed by an episode which is interrupted by 
·••·. . 

an entrance 0f t~e subject in Gb major. Another epi~ode follows which 

contains a i'ree canon in t-wo_ parts plus a free augmented version of the 

countersubject over an Eb pedal point. The subsequent entries find 

• 
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the·subj~ct and its inversion in various stretti. 

Example 21 

Brahms, Tugue in A Flat Minor 

.·',.-•· ··-· .. .,; 

( '1PPr, Sc.o<"e.) ~~4;:\ 
.. ..... -

I!!.~ 
"" - L ~ 

w - L 
n -'• 

n 

L~I I 1 .... 
-----

-I ,,...- -...... I ..... .. - '"· - ~ 

• • ft . - - . ·- ~ . -. . 

~ -~ 
+-:"\ b\i,. r-:-- I ~ +-i', I • ..!. t;-4-

' u - w• 
n • - - - - . - "r . . . . r . 

u ~ 

- -
.~I.- -~ ,.- I 

-----
.... 

.. • u• -.. - - - -· 'ft. - < - -• .. ft . 
~ 

y ~ I 

The next episede_~s based upon one or the e~rlier episodes, and 

displays an interrelationship of episodic material. Free canonic 

working is, again, the essential manner or de:velopment.. In the next 

middle entries the subject, answer, and familiar counterpoints are com-
, . . 

bined ·rectus.~nd _inversus,. with some passage~ being ~n double counter~ 
. . . . . . 

point. In ot)ae:r entries one finds the subject in close canon, in close 

canon in inversion, _in augmentation and di.llrl.nution; and in strett.o. 

-.- .. ,.~,::.:. 

~ 
~ .. 

-

- W- . 

I 

~ 
,-- - w 

. 
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Example 22 

Brahms, Fugue in A Flat Minor (Final entries) 

.------~--~------------------------------

The f'ugtie ~ the Chor~ Prelude a'nd Fugue on 110 Tra~igkeit, 0 

Herza,iied" is much 1.ess ambitious. HEare the subject is again answered 

in contrary motion and devel.oped rectus and inversus. 
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The fugue in the Prelude and Fugue in A Minor foreshadows the device· 

of returning to the exposition in the closing portion of the fugue- -

a device Hindemith also uses in' tuga Nona·, of his Ludis Tonalis. Another 

interesting device is the appearance of the fuge subject near the end of 

the_ prelude. • ~ ~imilar device is also,used .in his Pr~~ude and Fugue 

in .G Mincir.. In thj,s fugue, ho~ve~;,··the si~uatfon is re4rerse.d\J~- that 

material from the. prelude appears i.i1 the fugue. . Both of these. . fugues 

are characterized by the creation of a great number of counterpoints, 

many of which are combined in double and triple counterpoint. 

_If one were searching for the direct antecedent of twntietb-

cent~ fugue-· one might say that it occured in the "Von der Wisserischaft 8 

section of ~trauss 1 Also Sprach Zarathustra. It is revealing that Strauss 

uses fugue in a section subtitled "of science", and it is possible that 

this reference to science,. indicates Strati.a$'· peirsonal attitude towx-<t·· 
. . ..... . -

fugue. The subject is .based upon fi:'(8 broken triads, and contains: all . . . . . . ~ . 

twel~ ._notes .or the ehro:liiatic· scale, indicating that ~iie moo.al ti~sil.1:1 hail 

shifted. from -~·.seven-note diatonic scale • to ~ twelv~note chromatic scale. 
•, 

Further, the,relation of' the triads strongly contradicts classicai con-

cepts of triadal .r~lations. The subject .is quoted in Example 22, below 

which appears a reduction of its implied harmonies. Notice that fourth 

and fifth relation are conspicuously absent, and that second, third, and 

tritone· relations are predominant. The use of third relation root associ­

ations, 32 the expansion of the scale to twelve notes, and the subtle clash 

32 Third relation is used· not only to indicate roots in third rela-. 
tion, but second, and tritone root relations as well. 
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, of cross relations give the harmony of the late nineteenth century its 

inimitable flavor. 

Example 23 

Str_auss, Also Sprach Zarathustra 

i 
------------------------ ·- --· -·-- - -- -~·- ·-- . .:....._ --·· ·, ---- ----· ... - ----

._.·Notice tha"!i· the subject co~~_ins a _rather unusual rqthmic structure. 

There are no clearly·~defined rhythmic motives, and two-beat and four-beat•. 

triplets create a sluggish feeling of hemiola. The. subject is led through· 

a four;,art polytonal exposition which is also canonic, with the-successive 

entrances of the subject in the keys of G, G, D, an.d A. Notice that the 
\ 

counterpoints of each entry generally suggest the same harmonies. 
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Example 24 

Strauss, Also Sprach Zarathnstra. • 

. ,--..,. 

~ 

.. 
7 

I 

a iJ•s 

I 

ils 

3_ 

I 

: ii 
3 . ,,,-...,. 

I 
C 

. I 

I 

; ~·@ 

3 

' 1--------~-----·-·---~---·--- ---------------------------------·----------- ---------

_The head or the subject, accompaniecl by .a chromatic bass line 

and inner parts, is canonically imitated ·in the episode which follows.; 

Again the harmonic reference is strong;y third relational, but is- also 

expanded to include consecutive dominant functioning seventh chords; 

---



. 
, 

. 

. ' 

50 

i.e., dominant sevenths, dominant ninths, diminished sevenths,_and hal.£­

diminished sevenths. The monochromatic rhythm of the individual counter­

points blurs, producing a unified harmonie effect. 

]Sxample_25 

~tra~s. • :Al.so Spiach Zarathustra. 

_I 

~~ 
., -
~ f J.1.. 

-----. ' 
b+--+-• ~ ~ :t -~ • .!. ~.!. t+ 

--
, 

-.J. ~ - ,.1 it bJ -!~ ,,_ \. J - . . 
" . ~ II r• ., .. -
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I~. 

.3, 
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I .i I j j ~ -~, I 
: - - ~ --,. - V u ~ - r 
I I I ~ .,, .. 'f' - I 
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-
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r 

it; 
I 
I 

! •JI 

~-

---·-··--------

The f'irst riliddle entl'7 finds the subj.act in augmentation, acco~ 

panied b;r various entrances of the bead or the subject in the upper· parts. 
• .. . . . . . 

. There is aiso a ~uggestion or stretto and a pint ot bitonal. harmli>?l1', • 

which is ultimately.co¥irmed ~ the final ~adence of the piece. 

Another episodic ~assage leads to a transition in whieh the fugue is 

I 
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dissolved. A lyric section of some forty-eight measure is inter­

_stitially set between this transition and the return of the fugue 

subject in a re-exposition in_ varied form. The return of the fugue 

subjeet is quoted below. 

Example 26 

' Sti~~uss, Also Sprsch Zarathustfa ' 

• --·---------------·-----, ....... -- ------- ·-------···•--·· -· -----------~ -- .. ___ -·· ---·-···- ---···· 

~ --· , _, b '.b ":f:~ ..... .... b .~ ----.. 
~ :i- ).$-':;:~::: • ·:; ·z ~ + t+• ·; L .. 1 -

b>~ 
I . -- ~ n• ~ ~ . . -· .. ~~ . . -I - ~ . - I .....__ t• 

J 
~ b~ \i. I \ -

I 

: \ I 
I I 

I I I 

I ib~I 
,, 

l~l ~ 
I 

: --. 

:~:-,,-
I • 

:> ~ ~-:!:~~.t. .... ~ 
~ - ~ " - -i . . 

t~ -I 

I I -- 3 

i.~4 > ~~ ► ► -~~ .... , I. I .l, lo- - ..... ~..e.. .. 
.i. - -- • -, r •• - - ' 

-- 3, , l...>-"3 - .... c:::--;::: i:..I.Ll -l I I-, .. ~ .. ~.t, 
I 

...... 
.,_ , ... --....;; 

I 
,. b - ""' I ~-- -. ~ -- --I , ' 

I, '--J 3 - I 
I I 

t 

! ~,~ ;~~1 
' 

!m·· ~' ' ~ 
.... 



52 

To summarize then, the composers of the Medieval and Renaissance 

peri.ods establ~shed the principles of the fugal exposition, and such 

devices.as augmentation, dilninution, inversion, and retrogression. 

The composers of t;b.e early. Baroque develQPed tQ.e principles. of canon 
-•.;. - . • - . . L : . ~ ..• 

• and .s~ret.to, intred)lced., the moJ),Ot~ematici:fugue,.·•a.r;iA· np~ed rugu:e 
fro~;~ d~ce.' te ·a~. e?iti~e: ~Jmi6siti(?p~: ~h~. eoiripi~ij~,or:~h~ la~ 

Baroque placed fugue ~on a firm harmo~ ·1?,asis rooted '1n the maj ~r-

minor diatanie system. The· composers of the Classical period treated 

the counterpoint in.a more homophonic manner, permitted a more rapid 

thematic deve.iopment, exp~nded the function· of the episode, and used • 

devices ~ssociated with the sonata-allegro form·. And f'inall;r, the composers . . 

of the Romantic period expanded the harmonic vocabwry, increased the 

use er dissonances, an:l expabded the scale from seven to twelve notes. 
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.Part .II 

· . Materials and Devices. 

and devi.C~s used .i.J1.. c:o~telllp~rary :t'ugue~ in order • (l) to show ·their l'.8lation -···· ...... ----, - -·- -··---·--·· -···.-·---· - ~ --- -·· - ... - . • .. - . . • • ,• . 

to.older tugµ.es, (2).to determine common practice.in the.contemporary 
• - ----···· ........... -··---·•-··•······-·► ··•; - ····---..· • 

period, (3) ti, cite. the use of new devices, and (4) to determine the con-
...... -- -······•>«-••-··- •• ----·., --w-- ..., ....... ~ --- -

tributi~~ ~ of_ ~we~ti,e~~!nt~y :~~5.e:z::s..c~<>_ rut-u <1s.veie>p:ment. • Part II 

is arranged !ram the relatively simple to the complex, and. c;leals first with 
. . . ·- . - , ·- -·.. ... .. . .... --

melody~~- t~~ r.~bln,_ ~~t~:z::pc:i;~~, -~'!~tr~~~tal_ dev~ces;. t~e exposition, 

middle_e~~~es; ?~e>s~_e!'-~!~~~ _e,pisodes, f'~l plau, am finally, the 

synthesis. ~ :materials·. and devio~~.. • . . -._.. . . . . 

Bef~~ discus~ing ~he ~ubj ect . i ~~e~f, • it seems advj,.s'able ta discuss . . . .. . - ' ' ., .... ~-_,, . .. . . .. .. . . . .. - . -. . . . ' . . .... - ' . . . . . 
\. .. 

SOD!8 of the imJ>or~~t_ tt,18n~~e~~entury tlleories of melody.. One .such theory 

is. that .. of Heinri~;ll ISchl)µar which bas been modified. and enlarged to some . . ... ... -- ···-·· .. . • ' ' ' . 
extent· b;y Feli:lt S~~~~r ·and ~~n F~iote.~ OX.his_ the~ grew out. of the pr43mise 

that eve-ry chord d~s not se?'.'Ve a structural . £'Unction; but tll,at some bar-
• •• • •• • , •• - • _; •• • • • ~. -· •• • •• ,. ~ ¥.. ·- • •·· • - •• •• 

monies are. th$ re$ul t of ~16dic • movement in various voic$s,. 33 To some extent, 

. 33 • ~.alz~r~ S.tructu.i'aJ. • :Hea:ri:ng: - Tonal Coherence~: in Ml:sic;· • "';l'~e •• distina­
tiorf betwen' st~lictu:r~··;and ·ptolohgatiorClec:l';S~Iienk'Eir. to ·a mf coricept • of··the 
f'unctioris of' ~pey-and eoun~rp:i?µ.t. iii-creating. or~c 1iri4ty. • He:c• 
to ~ ·real;,izatioil that, as. bas been suggested,. not ~v~ry ch~d·. is of har-
monic origin." p. ;14 . • • • 
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. 1 the same. may be said of melody, since all melodic tones are not of equal 

importance. 34 According to this theory some melodic tones are focal while 
. -- -- - . - . . . ·-- . .,.. ... 

others are of secondary importance and function to-connect one focal point - ... - - ·••·· ·• -- ·-· ..... .... - .. - .. 

with_ another. _ Ope __ o~, ~_he ~ip co~er~_ ~f _ t~ ~h~~-- ;s _ ~hE3 _;l:ed~c~i<>~_ o~ 

music to its subst:r-~tufe t~i foster a ;p:-eat~r a:war~~~~t of the Jll(aariingful 

• retitions ~hi~h ~~1~~ ::n-tllElt l~~:r->'. _f~'.~s ~;~;.~-~~:·\~~ a ·c~~~~ ~~~-• 
seal~ step ~Y._ be· prt>l«;>~ged o:r unfold_ through nielodic m?Y~lll8nt, c:,a~s~ ___ .. 

-events t_o ooc.ur w1?,ch st~u'?turally are_ of_seeon~ary or terti~ ~~taJl~e. 35 

The theory contradicts Rameau Is concept of cti,ordal ind.ependence and 
,,. . ~-. 

. . : 

remarks t~t nrn its broades·t terms Rameau•s great error was to interpret . 
. . . 

harmonically, or vertically, a bas13 that was composed horizontal.1.!, accor-

ding to contrapuntal principl~s. 1136 _ ~e also know from a let~~r ~~~ten by 
. . 

C.P~E. Bach 'to Kirnb~rger. that neither he ii.or 'his father coul:d,'.~c~!Wt 

Ral!leau•~--t~~~-~s y.a~~~:?.. . .. '·••' - ··- .. :_ .... .. ·-· . c_ - ,,.:.: .. -

. The_~l~ aspect of Sche~er 1s the~y grew into the concept of thet 
:··;··.·· ··· .. -· ··•. - .... _::·····•··-··-· -····· ···••· -·- •·•-· ··-:-,;.., -·---~-----.,.; --·-• _. --·-

Urlinie,- fir .fundamental line. As Schenker developed his the0ries the con-
•• • ·- ., • • • - • ., ... - •• ·~~ •• • ...... J , - • •·-··· -

cept of. the Urliirl.e was replaced with that of th~ Ursa.tz, ·ar basic structure. 

Two of ~he imp~tan~ ~irlc~pl~~ .of.~~~ U;~~~ ~er: ~~~ ~:~~ i ~~:~~~~~~ 
.... .:.., -······-. 

34 Ibid .•. ~' "W~ -shall fimf that 'idth meic;xlj• tones~ as with chords, t~ 
differences in ~i~_ic~e are_~eat ••• • a·p. 41 

3?. Schenker, Harin?P..Y, P• ix 
36 ' • .• 

.• Ib;d'"'·' P-. _JP.ii 
37 ~~~>Jo~s quotes the following statement att#'biited·to· C~P.E. 

Bach in a l~·tter to llinberger. "You may announce' it-publicly. t_hat 'fI13' .• 
father.ts principles and 'fI13' own are anti.;.RaJneau .. " p~ xii 
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to lead to ultimate resolu~ion, and ~he abil1:ty of a luu-monic -~vent to un:fol.d 

m.elodicallY.~.38 _ In S!J-~cessive :reductions thrC>?gh t~e f~r~grotmd, n.11~dl~ _ 

groum, and backgr~ 01:1,e w~ '~o __ ~ecome ~~e- .?f' tbe_st1:u~~~al skeleton 

of the w0rk. 39 The. Ursatz __ was_ tli,1s s~elet~ri\atid wa:s ayno•ous with 

. :~i:;:F~-~,f ~M:~.~~.i fr~-•~•. 

l 

•. . .. . 38 • 
.. ~id•~- PJ>• _ xviii and ~-

~9 Fort_~, ·Go1:1t9.lIIJ?_~aq: ~one-~~ry.c~ur9.s; pp. 20-22 

40sa1t~r~ ~k; ._cLt.~ VQl_. '~ k. 289, p~: 99. 

, T\-llS ITEM DOES NOT CIRCULATE 
U~tv£RS\TY Of THE ARTS USRARY 

.. I 
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Example 27 

l l ' r-

l', 
enie.s~. 

... 
a.. l • ... ; 

-
;r. 

~ b. j. • I 
. • 4" l c.. J. ... l ,.., . ' - l'.~ I 

- - - ·- - . -. -

.... ill 
~ - - - - ~ , . - - -

I - '· I . 
'-:I'·.·· . I[ I .-. .... ··:t ':C " -. 
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Needless to say, such a technique of analy-sis goes f~ beyolld a dis­

cussion· of surface qualities. It even deals with a level of artistic 

creation of which the composers may not be consciously aware. But whether 
~ . .. . . .. ' - . .. . . . .. , . . . . . . . . .. . . . . . . ~ ... -· .. . . . . . . 

it is necessary to go this deeply, or _whether t~final_ red~ctio11_ ~s 1.10~, 

in fac~
1
.an oversimpl~fiea.tion is debatable. I feel that music reduced to. 

its cadential proportions is by no means more important than the manner' by 

which these relationships unfold. 

Paul Hindemith has also offered a theory of melody in his Craft of 
, - , .. ' 

• Musical,Composition,_ and shares some_eoncepts with SheJ:lker. Hindemith ~b­

se;rves that mel~ has both a harmonic and melodic nature. . .He maintai,ns 

that the harmonic nature of a melody manifests ~tse~f through the ~el~tion ·;,: 

of snall harmonic grouping called degrees. And further that these degrees 

indicate the. ultimate tonality of the melody. 

Another interesting concept discussed by Hindemith is that of the 

"melodic step progression". Musicians have been long aware that frequently 

a melody could better be described as a melodic complex_rath~r _t1:18,~--~s a 

single line melody._ One notic~s that within the main melodic outline 

smaller tnel~es occur; a~ tha~ ~ eertain _ _melcx3:ic tonE3 -~~ b~ m'!I'e _ clo~~~l 

related to a to~e a measure away than to the one from which it caim~---~ccord­

ing _to -Hindemith's observations these tones within the overall melodic 

movement are related in seconds and form the step·progression~ He maintains 

that a well organized step progression is ~spensible to good_~el~y~ _It. 

is unfortunate t~t Hindemith did not take his observations on the step 

progression one step further; for. it .seems that the me;odi~S. of -many. struc­

turally-minded composers contain step progressio~ which are thema~ically 

• ti. • I ., 

; !-.'. 
. ,· 

related to the basic material of the piece. Below are se~eral fugue subjects ':_?~;i 
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-which are_analyzed according to his method. 

Example 28 

a. Milbaud, String Trio 

~----·-----· ----··-- ·---- ••• ----

. ' , . , 
., i ' I 4 

0 ·,' ' • 

- --------------------·-·-·-----

b .! I , 
h. I I , I 

~-------:----

b. Bloch, Concerto Grosse 

,. 
r J .. } -, 

J ; • : j : ' ' I «ti-
I I ~ I 
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c. Stravi:nsky"l Symphony of Psalllls 

------ ---------------------

: 

Along with otbe~- abservation~ at the nature or l!JW!ie)Reti~{il-_Rui'e~,42 

and Toch43 haie giv;en 118 gre~ter insight concerning theme.tie. nature ~f 

~ioey- ••. Tlie ~ru:x:. ot ~ :t}l~i?-• obsmations. is. that. ID$lody. and music _in. ~neral 

abound with certai~ types of th~matic relations: which may not always be • 

suggested int~ surface contau;- itself. T1:19Y also sgggest_tllat basi~ 

structura1. motives J?Ossess the • abil:i. w _ to aff'ec,,t both the llneax: a~ ~11 as 

the horizontal dimensions of a piec-~.- Reti <U.scW1ses the differences b~-. . . - - _.. . , . . . . , . . .. . .- __ ,. 

tween contrapuntal imitation~ variation, and transtoi-~ti~n; _and_ how these _ 

different developmental processes affect the compositional method. He also 

• 41 Reti, • The Thematic Process -in Music 

42 .Ruter, ~0~0sition ,with ~2 N~t9.s 

43 Toeh, The Shaping Forces in: Music· 
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defines some types of transformation wh1.ch ~til now _ha,,~ ~on:_.~ruial:1~~! 

and makes valid coDIJlents on the influence of the thematic material upon 
- . . ·-~· 

t~e key- relations in classic and romantic InUsic. ~'1f~r sh~ws __ ~"W-~he _ba~io 

idea (grundgestalt) ge~rates t~J:iles _and accompaniments, and how _it influ-- . . .. : . . ... ~•' _,.,. . • . . . . ~ . . . . :·· . ... . ;/· . .. • . - . -·· ;·· -. . . : . . . .· .. ·. . 

ences'tb~_•F)a;~eny·~-· COW1tetp'6;~;t,~t-~.J>i~e~ ... :~ th~n.·tre;~~s thE3/Use or,' 
• _ • • J ': ; •• )\'. , • .-:::. ~:' _ • - ·_ ,. • _ •• _: .-- • .-. -· .• :. ::~-- .. , __ :·,:>1-: .. ·._--~--, \ ·- ·: -- ~ -~i:, ... _-_ ... -..,, ... ·,; -_--.• _:.-/\~ ::-.: .: ''. ~-• - _ .. · 
basic ¢onipesi tio~1.J)ri,nciple$,' ~ni:-.the. G-lassica). throug~: thQ ·e:pz{f{empc;,rary 

·:.::. ' ~-. , .. '. . : ' ·.:_, • .. -- •, -, ,;- :'•• • : ;··-.·~•f~---~~ .• 

periods~ making the following obsEj~tion • concerning, the function' of the·· 

basic shape in twntieth-een:tur7 music : 

• . • • the same note~ (of· th~ intervals. f'orined° • 
by them) which, in conjunction with the rhythm, 
shape the ~orizontal course of a musical. idea, 
can· also be combined int~ vertical dim.en-· 
sion into one or more chords; that is to se;y, 
without r~hm, but containing the same inter­
vals. The co-ordination which is attained 
in this.way between the two dimensiQns of miis~c • 
• • and the homogeneity and Ulli.fioation ot 
the music whi~h ;harrived at by these means 
are plain to see. . • • 

The Fugue Sub3e.ct 
:;' ·" ·.: ... 

Tlle oonton;- of the· ~e subject still fo.llo~ ·.the age-old principle . .. . _. .:- -.. .. •• ... ·- - --- --- .. . . 

of the-meiodio curve. M0st frequeJ;1tly th~ arch is u~d_rath~:r_than 

4ow, and qqite often·the melody grows through sooc~ssiye arches to an . . -, . . . 

upper m-lower climax which is generally not repeated. It the cl~ oer 
ours late there is usua:J_ly a relatively sharp movement in the opposite 

direction; if th.e climax occ~s e~ly the movement• is usually more· tapered. 

4/;iurer:, Composition With Twei~e Notes, p~69 
. . . . - I 

I' .. 
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Example 29 

Bartok, Concerto for Tvo Pianos and Percussion 

:JI~., V. . 
. -:.~---~ ~ 

b- ~ -- b ----

Contemporary fugue subjects also show a variety of range possi,bili- . 

ties. It seems that· length, while· a determinant, does not seem. to. be the 

final arbiter of range; for some short subjects have a wide range while 

longer ones have a narrow~ one. · The total range . of the subjects found 

in this study falls anywhere from a fourth to a twenty-first,.with most 

falling between a sixth and an ~leventh •. The ~arrowest range, a fourth, 

is in the second volume of Shostakovich's Twenty-Four Preludes and: Fugues 

for Piano, and the vr.tdest, a twenty-first,· in Vincent Persichetti's 

· Fourth Piano Sonata. Both are quoted below.·· 

j 
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Example .30 a. 

Shostakovitch, 24 Preludes and Fugues, Fugu.e No. l.3 

,- ·' · .• _..... •. ··•····-·····-···-···•--.-, ··---------·······--·----·----------
1 • 

Sho.sf4k•v1t eh 
Ad~~;,, 

21 

b •. Persichetti, Fourth Piano ·sonata. 

-re,; s, "\; cw.-• 
8,-,.,..,t •1 ': 1'1." - > ... -

The length of fugµ.e subjects has been disousse.d by ~lph Vaughan-

; WilllaJDS in his article on t'ugue in G:r:ove•s ~i~~~°.~ of_&~~•--~-----· 

suggests three basic types: . the attaccaf:t;he .soggetto, and the andamento. 
• • • - • • •• ••• • • • - • VS • • •,• •-•• • •- •• ••• -•• • . . . . 

The attacca type is very short and usuallr is se~,in ~ c~~c,te~ist!~ 

rhyt~. • The soggetto type is usnally in one _ homog~ne<.lil:,s, sectio_n ~l ~~()ll~h 

it sometimes approaches the length or~~ a~amento_'l;ype, which ~s ge1.3-~~ally 

of extended ien~h and OCCflSionajJy in two or D!Ore -section$ •. T}le attacea 
, l , •• • • ,.: . • ~ • •. . . . ·. . . 

. type is very rare . in contemporary f~ writing, a.nd mo~t .eqnJellJP.Ol'.8-1'.Y 
.• . . 

subjects fall into either of the other two groups. An .illustration of eacb., 



.( ... 
fl'-:~_''< -.-,_;r--•·.,·•-'!'r"·'·: • .. ,·:,_:.,·:-·'_'':'·"':r.'.· ;··. 

:'! • 

appears below. 

Example 31 

6.3 UN\VERS\TY OF THE ARTS 
LIBRARIES 

. a. Vaughan-W1lJ1ams, Symphony No, 4 (attacca) 

b. Hindemith, Ludie Tonal.is. Fnga Octa:va _in D . (aoggetto) 

c.-Sc~m, -Amedcan Festival Overture .. {andamento) 
• . • • - •• ' I 

' ,. ,, • . . 

__ _c___ ____ . _________________ - ---· ··-· .. . . . - . . . -~,--~-'-'-'--~--"---'· -"-"-' ~-
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One can observe that the head and ~ai~ type c,f . sub~ ~ct 1~ . sti~~ . _ .. 

rather common. The bead usually is masculine ancl de~iEJive, i.tt., z.noving 

in slower values, eutlining broken chords, issuing motto themes; and 
. . __ , . . . . ........ .,_. ··-,.. .. . 

possessing str9ng harmo.iµ.c fQ:r:"ce. Tbe _uµ.l._~ually is more .agile, is 
• - ·-·. •. ~. . . --· . . --- - -~ .•. ······- ..... ------~---· ._,. --· 

.. • • . l 

based on diatonio er chr0!!1$tic .s¢'Ue line, al'ld pos.:ies~es a greater ~- . 
• •• ' ··. . - - ; : .• •. : '· ---:?-: ... ·,.-. :. ~ :;.· ··:_ ,;,, .... ---

lodic force ( se~ .· e~ie .32.a)::~ • Al.mo;3t 1,nevitably,: . :the he~a: ~, ·-~1,,: ~ 
~lded ~om 0~ basic thematic idea. • This t;ype of subjee~ • tends to: su_~est 

a posstble separation of head and tail:,·. ()t" at least· different roles for 
• . . . - --

each. This principle may, be most clearly seen in. Barber'.s Piano Sonata. . . . . . . . . '/.. . ... . .. . ... 
' . . . 

where the tail ultima~ly becoJQes detaehed.f'rom the head-am becomes 

the second subjeet of a double fugue. 

Example .32· 

a. :aerg, Woz.zeok 
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. b. Barber, Piano Sonata 

r 

~ .. _ • Subjt ct 1 • • ' •• -----·-··- > 

~i'ije ,m jbcfµJ;tt)J@! 1gJJtn WM 100 filj PiLE 
i 
,j' 

i 
I 

La.r,ger . fugal· iilu'bjects. are geMralJ.y· organize~ in_ much the .sa~ 
, • . ··.·-_.,,_ . . 

manner as arej;he thematic material in non~ftigal music., • Subjects i~ tlmee 
• •• •• • ' . ' Jt-4 ' . •..• ·.' .' .< ·. .. . ' 

or four short phrases' ~e not uncommon. ..Saiietimea _these .Wlits approach 
·- ._ •• f> . ·- • • • . •. 1 ~ •• :. ' • #• • • • • 

• • • • • • I , ·• _. • ••• •. 

phrase lepgth, while _at ether times they are merely motive length. The exam-
.- . . . . . . . .. . . 

ples ~elow illustrate ·subjeets which are -divided into several smaller sections. 
• . . . . 

Example J.3 

a. Hindemith, Ludis Tonalis, Fuga septima 
• . '•:' '-

t' 
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b. Vaughan-Williams, S:ymphorx.y No. 6 

. \ 

o. Riegger, Woodw.illd Quintet 

For 0$11turies the prevailing .scale basis for music was a se:ven­

note diatonic scale, either modal, major or minor-. One of the.notable 

• innovations; however, of twentieth-century music is_ ~be_ ~~~~~~on of 

the expansion of the scale basis fr~~ seven to twelve notes •• With this_ 

expansion newer and ric!ler· ~lodies become pos8-ible as do a variet;r of_ .. 

new ,harmonic effects. Except f0r a small minori~y, almost all _com.Pos1:1~s 

b;r mid--o~ntur,; have taken advantage of_ the_'m.e;odie :po~_sibil1,~ie~. of'_:the_ 

-:t;~lve.,..note seal~, . ~v'en tb.pngh they all ~y· not Q8 aer'-8,H;sts Ci>r. use the . . . . . . . . . . . .·• . . . . .. ~-: . . . ·•· . . . . 
'-. • . . ~ • , •, . , • I • • ...,_ 

so-called 11twlve-tone tecnnique" • ,G.s a matter 0f' fact, this write:r was 

able _t_o find only one fugue written in a strict serial style, the Riegger 

Nonet For Brasses. 

" ,. 
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With the adoption of the twelve-note scale, composers have made 

certain modification in the principles which govern the choice of spellings 

for intervals and ehords •. In the ·traditional period the spelling of_~ 

tone ~s governed by. its rsla:tion to a prevailing .tria4~-harmonyor by 
.• .. : . . . . - . . -· .. ,•,. . . . . ,: 

• . . . . . . . : . . • • . . -::·'.·.) -;. . • . . . , .. . ;: . . ••. • . . . . . . . . 
• i tS! rel~~ion, to· . th~' tonal.it~l· ._iri tR,e :t~~:r~te:\;h _eentu.cy:,: :~owever/ the • 1.,;. 

•• fluence • ~r. •. t~/pf~~~iJ.ing-· t~laiii/~~: SP~iii;f :i~ n~~li,gil>l~' '. ~~~Ei.ing ~he 
spelling of most intervals to be based upan a compatibility with the 

-1. 

prevailing harmony. · For instance, a composer using a predomihantly quartal 

harmonic texture would spell melodic tones in a mariner which would show 

their relation to the prevailing harmo_ny a_nd not • necessarily the implied 

tonality of the melody. Such a basis for spelling frequently produces 

.augmented or diminished leaps in melodies; these leaps, however, are nat 

manifestations of the composer's desire to us~ unusutl melodic intervals so . . . . . . ' • . . 
·--: •. ·:· .:_ , ... _.. .< . • . . . • . . -· ... : - :,----·., < .. , • . . ,.• . : :··: . .- ., -¥1', '. ·'.4·.... :·;::~-•. 

much.as a manifestation·or hi~ cl:e!!ire to maintain; a certain/compatibility 

between harmord~ ·and melodii t,~J,ii~g~·:: ·ii n~ such. c~~~:: ~~~~c ba~is is 
•... ... . ... ,. : -· ·.·· . . ; . . . ; .• 

• present; th~ composer tisu~lly.chooses .spellings whi,eh ire easiest to read. 

While composers have moved forward in the development of the twelve-
•' 

note scale, some have chosen to rework, or to use. in a new manner, the modal 
. ' ' . 

scales of the Medieval and Renaissance perioos. Thus the scale -basis for 

most contemporary fugues is e:l..ther one of these modes or a twelve-note 

scale, with sporatic use of synthetic and other exotic scales. The examples 

below illus~rate typical kinds of scale structure. The first is D major, 

the second.is a diatonic mode on c, the third is an E Lydian mode, and the 
• . . ,· • .\ 

. -· • 

. fow;-th shows the use of the twel ve-:riote ,scale . in. a completely tonal ID1;1,nner. 
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Example 34 

•' • • ,• • •••· 'r -,-

a. Harris, S:vmphony No. 3 

.. , 

• 

b. Hindemith, Luils Ton:alis 1 Ftlga prima 
. ·-•· . . , 

. 

---·-------------------'-

\i,R) 
z 5 

t_ . 

' 

d. Honegger~ Pre11lde 1 .Fugge.1 and Postlude 

.1 
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One does not usually associate the most !eeent _;nnovations in 

melody with i'µgue but, rather with melodyas i~ exists in ~e lllllsi~ of 

serially-minded compc.sers. But in spite '!.r this~ ~g&!,_ ~looies, lilh.ile . 

still consisting mainly er seconds and :tlµrds, show: a growing tendency . ·. . . . ••. .• ~ . . -··· ·• ... -... • ..... --· --. .. , ·.• • -· - •• 

to contain larger • ~d more fr1;3qu~rit leJpiti: Leaps or • s.~enth ;and ~hs . 
. . _· . . • .. '/, . ' . . •.•. . "i' ·/_/. --••• '' ,' ··: .. _ • ·.••• ·: ~ - :" •. : ' . 

ar& eoilmlO?J,i. and ·~ons~cut1w· leaps are u~ua1,J-Y ab~~~~d:._~?l<~ ~~rt~an 

or quartal barm6nie gro~piDg~. ~~~~d~•s a~~~n~on • 1s fue~ted to 

the subjects quoted thus far ani those given below. 

Example 35 

a. Copland, §ymphop.y No. i 

b• Bliss,. Gol~. Symphony-

1-------------~-----·· • 

\1 



Another typical feature of twntieth-century melodic 'Wl!'iting is 

the frequent use of chromaticism, which is more often associated with the 

latter portion of the subjeet am functions as a ca~ential devie!• The 

two illustrations below are by composers o~ .somewhat different stylistic 
,. .. ...... · . . . 

persuasien~:,. ·7.et both. be~·this caiunon' ~tiara;.• .. 
-, . . . ' •. 

Example 36 

a~· B!:)rg, W~~zeck (first subjeqt) 

There is a terii:lency for the melodic cadence of ~he sub~eet. to be 

obscure , since it is most advantageous that the subject lead smoothly to 
• . . ' . ·- . - . , . . ~ -- . ; •· .-... 

the counterpo~t whieh accompanies the answer. The actu.a?: _ m~lodic cadence, 

then, may· inobtrusively pass tl:e ear, leading direc!iY throµ8}1 a codetta . . . . . ·-, ... .. . 

. to the. counte:sub;jeat~ Rhythm .is ·'p~obably the mos~ important single in­

nue~e upon determini.tig the ·cadence. :The cadenc.e ~ne its.~lf lllllst. be • 
. . . . . . 

£~lt as an a;ri~l, and the manner in which it is ap~oac·hed is of great 
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importance. In most cases the cadence is approached diatonically or chro­

matically, vith the chromatic comeying the greater fe!ling of arriva~. In 

some cases, as .in Riegger 1s ~, the chromatic cadence is approached by 

a leap?f_a maj°:_sev.enth. Tp.e ~J,,e below illustrates this common kind 

of melodic cadence"- -

Elquaple 37• 

- Pi~t~n, Prelude and -Fugue 

--------·-·-·----·-·----

--,------- ----_ -- ------ - - - - - ----- - - -- - -------- --- --- - - -- - -- --

Conteii!p~~ .:tugu~·suqj_~~ts, like their :countel"Jl~t~i~-other_ 1)$riods_,- -·. 

frequently c<>ntain vari~us types of broke.n chorc:la:l melody~ -An,d whµp mest, •• 
. . . . ' ... }' . 

of these' br~ken -chordal designs fall in the sma11 tertian g:f,o~ • (triads_, -

and seventh chords), there.are numerous instances where ·quartal an4 added­

note harmo!lies are outlined.. While broken chords g:l:v:e very clear information 

as to the harmonic implication of the subje~t, one may also deduce the 

harmonic basis _of a line through an e:xamina~ion of_ the latent ~onic iln­

p,:J,ioat~on in the motives the:insel.v~s •. ~tl:ter frequen~~ br~ken chordal 

arrangments-are filled in,~ embellished in a variety of ~ys, _but in a 
. - -

manner which st,tll gives an impres~ion of clear ~nie relati:onships_. . .• ,· • .. . . ·- . - -- .•· .... - ·---
. . ' . . 

This_ is especially true of comp0Sers vhose iQi.om is primarily harmonic r,r . . . . . . . . 

-quasi-harmonic. It seems as though'. compesers suo!t as Honegger,_ Schuman, 

Britten, Harris, and Barber find this type of harmonic logic indispensable 
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to their fugal subj~cts. 

As_previousl~ mentioned the triadal reference seeJJIS_to be the strong­

est. A clear illustration or this type of harmonic reference appears in 

the fugal subject of _Schuman's S;ymph~ny N°., 4. 
Example '.38 

r-.. -

• !' nm &J,Pm. i i r ~ iter b~tffilf ii) ij fl! bhl 

It may have been notieed that.several <aUferent types. of harmonic· 
. . . 

relationships occlirred im the· previ:eus.· illustration. SOll)9 ef t~se> re­

iati8ns_ have the# ~-• in the: chord~ Im:Ggrea:a.ion: o£ . t~; .~sstc· period) . . . . • ~. . . 

mentioned b Par':t I, one of' the harmonic procedures of the roi!lan.tic move.­

ment was not so much to invent new harmonic structures as it WS to place 

existent ones in ?l8w relations. In the music of Wagner, Liszt, and Strauss 

we see a gro"!i,ng tendency to reduce the importance of'.·the·i'ourth and fif-f;;h 

. relatio~ progression, and to substitute in its place_pro~ession_based upon 

seconds;· thirds, and tritones. The exploitation of cross relational possi-
.. •. * J 

bilities was alsa no small matter •. In the t-wentieth-century we see all of 
~- - • 

the principles operative, especially t~e triadal parallelism of a diatonic 
. . ';. . ;_, 

ar chromatic nature. This type of progression seems to be appropriate 
• • , • • ••• ·'· • • --·- v. ·-· -···· •• -- •• - ...... 

and cqmpatible with other modal'devices used by·maey contemporary composers • . · . . ...... ·. . . . . . . . . .. ··-•·•: ..... ,,_ 

Several illustrations~£' implied triadal parallelism are quoted belov. In 
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the Britten Young Person's Guide to the_Orohestra_the tr~dal. p~rallelism is 

diatonic; in the following two illustrations the triadal relations are mixed. 

Example .39 

a. l3r_it~n, Youg Per_aon'-s Guida to the Oroheatra _ 
. . . . ~ . . . '.'. : ... .. 

•· .. 

b;. Honegger, Prelude.: _Ftip; &IJCl-.Pes;il:.me . . •. ~, . ' . .. . 

a,} Fu~ve 
I 

Subject 

~-t b_• 
, . :; ,, ., 

' • 
PII 

' bt!t I ,.. ,., 
r 

. ' 



74 

In the music of Hindemith one sees a subtle blending or thirds and 

fourths with considerable iitmphasis on the fourth. Quoted below are two 

fugue subjects from his Ludis Tonalis, which illustrates linear m-iting 

with a definite quartal harmonic reference. 

Example 40. 

Hindemith, Lu.dis Tonal.is 

-·•--..,._.----·- ___ ...,..,_ ~ ----- -·-
c-.,. 1 ( .r:. c"" i. •• ) 

.,,, - . . . . 

~lodi~ reference to polychordal relations \s rather difficult to . • . ' . - . -·· . 

manage, since by necessity it requir~s t~ subject to be '!f -.wide ra~t3• 

It is.~~eresting to note that the only subject found whi~h contained a 

clear suggestion of polychordal relations was also the one found with the 

widest range, the fugal subj ec~ in .:J?e~s~chetti I s P~no _ Sonata ~~• 4 

(See Example 30) ~. If the composer decides to. develc,p the harl!X)~ 1n a 

polychordal idiom, he generally uses relationships which are suggested 

snceessiveiy. rather.than simultaneously. in the subject. 
. . . ' . . - . . . . .. . . . . . .. . . ...., - "' .. . - --· . -

A more common chordal reference, however, is to an added-note · 
• • • ._. • • • • • • ;. • • "• n :•• • ,.., -:•• • ., •• --• \•' ,. - •• .,,._. • • • .,• ... ,,, 

harmony or ·major-nu.nor type chord~ Cle~ _i.-l;~str~~~~ns, of the ·added-.· 

n~te reference appear 1n t~ fugue subjects of Barber• s Piano Sonata, Op·,26 
:: ·• - . . . .. ··•- ... -- " ·:-- ... -· ........ . 

and Stravinsky's S:ymphony of_,Psalms,.and the major-minor. type of dhordal 
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reference appears in the_fugal subjects of Stravinslcy, Harris, and 

Milhaud. In the example below the subject fyoin H1ndemith 1s Ludis Tonalis 

is -the· added...:note variety, while the subject from Stravinslcy- 1 s Concerto 

Far Two Piand'it' is the ;maj or-~or type. 
' . . .. : .. :~ :• .. ·-

Ex.ample 41· 

. a. Hindemi~hj· .Ludis 'l'onaiis, ~~ qu.1nta • . 
. . . . .. _ ' .. ~ . . . . . . 

rr..,+. (J.~ l'flf) 

1h ~ 
I 
I 
I 

rt,: 
~ 

------------ . r-·-· 

I-

b. Stravinsky-., C.oneer.to · For TllO Pianos ·~ - .. 

i)-l)S \TEM bO[S NOT CIRCULATE 
U~lVERSITY OF THE ARTS LIBRARY 
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Fugal subjects in the twentieth-century, therefore, seem to be 
. -- ·-

overwhelmingly tonal, either in reference to a seven-note diatonic, or 

twelve-note chromatic, scale. Devices as chordal association (actual or 

implied),-scale reference, as well as ~ious types of cadential effects 
--·- ·-· - -· --··-. 

have a tendency to, 13trengthen the tonai feeling. -_ Rather :frequently the . . . . . . . . . - . . . . . .. . . . ... -- · .. : •·; ,. _, ... .. .. ,. ~ 

' to~l cent~ shi.(ts .with the chang~ or· ~onic,refer.ence, yet'at other 
• • . ·- • ... ' • ~ •• ., •• - •• • .... ' - • • • - t 

times it remains relatively static. Some of the melodic devices which 

also seem to strengthen the to~al feeling are the uses of repeated notes, 

pedal tones·, or ostinato-type figures. For inst~noe, one of BB:rtok1s. 

favorite devices is the-use of a· repeated ton~, which he uses in the subjects 

of the fugues in bis Third Quartet, Sixth Quartet, and Sonata for Tvo 

Pianos and Percussion_. The use of a pedal note may elearly _ be seen in the 

fugal subject of Schuman's S:ymphony for ~tr1pgs. ~d_t~ use of the mel­

odic ostiJ1ato may be s~eb. in S'travinsk;r 1 s Ma~s • and ~t~t. 
' . . . 

T~ use ¢' 13:xtensive amounts of ~~oma~icism tenq~ t~ ob~cur~ t~e 
. . . . 

tonality or to· keep it .slu.fting:~api~• Whii~ ~lrl:,s-t~e-~~-s~bject ~s-

not as popular as its more tonal c~ttJ?,terpart, .composers such as Bartok, 

Riegger; and Berg have used it wit~ consid_erable su~<?~ss. _The_ Sf3r_ial type 

of subject is even :I.ass common, this writf3r ?Jlving_~~ only_OXl~_ 13:x.ample. 

An example of the non-serial type may be seen iri Riegger'_S, __ W??.<1~ _ 

Quintet_ (Example 33); .the only serial subject foupd app~srs below. 
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Example 42 

Riegger, ~ 

erie, 

Gonte?IIJ)orary moti:ve struc~µz-e is characterized by_ V¥"ious gegrees • 

of melodic· and r~ _·. ~?1'e~~~tg~ae~~~~ic • :~~hm;~. ~~~te~~ ~-seem to 

, lend a type or 1".~f'erence-wieh is susceptible to a more elaborat~ type . ' . . - • • . . 

of melodic variation, while motives which are based upon rather even· 

note values have a primarily melodic.force; certainly both types are 

eOllllnOn. One sees through the develop~nt of the motives within the sub­

ject, the beginning of fol:"lll.al growth in the p~eee. 

The principle of melodic variation is associated with the long 

contrapuntal period which preceded the _classic period, where devices as 

repetition, inversion, s.eci~enee, alrl ~en _retro~t3ss_i~ll, to sol_ll8 extent, 

went tbroµgh a rich and ~lab~rate period of develop~nt. • But the ricer.-. ·, . . -· , •• -

care technique ,suggested a more far~reaching th_elil.atic development; which . . . - ... • .-. ... , . .•.. . 
. . 

was characterized by a type of variation that was more remo~e, and pointed 

to the thematic treatment of the Classic and Romantic periods •. Reti, 
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while maintaining that the idea of thematic transformation is ge_nerally­

_associated ~th the classic peried, was able, nonetheless, to trace 

certain types of ~ansformational procedures back as i'ar. as __ Palestr1na. 45 

Considering the many types af development at hand, many or the fugue 

subjects encoW1tered developed lll a rudimentary- fashion,· using only.the 

oidei- principles of repetition, sequence, and inversio~. An example of 
• . . . ·- . 

a subject based upon the inversien of motives appears·in Britten's 

Young Pers0n 1s Guide {1!::mmple 39}; a cbara~J;eristic-illustratian oi' se­

quential construction appears· in Riegger 1s Woodwind Quinta{ {~11Ji>le 3~}; 

an illustration of motive repetition appears in the_ subjects of Britten's 

Val"iations on a Theme bz Frank Bridge (belov). 

Example 43 

Britten, Variations on a Theme by.Fx-ank Bridge 

~:t ------- ·- -·--. • - . ____,__~-- ------------

. . 
-·-- -~------- •• :"----~-- ....... _,_,.,._.J,_ 

Using some or the principles of the Schenker method af analysis in 

conjunction with those of ~ndemith and Reti~ one is sometimes able to 

get a great insight into the ma~r in vhich the fugue is to develop 

45 Reti, Thematic Process, ~.62 

II 
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through a close examination or the subject itself. The subject may for 

instance, expose certain intervallic relations which may becane important 

thematieally and harmonically. The subject may also indicate certain 

types of developmental pr~edures which.are us~d tin-rugheu.t the fugue 

(See the· .analysis of Barber' S· Piano. Sonata Op. 26 1n. ~ect:ion H) • • 
. . • . ·,. . . 

Am«>n;g othettJ, slic.h a subject is the one ~ Honegger 1e Prelud,Q_,: Ji'µ~,, 

a!ld Postlude. It may-be· observed that most· or the motives ca.n be reduced 

to triadal formations or seventh chorda. 1ri parallel r_elations. Hov 

these· basic interval.lie ideas affect harmony and melody ean clearly be 

seen in the. third en~a:nee er the subject. 

,i. 
,. 
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Example 44 

Honegger, PrelUde, Fugue, and Postlude 

. ~ ,./i•..,l-t or,., 

8 (. ')VB, A . 
I 

r--,, [ r-,- - .. I I - -- - - . - - - -- - -I .. I ~ I .. I ~ Pr 
; 

C. C. 

~ - ~ C-S. ·, I ·,' I __, I I ..., . 
I - ~ - - --J - . -- ,,_ -- - - -

~ I ., 
~ D • 11, 

cpl ' t>, --· I ~ - " -• . - -- ~ - . - ~ - = - - --... r-• ;. t • • - I I 
Q 

' ~ .. ½-l,~~ I 
I I T I ~ e I P\ ' . I I A ID• t 

:s·. 
I 

~b• • :1 I ' ,? l ; = I I . 

~ ...., 
-- ~ .. I - ~ ~~ , II. .... 

" . - . ... -- :.. r 
~ --r l'~ , r ,, 

91 e, I 7 
I I I I I I I I I , 

I -" .. ., - .. -., - - ~ . 
llll"l - IL - - ~ ~ . . - .. -, . ~ ·- ... -, --I V I I I I I ff' -

-·· r--,......, ;::-., - I 
,._ I L -~ - ~ 7 , . 

~ - ~ ~ - -· ~ -., 
~ -. 

~ .. w .. - - - - .. 

~I~ L... .-'.·/ ·~·. 'L... I '7 I 
I t l I 

,4 + C. 
I ... ... -:_/. 

,4+ C-
...J I 

I ,++~ ,.1 I I t ' I ' ,~ ; ~~$ i Jo;~• I•~: r : 
(' 

~i ;g1 : 

--- . --- --· ---- -- ,.. --- -----· - - ---· -- --- ·-·-. .. 



81 

Probably the best illustration of a subject containing devices to 

be used throughout the fugue occurs in Bartok 1s Music for Strings, 

Percussion, and Celesta. For a detailed a?IBlysis of this subject see 

, . Section H. • 

The inf'J.uenee of_phra~ing up~n the projection of·the stru~tural 
. . • . • • ·- . 

organization within the c0111p0sitian i~ sometimes overioo:ked, lee,ving . • 
. . . . . . . . \ . 

the -impression tnat it is essentially deternu.ned by style and taste~ 

Howver with imioyat;ons in melody and_rbyt1lm,. contempera;-y composers 

are predispesed to use even more judicious phrasing in order to clearly 

project· their struetural ideas. For ins~e~, the structural organization· 

in a fugue sueb as Barlok• s -~ for MDi§,. Percuslion. and ceiesta . . • . . : • . 

would. probably go wmotieed if it were,not f,:,r the ir:dmitable phrasq . ~ . . . . ,. 

us~d throughout this m:ovement. Likewise mnch of the meani.Dg in ti¥, mnsic 
~ . . . . I . 

•. of. S~ravinsky am -Hindemith wow.d be lost if the· imieatiGns for phr~sing 

. were omitted~ Jlow proper· phrase. indications aid· in organizing passages 

into meaningful structnral units may be seen in the subject of Fuga 

quinta of the Lu.dis Tonalis_(Ex'.ample 41). 
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The practice, then, of twentieth-century composers so far as 

subject and melody are concerned may be summarized as follows: 

1. Melodies usually possess a well defined shape and 
a noi:rrep_etitive climax. 

2. With ,.~ n.otable ex:eeptiens,. the· over&µ rSDge of 
subjects remai:as close· to the eetavei'. • • . 

3 •. CQI1Ipasers prefer the s.oggetto of adainento subject 
in pref'erexieE( to .otm.· !11itacca .• jeet,-. • 

4• The subj.eot my be in -.e ~ontinµ.eus .t, divided 
.. ~to bead -~ ~• ...... t ~tc:, a g'J."Olip or 

small ,sections,· • • •• • • • 
5. Most sabjeo• •• ~, . . : . • , ... . . .. . 
.6• Subjec::ts. s0111\im.$s oe•* ~ .. ~ ~- ~to-

type. figures♦ : . · . • ? •• 
7• -Maiij-' subj,O:t11 •\lg~ ~-~1" W•• 

or contrapuntal c!evioea ..,_ ·AN· ·1ata QN, 1D 
.· the i'ugaa. • • • • • • 

The ap~~- COl!ltl-~b'.Qti.ons ot '.\~~~--.; .•----111 ~'. • 

the develep~t of fugue :inay be S~'r4 .as .toiln.aa 

l. R~eni; Gbservationa b7. QJ>~~ t__.lsts (ia.t:1., 
a.fer. Schenker' and fflJWhiJl:Jf.lt) ''~:tba ' 
mi\~ of' meloa;. ~\ .. temp~ ;..,_sers · 
to conceive melodies with a censic1~b1e amount 
-.f the11$t:Lo and strueturai • 1,ogio' ·mn t~gh th ... 
Dlelodiea are nGt·anch~ inmaj~minor tonality• 

2. e.sers have ~anded the scale. basis from seven 
to tt;elw notes. • 

3. Oaaposers use modes other than the .maj_. am ~. 
4. .9- 1$Jeow o~ntain ·1arg~r and more frequent leaps. 
5 • . Tbe -1..UO ..a.e u·tr•enily cbromat~. 
6. Broken . chordal melodies ruin been· expanded to include 

•-~.ltions or large ·tm1aa, quartal, emapomn, 
or added-nm ~••· • . . • • 

7-. • Melcdie• somettwes Stlgge" puutU&l harmonie1;1,. 
s. GroH i-elatiou are _. ..-.. 
9. -The serial tugu •• ~~. 
10. Phrase mark1J:agllaret-.t-•atl'7 Wied.to suggest 

the struetural. orguintlen or the melody. 
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BI Rhythm and Meter 

Before discussing rhythm and meter in the twentieth century, I 

believe some discussion of the evolution of rhythm and meter is necessary 

in order .'better to understand the contributions of th~ contemporary periQd.. 

Measured rbytbm. ~s ·l~ng been associated ~th the s~etry produced 

by an eveJlly recurring accent patiern. ··It origi~lly. grew out of: the 

necessity to c~ntrol the intervals "1tli.clh ·occurred on the· ~~int~ in the . -

polyphony of. Ara Antigua. S~nce alme~t aJJ. music of this period \$S based 
. . . 

upon a text it was naturai that compo13ers 'l)prrowed their rhythmic and 

metrical organization from poetry. In its most ru~imentary stages, 
. . 

. . 

. composers ba$ed measured rhythm. upon the ~~nsta_nt rec~rep.ce of a triple 

metricaltinit~. i~ addition to the repetition of certain simpie reythmic 

patterns,· called rhythmic modes .• 
. . . 

The first mod.ificatioiis, or rather .enlargements• of these cencepts • 

occur;ed •• in Ars Nova~ The c'omposers. of. tbi.s period en?,-~rged, the rela:tive-

ly short r~th)Jli~ modes to longer patt~rns calleit?.?rhythms. They ~ed 

more frequent and smaller divisions of' the basic values, and also intro-
. . . 

duced duple meter, .which brought aboukthe development of time signatures. 

While all of these developments were important in the evolution of 

rhythmic and metrical organiaation, the developnent of the.iserhythmic 

principle is of special importance to contempora~y composerl3. 

The isorhythmic principle is based upon the recurrence of a rela­

tively large rhythmic pattern. It usually app~ared in the tenor part 

of the motet, or less frequently in an upper part (duplum or triplum). 

The recurring rhythmic unit was called a talea an.d the melody, usually 

derived from the chant, was called the ~. Thus even with these notable 
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developments, composers still based rhythmic organization upon the re­

currence of established rhythmical patterns. An example of an isorhythmic 

tenor appears below. 

Example 45 

Maehatit, 11S1il estoit nulz", Historical Anthology or Musie 
No. 44 

··---· ------···------~-- .. -- . _________ .._ · ....... ____ .... _....__ __ 

... -4-+ Q 
.,. 

~ r i ·161 r iii· - ~ I l I -
~~! i 

\EJI 

t ~ 

~ 
.g -" 

11$ i t I 

i \ \ 
i \ - - l -I 

-8 Q 

f E -~ E f i I i \ 
~ Q - - -I 

The rhythmic developments of Ara Nova led to_ a 11complexity of rhythm 

which has never been paralleled in all history.n 46 Sachs also de~cribed 

the polyphonic texture of this period as yielding "to an ever moving, 
. . . 

often confusing texture. 1147 During the Renaissance, howver, there was 

a return to severity, and simplicity, and composers were again intent 

upon capturing the normal inflection of words in their music, as in the 

illustration below. 

46 Apel, Harvard Dictionary: of Music, P• 641 
·-f"-.i 

4?•:sachs, Rh;ythm and Tempo, P• -236 

- 11 I 

- 11 

11 - I 
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Example 46 

Ockeghem• "Mtssa L1homme arme"• Historical Anthology of Musi'c 
No •. 73 

'· 
' 

I I I I - I 
~ - - ~ ~ ~ ; , - - - ~ --· 

-&· ~ - " 1' r 1! f 
g, 

J I 
:t J a .J ~ 

~ b-tt. t • l· - - - - - -, .. . u 

.. 
~ ' 

·, 

·- --- --··----·-------- ·---- ----

--

·, 
u 

-Iii- -

.Ji2 i t 

·-·--·----- ····------- -----

Not long after this composers introduced the bar-line in order to 

facilitate tbe reading of several staves simultaneeusly. They purported 

to be Derely "orientation marks only, but not yet bars to delineate the 

accentual patterns; they would quite arbitrarily separate sections of 

different lengths." 48 The singers or that day would render their own 

part with no concern for the accentual pattern appear:tng in the part of 

another singer. In other words,_Renaissance composers intended the bar-line 

48 . 
Sachs, Ibid., p. 257 
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to serve as a convenience in reading, not to indicate any particular 

pattern of accents. Unfortunately the role of the bar-line evolved from 

its original function as an aid in reading to that of an indicator of 

an accentual pa:tte;t>n •. 
. . . . 

One af the differences bet~en the Baroque period and the R~naissance 

-was the use ef the ~n and.closed beginnings. Renaissance composers 
. . 

tended to ·begin the phrase_ on the down beat. In the Baroque,. composers 

more frequently began a melody· preface- by a reat, ar. "dry beat", and 

simple triple (3/4} and quadruple (4/4} time emerged as the basis for 

most music. Composers established binary divtsions as supreme, and the 

last remnants· :or the proportional srstem clisa.ppeared. During this period 

the inimitable accentual patterlilS of the dance manifeste~ their greatest 

inf'.luence on music. For instance, in the step pattern of the minuet 

both the first and. second steps took two beats. Since the minuet is in . . . . 

ternary meter, the seeond step cut across the bar line, or accent pattern. 

One.need only examine the rhythm of the following classical minuet to 

see how the step pattern influenced the rhythmic: organization. Notice 

the duple organization within the triple meter. 

Example 47 

· Mozart, Symphony in G Minor (Minuet} 

• 



87 

The style galant ushered in a period in which rhythm became sub­

survient to harmony. This ws a period of elegance and grace in which 

composers created the so called amments, embellishments used to close 

-~he 'gaps })etween • indicated J'iielodY,, t~n~s ~. · . oth~r • ;hy!;hnii.-e· d~·dc~s appear~ 

ing during this pe~iod were the Scotch snai;· i.e., a reversal· of the 

l.ong-short pattern so that .it appeared shor~long; the use of .the 
\ ... ·. . . 

double d~t; the use of dupl~ts against triplets; and the introduction 

. of tempo rubato. In its original sense, the term tempo rubato meant 

to shift an entire passage forward or backward by an eigth- or sixteenth-
. . . . 

note without changing the original tempo. Today, however, :it refers 

· to subtle changes of t.empi within the bar or phrase. 

In the ciassical period both rhythm and form were the handmaidens 

of tonality. Composers desired balance and symmetry; and forms based . . . ' . . . . . . 

~pon harmonic tonality re~cheti their high~st point of dwelopment ••• It 
• .. ' •; . . ' .. 

was· not until the coli~se of har))lonic tonality that rhythm was allowed 
•, . . ~ -· . . 

to exert an influence on the course of the deve;Lopment, and the ultimate 

shape of the form. It has been said tm t the dissonance has been eman­

cipated in the twentieth cent~y; 49 · the same ·may also be said of rhythm. 

Now rhythm may develop, or participate in the organization of a work, 

to a degree unknown before •. • 

In a sense Stravinsky's Le Sacre du Prim.temps not only.liberated 

dissonance, but also, liberated rhythm from t~e bondage of tonality. 

At least since then, composers have come· to understand asymmetrical 

compound meters, changes of meter,· the use of hemiola and other related 

49 See footnote 53 on page 107 



88 

devices, and the use of perforated bar-lines as common contemporary 

procedures. Until the twentieth century compound meters were produced 

by multiples of simple meters; 2 times 2~produced 4/4, 3 times 3 9/8, 

4 times 3·.12/8, etc •. Gompo$ers avoided cemp:oud meters such as 5, 7, 

and ·s~metimes 8 be~au~e .they could·net be div~ded into.symmetrical 

divisio:'1s• Fer .example, five meter has t0 be divided 3 plus 2, er 2 

. plus 3, ~nd in some cases 1 plus l. • Seven meter is usually divided 

J plus -2 plus 2, or in some other 0rder. Because these meters may be 

divided in several different manners, ~omposers resort to the use of 

perforated bar-lines or the grouping of a number of notes_under one 

beam:in 0rl;ier to iJ;1.dicate the metrical subdivisions. Composers also 

arrange common meters such as 4/4 into 8/8 measures so that t}1ey aiso 

_may be divided·into such an asymmetrical grouping as 3 plus 3 plus 2. 

Some composers·, aware of the tendency of th:3 performer to accent the 

first beat of ,each bar, insert a bar-line before ~ note which is to re-: 
.• ·. . • . -· . • 

ceive a ~etrical acc~nt, thus producing frequent_ changes of meter •. 

Some composers, on the other hand, prefer to .keep the metrical p,.ttern 

relatively .even, and mrk stressed nates 'With artificial accents. Here 

the bar line serves its original function of divider, and aid in reading. 

Rhythmic developments in the contemporary period are not based so 

mu~h on the use of smaller. divisions of the beat as they are upon the use 

-of established division in new combinations. Much of the rhythmic excite­

ment in contemporary music is not governed by the use of syncopation, 

but rather through the development of certain asymmetrical patterns in 

relatively even note values. A clear illustration of this may be seen in 

the "Dance of the Adolescents II in Stravinsky's L:eiSacre du Printemps. 
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Example 4S 

Stravinsky, Le Sacre du Printemps, "Dance of the Adolescents" 

.. Tc.,.,,po ,,11.l-e1 J.: So 

Strir19-9 

I > > :> 

-.. 
~ 

p• • . .. II •- • • • i;i• .. .. .,... 
I 

> ~ > 

' • J· ·, • J j j • • .I - -- -.. - ~ 
~ - - - n - . -- w . - - - - -, • I" .. i i 17 i • j 

-------- ---·-·---···--·-- -· -- -

Contemporary composers frequently use hemiola and other related 

devices. Originally, hemiola was;the use of a duple pattern in a triple 

measure, or vioe versa; or, the nae of duple and triple patterns against 

each other. I believe the term should also be tmed to indicate $Uch 

other ratios as 5:4, 5:2, 7:4, ete. Today these ratios are used to 

produce unique polyr:tzy"thm:l.cal and polymetrical effects, which contem­

porary composers by no means limit to two parts alone. Composers such 

as Charles Ives composed long passages, or entire movements in whioh two 

or more ensembles played in di.fferent tempi. While these devices are 

THIS ITE~ DOES NOT CIRCULATE 
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more often associated with the serial method of composition, examples 

.1 may also be found in contemporary- fugal literature. Since both serial 

technique and the isorhytbmio principle depend upon rotation of patterns, 

it +-. Ullder~:ta>;l!i~~le that composers have rece11tl,y ,attempted .to :S,"'rblize · . ........ . ... , . . . . . . . . : .. 

rhythlll:. 'This is done by creating a serie~ of rhythmic values, plac;l,ng 
. (' 

them in. some: order, and then using this rhythmic row in a rotating manner;· 

or as·. Boultz d:id in his Structures fGr two pianos interpreting "the 

transpositions of his twelve-tone row to various pitch levels as a form • 

of.rotation" aDcf transplanting "the results to the ~arameter of time in 

order. to ob~in an analogous sequence et derivative forms. of bis time . 

ser~e1:1.1158 Gy8rgy.Ligeti demonstrates how this is done in Structur.e.Ia 
' ' ' ' ·•· ' ,, ,' ' ·( 

ill his article 0 Pierre Boulez, 11 in which a series of note val'\leS in an • . 
• arithmetical series (Example Mfa) is arranged into a durational series 

(Exampie ~)derived tram the original pitch s~ries.5 1 Ligeti t~n goes 

on to discuss the· serialization of dynamics and medes of attl;lek. 

50_ Krenek, article "Extent and Lil;llits of Serial Technique". in. 
Problems . In Modern Music I p. 79 

5l Gyorgy Ligeti, "Pierre Boul~z," die Reihe, Vol. 4, p • .39 
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Example 49 

-- -·---·.;·· -·, •.. ·-· . _ _:,___,..,,_ ..... _,~ ....... ~, ..... _. ____ • ·-- -------·---------·-------·-··- --- ---· 

i. ':Jtf'l4$ 

s " 7 

/Z, 

II 7 

. '· 

Elliot Carter has introdueed ·a personal de~iee called 11metr1eal,. 

m~uiatien~, vl:lich is a manner of changing from one tempo. to at.iother • 

through the fixed relation of note values. a ref~r;ing to his.First 

String Quartet Carter says, "you will find that there is a constant change 

of pulse. This is caused by an overlapping of speeds. Say, one part in 

triplets will enter against another part in quintuplets and the quintup,­

lets will fade into the background and the triplets will establish a nev · 

speed and .that will become the springboard for another such operation.n5 2 

Most contemporary fugues are written.in a straight forward duple or 

triple meter. There are also instances .of entire fugues .v.ritten in 

quintuple meter. One. occurs in Stravinsky's Octet, which is 5/8 throughout;· 

52 Carter, article 11Shep Talk by an American Composer" in Problems 
In Modern Music, P• 55 
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while others occur in Fugues 17 and 19 of Shostakovich's 24 Preludes 

and Fugues, which are in 5/ 4 time. 

Composers rarely use a ohange of meter in the subject itself. 

Should this be done, the cbmposer would . be forced either to use the 
. . -

_sul:>ject in its original state in each successive entrance or to alter 

it. Composers do both. Ingolf Dahl begins the fugue in his Masic for 

Brasses with the subject in a 5/4 meausre. However, rather than contin­

uing with the. initial bar. of e~ch entrance in 5/4 he shor~ens it to 4/4. 
. . 

Shostakovich, on the other hand, chose not to m,ike this adjustment in 

Fugues 15 and 16 of his 24 Preludes and Fugues. The subject of Fugue 15 

is in 3/4 except for the fourth bar, which 1~ in alla breve, and the last, 

which is in 5/4. T:lxrough each successive entrance, the subject remains 

in this metrical framework, causing frequent metric~l changes throughout 

the fugue.. A similar situation occurs in Fugue. ·16, where th~ subject 

is in common time, with _a one measure oodett~ in 5j4. Rather than ~horten 

this figure, Shostakovich prefers to keep it intact throughout the fugue, . ' 

this t_ime producing constant c~nges from 4/4 to 5/4. 

Example 50 -

Shostakovich, 24 Preludes and Fugues, Nos. 15 and 16 

Fv~ 11e 

J~52. 

C! l~!G J. 
·-r-· 

\ • I . 

$ • ii iJ 1i 
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In some fugues, composers use a double time signature, indicating 

both duple and triple divisions of a common time unit, which is fre-

quently the measure itself. Such a device permits the composer to 

divide the measUI'e accerd:µig to one schel!l8, • in certain b!ll".s a?d accord-. . . . . . . 

ing t~ anothe~ in. 0ther bars without _aey ebange in the metrie~l ~ieatfon. 

For instance.,. the. f'ugu.e in Harris' Third Symphony contains tlie time . . . . . :_ .. • 

signature ~ ,X ~ Th~ first bar seems to be in three, while the se~ond bar 

seelllf;J ta be in six, since the sfortzando of the fourth quarter-note of 

second bar tends to di~de it into two portions., rather than_ three. 

One: can see the same type of metr-ical alternation later in the same work 

. when the. strings enter in folll".ths and fifths~ 

~le 51 

Harris, Third S;;ymphap.,y 

--~----~---- -· ---- --'------------'-----_:_-'--------~----. 

I 
_!. 

I 
I 

. : 

The use of polymetrical organization, i.e.~ counterpoihts in differ­

ent meters, permits c6J?Iposers to deveiep contrasting accentual.patterns, 

as wall as to exploit the tension inherent in rhythms derived from dif­

ferent metrical schemes.. The most common manifestation of the principle 

is the combination of tw and three. The subject of the fugue in Copland's 
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First Symphony is in a highly syncopated 2/4. The lower line contains 

a broken chordal ostinato in 3/8. Notice that Copland prefers to keep the 

original 2/4 bar-lines and use perforated bar-lines to indicate the 

actual metrical ~rangenent. The ~cc811lpaniment is both isorbytbmic and 

isomelodic • . 

Example 52 

Capland., First S:ymphop£ 

A somewhat similar situation occurs in the duplex subject in 

Schuman's Symphony for Strings,. but without the isorbythmic device. 

Schuman writes the upper line in a triple time signature even though 

most of the figures are duple, and the lower line is essentially based 

upon triple figures. The choice of notation seems more complicated than 
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neoessary. It might have been more simple for Schuman to use a duple 

time signature and -write the triple divisions as triplets. 

Example 5.3 

.Sc~, SJPhony for· Strinp 

,--4 -, r- 4 --, ,--4-, r-4 :-, 
~ 

~ -.. . ' I 

flJ ~· ;,_ I I 

: ... --·""--- ~ 

~ - - __. 

In the ·illustratien l>elow Vaughan-Williams av'1)ids the use o! 
. : . . • . . 

triplet or quadruplet marks by .the use of both duple and . triple time 

.signature in the. appropriate voices • 

• Example 54 

Vaughan-Williams, S:ymphon.y No1 4 

I I I I I - I 

• . 

.. 

'I 

.. 
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An interesting illustration of the use of duple figures against 

triple figures appears belov. Here Hirxlemith uses a time signature 

of 9/4 for the upper part, and a double signature of·~ ! for the 

Gl"chestral, par.ts. Owing to their nature, neither signature.accomodates 

the divisions in their respective parts without the use at duplet or 
. . . 

triplet marks. There is no other practical wy to notate this passage 

than 'With duplet or triplet indications. 

Example 55 

Hindemith, When Lilacs Last in the Door-Yard Bloom1d 

- . -

t 
.. I ' I -

I .\ 
, 

I I r-i 

., 
1- 3"1 

J
i-!., 

I.' ·• .; ,&, ¼ I I • ~ it• -. - - -
' • r 

The use of the• hemiola lll8Y occur in one of two manners: Sometimes 

the two and three appear against each otter, as in Examples 53.and 54, 

above; other times the hamiola appears in the line i tseli', as in Example 

51. A striking e:xample of hemiola., but without the aid of separate time 

signatures, appears in Vaughan-Williams' Fourth Symphony. The motto theme 

appears in the soprano and is accompanied by itself in diminution and 

double diminution in the bass. Against this duple backround appears an 

inner vo::i.ce in triplets some of wich are tied aver the bar •.. In bar 
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four Vaughan-Williams inverts the upper two parts, producing double 

counterpoint at the fii'teenth. 

Example 56 

I I 

......, 
~3 I 

I 

,-J-, 
I I 1 

i 

t~':!!•1--: • ... -------- ~--·-···· • 
• ----•-•----·--------· ·-------------·--·· , ............ _______ ... ...._ _____ -------- . _ . ..,-- ··-·--

Hemiola which occurs within the line depends upon thEl axistElnce of· . . 
a disoernable. metrical pattern far its projection, since the hem1ola 

will go unnoticed and it.s effect will be lost if a clear meter is not 

established. It is far this reason that composers tend to place 

• hemiola near the end, rather than at the beginning, or a phrase. When 

the meter is triple and the hemiola duple, it seems to quicken ~he pace 

and to create a liquid~tional effect. In the first illustration below 

Bartok establishes a clear triple meter·w:f.th the use of simple divisions, 

tl\~ hemiola occurring in the sixth me~sure. Notice that the character 

of the figure produces the effect of twe within three. In the s~co~ 

illustration Bartok reverses the situation so that now the hemiola 
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consists of three in two. Again Bartok begins the melody \d.th simple 

rhythms which clearly establish the meter. The chromatic sequence and 

clear phrasing contribute to the feeling of hemiola. 

Example 57 

A. Bartok, Third Piano Comerto 

-~-----------------

~----------------··--·---- .... 

b. Bartok, Concerto for Orchestra 

The hemiola principle may be extend.1:1d.-to include any recurring metrical 

pattern appea.ring in another meter. In the passage in Example 76 , an os­

tinato in parallel triads accompanies the upper contrapuntal parts. The 

pattern is five beats long while the meter is in four, causing the C major 

chord to fall one beat later in each bar and not returning to the first 

beat until the fourth bar. 

Tippett uses a rather simple and ingenious method of indicating duple 
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and triple :figures within a line in his First Symphon;.y. Rather tmn re­

sorting to changing meters, or using duplet or triplet signs, he merely 

brackets the notes vhich are to appear together·. 

-~le 58 

Tippett, S:ymphoDY ·No. 1 

,...-j"1 

The use of such divisions as 3 :2 am 4:3 are relatively common; 

and divisions of beats follow along traditional lines fer the most part. 

Composers generally avoid complex s~opations and l!linute divisions of 

the beat, and their ~trical basis is ev:en ~are eonse;ative. Far. in--
,. 

stance, COlll!)OSers su~h as Stravinsky and Berg, who otherwise use DiaJly 

. m:ixed meters in their non-fugal Dl,USie prefe; not ·to use mixed-~ters 

in their fugues.· .Complexity, if it exists at all, unfolds upon the 

rhythmical level. This may be seen notably in Stravinsky- 1s ~ and 

SymphoDY of.Psalms, and in the fugue in Berg's Wozzeck. The. revitaliz,­

:tionr;of rhythm in con.temporary music has also caused several composers 

to write purely rhythmical fugues, the most ~11 know being Tooh1s 

Fuga aus der Geographie. l:Jnfortunately, however, this fugue does little 

to explore innovations in twentieth-eentury rhythmic effects, and there­

fore seems less successful than such other non-fugal percussion pieces 

as Varese's Ionization. 

It is common for one or two of the subject in double and triple 
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fugues to undergo some rhythmical modification before being combined 

with the others. Some doubie and triple fugues even cast their subjects 

in different tempi, making their combination in the original impossible. 

For inEJtatice; in the double fugue in tuga quarts of t,ie Ludis ·Tonalis, 

Hindemith marks the first subject "With energy ( lOS)n, and places it 

in 3/2 time~ •. • He ~ks the second subject "Slow graziosa ( ca. 63) 11, 

and places it in 3/4 time. Later he combines them in the crigianl 

tempo-and meter, with the second subject rhythmically altered. 

Example 59 

Hindemith, Ludie TopaJ~s, fuga quarta 

l w,rh ~,,~r11- . 
;, SiJ&z. r-- n 
I 

• r,..,,, I 

I,,. ... 4 .. .-,-...._ 

... .... 

. 

-
·, ...... - ... ---.----- .. ------
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Similar necessity forces Harris to alter the first subject in bis 

Piano Quintet. Initially, the subject appears with a quarter note as 

the unit of value, with metrical changes in almost every measure from 

two to three, or :four. Before combining this subject w.l.th others Harris 

first alters it to a straight 6/8. While the .third subjeci is also in 6/8, 

it is actually a duple melody with the 6/8 signature used merely as a no-­

tational. convenience. 

The meter in twentieth-century fugues tends to be even and not subject 

to extensive changes. While semi.a new devices have filtered into fugal 

writing, fugue does not seem to be characterized by the rhythmic exper­

imentation occurring -in other types of contemporary contrapuntal writing, 

most notably in serialism. This may be due to the fact that rhy:tbm must 

disassociate itself f'rom tonality in order to flourish i.Jldependently. 

However, .mast twentietb;-oentury fugues are associated with tonal relations 

(even though not necessarily ot a traditional nature) 'Which may account 

for the • 1aek of any considerable degree or rhythmic devebpment within 
~ . . . 

them. 
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One, then, can make the following observations co~erning the use of 

rhythmic and metrical devices in twentieth-century fugues: 

l. There has been no extensive use of s-ller 
divi1:1,ioXU:1 of· beat;, other than thQse whi9b, 
appear.edthrough the R0Dlalltic period. 

2. There is a slight increase in the use of 
syncopation,. 

3. The metrical pattern is usually even. 

The specific contributions of contemporary- c0111posers is summarized 

as follows: 

l. Rhythm is no longer subordinant to tonality 
and may play a more decisive role in the 
development. 

2. There is a reinterest 1.n the isorhythmic 
principle, leading to recent att~mpts to 
serialize rby-tbm. 

). As,maetrical meters are common. 
4. Hemiola is common. 
5. There is a greater use of such ratios as 
• 2:5, 4:5, and 3;5. 

6. There is a more :r.t-equent use of polymeters 
and polyrhythms. 

7 • There is a inore frequent use or double. and 
triple fugues 'lilieh contain subjects in 
different tempi. 

8. Two diff'erent time signatures are sometimes 
used in order to indicate the simultaneous 
division ot a unit of value into duple and 
triple divisions. 

9. The rhythmic fugue was introduced. 
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C • Counterpoint 

Polyphony has displayed two contrasting rhythmic styles since its 

inception in the ninth ce~tury. The first polyphony was note against 

~ote and eomplet~ly harmonic. As pqlypho~eyolv~cl, the principles .or 

oblique motion, contrary- motion, cross~g of parts,. and rhythmic dis­

simil~ity manifested thems~lves in that order •. In other words, since its 

inception, p~t writing has pa~taken or two basio styles:· the first was 

based upon rhytbmi~ similarity (primarily harmonic), and the second was 

based upon rhythmic dissimilarity (primarily contrapuntal). In early 

periods the harmonic style was referred to as the .familiar style, the con,­

duetus style, or in its most rudimentary state as parallel and free organum. 

With the innovations of the twelfth-century School of st. Martial, part wi­

ting began to show a greater amount of rhythmic independence. It was, in. ••. 

fact, this.movement which precipitated the developnent of the rbythm.i~ 

modes in the thirteenth-century School of N~tre .Daxne. ·with the advent of 
• . . . - . . . 

this school one of the most· cherished polyphonic principles was· established; 

i.e., the desirability of maximum individuality of parts fostered.through 

• the independence of melodic contour and dissimilarity of rhythm. 

Even in the twentieth century contrapuntal lines tend to possess a 

considerable amowit of independence. The contrapuntal writing in the early 

part of the century was an immediate reaction against the harmonic tonality 

of the eighteenth and nineteenth centuries. A new style emerged based 

upon preclassical principles and rooted in the polyphonic idiom. As.in 

the music of other periods individuality was dependent upon contrasting 

• shape, motion,. and rhythm. And while ho hierarchy may be established., it 

s.eems that today rhythmic dissimilarity is the primary requisite for con-
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trapuntal independence. 

Good rhythmic organization in polyphony, however, is based upon 

-more than contrast; there must also be rhythmic compatibility. No· 

line should hamper_ the rh;yt~c.devel0pment o~ another line, and-as each 

line develops, .it mus~ not stifle.the ~hythmic grovth on other lev~is~ 

It is- tr~e, however, that .as the number of parts increase, .. so cfo.es the 

necessity for creating more parts of a rhythmically subordinate nature. 

Practice in the twentieth century is cognizant of these necessities and 

a variety of degrees of independence may be quoted, all gev.:erned by the 

nature of the nateria~s involved and the number of parts used. 

Maximum independence is still the ideal in two part 'Wl'iting. And, while 

rhythm and contrary motion-are the decisive influences, the shape of the­

phrase and the placement of the climE:pc may be contributory. In the first 

illustration below, both contrasting motici>n and.rhythm conspire to c:reate 
. . . 

lines of ·relativ~ independence, aJid are attended by a contrast in ·shape and. 
• . ' -

plaeenent of the mel<>dio ~limax. A similar situation occurs in Example 60b. 

This may be se_en to a lesser degree in Elc.ample 60c, where the contrast be-: 

twen climax, shape, direction, and rhythm is not so well narked. 

Example 60 

a. Stravinsky, Concerto fcr Two· Soio Pianos 
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b. Hindemith, Symphonic Metamorphosis 

I. I I I 

I 

.. ... 

' 
, 

c. Britten, Young Persons-Guide to the Orchestra 

The cadence is as essential in _contrapuqtal music as it is in homo-

phonic music, yet there is a tendency not to appreciate the importance of 

the contrapuntal cadence since it is frequently.the ending of one idea 

and the simultaneous beginning of another. In homophonic music rhythmic 

and melodic cessation combine with harmonic stasis to produce a feeling of 

cadence •. rn·contrapuntal music, on the other band, the conclusion of one 

idea frequently -occurs with the commencement of another in an overlapping 

connection, so that the contrapuntal cadence, therefore, depends upon harmonic 

THIS liEM DOES NOT CIRCULATE 
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relations and voice-leading for its effect. Like former composers, con­

temporary contrapuntalists use this connection to maintain forward motion. 

The complexity of contemporary chordal structure ad4s to the difficul­

ty in detern4.trl-ng the cadence, since, consoll8nce is no longer an indispensable 
• attribute of the cadence. In fact, harmonic complexity, combined with th1;1 • 

s:illlultaneous beginning and ending of statements of the subject, causes the . 
cadence to be perceived more in terms of an arrival than in terms of cessa-

tion or repose. Frequently, this arrival is upon a unison or octave, an 

open fifth, or a chord of low tension compounded with added notes. The 

feeling of arrival may be enhanced, by an emphasis on contrary metion and 

diatonic or chromatic voice-leading. 

While materials have changed, the suspension is still a valuable and 

common device, and is still produced in a traditional manner, i.e., a note 

is held into a harmony, creating a dissonance, and then resolves.to an inter­

val of lower tension. If the harmony in which the tone is suspended is 

dissonant the suspension must be even more dissonant in order· to be perceived 

as such. The realization of a suspension, then, depends upon holding a 

tone into a clearly stated series of low tension harmonies and not merely 

the presence of a tied or dotted note. To us~ the term in relation to more 

dissonant and chromatic types of writing seems both unnecessary and unwise. 

In a sense the history of music bas been characterized by a develop­

ment from a state.of greater consonance to a state of lesser consonance. 

In the·period of Ars Antigua only the most consonant intervals (octaves, 

fifths, and fourths) generally appeared on the points. All other intervals 

were permitted, but in le~s crucial areas. In the Burgundian School the 

triad emerged as the main harmonic unit, and dominated the intervals occuring 
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on the points. The evolution continued through the Renaissance, where the 

dominant seventh was introduced as a melodic, and then as a harmonic disson­

ance. By the end of the Baroque period, composers established a clear 

system of harmotd.i, relations.. They also established a ,JDa)jn,er or composition 

which. was raoted in triadal harmony, • and contained nperou rul.es in, order 

to control the effects of dissonance. Most dissonances occurred in passing 

or, occasionally, as accented passing tones, w:!.th·the appoggiatura, or 

dissonanee on-the point, relatively rare. In the subsequent periods com­

posers gradually shifted the· interval of the second from its position between 

the.poiD.t$ to a poa.ition on the points. This development, strangely enough, 

occurred with ~eater deliberation in the harmonic, rather than contra­

puntal, music of the eighteenth and nineteenth centuries. 

Stravinslcy'~ in his Poetics of Music, speaks of the s1r.ealled 11emancipation 

of the dissonance. 1153 In a sense dissonance has alway-a attempted to eman­

cipate itself so that the dissonant. intervals of one period frequently 

become the consonant intervals of the next. In the twentietb-<entury we 

• are at a point where the major second and minor seventh are understood to 

be mild dissonances. In tl)is respect they are nov ih somewhat the same 

position as was the third in Ars Nova. 

Most twentieth century theorists arrange the intervals of the octave 

in some hierarchy of consoliance.54 In spite of personal differences all 

seem to agree that dissonance does not·exist so much an absolute, but 

53 page 36 

54 See Krenek, Studies in Counterpoint; Hindemith, Craft of Mlsieal 
Composition Vol. ·r; and Persichetti,_ Twentieth Century Harmony~ 

t , 
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rather 'Within a context. 55 In other works, the context determines the 

dissonant content of an intervai. 56 In the table below the intervals of 

the octave are divided into the groups as they are commonly understood in 

the twenti~th century. 

Open Cons.57 

(Octave) 
Perfect 5th 
Perfect 4th 

.Soft Cons. 

Major 3rd 
Minor '.3rd 
Major 6th 
Minor 6th 

Mild Diss, 

Major 2nd 
Minor 7th.· 

Sharp Diss. 

Minor 2nd 
Major 7th 

Indeterminate 

Tritone 

In twentieth-century fugues there are considerably fewer passages 

in two-part counterpoint than in three or.more.parts. As examination of 

passages in two and three part writing f:rom the same works suggests that 

twG-part writing tends to be more consonant, and that there also seems to 

be a tendency to increase tension w:i,.th·the addition of more parts. Graves, 
. . . 

in his otherwise informative study on contemporary.fugue, maintains that 

. 11two-~oice counterpoint has uhdergon~ n~ significant change. 1158 This ob-
. . . 

servation is based upon a comparison of the intervals occurring in two part 

passages in Bach and several modern composers. However, his acceptance of 

55 Reti, Tonality- -Atonality- -Pantonality, 11Viewed from the musical 
aspect, it seems to this writer that the ear will always be inclined to 
understand any combination of two or more simultaneous sounqing notes as 
dissonance, if there is a more consonant combination in the immediate 
neighborhood into 'Which the dissonance can resolve, so to speaki.as a 
suspension." p. 10 • 

56 Toch, The Shaping Forces in Music, 11Dissormnce can exist only if 
and where there exists consonance. The two terms are interconditioned .as 
are big and small, light and dark, -warm and cold." p. 11 

57 abbreviated ex:, sc, MD, SD, TT,· respectively. 

58 Graves, W.L. ~ Twentieth Century Fugue, unpub. diss, Philadelphia 
Conservatory of Music, 1958 • 
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all intervals, both on the points and between the points, as being equal 

in value bas led him to some erroneous conclusions. Stringent rules have 

always existed governing the kinds of intervals which were permitted on 

the points and those ll'hich were permitted between the points. A ~bulation 
. . 

of intervals, not tald,ng into consideration whether they appear on the 

points m-between, reduces the counterpoint of ~lmost any period to the 

sll-llll't ratios of consonance and dissonance~ thus,the explanation of Graves' 

findings. 

However, the counterpoint of various periods does have different char­

acteristic intervallic tensions, which are easily perceived by the ear due 

to the co~sistent use of certain intervals on the points. The tension of 

a contrapuntal passage is therefore influenced not so much by the number of 

dissonances or consonances it contains, but by their strategic placement. 

For instance in the passa~e below, two lines are arranged s~that they are 

successively open consonant, soft consonant, and mildly dissonant._ Ob~to>.~~7, 

the controlling factor is the intervals which occur on the points. 

Example 6i 
• ·---· ••• ···--·····,.,..__··-· -----·--·- ·-----·-·-··--·--·J - ---------- - -

-·--·- - -_ ·~----·--------··--·--·---

The table below indicated_the intervals found in tvo-part writing from 

FrescobaJ.di through R. Strauss. The passages are arbitrarily•,®~ and seem 

to be typical of bot~ the composer and the period. While this sampling is 

much too meager to permit any irrefutable conclusions, .. the statistical infor­

mation is valuable, nonetheless, in.deducing basic trends. 
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Frescobaldi Oct 
(Fugse in G minor} Unis, 00 SC MD SD TT iSC on Fts 1 

On Fts. 1 r 12 r 0 1 75% 
Between Pts. 2 13 20 8 0 2 

:i:iach . 
(Fuim X wre, Vol. I) 

On Pts. 1 6 28 3 0 2 ?f1/, 
Between Pts. 4 3 8 4 3 1 

Beethoven 
(Piano Sona.ta1 Qe. lo6) 

On Pts. 1 2 5 7 l l 30% 
Between Pts. 5 13 31 10 2 4 

Schumann, R. . 
( Six twmes on B-A-C-H) 

f'ilgl18 two 
On Pts. 4 l 27 6 l 1 671, 

Between Pts. 3· 8 11 5 1 0 

·Brahms r 
( 0rgan ft12Ue in G 
and ·Ab miri.E>r, and • 
Choral Prelude and Fuee) 

On Pts. 2 0 26 3 0 2 
Between Pts •· 3 11 12 7 2 5 

Strauss, R. • 
(ilso §Era.ch Zarathustra) 

On Pts. 4 1 1 3 l 1 
Between Pts. g 9 23 10 2 4 

Frescobaldi used no sharp dissonances on, or between, the points. 

'Mild dissonances on the points were rare, but more common between the 

points in the form of passing tones and suspensions. Soft consonances out-

number all ether intervals both on, and between, the points. .Bach slightly 

increased the use of open consonances on the point, and still avoided dis-

sone.nces on the point,, but used several between the points • A noticeable .... 
•\.·' 

\•/': 
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change occurred in Beethoven, who reduced the number of soft consonances 

on the points atxl increased the number of mild dissonances. Schumann, 

Brahms, arid Strauss show no radical increase in dissonant content. 

The nwnber of intervals on the points as opposed to those ~e:f;ween 

the points.is .not decisive in determining the relative degree of can­

sonanoe or o.issonance, since these intervals merely indicate the degree 

of rhythmic independence betwen the parts. A similar table appears 

below, this time based upon an examination of contemporary tWG-part 

counterpoint. 



Stravinsky 
(Symphony of Psailins) 

On Pts. 
Between Fts. 

Schuman, w. 
f§mhon.y:. No, 3) 

'·· • • • On Fts. 
Between Pts. 

Hindemith 
(Sonata in C) · 

On Fts. 
Betwee·n Fts. 

Barber 
(Piano Sonata, Op. 26) 

On Fts. 
Between Pts. 

Bartok 
(Music for SPC) 

2 
1 

8 
2 

0 
1 

3 
l 
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oo m 
2 15 
5 9 

MD 

5 
2 

12 19 1 
28 42 6 

2 4 2 
19 12 6 

4 9 .3 
O 4 5 

SD 

1 
0 

l 
5 

2 
6 

4 
0 

:cr 
4 
5 

0 
1 

0 
l 

0 
l 

Totals 

29 
22 

41 
84 

10 
.45 

23 
11 

On Fts. 7 0 14 10 2 7 40 
Between Fts. 0 2 18 5 2 6 .33 

Persichetti 
(Piano Sonata No, 4) 

·0n Pts. 0 4 4 •• 3 l 2 14 
• ijetween Fts. 3 2 5 7 3 0 20 

Milhaud 
(String Trio No, l) 

On ?ts. l 10 5 l 3 0 20 
Between Fts. 3 7 5 7 l l 24 

Harris . 
(String Quartet No. 3) 

On Fts. 4 · 14 8 l O 4 31 
Between Pts. .3 16 8 3 0 6 .36 

Honegger 
(Prelude. Fugue, Postlude) 

On Pts. 1 6 5 5 4 .3 24 
Between ?ts. 3 3 8 l O 2 17 

Riegger 
(Nonet for Brasses) 

On Pts • 0 8 5 8 . 2 5 28 
Between ?ts. 0 13 11 7 3 2 36 

Vaughan-Williams 
(Prelude and Fugue) 

On Pts. 1 3 2 9 0 0 15 
Between Fts. 0 4 2 3 0 0 9 

% of SC on pts. 

52% 

.35% 

30% 

25% 

25% 

13% 
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While the preceding table is arranged according to the decreasing 

use of soft consonances on.the points, it is not my intention to suggest 

that it is possible to absoiutely evaluate statistically one composer's . . . 

use of c;lissonance in eomp~-rison to another. For instance,, the preceding 

table suggests that Vaughan-Williams is the most dissonant or the composers 

listed. This, however, is not true. Bartok used more than·twice as maey 
. . 

consonances as Vaughan-Williams on the points; but an examination of the 

respective pieces indicates that· Bartok becomes much more dissonant as the 

piece progresses, while Vaughan-Williams does not. Thus the preceeding 

table merely indicates tendencies. 

The_ range of sort consonances on the points is from 13% to 52%. • 0ne 

would assume that as the number of soft consonances decreases the number 

or dissonances increases, but this is not always the ease. For instance,· 

in the Harris Quartet soft consonances tend to be·replaced with open 

consonances rather t1-;n sharp or mild dissonances. 

In comparing_ this table with the preceding one, notice that there 

.bw!, been a deereruie in the use of soft consonances on the points. . This 

trend has also been accompanied by a growing use of dissonance, especially 

the mild dissonance. And also that such composers as Milhaud, Harris, and 

Hindemith have reduced the number of soft consonances but increased open 

consonances, not dissonances. 

The mild dissonance is treated more freely than the sharp dissonance. 

When occurring on the points, mild dissonance is frequently left in contrary 

.motion with one of the parts.moving by step, and the interval which follows 

• is usu.ally lower in tension. Consecutive dissonances tend to be approached 

and left in contrary or oblique motion 'With the parts moving by step. The 
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sharp dissonance is usually used at the climax and is treated more 

strictly than the mild dissonance. 

Counterpoint in three a.nd four parts possesses all of the melodic 

characteristics of two-part writing. • The important difference is the ex;;;._ 

panded_harmonio basis, which is usually one of the common types of chordal 

organization in· non-contrapuntal music of tYentieth century. The most 

common harmonic bases are the tertian ( triadal and seventh chord), open 

fifths or fourths, added-note, ~ompound, or quartal chords. The voices 

are arranged so that certain types of intervals consistently appear on the 

points, giving the passage its inimitable harmonic riavor. 

An illustration of the simple triadal type appears.in Example 62a, and 

is from Fugue 14 of Shostakovich's 24Preludes and Fugµes. Rather frequently, 

triadally inspired counterpoint is accompanied by the extensive use of paral-

. lelism, as in Example 62b. Here certain parallel tertian relations, which 

are first suggested by the subject, manifest themseives on the contrapuntal 

level. Notice the number of parallel relations. 

Example 62 

a. Shostakovich, 24 Preludes and Fugues, fugue l4 

j \ \ .\ 1 I 
. ~ .. 

I t \ 

•. 

\ 

b.! -

I I 
;' 

I 

• 

I I 

\ 

-

····--· ........... ·--- ·-·- . ---···-·· ·-·-·-· . ----··· -···--·· ··---------

\ j-

+· ~ ... 
-·---- ------,···-

- -

' 
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b. Honegger, Prelude, Fugue and Postlude 

_i I p+ 
I I I 

I·. i5• ih 

. • 

The use of larger chords in thirds is less common. Most composers . \ • . 

prefer smaller chords with adj~sted degrees of dissonance to larger chords 

which contain the same degree of dissonance, but also a greater number of 

tones. In the four-part passage below, Stravinsky uses seventh chords ald 

ninth chords as the harmonic basis of -the counterpoint. Notice the use of 

a pedal point ..mich sometimes ag:r;-ees or disagrees ·14th the implied harmony. 
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Example 6.3 

Stravinsky,~ 

.. . ·- ·-- ····-· --- --------------·------·-·····-··-·-··-------. ··-·· ... ----- - -··--------- ·----------------------·---

C 
I, 
6 
r 
11 
s 

! 
I) 

C 
r 
I 
C 
N 

------

The use of open fifths is frequently associated with Harris, and per­

meates his music, both melodically and harmonically. A typical illustration 

of his use of fifths in a contrapuntal manner appea~s below. Following 
I 

. I 

this ill~tration are contrapuntal passages based upon added notes (Example 64b), 

and_ quartal chords(Example 64c). See Er.ample $6 for an illustration of the 

use of compound chords. 
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Example 64 

a. Harris, String Quartet No, 3 

i 
I 

b. Piston, Prelude and Fugue 

···- ·- -· - ---------···---- ------·-·· 
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c, Hindemith, Lu.dis Tonalis 

' I I I I 

'1 

I • 1.J .J. 
I 

. .. . .------·r---·-·· 

In most instances the shift from one texture to another is not radical, . 

and dissonance grows with the addition of parts or through dr~tic 

necessity. An instance, however, of a noticeable change in the intervallic 

basis or lllore aptly, a growth in the intervallic basis, appears in Harris• 

Quintet for Piano and Strings. In three successive passages he .Permits 

the harmonic reference to grow from i"ifths (Example 65a) to triE!.dal-type 

parallelism (Example 65b), and finally to polychords (Example 65c) • 

.. Example 65 

Harris, Quintet 

··--·--·- - ··--- •. --·-·- ·--·-···-···----

• 
---- ..... ---··•··• - ---- --·---· • -- ------ ------------- .. 

I 
I 

I . 
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The harmonic basis of counterpoiilt in more than four parts emanates 

from that established in three-and four-part writing, and the addition of 

more part13. may, or may not, .. add to the degree of tension. A passage with 

a considerable number of parts appears in Harris•s Third Symphony. While 

this passage gives the impression of great compiexity, it is actually re­

ducible to a rather simple poly-chordal succession. 

........... -···· 
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One then, can make the following observations concerning the con­

temporary composer's use of counterpoint: 

i... Inq.ividu.al, lines in contrap'.UD,tal passages 
shpw. v:aryillg degr.ees of independeme. • 

2_. Chordal ce:mple~ty sometimes abliterates 
the cadence. 

3. The suspension . is more dii'ficul t to produce 
owing to the ioorease in chordal complexity. 

The contemporary compose~' s contributions to the developDBnt of 

fugne may· be swmnarized as follows : 

1. Compasers have increased dissonance in their con­
trapuntal intervals, causing a greater choice of 
the kinds and numbers of intervals which may 
appear on the.points. 

2. Disspnance is treated with fewer restrictions 
than in former period.a.. 

3. Contrapuntal intervals frequently can be reduced· 
to a harmonic basis consis:ting of parallel or 
non-parallel tertian, quartal, compound, or 
added-note harmonies. 

4. Contrapuntal intervals are sometimes thematically 
inspired. 
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D, Contrapuntal Devices 

Contemporary composers use in their fugues such traditional kinds 

of contrapuntal devices as augmentation, diminution, inversion, invertible 

counterpoint, a~ canon in ad.di tion to· devices which are peculiar to the 

twentieth century. Numerous illustrations of augmentation, diminution, 
. . . 

and inversion appear throughout this dissertation, mak:lng it unnecessart 

to quote any.further illustrations here. The use of retrogression, hovev'er, 

is quite rare; _this writer finding only two illustrations, in fuga tertia 

and fuga nona of the Ludis ·Tonalis. In the former i"ugue the subject is led 

thr011gh an exposition, episode, and canon in contrary motion. From this . 

. point on the entire fugue is repeated in retrogression. 

Invertible counterpoint developed from the composer's desire to create 

two melodies wbi.ch could serve as bass tt:> one another, and in dt:>uble counter­

point each. melody mu.st be able to serve this function. The use of the device 

reached its apex in the Baroque peried, and since then has become less im-
• 1 : /, ,, •• 

portant as a fugal device. The restrictions placed upon the use of interv.als 

such as the second, fourth, fifth, and seventh enhanced the value of the 

device. The gradual easing of restrictions upon the use of these intervals, 

however, has neutralized the effectiveness of this device, even though it 

is still used today by some of the more conservative· contr~pun~alists such 

as Shostakovich, Bloch, Barber, Hindemith, and Vaughan-Williams. It most 

frequently involves subject and coun.tersubjeet, and it is sometimes combined 

with such other contrapuntal devices as inversion, augmentation, and canon •. 

The octave is the most common point of inversion in both Baroque and 

Contemporary periods. Inversion at the intervals other than the ootave 

or fifteenth are relatively rare, but by no means nonexistent. In some 
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works, suoh as Berg's Wozzeck, the use of double counterpoint seems, if 

not accidental, at least of minor importance in relation to other contra­

puntal devices. In the Baroque period the problem .. in double counterpoint 

at the ~tave ~s .the inversion of.the ca~sonantfµth tE> the diss1;1nant 
. . 

. fourth• This was also trlie thro~h the Classic period, where practice ruled 

that the fourth in the bass (6-4 chord) could not be left by leap except to 

another mamber of the implied harmOJ:l1'• Seconds and sevenths presented no 

great difficulty since they invert to each other, so that the strict treat­

ment of a second or seventh in the original counterpoint usually uisured 

its successful use in the inversion. 

An illustration of contemporary two-part double coW1terpoint at the 

octave appears below. The use of dissonant intervals is indicated by 

circled numbers, and fourths and fifths are itdicated by an nxn. At. 

circle one SD and MD on the point moves to SC in oblique motiGn, and at 

circle three SD moves to MD in contrary motion and_ then to MD _and oo. The 

first two fifths resolve through MD to SG. Classical concepts of interval 

usage would sanction this treatment since the bass line is understood to 

consist of broken chords, but the last leap of a fifth to MD would not have 

been permitted. 

Example 67 

Barber, Piano Sonata 

·-·- -----··• ..• ·--------------
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A more conservative treatment of the fifth and fourth appears in the 

illustration below, in wich most of the fifths and fourths appear off the 

points. The fifth in the. first measure is part of a braken chord and would. 

be.permitted in the Classieal. period. Notice the presence of a free part 

which is common in dauble counterpoint, and tunctioi;i~ to smooth out dis­

sonances which may occur between the two lines in double counterpoint. 

This is esp~cially.true when a fifth appears on the point. Here the third 

line is a·pedal point. 

Example 68 

Hindemith, Ludis TonaUs, fuga quinta 

~,--·-- ..... . 
I 

:! 
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Of the various pitches used as the point of inversion in the Baroque 

perioo., the tenth was considered the most diffic::ult to work. This was 

becaus.e SC inverted to 00, causing parallel thirds to invert to parallei 

octaves and. p~allel sixths t</1 inver.t. to parallel fifths~ . For this. reason 
. . ' . . . . . ' 
consecutive. intervals of So/_ kin:l were prohibited,. and contrary and oblique 

motion were the only kinds permitted. The use of a free part in this kind 

of ~ouble counterpoint was especially useful. Double counterpoint inverted 

at the ninth, eleventh, twelfth, thirteenth, and fourteenth are more rare. 

An example~f double- counterpoint at the ninth can be found in Persichetti's 

Piano Sotlata No. 4. and an example 0f double counterpoint at the f'aurteenth 

in Bloch• s Concerto Grosso. 

Contemporary composers also use the so-called "non-inverted" double 

counterpoint. In_ this kind of double. counterpoint the lines are not re­

versed so· that the upper and lower change places; they maintain their rela­

tive position instead~•. One l~e, however, appears higher or lower, demon-, 

strating that the two lines may be combined at two different pitch intervals. 

To find the point of inversion Prout says "invert the smaller of the two . 
intervals in the octave, add the o.ther interval to· the inversion, subtract 

1, ·and the remainder. gives the interval of the inversion." ;9 An illustra­

tion of this type of double counterpoint appears below. The ·two outer lines 

begin upon a seventh; the passage is then repeated a few bars later with 

the two ·line.a beginning upon a sixth. According to Prout• s method this 

is non-inverted double counterpoint at the ninth. 

59 Prout, Double Counterpoint and Canon, p.3-4 

TH1S iTEM DOES NOT CIRCULATE 
UN\VERSITY Of HIE ARTS LIBRARY 
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Hindemith, Ludis Tonalis, fuga duo decima 

.,. ---------·-·-· ··---·-··--······--·- --··· ·--------····- ..... ---··-

Triple counterpoint al.lllost invariably is at the octave; and many 

examples were found. A typical illustration appears below •. Each of the 

three subjects in this triple fugue appears in the bass at leas.t once. 

Examples of quadruple counterpoint appear in Schuman's Symphony; No. 4
1 

Hovhaness• Prelude and Quadruple Fugue. Op. 128, and the fifteenth fugue 

in Shostakovich 1 s 24 Preludes and Fugues, 
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Example 70 

Hindemith, Ludia Tonalis, fuga prima. 

, I S"8 3 --=-.. 
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lJf 
r I 

r f'-SvlJ Z. " .... I D_, . " l I. r-,.. 
,. 
R -- ., - . - . -· • 7 - ~ - . - n -

. 
s"s1 r - I LJ r c r .r 

·Of all the traditional contrapuntal devices/canon seems to be·tl:¥3· 

• _moat popular. Almost every conceivable type of canon. is encountered, as 
. . . 

• . well· as· !:!6me nev types in whieh homophonic ·. and polyphonic device.a are 

combined. The canon 2 in 1 is still most -~ommon~60 One can find .numerous . " . 

illustrations at various pitch intervals.and time distances. Canon are 

.somet~s accompanied by a _free contrapuntal part, cir :supported.by harm<>­

nies •. Since numerous canons are illustrated throughout this dissertation 

only a fev exceptional ones 'Will be • quoted here .• 61 One interesting two-part 

canon appears in Harris' Symphony No, 3. This canon begins_ 'With a chordal 

idea stated by strings which is then answered canonically by woodwinds. 

60 A canon 2 in 1 consists of two entran~es of one·s~bject, 3 in l 
three entrances of one subject, etc. A canon 3 in 2 would consist of three 
entrances of two subjects, causing a duplex canon. 

t'1" 61 Many unusual canon, -such as the ser:i,al canons in Stravinsky's Threni, 
'\_. · appear in many non-fugal, but contrapuntal, compositions. • A discussion of 

these devices, however, is outside the scope of this paper. 

.-

. 
~ 

~ 
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Example 71 

Harris, Third S:ymphony 

~ 
"' ~ ,.., 

Another interesting canon .3 in l appears below. The relation of 

,each entry is the same; i.e.; each entry begins a major sixth higher. The 

same -canon later returns in eontrary motion, again ldth the voices a 
. . . 

major sixth apart. Canobs .3 in l also appear with each entry from the 

same pitch. 
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Example 72 

Bartok, Third String Quartet 

.'-. -.---· 

UN\VERS\TY OF THE ARTS 
UBRAR\ES 

Canons involving more than three entries are also common •. For instance, 

Harris I Prelude and Fugue cantains a canon 4 in l with the leading part in 

sixths; Bartok 1 s Piano Concerto No, 3 contains a canon 4 in l with harmonic 

accompaniment; Schuman's American Festival Overture contains a canon 5 in l; 

and Barber's Piano Sonata contains a canon 6 inland a canon 7 in l. 

Canons .in augmentation can be found in Hindetnith 1s Sonata inc, Ville_.;. 

Lobos• Bachianas Brasileiras No, 1, numbers fifteen and twenty, of Shostakovich's 

24 Preludes and Fugues, and Bloch's Concerto Grosso (Example 73a) • Shostakovich 
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1.30 

uses a oanon in diminution in Fugue 1.3 of his 24 Preludes and Fugues 

(see Example 92), as does Berg in the fugue in Wozzeok (Example 7,3b). 

Example 73 

. a-.. B;Loeh, Gorice,rto Grosse 
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b. Berg, Wozzeek 
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The canon in contrary motion, or canon in inversion is more common. 

Examples, other-than those previously mentioned, may be found in ~ers 

three, four, and nine, of the-Ludis Tonalis, Hindemith's Sonata inc, 
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Riegger 1s Nonet, and Berg1s Wozzeck. Hindemith uses the retrogression of 

the subject _in canon with the retrogression in inversion (canon in inversion) 

and the retrogression in canon with the original version of the subjec~ 
. . . 

(retrqgrade canon) ip -fuga no~ ,of,-}4~. Ludis. Tonal.is • . ' '. ' . . •.• •,, . ;,•.. . ,' . . .• .· .,. ' .... ' 
' •• -·- ! ,-..,. ~ ,. ·..: • 

The use ot duplex ap.d triple~ canons is ·more -eommon in the twentiethi 

century than ever before~ Two different kinds appear be~ow~ In the first, 

. a line thickened in fourths is i.Idtated canoni~ally at the same interval. 

one bar later. In the.second, two canons proceed simuJ.taneously; the 

soprano and tenor contain the subject in canon-at the octave, while the 

bass and alto contain a different canon at the octave. _Notice that the 

inner par,ts are the double count~rpoint. at the octave of the . outer parts. 

Example 74 
a. Piston, Concerto for Orchestra 

.. 
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b. Vaughan-Williams, Prelude and Fugue in C minor 

I have found no illustrations of three canons occurring simultane­

ously, but did find, however, instances of a three part chordal idt'as 

treated canonically. Two illustrations of this device appear below. 

The first is essentially triadal, while the second is quartal. 
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Example 75 

a. Honegger, Prelude, Fugue, and Postlude 

b._Piston, Prelude and Fugue 

------··· ---·-· --- ------·--· - - . -·- - ----------·· ----- .. -- - .. -· - ··-· -· ------

- --· --------------- ·-· ···-----·-· ··------··· ·-·· -- ... ---- ----- -·-- ---------
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The only homophonic device used by Baroque composers was the har­

monization of the fugue subject in the closing entries; in the Classical 

and Romantic periods, however, composers more frequently combined hom°".' 

. phonic. and polyph0.nie styles. 'l'oo.a; 00DlpQSfa:t'S ·U138 a number ·Eif hsmophoni,e ••• 

d~ices, the ~ost commo~ being harmonic i)stinati, thickened parts and 

chordal m~lodies. In the passage belo~, for instance, Milhaud accompanies 

a fragment of the subject.with chordal ostinato (piano), ornamented pedal 

point (timpani), and major.,;minor harmonies (violins~ 

EDmple 76 

Mµhaud, . Le Creation du Monda 
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Harris uses a similar ostinato device in his SYlllphony No. 3. In 

Example 77a a canon at the eleventh by horns and trwnpets is accompanied 

by a pedal harmony. Notice, again, the major-minor harmonic implication. 

While in the pas1!3age 1)-om_ the Qliartetd.n Eb,Hi.ndemith does not permit: 
'.; • • . -· ', . ' 

the harmoni,~s to. remain static •as in the previaus two illustrations, but 

permits them to progress· aver a chromatic bass line. 

Example 77· 

Harris Symphony No, 3 

. 

- , 
~ ,, +· ~ ... > ,. • • . --, ~. 

> -i· i "· :,, ,, .sz. :,, 
~ ' .. ~+ ,, 

• . . . -
r 

> ► > . " ... .. -
., . ·-- -- - - ., - . .. 

J• 'I ~~i •• ··-._. • 

- .. . . -~ ■ - ■ - ■ ~ - - - ■ , ■ ~ 
., , I 

:t I b-i- I -:: .! ~ :#. ~ ... • ~.!J- -t -.. 
.I J I I I I J J - ~ - - ~ ~ ~ ~ - ,;: - - ~ - - , -, 

■ - - - - - - - -
···-·-·---·····---

~ 
... , 

, 

., , 

... .. > -

-·-. 



I 

i 
I 
1 

l 

137 

b. Hindemith, Quartet in Eb 

• Today, one can find examples of the subject thickened to anr interval • 

. Lines in thirds or sixths are common, making it unnecessary .te add to the 
. . . . . , . • . . 

illustrations ·quoted thus far. Rfagger use.a the .subject in. seconds in 

bis W:oodirlnd Quintet; and Harris uses the subject in f'oµrths in his Seoond 

Essay for Orchestra. The subject, or·another contrapuntal line, is also 

thickened to various types of chords. Two illustrations of this kind of' 

chordal .melody appear belov. In the first example three contrapuntal parts 

melt into one series of parallel triads, which then accompanies a free . • ' 

line in another part. I.n the second illustration the subject is t~ckened 

to three part chords, causing it to appear in three voices simultaneously. 

Riegger then answers these three part chords by three others at a minor 

sixth above, producing an incipi~nt two-part coU11terpoint Yi.th each line 

thickened to compound chords. 
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Example 78 

a. Vaughan-Williams, Symphony No1 6 

--------·- --- I !.--- ---- -·-------· 

b. Riegger, ~ 

~orl'l5 

=-==----=-----------· -····-·----··-·-···---··-·-··---. 
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One, then, can make the following observations concerning the 

contemporary composer's use of contrapuntal devices: 

l. Augmentation,. diminution, and inversion 
are. still common.' . • • 

2. Retrogressian' is rarely used .• 
3 • . invertible counterpoint is not· as ~-· 

portant as it was 'before·tbe twe~tieth 
century. • 

4. Traditional kinds of canons are fre­
quently used. 

The specific contributions of contemporary composers may be 

summarized as follows: 

1.. There is a greater use of large stretti. 
2. There is a greater use of duplex and 

triplex canons. 
3. The:,:e : is a greater use o~ such homo­

phonic- devices as cbordal ostinatf, 
melodies thickened at various inter­
vals,· and melodies thickened to.chords. 
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E. The Elcposition 

Af'ter a rudimentary development in Ara Antigua, imitation found a 

fuller realization in the caccia and re~ated forms, in Ara Nova. However, 

o~e -problem prevailed: the caocia was entirely canonic atd too striot in 
\ 

its use of imitatian. Instead of strict canon throughout, the composers of 

the fifteenth century relied upon the "point of imitation" technique. The .. 

technique consisted of leading a number of different themes (puncti) through 

successive or over-lapping i.n).it~ti'V$. entrances. 'These entrances not only 

rendered the "point" more recognizable, but also had the effect of creating 

a greater thematic bond between the parts. From this device' developed 

the imitative fugal exposition. In its primal state the imitative exposi­

tion was merely_ another device which might be used to any necessary extent 

within the composition. 

In the Baroque period, however, the exposition took on a new function. 

From a device vi.thin the composition or a nianne1!,;y_of developing an idea, 

it.evolved.into the initial section of a larger, and more· inclusive, form. 

With the advent of full transposability and the development .of major-minor 

tonality, the dimensions of fugue expanded to include not only the initial 

entrances of the point, but also its subsequent development. Harm~ny, 

characterized by the tonic-subdominant-dominant relationship, -was the un­

ifying factor. As the importance of subject development increased, 

composers reduced the exposition to an incipience. It still might be 

mentioned, however, that while the exposition performed an introductory 

function, it still remains one of the most characteristic and necessary 

attributes of fugue. 

Most Baroque fugues are in three or four voices. In the first vol­

ume of Bach's Well Tempered-Clavier, for instance, there are eleven fugues 
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in three parts, ten in four parts, two in five parts, and one in two parts. 

Casting the fugues in three or four parts permits the themes to maintain a 

clear linear logic without sacrificing any harmonic intent. Dickinson says, 

"The stretch of ten fingers malces threi3 1voices 1 the most cerivenient for 

a t~u• keyboard style, four practicabl~, and f'ive exeeptionable; the feet 

can add one real pax-t.n61 Ftlx~~rpurg,63 and Albrecht~berger 64 also rec­

ommend three and four part fugues· as a norm; while ~adre Martini, a notable 

exoeption, systematically discusses fugue in two to eight parts. 65 

Fugues in the twentieth century display some noteworthy departures· 

from those in the Baroque era. First, there is no obligation that the fugue, 

be renderable in open score; notes may be freely added. to reenforoe a 

part or to clarify a harmony-. Fugues for keyboard, quartet, and quintet 

are usually written for· a fixed number of voices, the norm being four; 

while hgu.es for orchestra, or similar large combinations, are us1,mlly. free 

in. their .nwnber of' parts. In some cases it is <UfficuJ.t to establish the 

actual number of parts because of the use of' fillers, harmonic acc~mpani- , 

ment, or chordal melodies. 

While ther$ has been extensive discussion concerning the manner in 

which voices should. enter, practice confirms set rules either in the 

traditional ctr contemporary periods. Dickinson supports this observation 

61 Dickinson, Bach's Fugal Works, p. 169 

62 Mann, Fugue, Part II, Chapter 1 

63 ~., Part II, Chapter 2 

64 Ibid., Part II, Chapter 3 

65 ~., Part II, Chapter 4 
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men he says, "Bach's preferences yield some interes1;ing trends" in 

reference to the order of entries in Bach's fugu.es. 66 

There no longer seems to be a necessity to pair inner and outer voices. 

There is a tendency, however; for the final entry to appear in either the 

bass or the soprano •. The initia; statement of the subject in many :ex~ 

positions begins. in an imier voice and subsequent entries work toward the 

extremities. In some orchestral fugues, such as Brittens'ts Young Person's 

Guide to the Orchestra and Schuman's Third S:vmphon.y. the order of entranoes 

seems to be based upon timbre and volume. In these fugues the initial 

statements of tb~ subject are sung by soft woodm.nds or horns, fallowed 

by a gradual increase of volpe leading to final entrances sung by 

trumpets and trombones. 

The composers of the Baroque and Classic periods almost invariable used 

a tonic-dominant pitch sch_eme for the entrances of the subject in the ex­

position. Beethoven modified this principle to include three,. or even four, 

different pitches. Using Beethoven as. their model,composers of the twentieth" 

century use_ a variety of pitch schemes, some of which are inspired by-cer­

tain intervallic relations_ in the subject itself, and serve as another 

unifying element in the exposttion. ill contemporary pitch schemes fall 

into one of the three foUowing classifications: those in which tvo.pitohes 

alternate; those in which at least one pitch is repeated; and those. in which 

no pitches.are repeated. 

Stravinsky seems to favor the first scheme. Fer instance, in his 

Symphony of Psalms the entrances of the first subject are on C-G-C-G, 

66 Dickinson,· op. cit., P• 169 
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and the second subjec.t on Eb-Bb-Eb-Bb. In his ~ they are on C#-G#­

C#-G#, and in his Mass they are on F.-B-E-B. The only deviation from this 

pattern occurs in his Concerto for Two Solo Pianos, where the entrances 

are on D-G-D-A. 

The two alternating pitches in the fir.st class. are usually tonic and 

dominant; this is especially true in fwr voice .fugues. In three voice 

f'ugue·s, or expositions with· three entries, there is a tendency for first 

and third entries to be on the same pitch and the second to be either in 

third, fourth, or fifth relationship with the other two. For instance, 

Hindemith in his Ludis Tonalis, uses the following relationships. 

A. Third R~lation 

Fuga tertia in F 
Fuga quarta in A 

B. Fourth· Relation (Incipient d~nt-
tonie) 

Fuga prima in C ( G-C~) 
Fuga quints in E (D-G-D) 
Fuga sexta in Eb • (Bb-Eb-Bb) 
Fuga duodecima in F#(C#-F#-C#) 

G. Fifth Relation (tonic-deminant) 

Fuga septima in Ab 
Fuga oetava in D 
Fuga nona in Bb 
Fuga decima in Db 

D. Mixed Relation 

(Ab-Eb-Ab) 
(D-A-D) 
(Bb-F-Bb) 
(Db-Ab-Db) 

Fuga secunda in G ( G-C~D-C-G) 

The second classification, where.only one pitch is repeated, is 

the largest of the three., The repetition may ~ither be immediate or 

at the end of the exposition • 

.. 

THlS ITEM DOES NOT CIRCULATE 
UNtVERSITY OF THE ARTS LIBRARY 
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A. Immediate Repetition 

Harris, Third Stri artet 
Berg, Wozzeck First Subject} 
Walton, Symph<i>ny 

(D-D-Bb-G} 
(F#-F#-F:o-G} 
(Bb-Bb-G-A) 

B. ~epetition and End of. Exposition • 

Harris, String Quartet·No 1 3 
Fugues 2 and 3 

Hindemith, Quartet in Eb 
Schuman, SYJDphon,y No .. 4 
Milbaud., Le Creation du Monda 

(D-G-A""'D} 
(D-A'-G#-C-D} 
(C~Bb-C) 
(D-E-A-D) 

The pitches in the -final group usualiy display same· symmetrical 

intervallic arrangement or possess some thematic importance. 

A. Symmetrical arrangements 

Schuman, Symphony No. 3 •• (Bb-B-C-Db-D-Eb-E) 
Foss, A Parable of Death67 (sub. 1} (A.b-C-E-Ab) 

(Sub. 2) (F-A-C#-F) 
Bart<i>k, Sonata fer Two .Pianos and (D~A-E-B) 

. Percussion • . . 
Villa-:-Lob0s, Bachianas Brasileiras No.l(P-G-C-F) 
Riegger, ~- - • • . . (D#-C#-B) _ 
Bartok, Mlisic for Strings, Percussion, (See Section H) 

Celesta • 

B. With thematic importance 

Hindemith, Sonata in C 
Berg, Wozzeck 

(Sub.2) 
(Sub.2) 
(Sub.3} 

Barber, Second Essay for Orchestra 
Piston, Prelude and Fugue 
Szymanowski, Quartet Op. 56 

(E-G#-C#) 
(D-F#-E) 
(D#-A,;_E) 
(F#-A-Eb-C) 
(Bb-D-G-Bb) 
(A-E-G-D) 

The increase of variety in pitch relationships has not been accompanied 

by a similar increase in variety of time intervals. Subsequent entrances 

of the subject tend to be in the same portion of the bar as the i~tial 

entrance, i.e., subjects which begin on a do-wn beat are usually answered on 

a dO\lnbeat and vice versa. Subjects sometimes beginning on a primiary accent 

":' of the bar are answered on a secondary accent, such as the first and third 

67 The fugato in this ~ork shows the subjects in symmetrical arrangements 
of ascending major thirds (or broken augmented-triads}. 
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beats in common time. An example of this device appears in Riegger 1s 

Canon and Fugue for Strings. 

Imitation per arsin et thes1n 68 is also rare but by no means non-
. . 

existent •. A clear illustratioJ)..'Of' this type of imitation occurs in 

Stravinsky's Concerto for Two Solo Pianos_~ is· quoted belaw.· Another 

illustration. occurs in Ingoii' Dahl~s Ml.sic far Brasses_. 

Example 79 

Stravinslcy, Coneerto tar Twe Solo Pianos 

Aws ...... 

I f • w- • --;;,-J• 

f f>,Ja-1 IJ",,,f.,,,,i-, "t,,I) 

' V 

It is· more common for the.subject· to enter in different portions 

of the bar with little change in the accent pattern._ Hindemith uses this 

deviee in his cantata When Lilacs Last in the Door-Yard Bloom1d, fuga . -

octava of the Ludis Tonalis, and Quartet in Eb. In the latter :work the 

subject begins on an al:18.crusis. The :first axxl fourth entrarices:.,are 

anacrusis t.o the first beat, the second and fifth to the third beat, and 

the third to the second beat. 

68 For a discussion of this device see Prout, Double Counterpoint 
and Canon, Po 136 
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Contemporary fugues, like their Baroque and Classical predecessors, 

frequently contain redundant entries of the subject. In a redundant 

entry one of the voices sings the subject twice, causing the exposition 

· to contain mor.e entries of the sub3.ect than a<;tual voices._ If the number 

of r_edundant enti"ies should eJi;c.eed J!lere than half the total number of 

voices, it is customary to use the term: "coW!lterexposition" • In many cases 

I found it cenfusing to separate redundant entries from middle entries 

because of the difficulty of determining the actual number of voices. 

The use of codettas between successive entrances sometimes added to this 

difficulty. 

An apparant· redundant entry appears in Hindemith's Sonata in ©. 

In the exposition of this fugue there_ are five entrances of _the subject _ 
.-• 

in, wat purports to be, a four voice .fugue. other illustrations may 

be found in Bl~h•s Concerto Grosso, Bartok 1s String Quartet No. 51 

Schumani~ String Quartet No. 31 and Hindenrl.th•s Ludis Tonalis (fuga 

secunda) and String Quartet in Eb. The use of an exposition and counter-
• . . -

t3xposition may be found in Ingolf Dahl's Ml.sic for Brasses, which contains 

nine entries of the subject in a five voice fugue. 

The subject usually is stated alone in most contemporary fugues, 

especially if the fugue is an entire movement in itself. The second sub­

jects of double fugues, and the subjects of ~ugues which occur in the middle 

of movements soiootimes appear with accompaniment. Two typical illustrations 

appear below.- In the first, a free voice accompanies the initial· entrance 

of the subject, and in the second the initial entrance of the subject 

is accompanied by a harmonic passage. 



j ,. 
! 
' i, 

147 

Example 80 

a. Piston, Concerto for Orchestra 

b. Hinclemith, When Lilacs Last in the ·Door-Yard Blaom.1d 

1 r 2.7 

' .- I ,vs, ' 

I 

' 

A pedal point, or pedal-like device, may also accompany the initial 

entrance of the subject.. In Stravinsky's ~, for instance, the trom­

bones play an or,natn8nted pedal figure under the exposition. The same 

device appears in the initial statements of the subjects in Hindemitb1s 

Symphonic Metamorphosis, Bartok 1s String Quartet No. 51 arid Stravinsky's 

Concerto for Two Solo Pianos. 

The subject may also appear c:ryer an ostin.ato or ground motive. 

Copland uses an ostinato, consisting of a broken minor triad, in the 
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exposition of the fugue in bis Symphony No. 1. Milhaud uses a similar 

device in the fugue in his Le Creation du Monda, The ostinato here consists 

of a quasi-harmonic fragment repeated by the piano. 

Example81 

a. Copland, SYW;>hon,y No. J. 

--~--- ·--------·-

-· ·-----··· ----

b •. Milhaud, Le Creation du Mende 
' 

~- -- ---- ~ " # L -, . -, , " ~ , ,I ., , 
I 

w 

( ~~ ~~~- I 1~ ~~c:: - ::;~ .1f,.' 
' 

T I ... 
· SvB, 

4- ~+ -
...t - . 

' 

• -~·- -···--····-········· ···--------·---··--·····-··-····-·--···•··--·-···· ..... -··-·--···---·········-··---------·•' --····---··-•···----------------1 

Accompanied subjects are differentiated from double, or duplex 

subjects, in that duplex subjects generally develop both lines throughout 

ftit\ the exposition, while accompanied subjects develop with a decided emphasis . 
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on only one of the lines. Duplex subjects generally display the same kind 

of intervallie relationships as exists between the subjects of double and 

triple fugues. An interesting example of the duplex subject appears in 

tnkas Foss• A Parable of !Beath, aru,. is st~ted below.·· ThE3 ilt?s and teners 

si~ the double subje~t., One part is a slowly des~ending chroma.tie line; 
. . .. 

the other is more animated, ard contains a greater number of distinct 

motivic elements. Both parts are doubled in the orchestra (omitted in 

' t?,e illustration) , whose basQ lends a punctuating accom:panilJW:lnt; reminis-, 

cent of Stravinsky's "added-note bass" technique. 

~J.e 82 

Foss, A Parable of Death 

I\ 

• 

'T 
V 

+ .... 11• 
I I _j - • i L V. i.--

Examples of duplex subjects can be found in Gardner Read 1 s Passacaglia 

and Fugue 1n· D Minor, Bartok•·s String Quartet No. J, Schuman• s Symphony for 

Strings, and Stravinsk,v 1s ~. 

An unusual type of subject, whieh is neither simple nor duplex, appears 

in Tippett•s S:ymphon.y No9 l •. This subject begins in unison, but immediate-• 

l 
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ly splits into two-part trills. In bar four the trills separate into 

two fragments in contrary motion and continue in unison after arriving 

on an E natural-: This subject ws the only one of its k:ind encountered. 

Example,83 

Tippett, §,;vmphGp..y No, l 

fl .. _ ... 

The real, rather than the tonal, answer, seems to be the rule in 

twentieth-century fugues., Former composers never meant the tonal answer 

to be another version of the 'Subject, but rather to insure a certain type 

of melodic ~r harmonic iogic. For instance, composers used the tonal 

answer when the ·subject modulated .to the domip.ant, so that the third 

entrance of the subject occurred in the tonic key rather than one another 

fifth higher. Composers also used the tonal answer when the dominant 

tone or the leading tone appeared near the beginning or end of the subj(;lct; 

or, when the subject began with a tonic-dominant skip. Thus these composers 

divided the scaie into two complimentary portions consisting of a perfect 

fifth and fourth, rather -than· two symmetrical halves, and each portion 

answered the other. The principles of melody which governed the use of 

the tonal answer are no longer operative today, causing little necessity 

for it's use; but in spite of this, the tonal answer is not totally 

absent in contemporary fugues. Bloch, for instance, uses the tonal 
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answer in his Concerto Grosso, and Shostakovich also answers an opening 

fifth with a fourth in Fugue 14 of his 24 Preludes and Fugues for Piano. 

In some contemporary cases it might be nore prudent to use the term 

"altered·", :ratJl,er thali~~tonal", a~wet''. silic.e" the alteration does not seem 

to be motivat~ by p~:tilciples which tr~ticinallj" ,leci to the· appearance 

of a ~oJ'ial answel"• .For instance, in Britten's Variations on a Theme by Frank 

• Bridge, the answei" is reai, but contracted. Vaughan-Williams alte~~ the 

answer and .other entrances. ·of tbe subject in the· fugue of his Symphon.v 

No. 6, and Stravinsky also reythmically alters the second am .fourth en­

tra!IOes of the ~ubjects in his Concerto for Two Solo Pian88. 
~ • • 

Example 84 

a. Vaughan-Williams, Symphony No1 6 

- - --'--~'----·----~------·-,-,--~------------------·-----·-·----·---- ----·----------------·--- ------------. 
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b. Stravinsky, Concerto for Two Solo Pianos 

;. 

• -

+ 

The answer. frequently appears in stretto with_ the subject •. Hindemith 

uses this device _mare than most -other c~ntemporary composers, and a 

charaot&ristio example-from his Ludis_Tonalis appears below:.: 

J!:xample 85 

Hindemith, Ludis Tonalis, (fuga duodecima) 

. --........ -·--·---------i 
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While ansvers in inversion, augmentation, and diminution are almost 

nonexistent, it is not uncommon to find some of these devices applied 

to the remaining voices in the exposition. Likewise stretto ~ pi-ema­

ture en~anees .or the subject are mare cou.on to~d the end or the ex~, . 

position~ For instaMe, Berg places the third entry of the first su't>ject 

of the fugue in the exposition of Wozzeek i~ stretto ( See Example 32a). 

Notice the rhythmic variation in the second entry·. 

One _may find illustrations of expositions with one ~rt in inversion 
.. 

• in Piston I s Prelude and Fugue Fer Orchestra_. and Dahl's fusic. For Brasses 1 

and' a voice in augmentation appears in Schuman's String Quartet No1 31 

One of the most interest~ entrances I found. occurred.in the fourth 

entrance of Reigge:r 1s ~ and is quoted belw. Here the supject is 

thickened to three part compound chords, causing it to appear on three 

dif.ferent • pitches simul.ta:neously •. The other par:ts blend. into one lu!,rmon­

ic. idea, creating a kind of t-wo-part chordal counterpoint. 

Riegger, Non.et 
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Contemporary fugal expositions differ from their eighteenth and 

nineteenth century prototypes in their use of free parts, fillers, and 

added notes. Bartok accompanies the second, third, and fourth entries of . . 

the ~ with a free -voice in, his Co~erto .for Orche.stra. Stravinsq uses 

SQllle added notes i~ the' fou.:rth entry ~f -the fugue in his Octet, eaw.3ing 

the texture to be in six voices. Harris, . in his Prelude and Fugue for 
. . . •. . ... 

Strinfis, permits a voice to enter wit:h a free counterpoint, rather than 

with a statement of the subject. And Stravinsky (in the~) and F()SS 

(in A Parable 0f ·Death) use expositions in which a subject begins in one 

part am ends in another. 

Like the use of the tonal answer, the role of the countersubjeet 

has under.gone some modification. According to traditional rules the 
. . . . . . 

countersubjeet should be written in double counterpoint 'With the subject, 

and should generally appear with the. subject in successive mi~e entries. 

The function of the oountersubject was, first, to offer. a memorable line 
. . . 

which c0ul.d be u1;1ed as a sourc~ of episodic material, and second, to 

introduce a theme of secondary importance which could be developed along 

with the subject or other eountersubjeets in multiple cCI\Ulterpoint. 

Fux, for instance, justified the. study of double counterpoint on_ the -

necessity of constructing a oountersubject which could appear above ar 

b~low the subj~ot~ 69 .Since development based upon multiple counterpoint 
.. 

is not nearly as important as it once used to be one finds a diminishing 

69' Mann, Fugue, Josephus asks_ in referenee to double counterpoint, 
"I am amazed at this d~viee of counterpoint, and I am most anxious to learn 
how it is applied." Aloysius answers, "I shall 't.t;1:ke up the theme of the 
first fugue, in the first mode, and, ~ombining it with a countersubjeot, 
shall show you how this can be carried through the entire fugue •.••• The 
CP\lnteraubjects used at times in the outer voices, an~ at times in an inner 
voice, always answering the principle subject at the octave and always 
producing a new harmonic sound through the inversion," PP• 112-ll3 
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use of the countersubject in the role of accompaniment to the subject. 

The countersubject is frequently used only in the exposition, as 

in Bartok 1 s Piano Concerto No. 3. and Stravinsky's ~ and Symphony 

of .Psalms.· It fr.equently_ develops· l!lp:tives found in the_ su~jeot -(very 

oft~n the latter portion), •. and may i~ turn, generate matives which become · 

important in cod([3ttas and episodes. This principle may be seal'.). in ~he • 

countersubjeot~ in Pis'ton 1s ~elude and Fllgue For Orchestra and Concerto 

For Orchestra, Stravinsky's !1!fil! and Concerto For Two Solo Pianos, and 

Honegger• s Prelude, Fugue and Postlude,· to mention but a few. 

It is still common to use a codetta after· the subject or answer. 

The f~tio~ of th~ codetta .after the su.bjeot is to permit a .smooth 
. . . . 

connecti;on to the ~ounte:rpoint accompanying the answer. The c.odetta per-

mi ts the subject to maintain mo]!l8ntum, and fills the space between the 

answer. ·•. In :tllis manner t~e answer begins on the same 
.. 

as_the. subject. $ometimes the codetta is as EihO?'.t as.one 

not~, while at other times it' consists of several notes. • 

The oodetta after the answer .is still rather comm.on, even though it 

no long~r performs the same.function it once did. Besides being a relief 

from subject material, the codetta suggested material for .future episodes. 

It also permitted a smoother modulation back to the tonic key for the third 

entrance of the subject, even though this latter function is negligible 

in twentieth-century fugues. -It seems, however, that many composers con-
. . 

sider it a .characteristic feature 9f the exposition and still use it to 

suggest material _for future episodic developments. A codetta may also 

appear after the third, or subsequent, entries.· In Riegger 1s Nonet, for 

instance, a coda occurs after each statement of the subject, making it 
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difficult to determine where the exposition actually ends. The cod.ettas 

in the exposition are usually based upon ideas inherent in the subject, 

and are i-requent1y imita-tive or. se'l:ue.ntial, er beth. A typical illustrat:Lon, 

from Riegger.!,s Non;t, appears below. 

~le 87_ 

Riegger, Nonet 

·--· .......... -·····--···················· ·-·-··---··-·-· -----

AnQther type of d~velopment oceurs as the subject is led through 

its exposition which consists of manufacturing new shapes and cotmterpoint 

from basic ideas appearing in the subject. This inner development creates 

·a formal unity which is .or greater structural importance than the formal 

unity created by th9 balance of sections. Ii begins in the subject ~t-

self and continues in the creation of each new shape. A clear illustration 
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of thematic development appears in the exposition of Britten's~ 

Person's Guide to the Orchestra (Example 88). The subject of the fugue 

consists of three basic elements; a bro~n triad (emptied or filled); 

. tr.iads in secpl'ld :i;-e,la,tions; and: co~~~ary motion (inversion),, w];li.Qh, permits . . . . . ,., . . _,' . . .. . . . 

the triads to.unfold either.up .er.don. One.may see the influence of 

these· ideas on the creation of accompanying counterpoints in the fo'lll'.th. 

entrance er the subject. The piccola part, for instance~ e0ntains filled 

in triads and thirds in second relationship, and inversion. Britten 

creates the counterpoints in the flutes and.oboes in a similar manner. 

The short appoggiatura in. the oboe part is no mere embellishment, but 

of considerable strnctui-al impartanee, and Britten's choice of phrasing _, 
. . . 
is no longer arbitrary in the Ught of thematic content of the passage 

but rather it pWlctuatea and capitalizes upon, certain motivic relations. 

All contribute to a clear presentation of certain stroctural idea.a,, 

creating farmal relations or a most sophisticated nature. These shapes 

suggest new po~sibilities of harmOlll.ic and eantr~puntal development~ 

~ft!. 
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Example 88 

Britten, Young Person's Guide to the Orchestra 
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A similar process may be seen in Riegger•s Woodwind Quintet, even 

though in a different style and more dissonant texture •. Notice how Riegger 

develops the shape ·or accompanying counterpoints and· contrapuntal inter-
. . . 

vals from ideas inJJ.erent in tQe. subject. 

~ie 89 

Riegger, Woodwind Qaj.J:ltet 
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And a final illustration of this kind of organizatien is taken from 

Stravinsky's~~ The duplex subject of this f'ugue and its analysis 

appear in Example 90. Stravinsky's _intervallic ideas may be best seen 

by an examinati_on of the melodic step progression of each of the lines. 

Notice that each counterpoint actually consists of two lines appearing 

in different registers. These lines are essentially chromatic,·. and are 

THIS ITEM DOES NOT CIRCULATE 
UN'lVERSITY OF THE ARTS LIBRARY 

-

,_ , 
-

- .J:I 

-
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based upon the expansion and contraction of sixths (inverted thirds) 

with major-minor implications (A-C and A-C#). The lower step progression 

of. the subject corroborates these relations and causes the major-minor 

relation to appear 011, the harmonic, as well as contrapuntal, plane. 

Example Ci)() 

,I 

I , 

I -
"\ 

Stravinsky; ~ 

- .......... 

I I I I ~ 

1 

t 
I I 

-- . 

--------------·---------------- ---·. 

To-see hov these structQr.al-ideas affect the shape of accompanying 

counterpoints, -w turn to the third entrance of the subject. Notioe that 

the lo-war line of the subject has been abandoned in fa~or of a new accom­

panying counterpoint. Also notice the influence of the chromatic step • 

progression upon the shape of each line. The principle of chromatically 

expanding and contracting third makes itself more evident.in the harmonic 

-

-
·I. 
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reduction \Thich appears below the quotation. 

Example 91 

Stravinsky, ~ 

• 
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One, then, can make the following observations concerning the 

characteristics and function of the exposition in contemporary fugues: 

1. It still us:ually pe;r-fQrms an introductory function 
within a J,,arg~r formal design. 

2._ Ther:e is b,.cf significant pattern gc:mirning -the order 
of elltrieih •· - - -- -

3. Enttieis tend to begin on 'the same portion of the_· 
measure. - -.-

4. Redundant entries and counter-exposition are common. 
5. The subject may b'e duplex. - • • . 
6. The answer is usually real, it may be in stretto or 

inversion, but rarely appears in augmentation~ 
diminution, retrogression, or mirror inversion. 

7. The countersubject 1s main fu.ncti0n is to accompaey­
the subject in the exposition, and to transform 
motives appearing in the Sllbject into,new shapes 
ror further develop~nt. 

8. The aodetta maintains momentum,. fills in·the space 
~tween entrances of the subject, and also:devel-· 
ops motives int0 new surface shapes. • 

9. Aceompa~i;ng counterpoints grow otit of basic struc­
ural ideas, and sometj,Jnes cause a considerable 
amount of thematic develop'.lllent before the exposition 
is completed. • 

• -Specifi~ cor;i.tril:>utions Jl!&de by contemporary composers may be sWJi-, 

marized as follows: 

l. The exposition no longer needs to be composed for 
a fixed. number of voices. 

2. Pitch schemes are based upon a variety of inter­
vallic arrangements, many of which are structural~y 
related.. to the main thematic ideas. 

3. The· subject is sometimes accompanied by a free 
counterpoint, ostinato, or pedal point. 

4. The entire exposition is sometimes accompanied by 
fillers or added parts. • 
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Middle Entries 

The number of middle entries is determined somewhat by the nature 

of the subject. Certain subjects permit a more exhaustive treatment of 

themselves and produce fugues. with a relat1vel.y large number of middle 

entries; whil.e other subjects generate important episodic material, o_ausing 

a reduction in the number 0£ middle entries and I:ncreasing the number ar 

size o£ episodes. The subjeo~entered fugue is usually richer in the 

nUillber of middle entries as 'W9ll as the number of entrances in each of 

the middle entries. The function of the fugue may also influence th~ 

number of middle entries; i.e., fugues 'Which are parts of movelD3nts, or 

function as developments, nsually'·contain fe-wer middle entries and episodes 

than fugues which are independent movements. 

Middle entries differ fran the initial exposition in several respeets. 

First, not all voices need enter with a statement of the subject; second, 
,;--• 

the pi to hes of middle entries are usually di£ferent from those of the ex- • 

position and third, middle entries, use certain contrapuntal devices which 

rarely appear in the initial exposition. 

Oldroyd suggests that two middle entries be used in examination fugues. 

In referring to the first episode he suggests, "It is obvious that a treat­

ment in this new key, equal to a full exposition, is not called for; 

balance of tonality and length of fugue have to be borne in mind. In some 

three-part fugues of reasonable length by Bach, one entry of the theme 

sufficed at this stage." 70 In most contemporary fugues the first middl~ 

entry usually sets the pattern of development, and the subject frequently 

appears in but one or two statements. Composers then add more involved 

70 Oldroyd, The Technique and Spirit of Fugue, p. 24 
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and esoteric contrapuntal devices as the fugue progresses. 

Like earlier fugues contemporary fugues tend to avoid stating the 

subject from the pitches. used in the expos~tion in mid~e entries, 

There ·ar~ occasio~~, .hi:)wever~-when·tbispri~ciplei.$.not adllered to both 

in ~arOCJ.ue and contemporary fugues·. ?l In the Baroqu~ and Classical 

pericids middle entries ~ually·appeared in related keys and ultimately 
'• .. '• • 

led to final entries in the tonic key. In refe.rence to Bach, Dickinson 

says, "Key d.ontrast is rarely exploited for its own sake. Indeed the 

positive rut within which key development normally moves in these 150 

fugues is at first disconcerting. ·Fresh planes of expression are not the 

concern of fugue as Bach practiced it~ • • • In Bach,to':18.1ity is for ~e, • 

not fugue for tonality.n 72 While it is true that vari~ty in pi~h schemes 

was not nearly as extensive i?l the Baroque era as it is today, it seems 

that Dickinson has minimized the r,ole .or k~y relation in creating an 

architectonic form. For instance, the concentration on the interval of 

the fourth :in the subject of·the first fugue in the Well Tempered Cl~vier­

(Vol. I) seems to have a considerable influence on the modulatory plan 

of the fugue.- - -~ 

Today the pitches of middle entries are frequently generated by 

intervallic relations appearing in the exposition, or in the subject it­

self, an example being the pitch scheme used by Milhaud in his String. 

Trio, No. 1. }Jere many of the intervallio relations used in middle and 

closing entries may be traced back to those appearing in the e:xposi tion. 

71 ~-, p. 24 

72 Dickinson, Bach's Fugal Works, PP• 174-175 
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Exposition 1st Episode 1st M.E. 2nd M.E. 3rd M.E. Final Entries 

B-G#-F G#-B-D G-Eb Eb-Ab B-B-B 

On occasions -the pitches of 81.l entries will fall into some symmetri-
. . . . . . 

cal pattern.. For , instance, ,in. f'uga t~rtia of his L~i_s Tonalis, Hindemith 

uses :the f'oll9Wbig Pitch scheme •ich emanates from :tM use of the retro-. . . . . .. ... . .. . . . 

,~ession of the subject in the final portian of the fugue• 

Exposition 1st M.E. • 2nd M.E. Final-Entries 

E-A A-E F-D-F 

Midd1e entries display a large and varied nwnber of contrapuntal . . . . . ' . . 
devices and procedures. Some are related to each ·other thr<>ugh the use of' 

ever-inoreasing and.more cemplex contrapuntal devices. Most midd1e entries 

fall.into one of the following classifications: 

l. Subject mer~ly stated alone 
2. Subject combined with episodic material 
,3,. The recurl!anee of a pre:vious middle entry 

with added contrapuntal complexity 
4. -Subject in another form (inversion, aug­

mentation, etc.) 
5. Subject invoived in double or triple 

counterpoint. 
6. Subj-act combined with other themes, or 

with other subjects in double and triple 
fugue .• 

7. Subject in canon or stretto 
8. Subject altered 

The subject is frequently stated alone, and no illustrations need 

be quoted. . This kiDd of midd1e. entry usually appears toward the begin­

ning of the fugue. Less common, but still very- prevalent, is the 

combination of the subject with previously stated episodic material, and 

{!· illustrations appear in Honegger•s Prelude, Fugue and Po~tlude, Piston's 
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Prelude and Fugue, and Barber's Piano Sonata. 

A typical illustration of a middle entry returning with its content 

intensified is quoted below and comes from the thirteenth fugue of 

Shos'tiakQVieh1s 24 Preludes and Fugues. ~ e:xa!nple 92a __ the sui,.j~t of 

the fugue appears in the bass with the di.minution of the subjeot above. 

A tenor part then enters wi ~h the subject in wide stretto~ Example 92b 

contains the next middle entry, 'Which contains the same passage in 

double counterpoint at the octave; to this, however, Shostakovich adds 

a bass line and another inner part which doubles the subject at the 

sixth below. 
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Example 92 

Shostakovich, 24 Preludes and Fugues, Fugue 13 
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The appearance of the subject in other forms or in invert;i.ble count­

erpoint is connnon in the _fugues of all periods. ·A notable example of 

the combination of the fugue subject with other important themes occurs 

in Britten's Young Person•s Guide to the Orchestra, when Britten u1timately 

com~ines the fugue subject with Purcell's theme. T~e same device is 

used by Harris in his Symphony No. 3 (beginning on page 76 of the Schirmer 

.... ·-
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Study Score). Illustrations of the combin<ltion of tw9 or three subjects 

may be found in virtually every double or triple fugue. 

Composers frequently place the subject in canon in middle entries, and 
. . . . 

_ ~ -:µ~u.str~ti(;).ns were. f.o~. which . inv.olved .a, variety o'f: pi teh and ~~e 
·, °( ' • ' " ' ' ' ' ' ' . 

-· ·-: ' . . • ·.- - ··:- . .' • .· -; . ' . '; • . ' ... 
• interv:als. I al~o found s_eyeral illustrations- of subject alteration in 
,middle entries. • The most simple kind of alteratian appears in Example.. 93& 

ed involves nothing mor~ than a few changes in pitch.· The alterations 

in Example 93b are more extensive, and the alterations in Example 93c 

show the influ ence p e po m of serial prinoi ls u: n otive variation •· 

Exampl~ 93 

a. Honegger, Prelude, Fugue and Postlude 
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b. Persichetti, Piano Sonata No. 4 

,· i .. 

0 i , 
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The devices used in the middle entries are affected by the function. 

of the fugue; i.e., whether it is a self contained movement, development • 

within a movement, or fugal recapitulation. Fugues which function as 

. devel<JP.ments • tend te end in some kind or. transiti_o~l pass~ge. Sometimes 

the last few middle entries display some of the chara¢ter:i.stics:of 

cJ.osing entries; more commonly, however, they just appear to be usua1 ·, 

middle entries i'olli>wed by a .liquidational passage or transition~ 

This is also true of pieces such as preludes and fugues, introduetions 

and fugues, canons and fugues, etc. In such forms the last few entries 

do not lead to a quick and decisive close, but rather recapitulate 

earlier material.-
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One, then, can make the following observations concerning the 

contemporary composer's use of middle entries: 

1. Fugues which are a development section 
or part of a movement usually contain 
a fewr number of middle entries. 

2. The devices used in middle entries 
tend to move from the relatively sim­
ple to the complex • 

.3. The subject frequently appears 1n aug­
mentation, diminution, inversion, canon, 
or, less frequently, in retrogression. 

The specific contributions made by contemporary composers may be 

summarized as follows: 

1. The pitohes of middle entries are 
frequently governed by intervallic 
relations suggested in the subject ar 
exposition. 

2. The pitches of middle entries fre­
quently fall into some symmetrical 
interval. pattern. 
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Closing Entries 

UNIVERSITY OF THE ARTS 
LIBRARIES 

Contemporary canposers use closing entries in fugues which are either 

moveim3nts in themselves, or are the conoluding portion at' a IDPvement. 

They. usually eeour upon pitch$s used in the e:xpesition and contain devices 

as.stretti, pedal points, subject treated holitophonically, combinations 

of the subject v.l.th other subjects in double or triple fligue, or the com­

bination of the suJ;,ject v.l.th themes from other sections. On oocasion the 

fugue may end 'With an elaborate c~da, combining both subject and episodic 

material. 

The use of stretto has been long associat~d with closing entries, 

and in such entries one is likely to find canons. in contrary motion, aug­

mentation, different pitch, or different time intervals. A characteristic 

illustration appears beiow and is from the final set of entries or the· 
' ' ' 

. ' ' 

.fugue in Milhaud•·s String Trio No. ;t;. The subject first .appears in canan 

on the pitches B, G#, and F, and at one bar 1s distance. In the seceind 

canon t.he pitch.distance is changed to B, B, and B; aJrl the. time interval 

from one bar to one beat, and a beat-and-a-half, respectively. The final 

entrance,- in the cello,.finds the subject in augmentation. 
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Example 94 

Milhaud., String Trio No, 1 

.&,.,.!. .. 

-

... .. 

The use of pedal points in closing entries was common in the Baroque 

period, and still is common today. The pedal point usually appears in 

the bass, or more rarely, in the tenor or an upper part. 
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Example 95 

i 
i, 
I 
I 
I 
I 
I 

I 

Hindemith, Ludis Tonalis 

' 
1 

I •• 
- ,. 
I 
r .. --·-··--·---·······-··· -_____ .. ·-----·---- ··------·---~-----' ---···-· ·-·--····-····-

It· is aiso common to find t~ subject either harmonized or st~t.ed 

with harmonic accompaniment. Both of these devices may cletirly be seen • 

in the closing two entries of the subject in Vaughan-Williams' Prel~de and 
. . 

• Fugue in C Minor• First the subject appears with harmonic accompaniment in . . . -~ . 

the upper_ parts and an ornamented pedal figure in the bass. In the final 
' . 

entry the subject appears in harmony, and is accompanied by another har­

monic line and a dominant pedal point. 
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Example 96 

Vaughan-Williams, Prelude and Fugue in C Minor 
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In double and triple fugues, or fugues which serve a recapitulatory 

funetion, the :f'inal entries usually consist of various combinations of 

. 

the individual. subjects. Sometimes the_se subjects are merely stated to­

gether_, as in Harris' Prelude am Fugue; or, more commonly-, they are 

combined in stretti,. in other :forlllS, c,r both. For instance, in the closing 

~ 
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portion of fuga quarta of the Ludis Tonalis, Hindemith combines the first 

am second subjects in their original version arrl in inversion, canon, and 

double c0unterpoint at various pitches. And in the closing entries of 

his Sonata in c ... for Violin aJ!Xil PiaJie,. he combines an augnsnted. version: . . . --·. .. . . 

of the_ first subject with the original. verEJion of the first alXl third 

subjects. The second subject then enters in a canon at the sixth below. 

This passage appears in Example 97b, arid is analized according to HindemitMs 

method. 
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Example 97 

a. Hindemith, Ludie Tonalis, fuga quarta 
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The closing entries of double and triple fugues sometimes combine 

their subjects in multiple counterpoint~ A notable example occurs at 

the end or fuga prima of the Ludis Tonal.is, where the last four entries . ~ ,• . . . 
conta~ all t~~!:I .. ~ubjeci;11 in ~ous • colilbina.14,on. of triple counter-. . . . . . .· . .. . . . . -· ·.· . . . 

point at the oct~v:~. The .iast entl"l". _in this group appears below. 

Example 98 

Hindemith, Ludis Tonalis, fuga prima 

___ .. __ --- .. _____ ··-------

l. 
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, . I -
l)r 

..,. 
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The final entries are frequently followed by a coda which may be 

of varying length. Sometimes these cGdas are the size or an episede, 

sometimes they are larger. Bach used this kind of close in the fugues in 

D major and F major or the first volume of the Well Tempered Clavier. .. . 

A typical contemporary illustration of this ·kind of close appears in the 

fugue in Szymanowski• s String Quartet, 9P. 56, . 

~ 

I 
---
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One, then, can make the following observations concerning the 

characteristics and function of closing entries in contemporary rugues: 

1. · eiosing entries are usuail.t from ·pitches 
.used.in the exposition. • 

2. Fttgues w!µ.ch function as a develop:nent. 
section ti the middle 0f a movement 
usually end in a tra)laition, rather 
than in closing entries. 

3. Closing entries frequently contain 
stretti or pedal points. 

4. Double and triple rugues usiially show 
their subjects combined in canon or 
invertible counterpoint. 

5. Contemporary composers more frequently 
use such homophonic devices as the har­
monization of the subject and the use 
of chordal melodies in the closing 
entries. 
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F. The Episode 

An episode is a passage in which the subject does not appear in its 

entirety. In the Baroque period it offered a relief from repeated en­

trallOes of the subject, and.also effeoted a smooth modulation from one . . . . . . . ' . . 

_key to· another •. The episode was generally in contrapuntal.style rather 

than in the style galant and was derived from material appearirig in the 

subject, countersubject, 0r the codetta after the answer. It was not 

necessary that the episode involve all the voices p·artieipating in the 

fugue; one part would sometimes rest and ·then en~er with a statement of the 

subject. The first episode_usually appeared inonediately after the exposi­

tion er counter-exposit;i..on; and oocs.sionally the codetta after the answer 

ws the length of an episode. 

The harmonic :function of the episode was to carry• entrances of the 

subject ·from key to key through smooth and convincing modulations. Stnae 

statements of the subject tended to remain in ope key, composers found it 

was necessary to intersperse modulatory passages between successive exposi- · 

tions of the subject. Generally the cadential arrival of the nev key 

coincided with,,the next statement of the subject, and composers constr~cted 

the episode so that it was easily interrupted by the next entrance of the 

subject. Oldroyd, in his primer.for classroom examinations in fugue, 

suggests that episodes be related to each other, that they be in inverti-

·ble counterpoint, that they be sequential and/or canonic, and that they 

be either in one continous unit (single pronged) or divisable into two 

73 sections (double pronged)•. 

'73 Oldroy<l, . The Technique and Spirit of Fugue 
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Bach used a variety of fugal plans which placed varying degrees or 

emphasis on the episode. In the first volume of the Well Tempered Clavier, 

for instance, the fugues in C minor, D major, Eb major,· and E minor 
. . 

contain, episodes which baianoe and separate varioµs middle entries or the 
. . . 

subject. The fugues in D# minor and E major centain fewer, but reiative-

ly longer episodes.· Bach oeca~ionallyus~d an episodic pass~ge to enA 

the fugue, as in the fugues in C# major and D minor; he also used the 

stretto type fugue whicb contained no episodes in his fugue in C major. 

Dicld.nson notes a revers.al or emphasis on the episodic-type or fugue in 

the second volume or the Well Tempered Clavier. He says, "As fugues accum­

ulated once more the thorough-going episodic type was favoured less, and 

the I subject• type more, the proportion being four to eight in each half' 

of the book, a direct reversal of previous trends. 1174 He also divides 

episodes into.the following classifications: 

l. extension of an entry 

2. sequential 

a. with a false entry of the subject-

b. upon a fresh contrapuntal figure 

c. on a chordal figure 

J. development of another episode 

4. development of the countersubject 

5. extemporaneous 

6. harmonically sequential leading to, 

or from, another entry. 

74 Dickinson, Bach's Fugal Works, p. 75 
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Thus Dickinson's classifications cover the style, harmonic nature, and 

material of the episodes, as well as their relation to each other. 

One of Beethoven's formal achievements was his ability to create 

hybrid forms which showed the characteristics of :relatively distinct and 

separate forms. In his Piano Sonata Op~ 111 he blends elements of the 

sonata·form with those of the theme and variations. He similarly com­

bines elements of the sonata form with the minuet (Op. 54), the fantasia 

(Op. 26), and the rondo,_ as in many of the closing movements of· his 
I 

sonatas and symphonies. He also treats the fugue in this unique fashion. 

The episodes in Beethoven's fugues tend to be longer than their Baroque 

counterparts, _and frequently contain extensive passages in a homophonic­

polyphonic style, as wll as an intensive motivic devel~ment and se­

quentia~ elaboration assooiated with the development secti~n of the sonata­

allegro form.· Two illustrations, from_his Piano Sonata, Op. 110, are 

quotea )>elow. The second, which is from the concluding section of the 

movement, ill~strates the subject in•a homophonic.setting. 

THIS HEM DOES NOi CIRCULATE 
U~lVERSITY OF THE ARTS LIBRARY 
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Example 99 

Beethoven, Sonata for Piano, Op, 110 (3rd mov~ment, fugue} 

------- ........... __ 
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The composers of the Romantic period added little in the nature of 

elaboration to the two basic types·or episodic treatment developed by 

Bach and Beethoven. Developments which occurred were harmonic in nature and 

were generally assooia.ted with the entire ro!Il8,ntic movement rather than 

with fugue alone. Liszt,· Schumann, and Mendelssohn used both types of 

. episodes, and Bra~ followed in the tradition of Beethoven by frequently 

. using the larger sonata-type episode .• 

The degree to which fugues are subject-centered or episodic varies 

in the twentieth century. Many contemporary fugues contain episodic passages 

which are of varying length and importance. In all, about one-third of 

the :fugues examined are subject-centered, _while the others display varying 

degrees of emphasis upon episodic development. Double and triple :fugues 

also tend to be subject-centered, rather. than episodic •. 

~he fugues in Bartok 1s :thsic for Strings; Percussion and G,elesta, 
. . . . . .· • • • • ~ • • • . • . 

Berg's Wozzeck, Britten's Young Persons Guide to the Orchestra.and 
... :.:. 

Variations 011 a Theme ~Y Frank Bridge, and fugues prima • and quarta of 

~ndemith 1s Lud~s Tona:tis ~:x:amplify subject-centered :fugues. The fugues 

in Bliss' Colour Symphon,y. Harris• String Quartet No. 3, (first fugue), 

Shostakovich's 24 Preludes and Fugues {Fugue 14), and fugues tertia and 

nona of the Ludis Tonalis examplify quasi-episodic development. And the 

fugues in Piston's Prelude and Fugue, Honegger~s Prelude, Fugue, and Postlude, 

Schuman's Symphony No, 31 Bloch's Concerto Grosso, and Szymanowski1s 

_String Quartet; Op, 56 are clearly episod.1.c• 

Shorter episodic passages generally perform a coda f~ction, or 

act as a transition between successive entrances of the subject. Most 

episodes are nominal in length and do not eclipse the subject in size or 
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importance, even though there are instances where an episode assumes 

the proportions of a large development section. Such passages occurred 

in Schuman•s Symphony No, 3 and Quartet No, 3. and Vaughan-WU11ams1 

Prelude and Fugue in C for,•Organ. 

C~ntemporary fugues o~nt~in both the doub~e•pr;onged and singled 

pr<:>nged episode. Single pronged episedes are based on .. one continuous 

idea; vhile double pronged episodes are clearly di-:nsable into two distinct 

sections. Illustrations of the single and double· pronged episodes appear 

bel·ow •. The first, from Riegger 1s Woodwind Quintet,: is _single pronged;. 

while the . seeond,' from Schuman I s Symphony No. 3. is double pronged. 

Example 100 , 

a. Riegger-, Woodwind Quintet 
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b. Schuman, Symphon..y No. 3 189 
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Episodic material generally comes f:rom the subject, countersubject, 

or a codetta. Frequently, the material of the episode can be traced 

back through a codetta to the countersubject, alld ultimately to the sub­

ject itself •. Emphasis on the countersµbject as a _genertor of episodic 
. . 

material tends to create a separation between entries of the subject; 

thllS the episode offers greater contrast with successive entranoes of the 

subject. 

All of the episodes examined fell into one of the following class-

ificationst or displayed characteristics. of two,;: or more, or them. 

l. Sequential 

2. Canonic or imitative 

J. Repetitive 

4. Based on multiple counterpoint 

5. Motive manipulation 

6. Sonata-type elaboration 

The first two outnumbered all others combined. An example of·the 

sequential type appears below, and is f:rom Riegger 1s ~. In this 

episode a triplet figure, grows out of the countersubject and thep is 

treated sequentially in both parts. The lower line is sequenced in de­

scending seconds; no clear-cut intervallic pattern, however, occurs in 

the upper line. 
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Example 101 

• Riegger, ~ 

I - ~ 
,...,..., -,_ -- -. - I I u.,, 3 

, 
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........... -
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Numetous examples of the canonic episode were found in the fugues of 

all contemporary composers. ·rn this type of episode, the composer leads 

a short motive through imitations on different pitches (Example 102a), 

or on the ·same pitch, (Example 102b). The illustration fl-om Harris' 

Quintet contains imitation in descending minor thirds; and the illustra­

tion from Szymnowski 1s Quartet contains imitation at the octave. 

·-
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Example 102 

a. Harris, Quintet 

b,:- h,. I "7 
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b~ Szyman~ki, Quartet, Op. 56 
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UNIVERSITY OF THE ARTS 
L\BRAR!ES 

Another interesting example of the imitative episode appears in 

Harris• Quintet. The second episode is based upon the first (Example 102a), 

but now contains OJle part in contrai-y motion. • 

···! -~1~ 10j 
. ' • . . . 

• 1Jarr1a, Quintet 
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As previously mentioned, the pitches of imitative entrances are 

usually not chosen at random, but serve some structural funetien in the' 

fugue. This is true of the imitative entrances in episodes .as well as 

of those in canons and stretti. For instance, the exposition of the fugue. 

in Milhaud1s String Trio No, 1. contains state:imnts of the subject on 

the pitches B, G#, and F, forming a pattern of descending minor thirds. 

The'inf'luenee of this pattern upon the :e:i.tch u~ed in imitative entrances 

can b.e seen in the following illustration (cw;.:B-D). This pattern of 

pitches also 'µspires the choice of those used in too last, section, which 

is again B, G/1,. and F. 
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Example 104 

Milhaud, String Trio No. 1 

~ 
,.....---;---......._ ... 

The canonic episodes usually c.ontain a new shape which ·is led through 

a series of clo~e imitative entrances,. and a typical illustration appears 

• in Example 102c. The repetitive episode usually- contains one or several 

characteristic motives which become an ostinato. A typical illustration, 

• .I. 
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appears in Example 100a. 

The use of multiple counterpoint in episodes is by no means as im-

portant as it was in the Baroque period. In the Baroque., Classical, and 

• Romant:i.c periods,. the 11Be of'. multiple coµnterpa:i:nt'fiequ.entl'i: r1'liated 

episodes to each Ather •• Iri'many instanc_es 'one episoo.e Wc!S the sa,nie~as 

another except .for the rl;larrangement of p~s. The interc.~nge of parts 

and medulation to a different key insured variety' of surface quality with­

out impairing the thematic l:lni ty. While this principle is used with some 

modificatien it;t the twentieth century; most composers pref~r to develop 
. • • . . . . 

episodes eanoniely or imitatively rather than through the use of mu;t.tiple 

counterpoint,- se;, that those composers who most fre·quently use multiple 

co~terpoint µanally follow the Baroque model. -Two such composers are :~. 
~ .,. 

Hindemi.th and Shostakovich.. In.' fugues_ quart~, quinta, and decima of t~e 

Ludis Tonalis :o~~ finds • ·illustra.tions ot _ episodes. related to eac? ot~er. • 

. through the use ~f-4?tible·· counterpo_i~t~ •and tlle same ?evice may be found 

in virtually all. of Shostakovich's AA Preiudes:and Fugues. An episode, 

f'rom· the.fugue in Pers~chetti's Fourth Piano Sonata: is quoted below in 

three shapes (a, b, and c) successively appearing i~ the bass, demon-
. - .-

strating their invertibility at the octave. 

Example 105 

Persichetti, Fourth Piano Sonata 

1 
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Episodes based upon motive manipulation usually contain new and 

evolving shapes, which are derived from the subject. There is one contin­

uous develo})ment in this kind. of episode. A. typical example occurs in 

Schuman's Quartet. No1'.''J, atid quo:ted b~ltow< are some of· ihEl new shapei:J -which 
0

1 : ~· t~ :· .: • • 

evo;Lve in the f~st ep:l,sode~ .• 

Example 106 

Schuma~, Quartet No. 3 

1· 

• 

An example of· the sonata~type devel.epment appears in episodes in 

Dahl's Music For Brasses, and in Bartok 1s Mnsio For StriPf?s,. Percussion 

and Celesta. Here the episode is long and serves to develop ·certain theatio 

... , •--•-•--:--- ·•· • • •• -- •• •-•• ••·•--••-••--• -••••-••••• ... a.•- .. 
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elements along symphonic lines. 

As previously mentioned, the episodes within a fugue tend to be 

_ related to each other. This rel.a tion may be acheived through the choice 

of' material us.~d in. the episodes; thr'ough the use of: similar-'>cont:rapantal 
. . . . ., . . 

devices, or through the use of the sane formal structure., In the Barber 
• . .. '·. . . 

Piano. Sonat~, tor instance:, there: are two episodes which contain the same 
. . 

material, exc~pt that, one is transposed a semitone higher (See SeetiQ!l H). 

The illustration below contains two episodes rrom_fugue nona or the 

Ludis Tonalis. Notice that they, too, contain the. same material, but 

from different pitcbes. 

Example 107 

Hindemith, Ludis Tonalis, :f'ugue nona 
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Episodes are related when the material of each is treated in a 

similar manner, as in Hirrlemith 1s Sonata in C for Violin and Piano. 

Sometimes the material of one episode appears inverted or rearranged in 

the ·d'ollowing episede. • ,For.: inistance, ,in the iilustr'ation · quoted beiov, 

• the first episode returns in contrary motion and de;>uble counterpoint. 

FiJially, episodes are related when they are similar i~ s~~cture, 

snob as ·those in Honegger 1s Prelude. Fµgu.e1and Postlude$ which are·all 

two pronged and treat their respective material in , similar oCl'ltrapuntal 

devi~es • Likewise the episodes .in fuga secunda ot the Ludie Tonalis are 

related through the use of invertible counterpoint. 

Example 108 

-Hindemith, Ludie Tonalis, fugue secunda 
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One, then, can make the following observations concerning the 

characteristics and function of episo:ies in contemporary :fugues: 

1 •. -it of'f'ers a respite f'rQJll -successive entries of 
, the subject •. • 

2. It permits a development of' shapes other than 
the subject. 

3. It may ef'f'ect a transition from one tonal area 
to another. 

4. It may perform a eoda f'Un:ction. 

5. Both the single pronged al'il double pronged 
,ld.Jlds are used.. • • 

6 •. Episodic JQaterial is derived-from the subject, 
countersubject, or codetta. 

7. It contains no essentially nev maru;ter of 
development. 

8.. It may either be imitative, as ln the Baroque 
period; ar eiaborative, as in the Classical 
~nd Romantic: periods• • •••• 

9. It relies less frequently upon inve~tib;-e. . 
counterpoint and more frequently upon canon. 

10. Episodes may be related to each other through 
similar content or similar treatment of their 
material.. 

The contemporary composers ccntribution to the development is 

characterized by his frequent use of pitches in imitations which are 

structurally related to· the main thenatic ideas of the fugue. 

I. 
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G. Formal Plans 

.With f_ew exceptions, the formal plans of most contemporary fugues 

resemble the plans in the· fugu,es of the eighteenth and nineteenth 

centuries. . While contemporary fugue~ usually follow the same general 

pattern of organization, each possesses.its own inimitable design; or 
• • . • . . • \ 

manner of unfolding, The most common formal pl.~ for self-containEd 

fugues is as follows: 

I. 

II. 

.III. 

r.v. 

Exposition 

Episode 

Any number of middle entries 
(usually 2 to 4) separated by 
episodes 

:final entries and coda 

/ 

Same fugues are notable for their treatment of the episode. One 

. such fugue occurs in Ingolf Dahl I s Mlsie :for Brasses. In this fugue Dahl 
. . . . 

casts the episode~ in contrasting character and tempo, accentuating 'the 

dissimilarity ge.tween episooes and middle entries. other fugues fre­

quently contain ex;uended~ sonata-type developments. The fugue in 

Vaughan-Williams' Prelude and Fugue in C Minor, for instance, begins with 

a norlllal exposition, followed by two middle entries separated by episodes. 

At this point Vaughan-Williams ~band6ns the plan of separating episodes 

vith middle entries in favor of a larger sonata-type development. This 

development ultimately leads to a set of closing entries in vhich the 

subject appears with harmonic accompaniment., A similar·aituation occurs 
. .,: . 

in Harris' Symphony No, 3 when J}e reintroduces material fran the second 

section of the· symphony after the fir.;3t middle entries. Harris follows 

this section with· another set of middle entries and an episode leading 
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to a long, chorale-type of canonic development. other illustrations of 

this manner of development may be found in Riegger 1s Woodwind Quintet, 

and Schuman1 s String Quartet No. 3 and Symphony No,~• 

Stravinsky uses in his Concerto for Two ~olo Pianos, a device used 

by Beethoven in his Piano' Sonata, Op. 110. Stravinsky begins his fugue with 
' . .: . 

the common plan of exposition, ~pisode, • and middle ent~:i.es. A. coda follews, 

and leads to a re-exposition of the subject.in ~version. He then alters 

the il'I'V'erte.d subject, and combines it in stretto. 

While most of the fugues in the Ludie Tonalis follow the typical 

plan stated above, Hindemith uses several unique plans which merit some 

discussion •. Fuga tertia begins with a normal three-part exposition and is 

followed by an episode. In the first middle entry the subject_is inverted 

and combined with itself in a canon in inversion. Hindemith then con­

tinues the fugue in retrograde through the initial exposition. The final 

two retrograde entries of the subject are accompanied with free contra­

puntal lines.' I believe that such a plan is unique in contemporary fugal 

writing. 75 Another unusual plan occurs in fuga nona. The fugue begins 

with a normal exposition followed by three middle entries, separated by three 

episodes. The middle entries contain numerous.and varied contrapuntal de­

vices. Hindemith then returns to the original exposition and uses the 

first episode as a coda. 

Fugues sometimes are not·self-contained pieces, but rather serve as 

a development section or recapitulation of larger movements. 

75 An·interesting illustration of retrogression in non-fugal. 
writing appears in "Der Mondfleck11 of Schoenberg's.Pierrot Lunaire. 
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f'".' Fugal development in place of, or in conjunction with, sonata-type devel-
'~~ . 

opment usually appears in . the middle or toward the end of the movement. 

I noted two tendencies after the fugue per se: first, the composer follows 

the fugue with a free contrapuntal developnent of shap_es found in tm 

• fugue; or sec~nd, the composer coni,bines from. the fugu~ with 1mEertant 

thematic material :from earlier sectio~s • of the work. lllu~trations of 
. . 

the for:iner may be found in Bartok 1s Concerto for Orchestra and Sonata 

for Two Pianos and Percussion, Milbaud.'s Le Creation du Monda, Vaughan-
~. .. . .... -

Williams' SlffihO?lY No, 6, and Waiton 1s Szyphon.y; illustrations of the 
... 

latter may be found in_Barber 1s Second Essay for Orchestra, _and Riegger•s 

Woodwind Quintet and Nonet. 

Occasionally the tugue· :functions as a recapitulatory developDBnt. 

In. such eases ·the· fugue appears near t~e clese. or the work,. or movement, 

and exbausti~~ly develops • certain -established s};Japes. - Notable i11ustra tion . . . . . , . . . . . 

or the procedtu'.e may be found in ~hwnan' s §fmehon.y No, 4. Persichett~• s 

Fo'Ul"th· Piano Sonata, and Brittem.•s Young Person's Gtdde to the Orc~stra. 

In the Schwnan Symphop;r the fugue appears in the last part • of the final 

movement and consists of' an expostt:tpn, episode, and single middle entry. 

Schuman then follows wi,th a free contrapuntal· development leading to the 

head of the subject in close stretto and harmonized in fourth chords, 

leading to a short coda. _ Persichetti constructs the fugue subject 

from melodic· material which opens the sonata. He also -uses a_ rhythmic 

variant of this theme as t~ theme of the seeaid section of the movement. 
. . 

His idea is to develop the same material in a variety • of ways, using fugue 

for the finale. And in the Britten Young Person•s Guide, fugue serves the 

funotion of both development and recapitulation. This work· is comprised 

THIS ITEM DOES NOT CIRCULATE 
UNlVERSITY OF THE ARTS LIBRARY 
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of a set of variations on a theme by Purcell, nth fugue as the final 

vari.ation and leading to a tutti harmnization of the origianl theme. 

In a fugato the composer uses only the imitative exposition of the 

fugue, and dispenses 'Id.th middle entries and episodes. Fugato is di!fer­

entiated from f'Ughetta 1n that the latter is a d1rn1nntive fugue, 'loilile 

the former is merely the initial portion of a fugue. Using the above 

denotation, I labelled a .fugatos pieces vhich contained normal fugal 

exposition but no middle entries or episodes. Examples of fugato may be 

,.. f'owxl in Copland• s First Symph9B,Y. Barber I s Prayers of Kierkegaard, and 

Foss• A Parable of Death, the latter using'a duplex subject. 

The same intervallic and rhythmic compatibility displayed by subject 

and countersubjeot in s:in;)le fugues is essential between the various 

subjects in double and triple fugues. While harmonic compatibility was 

once one of the essential difficulties in polyphonic witing, the relax­

ation of intervalllc restriction in the twentieth century permi.ts rhythm 

to rise to the fore as a determinant of subject compatibility. The 

composer chooses his harmonic reference, not on the basis of notions of 

admissability, but rather, on the basis of interval.lie consistency. 

The ability of all subjects to be fully invertible is a prime requi­

site in double and triple fugue. A subject \>/hicb cannont serve as bass, 

or is not able to participate in the manifold number of cont~aFUntal 

situations used in contemporary fugues, is an unnecessary liability. A 

typical illustration of subject compatibility appears belmr. The rhythm 

of each subject is clearly defined and none interferes \11th that of otler 

lines. In fact, the addition of two extra contrapuntal parts does not 

seem. to hamper the col!lbination of the three subject at all. Relatively 

simple harmonic logic, in addition to suspension of traditional attitudes 
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of dissonance, renders each line capable of functioning as the bass. 

Example 109 

Harris, Prelude and Fugue 

-----
' 

~------- -~-----·----- ·--- --- ----·- ----- -- ---- -

Each subject in a double fugue usually receives its own exposition, 

accompanied or not. The simultaneous exposition of tvo subjects is more 

logically defined as a duplex subject, rather than a double fogue. Tba 

composer creates drama in the double fugue through.the listener's ex­

pectation of the ultimate combination of the subjects, an:l the effect 

can be lost if tle subjects are canbined prematurely. In fugues vith 

duplex subjects the opposite seems to be true: the composer tends to 

separate the subjects and treat them individually. 

' 
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Most double aJ:rl triple fugues follow one of two basic formal plans, 

which I call type "A" and type "B". In type "A" the composer exposes and 

develops the individual subjects, with their combination occurring 

later in the fugue, while in type "~" the composer exposes each sul:>ject in 

rapid succession aJ:rl then follows wit~ a large development section which 

displays various contrapuntal combinations al:d devices. The climax of 

the fugue ~-type "A" coincides with the combination __ of the subjects; 

the climax of the fugue in type 11B" does not necessarily coincide with the 

combination of the.subjects, but in the development section which follows. 

In both types the initial statement of the first subject is usually un­

accompanied. • This may not be true of second and third subjects. Hindemith 

uses type "A" in his Sonata in C for Violu and Piano. illustrations of 

type "B" appear in Stravinsky's Sypiphon,,y of Psalms, Barber's Piano Sonata, 

Of?•. ~6, ~ fuga ~ima of Hindemith's Ltidis Tonalis. In_ the latter fugue 

Hindemith su~cessively exposes sli>jeelts one, two, and three in quick order. 

The remainder of the fugue occupies: i t~Eili' with various conibinations of 

these subjects, and ends with four simultaneous entrances of· the three 

subjects, demonstrating their complete invertibility. The plan of this 

fugue is as follows: 

1. ExpositiQD of subject l (three entrances) 
2. Exposition of subject 2 (three entrance!:'!) 
3. Exposition of subject 3 (three entrances~ 

the first of which i_s accompanied by ~ 
statement of subject 2) 

4. Statement of subject 2 
5. Subject 2 atd 3 combined to demonstrate the 

invertibility of 3_above. 
6. Four entrances of all three subjects in 

triple oounterpoirit at ·the ·octave. 
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A fugue showing the characteristics of both types appears in 

fuga quarta of the Ludis. Its plan is as follows: 

I. 

II. 

III. 

·Exposition of subject 1 
First mid,dle entry - subject in inyersion and in fre-e 

• triple counterpoint • 
Fii-st Episode • 
Sec:ond middle entry- a. subject .in canon .in con­

trary mo~ion 
b. close canon in t'GIO and 

three parts 
c. subject in original and 

contrary motion simultaneously 

Exposition of subject 2 
Episode 

1. Combination of subjects 1 and 2 in double 
counterpoint • • 

2. Subjects. 1 and 2 combined with subject 1 in 
canon 

3. Subjects land 2 in various types of canons 

T~ ~lans of some other contemporary double and triple fugues 
~ . . 

appear beiciw •. 

Double Fugues 

Bliss, Colour SymphoDY 

I. A. 
B. 
c. 

D. 
E. 
F. 

Exposition of subject 1 
Imitative episede 
First middle'entries 
1. subject combined with harmonic parts 
2. subject in a false entry • • 
Episaqe on material f'rain episode 1 
Second middle entry of subject in mock stretto 
Episode on material from episode 2 

II. G. Exposition of subject 2 
H. Episode 
I. First middle entry of subj~t 2 
J. Large development • 

III. K. Subjects combined in various combinations, 
stretti, and in harmoey 
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Tippett, Symphony No. 1 

I. A. 
B. 
c. 
D • 

II. E. 
. F. 

G. 

H~. 

III. I. 
J. 
K. 

L. 

M. 

Exposition of subject 1 
First episode - imitative and canonic 
First middle entries (three entrances) 
SeaQkl,d episode - imitative 

• Exposition of subject 2 
First episode on·subject2 - imitat:i,ve 
Subject J, c0iilbined with a variant ~ 
Ceuntersubjeet• 2 • • 
Second episode 

SUbjects 1 and 2 combined in canon 
Episode - on episode of H 
Subjects 1 and 2 combined simul­
taneously and.in canon 
Combination of the heads of each 
subject 
Coda 

Stravinsky, Symphony of Psalms 

I. A. Exposition of, subject 1 
B. Episode 

II. c. Exposition of subjEict 2 combined 
with two middle entries and two 
episodes or· subject 1 • 

D. First episode of sobject 2 combined 
with third middle entry of subject 1 

III. E. Free contrapuntal development 
F. Coda 
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Triple Fugues 

Harris, Quintet f'm.- Piano and String13. 

I. A. Exposition of subject 1 
B. First episode - imitative 
C. F:i,rst . middl!:! . entries . (tour entrances) 
D.. Second episoo.e· - u4'tativ:e" • •· . 
E. Saco¢ middle entries· (three entraooes 

of subjeotin f'ifths) • • 
F. Thil-d episode - .. imitative , .. 
G. Third middle entry - subject rhythmically 

altered 

II. H. Exposition of subject 2 --
I. Fourth episode - imitative 
J. Fourth middle entries - subject 2 

(tour entranoes) . 
K. '.Fifth episode - long imitative type 

III. L. Exposition of subject 3 (combined with 
entries of subject 2) 

M. Sixth episode .;. imitatiVEl 
N. • Fifth middle entry - subject 2 in stretto 
·~. Seventh episode - imi tativ.e . . 
P ~ Sixth middle entry: - subj eat 1 in free 

augmentation and in fifths 
Q. Eighth episode - iilµ.tative· 
R. Subjects ·eo.mbined rather freely 
s. Coda 

·Hindemith, Sonata in C for Violin and Piano 

I. A. Exposition of.subject 1 
B. Episode 
c. Subject 1 in carton, 2 in 1 and 3 in 1 

II. n. Exposition of subject 2 
E. Epis·ode • • ·-
F. Subject 2 in various canons-... . 
G. Combination of subject 1 and subject 2 

III. H. Exposition of subject 3 
I.· Episode , 
J. Subject 3 in various cano!1~ 

IV. K. All tl;iree subjects e<)fflbined in 
various canons and triple·oounterpoint 
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H. The synthesis of }faterials and Devices (Inner Form) 

Some musicians are sometimes unmindful of advantages contemporary 

composers possess_ over their Classical and Romantic counterparts. The 

collapse of the major-minor tonal system seemed, for some, to end an epoch 

characterized by orderliness and unity, and usher in a peri~ cba7ac:terized 

by disorganization, and incong>rehensibUity. However, while the contem­

porary composer no longer possesses the advantage of a well organized 

system of harmonic relations arranged in a hierarchy of proximity to a 

tonic; he is, non~theless, able to integrate the various dimensions • 

(harmonic and melooic) of his nmsic to a degree previously unknown.in the 

history of music. Thus, rather than an advantage lost, one advantage bas 

been exchanged for another. 

In the traditional period, composers limited chordal structure to,a 

relatively small group of low tension tertian harmo.nies. Composers 

permitted the use of more dissonant intervals in the vertical dimension if 

they were followed.by approp~iate resolutions or if they were understood 

to be one of the so-calleq nonchordal tones. In the traditional period, then, 

manifestations of· the structural ideas couJ,d freely unfold on the horizontal 
r 

level but could not unfold on the vertical level unless the- structural· 

idea was compatible with the then existent concepts of chordal structure. 

The illustration below, from Beethoven• s String Quartet Op .. 59, N0,;3., 

corroborates this observation. The quartet opens v.i. th a diminished 

seventh chord suggesting a resolution to the key_ Qf G. The next chord, 

however, is a German augmented-sixth chord in A.minor (s~elled a~ a 

dominant seventh chord on F) leading t_o a cadential six-four chord in 

A minor •. Thus the opening chords clearly suggest two keys separated by 
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a major second (G major-A I1PJ1or). 

_ Example llO 

Beethoven, String Quartet, Op. 591 No. 3 
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·How this structural idea affects the various dimensions or the 

piece may be seen in Example lll.. Notice the. t the principle theme of 

this movement is composed almost entirely of seconds, and that it is 

immediately sequenced from C • into the key of D minor ( the second relation) • 

One can also see the influence of this idea on key relations {Example lllb) 

and chordal progression (Exa.mplelllc). Notice, however, that Beethoven 

made_little attempt to·use t~s structural idea on a purely vertical level. 

., 

! 
t. 
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Example ill 

a. Beethoven, String Quartet, Op. 59, No, 3 
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b. Key Plan of. first movement 

Introduction: G-a-Eb-F-G 

Exposition: C-d-C-G-a-C-G 

Development: . Eb-F-e-F-g-F 

Recapitulation: C-Db-C-d-C-d-C 

c. Beethoven, String Quartet, Op. 591 No. 3 

• 

:.. 
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In the twentieth century; chordal structure and harmonic relations are 

no longer governed by the axiolllS of the major-minor tonal system, but 

are sometimes based upon a variety of intervallic arrange!D3nts. For this 

_reason composers now may allow their structural ideas to permeate the 

to:ta,1 organization, possibly achieving even ~eater unity than in the 

traditional period. The pur.pese of this section, therefore, is to illus­

trate to what degree contemporary composers have been able to integrate 

.the various dimensions of their work. -For this purpose I have chosen 

to discuss two fugues which I believe excel in this type of integration: 

. the fugue in Samuel Barber's Piano Sonata, Op. 26 and, the fugue in Bela 

Bartok 1s Music for Strings, Percussion and Celesta. 

The fugue subject of Barber's Piano Sonata is clearly tonal and.resides 

in the key of Eb minor (Example 112). It can be divided into three segments, 

hence,f'~'fth calJ.ed head, tail, and. codetta. The head is based upon two 

broken chord.a# the first is. a broken nii::rth chord in Eb minor; the second 
.. ' . -.... ,., . ·-·· . 

. •.•• . . • . (1~ . . • 

is either·an Eb diminished triad with an added note. ·Both relationships 
., . ~ .. 

are c:tn-omatic and form one of the basic structural ideas of the fugue. The 

tail and codetta are based upon a series of sequentially related added­

note triads·. The added note in each case is a ninth and shows the opening 

ninth chord in a new arrangement. Notice that each pair of chords, se-
.. 

quential in the11JSelves; are_ sequenced in descending seconds, producing 

sequence within sequence •.. · The subject, then, contains• the following 

structural ideas: the chromatic relationship (Eb-E and Eb-D), various 

combinations of seconds and_ thirds, and sequence. 



217 

Example 112 
UN\VERS\TY OF. T~E ARTS 

UBRAR1ES 

,..---, 

• I 

In .the next three entries of the s11bject, the counterpoints suggest 

the devices of stretto, augmentation, and the splitting of a single·· 

line into two counterpoints. These devices; in addition to inversion, 

are the essential manners of contrapuntal development in the fugue. 
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Example 113 
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To see how ·these materials and devices affect' the organization of 

the ~ugue, let µs _ bl;n first to melody. Ma~ of the linear shapes result 

from various combinations of seconds an:l thirds, and are phrased in a 

manner to project this organization to the fore. They are frequently 

sequential and· imply intervallic arrangements suggested in the head of the_ 

subject.· In the first of the two illustrations quoted below a character­

·1stic motive composed of seconds and thirds is sequentially imitated in 

the original and in inversion. In the third and fourth measures of the 

illustration th:l seconds and thirds appear in a new arnangement and iµ-e 

sequentially imitated in f,'ree in~Eirsion. _Notice that the sequences are 

in descending thirds, and tlui.t the.entire passage is. phrased in order . . . , . . . 

to project this structural content. The second illustration shows how ~h.a 

r-, chromatic element, originally suggested by the head, manifests itself on 

the linear level. 

THIS ITEM Dots NOT CIRCULATE 
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Example 114 
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The same structural ideas also manifest themselves on the vertical 

level and govern the choice of contrapuntal intervals, harmonic structure 

and chordal progression. Most contrapuntal intervals reduce themselves 

to structures which are characteristic arrangements of seconds a:J]d thirds; 

and these structures, moreoveS:-, are usually related to each other in . ,, . . . _, , 

second·s ~na. tllid~~ ~ies ~r three am rour part counterpoint appear-. ·; •• 

below. In the first passage the individual. counterpoints dev~op t.~ • 

main structural ideas on tq.e linear plane. A reduction of the contra-

puntal intervals suggests that the Ilia.in structural ideas al.so influence 

this dimension. Notice the numerous suggestions of seventh and ninth 

chords with the implied fifth or these chords missing, thereby a~centu-

ating their arrangenent in seconds am thirds. One can see this manner 

of cn-ganization even to a ~eater extent in the second illustration. , : 

On the linear.level a motive again showing a uniq~e arrangenent of seconds ·-. • . : 

and thirds.is imitated in inversion and augmentation. As in the first . . . .. . ·- \ . . . 

illustration, the contrapuntal· intervals display various arrangements of 

seconds and thirds. In many cases Bar:ber fills in the missing fifth, or 

a_dds a tone, to the structures suggested in Example 115a. 
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Example 115 

a. 
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Barber also creates a group of unique compound harm:)J:rl.es from the 

interval.lie ideas suggested by the subject~ He connects ___ them to similar_ kinds 
. . . . 

of struotures in second or th?9d rel~1;ionship, ~r t~ othe-r chrt:>matically 

related har:monies.· In Example 116~ below, Barber develops a linear idea 

suggesting seconds and, thirds in imitation a~d sequence. Again, these-
. , I . 

quences -are. in second. an! third relations. The chordal structure and 

contrapuntal interv$ls suggest the same ld;nd of harmonies appearing in 
4· . . . •.. . . 

Exan;iple 1151> with anqther device added to intensify the stru,ctural con-
- . . . . . . \ . . . 

tent of the passage: the upper parts begin vi.th. alternate Fb • and Eb 

· harmonies, which are a ·manifestation of the opening chromatic relation 
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(Eb-E and Eb-D), and then continue in descending seconds, thus illustrating 

the influence of the opening thematic material on chordal structure and 

progression. In Example 116b-the tail,_ sequenced in descending· seconds, 

is• accompanied by a series of c~ound ~hord~ ~_equeneed in aseeX1ding. 

seconds •. The intervals in each two-beat tinit·reduce themselves to large 

tertian chord~ with obvious structural u.i,Plications. The same kind of 

harmonic reference can be seen in Examp:l:e U6c. In Example U6d the 

opening chromatic relation appears in· a harmonic version through the 

alternation of a misspelled dominant seventh chord in the key of_E with a 

tonic, chord in the key of Eb. Thus one sees in these illustrations the 

degree to which thematic ideas influence both chordal structure and pro-

gression. 

Example U6 
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d. 
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Many of the illustrations thus far have shown how the structural 

ideas of this fugue affect the pitches used in imitative passages and 

sequences. One can also see how these ideas affect the pitches used in 

the imitative entrances in what purports to be the exposition of a second 

s~bject. In this exposition the tail enters successively on E, D, G, and 

E, a pattern which is another manifestation of the opening broken chord 

(E,. G, D). The opening chromatic idea also influences the pitches used 

in two large stretti, which both contain successive entrances in de­

scending minor seconds (E, D#, n, C#, and C; and Eb, D, Db, c, Cb, Bb, 

A, Ab and G). 

The structural ideas appearing in the subject also manifest themselves 
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in the overall organization of the fugue~ Of these ideas, the chromatic 

relation between Eb and E, and Eb and Dis most important. For instance, 

the fugue begins in Eb, moves to E (and sometimes C), and returns to Eb: 

an episode in Eb returns in E (meas. 26-30 and 80-85); the exposition of 

the subject is in Eb and the exposition of the tail suggests E: and the 

final entry of the subject is in E, accompanied by a bass line which 

suggests alternate departures to E and D from Eb1 As in Classical and 

Romantic compositions the development works toward a gradual reduction of 

the structural idea to its essential nature, somewhat lfte the peeling of 

petals from a flower and leaving the-pod exposed. Through these successive 

developments the -~stalt finally emerges in the cod.a in its most_ 

concentrated form, and is repeated until it liquidates itself. Thus 'the 

cycle is completed: creation and distruction. 

Example 117 
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To sum up, then, the devices used throughout the fugue are suggested 

in the exposition or early in the fugue. The subject suggests certain 

structural ideas which influence melody and .thematic treatioont, contrapuntal 

intervals, chordal structure and progression, the pitches of imitations and 

stretti, and overall tonal relations. Thus· the absence of harmonic 

tonality is, to some-extent, counterbalanced through a greater synthesis 

of various dimensions of the development and organization. 

Now let us turn to the fugue in the Music for Strings, Percussion ard 

Celesta. The subject of the fugue appears in Example 118, and can be 

divided into four small sections. The first contains a chromatically 

filled in major third, the second a chromatically filled in tritone, and 

the third and fourth chromatically filled in fourths, henceforth called 

"cells" A (third), B (tritone), and C (fourth). The term 11cell 11 seems 

particularly appropriate since Bartok usually keeps each unit intact but 

varies the order of elements within the unit, thus resembling the re­

arrangements of elements in living cells. 

Example 118 
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Several important motives are Al (the ascending minor second), A2 

(the leap of a third), and A3 (two consecutive minor seconds). A 

comparison of motive A3 in the first two cells (first two phrases) 

indicates that they are the inversion of each otmr; the second two A3 

motives (-second phrase) are chromatically related inversions of each 

other; and the last two A3 motives (third and fourth phrase) are the 

chromatic transposition of each other. The subject, then, contains the 

following structural ideas: 1), three different chromatically filled-in in­

tervals; 2), a strong sehse of chromaticism, which manifests itself not 

· only on the linear level but, also, through the transposition and inversion 

of motives; 3), chromatic sequence; 4), simple and chromatically related 

inversion; and 5), interval expansion and contraction, suggested by the 

order of cells (third, tritone~ and foorth). There is also no clear sense 

of tonality, owing to the extensive use of chromaticism and the lack of a 

definitive melodic cadence. 

A cursory examination of the linear aspect seems to suggest that 

melodies evolve with little thematic or rhythmic logic, that all accOIIP­

panying counterpoints bear no clear structural relations to the subject, or 

to each other. A closer examination, however, reveals that Bartok 

creates thematic unity, not through the relation of surface contours but, 

through the relations of various .cells to each other (See score at end of 

this section). The main structural organization is not governed so 

much by the vay the cell is organized as by the relation of the cell to 

similar·cells in the same line, to sim:i,lar cells in other lines of the 

same entry, and to similar cells in other entries. ·Further, the structural 

organization manifests itself through the pitches of the cells, and not the 



230 

manner of their unfolding. This accounts for the considerable develop­

ment and variation in surface contour with no commensurate loss in 

structural unity. Needless to say, almost all of the cells are either A, 

B, or C cells, and the entire organization is clearly projected by a del--in­

eating kind of phrasing which, in the absence of this structural logic, would 

otherwise seem incomprehensible •. 

A typical illustration of this manner of organization appears in the 

fifth entrance of the subject in measure 16 (See score at the end of this 

section). Notice that similar cells are related to each other in the same 

manners that motives are related to each other in the subject. For instance, 

the line in the second violins consists of Cells A, c, A, and B. The two A 

cells involve the same pitches (B-G), showing this cell to unfold in contrary 

motion. In the third and fourth violins there are three A cells, and a hybrid 

cell labelled cell D. (It is interesting that out of the fifty-six cells 

in the exposition there are only four cells which are neither an A, B or C 

cell. These hybrid cells seem to be the combination of A, B, or C cells.) 

The second A cell in the third and fourth violin part is the chromatic 

inversion of the first and is related to the third and fourth A cells 

through chromatically related mirror inversion, and simple inversion, 

respectively. The viola line contains cells A, B, and A, with the A cells 

chromatic transpositions of each other; and the 1cello line contains cells 

B, .A, A, and D, with the two A cells the expansion and contraction of each 

other. Thus a comparison of the similar cells in the various lines indicates 

that they are structurally related in.accordance with the devices found in 

the subject. For instance, the diagram below shows the relation of the A 

cells, in this entry. 
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The B cells are also structurally related, their roots fonning the sym­

metrical pattern E G Ac. There is only one C cell in this entry, except 

for those which occur in the subject. 

The same kind of structural relations appear in the other counter­

points accompaeying each entry of the subject. A comparison of similar 

cells in all entries of the exposition also indicates the presence of some 

interesting symmetrical relationships. For instance, in the c~t below, 

all of the cells of the exposition are arranged according to entrances •. 

(The tones given are the "roots" of the cells .• ) • Notice the symmetrical 

organization of Band C cells. 

A Cells 

'! 

First entrance: A 

Second entrance: E B 

Third entrance: A F# 
D 

Fourth entrance: B 
E G# D# F# 

Fifth entrance: G G 
Eb G G# 
A G# 
F F 
G 

B Cells 

First entrance: A 

Second entrance: A E 

Third entrance: E D 

Fourth entrance: E D B 

Fifth entrance: A E 
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C Cells 

First entrance: 

Second entrance: 

Third entrance: 

Fourth entrance: 

B Bb 

B C F F# 

Eb E F F# 

F# Ab A 

The episode and development sections contain the same kind of the­

matic treatment with some variations. The first episode (beginning in 

measure 21) contains a development of a broken triadal figure. Bartok 

arranges the A, B, and C cells in order to blend with the other broken 

chordal shapes in the passage. In the development which follows, he then 

imitatively develops short phrases which are most frequently based upon 

A and B cells. The counterpoints which accompany the canons on the in­

verted subject (beginning in measure 69) also contain the sane kind of 

cellular organization. 

How the structural ideas influence the choice of contrapuntal inter­

vals may be seen in the following illustration. Notiee that the structures 

contain numerous thirds (cell A), tritones (cell B), fourths and fifths 

(cell C), and augmented fifths (enharmonic cell A). 
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Example 119 

•-T ,_T..;_'T 

The contrap\Ultal devices suggested in the subject, not only influence 

cellular relationships but, also influence the devices applied to motive 

on the contrapuntal level. Two typical illustrations appear below. 

·.--~.---...,..,,. 
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Example 120 
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One can make the following obs·ervations concerning the use of struc­

turally related devices in Example 120a: 

1. B is the chromatic transposition of A, the chromatic 
mirror of D, and the interval contraction of C~ 

2. C is the interval expansion of B, and the transposition 
of F. 

3. D is the mirror of E. 
4. Fis.the chromatic transposition of A. 
5. Fis the interval expansion of both E-and A. 

And in Example 120b the following structurally related devices may be 
noted: 

1. A is related to H, W, and G through chromatic. trans-
position and interval expansion. • 

2. m. is the contraction of G, and Wis the interval in­
version of G. 

J. A2 is the interval contraction of G and the chromatic 
transposition of H, 

4. K is a mirror chord from C#. 
5. N and O are chords containing major and minor thirds, 

and each is the chromatic mirror of the other. 
6. The chords at Vl are chromatically interlocked 

mirrors of each other. 
7. V2 is. a transposition of Vl. 

As in Barber 1s Piano Sonata, the structtn'al ideas and devices suggested 

in the subject also influence the larger aspects of the organization. The 

devices of inversion, transposition, interval contraction and expansion 

not only influence motive development and cellular relations but also, in­

fluence the pitches of episodes, stretti, and entrances of the subject. 

For instance, the pitches used .for imitative entrances in the first episode 

show both transposition· (E - A - D) and interval expansion (E - C# - C). 

The four stretti of the subject are arranged in a pattern of intervals 

which contract from the tritone to the unison: 



first stretto: 
second stretto: 
third stretto: 
fourth stretto: 

2.37 

subject at the tritone 
inverted subject at the sixth below 
inverted subject at the seventh below 
subject and inverted subject simultaneously 

And ·au entries fall into "the following symmetrical pattern: 

The pattern clearly shows the influence of cells A, B, and Candis based 

upon interval expansion and contraction. In the first section the subject 

is developed in its or_iginal and in the final section it is developed in 

inversion. Notice that these two sections contain the same pitches but 

in mirror -inversion·, and that they are related through the _use of a device 

clearly foreshadowed in the subjectl 

In summary, then, it seems that the subject contains certain inter­

vallic material and suggests certain devices which influence all aspects 

of the fugue's organization and development. Motives and counterpoints 

are structurally related to these ideas and developed through the use of 

devices suggested in the subject. The cells of these counterpoints are 

related to similar cells in the same line, similar cells in other lines 

of the same entry, and similar cells in other entries. Thus they maintain 

structural unity and permit surface contours to freely evolve. The 

contrapuntal inte_rvals and the treatnent of vertical structures also seem, 
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to be influenced by the structural ideas of the subject. And finally, 

these ideas clearly affect such larger dimensions of the organization as 

the pitches of imitations, stretti, entrances of the subject, and overall 

tonal logic. 

The two preceding fugues, then, illustrate the degree to which com-­

posers can integrate the various dimensions of their contrapuntal -writing. 

They illustrate how melody, counterpoint, harmony, and the pitches of 

entrances in imitations and stretti may be based upon a clear architectural 

logic even though this logic is not governed by the major-minor tonal 

system. They also illustrate how devices may be structurally related to, 

the basic ideas in the subject, and how all may contribute to a sense 

of unity and organization. 
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Summary of the Contributions of Each Period 

I. Medieval and Renaissance 

A. The establishment of basic contrapuntal principles. 
B. The introduction of the imitative exposition. 
c. The development of such devices as augmentation, 

diminution, !version, retrogression, and canon. 

II. Baroque 

A. A greater use of stretti. 
B. The creation of the monothematic fugue. 
c. The expansion of .fugue from a device within a piece to 

a self-contained composition. 
D. The casting of fugue in an essentially ternary harmonic 

plan. 

III. Classic 

A. The introduction and development of homophonic devices. 
B. A more rapid thematic development. . 
c. The expansion of the size and imporatance of the episode. 
D. The use of developmental devices associated with the 

sonata-allegro form such as harmonic elaborations and 
sequential development combined with modulation. 

IV. Romantic 

A. The extension o:r chordal s tureture and the expansion o:r 
harmonic relations. 

B. The increased use of dissonance. 
C. The expansion of the scale f'rom seven to twelve notes. 

v. Contemporary 

A. A greater choice in melodic intervals which are sometimes 
arranged to suggest non-tertian types of harmonies. 

B. The use of asymmetrical meters, polyrhythms, polymeters, 
multipl~. time. signatures, and new uses of aemiola and 
hemiola-like devices. 

c. A greater use and freer treatment of dissonance, the 
expansion of the harmonic reference of contrapuntal in­
tervals to include papallel or non-parallel tertian, 
quartal, compound, or added-note harmariies. 

D. A greater use of large stretti, duplex and triplex canons, 
chordal ostinati, and chordal melodies. 

E. A greater possible synthesis of the vertical and hori­
zontal dimensions owing to a more liberal attitude to­
ward chordals structure and the treatment of the disso­
nance. 

THIS IT.HA oots Nol CIRCULATE 
Ut-nVERSITY OF THE ARTS LIBRARY 
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Conclusion 

Counterpoint is based upon the device of imitation 1and presupposes 

a texture which contains a relatively greater degree of linear independence 

than passages which are described as being harmonic. This independence 

is primarily produced by rhythmic dissimilarity, and contrast in shape 

and placement of climax. Each voice in the design should have its own 

identity, yet each must also be in agreement with the other voices in the 

texture. Development within this contrapuntal style is characterized by 

the combining of various melodic shapes in graduated degrees of contrapuntal 

complexity. 

If the foregoing may serve to summarize the contrapuntal style, what 

of fugue? Fugue means, literally, 11to chase", 11to flee", or "to run"• , 
however, it seems as though musical "fugue" can be described more con­

cretely than this. Current definitions of fugue center around the opinion 

that fugue is one of several possible things: a texture, a procedure, 

or a form. Tovey, for instance, believes that fugue is _a texture, suggest­

ing. that he considers fugue and counterpoint nearly synorrym.ous.76 

Vaughan-Williams agrees with Tovey that fugue is "a question of texture 

rather than design 11•
77He admits, however, that "From the time of Bach the 

word 'fugue' has connoted a very definite musical form •••• 1178 Oldroyd 

also agrees that fu'gue is a texture, which"• •• is a weaving of some 

kind whether-we think in terms of a Harris tweed or music. The weaving 

: 76 Tovey, The Forms of Music, 11• • • the only technical rules of 
fugue are those which refer to its texture." p. 25 

77 Vaughan-Williams, "Fugue", Grove's Dictionary of Music and Musicians, 
3rd Ed., Vol. II, P• 320 

78 Ibid., PP• 320 - 321 
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idea is its very character; so it is that fugal writing must be dominated 

by the textural habit of thought •. n'79 It seems,however, that while one 

of the characteristics of fugue is its contrapuntal texture, every kind 

of contrapuntal .iriting possessing this texture need not xecessarily be 

a fugue. For instance, a piece such as a motet nay frequently meet all 

of the textural requirements implied above without being a fugue. 

There are those who go further than Vaughan-Williams in maintaining 

that fugue is a form. One such writer is A. E. F. Dickinson who has said, 
\ . • 

'Fugue originates as a method of beginning or 
continuing a piece, namely, by releasing a 
phrase in various points of the harmony - -
top, bottom, or middle - - usually by a pro-
cess of weaving two or three strands cumulatively 
around the first, which has given rise to the 
fallacy that fugue is merely a texture. By 
the time of Bach, fugue has extended to a com­
plete composition, and its structure, although 
entirely elastic !8 size and shape, admits of 
broad definition. ~ 

It seems that Dickinson believes there is a gener.al for:rml plan to a 

fugue, even though this plan defies exact definition. 

While many authorities seem to be at odds over a proper definition 

of fugue, some of these divergent positions actually may be reconciled~ 

The definition of fugue as a texture seems to be based upon the fact that 

it is written in a contrapuntal style. The belief that fugue is a pro­

cedure stems from the varied number of contrapuntal devices which may be ., 

applied to the subject. And the belief that fugue is a form is based 

upon the great similarity of fugal formal plans, in which the fugue 

79 Oldroyd, The Technique and Spirit of Fugue. p. 2 

So Dickinson, Bach1s Fugal Works, p. 8 
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• begins with an exposition,· then continues to episodes and middle entries, 

and finally concludes with entrances of the subject or episodic codas. 

So, there seems to be some merit in all of these positions. It seems 

that a proper definition of fugue must make some comment upo~ its texture, i7S 
·,-fs, 

procedures, and;i form. This writer offers the following definition:+ 

A fugue is a composition, or part of a composition, vi,eoe texw,r.p is 

primarily contrapwital • .,.ts farm is characterized by a plan which begins 

with an exposition, in which the subject is successively stated by each 

entering voice, followed by the periodic or successive development of the 

subject through certain contrapuntal procedures which, for the most part, 

pever render the subject unrecognizable. 

One of the goals of this dissertation has been to show that fugue, 

from its inceptions, has been in a constant state of evolution, and 

that composers of each period have made contributions to this development 

through the use of new materials, devices, or manners of crganization. 

The composers of the Medieval period established the basic contrapuntal 

principles of parallel, oblique, and contrary motion, rhythmic individ­

uality of participating counterpoints, and such devices as imitation am. 

canon. Renaissance composers developed these devices along m.th such 

devices as augmentation, diminution, inversion, retrogression, the duplex 

subject, and the alteration of the subject in a tonal answr. 

In the Baroque period composers expanded the size and scope of fugue 

so that it became a self-contained piece rather than a device with111a piece. 

The form ms based both upon thematic and harmonic logic, as rw.nifested 

in the major-minor system of tonality. This period was characterized by 

the expansion arrl the organization of fugue, rather than the development 
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of new devices. 

The composers of the Classical period accepted a time-proven 

palette of contrapuntal devices and procedures, as -well as an overall 

tonal organization root in the cycle of fifths and the major-minor 

diatonic system; and contributed to the development of fugue by introduc-

ing new devices associated with the homophonic music of the day. Counterpoint 

was frequently more chordal, and lines were sometimes thickened to thirds 

or sixths. More intense and remote types of development -were applied 

to motives, and episodes·were frequently treated in the style of the elab­

orative development sections associated with_the sonata-allegro form. 

Romantic composers contributed little to the development of fugue. 

The fugues of this period very often were curious "throwbacks"· to ,Bach, 

giving testimony to their admiration of his genius but doing little to 

further the development of his contrapuntal art. These composers also 

modelled their fugues after Beethov.en, in what seems to be a similar 

attempt to pay homage to his contrapuntal skill. Fugue did, however, 

partake in _the harmonic developments of the period, which were character­

ized by an extension of harmonic structure, an expansion of tonal relations, 

an increase in the use and treatment of dissonance, and the growth of the 

scale from seven to twelve notes. 

In the twentieth century, fugue has participated in a general 

revitalization and extension of contrapuntal thought. Developments in 

melody, harmony, rhythm, and :form have had'considerable impact.on fugue 

even though some of the most startling innovations in these areas may 

have occurred in non-fugal, but possibly contrapuntal, music. It is 

possible that while fugue has broadened in the twentieth century; it 
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has done so because of these developments, and not because of the dis­

covery of new devices or procedures associated with fugue alone. 

In the twentieth-century fugue, subjects still rely considerably 

on the innovations of previous periods. They still tend to have an 

overall range in the neighborhood of an octave, and may be in one con­

tinuous unit, or broken into any number of smaller sections. They are 

usually tonal, even though this tonality may sometimes be chromatic rather 

than diatonic. The absence of major-minor tonality as a form-building 

force is replaced, to some extent, by a new and fresh use of modes, in 

addition to a structural logic based upon the use of meaningful inter­

vallic relationships. Broken-chordal melodies and the harmonic implications 

of the melody are expanded to include large tertian, quartal, compound, or 

added-note harmonies. _, 
• ; \ofiJ" IM-h'-'~·1 ""'of'<-d" 

The liberation of rhythm from its subordinate position,.o tonality,._i~~~~.n1 

permits it to play a more decisive role in the overall development. 
ti 

While there have been some attempts to organize, or serialize, rhythm in ''! 

some contemporary contrapuntal music, this writer found no examples in 

fugues which do anymore than show a negligible influence of this device. 

Composers do, however, use more asymmetrical types of rhythmic organization 

in addition to polymeters and polyrhythms. Some composers also resort to 

the use of two time signatures simultaneously in order to exploit 

hemiola, or hemiola-like devices. 

Contemporary composers have made several noteworthy contributions 

to the harmonic·aspect of counterpoint. They have increased the use· of 

dissonance and liberalized its treatment. The mrmonic basis of counter­

point has also expanded to include vertical structures suggesting 

81 -
S.e_e ~ Cf,t 



245 

various types of harmonic structure common in the non-fugal music of the 

t-wentieth century, so that some contemporary composers, owing to this 

distension in harmor.ic structure, are able to integrate the vertical and 

horizontal dimensions to a degree unknown in the past. 

No new types of_contrapuntal devices have been discovered which rank 

in importance with such devices as ~ugmentation• diminution, inversion, 

or canon. There is, however, a greater use of large stretti, and duplex 

and triplex canons, in addition to chordal ostinati, and melodies thickened 

to various intervals and-chords. 

Contemporary compos~rs have expanded the treatment of the exposition 

to include the use of a variety of pitch schemes which are not based pri­

marily upon tonic and dominant entrances, but are based rather upon 

patterns which possess a thematic logic, or show a symmetrical intervallie 

organization. The exposition, and fugue, also need no longer be composed 

for a fixed number of voices, and various non-contrapuntal parts may be 

freely added. The same type of intervallic logic applied to the exposition 

is also frequently adopted for the middle and closing entries. 

There are no essentially new manners of episodic treatment; both 

the Baroque and Classical kinds suffice. Episodes still serve to lessen 

the monotony of successive entries of the subject and serve to develop 

shapes associated with counterpoints other than the subject, and rely 

less frequently upon invertible counterpoint and more frequently upon 

canon and stretto. As in former periods, episodes tend to be related to 

each other, and develop their material in successively more concentrated 

manners of contrapuntal treatment. 
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The greatest contribution of the·Contemporary period to the evolu­

tion of fugue is a greater synthesis of structural ideas on both the 

horizontal and vertical levels, and is based upon a more liberal attitude 

toward harmonic structm-ef In their search for new form-building forces, 

contemporary composers have made a considerable effort to unify materials 

on these two levels and, thereby, have enhanced the structural organiz­

ation in fugue. In a sense the use of this type of organization serves 

to minimize, if not replace, the form-building function of the major-minor 

tonal system. The grundgestalt is now free to control such various aspects 

of the texture as melody, counterpoint, harmony, the pitches of imitative 

entrance and stretti, and the overall tonal organization. Contrapuntal 

devices may also achieve added meaning through their relation.to the basic 

structural ideas inherent in the subject. 

It seems as though the twentieth century will be a crucial period in 

the evolution of fugue. With the renewed interest in counterpoint and the 

notable developments in non-fugal contrapuntal techniques, .it seems that 

fugue may be passed by and be condemned to extinction, as some of the 

early contrapuntal forms were. If fugue is not to be passed by in this 

way, it vi.11 probably be due to.its capacity, as before, to assimilate 

the developments of this period and to partake of the general development 

of musical thought. 
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