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EIZAT'QI'H

H moapovca mruoyoxn epyacia apopd tn HETAPPOCN TOL Kepaioaiov 15 pe
titho "Fugue” tov Pipriov Counterpoint tov Kent Kennan (1999, 66. 202-216) kot 10
OYOMOGHO TOL KEWEVOL APETNPIOC, TOL KEWWEVOL OPIEE®MG KOl TOV UETOPPACTIKDOV
npoPAnudtwv. To emotnuovikd medio, 6T0 0010 AVIKEL TO KEIPEVO apeTnpiag, glval
aVTO TNG HOVGIKNG, KaODG TpaypateveTan TIg PactKES apyES TG POVYKAS OC LOVGIKN
eopua. O okomdg TG epyaciog eivor 1 LETAPPOOT TOV KEPOANIOV ovTOD TOL BiAiov
HE GTOYO TNV OVAdEEN TNG avayKoudtntog e petdepaong Eevoyhowoomv Piriov
HOVGIKNG OTNV  EAANVIKT] YAMOGO OEOOMEVOL TNG EAAEWYNG  LETOPPOUCUEVIG
BiBAoypapiag Yo Tov TopéN TOV avodTep®V Be@pnTikdV TG povotkng. TTapdiinia, n
gpyacio vt amevfoiveror oTovg poNTéC ®OElV Kol TOLG POITNTEG HUOVGIKMV
mavemoTNiov, ol omoiot BEAOVY Vo LEAETHGOVY TN CLYKEKPIUEVT] HOVGCIKY] POpUa,
Kol amoTeAEl Eva LOVGIKO gyyEPidto Yo OAovE avTtovg mov Ba BeAncovv va udbouvv
116 Bacikég apyég e ovvbeong g povykac. EmiéEape to ovykekpyévo Bépa, yorl
N HOLGOIKN €ivar £vag KAASOGC, Yo TOV 0moio dev &yovv peTagpactel ToAAd PiAia Kot
eyxepiown, kot 6cot BEhovv va acyoAnBovv pe avtdv Tov TOopén Bo mpémel va
avatpéEovv oe Eevoylwooo Pipiia. Zvvoyilovtag, mpokertal Yo €va Keipevo
LOVOIKNG pe Bépa tn @ovyko, T0 omoio amevBivetal e OGOLG AGYOAOVVTOL LE TN
LLOVGIKT] KOl 1 LETAPPOCT] TOV GTOYXEVEL GTNV QPVTVIGT] TOV LETUPPUGTOV CYETIKA LE
™V avaykn yio petdopoacn EevoyAowoowv PBifAiov povoikng Adym g EAAeymg
petappacuévov iAoy oto EAANVIKA.

EmumAéov, katd T HETOPPOCTIKY O100KOGI OKOAOVONGOLE GLYKEKPLLEVN
peBodoroyia. A@od mpdTO pEAETNOOUE TOPAAANAQ KEIPEVA, TPOYWPNCAUE GTN
petdppaocn oL keyWwévov. To Pacwkd mPOPANUE TOL GCULVOVIACOUE KOTO TN

LETAPPOOTIKY OOIKAGI0 fTAY 1 LOVLGIKY oporoyia, mov dpmg pe ™ Pondelo tov



TOPOAMNA®V KEWEVOV KOl TOV TPOTEPMY YVAGEDY HOG OTOV TOUEN TNG HOVGIKNG
TOTEHOVUE OTL AVTIUETOTICOUE €MAPKAOC. To amotélecua ovTHG TS JOIKAGIOC,
OnAadn to keipevo agitemc, amotelel TALov tO PEGO, TO Oomoio Oa peTOEEPEL TIG
yvooelg mept @ovykog otovg ‘EAAnveg avayvadoteg, OU®g Ol mo. TNV ayYAIKY|
YAOGGO mopd oty eAMnVikny yAoooa. Evelmiotodue oavty n mwpoomdbein vo
TOPOKIVIOEL KOl GAAOVG HETOPPOCTEG VO LETOPPAGOVV KeEILEVO Omd TN HOVLGIKN
BProypapia, kabng kot vo petappdcovv oAdkAnpo 1o Pipiio tov Kent Kennan,
vl avt) n gpyoacio apopd povo €va kepdiod tov. Emopévoc, axolovOnoape
ovykekplévn pebodoroyio Kot avipeTOmicape Kupimg TpoPANHoTe 0poAOYiNG KATA
TN UETAQPOOCT TOV KEWWEVOL, &VM TO omotélecuo omoterel éva AMBoapdkt oty
wpoomdbel ywoo TNV TpomOnon g METAPPOCONS MHOLGIKNG PipAoypoeiog ota
EMNVIKA.

H epyacia etvar yopiopévn oe tpia pépm. Ipodta mapotifetor to petdappacua,

énerta akolovBel 10 TPp®TOTLTO Kol TEAOC 0 oyoAaopog pali pe t Ppioypapio.



1. META®PAXMA

Kepdloio 15

®OYI'KA

Ady® TV 1060 TAOVGL®V Kol TOKIA®Y SUVATOTATOV Y10 YPOUUKT cvvBeon
TOL TPOGPEPEL 1 POVYKO, NTOV EVO OYOTNUEVO OYMUOL YL TIG OMUIOVPYIKES
npoonibele Twv ovvletdv ™G Mmopok emoyng. Edv kdmoieg @opég ot pabdntég
Bempovv 0Tt elval aKaONULAIKN Kol YEUATN omayopedoels, Y’ antd evBhveTon Kupimg 1
OYOAUOTIKY] TPOCEYYIoN TOAAGDV Tpaypateldv. Eivor aAnfewa 611 1 mapadociokn
QOVYKO OEGUEVETAL OO GLYKEKPLEVOLG TEPLOPICUOVS GE OPICUEVO ONUELD, OALA
givar aloonpeioto eevBepn oe dAlal. Kot evd kdmoleg @opéc 1 gpodyka Tetvel vo
Oempeiton «youyp» Kol «a@nPMUEVT», UTOPEl Vo EKQPACEL [0 HEYAAN TOIKIAMQ
dwbéoemv.

O avayvootng mov £xet O10PAcEL TO VAIKO OV £XEL TAPOVOLOGTEL HEXPL TOPQL
oe ovtd 10 PiPAio Ba del, 660 PAALLE Yo T POVYKA, OTL AVT TEPIAAUPAVEL KAVOVES
OV OVTOG €yel MOM oGLVOVTINGCEL Kol OTL XPNGOTOlEL GLYVE GLYKEKPYEVOUG
UNYOVIGHLOVG TTOL TOL glvat 01 YVOOTO1, 0TS 1 AvIESTPOUUEVT avTioTIEN, TO Stretto,

N peyébovvon, n opikpuvon kot 1 avtiBetn kivnon.

1To av 1 povyka sivar «{mviavi) GUepa, KoL ov VoL, TOoT GYEon EXEL LE TNV GUYXPOVT] LOVGIKY Eival
EPWTALOTA, Y10 TO. OTOiet TOAAOL YVOOTOL GUVOETEG EYOVV EKPPACEL TOAD EVOLOPEPOVTES ATMOYELS GTO
BipArio Twentieth Century Composers on Fugue (Chicago: De Paul University, 1966). H mkewovotnta
TV cVVOETOV QaiveTal Vo TIOTEVEL OTL VA 1 TOPAOOCIOKY QOVYKA LE TG KOOOPIGUEVES TOVIKEG
oyéoelg oev £xel Béon oty atovAA Hovoikn, M PovYKa mG YeViKY Owdikacio eSaxoiovBel va givar
axopun moAv {ovtavi. IIpog otpiEn avtg ¢ dmoyng, TapafETovy TNV EVEOUATMOON TG POVYKAG GE
TOAAG €pya amd dtaKeKPIULEVOLG GLVOETEG ToV 20°° cucdvaL.



[Ipwv mpoywprcovpe TopaKAT®, 0G5 GKEPTOVUE OV 1| POVYKO gival Ovtwg pia
QOpupo M amAmg €va. 6TVA 1 €idoc. Av kot 1 eovyko dev Bempeito cuykeKPLEVN
QoOpuo TV €moyN TOL Mmary 1 akdun Kot Evav 0AOKANPO audva LETA Tov Bdvatd Tov,
N droyn 0Tl amoteA0VsE pio TPEPN POPUO EYIVE EVPEMG OMOOEKTY) OTA TEAN TOV
19 adva. Apydtepa, OU®G, OLTA 1 Gmoyn dpyloe vo. auelofnrteitor Kot TEMKE
TOPAYKOVIGTNKE OO TNV ToAOTEPN KOl o £yKupn amoymn mov ERAeme T @ovyko
oG pomo ovvheonc, pio wWwitepn OVTICTIKTIKY TPocéyyion. Evo pepikés popéc
avVOPEPOUAOTE GTN POVYKO (O U0 OO TIG OVTICTIKTIKEG POPUES», O OPOC «POPLQ
NG POVYKOCH 0V £XEL OLGLUCTIKA CLYKEKPIUEVT] oNpacio. AVTO 0gv ONUALVEL, OU®G,
OTL Ol OTOMIKES POVYKEG Oev £€(OLV emionun @Opua M OTL N TPUEPNS POpUO. OEV
ocvvavtdtal cvyvd. To Bépa eivor amimdg 6TL VIEApPYoLV TOIKIAEG dLVATOTNTES OTNV
OPYLITEKTOVIKY] TNG POVYKAG, UE OMOTEAECHO VO KOBIoTOTOL adVVATO VO SLOKPIvVOLLE
OTOWONTOTE amd aVTEG MG TN «POpHo ™G @ovykac». ITBavdv, n évvoln g
TPWEPOVS  QOPUAG TNG  QOVYKOG TPOEKLYE  €MEWN Ol  QOVYKEC oLvNnOmg
wepAapPavouv:

1. plo «éxBeony», oty omoia to Béuo eppaviCetor pe pNTIKd TPOTO
CUUPMVO LE £VO TAPUOOGLUKO TPOTVTO -

2. éva mo ekevbepo pépog, tO omoio pepwkéc @opég ovopdleton
«OvATTLEN», OTOV YEVIKA QOPEVYETAL 1 OPYIKT) TOVIKOTN T

3. xamow avagopd oto BEpa, TNV OPYIKY TOVIKOTNTO KOVTE GTO TEAOC.
Avt pmopet va gtvar oTidNmote, amd Eva péPog Tov BEpatog pExpt o
oelPpd Omd OAOKANPOUEVEG KOl YEUATEG EUPACT EUQOVIGES TOV

Oépartoc, pio TANPNG «ovaKEQPUAOI®ON.



To oynua ABA eivatl Tpo@oavdg epeaveg €00 OGOV aPopd TIG GYECELS LETAED
TOV TOVIKOTNT®V Kal, 6& UEYOADTEPO 1 UIKpOTEPO Pabud, v e&locoppdmnon g
ékbeong pe ™ Ponbeln evdg mopduolov pEpove kovid oto TEAOC. AAAG GTOV
kaBopopd TG OLVOMKNG QOPUOG LG (OVYKOG €ivol €MIONG ONUOVTIKO Vo
Aoppdvovtal voyYN ot aVaAOYIiES TV TOKIA®Y HEP®Y Kot 1 oxéomn UeTa&hd Toug OGOV
apopd to meplEYOUEVO. Avtd umopel va vmodeikvoovy Eexabapa pio owepn (1 po
GAAN un TpyEpT]) GOPUO, OKOUN KOl OV DITEAPYOLV KATOEG VITOVOIEG VTAPENS TOL
oynpotog ABA. Oa emotpéyovpe oto BEpa g enionung avdivong ot cuveyewa. Ev
To petald, Oa efetaoctovv d1EE0dIKE KAmolo ototyeid Tov TPOTOL cvvOeoNS NG

(POVYKG.

TO GEMA

Ta 0épato mowkiAlovv onuavtikd oe péyebog, pepkd givor tOco puKkpd 6co
éva, PETPO Kol GAAOL TOGO peYdAa 0G0 okt 1 meplocdTepa pétpo. H apyn mov
nepthapPavetal edd eivar 0tL 10 B€pa (0.) Tpémel var elval apkeTd PLEYOAO, MGTE V.
dtver v aioBnon 01t eivon pio Tpaypatiky ypouun ovti pio Kivnor, aAld Oyl 1060
HEYAAD, (DOTE O AKPOATNG VO OVGKOAEVETAL VO, TO cLYKpATNOEL To péoco uéyebog twv
Bepdtov oto Kaloovykepaouévo Kiervoxoupalo (W.T.C.) givon mepimov 800 pétpa.
Ta amoondopota oto [Mapaderypa 1 ansuwcoviCovv va iKpd Kot Eva GYETIKG LEYAAO

0épa avtiotorya.

Mapaderypa 1 BACH: W.T.C., Book I, Fugue 9
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Mapaderypa 1 BACH: Fugue in C Major (Exkinoloctiké Opyovo)
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Avta ta 6vo Béparta (TMapdoetypa 1) avirposmmevovy VO YUPAKTNPIGTIKA
glon, yvootd tov 19° audvo o¢ soggetto ko andamento avtiotorya. To mpdTo givar
HKpoL 1 pecaiov peyéfovg (0yt peyardtepo amd mepimov tpia LETPA), GYETIKA ATAO,
UEPIKEG (POPEG TOPOLO10, O TPOG TOV TETPAYMOVO YOPOKTNPO TOV, HE TO BEHOTO TOV
prtoepkape tov 16% aidva. To devtepo eivar peyaAdTepo, YEVIKA MO YAOQLPO Kol
ovyvé amotedeitan omd V0 10éeg. LN HOLOIKY Tov Mmay to €idog andamento
EUQOVILETOL TTO GLYVA OTIG LEYALES POVYKES Y10, EKKANGIOOTIKO OPYOVO.

IMa va givor evdlopépov kabmg kot eO0KOAN OVayVOPIGILO, OTOV EMOVEPYETOL
70 O&p0, TPEMEL VO EXEL KATTO10 YOPOKTNPIOTIKO GTOLXEID — HEA®OKO 1 pLOIKO M Ko

T dvo. Oha ta Bépata oto [Tapdderypa 2 dwwbétovv T€to1o oToyEia.

Mapaderypa 20 BACH: Fugue in E Minor (ExkkAneclaotiko Opyavo)
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Hapadsrypa 2p PURCELL: Sonata No. 7, Canzona

Mapaderypa 26 HAYDN: Fifth Mass
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Mapaderypa 2e BACH: W.T.C., Book |1, Fugue 6

Mo mopddetypo, ot0 TPMOTO AMO OLTA, TO JSWPKDOG OVEAVOUEVO SLAGTNLLOL
LETaED TV drdoyIKdV 0yd0mv (e00 kat To dvoua «Wedge Fuguey) eivar 1diaitepa
YOPOKTNPOTIKO Kot koB1oTd 10 Bépa e0KoAa avayvopioo, akdun Kot yYopig
BonBeta kamowov acvvifictov puBukol ctotryeiov Yo va Eexwpilel. v apyr| Tov
tehevtaiov Bépatog oto [Hopdodstypa 2, 10 EVOILPEPOV EMKEVTIPMOVETAL GTO GYNLLOL TOV
pinyov kot oty ovtifeon tovg pe tov pudud TOV 0Ydd®V TOL aKOAOVOEL.
Melwdwd, n Kotiovco ypopoatikn kivnon tpafdet v mpocoyn poc. Ipocééte v
OOTEAEGLLOTIKY YPNON TG aAAnAovyiog o€ mOAAG amd avtd ta Bépata. H evioyvon
evog otoryeiov dnpovpyel éva pelmdd potifo mov o avTi umopet va orypaA®TicEL

KO OTOTUTTAOVEL TO VAMKO 7o 6TafePE GTO HUAAO TOV 0KPOOTY.
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Eivar avtovonro 61t éva kaAd 0pa Ba £xel pio evOlapEPovca YPOUUT, OTTMG
avtd Tov cu{nmMinkav oto Kepdrawo 2. Me avtd oyetiletor n avaykn yuo éva onueio
KOPOQMONG, KATA TPOTIUNOT OYL TOAD KOVIA GTNV apyn).

Ta Bépata dev TPETEL VO YPNGILOTOOVY TNV dOUN| TNG TEPLOJOV, YOTL OVTH
elvatl omnv ovcia EEvn TPOS TOV YOPAKTIPO THG POVYKOAGS.

Xe avtd 0 oTVA Ta BEpaTa apyilovv TIC TEPIGGATEPES POPES LE TO POAYYO TNG
TOVIKNG, KATWG AyOTEPO GLYVA LE TO POOYYO TG deomdOLOVGAG Kot TOAD GTAvVia LE TO
@0OYY0o TOL TTPpOoCAYWYEQ 1| TNG LITEPTOVIKNG (TAvTa e aTO TO POGYYO MG EIGAY®YN).
Ev méon mepmmtooet, o pBOYY0g TG TOVIKNG TPENEL OKOVOTEL KOVTA GTNV apyN, DOTE
N tovikdétnta vo opiotel EekdBapa. Ta mo emrvynuéva Bépata €govv éva otabepd
Kol evorpépov appovikd vroPadpo. ‘Eva 6o propel va apyicet ite oe Béon eite oe
apon, evod cuyva apyilel petd omd por pikpn toavon, onwg oto [apadetypata 25, 3,
5,6, kou11.

Ta meprocdtepa BERATO TOV POVYK®V OEV EEMEPVOVV TNV EKTACT] TNG OKTAPOC
KOl TOAAG, €OIKA OTIG TETPAPOVEG KOl TIG TEVIAPMVEG (POVYKES, TOPUUEVOVV GCE
OKOUN O HIKPN £KTOOT).

‘Eva 0épa mov pmopet va ypnowyomombet oe Stretto mpopavae mopovstalet
wwitepeg OLVATOHTNTEG Y1 ol EVOLPEPOVSA AVATTLED.

‘Eva gpotpa mov B€touv ocvyvd ot pobntég eivor 1o €€NG: mow givan m
dapopd peta&d tov BépaTog e eovyKag kot Tov potifov tng invention; Aedouévng
™G LEYAANG mowidog og péyehog Kot yopakTnpa Tov £x0uV Ta BEHATE TOV POVYKOV
Ko To. potifa Twv invention givon dbokolo (kat ETKivouvo) vo Tpocmadfcovpe va To
ovykpivovpe. Ocov apopd 10 péyebog, avtd mov umopet va AgyBel eivar 6TL TOAAG
Oépata Eemepvolv Ta T€caEp PETPO, EVED Kavéva potifo Tav invention tov Mroy dev

ta Eemepvd. Ooov apopd tov yopaktpa, sivol adtoapgiofnmmra aAndég 0t ta Bépata

11



TOV QOVYK®DV TelVODY va. €ivol «mo Popld» Kot «wo cofapd» and ta potifa tomv
invention, 6rmg cvyva vrootpiletot (TapdAio TOL TO VO LETPE KAVEIS TO «BAPOC» Kat
™ «ocofopdtnTay €lval aVTIKEEVIKO TPOPANHaTIKO omd udvo Tov). AAAG TéTOoleg
YEVIKEVGELS UTOPEL v €Vl TOPATAOVITIKEG, €POCOV VTAPYOLVV HOTIBO KATOU®V
invention Pabuag coPapdtntag kot BEpata TOAADY QOVYKOV pE avapeiopiTnta

eAOQPV, aKOUN Kot YOPOVUEVO, YOPOKTIPA.

H AITANTHXH

A@o¥ 10 B&pa €xel gppaviotel pOvVo TOL, HL GAAN @OV UTOivEL KOl TO
elodyel otn deondlovoa. Avti 1 0gvTepn epueavion ovoupdletal «amdvinon» (A.).
Metd épyeton M Tpitn €10000G, AOYIKA pe T Hopen Tov Bépotog — dnAadn otnv
tovikn. Edv n povyka €xel técoepic pavie, N t€taptr gicodog Ba eival cuvnbwg o
devtepn amdvtnon (ot Aatwvikoi épot dux kot COMES, OV YPNOUYOTOOVVTOL UE TIC
EVVO1EG «apynYOS» Kol «oKOAOLOOC) GTOVG KOVOVES, aVTIKANOTOOV KATOEG POPES
TOVG OPOVG «OEUMY KOl «OTAVTNGT» OTIG POVYKES).

Onmc ko pe v pipnon otny tpigovrn invention, n axdvinon og po ovyka,
pumopet va givon gite mpaypotik eite tovikn. Ot apy€G NG TPOYUATIKNG Kol TNG
TOVIKNG pipumong culnmonkayv oto Kepdiaio 13 kot Bsmpeitar 41t 0 avayvodoTng Tig

EXEL EUTEOMOEL.
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H EKOEXH XTHN TPI®PQNH ®OYTI'KA
H apyun epepdvion tov BEHaToc Kot g amdvinong o€ OAES TIG PMVEG e TN
oe1pd ovopdleton ékBeon’. TvviBmg vdpxovv TOcEC £icodot otV ékBeon doec sivan
KOl Ol QOVEG OT POVYKO, TOUPOAO TOV HEPIKEG POPEC TPooTiBetan pia E€Tpa £1G000C.
Mo va to dodue owtd oty Tpdén Kot Oyl povo ot Bewpia, ag e&etdoovpe
oto Ilapaderypo 3 v €kBeon pog tpipmvng eovykag ond to Kaloovykepaouévo

Kieiooxoupolo.

Mapaderypa 3 BACH: W.T.C., Book I, Fugue 2

2 H MEn «éxBeony ypnoomomOnke and peptcodc cuvOiteg ot Qovyke kot orjuotve kéle gicodog
Tov Bépatoc oty apyn N opyotepa. AAAG 1 IO TEPLOPLOTIKY TNG OMLLACIN TOV OVOPEPETOL TAPOUTAVED
glval QLT TOL YPNCLOTOLEITOL CTLEPO KOL YU 0VTO V1oBETHONKE €OED.
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| Téovpo focicpevn omvopym tov ©. kor A/'O [ os avribzt wdvnom

To Bépa otn vro peilova apyilet amd 10 POOYYO ™G TOVIKNG 6T HEcaio v
HETA amd pio mahon 0oyddov Kol eKTEIVETOL UEYPL TO TPMTO OEKATO €KTO GTO TPITO
HETPO. ZVYKEKPWEVO oNueiol TOL APOPOVY TNV KOTOUOKELT] OVTOV TOL OEUATOC
avaeépOnkay vopitepa otn celMoa 6. H amdvinon oty ndve eovi, tov apyilel ond
70 deVTEPO OYO00 TOL TPiTOL UETPOVL, €ival TOVIKN, OT®G TOAVOV V. OVOUEVOTOV
BAémovtag to pBOYYo ¢ decmOlovcac, To GOA, KovTtd otV apyn Tov Bépatoc. To vio
avTIKoO1oTd T0 pe Kot avtdg 0 OOYYoS etvarl 0 pHovadikodg mov aAAALEL GTNV TOVIKN
amdvinon. Otav o eO6yyoc ¢ deomdlovoag Epyetorl apyotepa o€ avTO TO BENA EYEL
TPOYUATIKY] OTAVINGT. ZNUEIDCTE OTL M TOVIKOTNTO NG amdvinons sivor m coA
eMdocova kat Oyt 1 coA peilova. To {fnpa givar va Bopdpacte 4t n tovikdTyTo TG
deondlovoag pog EAAGGoVaS TOVIKOTNTAG Elval EAACCOVAL.

H pecaio povn cvveyilet mapdiinia mpog v amdvinon pe pio véo peAmokn
YPOUUY, TOV GE AT TV Tepintwon ovopdaletan «avtibepo» (A/@). To avtifepa givan
plo pedwdwkn wéa mov epgaviCetor mavta pali pe 1o Bépa ommv ékbeon — amd

dgvtepn €i0000 KO HETA, PLGIKA, OPOV 1) TPMTN £Vl KOVOVIKA 0GVVOOELTN — Kol
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apyotepa ot @ovyko. Ilpémer emiong va €xel pHeAmOKd evolapépov, O1KO TOL
YOPOKTNPO KO opKeETA pLOIKY avTiBeon yuo va kdvel avtibeon pe to 0€ua, aAld Kot
To. OVO TPEMEL VAL SNUOVPYOVV €VO, PLGIKO KOl IKOVOTOMTIKO cvvdvacud. Onwg o
Oldroyd?® o 01et KAMMG POLAVTIKE «KOL TOL SVO TPETEL VO AVIKODY TO €VaL 6TO GALO.
To avtiBepa ko to BEpa ToL TPEMeL emiong va avtioTpéPovtal, dnAadn 1o kabéva va
Aertovpyel KoAd ©¢ 1 ynAoTEPN N M YOUNAOTEPT POVY).

Kdamoteg povykeg dev €xouv avtiBepa. Xe ovTéG TIG TEPIMTMOGELS, TO AVLOEPO
HEPOC TOV GLVOOEVEL TO BEUO AVOPEPETOL OE YEVIKES YPOUUES OTAMG OG «1 AVTIOTIEN
oV Bépatocy. To eAedBepo PEPOC GLVAVTATAL TTO GUYVA GE TETPAPMOVES POVYKES Kol
Ba avaivOel pe avtéc.

v apyn tov méumtov pETpov (oto Iapdderypa 3) n tovikdOTNTa Elvon axoun
ot TG 0€0TOLOVGOG Kot 1) €I0000G GTNV TOVIKOTNTA TNG TOVIKNG GE VTO TO ONUEl0
Y®pig TpoeToacio Bo Nrav amdToun Kot dev Ba akovyodTav mpaio. Xvvenmg, 0 Mmay
YPNOOTOLEL TOL EMOPEVA OVO HETPO YO VO ETIOTPEYEL GTN VIO EAACOOVA LE TN
Bonbeta g d1d0y KNG EMékTAONG TNG aPYNG ToLv BEpatog. I'Epupec T€To10VL €ldOVC,
mov ov{ntMOnkav vopitepo HE TS invention, VTAPYOLV OKOUN 7O CLYVE OTIC
@ovykes. O1 meplocdTePec amd avTEG TEPIAMOUPAVOLY TPOEKTOGT) TOV VAIKOD TOV
LOALG aKOVOTNKE, OTMG KOl GE VTN TNV TEPIMTMOOT).

210 £€Boopo HETPO M KAT® Q®VN Taipvel To BEpa, 1 TAVE OV ToipveL TO
Tp®TO ovTifepa Ko  pecaio vy £xel pio GAAN pedwown wéa. H tedevtaio omvn
apyiler mo petd amd T dAleg dv0 Kar dgv elvar TOAD aveEdptnen, apov apyilet pe
napdAnieg tpiteg mpog 10 Mp®dTO avtifepa. [Mapdra avtd, amotelel €va GaPMOS

OPWOUEVO  LEAMOIKO OTOYXEID TOVL EMOCTPEPEL OPKETEG POPEG OTN OBPKEWL TNG

% George Oldroyd, The Technique and Spirit of Fugue (London: Oxford University Press, 1948), p. 38.
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(QOVYKOG: CUVENMC, TPEMEL AVAUPIOPNTNTA VA XOPOKTNPIOTEL ¢ 0e0TEPO avTiBEpQL
Tapd AmA®OG G «EAEH0EPO HEPOCH.

Avtd 10 pépoc Mg @ovykog (uétpa 1-8) amoterel v €kBeom. Omwmg
avapépOnke TPONYOLUEVAGS, KATOEG EKOEGELS TPIP®VAOV POVYK®V TEPAaUPdvovy Kot
pio tétapt €icodo Tov BEpaToc, ot deomOLOVGA, £TCL MOTE 1 OKOVOTIKY EMIOPOOT
va gtvar oav vt TG £KBeoNg Log TETPAP®YNG POVYKAG e o v Vo Aginel oTnv
tétaptn €i6000 (.Y, ot0 Kotoovykepoouévo Kiciookupaio, Bipho I, ®ovykeg 6, 8,
19, 21). H dmapén piog mépmng 100001 OTIC TETPAPOVES POVYKEG OEV GLUVOAVTATOL
ovyvd: o€ Kapio amd TIC TETPAPOVES PoVYKEC 610 Kaloovykepaouévo Kicidoxvupfolro
ogv Vapyel TEUTTN £16000C.

2115 TPImVES POVYKEG 1 GEPA ELPAVIONS TOV TOVIKOTNTOV 6TV ékBeon givar
ThvTo ToviKn, dgondlovca, Tovikn (0éua, amdvinon, O6éua). Ot pwvég pumopovv va
UTOVV UE OPOPETIKN oelpd. Mia oelpd 10600V Bempeiton «cuvniouévny, eav o
eovny pe uyo aplBpd €xel og amavtnon pioc eovi pe povo apdud 1 avtiotpoea
(avtd Bo yiver avtopato, av o1 TPpOTEG dV0 PWVEG elval YelItovikeg). O TapaKaT®
TivaKog OglyveL TN GYETIKT CLYVOTNTA OUPOPETIKOV GEPOV €600V OTIG €1KOGL £EL
Tplpwveg Povykeg mov meptlappdvovtor Kou ota dvo Bipiia tov Kaloovyxepaouévoo

Kieidoxbupfoalov (o1 pwvég etvar apBunpéveg and mévo mpog o KATm).

2elpd 16600V Dopéc mov ypnopomombnke
123 12
213 10
321 2
312 2
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[Ipocééte 611 N oepd 231, evod givar cuvnBiopévn, dev gpeaviletal, eved dVo
(QOVYKEG YPNOOTOOVV TN Un cvvnbispévn oepd 312, oty onoio o1 TPMOTEG dVO
QwVEg d¢ev givar yertovikés. H oepd 16650v oto Tapddetypa 3 frav 213.

To oyeduypappa g ékbeong g Tpipmvng eovykag eivar dmmg arxorovdel

TOPOKAT®, EVO 1 oelpd 123 emhéyOnke Tuyaio.

Hoapdadsrypa 4
Toviki Aegonolovoa Toviki

e. A/O T hevBepo pépog  LIPOCIPETIKG EhetBspo pépog 1 A/O 1T
- T l SRRl B — 1

YEQULPU A/O T A ehetPepo pépog

A
M | T I

o.

Towg mpémel va avapepBet 0TL dtav 1 £kBeon Eemepvd TG KavOVIKEG avaAoYieg
mov anewoviCovtal £0M, glte pe TposONKN piog 16600V 1| e d1O0YIKN EMEKTOCT, T
TTOON OTO0 TEAOC NG Pploketal cvyvad o€ OPOPETIKY] TOVIKOTNTO OO VTN NG
tovikng. Ot @ovykeg 6 war 8 1oV TWpdTOL PiPAiov Tov  Kakoovykepouévoo

Kieioorxvupfalov givon peta&d ekeivmv mov amodEkVOOLY 0VTO TO EVOEXOLLEVO.

TETPADQNH ANTIXTIZEH
H dmopén o€ avtd 1o Pifrio evog Eexwplotold Ke@OAOIOL Yol TV TETPAGMVT|
avtioTién (mapdAinio pe ovtd ywo T dlpovn kot v Tpipmvn avtictién) oev
QOVOTOV OVaYKOio, ooy TO TEPIGGOTEPO VAIKO Yo TN GUVOEST] TG TPIP®YNG POPLOG
pmopet va dtevpuvlel yio va epappooctet 6to teTpdemvo gidog. Emiong, n televtaia
etvar kavovikd M Pdon g pEAETNG NG OPUOVIOG KOl GUVETMS, OIKEIL GTOVG
nePLocOTEPOVS pobNTéS. DVOIKA, 1 AVTICTIKTIKY] TPOGEYYIoN divel TOAD TEPIGGOTEPT

éupaoct oty oplovI ypopuun, Tapoilo Tov avTd To GToLyEio eival TPoPavAS Topdv
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oe kémowo Pabud axéun kol ot Sd0YXEG TOV CLYYOPOUDY MOV Eivol KOAX
KOTOGKEVAGUEVEG: 1] OO MPICTIKY YPOUU HETAED TNG TETPAP®VNG OPUOVIOG KoL TNG
TETPAQOVNG avTIoTIENG Oev glvar ThvTo EVOLAKPLTN.

H dmopén tecolpov govov emTpénel T0 TOVTOYPOVO GKOLGUO KOl TOV
1e660p0V POOYYOV piag cvyyopdiog ped’ efdOunc: otic Tpipmveg cuyyopdieg Evag
@00YYyog mpémel va dimAactaotel. Av kKo Oo mpémel va AapPavoope coPapd v’ oy
v opovTio YpoUUn KaTd TovV OumAaclocpd, Bo mpémel va amopevYETAL Vo, EXOVV
onuovtikny 0éom péAN g ovyyopdiag mov Kavovikd Oev elval TOVIGHEVO — Yo
TOPAOELY O, £VOG XPOUATIKOG pOGYYOC 1 M Tpltn oG Tpipwyng KOplag suyyopdiag.

H pvbuikr dpacmmprommra pmopel va  givor mepiocdTEPO 1 AydteEpO
OLOLOHOPPO. KATAVEUNUEVT OTIC POVEG, 1 KATOEG P®VEG UmopovV va moilovv Evav
o €vePYO pOAO amd GAAEG. AVO POVEG UTOPOLV VO, GLVOLOGTOVV PLOUIKE, EVD Ol
GAAEG 30O KIvoUVTOL UE OPOPETIKO TPOTO, K.O.K..

Ye yevikéG YPOUUES, TOVAQYOTOV Mo amd TIC QOVEG TNV TETPAQOVI
OVTIOTIKTIKY doun elvor mBavd va givor oyeddv devuTePEDOLGNS ONUACIOS OE
OTIO10ONTOTE OMUELD, OPOV TO OVTL SOVGKOAEVETAL VO AKOAOVONGEL TEGGEPIS YPOUUUES
d10g onuociog Kot TOAVTAOKATNTOS Yo OmodNToTE UEYAAN mepiodo. H povokn
elval TIG TEPIGGOTEPEG POPES KATOGKEVOGUEVT] LE TETOLO TPOTO, MGTE 1) TPOGOYT] TOV
OKPOOLTY VO ETIKEVIPAOVETUL TPMTO, GE o Ypoppr| He To ovTIfEHaTd TG Kot £MELTOL GE
évav aAAo této10 cuvdvacuo.

210 TEPIOCOTEPA TETPAPMVA OVTICTIKTIKA £pya, dev eu@avifoviol cuvexmg
Kot 01 T€ooePls PwVvES. Mia 1 000 Agimovv kdmoteg opés (anTd glvat ToAd mThavo vo
ovuPel ota enelcdOI), £TGL MOTE VAL VILAPYEL TOKIAD 6T o] AKOUN Kot 01 PIKPEG

TavoeElg €Qovv dV0 emmAéOV mAgovekTiuoTo: Ponbodv oty oplobétmon TV
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OTOCTOG ATV TNG HOVGIKNG OKEYNG Kol KAVOLV TIG pMVEG OV £lyov TAVGEL VoL AEVE
TEPLOOTEPQ OTOV EAVOUTOVV.

To Baocwkd mpdfAnue oty TETPAE®VN avtioTiEn eivar avtd g dlathpnong
NG 160pPOTHOGC HETOED TNG appoviag Kot TG HEA®OIKNG apTtidtntas. Evd ot téooepig
QOVEG TO KOOIGTOOV AT O €0KOAO Yol TV TPATY, TPEMEL VO TPOGEEOVLE VO NV

VTOPEPEL M OEVTEPT KATA TN dLodIKaGiaL.

H EKOEXH THXY TETPA®QNHY ®OYI'KAY
Onwg Ntav avapevopevo, n €kBeon oe po TETPAQ®VI GoVYKO OTAMS TAEL TN
QOpUO. OV  TOPATNPNCOUE OTIS TPipoves @ovykeg £vo Prua mapoamépa. To

amOGTOGLO TOV 0KOAOVOETL elvat Eva apKeTE TLTIKO TOPASELYLLOL.

Mapaderypa 5 BACH: W.T.C., Book I, Fugue 23

e :
* E}- . . |
|
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= e
- 4 — -
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[Mapdéro mov dev vhpyel Kapio Yéeupo €0® HETAED TNG Oe0TEPNS KoL NG
Tpitng €16600V TOL BEUOTOC, TETOWN TEPAGLATO LITAPYOVY GLYVA OTIS TETPAPOVES
QOVYKES, OTWG LILhPyovV Kot 6TIS Tpipwves (BAEne TTapaderypa 10, cerida 228).

Mo A o @opd, pmopodUe Vo TOPATNPGOVUE TN ¥PNON TNS TOVIKNG
pipnong oto tpito ko to ERoopo pétpo. Exel mpoxinbel oe avt v mepintwon and
éva, duvotd cvvaicOnua g apuoviag g deomolovoag (VTo# Kot @o#) Kovtd otnv
apyn tov Bépartog, mBavov Kol amd TV TPOMPN EUEAVIOT| TS POGIKNAG TOVIKOTNTOG
(Mo#).

H oceipd €6606wv €6 oto Ilapdoetyua 5 eivon tevopog, GATo, compavo,
undcog M pe apbpovg, 3214. Mo oelpd €1660wv OBewpeiton cuvnOiopévn, av ot
TPOTEG dVO €160J01 YIVOVTOL GE YEITOVIKEG POVEG Kol oV 01 POVES e povd kot Luyod
apOud evarrdocovion (apyiCovtog eite pe povd eite pe Lvyd). Ot cuvnOiopévec
oelpég, T0Te, eivor o1 akoAovbeg:

1234 2143 3214

4321 2341 3412

e kafepio and avtéc, N 160806 TOL BEHATOC (1] TG AMAVTNOTG) TN GOTTPAVO

Bploketon pia oktéPfo TAve omd avt GTOV TEVOPO, VM N 101 GYEOT VILAPYEL KO
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petalld TV €1600mV NG GATO Kol TOV UTdcov, Bempdviag OTL TPOKELTAL Yo TN
ocvuvnoiopévn dtadoyn twv Tovikottov I VIV,

Av gfetdoove TIG OEKOEVVIA TETPAQ®VES QOVYKEG 0TO Kaloovykepaouévo
Kieidoxbufolo, Ba mpokhHyouyv o1 TapaKAT® TANPOPOPIEC CYETIKA LE TIC GEPEC TOV

YPNOLOTOOVVTOL KOL TH GYETIKT] TOLG GLYVOTNTOL:

2EIPG E16000D Dopés mov ypnoiuomornOnie
3214 4
4321 4
2134 (un cvvnOwouévn) 3
2143 3
2341 2
3241 (un ocvvnOopévn) 2
3412 1

Ye mévte PovykeG 0 Moy ypnoomolel Tig oepég €16600v 2134 1 3241. Av
Kol 0VTEG 01 GEPEC OV elval «cLVNOIGUEVES), V10Tl OEV EVOAALACGOVV TIG POVEC LE
povd M Quyd apBud katd T OdpkeEl NG QOVYKOC, £ivol KOW®MG OmodekTd OTL
YPNOWOTO0VVTAL £ OAOKANPOV. X& QVTEG, 01 dV0 TPOTEG PMVES VAL YEITOVIKES, £TOL
wote pio povn pe Luyd apBud va €yl wg aravinon pia eovy pe povo aplud M 1o
avTioTpoPo- ovTO €ivar TO0 O oNUAVTIKO. Xepés, Ommg N 1324 1 n 2431, pvowd
amokAeiovTal EVIEADC.

Y& ouVOLOGHO pe avTd ToVv Tivaka EkTANEN amotehel 1o Yeyovog OTL M GEPA
1234, 1 omoia Oa mepipeve Kaveic evAoya va gpeaviCeton pe kémota cuyvotnTa (Kot n
oToi0l, TOPEUTITTOVIMG, EIVOL 1] O GLYVN OTO CYEOIOYPALLOTA TG KATOCKELNG TNG

eovykog o€ kelpevo  avtiotiéng), oev  eupavietor  ovte pia  @opd  oTO
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Kaloovyxepoouévo Kieidoxvufaio. Ot Aoyor mov amépuye o Mmay ovt) ) Gepd
amoTeEAOVV  eVOlPEPOVTO Bpota TPoPANUATIGHOD: OAAG TO VO (QOTOCOVUE OF
TEWOTIKEG OMOVTOES Ogv €lval €0KOA0, 101K O€00UEVOL OTL Ol OMOEKO O TIg
TPLPOVES POVYKEG YPNOLOTO0VV TN oelpd 123 ko 6Tl N EVILA®GLOKY TEVTAP®V
eovyka o€ olb gldocova (Biiio 1) ypnowomotet  oepd 12345.

Y10 IMopdderypo 5, dmwg kol oTIG TEPLGGOTEPES EKOECEIS TOV TETPAPOV®V
QOVYKAV, 1 d1000YN TOV TOVIKOTHTOV ivat ToViKY|, deomdlovoa, Tovikn, 0ecmolovaal.
[Mapodra avtd, dGAAN pio dwdoyn elvarl mBavY| Kol CLVAVTATOL TEPIGTOGIOKE: TOVIKY),
deonolovoa, deomolovoa, tovikn. To IMapdderypa 6 amewkoviler avtny T Od0yN,
mov eivan EexdBopa vrevBuvn Yo ™ un cvvnOopévn oelpd g1c6dov (2134) exet.
Avt eivar M povadikny @ovyka oto  Koloovykepoouévo Kiegidoxvupfalo mov

ypnoponotel T dadoyn Twv tovikottev [V V 1.
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Mapaderypa 6 BACH: W.T.C., Book I, Fugue 1

H mieioymoia tov TETpAQOVOV QOVYK®V YPNOCILOTOLEL Eva 1| TEPICCOTEPL
avtiiféuarta. Mo mapdderypo, 1 eovyka oto IHapdderypo 5 €xel éva avtiBepo mov
apyilet pe dékata ékta o€ Katovoa Kivnon, o omoio epueaviCeTor TpMOTO GTN YPOUUN
TOV TEVOPOL GTO TPITO UETPO, EMELTO. GTNV GATO KaTd TNV Tpitn €i0000 TOL BENHATOC
KOl GT1 GOTPAVO Katd TNV T€ToPTn €16000. AV Kot OAN VTN 1 LEA®OIKT VPO OEV
eupaviCetar cuyxva o ddpkel TS POVYKAG, epeaviletar n apyn g ovtd poli pe
NV EMOVOAQUPBOVOLEVT] XPNOT TNG UEAMIIKNG YPOUUNG Y®pPiG Tapairayés otnv
ékbeon Kou TV EMAVEUEAVION NG OTO TEAOG Qaivovtol OopKeETd yw vo v

ovopdoovpe avtifepa.

23



Ta devtepa avtiBépata dev ivar cuyvd kat n gpron evog Tpitov avtiBEpatog
oe o tetpdowvn eobvyka eivar eEapetikd ondvia. Katapynv, avt n ¢eovy sivol
ocuvnbwg mapovoa, oty £kbeon, katd ™ ddpke uoévo piog 10680V TV BEpHaTOC.
Yuvenmg, Aegimel €va amd to. kprtyplo kabopiopod Tov avtifépatog, OnAadn 1
EMOVEUPAVIOT TOVL pE To Bépa oty €kBeomn. O dpog «tpito avtiBepo» eivor mbavov
KOTOAANAOG HOVO GE OMAVIEG TEPUTTMOOELS, OMOV TO VMKO EMIGTPEPEL GLYVA CE
TOPOKATO TULLOTO TNG POVYKOC.

Onog avapépnke kot vopitepa, 0ev Egovv 0Aeg o1 povykeg avtiBepa. H apyn

pG eovyKag mov dgv £xet avtifepa mapovsialeton oto [apdderypa 7.

Mepaderypo 7 BACH: W.T.C., Book I, Fugue 5
a4

e e = =
— .3 i — =
5 =t |5'ﬂ7§'? e

H amovcio &vog aviBépotog €00 avtiotabuiletor amd Tov EVILIOGLOKO

YOpoKTNPa TOV BEPATOG, AAAG KO amd T GLVTOUi TOV.
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Aleg @ovykeg 010 Tp@TO PifAio tov Kaloovyrepoaouévov Kieidoxvufaiov
Tov dev £yovv avtiBepa etvar ot ovykeg 1, 8, 17 ko 22. AAro éva mapdadetypa amd T
dmdEkaTn PovyKa 6To devTEPO PiPAio umopet va det kaveic oto [Mapaderypa 10.

To IMopdderypo 8 mapovsialet £va yevikd oyedidypoppo e €kbeong oe o
TETPAQOVN POVYKA. Xg avtd 1 oepd €106dov 3214 eivar toyaio. Omov pmopel va
ypnoorombel to mpmdto avtiBepa 1 10 elevBepo pépoc, t0 «A/O I» avapipetal
TPAOTO 0€00UEVOL OTL TO avtiBepo cuvavtdtol o cvyvad and 10 erevBepo PEPOG oE
avtd to onueio. Amod v GAAN, TO 0g0TEPO Kol TO Tpito avtiBepa eivon Aryorepo
ocvvnOwopéva and 1o elevbepo pépog. To «erevBepo péPO» avapépetar YU avtd To

AOYO TPp®OTO, dTOV UTOPOVV VoL LITAPEOLY 1} TO Eval 1} TO GAAO.

MMopddsrypa 8
A A/® I ehevbepo pipog
r 11 ]
A lpoampemcd ~ A/@I7 shaibepo pfpog  EdeiBzpo pfpogt) A/G I
S ——] e A [ 11
o) A/® I ehevbzpo puipog YEQUPO Ehreifizpo pipoc | A/@ I Edzifzpo pipog ) A/D ]I[l
I ———— |!— ___| R e e —— |_
A

I 1

TO OEMA XE XXEXH ME TO YAIKO I10Y AKOAOYOEI
2TIC mEPIGGOTEPEG POVYKEG TO omueio, oto omoio teAsudvel to Bépa Kot
apyiCovv 1o avtiBepa Kot to eEledBepo pépoc, eivar EekdBapo. Mmopel va emonuavOet
TOVAYIOoTOV amo pia amodn aichnomn ntdong (Tapodro ToL dEV VILAPYEL YEVIKA KATO1L
navon ot pubuikn kivinorn) N and kdmoo véo peAwdwd 1 pvBukd otoryeio. To
[Mopaderypo 5 amewoviCer kot 11g Vo avtég dvvorotntes. Ilopoia avtd, o€

TEPIMTAOGEL;, OOV Kavéva amd ovtd To otolyeio Ogv etvan mopdv, M apyn Tov
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avTiépatoc pmopet vo gtvor 0VokoAo, €Gv Oyt advvato, va kaboplotel emaxpiPmg.

Yxepteite ovtn T QOVYKO, Y10 TOPASELY 0L

Mapaderypa 9 BACH: W.T.C., Book I, Fugue 9

al .
ittty —————— T A==
;é?__r_—s—:@_;_:_‘_-_h — — _d_'._.;q-;”:!

L¥ L #J lf -

Edd n mpdtn €icodog tov Bépatog Ba pmopovoe va Bempnbel OtTL exteiveTon
®G TO0 GOME 6TO dEVTEPO YPOVO TOV JEVTEPOV UETPOV, 1| OC TO GL TTOL £ivar Emiomng o
TPAOTOG POGYYOS TNG ATAVTINONG — 1 AKOUN ®G TO Ll GTOV TPiTo YPHVO.

To yeyovog 6tt avtd Kot kdmoww GAAo onueion OGOV aPopd T EOVYKO OV
umopoHV TAVTIO VO EVIOTIGTOVV e Uia Ypryopn avdivon dev Bo émpene va. amotelet
Ompo Yo epdig. Apketog ypovog umopel va orataindeil ot ocvlntnon yio avtd mTov
o Tovey ovopace «doynueg pukpoientouépelec». To onuaviikd eivail, UdAAov, va
OTOYVOAOYNCOLUE OO TN UEAETN NG QOVYKOG TIS €vpLTEPES PaCIKES apyéG TNG
HOVGIKNG OOUNG. TN CGLYKEKPIUEVT] TEPIMTMOOTN €M, TO 1010 TO YEYOVOG OTL KATO1EG
Qopég duokoAeLOHGTE Vo KaBopicovpe emaxpifmg mov teleldvel To BEpa onuaivet
0Tl 6€ pio KOAOYPAUUEVT] POVYKO TO BEpa YEVIKA KVAGEL OLOAG TPOG TO avTiBepal Kot
ONUIOVPYOLV [0 GUVEYOLEVT] YPOLLLLT).

Onwg ot1¢ Tpipwveg invention, to téAog tov kavovikoy Bépatog akolovbeitat
Kamoleg Qopéc and pio perdfacn mov Kpatdel tov puBud kot odnyel opoAd ctov
Tp®TO EOGYYo TOL avTIBEHaTOG 1| TOL €AeVBepOoL pépovc. H @ovyka mov akoAovbel

TEPLEYEL VO KAAO TOPAdELYLLAL.
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Mapaderypa 10 BACH: W.T.C., Book I1, Fugue 12

iﬂ
!

Ed®d 10 kavovikd Bépa @aivetar va tedewdvel pe éva Aob oty apyn Tov
TETAPTOV UETPOV, EVA Ol VIOAOTOL POBOYYOL G avtd TO PéTpo ivor petafartikol
NGGOVOC onuaciog.

Onwg avagépbnke vopitepa, dev vtapyet avtiBepo 6 oV T POVYKA.

AvT6 1O TAPASEIY IO TPOCPEPEL L0l EMTAEOV ATEWKOVIOT) TNG YEQLPOG (LETPAL

9-11) peta&d g 6evTEPNS KO TNG TPITNG LGOS0V TOL BENATOG.
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2. MPQTOTYIIO

Chapter 15

FUGUE

Because fugue offers such rich and varied possibilities for linear writing, it was a
favorite vehicle for the creative efforts of Baroque composers. If it has sometimes
appeared to students to be academic and forbidding, the fault probably lies mainly in
the pedantic approach found in many treatises on the subject. True, traditional fugal
procedure is bound by certain restrictions in some respects, yet it is remarkably free
in others®. And, although there is sometimes a tendency to regard the fugue as "cold"
and "abstract,"” it is capable of conveying a wide variety of moods.

The reader who has covered all the material presented so far in this book will
find, as fugue is discussed, that it involves no principles he has not already
encountered and that it makes frequent use of certain devices already familiar, such as
invertible counterpoint, stretto, augmentation, diminution, and contrary motion.

Before going further, let us consider whether fugue is an actual form, or
simply a style or texture. Although it was not thought of as a specific form in

Bach's day or even for a full century after his death, the concept of it as a three-part

Whether fugue is "alive" today and, if so, how much pertinence it has for contemporary music are
questions on which a number of well-known composers offer highly interesting opinions in Twentieth
Century Composers on Fugue (Chicago: De Paul University, 1966). The majority of the
composers seem to feel that while the traditional fugue with its prescribed tonal relationships has
little viability for nontonal music, fugue as a general procedure is still very much alive. In support
of this view, they cite the inclusion of fugues in numerous works by eminent twentieth-century
composers.
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form gained wide acceptance during the late nineteenth century. Subsequently,
however, that concept came to be questioned and finally supplanted by the earlier
and more valid one of fugue as a way of writing, a particular contrapuntal approach.
While we sometimes speak of fugue as "one of the contrapuntal forms,” the term
"fugue form" actually has no exact meaning. This is not to say, though, that
individual fugues are lacking in a formal plan, or that the ternary plan is not
frequently encountered. The point is simply that there are various possibilities in
fugal architecture, so that it is impossible to single out any one of them as "fugue
form.” Probably the notion of a set three-part plan for fugues arose because they
usually contain:
1. an "exposition," in which the subject is announced in imitative fashion
according to a traditional pattern;
2. a freer portion, sometimes called a "development section,” which
generally avoids the tonic key;
3. some reference to the subject, in the tonic key, near the end. This may
be anything from a portion of the subject to a series of complete and emphatic

statements, a full-fledged "recapitulation.”

The ABA principle is obviously in evidence here in terms of key relationships
and, to a greater or lesser degree, in terms of the balancing of the exposition by a
similar section near the end. But in determining the overall form of a fugue it is also
important to take into account the proportions of the various sections, and their
relationship to each other as far as content is concerned. These may clearly indicate

a binary (or some other nonternary) design, even though certain suggestions of the
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ABA feeling may be present. We shall return to the matter of formal analysis later on.

In the meantime some of the elements of fugal writing will be considered in detail.

THE SUBJECT
Subjects vary considerably in length, some being as short as one measure, and
others as long as eight or more measures. The principle involved here is that a
subject should be long enough to give the feeling of being an actual line instead of a
figure, but not so long that the listener will have difficulty in retaining it. The
average length of the subjects in The Well-Tempered Clavier is about two measures.
The excerpts in Example 1 illustrate a short and a relatively long subject,

respectively.

Example 1la BACH: W.T.C., Book Il, Fugue 9

Example Ib BACH: Fugue in C Major (Organ)
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These two subjects (Example 1) represent two distinct types known in the
eighteenth century as soggetto and andamento, respectively. The first is of short
or medium length (no longer than about three measures), relatively simple, and
sometimes similar, in its square-cut character, to the subjects of the sixteenth-
century ricercar. The second is longer, generally more flowing, and often made up
of two ideas. In Bach's music, the andamento type occurs most often in his large
organ fugues.

To be interesting as well as readily recognizable when brought back, a
subject should have some striking feature — melodic or rhythmic or both. The

subjects shown in Example 2 all possess such features.

Example 2a BACH: Fugue in E Minor (Organ)
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Example 2b PURCELL.: Sonata No. 7, Canzona
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Example 2e BACH: W.T.C., Book 11, Fugue 6

For instance, in the first of these, the ever-widening interval between the alternating
eighth notes (hence the name "Wedge Fugue™) is highly distinctive and makes the
subject easily recognizable, even without any unusual rhythmic features to
distinguish it. In the beginning of the last subject shown in Example 2, the interest
centers in the triplet figure and its opposition to the eighth-note rhythm that follows.
Melodically, the descending chromatic figure holds our attention. Notice the
effective use of sequence in many of these subjects. The corroboration of an
element creates a melodic pattern that the ear can grasp, and impresses the material
more firmly on the listener's mind.

It need hardly be added that a good subject will have an interesting contour,
such as those discussed in Chapter 2. Related to this is the need for a climax point,
preferably placed not too near the beginning.

Subjects should not use period construction; the latter is basically foreign to
the character of fugue.

In this style, subjects most often begin on the tonic note, somewhat less
frequently on the dominant note, and very rarely on the leading tone or supertonic
(always with that note as an anacrusis). In any case, the tonic note must be included
near the beginning so that the tonality will be clearly defined. The most successful
subjects suggest a solid and interesting harmonic background. A subject may start
either on or off the beat, a frequent arrangement being a start after a short rest, as in

Examples 2b, 3, 5, 6, and 11.
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Most fugue subjects do not exceed a range of one octave, and many,
especially in four- and five-voice fugues, stay within an even smaller compass.

A subject that can be used in stretto fashion obviously presents special
possibilities for interesting development.

A question often posed by students is, What is the difference between a
fugue subject and an invention motive? Given the wide variation in length and
character exhibited both by fugue subjects and by invention motives, it is difficult
(and dangerous) to attempt comparisons between the two. Concerning length,
about all that can be said is that a good many subjects exceed four measures, while
none of Bach's Invention motives do (the canonic inventions excluded). Concerning
character, it is undoubtedly true that fugue subjects tend to be "weightier" and
"more serious” than invention motives, as is often contended (although measuring
"weightiness” and "seriousness™ objectively is problematic in itself). But such
generalizations can be misleading, since there are invention motives of a deeply
serious nature and many fugue subjects of a decidedly lightweight, even merry,

character.

THE ANSWER
After the subject has been stated alone, another voice enters and announces it in the
dominant. This second appearance is called the "answer." Then comes a third
announcement, normally in subject form — that is, in the tonic. If the fugue has four
voices, the fourth announcement will usually be a second answer. (The Latin terms
dux and comes, used as meaning "leader" and "follower" in canons, are also

sometimes applied to "subject™ and "answer" in fugues.)
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As with the imitation in a three-part invention, the answer in a fugue may be
either real or tonal. The principles of real and tonal imitation were discussed in

Chapter 13, and it is assumed that the reader has absorbed that material.

THE THREE-VOICE FUGUE EXPOSITION
The initial statement of the subject and answer in all voices in turn is called the
exposition?. Usually there are as many announcements in the exposition as there
are voices in the fugue, although an extra announcement is sometimes added.
In order to work with actual music rather than in the abstract, let us
examine, in Example 3, the exposition of a three-voice fugue from The Well-

Tempered Clavier.

Example 3 BACH: W.T.C., Book 1, Fugue 2

2The word "exposition" has been used by some writers on fugue to mean any announcement of the
subject, at the beginning or later. But the more restricted meaning given above is the one generally
understood today, and it has therefore been adopted here.
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The subject, in C minor, starts on the tonic note in the middle voice after an eighth
rest, and extends through the first sixteenth note in the third measure. Certain points
concerning the construction of this subject were mentioned earlier on page 6. The
answer in the top voice, beginning on the second eighth note of the third measure, is
tonal, as might be expected in view of the dominant note, G, near the start of the sub-
ject. C is substituted for D, that note being the only one changed in the tonal answer.
When the dominant note occurs later in this subject it receives a real answer. Notice
that the key of the answer is G minor, not G major. The point to remember is that the
dominant key of a minor key is minor.

The middle voice continues against the answer with a new melodic line
called, in this case, a "countersubject.” A countersubject is a melodic idea that
appears consistently along with the subject in the exposition — from the second
announcement on, of course, since the first is normally unaccompanied — and later
in the fugue as well. It must also have melodic interest, individuality, and enough

rhythmic contrast to make it a good foil for the subject, yet the two must make a
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natural and satisfying combination. As Oldroyd somewhat romantically puts it, "The
two must belong to each other."® A countersubject and its subject must also be
invertible; that is, each must work well as upper or lower voice.

Some fugues do not make use of a countersubject. In such cases the free
material that accompanies the subject is generally referred to simply as "the
counterpoint to the subject.” This arrangement is seen more often in four-voice

fugues and will be illustrated in connection with them.

At the beginning of the fifth measure (in Example 3) the key is still the
dominant, and an announcement in the tonic key at that point without preparation
would obviously be crude and unmusical. Consequently, Bach uses the next two
measures for a return to C minor, effected by means of sequential extension of the
head of the subject. Bridge passages of this sort, discussed earlier in connection
with inventions, occur even more frequently in fugues. Most of them involve
extension of material just heard, as is the case here.

In the seventh measure the bottom voice takes the subject, the top voice
takes the first countersubject, and the middle voice has another melodic idea. The
latter voice begins later than the other two and is not highly independent, starting as
it does in parallel 3rds with the first countersubject. It is nevertheless a clearly defined
melodic element that returns several times in the course of the fugue; consequently it
should undoubtedly be called a second countersubject rather than simply "free
material."

This much of the fugue (measures 1-8) constitutes the exposition. As
previously mentioned, some three-voice fugue expositions include a fourth

announcement of the subject, in the dominant, so that the aural effect is that of a

3George Oldroyd, The Technique and Spirit of Fugue (London: Oxford University Press, 1948), p. 38.
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four-voice fugue exposition with one voice dropping out in the fourth
announcement (e.g., The Well-Tempered Clavier, Book I, Fugues 6, 8, 19, 21).
The inclusion of an extra fifth announcement in four-voice fugues is seldom
encountered; none of the four-voice fugues in The Well-Tempered Clavier makes
use of that arrangement.

In three-voice fugues the pattern of keys in the exposition is always tonic,
dominant, tonic (subject, answer, subject). The voices may enter in various
orders, an order of entry being considered "regular” if an even-numbered voice is
answered by an odd-numbered voice or vice versa. (This will automatically take
place if the first two voices are adjacent.) The following table shows the relative
frequency of different orders of entry in the twenty-six three-voice fugues
contained in both books of The Well-Tempered Clavier. (The voices are numbered

from the top down.)

Order of entry Number of times used
123 12
213 10
321 2
312 2

Notice that the order 231, though regular, does not appear, while two fugues make
use of the irregular order 312, in which the first two voices are not adjacent. The
order of entry in Example 3 was 213.

The plan of the three-voice fugue exposition is as follows, the order 123

having been arbitrarily chosen.
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Example 4

Tonic key Dominant key Tonic key
S, CS, | or free Optional Free or CS. 11
I ———— - -~| | Mmml' - 1
A, brndge CS5. 1 or free
s

It should perhaps be mentioned that when an exposition is extended beyond
the normal proportions shown here, either by the addition of an announcement or
by sequential extension, the cadence at the end of it often occurs in a key other than
the tonic. Fugues 6 and 8 in the first book of The Well-Tempered Clavier are among

those that demonstrate this possibility.

FOUR-VOICE COUNTERPOINT
The inclusion in this book of a separate chapter on four-voice counterpoint (to
parallel those on two- and three-voice counterpoint) was not felt to be necessary,
since most of the material on three-part writing can be extended to apply to the four-
voice texture. Then, too, the latter is normally the basis for the study of harmony and is
consequently familiar to most students. Of course the contrapuntal approach puts
far greater emphasis on the linear aspect, although that element is obviously present
to some degree even in chord successions that are well constructed; the dividing
line between four-part harmony and four-part counterpoint is not always a sharply

defined one.
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The presence of four voices allows for the simultaneous sounding of all four
notes of a seventh chord; in triads, one note must be doubled. Although linear
considerations should govern doubling to a large extent, an effort should be made to
avoid giving special prominence to chord members not ordinarily stressed for
example, a chromatically altered tone, or the third of a primary triad.

Rhythmic activity may be more or less evenly distributed among the voices,
or certain ones may play a more active role than others. Two voices may be paired
rhythmically against the two others moving in a different design; and so on.

In general, at least one of the voices in a four-voice contrapuntal fabric is likely
to be somewhat subordinate in importance at any given point, since the ear would
have difficulty in following four lines of equal significance and complexity for any
extended period. The music is most often constructed in such a way that the
listener's attention is focused first on one line, with its supporting counterpoints, then
on another such combination.

In most four-voice contrapuntal works, all four voices are not involved
continuously. One or two drop out from time to time (this is particularly likely to
happen in episodes) so that variety of texture is introduced. Even short rests have two
further advantages: they help to define the segments of musical thought, and they
make the voices that have rested more telling when they re-enter.

The chief problem in four-voice counterpoint is that of maintaining a good
balance between harmonic definition and linear integrity. While the first becomes
easier with four voices, care must be taken that the second does not suffer in the

process.
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THE FOUR-VOICE FUGUE EXPOSITION
As might be expected, the exposition in a four-voice fugue simply carries one step
further the pattern we observed in three-voice fugues. The excerpt shown here is a

fairly typical example.

Example 5 BACH: W.T.C., Book I, Fugue 23
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Although no bridge is present here between the second and third
announcements of the subject, such passages are frequent in four-voice fugues, as
they are in the three-voice variety (see Example 10, page 228).

Once again we can observe the use of tonal imitation, in the third and
seventh measures. It is caused in this case by a strong feeling of dominant harmony
(C-sharp, F-sharp) near the beginning of the subject, possibly also by the early
appearance of the leading tone (A-sharp).

The order of entry here in Example 5 is tenor, alto, soprano, bass, or, in terms
of numbers, 3214. An order is considered regular if the first two announcements are
in adjacent voices and if odd- and even-numbered voices alternate (starting with

either). The regular orders, then, are the following:

1234 2143 3214

4321 2341 3412

In each of these, the announcement of the subject (or answer) in the soprano is an
octave above that in the tenor, while the same relationship exists between the alto
and bass announcements, assuming that the usual | V 1 V key plan is involved.

An examination of the nineteen four-voice fugues in The Well-Tempered
Clavier yields the following information concerning the orders used and their

relative frequency:
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Order of entry Number of times used

3214 4
4321 4
2134 (irregular) 3
2143 3
2341 2
3241 (irregular) 2
3412 1

In five fugues Bach uses the order 2134 or 3241. Although these orders are
"irregular” to the extent that they do not alternate odd- and even-numbered voices
throughout, they are commonly accepted as being entirely usable. In them, the first
two voices are adjacent, so that an even-numbered voice is answered by an odd-
numbered voice, or vice versa; that is the most important consideration. Such
orders as 1324 or 2431 would of course be totally out of the question.

A surprising point in connection with this table is the fact that the order
1234, which one might reasonably expect to appear with some frequency (and which,
incidentally, is the one most often employed for diagrams of fugal construction in
counterpoint texts), does not figure once in The Well-Tempered Clavier. The reasons
for Bach's avoidance of this pattern make interesting subjects for speculation; but
arriving at convincing answers is not easy, especially in light of the fact that twelve
of the three-voice fugues make use of the 123 order and that the impressive five-
voice fugue in B-flat minor (Book 1) uses the order 12345.

In Example 5, as in most four-voice fugue expositions, the pattern of key

relationships is tonic, dominant, tonic, dominant. However, another pattern is
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possible and is seen occasionally: tonic, dominant, dominant, tonic. Example 6
illustrates this arrangement, which is clearly responsible for the irregular order of
entry (2134) involved there, This is the only fugue in The Well-Tempered

Clavier that uses the I V I V key plan.

Example 6 BACH:W.T.C., Book I, Fugue. |

The majority of four-voice fugues make use of one or more countersubjects.

The fugue in Example 5, for instance, has a countersubject, starting with descending
sixteenth notes, that first appears in the tenor line in the third measure, and is taken
by the alto against the third announcement of the subject, and by the soprano against

the fourth announcement. Although the whole of this melodic line does not recur
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frequently in the course of the fugue, the beginning of it does; this fact plus the
repeated use of the line intact in the exposition and its reappearance at the end seem
sufficient justification for calling it a countersubject,

Second countersubjects arc infrequent, and the use of a third countersubject
in a four-voice fugue is extremely rare. In the first place, that voice is usually
present, in the exposition, during only one announcement of the subject.
Consequently, one of the criteria for determining whether it is a countersubject,
namely its reappearance with the subject in the exposition, is missing. The term
"third countersubject” is probably appropriate only in rare cases where the material
returns frequently in later portions of the fugue.

As mentioned earlier, not all fugues make use of a countersubject. The

beginning of one that does not is shown in Example 7.
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Example 7 BACH: W.T.C., Book 1, Fugue 5

Hrictge

=

The absence of a countersubject here is offset by the arresting character of the subject
itself, as well as by its shortness.

Other fugues in the first book of The Well-Tempered Clavier that do not use
a countersubject are numbers 1, 8, 17, and 22. A further illustration from the twelfth
fugue in the second book can be seen in Example 10.

Example 8 shows the general plan of the exposition in a four-voice fugue. In
it, the order of entry 3214 happened to be chosen from the numerous possibilities.
Where a first countersubject or free material could be used, "CS. 1" is listed first,
inasmuch as a countersubject is encountered more often than free material at that
point. On the other hand, second and third countersubjects are less usual than free

material. "Free" is therefore listed first when one or the other could be involved.
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Example 8

S. CS. 1 or free
[ [ |
A Optional CS. L or free Free or CS. I
i 1 A 11 |
S CS. 1 or free bridge Free or CS. I Free or CS. 111
— ¥ ] ~ T I |
A,

f |

THE SUBJECT AS RELATED TO THE
MATERIAL THAT FOLLOWS IT
In most fugues the point at which the subject ends and the countersubject or free
material begins is quite clear. It may be marked by at least a mild cadential feeling
(though there is generally no pause in the rhythmic motion) or by some new melodic
or rhythmic element. Example 5 illustrates both these features. However, in cases
where neither of these guideposts is present, the beginning of the countersubject may

be difficult if not impossible to fix exactly. Consider this fugue, for example:

Example 9 BACH: W.T.C., Book 1, Fugue 9

Here the first statement of the subject could be heard as extending through the G-
sharp on the second beat of the second measure, or through the B which is also the

first note of the answer — or even through the E on the third beat.
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The fact that this and certain other points in connection with fugue cannot
always be pinned down with a hard-and-fast analysis should not be a matter of
concern to us. A great deal of time can be wasted in debating what Tovey has called
"vexatious minutiae." The important thing, rather, is to glean from a study of fugue
the broad underlying principles of the musical structure. In the particular case at
hand, the very fact that we sometimes have difficulty determining exactly where the
subject ends should tell us that in good fugue writing the subject generally flows
smoothly into the countersubject, the two often forming a continuous line.

As in three-part inventions, the end of the subject proper is sometimes
followed by a link that keeps the rhythm going and leads smoothly to the first note of

the countersubject or free material. The fugue that follows contains a good example.

Example 10 BACH: W.T.C., Book 11, Fugue 12
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Here the subject proper seems to end with the A-flat at the beginning of the fourth
full measure, the rest of the notes in that measure being link-tones of lesser
importance.

As mentioned earlier, there is no countersubject in this fugue.

This example provides a further illustration of a bridge (measures 9-11)

between the second and third announcements of the subject.
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3. ZXOAIAZMOX

H mopovca mruyaxn epyacio a@opd T HETAQPACN TOL KeQoAaiov 15 pe
titho "Fugue” tov Pipriov Counterpoint tov Kent Kennan (1999, 66. 202-216) kot 10
OYOMOGHO TOL KEWEVOL APETNPIOC, TOL KEWWEVOL OPIEEmG KOl TOV UETOPPACTIKDOV
mpofinudtov. Iopoakdto yivetor ava@opd oTn HETAPPOCTIKY) EVIOAYN, VO OTN
ouvéyewl avaAvetal 0 Keipevo apetnpiog. ‘Emerta, mapabétovpe ta HETOQPAGTIKA
mpofAquata wov avipetonicope. Télog, oAokAnpdvovue v epyacio pe v
a&loAdynomn g petdepaong e Paon to keipevo apetnpiog Kot to Keipevo api&emc.

Apykd, mpémel vo avapepBodpe o1 HeTOPPOoTIK) evTOA]. H peta@pactikn
EVIOAN], Aowov, cvpemvo pe ™ Nord (oto Imwakewidov, 2013, oei. 45), eivar «n
TPAOTN AEITOLPYIKY] TPOCEYYIGN TOL TPEMEL Vo yivetanr Py amd Kdbe dradkacio
HETAPPOONG, EVD Ol TANPOPOPIEC MOV OlvovTol HEGH TNG UETAPPOCTIKNG EVTOANG
OTOV HETAPPACT TOL divovv TN duvaTOTNTO OTN GLVEXELD Vo PAAEL o€ OEPA
TPOTEPUOTNTAG TIG TANPOPOpieG oL TPémel vo eviayBodv o©T0 UETAPPOGLLOY.
2VVENMGS, elval OAEG eKEIVEC O1 TAPAUETPOL Kol 01 001Yieg mov Ba mpémel va AdPet v’
Oy 0 HETAQPOCTNS Katd TN pHeTappacTikn dwdwkacio. H Nord (2014, oeh. 139)
vrootnpilel 6Tl TO TOKETO TOV UETAUPPACTIKOV 0ONYIDV TPEMEL VoL TEPIAAUPAVEL TNV
EMOLMKOUEVT KEWEVIKT] AEITOLPYIO, TOV TOPUANTTIN, TO YDPO KOl YPOVO TPOGANYNG
TOV KEWEVOL, TO HEGO PETAOOOMG Kol TO KIVITPO Yo TN ONUovpyiol TOL KEWEVOU.
ATd TN UETOQPACTIKY] EVIOAN NG MOPOVGOS epyociog mapEyovtol ot €&ng
mnpoeopieg: 1) n emdlwKOUEVT] KEWEVIKN Asttovpyia: To Kelpevo apetnpiog €xet
TANPOPOPLOKO YOPOKTAPO, O0PoD omoterel éva eyyelpido ywoo v ekpddnon g
QoVYKOG, Opa kol To Keipevo apifemg B €xel yopaktipa TANPoeoplokd, 2) ot
TOPOANTTEG: Ol TOPOANTTEG TOL KEWWEVOL apeTNplag etvar ot padntég mosimv Kot ot

QOUNTEG LOVGIKMV TOVETIGTNUIOV Kol YEVIKOTEPO, OGOL acyoAovvVTOL pe TN Bewpia
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NG LOVGIKNG Kot BEAOLV VO EUTAOVTIGOVV TIG YVMGELS TOVS TAVM GTY POovYKa. Tovg
1010Vg TOPOANTTES aVOUEVETOL VO €XEL KOl TO KEIPEVO api&ems, 3) T0 y®MPO Kol TO
YPOVO TPOGANYNG: oTa TAOIGIL TOL HaONUOTOG TG GOVYKOG GE KATMO0 MOEio 1
TOVETIGTNUIO0, 4) TO HECO PETASOONG: TO Kelpevo apetnpiog sival Eva kepdroto amd
éva tomopévo Pifiio mov mepiéyetl kan woves. To keipevo apiewmc Ba akolovOncet
v 10100 Hopen, 5) to KivnTpo: To KeEIPeVo apetnpiag &xel g oTtdY0 Vo dOAEEL GTOVG
AVOYVOGTES TOV TN POVYKO MG LOVGIKT] GOPLO. LE AVOADTIKO KOl TEPLYPAPIKO TPOTO
kot pe ™ PonBeia mapaderypdtov. To keipevo apiewg £xel tov 1010 otOY0. Apa, M
LETOQPOCTIKN EVTOAN TepAapfPavel OAeg ekelveg Tig 00Myieg mov Ba KatevBHvouy Tov
LETOPPOCTY KOTA TN LETOPPACTIKY O10OTKAGTOL.

[MapdAinio, mépa amd Tn HETOPPOCTIKN EVIOAN Tpémel vo avoAvbel to
Kelpevo apetnpiog Yoo vo amoKTNOEL O HETOPPOCTNS Mo o@atpikn €kova. H Reiss
(197172002, cel. 42) kdvel Adyo Yo TNV VTOPEN TPLOV KEWEVIKAOV E0MV KOl OlaKpivel
o Keipeva og:  mAnpoeoplakd (informative), ex@poactikd (expressive) Kot
npotpentikd (operative). To keipevo agetnpiog, OmmG avoEEPONKE Kol TOPATAVE®,
EXEL TANPOPOPLOKO YOPAKTHPO KO APa TO KEWEVIKO €100¢, 610 0m0i0 aviKEL, Eivol TO
TAnpoeoplakd. O o100 TOV TANPOPOPIOKAOV KEWEVOV Elval 1 «UETAOOON HI0G
TAnpoeopiag M N evnuépmon mhve oe €va Bépa pe TpOTO TEPLEKTIKO, AEOMIGTO Kot
PN, OnAadn eotidlovv oto mepeyduevon (I'pappeviong, Anuntpoviwa, Kovpdng,
Aovmaxn & Prodpog, 2015, oeh. 16). To ovykekpévo Keipevo apetnpiog £xel ®g
OTOYO TN UETOAOUTAOEVOT) YVAOGEMY GYETIKAOV WE TN HOVGIKY] GOPUO TNG POVYKOC.
Enopévaog, 10 keipevo oapemmplag avinkel otnv Katnyopio. TV TANPOPOPLOKDV

KEWEVOV.
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EmumAéov, 10 enimedo t0v KEWEVOL apeTnpiog eivar apketd eEedikevpévo.
2opeova pe v mopapida emkovoviag tov Thelen (1999/2001), vrdpyovv 7 emineda
emkovoviag, Ta omoia eival To e€NG:

Level 1 Specialist in a sub-domain of a —  Specialist in same sub-domain of
science this science

Level 2  Specialist in a sub-domain ofa —  Specialist in a domain of this
science science

Level 3 Specialist in a domain of a —  Generalist or all-round specialist in

science this science
Level 4  Generalist in one science —  Generalist in a number of sciences
Level 5 Generalist in a number of —  Educated, interested layman
sciences (vulgarisation)
Level 6 Educated layman —  General public (popularisation)

Level 7 Standard language (ordinary people to ordinary people)

To kelpevo apetnpiog evidoocetol 6to Tpito eminedo, 610 0moio Evag E101KOG oE Evov
TOHEN HOG EMOTNUNG omevbhvetar oe €vav MOVETIGTHHOVO 1 €vay €01KO o1
ovykekpévn emotnun (specialist in a domain of a science — generalist or all-round
specialist in this science). Ztnv TpoKeEV TEPITTMOON, TPOKELTAL Y10L TOV GLYYPAPEA
7oV €ivol LOVGIKOG Kot EW01KEVUEVOS 6T Bempia TG LOVGIKNG Kol O 6TV avTioTién
Kot 1 QOVYKO Kol Y10 TOVG ovayvdoteg tov Piiiov mov eivar pobntéc mosimv 1
QOUNTEG LOVGIKAV TOVEMIGTHI®OV OV £X0VV HOVGIKO VITOPaBpPo, aAAd acyoAovVTOL
LE TN QOVYKA Y10 TPATY POPE dEO0UEVOL OTL TO Keipevo apetnpiag ivol sloaywykod
OTN WOLGIKN @OpHO. TNG QOVYKAS. Apa, TO Kelievo oa@etnpiog eivol apketd

e€edkevpévo, cLUPMVO e TNV Tupapida erikovoviag tov Thelen.
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AKoA0VO®G, N VTOPEN EOIKNG 0pOAOYIOG HOPTLUPE OTL TPOKELTOL Y1 VAL EOIKO
keipevo. H opoloyla eivar €va teyvikd xor tevntd  Aeildyo, to omoio
ypnoomoteitor yuoo €SOUPETIKA GLYKEKPUEVOVG OKOTOVG KOl ONUIOVPYEITOL OE
OLYKEKPIUEVO TePPEALOV, evid 1 onupacio Tov Opwv elval daypovikd ctadepn
(Kepapidag, 2015, oo. 31-32). Ovimg, 10 Keipevo agetnpiog Ppibel amd €101K00g
Opovg OV 0POPOVV TOV TopE TG HoLoIkNG (m.y. dominant — deomolovoo, tonic —
Toviky, eighth rest — wavan oyooov, countersubject — ovtifeua) Kol o1 0moiol amd TV
EUOAVION TNG POVYKAG MG HOLGIKY POPUO KOl YEVIKOTEPO, TNG KAUGIKNG HOVGIKNG
dtnpovv v 1010 onpacio. ZVUTEPAGUATIKA, 1| VTApPEN 0POAOYING ATOOEIKVVEL OTL
10 Kelpevo apetnpiog etvar £101K0.

EmnpocOeta, 10 «weipevo agpempiog yopoktmpileton  omd  Eviovn
dwakepevikotro. H dwakepevikotnro eetdlel Tovg TpOTOVE Kol TOVS OPOVG LLE TOVG
omoiovg M Topaywyn Kot amodoyn &vOog keywévov eCaptdrol amd Tn YvmoY TOV
aVOYVOOTN OYETIKA UE OAA0 KElpEVA UHEC® TNG EVEPYOTOINONG TOV KEKTNUEV®V
YVOoEWV OV avakailovvion otn uvnun (de Beaugrande & Dressler, 1996, cel. 182).
210 Keipevo agempiog cuvaviaue moAd cuyvd avaEopic Kabmg Kot TopadetyoTo
and T eovyKec mov meptloupdvovion oto PipAio tov Mmay Kaloovykepaouévo
Kieiookbupolo. 'Etol, vmapyer apeon OSokeevikOTta HeTad TOL  KEWEVOL
apenpiag Koar tov PiAiov tov Mnay, n omoio Ba Swatnpnbel kol otTo Keipevo
apiEem.

Amd Vv GAAN, KOTO TN UETOPPACTIKN Odkacio cuvavInoope KAmol
petagpactikd tpofiniuata. Xopemva pe ) Nord (2014), évag and tovg TpOTOLS e
TOVG omoiovg O peTaPPAcTG Wmopel vo  oviemeEéABel OTIC OMOUTNGELS NG
LETAPPOCTIKNG EVIOANG €vol O EVIOMIGHOG Kot 1) €MAVOYN TOV UETOPPACTIKOV

TPoPANUATOV. ZUYKEKPUEVO, TPOTEIVEL TOV SLWPIGUO TOVS GE TPEIS KOTNYOPIES: O
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TPOYUATOALOYIKA UETAPPAUCTIKE TPOPANUOTO, YAMOOIKO UETOPPACTIKE TPoPAuoTa
Kol TOMTICHIKE petaepootikd mpofAnuata. [Mopaxdto Oa eéetdoovpe Tic 600
TPOTEG  KotNyopies, KoOMG Oev  oLVOVTHONKAY TOAITIOUIKA — HETAPPOCTIKA
TpoPAaTa, POV TO KEIEVO apeTnpiog eival TEXVIKO.

H mpd™ xatnyopia eivor to mpaypatoroyikd peta@pactikd tpopfinuota. To
TPOYLATOAOYIKE TPOPANUOTO AVAKOTTOUV OO TIG JPOPES TWV TEPICTAGEMY TOV
KEWWEVOL-TNYNG Kol TOV KeEWEVOV-atOYov (Nord, 2014, oeh. 148). o mapaderypa, o
oLTH TNV Katnyopio eviAcoeTal To TPOPANUA OV avTeTOTicape pe T AeCAvTeg
OV PEPOLYV TOVG TITAOVS TV KOUUATIOV TAV® o0 T TOPASETYUATO TOL TOPAOETEL O
ovyypoeéag (m.y. Example 5 BACH: W.T.C., Book I, Fugue 23 — Illopdociyuo. 5
BACH: W.T.C., Book I, Fugue 23). Ot Aelavtec avtéc dev LETOPPACTNKAV TTAPE,
dttnpnonkov pe Aatvikohg YapaKINPES, YTl oto TeEPocoTEP PIAlo LOVGIKNG Ot
TiTAOL TOV KOOtV O0gv petagpdlovtal. Evoewtikd, avapépoope 01t 610 PiAio
Tovikn Apuovio. (Adau, 2012, oc. 99, 113, 119, 157, 162, 164) vrdpyovv TOALGL
této10 Tapadeiyuata. EmmAéov, ot dpor soggetto, andamento, invention kou stretto
JITNPOVVTOL UE ANTIVIKOVG YOPUKTNPES OTO Kelpevo apiEeme, yoti ota PiAio g
HOVGIKNG epavilovtol pe AaTvikoHg YopaKTPES KL LE OVTH TN Hopepn pobaivoviot
amod touvg pobntés. Ev kataxdeidt, ta mpoypatoAoykd HLETOPPACTIKE TPofAnuoTa
aQOPOVGAV TN HlaTHPNOT KATO1WV TITA®V Kot AEEEMV L AATIVIKOVG YOPAKTPES GTO
Keipevo api&emc.

H de0tepn katnyopia etvor tar YAwoowd mpofAqpota, to omoio NTov Kot To
noAvTANBéoTepa. [AMGOIKE HETAPPAGTIKG TPOPAUATO «UTOPOVV VO TPOKVLYOLV
amo OOKES dLoPOpEg 6T cVVTAEN, TO AEEIMOYI0 KOl TOL VITEPTEUAYIOKA CTOYELD TOV
dvo yhwoodv» (Nord, 2014, ceh. 150). Ilpodtov, 6cov apopd tn ovvian, ot

TOPOANTTEG TOV KEWEVOV GTOV TOMTIGUO OQETNPIOG KOl TOV TOMTIGUO aPiEEMC
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umopel vor EYouv SloPOPETIKY OTTIKY Yo TNV 101 potaon. [ mapdderypo, otnv
npotacn The reader... that it involves no principles he has not already
encountered... contrary motion — O avayvaotyg... 0tL 0T TEPILOUPAVEL KOVOVES
OV aVTOS Exel NON GVLVOVTHOEL... aviifety Kivion oTo OyYAKG VEapyovv 600
apVNoELS, evd oto eAMANVIKE pio Koatdeoaon. [HopdAinia, vrapyovv mpotdcels, ot
omoieg oTo Keipevo apetnpiog dev cuvoLovTal LETOED TOVG E KATO10 GUVOEGHO TTapd
UOVO VONUOTIKA, VO 0TO0 Kelpevo agiewmg v va dtatnpnBel n pon tov Adyov €xet
npootebel 0 obvdeopog eva. Ton mapdderypo, A subject...  off the beat, a
frequent...11 — Evo Oéua... eite oe apon, evo ovyva... 11 ko The plan... as follows,
the order... chosen — To oyedidypauua... Onwe akoAovbel mopaxarw, eva 1 GeLPa...
TOYOI0. XVVETMG, YPNOCILOTOI0VVTOL JIPOPETIKEG GUVTOKTIKEG OOMEG OTO KEeIUEVO
apetnpiog Kot 1o Kelpevo api&emc.

EmnAéov, vmdpyovv ko GAA0 YA®OOIKE GLVTOKTIKA TtpofAnuata. Avtd To
TPOPALOTO. OVTYLETOTIGTNKAY HE TN XPNON OV0 EUUECHOV UETAPPOUCTIKOV TEXVIKMV.
Ao TIC ENTA PETAPPACTIKEG TEYVIKEC OV Tpoteivovy ot Vinay kot Darbelnet (oto
Totykov, 2011, ceh. 49), edd Oa avaeepbBovue ot petdraén (transposition), mwov
«mpoHTOHETEL aALUYT) «UEPOVS TOV AOYOL» TEPVAOVTAG OO TN Uio YADSGH otV GAAN
xopic va aArdalel n onuacion kot ot petatpomnio (modulation), mov etvor «n adhoyn
OTTIKNG, VIO TNV 07Ol AVTIAAUPAVETOL TO UVOUL O OUANTAG NG KABE YADCGCACY.
Metdraén cvvavtape oty tpdtoon Consequently, Bach... for a return to C minor ...
subject — Zvverrwg, 0 Mray... yia va emiotpéyer ot vio eAdooova... Tov Géuatog, OTOV
TO OVGLOOTIKO Feturn yiveton piua (emorpéwet) ko oty npdTacn An examination of
the nineteen four-voice fugues... frequency — Av eletdoovue Tig dekaEVVIG. TETPAPWVES
POVYKES... oVYVOTNTO, OTOL TO OVOLNCTIKO examination yivetar pApo (efetaoovue).

Ao Vv GAAn, petotpomion cuvaviaue oty mpotacn a freer portion... which
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generally avoids the tonic key — éva mio eledbepo uépog... omov yevika amopedyetal n
apyikh tovikotnta, OmoV T0 pHuo avoids, mov Ppioketal 6€ EVEPYNTIKN @MV GTO
Kelpevo apetpiog, petatpénetar oe mobnTiky @ovn (omopedyetor) 610 KEIPUEVO
apiEemc. Apa, KOO GUVTOKTIKG TPOPANUOTO HITOPOVV VO OVIIUETOTIGTOOV UE TIC
LETAPPOOTIKEG TEYVIKEG TTOL TTPOTEVOY Ol Vinay kot Darbelnet.

[MapdAinia, ta Aehoywd mpoPAnuato omoteAohV {0MG TO HEYOADTEPO
YAWGGIKO HETAPPACTIKO TPOPANUa ota Teyvikd keipeva. Onwg avapépOnke kot
TopaTdve, 1 oporoyio. amoTeAEl TO KVPLOTEPO YOPOKTNPIOTIKO WIOG YADGOAS Yo
€101K00¢ okomovg. [Ipokettal yio 10 €101KO Ae&IMOY10 TG €V AOY® YADCGOC, TO 0010
eEumnpetel TIC TOAD GLYKEKPIUEVES OVAYKES TNG Kol amovTdTot ota 101Kd keipeva. To
Kelpevo agpetnpiog, Tov omoiov N Bepatikn elval 1 POVYKA ®G HOVGIKT PO, Eival
Aoywkod va yapokmnpiletar oamd aebovr povoikn opoioyio.  XopoKTNPLOTIKA
napadeiypata eivor ot €€Ng povoikoi 6pot: dominant — deomolovooa, supertonic —
vmEPTOVIKY, tonic — toviky, eighth Yest — movon oydoov, tonal answer — tovikn
amavinon, countersubject — avtiBeuo kou counterpoint — avriorién. Ot 6pot avtoi o1
LOVLGIKN opoioyio emiPePaidvouy OTL «oTa EMOTNUOVIKA AeEIAOYIO TO GMUOVOUEVO
Exel €va HOVOOIKO oMuaivov aoyxEtmg TG mepioTaong emkowvwviag, om’ Omov
amoppéel kol 1 povoonuio mov emdiwketal o avtdy» (Kepapidag, 2015, oer. 27).
Avtd onpaivel 6t wy. 10 onuoivov deamolovaa £XEL EVOL KO LOVOIIKO OTLLOVOLLEVO,
10 omoio eivor «n méumtn Pabuido pwog tovikdétnrogy. Aviifeta, vmdpyovv Kot
KaOnuepvég AéEelg mov @optifovion KOTA mEPImT®MON e 1010HTEPO ONUOGIOAOYIKO
eoptio (Adardylov, Avon, Aomma, Tdavng, & TooAddxng, 1989, cel. 58) ko
amoTEAOVV  €0KOVG  OpOVS G€  GLYKEKPWEVO  TepKeipevo.  XapoKTnploTikd
nopadeiypoata amotehovv ot dpot subject — Géua, answer — amavinon, measure —

Hétpo xan bridge — yépovpo. EvOetid ava@Eépovpe OTL 1| axdvTnon 6T0 GUYKEKPILEVO

55



nepikeipevo glvar «n dgvtepn gpeavion tov Bépatog otn deomdlovoay, Ve OTN
YEVIKN] YADOGO €ival katd KOPLO AOYO «M TWPOEOPIKN N M YPOTTH OmOKPIoN OF
gpoony. EmmnpodcHeta, ot avapopés otig tovikdtnteg ko tovg (pBOYyovg, mov
SpEPOVV GTIG dVO YAMGGES, eumintovy ot AeEAoyikd TpoPAnpata. Xto ayyAlkd ot
TOVIKOTNTEG Kot ot POOyyor cupuPorilovton pe kepaiaio ypaupota, 6ntmg C minor, G
major, C ka1 D, ev®d oto. eAAnvikd ot avtiotoyol Opot gival vio eldooove Kol gol
ueilova, vro kail pe. Ot avopopég OTIG TOVIKOTNTEG Kot TOVS POOYYovg o€ ot ™
popen ota eAAnvikd emPefordveron amd TG aviioToryeg oavoapopéc oto Piiio
Aviivon & Evapuovion Xopixod J.S. Bach (IToradnuntpiov, 2000). vvoyilovrtag, 1
oporoyio etvar €va omd ToL KUPLOTEPO YAPUKTNPIOTIKA TOV TEYVIKOV KEWEVOV KOl Ol
opot gite yopaxtnpilovior amd LOVOST|Ha EITE OMOVTAOVTOL KO GT1 YEVIKY] YAMGOW e
OlLPOPETIKO  onuovopevo, eved umopel va  cvpfoMlovior  Sl0POPETIKA  OTIG
EUTAEKOUEVEC YADOGEC.

Téhoc, Ba mpoywpnoovpe otnv a&loddynon g uHetdepaong pe Paon to
kelpevo apetnpiog kot to keipevo aeifems. To keipevo apetnpiog eivar €va €101KO
KeElHEVO Tov €xel G MOPUANTTEG OAOVG OGOVE BEAOVV va amOKTHCOVV POCIKEG
YVOOELS GE GYECN UE TO OVTIKEILEVO TNG POVYKOC KO TO 1010 1Y VEL Kot Yo TO KEIUEVO
agiéemc. To yeyovdg OTL 1O Keievo apeplog Kol GUVETMG TO Kellevo api&emc
OCLYKOATOAEYOVTOL OTa €0IKA Keipeva emPefoardvel 1 vVopsn €WOKNG YADGGOS Kot on
€N oporoylag. T ™ petdopoon, Aowmdv, Tov KeWévov avatpéiope oe
napdAAnAa Keipeva Kot YAmoodpia, to onoio pog fondnoave vo LeTaPpEGOVUE TOVG
€101KOVG OPOVE MOV GLVOAVTNCOUE GTO KEILEVO APETNPlOC. X GUVOLOGUO UE TNV
omapEn Opwv, 1 XPNON EKOVOV, TOL YPNCOTOOVVTIOL G TOPAdElylaTo Kot
AmOTEAOVV KOTA KUPLO AOYO OMOCTAGUATO OO TIG POVYKES TOL Mmayy, amodEKVOEL

OTL TpOKELTAL Yo VAL EO01KO KEIPEVO, APOV O1 EIKOVEG OVOTOPIGTOVY TEVTAYPOLLLLLOL LLE
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@B6yyovg, dNAadn povoikd cOUPOA, TOV KATO10¢ TOV dev YVPILEL TIC CTOYYELDOELS
apyés ™G Hovowkng dev Ba pmopovoe va kKotoAdPel. EmmpocBitmg, m €1dkn
Oepatoroyio, to €WOKd Ae&hdylo Kot 1M VEOPEN EKOVAOV, TOV AEITOLVPYOVV O
TOPOOELYHOTO, HOG ETITPETOVY VO YOPOKTNPICOVUE TO KEIUEVO TANPOPOPLOKO. XTO
1010 Keeviko €100¢ avnkel Kot To Keipevo api&ems, apol dotnpet Tig 1016¢ KEWEVIKEG
Aertovpyieg. XuveEnMC, To KeleEVO apetnpiog Kot To Kelpevo api&emg £xovv Toug 1010V¢
TOPOANTTESG, Elval €101KE KEIEVA, OVIIKOVV GTO 1010 KEWWEVIKO 100G, evd 1 oporoyia
K0l 01 EIKOVEG TOV KEWWEVOD aPeTNPiog d1TnpovVTOL GTO KEIUEVO apiEewG.
Yvvoyilovtag, to keipevo apetnpiog kot o Keipevo apiEemc oyoAdotnkay
napamdve pe PAon TN UETOPPOCTIKY] EVIOATN, GUUE®OVO LE TNV OMOio TO KEIUEVO
aQiemg OlaTnpel TNV EMOIWKOUEVT] KEYEVIKT AELTOVPYia, TOVG {O10VG TAPUANTTES, TO
YOPO Kot YpOVO TPOGANYNG TOL KEWWEVOD, TO HECO UETAOOONG Kol TO KIviTpO TOL
KEWEVOL apetnpioc. XN ovvéyela, avaibinKe To Kelpevo apetnpiog e KPUTnplo 1o
KEWEVIKO €100G KOl TO EMMEDO EMKOVOVING, OTO. OTOioL OVNAKEL, KO TNV VTOPEN
opohoyiog ol Olaxkeevikdtntoag. Emetta, emonudvOnkov Tto  UETOQPOACTIKA
TPOPAUOTO. TOL OVTETOTICANE KATO TN HETAPPACTIKN Ol001Kacio, To omoia
dloKpivoVTOl GE TPAYUOTOAOYIKE Kol YAMOGIKE, To 00i0, YAWOGIKE LLE TN GEPE TOVG
dwkpivovior 6e cLVTOKTIKE Kol AeSiloyikd, mov Kupimg agopodv TV oporoyic.
Téhog, a&lohoynoape ) petaepoon pe Paon to keipevo apetnpiog Kot to Keipevo
aQiEEmC. ZVUTEPAGUATIKG, T HETAPPAcT €vOG €00V KeWWéEvov mpobmoBétel
YVOGT TOV YVOOTIKOD GVTIKEWWEVOD, TO OTOI0 TPAYUATEVETOL TO KEEVO apetnplog,

DOTE 0 PETAPPOCTNG VAL UOpel var avTameEADEL GTIG AMALTIOELS TOV KEWWEVOD.
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