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FOREWORD

This book on one of the most important aspects of music composition
has a two-fold purpose. First, it is meant to provide the student with a
working technique in fugue so that he can approach the composing of a
fugue systematically and with a well-defined order of steps.

Secondly, it is intended that through the observations presented, the
student can formulate a method for examining fruitfully the fugues of the
great composers of both the past and present.

Two pieces of advice may be ih order. The first is that before under-
taking the study of fugue, the student should be well equipped in all aspects
of harmony and counterpoint, and especially canon. A deficiency in any of
these techniques will make itself evident in fugal composition which calls
for the ultimate in smoothness and elegance. Secondly, the student must
not feel that this book is the last word ih the study of fugue. On the contrary,
it is only the beginning. There are so many excellent fugues to be studied
and so many other treatises to be read, but—as the title implies—it is
hoped that the present book, small as it is, will provide a solid foundation
upon which to build,

Huco NORDEN

Boston, Massachusetts
April 1977




CHAPTER 1
The Subject

The theme upon which and around which a fugue is constructed is
commonly identified as the SUBJECT. A melody to be suitable for this
purpose will generally exhibit three characteristics:

1. it is usually brief, but embodies a complete musical idea;

2. it is easily recognizable as it weaves through the contrapuntal
texture, and
3. it lends itself well to contrapuntal and harmonic manipulation
and exploitation.
From the craftsman’s point of view the last attribute is the most important.
Bach, as also did other composers, employed subjects that range in
length from a few notes
Ex.1 WTC I, Fugue No. 9 in E major

Ex.2 WTC II, Fugue No. 24 in B minor

Rhythmically, a subject may be of the utmost simplicity,

Ex.3 WTC I, Fugue No. 4 in C-sharp minor
g

or of considerable complexity.
Ex. 4 WTC 11, Fugue No. 17 in A-flat major

In the matter of tonality, a subject may be starkly diatonic,
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Ex.5 WTC II, Fugue No. 9 in E major
Fhge—p——r—rr>
1

or highly chromatic.
Ex. 6 WTC I, Fugue No. 14 in F-sharp minor




It may even be a “tone row,” employing all twelve notes.
Ex. 8 WTC I, Fugue No. 24 in B minor
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A subject may flow continuously as in those quoted above, or it may
be fragmented as in the following.

Ex. 9 WTC I, Fugue No. 22 in B-flat minor
are) 1 I N T.;r I
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Ex. 10 WTC II, Fugue No. 20 in A minor
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Ex. 11 WTC II, Fugue No. 11 in F major

A useful feature of a successful subject is a strong opening motive that
can be readily identified by the listener so that he will know wl;len the
entrance is being made. This is sometimes referred to as the ‘head ’c’)frthe
subject. French treatises speak of this device as “La téte du sujet.” The
following are typical. .

Ex, 12 WTC I, Fugue No. 5 in D major
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Ex. 15 WTC 11, Fugue No. § in D major
Ex. 16 WTC 1, Fugue No. 16 in G minor
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The foregoing general observations are introductory. It is now necessary
to examine in detail the specific types of subjects and their respective answers.
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CHAPTER 11

The Answer

The AI?-'SWER, under the simplest conditions, is the subject transposed
to the dominant key; that is, a perfect 5th higher or a perfect 4th lower.

Ex. 17 WTC II, Fugue No. 9 in E major

Subject
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When a subject in a major key contains the leading-tone, this will require
an accidental for the leading-tone of the dominant key.

Ex. 18 WTC 1, Fugue No. 9 in E major
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When a subject is in a minor key, accidentals will be required for both the
IT and VII notes of the dominant key.

Ex. 19 WTC I, Fugue No. 4 in C-sharp minor

Subject
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When the subject contains additional accidentals, that is, any besides
those enumerated above, these too must be reflected in the dominant key.

The two following subjects and their respective answers illustrate this
principle.

Ex. 20 WTC 1, Fugue No. 14 in F-sharp minor
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Ex. 217 WTC II, Fugue No. 6 in D minor
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In the above instance, Bach ends the subject on the III note of D minor
and the answer on the I note of A minor.

An answer that is a literal transposition into the dominant key is identi-
fied as REAL. When, under specific conditions that are described in detail
below, certain notes in the subject that are in the dominant key and answered
in the tonic key in contrast to the rest of the subject, the resulting answer
is said to be ToNaL. The following examples illustrate how this principle
of alternating tonality operates.

Ex.22 subject WTC I, Fugue No. 11 in F major
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Ex. 23 Subject WTC 1, Fugue No. 22 in B-flat minor
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The entire system of subjects that require real and tonal answers is crystal-
lized into 18 specific types in the illustrations that follow.

Subjects That Require A Real Answer
Subjects in this group will meet two general conditions:
(1) they will begin and end on the I or III notes, and
(2) they will not contain a leap from the I or 111 notes to the V or VII
notes at or near the beginning.
(a) Begins on I and ends on I
Ex. 24

WTC I, Fugue No. 20 in A minor

Subject
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Sce also Ex. 17, 19 and 20.
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(b) Begins on I and ends on III
Ex. 25

WTC I, Fugue No. 1 in C major
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See also Ex. 18.

(c) Begins on III and ends on I
EX. 26 Subject
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Actually, this answer is never used literally in the composition, but it does
appear with the ‘head’ changed as follows.

E efc.

This kind of subject is extremely rare and is as good as never found in the
fugqes of the master composers. The above example is found in the D major
section of the Invention in B minor.

(d) Begins on III and ends on IIT Three-part Invention No. 3

Ex. 27

Subject

In Fugues Nos. 2 (C minor) and 16 (G minor) a curious use of subjects
that could be treated according to (c) above are answered tonally, When
taken out of context the following two subjects could be seen as beginning
on III and ending on I in the keys of E-flat and B-flat major respectively.
Instead Bach has them begin on V and end on III in the keys of C and
G minor (cf. Ex. 22) in WTC II.

Ex. 28
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Subjects That Require A Tonal Answer
Group 1

Subjects of this kind will begin with one or more notes in the dominant
key and complete the subject in the tonic key. Whatever is in the dominant
key will be answered in the tonic key, and vice versa.

(a) Beginson V and ends on 1 WTC I, Fugue No. 3 in C-sharp major

Ex. 29 subject . .
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The following subject of this same type is especially interesting because of
the chromatic flow of the melody.

Ex. 30 WTC I, Fugue No. 12 in F minor
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(b) Begins on V and ends on III WTC II, Fugue No. 2 in C minor

Ex. 31

In contrast to the preceding illustrations which have only one dominant
note at the beginning that serves merely as an anacrusis, the following two
subjects feature a much longer opening section in the dominant key. Both
quotations are from fugues by Bach.

Ex. 32 Organ Fugue in E minor
Subject
] y 1 " r ]
V key I key
Answer

Ex. 33 Violin Fugue in A minor

The next two subject types are so rare as to be virtually non-existent in
practical usage by the masters. The examples provided below are synthetic
models contrived to illustrate the theoretical principle involved.

(c) Begins on VII and ends on I Norden
Ex. 34

& . - 5 T =
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(d) Begins on VII and ends on III Norden

Ex. 35

Subject

When Bach employed subjects that begin with VII, he considered the
leading-tone merely as an anacrusis in the tonic key, and not as the III of the
dominant key. The following two subjects by Bach are given interesting and
unexpected answers: the first being given a Real answer, while the second
is answered in the subdominant key.

Ex. 36 WTC II, Fugue No. 13 in F-sharp major

Subject

VII of Dominant key



Ex. 37 Art of the Fugue, Contrapunctus 10
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Group II

Subjects in this group begin in the tonic key and end in the dominant key,
while their answers do exactly the opposite, beginning in the dominant key
and ending in the tonic key.

(a) Beginson I and endson V WTC I, Fugue No. 18 in G-sharp minor

Ex. 38 biw xp £
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A spectacular subject and answer of this type appears in Fugue No. 1

in F major of Klengel’s Kanons und Fugen, Volume I
fect

Ex. 39 . —
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In Variation 26 of the Goldberg Variations Bach employs the following
subject in which the dominant key is not introduced until the third note from
the end. It is quite unusual for the dominant key to be introduced so late.

Ex. 40

(b) BeginsonI and ends on VII Bach: Two-part Invention, No. 10

Ex. 41
Subject vi
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The following is a longer and more involved subject of the same type.
Ex.42 Klengel: Kanons und Fugen, Vol.I, Fugue No. 17 in A-flat major

Subject vil

V key I key
Subjects that begin on III and end on either V or VII are very rare. The
examples that follow are again synthetic models contrived to demonstrate
the principle involved.

(c) Begins on IIT and ends on V Norden
Ex. 43 S:bjecl w ) v
B
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Tkey Y key
Answer
A vii N 1
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(d) Begins on 111 and ends on VII Norden
Ex. 44
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Ambiguous tonality comes about in a minor key when a subject of type
(d) above does not contain the leading-tone of either the tonic or dominant
key. To illustrate, the following subject begins on the III of D minor and
ends on the III of A minor, the natural leading-tone of D minor. However,
it would be entirely reasonable to view the subject as beginning on I of
F major and ending on the I of C major, being the same as V of F major.

11




Ex. 45 Norden

Subject
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But, when essentially the same problem contains the raised leading-tones of
the minor keys involved, no such ambiguity exists.

Ex. 46 Norden
Subject
I : I {' 1 1 1 1
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Group III

Group III of subjects that require a tonal answer combines the properties
of Groups I and II. A subject in Group III consists of three sections: —

1. An opening effect in the dominant key as in Group I,
2. A middle section in the tonic key, and
3. A closing section in the dominant key as in Group IL

The following illustrations are self-explanatory.

(a) Begins on V and ends on V
Ex. 47 WTC 1, Fugue No. 7 in E-flat major

i key V key I key
Ex. 48 WTC I, Fugue No. 24 in B minor
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Ex. 49 Klengel, Kanons und Fugen Vol. I, Fugue No. 22 in B-flat minor

Subject

(b) Begins on V and ends on VII Norden
Ex. 50

Subject
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(¢) Begins on VII and ends on V Norden
Ex. 51
Subject
vi i
e —— I e et e S
T S e
V key Tkey Vkey
Answer
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(d) Begins on VII and ends on VII Norden
Ex. 52
Subject
vii vir
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Unlike (a) of this group, (b), (c) and (d) are rarely, if ever, encoun-
tered in fugues by the masters. The above three examples are provided in
order to demonstrate the theoretical possibilities that subjects of this kind
afford. The composer should feel free to use any kind of subject that meets
his artistic requirements, whether or not it is to be found in the fugal literature.

13



Group IV
(a) Any of the preceding sixteen types—four Real and twelve Tonal—
containing a leap from the I or III notes to the V or VII notes at or near
the beginning. The following are typical.

Ex. 53 WTC I, Fugue No. 8 in E-flat minor
Subject
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Except for the second note, V approached by upward leap from I, this subject
is in effect a Real (a). Thus, the second note is a dominant “island,” as it
were, within a subject that is otherwise in the tonic key.

Ex. 54 suneer WTC I, Fugue No. 22 in B-flat minor
Attt P
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Here the second note is a V approached by a descending leap from I within
a subject that begins on I and ends on III as in Real (b).

While the two preceding subjects featured only one V note, the following
has a full measure of V, approached by upward leap from the initial I
anacrusis effect. In the two preceding examples, the V note was unaccented
in relation to the preceding I.

Ex. 55 Bach, Organ Fugue in C minor
Subject
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Instead of only one V note bei;’g approached by leap from the opening I,
the following example contains a four-note motive in the dominant key and
which is approached by descending semitone from the initial I to the VIIL
(cf. the first example of Group I1(a).)
Ex.56 . WTC I, Fugue No. 23 in B major
o ar-‘f : P ?’"‘Ff‘?‘ ﬂ /"
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The following answer is most unusual. The subject is Tonal, Group I (b),
beginning on V and ending on III. The third note is V, preceded by VI. The
unusual feature here is that this V is answered tonally in spite of the tradi-
tional ‘rule’ that a V or VII after II or VI is to be answered Real and
not tonally.

Ex. 57 - WTC 1, Fugue No. 21 in B-flat major

Subjecr
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In Fugue No. 2 of WTC I Bach makes an interesting and very deliberate
distinction between the V being approached by leap from I in contrast to it
being approached by leap from II. The two quite different situations are
pointed out in the following illustration.

Ex. 58 WTC I, Fugue No. 2 in C minor
| 4
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Numerous instances are to be found in which a V or VII preceded by
I or III is not answered tonally. The subject of the Art of the Fugue opens
with the ascending leap from I to V, and is answered in the academically
correct manner with the V answered by I as in the above examples;

Ex. 59  sujeat
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but w'hen a rhythmic variant of the same subject appears in Contrapunctus
11 this leap from I to V is ignored and it is treated with a Real answer.
Ex. 60

Subject
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(b) The entire subject answered in its subdominant key. Subjects answered
in this way usually begin on V or VIL The following examples show how
this answering process comes about.

Ex. 61 l?ach, Partita IV

Sublect vi
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Ex. 62 Bach, Violin Fugue in G minor
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This subject and answer is used in the same way in the Organ Fugue in
D minor. See also the last example given under Group L.

In Fugue No. 13 in F-sharp major of Klengel’s Kanons und Fugen, Vol. 11,
the following unusual subject-answer relationship occurs. The subject is
constructed according to the specifications of Group I (b), beginning on V
and ending on III. Ordinarily only the first note would be answered a 4th
higher, but in this case the entire subject is answered a 4th higher so that
the answer terminates on the III note of the subdominant key of B major.

L& e 3 #
Modulating Effects To The Dominant Key

Every subject that ends on V or VII—that is, the I or III of the dominant
key, requires a modulation from the tenic key. Five thematic devices serve
this purpose. These are demonstrated in the following abstract and brief
examples.
1. In an ascending major 2nd from accented to unaccented notes.

Subject Maj. 2nd
Ex. 64 >}
i 1 I T 1
1 L N 1 e 1 1 ) I ——
) 1 T g 1 1 1
e T o - K oL T ) —
J L ! d
1 key Vkey
Argwer
fé i—r i {/\{F ; 1 H
1T 1 )| T - F E i i
11 1 1 11
1L '
V key 1 key

See Ex. 42, 43, and 52.

2. Between repeated notes from accented to unaccented.
Ex. 65

Subject Repetition
>
) — —  — T
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F M= — 1 W — —
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L 4
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See Ex. 44,

3. In a conspicuous leap, usually (but not necessarily) from unaccented
to accented notes.

Ex. 66
Subject
Fel Lear e
L 14 L i D +
B A 1 1 1 f ¥ I £ —
- 11 1 1 d.
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Answer
| : TS
e LT 1 ) L
& 11 1 1 1
F BN | 1 1
1
l.L
V key 1 key

See Ex. 39, 41, 45, 49, and 50.

4. After a tied or dotted note or rest, provided it does not damage a
suspension.

Ex. 67
Subject
£
) T T
e e
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ik
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See Ex. 47.

5. In a descending minor 2nd, often from accented to unaccented notes.
Ex. 68

Subject Min. 2nd
>
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See Ex. 38, 40, and 48.
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Exercises CHAPTER III

Identify each of the following subjects as to type, and write answers to same. The Countersubject

R 1. . — B " - — The COUNTERSUBJECT is in effect a second subject that accompanies

&= Iﬂ = Jj—_*L—Ld—‘!—d_i__é__f‘;j_‘i__u the subject and answer throughout the course of the fugue, or as long as the

I B S~ composer wishes it to do so. Generally, in the opening section of the fugue,

\ it appears first against the answer (which normally is the second entry)

=: and subsequently against the subject in the third entry. The following Bach
) - ki

. quotation demonstrates in the simplest possible way how a countersubject
\ operates.

. Ex. 69 WTC II, Fugue No. 2 in C minor

‘l I Yo i
= == e ﬁ
N . .
7 . A Subject i
N ) . i . The subject, answer and countersubject are emphasized by the larger note-
& gu § o : T heads. The remaining material, in smaller notes, is free and not related
4 =

to the subject and countersubiject.
As is illustrated in the above example, a countersubject must be so
—— constructed that it will function equally well both above and below the
- subject and answer. In order to achieve this result it is necessary to compose
the countersubject so that it will operate in Double Counterpoint at either
the 8ve or the 15th (i. e., the double 8ve) against the subject. In the
present instance, the interval of inversion is Double Counterpoint at the
15th, thus

Ex. 70

Countersubjoct
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1Y Ssi T &
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e o o o e e o et e S I
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ﬁn. e e ey Fe e
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Compose original subjects within the various types in both major and While Double Counterpoint at the 15th affords greater freedom of

minor keys and write answers for same.
18

movement within the countersubject because of the larger interval of inver-
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sion, it is sometimes expedient for textural purposes to construct the counter-
subject within the narrower limitations of Double Counterpoint at the 8ve.
By this means the subject and countersubject will be kept closer together.
Such is the case in the following example where all of the intervals between
the answer and countersubject are less than an 8ve.

Ex. 71 Bach: Three-Part Invention No. 8
Answer c Biect
— ™ ul '-_____’_____-__.__—J\-‘
A = J J o
- LIS 7
e . F t
L ~w - iyl ni
f"”f“c’, . Countersubject - Subject .
i ettt S N | PR G, e,y
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The compositional process for writing the above countersubject would be
a counterpoint invertible at the 8ve, thus:

Couniersubject
Ex. 72 . - . -
éb I 1 1
T T T
T 1 T
e
Subject v
f 1 L
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A somewhat unusual construction occurs in Fugue No. 23 in B major
in WTC II, wherein the countersubject crosses the answer in the second
entry. Later, when the countersubject is placed above the subject, the voice
crossing does not come into play. The following two quotations from the
fugue—measures 5 - 8 and meas. 19 - 22—show how this comes about.

Ex. 73 WTC II, Fugue No. 23 in B major

______________________________________________ .
pads . = o~ S
R S T o ]
S —T T’ T i

[ i

: g

NP S Y Vs w B B e et
SRRt —= : f
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v
Subject

When a subject is so constructed that a-tonal answer is required, the
subject and answer are not alike with the resul: that a more complicated
double counterpoint format is required. The subject and answer in Ex. 38

20

—'I"ona! Group II (a)—appear in the fugue, the operation of the counter-
subject in the second, third and fourth entries is as shown below.

Ex. 74 WTC 1, Fugue No. 18 in G-sharp minor

[

b
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d vy by pvly
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~ The technicalitics involved in writing countersubjects for all conditions
involving tonal answers follow herewith.

Process For Composing A Countersubject
_ From the point of view of composing a countersubject, subjects fall
into three general categories:
1. All of the subject is in the tonic key.
2. Most of the subject is in the tonic key.

3. Most of the subject is in the dominant key.
Every subject will fit into one of these categories.

1. WHEN ALL OF THE SUBJECT IS IN THE TONIC KEY

Subjects of this kind are those that require a Real answer. But, these
in turn subdivide into two classes of contrapuntal construction:

(a) those without tied notes, and

Ex. 75

Subrect

(b) those with tied notes.
21



Ex. 76 subc voices such wide intervals may cause difficulties in achieving a satisfactory
contrapuntal and harmonic texture.
By constructing the countersubject within the limitations of Double
Counterpoint at the 8ve instead of Double Counterpoint at the 15th, such
wide vertical intervals will be automatically avoided. Ex. 79 shows a counter-
subject composed within these added limitations.
Ex. 79 ’
Turning first to the subject and answer given in Ex. 75, wherein no 5 e Lo e =
tied notes occur, one can proceed in either Double Counterpoint at the 8ve 2 e T B
or at the 15th. At every point in the structure the longer note, whether in the
subject or in the countersubject, will serve as Cantus Firmus while the part subject
in faster notes will act as Counterpoint. This is the same process shown in = r——: L
Ex. 70 and Ex. 72. The following is such a treatment of Ex. 75 in Double il = ——— T
Counterpoint at the 15th,
p Countersubject Q — & //———'—\
Ex. 77 2o |£f Lerelsl el
Comntersubject —~ B T 1 1
| A > g rf foe 2, s - b
o T
5 Caunlersub,1 & .
" gy . T
Subject = {’:1 3 J7—i s 1 E y-3 — " — i
m?—;—d—m—i—*
==
" Anywer
— e —_ — m——
Countersubject — o —ee e
- 2 _8 T : ; 03] jdhi—" [ 4 hi"."‘ TS &
% T
Countersubject HF— f/—\-\h- P u# S
. o - o P e s
When the above is transposed to its dominant key, in this case A minor, it > P — I !
automatically provides the countersubject for the answer.
Ex. 78

S = . In tl}is case the two themes are never separated by an interval greater than

" ; 4 ; a minor 7th, thereby facilitating the weaving of a tightly knit contra-
e f E%qd“:hﬁzt puntal texture.

When a subject features tied or dotted notes—whether these be suspen-

o sions, retardations or simply ties—as in the following,

| == Fx. 80
| 4 e ?F 2o |9 X
= o e e o *-

Countersubject %7’0'

Fa re n

)< i £ o T
L ‘F*‘F%'“ T
_— B4 ~_

T-u

} It will be observed that in the above example the intervals between the

subject and the countersubject, and inevitably between the answer and a specific order of steps in the composition of the countersubject may
countersubject range from a major 3rd to a major 10th when the counter- be suggested.

subject is above the subject and from a major 6th to a minor 13th when the ) ' _ '

countersubject is below the subject. If the two themes are placed in adjacent Step 1 Treat all suspensions and retardations in the subject.
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Ex. 81 poser’s artistic requirements. The composer should decide in advance
) whether he wants the countersubject to be

 Commersubioc 1. as complex as the subject,

& = }. 2. more complex than the subject, or
-3 e 3. less complex than the subject.
o Subject Susp.- Susp.
A SR P R = — =
7- 8 o 2. WHEN MOST OF THE SUBJECT IS IN THE TONIC KEY
- Countersubject - £ Subjects that fall into this category will generally be either Real with the
! Group 1V (a) effect, as illustrated in Ex. 53, 54, 55, 58 and 59, or Group I
as in Ex. 29, 30 and 31. There are rare cases in Group II wherein the modu-
lation to the dominant key occurs so late in the subject that most of it is in
Step2 Treat all suspension opportunities against the subject. the tonic key. This situation is illustrated in Ex. 40, 41 and 42.
Ex. 82 A typical case would be the following subject which is in effect a Real
— (b) into which is inserted the Tonal Group IV(a) effect at the second
. " Susp. Susp. note, being a V note approached by leap from the 1.
jh‘ — 'E % Ex. 84 Subject
J a3 7.6 , N

1 - - ——
™ O L 1 ) 1 |- 1
Subject o Le2aim —L — T ) S s @_r_
¥l — [ 1
é 1E\, = = ,m, ; Answer Femmeon
) -~ P : :
5.8 2-3 —t e p——
Su:p { ‘l' : 1 :' } o i 1 k1 1 1 1
Countersabject Susp- Y - 5, = : bt — == i T %
0 T » I [RPR

T
To compose a countersubject that will operate successfully with both the
subject and answer, proceed as follows:
Step 3 Fill in the remainder of the countersubject and embellish the suspen- Step I Set up a three-stave Double Counterpoint format with the subject
sions if so desired. on the top line, and on the bottom line the answer transposed to
Ex. 83 its subdominant key. The middle line is left blank for the counter-

subject. Now the subject and answer are so aligned that the tonic
portions of the subject relate in Double Counterpoint at the 8ve
while the single note in the dominant key relates to the correspond-
ing tonic note in the answer in Double Counterpoint at the 9th.

Ex. 85

Countersubject

i

N Subject
i F B T T
<3 S Subject ﬁ == = :P ====—==
o 1 y ' o L
Coundersubject .
=== =ra :E:é#;: S ’
EESSS=Es=is= b
c b b
&
D)
The discretion of the composer is of utmost importance here. This part of r_‘/ﬁ\g
. ; Answer . )
the procedure can either be overdone so that the countersubject becomes too sransposed 10 is — £ t _f rf.r o
subdominant key 1 1 . s i

complicated and “fussy,” or be made so sparse that the countersubject is
ineffective. The degree of complexity must be in accordance with the com-
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