Fugue L esson
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2 Fugue L esson
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1 inthe alto line hereis
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The last voice could have
entered here with its Answer.
But notice | added a measure
here to solidify the tonality.
| didn't want to have the
answer enter with a B in the bass.
Thiswas an artistic judgment call
on my part. You will make many
such decisionsin writing a fugue,
aswith any kind of composition;
avoid taking too much licensein
the Exposition, though; as the
fugue progresses, you can take
more license legally, so saveit.
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note that when the bass voiceis
not stating the subject, it takes on
more of the characteristics of a
bassline, asit would in any other

kind of comnnsition.




Fugue Lesson 3
1st Episode.
End Of . As you begin the 1st Episode, start
18 Exposition. thinking about which voice you want to enter
A 4 next, and take that voice out of the texture
p” A it

Ac enpn-aciticencacticahla  Nat Aanly
Ao SVUITAS ITU TS UL LUTLAUIT, TNULT UMY
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changing the texture adds interest and
makes the ear appreciate the full texture more.
Continue to consider this as the fugue progresses.

f) Always think a little ahead.
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4 Fugue Lesson
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Fugue Lesson Partial harmonic statement of subject 5§
in "augmentation" (with longer note
33 . | values)
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Fugue Lesson
| had to add an extra measure to balance this
sequence, but | was able to make the cool "cross
relation" between the C in thetenor and C# in the
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46 Full harmonic statement of subject in "stretto”
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Partial statement of subject

Sretto iswhen a voice begins a
statement of the subject before the

previous voice has finished its statement
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Pedal Point - holding a note (usualy in the bass) against

contrasting activity in other voices

Fugue Lesson 7
Episode over subject in augmentation
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alternating between subject statements and
episodes. | have chosen to begin heading
toward the end, employing advanced techniques
Continuation of Episode
> over pedal point
f— ' : Pep .,
o) 253] !
ya . I g
'\\3} - J ® o ﬁi iﬁi“ o o
N— \_//
55
. | ™ | |
y 4 | -4 0 | '_
| _‘ _._
%@L_ﬂ = i‘ﬁ#&—_':

o)
o)

o)



8 Fugue Lesson
600 development of subject material
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Fugue Lesson 9
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Coda.
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The fugueis technically over at this point.

The purpose of the coda isto "wrap it up with
a bow" - release the built up tension and come
to a satisfying ending.
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Fugue Lesson
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partial statement of subject in Coda,
with partial augmentation.
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