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«FIORI MUSICALI» ®PECKOBAJIBAN —
CLAVIER-UBUNG III 1.C.BAXA:
OYI'ETTA-PUYEPKAP

Bennuenko H. «Fiori musicali» ®@peckobdaabau — clavier-ubung ITI1 U1.C.baxa:
(dyrerra-puyepkap. B crarbe rcciieoBaHbI reHEATOTHYECKHUE KKOPHI» 0axoBc-
KOHM XOpaJbHOH (yreTThl B CBS3H ¢ OONBIIMMH (DYTrHpOBaHHBIMHU (MOHOTEMATH-
YEeCKMMHU U MHOT'OTEMHBIMH) HHCTPYMEHTAJIBHBIMHU jxaHpaMu Jx. ®peckodaib-
M, a IMCHHO, pUYepKapaMu U KaHI[OHAMH Ha MaTepHUalie IBYX SMOXaTbHBIX I[UK-
JIOB OpPTaHHBIX XOpaJILHBIX 00paboTOK, NpuHaIeKanwM nepy k. @peckobainb-
1 («Fiori musicalin) u U. C. baxa (Clavier-ubung I1I). Caenan BBIBOJ O TOM, 4TO
0oOHapyXeHHbIE yCTOHYMBbIE 3aKOHOMEPHOCTH 0aXOBCKHX (DYTETT, yKa3bIBAIOIIHE
Ha pryepKap, €CTh JI0BEJCHHUE JI0 CBOETO JIOTMYECKOTO ITpeIea )KaHpa, UMEroIIe-
TO B CBOCH OCHOBE aHAJIOTHYHYIO pPUYEpKapy, OCHOBaHHYIO Ha IIPHHIIHIIE IKCIIO-
HHUPOBaHMUs, MOJIeNs popmMooOpazoBanust. Takum o6pasomM, ¢pyrerra baxa He ecTh
YMEHbIIIEHHast KOTUs (yTH, TOCKOJIbKY €€ HCTOKH KOpeHsTCs He B (yre, a B ycTo-
SIBIINXCS JINTYPIHYECKHUX (hOpMax OpraHHBIX XOPAJIbHBIX BEPCETOB M «MHTOHAIMID
B stile antico Illetinra, ®peckodanbau, [laxenp0ens 1 MHOTHX IPYTHX aBTOPOB.
Hacnenys cBonM npennecTBeHHIKAaM B yCTOWYNBBIX JINTYPIHYECKUX JKaHpax
COXpaHssl NCXOAHYIO0 KOMIIO3UIIMOHHYIO MOJIENh B 1eJioM, bax 3HaunMTenbHO ee
YCIIOXKHSIET, YIIIYOJIsieT U MpeoOpasyeT B HEUTO HOBOE — (YTeTTy.

KuroueBnie ciioBa: Clavier-ubung 11 1. C. Baxa, «Fiori musicali» J[x. ®pecko-
Oanbau, xopanbHas Qyrerra, puaepkap.

Besmyenko H. «Fiori musicali» ®peckodanabai — clavier-ubung II11.C.baxa:
(dyrerra-puuepkap. JlociikeHO reHeanoriyti «KopeHi» 0axiBCbKOi XOpaJlbHOT
(yrerTH y 3B'3KY 3 BETUKMMH (PYrOBaHUMH (MOHOTEMAaTHYHHMH 1 6araToTeMHH-
MH) IHCTpYMEHTaJIbHUMHU kaHpamu Jlx. @peckobanbli, a caMe pHuepKapaMu i
KaHIIOHaMH, Ha MaTepiaii IBOX eToXaJIbHUX IIMKJIIB OPTaHHUX XOpaJIbHUX 00pO-
60K, 110 HanexwuTs nepy Jx. @peckodanbai («Fiori musicalin) ral. C. baxa (Clavier-
ubung III). 3po6ieHO BUCHOBOK IPO T€, IO BUSBJICHI CTilKi 3aKOHOMIipHOCTI Oa-
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XOBCBKHUX (yTeT, sIKi BKa3yI0Th Ha pHyepKap, € JOBEJCHHS 10 CBOET JIOTTYHOT MEXi
JKaHpy, [0 Ma€ B CBOIH OCHOBI aHAJIOTIYHY piuepKapy, 3aCHOBaHYy Ha IMPHHIIHIT
EKCIIOHYBaHHS, MOJENb (opMOyTBOpeHHs. TakuM unHOM, pyrerta baxa — He €
3MEHIIECHOIO KOMi€l0 YTy, OCKUIBKH i1 BUTOKM KOpEHSTHCS He B (y3i, a B ycraie-
HUX JITYprifHUX (hopMax OpraHHMX XOPaJIbHNUX BEPCETIB 1 «IHTOHALI» y stile antico
letinra, peckobansmi, [laxenpoers i 6araTbox iHIIMX aBTOpPiB. Hacimyroun nore-
peIHUKaM Y CTIHKHX JTITYpTiHHHX )KaHpaxX i 30epirarouy BUXiTHY KOMIIO3HIIHHY MO-
JIeTTb B 1itoMy, bax 3Ha4HO 11 yCKIIaTHIOE, TIOITIMOIIOE 1 IIEPETBOPIOE B ICIIO HOBE —
yrerry.

Kuarwuosi cioBa: Clavier-ubung II1 I. C. baxa, «Fiori musicali» J{x. ®pec-
KOOI, XopajibHa (yreTTa, pudepKap.

Belichenko N. Frescobaldi’s «fiori musicali» — bach’s clavier-ubung III:
fughetta — ricercar. The following article is dedicated to observing fughetta
genre in J.S. Bach’s works in the context of a composition-style system of his
outstanding Italian predecessor. The object of the research is the identification of
genealogical 'roots’ of Bach’s choral fughetta in relation to great fugal G.
Frescobaldi’s instrumental genres (monothematic and polythematic), that is
ricercares and canzonas.

Common elements of Frescobaldi’s ‘Fiori musicali’ organ loops and Bach’s Clavier-
ubung III are established in the work: their irreducibility to organ mass, (non
liturgical titles serve its confirmation), the consistent and cyclic implementation
of the idea of major and minor arrangements, the presence of non-liturgical music,
an overwhelming importance of serious contrapuntal work.

The structure of each of the three components of the cycle parts of Frescobaldi,
thematically entirely caused by the treatment of the chosen Gregorian source
(Kyrie from monophonic masses “Della Domenica”, “Delli Apostoli”, “Della
Madonna”). This structure reveals a similar internal division into groups of
consecutive small Kyrie-versets ("variirte", with cantus) and large ("fugirte",
without cantus) treatments (canzonas and richercars) of the same chant. At first
glance, Bach organizes the cycle otherwise, even in opposite in many ways:
There is an interconnected group of chants instead of a single melody and there
are two or three, and so on instead of large groups of similar successive treatments.
At this the inverse analogies between «Fiori musicali» and Clavier-ubung III are
not exhausted by the general compositional laws.

Almost all the Kyrie-versets (in other words minor chorale arrangements with
cantus firmus) in Frescobaldi’s works are meant to be masterfully worked out
fughettas into chorales, often two thematic. However their resemblance to major
chorales from Bach’s ‘Clavier-ubung III”’ (in relation to the forethought and
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completeness of that ‘second plan form’, i.e. ‘Kyrie’ u ‘Christe’ BWV 669-671)
doesn’t raise any doubts. That resemblance intensifies essentially due to
systematical inversion technique used by Bach in the fugues of major ‘Kyrie’, in
many ways similar to the one that Frescobaldi uses in ‘Fiori musicali’.

Thus, in the number of Bach’s major Catechism Chorales there can be found a
steady structural fughetta model on the chorale, a typical one for Frescobaldi’s
minor organ arrangements; fughetta at the same time transforms into a voluminous
fugue.

As typical ricercar features in Bach’s chorale fughettas there can be distinguished
the followings: autonomation of an accompanying theme (countersubject), stretto
texture and polythematicism in its various displays (including inversion ones).
Among the most distinctive compositional fughetta-ricercar types there can be
named the following: fughetta-motet contraria with cantus firmus, double fughetta
with separate and common theme displaying (including fughetta contraria), and
also fughetta inversa. As the result, the appearance of fughetta-ricercar becomes
explicable: the historic commonness of the roots of both forms is quite obvious.
Even if to exclude the connotations ‘difficulties’, ‘scholarism’ of ricercar as the
initial motet’s ‘instrumental copy’, — the same exposing formation principle remains
the determinant, which compositionally arranges that saturate theme work, just
like in fughetta.

In a number of his works, dedicated to ricercar’s ‘rhetoric interpretation’, W.
Kirkendale came to the conclusions that are interesting and valuable in relation to
our topic. Among other factors, the musicologist esteemed the preluding
introductory function of an Italian imitational ricercar as an equivalent to the
Cicero’s Exordium [Kirkendale W. On the Rhetorical Interpretation of the
Ricercar and J. S. Bach’s Musical Offering, 1997]. The author also points out a
purely liturgical function of the imitational ricercar, for instance before the mass
or after the liturgy of word, before Eucharist. A very significant moment is that the
ricercares from Frescobaldi’s ‘Fiori musicali’ are chosen as examples /Kirkendale
W. Ciceronians versus Aristotelians on the Ricercar as Exordium, from Bembo
to Bach, 1979]. As the result, delimitating from North-German fugue, ricercar
(according to Kirkendale) seems to get closer to actually invention. In that way
that approach can be also taken to Bach’s fughettas and especially to minor
fugued chorales from Clavier-ubung III (considering their in many ways equal
liturgical function and the orientation to Frescobaldi’s traditions of major imitation
forms).

Giving a brief summary about the ricercarness of Bach’s chorale fughettas, the
main idea can be pointed out: various abilities of that old form as the most
‘sophisticated’ in the field of multistage exposure, that were sensitively caught
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and developed by Bach in specific conditions of German organ fugue-verset.
Thus Bach’s fughetta is not a lessened copy of a fugue, because its springhead
doesn’t originate in fugue but in conventional liturgical forms of organ chorale
versets and ‘intonations’ in stile antico of Scheidt, Frescobaldi, Pachelbel and
many others. Taking over from his predecessors in those steadfast liturgical genres
and taking a good care of original compositional model on the whole, Bach
complicates it significantly, makes it more profound and in that way modifies it
into something absolutely new — the fughetta. Here (as well as in the fugue), Bach
saturates the composition in the unexpected connotations of genre: he uses
design techniques, which initially are not inherent to it, but also do not conflict.
Thus, the composer claims this form, going by the completely new and different
from his contemporaries way.

Key words: Clavier-ubung Il by J.S. Bach, "Fiori musicali" by J. Frescobaldi, choral
fughetta, ricercar.

IHocranoBka mpodaemMbl. CBsA3b C HayyHbIMHU 3ajgadamMu. CTaThd
MOCBSIIEHA PACCMOTPEHUIO *aHpa ¢yrerTsl B TBopuectBe . C. baxa B
KOHTEKCTE KOMIO3ULIUOHHO-CTHIIEBOM CHCTEMBI €T0 BBIIAIOIIETOCS UTa-
TbSTHCKOTO TpenmecTBeHHuKa Jx. @peckodanban u 3aBeplIacT CEPHIO
nyOnuKanuid aBTOpa, MOCBSIIEHHBIX XopalbHeIM (yrertaMm baxa [1; 2;
3]. OOpaTUBIIKCH K JABYM 3IOXaNbHBIM IUKJIAM OPTaHHBIX XOpPaJbHBIX
00paboToK, npuHaiexkasmnM nepy Ix. @peckodanbam («Fiori musicali»)
u U. C. baxa (Clavier-ubung III), cBoeii 3agadeii Mbl CTaBUM OOHapy-
JKeHHeE TITyOMHHBIX BHYTPEHHHX CBSI3¢H MEXly HUMH Ha ypPOBHE KOHKPET-
HBIX KOMITO3UIIMOHHBIX U/IEH, KaCaIOIIUXCs TeHe3Hca KaHpa XOpaJIbHON
(byrerTs.

Lesp padoThl — yCTAaHOBJICHUE TEHEAIOTHUECKUX «KOPHEi» OaxoB-
CKOHM XOpaJbHOU (YTeTTHI B CBS3U C OONBIIMMU (YTUpOBaHHBIMH (MOHO-
TEMAaTUYECKUMH U MHOTOTEMHBIMH) MHCTPYMEHTAJIbHBIMU >KaHpaMu
Opeckobanpan, a UIMEHHO, pUUYepKapaMH 1 KaHIIOHAMHU.

N3n0:xenue 0ocHOBHOTO MaTepuajia. BriosHe BeposSTHO, 4TO 3aMBbl-
CeJl MOCIeI0BATEILHOTO MPUMEHEHHS Pa3InNUHOM TEXHUKHU IpU 00paboT-
K€ TPYIIIBI IMTYPrUUECKUX HAIleBOB B MaclITabax KPyIHOI'O OPraHHOI'O
IIMKJIa BO3HHK Yy baxa 6marogaps n3ydenuto nukia «Fiori musicaliy. [Te-
PEUNCIINM 37IeCh JIMIIb HEKOTOPBIE TOYKH COMTPUKOCHOBEHHS:

* HECBOJIUMOCTH K opraHHoi Mmecce kak «Fiori musicali», Tak u
Clavier-ubung III, y0emuTenpbHBIM MOATBEPKICHUEM YEMY SBIISFOTCS
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NpEeXIIe BCETO «HETUTYPrHUECKUE» HAaMMEHOBaHUS 000OMX LUKIOB. Pac-
NPOCTPAaHEHHOE ANBTEpHATHBHOE Ha3BaHME TpeThel yacTu KimaBHpHBIX
yIpakHeHHH kKak OpraHHON MECCHI, BIIEPBBIC UCIOIb30BaHHOE, Kpure-
pom B 1930 . [7, § 2, I1I], kak yka3piBaeT XUTTHHOOTT, HE COOTBETCTBYET
HamepeHussM baxa/ DTo cieayeT u3 pa3BepHYTOTO 3arfiaBHsi, JaHHOTO
caMHUM KOMIO3UTOpOM. [lonTBEepKAEHUEM TOMY CIYXHUT U KOMIIO3H-
U IUKJIA, UM EIOTIast Topasmno O0JIbIe 00IIEeTo CO CTPYKTYPOH JTIOTE-
PaHCKOTO KaTeXHW3Wca, HEXKEITH CO CTPYKTYPOU Mecchl (CcM.cxeMy 3).
W3 Opnunapus Mecchl B 000MX HUKIIAX 3aA€HCTBOBAHBI JIUILIb OTAETb-
Hble YyacTu (CM. cxembl 1-2);

*  IIOCJIEOBATEIbHOE [IUKIMYECKOE BOIUIOIIECHNE HICH MaJIbIX U 00JTb-
mux o0paborok: nakoHnuHsle Kyrie-BepceTsl u Oomnbiire o0paboTKH
“super Kyrie” ¢ Alio modo B «Fiori musicali»; 00JIbIIIe 1 MaJIBIE XOPAJIBI
Ha Karexusuc B Clavier-ubung III;

* IPUCYTCTBHE HE JIUTYpPrUYECKOil My3bIKM B KOHIIE ITMKia: bepra-
macka u Kanpuuuno ¢ Alio modo B «Fiori musicali»; getsipe dysTa B
Clavier-ubung I1I;

* mpeolnagaroliee 3HaYCHNE UIOTHON KOHTPAIyHKTHUECKOH pabo-
TBI, 0000 Ba)KHAsl POJb XapaKTEPHOH «pUUEPKAPHOI» TEXHUKHU, B TOM
gucie B B MaBIX 00paboTkax: Kyrie-BepceTax M pudepKapoB M KaHIIOH
Alio modo B «Fiori musicali»; pyrerrax B Clavier-ubung I1I.

CTpyKTypa KaKI0oH 13 TpeX cOCTaBIAOMMX UK Opeckodbanban da-
CTEH, TeMaTUYEeCKH BCEIeNI0 00YCIOBICHHBIX 00pa0OTKON M30paHHOTO
rpuropuanckoro nepsoucrounuka (Kyrie u3 oqnoronocusix mecc Della
Domenica, Delli Apostoli, Della Madonna), 00HapyXKuBaeT aHaJIOTHIHOE
BHYTpEHHEE WICHEHHE Ha TPYIIIBI UAYIIUX NOAps MaJibixX variirte Kyrie-
BepceToB (¢ KaHTycoM) 1 00JbIINX (0e3 kaHTyca) fugirte 06padoTok (kaH-
LIOH U pUYEPKapOB) OTHOTO W TOro e Xopasa. Ha nepsriii B3misa, bax
OpraHu3yeT LUKJI HHaue, BO MHOTOM JaKe€ POTHUBOIIOJIOAKHO: BMECTO OJI-
HOT'O HareBa — B3aWMOCBSI3aHHAs TPYIIa NECHONEHUH, BMECTO 00IIHp-
HBIX TPy OAHOPOJIHBIX MOCIEI0BATEIbHBIX 00pabOTOK — MapbI-TPOK-
Ky 1 T. 4. [Ipu 5ToM oOparHble ananorun Mexay «Fiori musicali» u Clavier-
ubung III He ncuepnpiBatOTCs 0OMIEKOMITO3UIIMOHHBIMU 3aKOHOMEPHO C-
Tsamu. Tak, moutu Bce Kyrie-BepceTsl, TO ecTh Maslble XOpaJibHble 00pa-
00TKHM Cc KaHTycoM ¢GupMycoM, B mukie dpeckobaiban NpeACTaBISIOT
co00H MacTepckH pa3paboTaHHbIe (PyTeTTH Ha XOpall, HEPEIKO JIBYXTEM-
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HBIE, KaK, HanpuMep, Kyrie 9 u3 nepoii wactu «Fiori musicali», Della
Domenica (cm. puc. 1).

OpnHako CXOACTBO MX ¢ OonbimuMu xopanamu u3 Clavier-ubung 111 B
OTHOIICHUU TPOJYMAHHOCTH U 3aKOHYEHHOCTHU 3TOH «(pOPMBI BTOPOTO
tanay (4, 3ameTuM, ocobeHHo ¢ «Kyrie» u «Christe» BWV 669-671,
HalMCaHHBIMU, KaK 1 BepceTbl @peckobanbau, B stile antico) He BhI3bIBa-
€T COMHEHHH:

3T0 cX0ACTBO 0COOEHHO yCHIMBAETCsl OJaroaapsi CHCTeMaTHIeCcKon
WHBEPCUOHHOM TEXHUKE, UCTIONb3yeMoii baxom B (hyrax Oonpumx «Kyrie»,
aHaJIOTUYHOM TOH, KoTopyIo mpuMeHsieT B «Fiori musicali» @peckodanbau
(cp. puc. 3 u4):

Urak, B psaae Oonpimux xopanoB baxa na Karexusuc o6HapyxuBa-
eTCsl ycToW4MBasi CTPYKTypHasi Mojiesib (DyreTThl Ha XopaJsl, TUITUYHAS
JUISL MaJIbIX OpraHHBIX 00paboToxk ®dpeckobanbay; (yrerra Mpu 3TOM
TpaHchopMHpYeTCs B IpocTpaHHylo (yry. Bo3HukaeT pe3oHHbII Bonpoc:
MOYKHO JI1 0OHAPYKUTh B IHKIIe Dpeckodanban npoodpassl 0axOBCKUX
MaJIbIX XOpajoB, B OOJbIIMHCTBE cBoeM (yreTt? JlornyHO mpearmnoso-
JKHUTb, 4YTO UMH ABISIIOTCS Oonbine fugirte 06paboTku (0e3 kaHTyca, HO
B TECHOM B3aMMOJICHCTBUH C TEMOI X0paJja), TO €CTh puuepKapbl U KaH-
LOHBI-UHTOHALIUY, TIPEIHA3HAYCHHBIE JJIS 3aII0JTHEHUST HEOOXOAUMBIX B
nporecce OorocimykeHus mnay3: nocie Urennit mnmu CUMBoONa BEphI, BO
BpeMs BozHomenusi, g0 mwnu nocne [puyactust u 1. 1. s orBera Ha
3TOT BONPOC MOBHUMATEIbHEE BCMOTPUMCS B XapaKTEepHBIE MPHMETHI
puuepkapa B ¢yrerrax U. C. baxa.

TenaeHuus K puuepKapHOCTH B XopanbHbIX (pyrerrax baxa. B ogHoi
13 TIPEALIECTBYIOIIUX padOT HaM YK€ MPUXOAUIIOCH YKa3bIBaTh Ha aBTO-
HOMU3AIMIO COMPOBOXKIAIONIEH TeMBI (IPOTUBOCIOXKEHHS ), CTPETTHOCTD
M3JI0KEHHs] U MHOTOTEMHOCTD KaK TUIIMYHBIE YePTHI pudepKapa B 0axoB-
ckux ¢yrerrax [1, 18-21]. CxogHbIM 00pa3oM TeMaTHYECKH BECOMBIM,
B CBSI3H C €T0 MPOM3BOJAHBIM XapaKTepOM IO OTHOMICHHUIO K XOPaIbHOMY
NPOTOTHUITY, OKa3bIBAETCS IPOTUBOCIIOKEHNE K YETBEPTOMY MPOBEJCHHUIO
TeMBbI B MPUBEICHHOW BbIMe (yrerre Ha kaHTyc ¢upmyc u3 Della
Domenica ®peckobanbau (cM. pumep 1, TT. 7-21).

Uro ke KacaeTcsl y4yacTHsS CTPETT B AKCHO3HIMOHHOM H3JIOKEHUH
TEMbI, HEOOXOAUMO 3aMETHTh, YTO B 0aXOBCKHX (Pyrerrax OHO MOYTH
HHUKOTZa He ObIBaeT CTPETTHBIM. [loTOMY, CKOpee Kak HCKIIIOUeHHUE, BOC-
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Puc. 1. ®pecrobanpn. «Fiori musicali», Della Domenica, Kyrie (Ne9). JIBa

Ppa3InYHbIX rpa(bnquKHx CHMBOJIa 0003HAYAIOT BCTYIUICHU IBYX Pa3HBIX TEM B

TPEXTOJIOCHOU (pyTeTTe B rojiocax, COMPOBOKIAOIINX KaHTYC GUpMycC (B

aJbTOBOM T'0JIOCE, B H3JIOKCHUH OpEeBHCaMU ).
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NpUHUMaeTCs cTpeTTHas ABoiHast pyrerra BWV 702 «Das Jesulein soll
doch mein Trost», e yxe npu oTBere (TT. 3—5) Bropast TeMa IpOBOAUT-
Csl CTPETTHO.

[epeiizeM K pacCMOTPEHHUIO XapaKTEPHBIX KOMIIO3UIIMOHHBIX THUIIOB
¢dyreTTHI-pHUUepKapa.

Dyzemma-momem contraria Ha KaHmyc qbupMyc.I Kak wn3BectHoO,
UMEHHO MOTET CTaJl OCHOBAaHHEM WMUTAIIMOHHOTO pHuYepKapa, o0ycio-
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Puc. 2. 1. C. bax. «Christe, aller Welt Trosty BWV 670, T1. 1-12

BUB CO00I0 XapaKTepHbIE MPUMETHI mocieanero. [loroMy Tak opraHugHO
B uepeny «ydeHbix» Qyrert u3 Clavier-ubung Il BrmceiBaeTcst Manbiit
moreT (alio modo) Ha xopan «Aus tiefer Noth schrei’ ich zu dir» BWV
687. HecMOTpsi Ha HEKOTOPOE CXOACTBO C PACHPOCTPaHEHHOH (hopmoii
opranHbIx xopayioB [laxens0ens (kaHTyc GupMyc B BEpXHeM roioce, npe-
JUMHTALMS TIepe]] Ha4ajioM KaKI0i CTPOKH), 31€Ch UMEIOTCS CYILIECTBEH-
HbIE OTJINYHMS, KOTOPhIE TOpa3ao B OONbLICH CTENEHN YKa3bIBAIOT Ha QY-
rerty-puuepkap ®@peckobanpau. Tak, BMECTO KpaTKUX MPOCTHIX MpPeau-
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Puc. 3. 1. C. Bax. «Kyrie, Gott heiliger Geist» BWV. 671, TT. 1-8 (miepen

BCTYIJICHUCM xopana)
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Puc. 4. [Ix. ®peckobansan. «Fiori musicali», Della Madonna, Kyrie (Ne35)
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MUTALUH, IEPEXOIAIINX, KaK 3TO 00buHO ObiBacT y [laxennOens, B cBo-
00HOE HE UMHUTAIIOHHOE MHOTOT'0JIOCHE, TIEpEl HAMH LIEJIOCTHAS CTPO-
¢uueckas koHTpadyrerTa (contraria), oTpaxaromas, 6e3 COMHEHUS, 3a-
KOHOMEPHOCTH MHOTO3TAITHOTO «yYEHOT0» pHUepKapa B MUHHUATIOPE.
Heoiinas ¢hycemma c pasoenvhvim u co8MeCmMHbIM IKCNOHUPOBA-
HUeM mem, 6 mom yucne gyzemma-contraria. B ycloBusix coBMeCTHO-
r0 AKCTIOHMPOBAHHUS BBIACIISETCS YIOMSHYTas BBIIE ABOHHAs (yrerTa
BWYV 702 «Das Jesulein soll doch mein Trosty, B koTOpoii kKaxkaast U3 TeM
MOCTPOEHA Ha COOTBETCTBYIOIIEH CTPOKE XOPAIbHOTO MEPBOMCTOYHHKA.
Hpyro#i yHUKanbHBIN mpuMep — KoHTpadyreTTa (contraria) BWV 685
«Christ unser Herr zum Jordan kam» u3 Clavier-ubung IIl, moctpoennas
10 IPUHLIHUITY IOCJIEAOBATEIBHOI'O TPOHHOTO OTpaXkeH!s! (MHBEPCUH ) IIep-
BOHAYAJIBHOTO COCTUHEHHUSI OCHOBHBIX TeM. Jl00aBuM, 4TO BTOpas Tema,
uMerolIast, Ha MePBBIN B3NS, COIMTY TCTBYIOIINN XapaKTep, 0 CBOUM Ouep-
TaHUSIM HE JIMIIEHA CXOJCTBA C TPEThel CTPOKON XOpaIIbHOTO HaleBa.
Dyeemma-inversa.t DTy yHHKATBHYIO 1S JAHHOM GOPMBI PA3HOBHII-
HOCTh BcTpeuaeM B pyrerte Ha «Dies sind die heil’gen zehn Gebot» BWV
679 u3 Clavier-ubung II1, umeromeii 1Be SKCIIO3UITUN — B MIPSMOM J[BH-
JKEHUHU M B UHBEPCHH, XOTSI HETOUHOM 1 HETIONHOM. B pe3ynsraTe Bo3HHKa-
et 3¢pdekt Tak HazpIBaeMon (yreTThI-inversa. 31ech — elie 0IuH NpH-
€M YCJIOXHEHHsI SKCIIOHUPOBAHHUS, B YEM-TO CXOAHBIA C MPeIbIIyLINM
TUNOM (TZe BTOPOH TEMOH B KakOH-TO Mepe BBICTYINAeT OOpalleHHBIH
BapUaHT OCHOBHOW TEMBI), OJHAKO BCE K€ B YCIOBHIX OJHOTEMHOCTH.
Tax cTaHOBUTCSI BO3MOKHBIM NOsIBJICHHE QyreTThl-puuepkapa. 1 ato
HE YAMBUTEIILHO: HCTOpUYECKasi OOLIHOCTH KOpHEH 00erx opM BIIOTHE
oyeBHHA. J[axe €CIM UCKIIIOUUTh KOHHOTAIUH «CI0KHOCTHY, «y4eHOC-
TH» pUYepKapa Kak mepBoHaYaIbHON «MHCTPYMEHTAIBHOM KOITHI) MOTE-
Ta, pelIaroIuM (PaKTOpOM, OPraHU3YIOLIUM BCIO 3Ty «YUEHYI0» TeMaTHu-
YeCKYI0 paboTy KOMIIO3ULIMOHHO, OCTAETCsI, KaK U B ()yTreTTe, BCe TOT XKe
9KCTIIOHUPYIOMIMI MPUHIUT (POpMOOOpa30BaHUS.
Oco0o cnexyeT OCTaHOBUTHCA HAa XapaKTEPUCTUKE COOTHOLIEHUS
¢dyrerTeI-puuepkapa u putopuku. Tak, Y. Kupkenaeiin B psijae cBoux pa-

1. O conmepxanmnu nmousTHs fuga contraria B Tpygax Bansrepa, Mapmypra, Anb0-
pexcoeprepa cMm. paboTsl A. Manna, K. FOxax, K. Tuckuna [10, c. 158, 187; 6, c.
152;4,c.114].
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00T, MOCBSILIEHHBIX «PUTOPUYECKON HHTEPIPETALIMI )KaHpa prudepKapa
[7; 8], mpuXOANT K BECbMa HHTEPECHBIM U IIEHHBIM, C TOUYKH 3pEHHS Ha-
el Temsl, pe3yasraTaM. B yacTHOCTH, HMccieoBaTenb paccMaTpuBacT
NPETIOANNHHYIO, BCTYTUTEIbHYIO (PYHKIHIO HTAIBSIHCKOTO UMUTALMOHHO-
ro puuepakapa (B KOHKPETHOM HCTOPHYECKOM KOHTEKCTE) KaK SKBHBa-
JeHT uuueponoBckoro Exordium (TouHee, ero Tun insinuatio, ¢ ¢ury-
paMu, COOTBETCTBYIOIIMMHU pPA3IWYHBIM BHAAM uMuTauuu) [8, 346].
VY. KupkeHnaein ykas3pIBaeT Takke M Ha Cyry0o JUTyprudeckyro QpyHkK-
LU0 UMUTALMOHHOTO pUUYepaKapa, B 4aCTHOCTH, NEpel MECCOM MM TOC-
ne Jlutypruu Cnoa, nepen Jlutyprueit EBxapuctuu. BeceMma moxasza-
TEJIHO, YTO B Ka4€CTBE MPUMEPOB MM M30MPAIOTCS MPU 3TOM pUUYepKa-
pot u3 «Fiori musicali» ®peckodansau [7,41-42]. Berynas nanee B TuckKyc-
cuto ¢ 1. Yonkepom, Kupkennein ueTko pa3MekeBbIBaeT puuepkap U
(yry He CTONBKO CTUIIMCTHYECKHU, CKOJIBKO C TOUKU 3PEHUS] PUTOPHKH —
B OTHOIIeHUY uX QyHKIwmii [8, 343—345]. B pe3ynbrare, Kak HaM KaxeTcs,
puuepkap, no Kupkenneitny, oTrpaHHUUBasICh OT CEBEPOHEMELIKOH PyTH,
HETOCPEeCTBEHHO COMMKAeTCsl C MHBEHIMEH. B 3TOM cMbIciie K y4eHbIM
¢yrerram baxa, u B 0cOOCHHOCTH K MaJIbiM ()yTHPOBaHHBIM XOpajlaM U3
Clavier-ubung IIl, — yuuTbIBas ©X BO MHOI'OM aHAJOTHYHYIO JINTYPTH-
YeCKyI0 (PYHKIMIO U OPHEHTALIUIO HA TPAAUIIUH OOIBIINX HIMUTALIMOHHBIX
tdhopm Dpeckobanban, — TaKkKe MOXKET ObITh NPUMEHUM JAaHHBIN MOJ-
XOJI, JINITHUM pa3 MOATBEPKAAI0 TN HEOJHO3HAYHOCTh TPAKTOBKH JKaH-
pa KOMIIO3UTOPOM.

BeiBoabI M najdbHelilMe NMepcrneKTHBHI HcciaenoBanus. Kpat-
KO PE3IOMHPYS CKa3aHHOE O PUUEPKAPHOCTH OaXOBCKUX XOPAIBHBIX (Y-
reTT, BBACIUM IJIaBHOE: MHOTOOOpa3Hble BO3MOKHOCTH 3TOH CTapoi
(hopMBI, Kak 0c000 «H30IIPEHHOI» B chepe MHOTO3TAITHOT'O SKCIIOHUPO-
BaHUsI, YyTKO CXBaueHHBIE U pa3BuThie baxoM B ciennpuueckux ycioBu-
SIX HEMELKO opraHHo# (yru-Bepcera. I oTMeueHHbIe BhILIE YCTOWYH-
BbI€ 3aKOHOMEPHOCTH 0aXOBCKHX (DYreTT, yKasyloulue Ha pudepkap, He
€CTb JIM JOBEJIEHNE JI0 CBOET0 JIOTMUECKOTO Npesiesa KaHpa, UMEIOIIETO
B CBOEH OCHOBE aHAJIOTHYHYIO pUYepKapy, OCHOBAaHHYIO Ha IPUHIIMIIE DKC-
MIOHUPOBAHUS, MOZIeNb (hopMooOpazoBaHus?

2. O6 nHBepcuoHHOM (yre B TpakToBke Mapmypra numet A. Mann [10, c. 187], 0
puuepka—Te B noHnManuu Ansopexcoeprepa — K. luckus [4, c. 112].
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Urak, pyrerra baxa — He ecTh yMeHbIICHHas Komus Gyru, uoo ee
MCTOKHM KOPE HSTCS OTHIOAb HE B ()yre, HO B YCTOSIBIIUXCS TUTYprudec-
KUX (popMax opraHHbIX XOpaJIbHBIX BEPCETOB M «MHTOHALIMI» B stile antico
Hleiinra, ®peckodanbau, Ilaxens0enast ¥ MHOTHX IPYTUX MacTepoB, —
JOCTATOYHO BCIIOMHUTH BBIIIENPUBEICHHBIE 00pa3ubl (yrupoBaHHBIX
xopaioB u3 Clavier-ubung IIl. Hacnemyst cBouM npeaniecTBEHHUKaM B
9THX YCTOHYMBBIX JTUTYPrHUECKUX KaHpPaxX U OEpeKHO COXPAHs NCXO.I-
HYI0 KOMIIO3MLIMOHHYIO MOZIEJIb B 11€JI0M, baxX 3HaYUTENbHO €€ yCI0XKHS-
eT, Iy OnsieT U, TakuM 00pa3oM, IpeodpasyeT B HEUTO HOBoe — (yreT-
Ty. 31ech (Kak, BIpo4eM, U B ¢yre), HACHIIass KOMIIO3UIHIO HEOKUAaH-
HBIMH KaHPOBBIMHU KOHHOTAIIMSAMU, UCIIONIb3Yysl KOHCTPYKTHUBHBIE IPUEMBI,
W3HAYaJIbHO €Il He MPUCYIINE, HO U HE BCTYNAIOIKE B IPOTUBOPEUHE, —
Bax yTBepxnaet 3Ty ¢opmy, Kak ObLTO BBISIBICHO, M1 COBEPIICHHO HO-
BBIM M MHBIM, HEXKEJN €ro COBPEeMEHHHKH, myTeM. HeobxoauMocTh yr-
TyOJIeHHOTO KOMIIAPATHBHOTO aHAIM3a 0aXOBCKON XOpalbHOW (PyTreTThl 1
aHaJIOTUYHBIX B )KAHPOBOM OTHOILIEHHH 00Pa3LiOB, MPUHAJIEKAIIUX KaK
€ro COBpEMEHHMKAM, TaK U MOCIIEAYIOUIUM IMOKOJIEHUSIM KOMIIO3UTOPOB,
COCTABJIET MEPCIIEKTUBY AAJBHEHIIIEr0 HCCIIET0BaHUS.
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