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AnHOoTanmusa. ['pynnupoBka OJHOTUIHBIX IMheC 3a00TUT KaK HX
aBTOPOB, TaK U HCCJefoBaTesel. Y IEePBBIX 3TO OTPAKAETCA YKe B
Ha3BaHUSX MPOU3BEIEHUN, a BTOPHIX BEIET K MHOTOACIIEKTHOMY ITOUCKY
CKPBITBIX MEXaHNU3MOB MBIILJIEHUA KOMIIO3UTOPOB.

Tak, pazHOOOpa3HbIe CIOCOOBI, KaKUMU bax 0ObeIWHSI TPYIIIIbI
CBOUX COUMHEHUH, pacKpbLl A. MUIKa B craThe « bBaxoBCKUeE ,,ITIECTEPKU »
(1999). B KpymHBIX IHKJINYECKHUX OIycax baxa oOpamjaer Ha cebs
BHUMAaHUE €eIle OJ[HA «Mepa»: uemaeepka, IpuMeTHas1 TeM 0oJiee, UTo ee
obpasytor kaHoHBbl («MckycctBo ¢yru») JmbO0 TPOHU3AHHBIE
KaHOHWYecKol paboroii /iysTel (III KimaBupHOe ynpaskHeHUe).

Ho xorjzia peub 3aX0UT O KAHOHAX, BCIIOMUHAETCsA, UTO y baxa oHu
3aYacTyIO TPYIIIUPYIOTCA 10 AECATH WK / U Mo ueThipe: « KaHoHUYeckue
BapHaIuy Ha PoKAecTBeHCKyIo necHio Vom Himmel Hoh’ da komm ich
her» BWV769 coaepkaT dYeThIpe KOHTPAIYHKTHUYECKUX KaHOHA
(Bapuanuu I-1V) U YeTbIpe TEMATHYECKHUX (V Bapuarnusn);
«My3bIKQIbHOE MPUHOIIIEHNE» — JIeCATh KaHOHOB: I1eCTh
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KOHTPAITyHKTHYECKUX U YeThIPe TEMaTUUECKUX; « Pa3ImuHbIe KAaHOHBI HA
IepBble BOCEMb 0AaCOBBIX HOT IIpeabiAyinelt Apuu» (TO €CcTb TeMBbI
«Tompa0epr-eapuanuii») — 14 KaHOHOB, 3aIlMCAHHBIX TPYMIIaMUA W3
YeThIpeX, IIECTH U YeThIPEX KAHOHOB.

Ha camoMm jfieste rpynmupoBKa IO UeThIpe 3aTparuBaeT y baxa He
TOJIPKO KAaHOHBI, ¥ 3TO €CTECTBEHHO: He 3a0y/ieM, KaKk MHOTO OH Harucasl
YeThIPEXYACTHBIX CIOUT U COHAT. Tak UTO HEyAMBUTETbHO, UTO U YEThIPE
OPKECTPOBBIE CIOUTHI, CO3/IaHHbIE B Ppa3HbIe TOJbI, ITPOHYMEPOBAHBI
B. IlImusiepom, kak crenuduyeckas yemaepkd.

[ToaTomMy cieyeT BHUMAaTeJIbHO HU3YYUTh HE TOJBKO TO, kak bax
OpraHu3yeT YeTBEPKH CBOUX COUYMHEHWI, HO U TO, KaK MO/ JaBJI€HUEM
0OCTOATENILCTB OH CaM HaApywiaem HaMedyeHHbIM IuiaH (4To, Kak
HU3BECTHO, UMEJIO MECTO IPU rpaBUPOBKe « My3bIKaIbHOTO IIPUHOIIIEHU S »
u «HMckycerBa pyru»).

Ho nmake ecoim OCTaHOBUTBCS Ha YK€ HCCJIEIOBAHHBIX IIIECTEPKAX
U YeTBEpPKaX, BCTAeT BOIpOC: Kakuhe (HaKTOpPbl 0OeCreunBalOT B HUX
pasHOoOOpasme U CKPeIIsIoT 1estoe? A. MuIka mokasas 3To Ha CTPYKTYPe
IIIECTEPOK; B  IIpejjlaraeMoul  paboTe  JejlaeTcsi  IIONBITKA
IpOAHAJIM3UPOBATh B JAHHOM  aclekTe 0Oaxosckue  Uemeepku.
BHyTpeHHsisT oOpraHu3anus «4YeTBEPKH» 3aBHUCUT OT KOHTEKCTa, B
KOTOPBIY OHA MOTPY’KeHa: B KOHTPACTHOM OKPY>KEHHU OHA HacTpOeHa Ha
JIEMOHCTPAINI0 Pa3HOOOPa3us CBOUX COCTABJISIONINX, B CXOJTHOM K€
OKPY’KEHHU OHa OPraHU3yeTCs II0 TMOPSAAKY OCHOBHBIX TEXHUYECKUX
XapakTepucTuK. OyHKIIMOHAJIPHO-CMBICTIOBASA K€ HArpy3Ka «YETBEPOK»
3aBHUCHUT OT TOTO, KaK OHH IIPE/ICTAaBJI€HbI B KPYITHOM ITUKJIE: BMECTE HJIU
Bpa3bpoc. B mepBoM ciydae Ha mepeiHUN IIaH BBIABUTAIOTCA OTJIMYHS
«YeTBEPKU» OT OKPYKaIIUX IheC, BO BTOPOM— OHA VKpeIiseT
CTPYKTYPY 11€JI0T0, B KOTOpO€ BCTPOEHA, U3HYTPH.
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Abstract. The grouping of pieces is the matter of concern for both
composers and researchers. For the former, it manifests itself already in
the titles of collections, while for the latter it is an impetus for
a comprehensive study of hidden mechanisms behind composers’
thinking.

A.Milka in his article Bach’s Sixes (1999) identified several ways Bach
approached the grouping of works. However, in his large cyclical opuses
another “measure” stands out: the four, formed by canons (Die Kunst der
Fuge) or duettos loaded by canonical work (Clavier Ubung III).

By way of a reminder, Bach’s canons are usually grouped by ten
and/or four: Einige Canonische Veranderungen, BWV 769, contains four
contrapuntal canons (variations I-IV) and four thematic ones (variation
V); Musicalisches Opfer features ten canons: six countrapunctal and four
thematic; Verschiedene Canones, BWV 1087, includes 14 canons written
in groups of four, six and four canons.

In fact, the grouping of four is not limited to Bach’s canons alone: he
is known for numerous four-part suites and sonatas. So, it is not surprising
that four orchestral suites, created in different years, were collected and
numbered by W. Schmieder as a specific group of four.
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Research should focus on how Bach organises his compositions in
groups of four, but also how, under the pressure of circumstances, he
himself violates his plans (e.g., his engraving of Musicalisches Opfer and
Die Kunst der Fuge).

Whatever approach to grouping we take, a question begs itself: what
provides diversity and what facilitates integrity? A.Milka answered this
question through his analysis of the “sixes”. This article is an attempt to
approach the Bach’s “fours”. The internal organisation of the “four”
depends on its context: in a contrasting environment, it demonstrates the
diversity of its components, in a balanced environment, it is organized in
the order of the main technical characteristics. The functional and
semantic content of the “fours” depends on how they are presented in a
large cycle: together or in random order. In the first case, the highlight is
the difference between the “four” and the pieces surrounding it. In the
second case, it strengthens the structure of the whole, as its part, from
inside.

Keywords: J. S.Bach; canon; Clavier Ubung; Die Kunst der Fuge,
BWV 1080; Musicalisches Opfer, BWV 1079; Einige Canonische
Veraenderungen, BWV 769; Aria mit Verschiedenen Veraenderungen
(Goldberg-Variationen), BWV 988
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