
A Baroque Model in the Twentieth Century: 

T h e  Preludes and F u m e s .  O m s  87 of D m i t r i  Shostakovich 

by 

T e r e n c e  R. Kroetsch 

Faculty of Music 

Submitted in partial fulfilment 
of the  requirements f o r  the degree of 

Master of Arts 

Faculty of Graduate Studies 
The University of Western Ontario 

London, Ontario 
August 1996 

@~erence R. Kroetsch 1996 



National Library u * i  dCamda 
Bibliothmue nationale 
du Canada 

Acquisitions and Acquisitions et 
BWiographic Semkes services bibliographiques 

The author has granted a ncm- 
exclusive licence allowing the 
National L i i  of Caoada to 
reproduce, loan, distnhte or sell 
copies of M e r  thesis by any means 
and in any fbrm or f w  making 
this thesis available to interested 

The author retabs ownership of the 
copyria m hismer thesis. Neither 
the thesis nor substantial exbacts 
&om it may be printed or otherwise 
reproduced with the author's 
permission- 

L'auteur a d me licence non 
exclusive permettant a la 
Biblioth&ue nationale du Canada de 
reptoduire, Jdter, distniuerou 
vendn des copies de sa &be de 

fbrmtquecesoitpourmet&edes 
exemplaires de cette t h b  il la 
disposition des personnes mt&ess&s. 

L'ausem conserve la propriete du 
h i t  d'autera qui proege sa t hb .  Ni 
la thtse ni des extraits substastiels de 
celled ne doivent &re imprim& ou 
autrement reproduits sans son 



Abstract: A Baroque Model in 20th Century Music: 

The Preludes & Fugues Op. 8 7  of Shostakovich 

When Drnitri Shoscakovich ( 1 9 0 6 -  1975 1 wrote his mammoth 

cycle of twenty-four preludes and fugues in 1950-51, he 

cautioned his listeners that he did not regard his collection 

as a single composition but as a series of separate pieces of 

similar genre not connected by any common idea. Written as a 

kind of hommage rro 3. S .Bacht s Das wohltemerirte clavier after 

visiting Leipzig' s 200th anniversary of Bach8 s death, the 

preludes and fugues of Op. 87 appear drawn together by similar 

ideas: not only  the subtle usage of Jewish and Russian folk 

materials but the inherent structural characteristics of the 

Baroque prelude and fugue perfected by J.S.Bach. 

Through analysis (structural and stylistic) of selected 

preludes and fugues from Shostakovich's opus as well as a 

survey of other s e t s  of preludes, fugues, and preludes and 

fugues (from Fischer to Shchedrin) we will be able to see the 

prelude and fugue lineage m o r e  clearly. Shostakovich' s DSCH 

signature motive is contained i n  this work along with preludes 

modelled on Romantic keyboard preludes by Chopin. These 

discoveries are displayed in aid of understanding this complex 

cycle. 

Keywords : Shostakovich, Opus 8 7, Preludes and Fugues, 

preludes, Fugues, Bach, Das wohltem~erirte Clavier 
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Introduction 

When in 1950-51 Dmitri Shostakovich (1906-1975) wrote hi s  

cycle of twenty-four preludes and fugues, he informed h i s  

listeners that he did not regard his collection as a single 

composition, but as a series of separate pieces of similar 

genre, not connected by any common idea. 

" A t  first I wanted to write a kind of technical exercises 
[sic] in polyphony. Subsequently, however, I broadened my 
task and decided to compose on the model of Bach's &&,g 
wohltemerirte Clavier, a b i g  cycle of pieces in 
polyphonic forms, w i t h  a definite imagery and artistic 
intent .  

The work was conceived as an homage to Bach's 

wohltem~erirte Clavier (Book I 1722, Book I1 1744) * after 

~hostakovich returned from the 1950 L e i p z i g  commemoration of 

the 2 0 0 t h  anniversary of Bach' s death. It appears certain that 

these pieces are drawn together by stylistic features such as 

the usage of Russian and Jewish folk materials as well as t h e  

internal structural characteris tics of t he  Baroque prelude and 

fugue as developed by J. S . Bach. There are exampies of motivic 

'cited in Lyudmila Polyakova,wTowaras the Discussion of 
Dmitry Shostakovich's 24 Preludes and Fugues," Soviet Music 6 
(Moscow: Foreign Language Publishing, 1951) , 55. 

'~eferred to as WTC, rJTC I and WTC 11 hereafter. 



and textural unity between paired 

as between separate preludes and 
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preludes and fugues as well 

fugues within the set, This 

thesis will include a discussion of several preludes and 

fugues from Opus 87 with reference to these relationships and 

unifying devices. It will document relationships between this 

opus and prelude and fugue collections by earlier composers 

such as Bach, August hlengel,' and Felix Mendelssohn (1809- 

1847) ; quotations from and relationships to other works by 

Shostakovich will also be considered. 

Several aspects of Shostakovich8s compositional style and 

method will be examined, including a number of hamonic 

anomalies and distant or sudden modulations, along with the 

great textural variety within the preludes. Shostakovich8s 

fugue subjects invite investigation with respect to variation 

in character, mode and dance quality, while his employment of 

both standard fugal procedures (subject, answer, stretto, 

augmentation, diminution, inversion, pedal points ) and 

irregular ones is also of interest. A statistical chart of 

meters, tempi, keys, length in measures and number of voices 

will enable us to identify further similarities and 

differences with other groups of preludes and fugues. 

Shostakovich often embedded his signature (DSCH = D, E- 

flat ,C, B) within his compositions. The results of a search for 

t h i s  signature within the preludes and fugues will be 

3 ~ u g u s t  Klengel (1783-1852), German pianist, organist and 
composer. He was a student of Clementi and admired by Chopin. 



considered. 

This structural and stylistic discussion of Opus 87 will 

be prefaced by a brief exploration of the evolution of the 

prelude genre (from the early keyboard praeludium to the 

preludes of Chopin, Debussy, and Shostakovichfs own 24 

Preludes, Opus 34)  , the fugue and the codification of fugal 

procedures (from Zarlino to Marpurg), as well as the prelude 

and fugue as a paired structure. 

Examination of Shostakovichf s Opus 87 facilitates our 

understanding of this mid-twentieth-century Soviet composer 

who was struggling with and stepping away from Soviet ideology 

and its emphasis on the extramusical message, and moving into 

the realm of absolute music. His experience at the Bach 

festival encouraged Shostakovich to indulge his love of J.S. 

Bachf s music and, indeed, his interest in counterpoint and 

fugue. There are many instances of fugal expositions in 

earlier works of ~hostakovich~, but prior to Opus 87, he had 

not composed a full-scale work exploiting a specific model, 

nor were there large-scale excursions into neo-Baroque 

compositional styles. He had, however, written one collection 

of twenty-four preludes (Opus 34) for piano, responding to the 

precedents of Chopin, Debussy and Scriabin. Given his devotion 

to the works of these composers, as evidenced in his 

performances of them in his recitals, there can be little 

'~xamples include the Piano Quintet Op. 57 (1940) with 
its first movement PRELUDE and second movement FUGUE. 
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doubt that these cycles informed Shostakovichgs own efforts. 

The primary sources analyzed for this thesis are 

available at The University of Western Ontario, Wilf rid 

Laurier University, University of Toronto and the University 

of Waterloo. Various other documents have been acquired 

through interlibrary loan from McGill University, Boston 

Public Library-the Klengel score--and University of Ottawa. 

U1 secondary sources including articles are readily available 

at the libraries mentioned. There appear to be no articles, 

dissertations or theses in any Western European languages 

dealing directly with the history of the paired prelude and 

fugue. Neither are there articles, dissertations or theses 

dealing directly with the preludes and fugues of Shostakovich, 

nor any analyses of these works or discussions of their place 

in the historical development of the prelude and fugue. One 

Russian book, 24 Preludii i fuai Shostakovich (Dolzhansky, 

Ueksandr. Leningrad, 1963) as well as the Polish article 24 

Preludiow i Fucr OD 87 Zalozenia tonalne by (Dlugokecka- 

Galinska, E. in Muzka 1730-58 n.1, 1972) deal directly with 

Opus 87. Due to time and finance restraints, these documents 

remain untranslated. 

The work was first published in two volumes by Muzgiz in 

1952. The autograph is preserved at the State Central Glinka 

Museum of Musical Culture, Moscow. The version as found in 
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Volume Forty of the Comlete Works of Dmitri ShostakovichS is 

based on the first edition, collated with the autograph score. 

The edition used for this document is the 1973 MCA publication 

edited by Julien ~usaf ia . 
Shostakovich appeared to be sufficiently satisfied with 

Opus 87 to arrange the Prelude and Fugue Number 15 (D-flat 

major) for  2-pianos ( [Op. 87B 1963 1 as well as the Prelude and 

Fugue Number 8 (F-sharp minor) f o r  orchestra [Op. 87C. 

published 1990). It was uniformly ignored by performers until 

the recordings of Sviatoslav Richter ( - 60  and Roger Woodward 

(1975) aroused attention. Only in the present decade have 

there been n e w  recordings (including Keith Jarrett8s 1992 

recording as well as reissues of Tatiana Nikolaeva8s 

recordings)' and interest on the part of scholars. What have 

emerged in the interim are further compositions of preludes 

and fugues by other composers. Most interesting are the 

collections of Niels Viggo Bentzon (Das Temerierte Klavier 

Opus 157, 1966) and Rodion Shchedrin (Twenty-Four Preludes and 

F u a u e s ,  1990) . These works exploit the idea of traversing 
tonalities while maintaining the Baroque balance of the 

capricious and the studied. It is likely that Shostakovich8s 

'~rnitri Shostakovich, Collected Works in Fortv-Two 
Volumes Volume 40 (Moscow: State Publishers wMusicv, 1979). 

%hostakovich, Dmitri . Preludes and Fuaues Opus 87. 
Edited by Julian Musafia. Melville, N.Y.: MCA, 1973. 

'~ppendix E contains a select list of available 
recordings. 
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collection opened the door f o r  these and other such efforts. 



Chanter 1: Shostakovich and the Prelude and Fugue 

As a student, Drnitri Shostakovich was required to write 

fugal expositions and entire fugues. This activity appeared to 

develop in him some appreciation for the discipline of 

counterpoint as well as empathy for music of Bach. He later 

considered himself a Bvcomposer of consciencef18 but had, from 

time to time, to affirm the  value of his classical heritage. 

volkov claims that Shostakovich later spoke of his 

mConservatory" fugues--of how well he did with these. getting 

A+ from Alexander Glazunov (1865-1936) without much e f fo r t  .9 

He recalled that Glazunov believed that the most important 

element in music was polyphony and when he stressed something 

at the piano, "be always stressed the accompanying voice and 

chromatics, the ascending and descending progressions."" 

Shostakovich's appreciation and understanding of counterpoint 

is apparent in a majority of his keyboard works and larger 

chamber and symphonic works as well. 

The years 1949 to 1953 saw musical and political upheaval 

8~olornon Volkov, Testimonv: The memoirs of D r n i t r i  
Shostakovich (New York: Harper and Row, 1979). 50. 



8 

The years 1949 to 1953 saw musical and political upheaval 

in ~hostakovich' s life. One event which precipitated the rapid 

composition of Twentv-Four Preludes and Fumes, Opus 8 7 ,  was 

his acceptance of an invitation to sit on a jury panel for the 

Leipzig festival held in honour of the 200th anniversary of 

Bach8s death. In August 1950, having returned from travels as 

Soviet Peace Delegation spokesperson to New York and Warsaw, 

Shostakovich briefly left the Soviet Union for East Germany 

and immersed himself in the music of Bach. Leipzig's 

Thomaskirche was the venue for most of the celebrations, 

including a performance of Bachf s Triple Concerto (with 

Shostakovich at one of the pianos replacing an ailing 

colleague). It was here that Shostakovich heard the young 

pianist, Tatiana Nikolaeva, for the first time. Fresh from the 

Moscow Conservatory, Nikolaeva impressed and inspired 

Shostakovich and the entire jury with her performance of the 

complete WTC, and she was awarded first prize. Upon h i s  return 

t o  Moscow, Shostakovich conceived and dedicated his set of 24 

preludes and fugues, one i n  each major and minor key, to 

Nikolaeva. The pianist telephoned him every day, and he would 

often ask her to come to his apartment so that she could 

listen to what he had written, or play what she had learned. " 

Unlike The Sona of the  Forest Opus 81 (1949)  and a f i l m  score 

The F a l l  of Berlin Opus 82 (1949) which won him the State 

%wen Peiper . "Remembering Tatiana Nikolaevat l  Clavier 
34/3 (1995) , 16. 
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Prize in 1 9 5 0 ,  Opus 87 would be a private collection, not one 

essentially for public display or consumption. Its only 

plausible link to The Party's idea of Soviet music or Social 

Realism was the adherence to tonality. Maxim Gorki's essay on 

lfSocial Realism," published in the first issue of Sovetskava 

Muzvka - (19331, had attempted to define this term for 

musicians : 

The main attention of the Soviet composer must 
be directed towards the victorious progressive 
principles of reality, towards all that is heroic, 
bright, and beautiful. This distinguished the world 
of Soviet man and must be embodied in musical 
images full of beauty and strength. Socialist 
Realism demands an implacable struggle against 
f olk-negating modernistic directions that are 
typical of the decay of contemporary bourgeois art, 
against subservience and servility towards modem 
bourgeois culture. l2 

Works were closely monitored and scrutinized, having to be 

approved by a committee of composers (headed by composer 

Tikhon Khrennikov, F i r s t  Secretary of the  Composers ' Union 

from 1948 until 1991) before performance was allowed. All 

modem Western trends and tendencies had to be eschewed." 

The horrific Zhdanov Decree of 1948 cast a humiliating 

shadow on composers--Prokofiev, Kabalevsky, Miaskovsky and 

Khatchaturian among others--who, in return, suffered f r o m  

12cited in Boris Schwarz, 
Russia, 1917-81 (Bloomington: 
119. 

Music and Musical Life in Soviet 
Indiana University Press, 1983 , 
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a r t i s t i c  and personal uncertainty. Andrei Zhdanov ( 1896-1948) , 

Communist Party leader and aesthetic henchman for Stalin, as 

well as a self-appointed aesthete, activated a major 'purgef 

of of fending artists from institutions of creativity, 

criticism and higher education. His decree urged Inall Soviet 

composers, and above all, Shostakovich, Prokofiev, Shebalin, 

Popov, Miaskovsky, and Muradeli, to answer the stern but just 

Resolution of the Central Committee of the All-Union Communist 

Party (Bolsheviks) by a decisive reorientation of their 

musical views, and to prove by their artistic production the 

thoroughness and the sincerity of their reorientation."14 Many 

intellectuals and artists were uncertain about their careers. 

This uncertainty appeared to spur Shostakovich to concentrate 

on a work he could create and perform in his own study or 'for 

the drawer. No doubt the refined limitations of miniature 

keyboard works of Baroque character posed a challenge for him. 

That a willing and able performer was close at hand produced 

a healthy exchange of ideas between composer and interpreter, 

''Nicolas Slonimsky, Music since 1900 (New York : Schirmer, 
1994) , 1372. 

L S ~  reaction, perhaps, to part of a speech delivered at 
the Zhdanov festival of 1948, by a Professor Keldysh wherein 
he stated "the neo-classical tendencies we find in some of our 
composers are derived from the West, and are a form of 
escapism. We cannot express Soviet reality and the feelings of 
Soviet Man in terms of Bach-like stylisations ...." (Eric 
Roseberry, Shostakovich: His Life and Times (New York: Midas 
Books, 1982) , 128. 



a unique situation for ~hostakovich.'~ 

Khrenikov' s stern anti-modernist policy not only dictated 

the composition of Soviet Realist works but proscribed the use 

of avant-garde techniques from the West. Serialism was a 

natural target for censure, and its absence in the scores of 

Soviet composers through the final Stalin years and those of 

his successor, Nikita Khrushchev, was predictable. In a speech 

on 8 March 1963, Khrushchev re-stated the long standing 

premise that melody must be the watchword of all music if it 

wants to appeal to the masses, and observed that: 

. . .You can meet young people who try to prove that melody 
in music has lost the right to exist and that its place 
is now being taken by new music - 'dodecaphony, * the  
music of noises. It  is hard for a normal person to 
understand what the word dodecaphony' means, but 
apparently it means the same as cacophony-' Well, we 
flatly reject this cacophonous music. Our peo le can't 
use this garbage as a tool  of their ideology.' P 
Two months after Opus 87 was completed, Shostakovich 

performed it in a private recital at the Soviet Union of 

Composers in Moscow, --April and again in May, 1 9 5 1 .  The  first 

public performance was not given until December, 1952, over 

the evenings of the 23rd and 28th in the small Glinka Hall in 

16~atiana Nikolaeva, preface to recording CDA66441/3 
Hyperion 24 Preludes and Fuuues of Shostakovich, 1991. Among 
various points, Nikolaeva describes this performer-composer 
exchange and comments that she learned the composition from 
manuscript and received such comments as "make the bass a 
l ittle strongern or "use a b i t  more pedal." 

' 7 1 f K h ~ ~ h ~ h e ~  on CultureI1, Encounter, Pamphlet No. 9, 
pp.29-30, quoted in Boris Schwarz, Music and Musical Life in 
Soviet Russia, 1917-1981 (Bloornington: Indiana University 
Press, 1983) , 418 - 



Leningrad. For this public event, Nikolaeva performed after 

extensive coaching from Shostakovich. There appeared to be no 

objection to the work by the Soviet Union of Composers, in 

part due to the intimate nature of the cycle. The modernist 

techniques employed, such as a fugue subject based on a tone 

row, '*  as well as the large number of meter changes and 

dissonances, appeared hidden within a tight formal structure 

linked to a historical model, if only superficially. 

Critical response to the performance and t he  publication 

of Opus 87 was mixed. Some writers considered the various 

borrowings of style in the preludes to be nothing more than 

pastiche, unremarkable and with no particular voice. l9 The 

Soviet journal Izvestia stated that t h e  composer had "deviated 

significantly from his recent realistic stand with the Piano 

Trio and Eighth symphony. "20 Professor Marina Sabina (b .l917) 

recalls that critical attacks against Shostakovich: 

,.....happened repeatedly. I remember a discussion 
about his 24 Preludes and Fugues. This splendid 
cycle was cruelly criticized by such people as 
Marina Yudina, Nikolay Peiko, Georgy Sviridov. Some 
others tried to defend Shostakovich. He never 
commented upon them, complained and obviously never 
applied to the authorities as other composers often 

"1n fact, Fugue Number 15 in D-flat major is an 11-tone 
fugue . 

lgAndrey Olkhovsky, Music  Under the Soviets : The Acronv of 
an Art (Westport, Conn.: Greenwood Press, 1955), 222. 

'%chard Leonard, A History of Russian Music (Westport, 
Conn.: Greenwood Press, 19561, 222. The Trio No.2 for Piano, 
Violin and Cello Op. 67 was published in 1944, the Eighth 
Symphony Op. 65 i n  1943.  



did. On the contrary, he usually felt bewildered 
when praised and admired. If Dmitry Dmitryvich took 
a floor to criticize his colleagues, he often showed 
his natura l  tact. 2L 

Although the Soviet government press  had been bringing 

Shostakovich back into respectability after his 1948 censure, 

reports stated that the 'Twenty4 our Preludes and Fugues for 

the Piano,' showed a significant retreat from his new 

realistic po~ition."~ The Soviet writer Polyakova has 

described this reception: 

The cycle of piano preludes and fugues (1951) stands 
apart in Shostakovich' s chamber music output. 
Arousing heated arguments when it first appeared, 
with time the cycle gained an honourable place i n  
the repertoire of leading Soviet pianists. In the 
highly varied preludes and fugues, some full of 
energy and vigour, others tragic and sad, and still 
others concentrated andoptimistic, one occasionally 
glimpses melodic elements of Russian folk songs, and 
yet sometimes the expressive media are angular and 
harsh. This has given cause to those who dislike 
Shastakovich's music to speak of his 'formalist 
tendencies not overcome. ' But concert practice shows 
that these interesting and original pieces can hold 
their own; the number of opponents is dwindling and 
of those who like the cycle growing? 

One important feature running through the fabric of Opus 

'kited in Irina Nikolska . I1Dmitry Shostakovich Part 11" , 
Melos 1/4,5 (19931, 72. 

*~rom Izvestia, 8 December 1951, quoted in 
~Shostakovich' s New Work is Cri t ic ized by Izvestia, New York 
Times, 9 December 1951, 8 4 .  

*~yudmila Polyakova, Soviet Music (Moscow: Foreign 
Languages Publishing House, 19511, 156-157. The date used in 
this excerpt, 1951, is the year of composition rather than t h e  
accepted year of publication - 1952. 
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century. The Hazzan, or 'overseer,' was a secular official or 

beadle always present in the synagogue and responsible for 

choosing, arranging or writing chant that suited the mood of 

the day in ancient Jewish worship. Hazzans did begin to absorb 

Western music traditions, although many of their songs were 

based on Semitic-Oriental song, the text being a free 

elaboration of scriptured texts.24 In Opus 8 7 ,  the Jewish 

elements are first expounded in Prelude and Fugue Number 8 in 

F-sharp minor. They also occur in numbers 14, 16, 17 and 1 9  

and most decisively in  the Fugue in D minor Number 24, the 

synthesis or summation of the entire cycle Although the use 

of folk music was allowed according to official Soviet 

aesthetic guidelines, Shostakovich chose to conceal the Jewish 

folk-song elements. A similar situation exists with Opus 79 

From Jewuh Folk Poetry (19551, a song cycle by Shostakovich 

withheld from publication until 1955, after Stalinfs death. 

Volkov claims that Jewish folk music made the most powerful 

impression upon Shostakovich. bringing laughter through tears, 

a quality he felt best described his own music. Shostakovich 

once claimed. "There should always be two layers in music. 

Jews were tormented for  so long t h a t  they learned to hide 

2 4 ~ h e  New G r o v e  Dictionary of Music and Musicians, S.V. 
"Jewish Musicn by Eric Werner. 

LS~oachim Braun, T h e  Double Meaning of Jewish Elements in 
Dimitri Shostakovich' s MusicM . Musical Ouarterlv 71 (1985 , 
76. 
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their despair. They express despair in dance 

Although not Jewish himself. Shostakovich judged people by 

their level of tolerance of Jews, believing that "in our day 

and age. any person with pretensions of decency cannot be 

anti-semitic. lm 

Joachim Braun separates Shostakovichrs use of Jewish 

materials into four categories : (1) subjects or concepts 

defined as Jewish by the composer, or the author of the text 

used by the composer (Op. 133 Strina Ouartet Number I2 (1968) 

or Op . 9 1 Four Monolo~es (1952 ) ) ; ( 2  ) Jewish folk poetry (Op . 
79 (1948) ) ; ( 3 )  a musical idiom which shows modal, rhythmical, 

and structural affiliation to East European Jewish folk music 

and is commonly accepted as Jewish by the Soviet professional 

and amateur musician (Op. 67 T r i o  (1944) . Op. 77 Concerto for  

violin and orchestra (1947-48) , Op. 83 Strina Ouartet N- 

4 (1949)  and O p ,  107 Concerto fo r  Cello and Orchestra ( 1 9 5 9 )  ) ; - 
and (4) a tone pattern, or melos, based on the transformation 

of well-known Jewish secular or liturgical melodiesa as found 

in Opus 8 7 .  Shostakovich, for example, used the shape and 

2 6 ~ i t e d  in Testirnonv, I S 6  . 

=1t is unclear where Shostakovich turned to for his 
source although various European collections of Jewish folk- 
songs were available, Zemiroth Yisrael. Chants Hebraicrues (J. 
and M. Cremieu: Marseilles, 1885) synagogue prayerbooks, among 
them. There is mention in Testimony of Shostakovich "passing 
a book storeu and seeing a R...volume of Jewish songs. I was 
always interested in Jewish melodies and I thought the book 
would give the melodies, but it contained only texts." 
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repeated notes of a weekday morning service chant (itself 

based on AluksterJ s chant) to form a fugue subject f o r  Fugue 

Number 8 in F-sharp minor. Braun felt  that the use of t h e  most 

elevated form of Jewish musical tradition as a model allowed 

Exampla L a w  Opus 87 Fugue Nwaber 8 in P-aha- minor, mm. 1-4, 

and bo-owed Jewish chant 

Fugue Subject 

Shoetakovich to . . . activate the deepeat layera of m e m o r y  and 

asso~iation.~~~ To Shostakovich, the  musical structure of the 

Baroque prelude and fugue as well as the  semantic abstractness 

of modem instrumental music iiemanded the m o s t  authentic 

J e w i s h  music of a l l .  The use of such material goes beyond 

ethno-musicological interest and m a y  be viewed as concealed 

dissidence. Shostakovich sta tes  in Testimonv that he was 

brought up in a household that considered anti-Semitism a 

'shameful superstitionr and thereafter did not condone anti- 

semitic sentiments from peers or colleagues. He w a s  heartened 

by the receptiveness of young people to his inclusion of 



Jewish liturgical music and folk songs i n  h i s  works .'O 

Besides Jewish folk music materials, Shostakovich also 

used both Russian folk and Russian art-music references . There 

is a general reference to f o l k  music found in Prelude Number 

5 in D, with the strummed guitar or balalaika effects in  the 

accompaniment figures. The low range of Prelude Number 24 in 

D minor m a y  suggest the l o w  male voices in  Russian choruses 

Example 1.b. Opus 07 Prelude Number 5 xm~. 1-3 

or choral f o l k  songs. I t  i s  important to note 

singing is found in Russian folk music, reaching 

achievement in podgolosochnaya (descant) 

~ianist/scholar Irwin Freundlich, in h i s  preface 

that part - 

its highest 
-- - 

polyphony. " 
to t he  1955 

edition of Opus 8732, points briefly to t h e  military march 

elements in the E major Prelude Number 9 (quadruple meter, 

steady quarter note movement, unison melodies) and the unison 

NchorusesM of Prelude Number 3 in G major (balanced with 

pianistic changes as well as 3-part writing recalling those 

choruses found in Mussorgsky operas) . The extensive use of 

 he New Grove Dictionarv of Music and Musicians, S.V. 
"Russian Folk Music1' by Gerald Abraham. 

32 24 Preludes and Fumes .  Edited by E d w i n  Freundlich. New 
York: Leeds Music, 1955. 
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tremolo in Prelude Number 14 could also be a Mussorgsky 

tribute (Boris Godounov Act Scene, Scene I mm. 225-229 for 

example) . 33 
Tchaikovskyfs folk song collections (Fiftv Russian Folk 

Says for pianoforte 4 -hands (1868 -9 , Childrenf s Ukrainian 

and Russian Folksonas (two books: 1872, 1877) and 66 Russian 

Folk Sonas (voice and piano, 1872) display a number of 

elements of Russian folk songs: quintuple meter (displayed as 

changing meters usually 3/4 to 2/41 as well as predominantly 

stepwise motion (melodic perfect fourths when there are 

leaps), modal scale structures and small melody ranges. These 

characteristics can be found throughout Opus 87 and are 

detailed in the selected preludes and fugues analyzed in 

Chapter 3. 

33~nlike Freundlich, this writer can see no relationship 
to Glinka's Ruslan and Ludmila overture (1837-42) other than 
the opening note values of half and two quarter notes. There 
are wreminiscencesfl of the opening movement of Sergei 
prokofievrs Alexander NevskvCantata (1938-39) --RussiaBeneath 
the Yoke of the Mongols--but these have more to do with 
similar dramatic changes in texture, a plaintive modal melody, 
and matching meter than anything borrowed or modelled. 



Arrangement of K e y s  in Keyboard Collectioas 

The arrangement of keys in keyboard collections is a 

relevant study in understanding precedence. Unlike J.S.Bachrs 

procedure in Das wohltem~erirte Clavier where he arranged keys 

in ascending half -steps with alternating major and tonic 

minor, Shostakovich has arranged this group of preludes and 

fugues around the circle of fifths from zero t o  six sharps 

followed by five flats down to one flat (major and relative 

minor). In contrast, Dietrich Buxtehude's individual and 

collected preludes and fugues for organ never went beyond 

three sharps or flats and obeyed no system of arrangement, 

while Johann  att the son, sw Oraanisten Probe (1719) presents 

keys with fewer black keys first, mixing major and minor 

amidst some fifth relationships. J. C. F . ~ischer~ s3* 

Musikalisches Blumenbfischlein (1732) contains preludes, each 

followed by s i x  s m a l l  fugues i n  the s a m e  key. Key 

relationships centre on pairs a fifth apart (D minor and G 

minor, A minor and E phrygian and so on) ending with major 

keys. August Klengelfs 20 Kanons und Fuaen (published 1854) 

ascends through random major and m i n o r  keys skipping E- f lat /D- 

sharp, F-sharp/G-flat and B-flat. There appears to be no 

%ohann Mattheson (1681-17641, Hamburg-born and based 
composer, singer, harpsichordist and theorist. 

'*~ohann Kasper Ferdinand Fischer ( 1665-1746) , German 
composer and Kapellmeister to Margraf of Baden. 



sys tern this arrangement. opus organized that 

is similar to Chopinrs twenty-four Preludes Onus 28 ( 1 8 2 9 )  in 

ascending 

minor. 

fifths, keys paired with t h e i r  relative 

36~schewing previous tonal organizations, Franz 
Reizenstein and Paul Hindemith adhered to the system or 
series ' described in the latterJ s Craft of Musical 

Com~osition (1935-7). This series- C,G,F,A,E,E-flat,A- 
flat,D,B-flat,D-flat,B,F-sharp--enables the composer to chart 
tonal  relationships and tonal centres by assessing the 
influence of chord roots. In Hindemith's Ludus Tonalis (1942), 
each fugue is balanced with an interludium; the entire 
co l l ec t ion  begins w i t h  a prelude which is followed by a series 
of fugues interspersed with (in fact, followed by) freely 
modulating uinterludian. The order of the fugal keys is based 
on the above mentioned series. The concluding postlude is a 
retrograde inversion of the opening prelude. 

Franz Reizensteinr s (1911-1968) 12 Preludes and Fuses 
Opus 32 (1955) , dedicated to Hindemith, is organized according 
t o  t h i s  same series, and arranges alternating preludes and 
fugues. Another large collection published p r i o r  t o  
Shostakovich's Opus 87 is Julius Weismannr s (1879-1950) Der 
Fusen Opus 150 (1943-461, fashioned a f t e r  the WTC: 48 preludes 
and fugues in semitonal ascent, major followed by its tonic 
minor. 



The Influeace o f  J,S,Bach8s D a s  wohl teamer ir te  Clavier 

While not the first collection of preludes and fugues in 

all the major and minor keys, Das wohltem~erirte Clavier 

surpassed all earlier ef for t s  by i t s  sheer musical quality as 

well as its perfectly balanced contrast between free and 

strict styles. Book I (1722) contains a wide variety of 

metric, textural and technical devices. Book I I of WTC (1744) 

is  a more complex and uneven collection because the pieces are 

gathered from ear l ier  groups of pedagogical works. Kleine 

Prlludien und Fuqhetten (preludes k fugues from BWV 895-999) 

and Klavierbiichlein fiir Wilhelm Friedemam Bach (various BWV 

numbers from 772 to 994, collected in 1720) had been 

pedagogically conceived, often written down at a lesson and 

later refashioned." They are instructive and systematically 

organized with keys ascending from C upwards with attention 

paid t o  placing the more adventurous and complex fugal works 

towards the end. Certain works from Kleine Prsludien 

Fuahetten reappeared in WTC 11: the G major fughetta (BWV 902) 

reappears as the  G major fugue, for example. The pedagogical 

Klavierbiichlein fiir Wilhelm Friedemann Bach provides us with 

important instruct ions f r o m  Bach in ornament execution and 

" ~ a r l  Geiringer, Johann Sebastion Bach (New York : Oxford 
University Press, 1966) , 2 7 0 .  



fingering. It is likely, as well, that these smaller preludes 

and fugues w e r e  to serve as compositional models for the young 

W i l h e l r n  Friedemann. Eleven of these keyboard pieces found 

their way into WTC If, either altered, transposed or left 

intact. 

While various theorists and composers, including 

Meckenheuser , Sorge , and ~arpurg' used the term wohl t emper i r t  

to refer to an equal temperament that is a "goodtt tuning or 

even the best of the good tunings, it was Werckmeister (1698) 

and Bachr s former pupil Johann Kirnbexger (1776-9 1 w h o  held 

that wohltemperirt  makes a Itpleasing varietyN and does not 

"injure the variegation of the keys. Werckmeistert s 

Erweiterte und Verbesserte Orcrel~robe (1698) as well as h i s  

Musikalische Tern~eratur (1691) were much admired by Bach for 

their detailed explanation of this tuning as well as 

philosophical and practical approaches to instruments and 

compositional theory." By dismissing the already one-hundred- 

year-old Praetorian mean-tone tuning and acknowledging the 

current f ic tas  Transposi tiones (transpositions involving 

nondiatonic notes), Werckmeister proposed that composers had 

'%eman organist and theorist Johann Meckenheuser 
(b.16661, German organist, theorist and composer Georg Sorge 
(1703 -1778) and German critic, journalist, theorist Friedrich 
Marpurg (1718-1795) . Their important treatises are documented 
in APPENDIX C. 

Ig~he  New Grove Dic t ionam of Music and Musicians, S . V .  
"Well-tempered clavieru by Mark Lindley. 



the freedom to modulate to distant keysa4' While this tuning 

would undoubtedly have been adopted, Bach appears to have been 

the first to wholeheartedly embrace this new- f ound freedom, 

composing keyboard works conceived for, and indeed, only 

executable by means of itsu 

Prior to WTC I, various sets of preludes, fugues and 

preludes and fugue pairs were written for harpsichord and 

clavichord. Early examples can be found in the Clavieriibunq by 

Kuhnau (Book I 1689, Book 11 16921, the suite collection 

Musikalisches Blurnenbiischlein (1732) by J.C.F. Fischer and 

Johann Krieger' Anmutiae Clavief iunq (1698 ) , a collection 

of ricercars, preludes, and fugues of which Handel was 

particularly fond .U While Kuhnaur s preludes elaborate a 

particular technical problem, those of Fischer and Krieger 

develop harmonic, rhythmic and motivic ideas. 45 Such preludes, 

often followed by a dance sui te  or canonic essay, senred the 

purpose of establishing the key area f o r  the listener much 

4'Andreas Werckmeister, Erweiterte und verbesserte 
Orcrel~robe . Gerhard Krapf , trans. (Raleigh : At the  Sunbury, 

is thought that Bach most likely adopted a modified 
o r  shaded mean-tone tuning for WTC to facilitate all keys and 
that 'well-tempered8 did not mean equal-tempered* 

43~ohann Kuhnau (1660-1722) was a German composer, 
theorist and predecessor to Bach as Thomas Cantor in Leipzig. 

-he New Grove Dictionarv of Music and Musicians, s .v.  
"Johann Kriegertg by Harold E. Samuel. 

4S~anfred Bukofzer, Music in t h e  Barocrue Era (New York: 
Norton, l947), 263. 



like the sixteenth-century tas tar  de corde or free lute 

prelude.' Unlike the preludes and fugues from WTC, the 

Fischer and Krieger preludes avoid clear reference to dance 

styles (such as consistent texture, left -hand octaves and 

rhythmic groupings emphasizing a strong tactus). Johann Klemm 

and Johann Kuhnaun also served as models because of the wide 

variety of keys in their keyboard collections. Important to 

Bach was J. C.F. Fischer' s Ariadne Musica (17021, a collection 

of preludes and fugues in many different keys which served as 

a model and source of material for Bach's WC." Similar to  

the Das wohltem~erirte C l a v i e r ,  Mattheson's Exem~larishe 

Orqanisten-Probe (1719) contained two groups of twenty-four 

pieces in all keys .  More than a century later, Chopin found i n  

August Klengel ' s collection of 48 canons and fugues in various 

keys (published 1854) stimulus for his own set of preludes, 

Opus 28 (1839) ." 
Although not so labelled, some of the earliest keyboard 

works foreshadowed the later prelude and fugue, They often 

presented a free and expressive harmonic essay w i t h  a variety 

-he New Grove Dictionam of Music and Musicians, s .v. 
TastarN by John Caldwell. 

47~ohann Klemm (1515-1651) was a German organist, composer 
and publisher. 

 avid, Hans and Arthur Mendel, editors. The Bach Reader 
(New Y o r k :  Norton, 19661, 2 8 .  

49~hopin speaks of hearing these works performed in Paris 
by Klengel in a letter to Titus W o y c i e c h o w s k i ,  Warsaw, 
September 12,  1829. Selected Corres~ondence of Frvdervk 
C h o ~ i n ,  Arthur Headley, ed. (London: Heinemann, 1 9 6 2 )  , 3 3 .  
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of textures and moods followed by a more measured, imitative 

dialogue. These works are generally short and succinct, the 

prelude offering a view of the writer's more expressive 

efforts, the fugue of more learned contrapuntal skills. Many 

examples of prelude and fugue writing exist in collections of 

N o r t h  German organ works from 1630-1700. But there are even 

earl ier specimens: the preambula found in the Ileborcrh 

Tablature ( 1448 ) and Buxheimer Tablature ( 1460 -70 ) are among 

the earliest examples, With the Preambula (1622) of Jacob 

Praetorius (1586-1651) we may have the first published prelude 

and fugue pairs, with a clear distinction between chordal 

writing and canonic, C h a p t e r  2 as w e l l  as Appendix 2 deals 

with some of these examples in more detail.'" 

While t h e  ordering of collections by keys or modes has 

precedence in the vocal and instrumental collections of the 

Renaissance, Bach had more immediate models: an abundance of 

works purposefully ordered by key or mode in seventeenth- 

century German, Italian and English keyboard cornposit ions .'' 
One of t h e  first to present a l l  twelve modes i n  ascending 

order is Johann Klernm's Partitura seu tablatura  italica 

+his is obviously a 
history of the prelude 
comprehensive treatment, 

reduction of the long and complex 
and fugue form. For a more 

see t h e  main sources for this 
information: Willi A p e l ,  The Historv of Kevboard Music to 1700 
(Indiana University Press : Bloomington, 1972) and Gerald 
Bedbrook, Kevboard Music from the Middle Ases to the 
Beaiminus of the Barowe (New York: D a  Capo, 1973). Appendix 
C contains a charted overview of relevant repertoire. 

''~ef er to Appendix C. 
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(1631) , three groups of 12 fugues presented in open score f o r  

any instrumentation. Another such collection, Fischer's 

prelude and fugue cycle Ariacine musica Neo-orcranoedum (1702), 

using 20  different key areas, supplied Bach w i t h  both the 

stimulus to create h i s  own collection as well as material? 

For example, the subject of Bach's E major fugue (WTC 11) 

bears substantial resemblance to the fugue subject of 

Fischer's E major fugue. 

Example LC. Fugue 
otaaaoedum E major 
I1 m. 1-4 - 
Fischer 

sub j ect from Fischer' s Ariadne musica Neo- 
fugue mm. 1-8 and Each's E majot fugue WTC 

A f u r t h e r  example of Bach's familiarity w i t h  Fischer's 

prelude and fugue work is t h e  F major subject  of Fugue Number 

11 WTC I and Fischer's F major fugue. In this case each 

subject enters on the last beat of a t r i p l e  meter measure 

" These and other  cycles are listed in Appendix C. 



Example 1. d. Fugue Sub j ecta f romt Fischer' s Ariahe musica Neo- 
oraanoedum aad Bach8s F major fugue mm. 1-5 
Fischer 

w i t h  the dominant note moving srepwise to the submeaiant only 

to fall t o  the subdominant and continue. Bach continues with 

a dramatic leap of a sixth and use of shorter note values 

while the Fischer  example remains stepwise until the V-I 

cadence and the entry of the answer. Both subjects are four 

measures in length followed by a tonal answer in the 

dominant. 

Various aspects of Bach's preludes and f-ques such as 

motivic development, form, texture, and dance scyle appear to 

have interested Shostakovich. The preludes from WTC 1 contain 

consistent motivic development as well as rnotivic links 

between prelude and fugue; therein l ies  much or their interest 

f o r  listeners, performers and scholars. The no t iv ic  unity 

between Bach's preludes and fugues has been argued by Wilhelm 

Wercker in h i s  Studien fiber die  Svrnrnetrie im Bau der Fuqen 

(Leipzig, 19221, where he asserts that whi le  it is certain 
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that each prelude and fugue in WTC is complete in itself, and 

that any one of t h e m  may be effectively performed 

individually, it is also be argued that when the  preludes and 

fugues are linked there is a complementary effect upon each? 

T h i s  is achieved on either a surface level or with 

specifically identif  i d l e  borrowings. There are many examples 

of the surface link: that of tempo, texture ,  mood or Affekt. 

The prelude and fugue in E minor (WTC I Number 10) are linked 

by the  consiscent use of sixteenth notes, broken or solid 

chords and step-wise movement. Another example, more specific 

and internal, is the relationship between the opening figures 

in the prelude and the fugue subject of wTC I Number 20 in A 

minor. The rhythmic cell (sixteenth-sixteenth-eighth-eighth) 

is the same f o r  both, as is the A-G-sharp-A pitch group. 

-10 1 .a. Motivic Ralrtioamhip b e t w o  Prelude aad Fuguo, 

WTC I Number 20 in A minor 

Prelude mm. 1-2 

Fugue mm. 1-3 

S3~ercker highlights these relationships throughout the 
study w i t h  examples from the score and in his descr ipt ion of 
each prelude and fugue . 

- 
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One can find many such motivic connections between a 

prelude and its accompanying fugue in the works of Bach. T h i s  

kind of unity is occasionally apparent in Opus 8 7 .  For Number 

2 in A minor, the connection is established by the descending 

line e-d-c-b (top notes in the prelude) and e-d-c-b (bottom 

notes in the fugue) .Y The two-note slurs of prelude Number 4 

in E minor are matched by the two-note slurs of the 

countersub j ect in the following fugue. Further examples are 

documented in Table I. I. While these connections are not as 

numerous as they are in m C ,  surely the subject of separate 

study, this apparent lack of unification between prelude and 

fugue in Opus 87 showed that Shostakovich concerned himself 

l e s s  with motivic overlap and more with consistency within 

each piece itself. 

Table 1.1. Motivic Connection8 W i t h i n  Opus 87 

I Piece 
prelude Number 2 
A minor 

Piece 

Fugue Number 2 
A minor 

Fugue Number 4 
E minor 

descending line 
e-d-c-b (top 
notes in prelude) 
and e-d-c-b 
(bottom notes in 
f usue 

2-notes slurs 
throughout 
prelude echoed in 
the 2-note slurs 
of the counter- 
subiect (m. 6) 

"~rnitri Shostakovich, 24 Preludes and Fuaues 0 ~ ~ 8 7  ed. 
Julien Musafia (Melville, N.Y.: MCA Music, 19731, 16. 



Fugue Number 5 
D major 

Fugue Number 6 
B minor 

Fugue Number 8 
F-sharp major 

Fugue Number 9 
E major 

Fugue N u m b e r  10 
C-sharp minor 

Fugue N u m b e r  11 
B major 

constant quarter 
note 
accompaniment of 
the prelude 
recurs with the 
quarter note 
countersub j ect 
(me 8 )  

mm, 26-35 
foreshadow the 
rhythmic and 
melodic content 
of the fugue at 
mm. 124-131. 

opening motive--2 
sixteenth notes 
followed by a 
long note from 
anacrusis to 
downbeat-- very 
similar in both 
prelude and fugue 

mm. 81,90 opening 
notes of the 
prelude and the 
fugue subject are 
the same 

m. 53 beat one of 
the prelude 
contains, in  
diminution, the 
f i r s t  four notes 
of the fugue 
subject 

the sequential 
use of perfect 
fourths is a 
motivic device 
found throughout 
both the prelude 
and t he  fugue 
(examp1e:m. 2 
prelude 
descending, m2 
fugue ascending) 



Fugue Number 12 
G-sharp major 

Fugue Number 15 
D-flat major 

Fugue Number 16 
B-flat major 

Fugue Number 20 
C minor 

Fugue Number 21 
B-flat major 

Fugue Number 22 
G minor 

Prelude is a 
passacaglia with 
the counterpoint 
to the last 
statement (mm. 
107-119) being 
the subject of 
the fume 

the opening 
accompaniment 
figure of the  
prelude (mm. 1-4) 
recurs in the 
fugue 
at rn. 116; strong 
V-I cadences also 
recur throughout 
the fume 

The fugue subject 
appears to 
consist of an 
elaborate 
embellishment of 
the first six 
measures of the 
prelude melody 

Prelude and fugue 
share same 
opening four 
pitches and a 
similar melodic 
outline and 
soberness 

The two-note 
ostinato figure 
or ground bass 
foreshadows the 
numerous B-flat-F 
figures of the 
fugue sub j ec  t 

last  three notes 
of the prelude 
(left-hand) G, E- 
flat,D are 
principal  notes 
in the fugue 
subi ect 



Prelude Number 24 
D minor 

Fugue Number 24 
D minor 

I Fugue subject 1 
I first appears i n  

t he  prelude at m. 

I 32 and again at 
m, 66 bass clef 

As well, the preludes of WTC and Opus 8 7  explore various 

dance styles. Examples from WTC I include: Number 8 in E-flat 

minor, which is a sarabande, Number 13 in F-sharp major, a 

gigue and Number 17 in A-flat major, a menuet. Also included 

is an aria (Number 1 0  E minor), a t r i o  sonata (Number 24 B 

minor) , toccata (Number 7 E-f l a t  major) , 2-part invention 

(Number I1 F major) and a fugue (Number 19 A major) . Several 
preludes act as etudes built around technical difficulties or 

effects (No .2  C minor, Number 5 D major) . Shostakovich, too, 

appears interested in a similar connection between his 

preludes and fugues and in pre-existing forms. Table 1 . 2  

displays some obvious connections: 



Table 1,2 

Related FOB and Stylistic Features Found in Opue 87 

Fozm 
r 

Theme and 
Variations 

Polka 

OpA7 
Prelude /Fume 

Prelude Number 16 
in B-flat minor 

Fugue Number 2 
i n  A minor, 
Prelude Number 8 
in F-sharp m i n o r  

Prelude Number 13 
in F-sharp m a j o r  

Prelude Number 15 
in D-flat m a j o r  

Preludes Number 8 
and Number 15 

Prelude Number 10 
in C-sharp minor 

S tylie t i c  
Features 

diminishing note 
values decorating 
a simple melody 
with consistent 
underlying 
harmonic pattern 

2/4 with stress 
on downbeat, 
consistent 
rhythmic motives 
throughout 

12 -measure 
passacaglia bass, 
ten reiterations 

moderato, duple 
compound meter 
with recurring I 
chordal 
figure 

3/4 with 
insistent 
downbeat 

so named because 
of the comical 
dissonance 
featured and 
accented (B -sham 
m. 16 for N o A P ,  
A m. 199 for  - 
No. 15P) 

16th note 
passages broken 
by vertical 
harmonies 
creating an 
improvisatory 
effect 



March 

Scherzo 

-- 

etude 

Prelude Number 9 
in E major 

Prelude and Fugue 
Number 11 in B 
ma j or 

Prelude Number 2 
in A minor 

- - 

quadruple meter, 
steadv ~ u l s e  

- - 

P/F- rapid tempo, 
transparent 
texture, 
syncopation 

consistent 16th 
note texture: a 
study in 
dexterity and 
control 

Relatioaehips Betweem WTC and O p .  87 

Accepting that Dmitri Shostakovich modelled his 

collection, even superficially, upon Bach8s WTC allows us to 

contrast and compare the t w o .  That Shostakovich wrote the work 

in such a short time span directly following the Bach 

festivities in Leipzig indicates both an inspiration and a 

cause and effect. His or ig ina l  plan, according to one writer, 

was to write a series of polyphonic exercises to perfect his 

own skill at counterpoint." This turned into a large cycle 

employing not only his already considerable skills as a 

contrapuntalist but a variety of forms and compositional 

styles as well. As with WTC, there is a level of unity as w e l l  

as contras t  between each paired prelude and fugue. Prelude 

Number 1 in Opus 87 leads quite naturally into its 

%orman Kay, Shostakovich (Oxford: London 
Press, I W g ) ,  46 ,  

fugue w i t h  

University 
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Number 1 in Opus 8 7  leads quite naturally in to  its fugue with 

no sudden shift in tempo or character. A sharp contrast in 

tempo, meter and texture, however, exists between Prelude 

Number 3 and its fugue; there appears to be no attempt to 

connect these at all. Prelude and Fugue Number 8 in F-sharp 

minor are contrasted in some aspects-- tempo, rhythmic units, 

harmonic rhythm--while material from the prelude (the semitone 

focus, f o r  example) is later developed in the fugue. 

Literal relationships between WTC and Opus 8 7  are few. 

Each collection contains only one two-voice fugue (Number 10 

in WTC, Number 9 in Opus 87) . Interestingly, both of these 
have an "En tonality (minor fo r  Bach. major f o r  Shostakovich) , 

and if one inverts Shostakovichts subject, its opening bar is 

similar to Bach's theme- Here the similarities end, 

-10 1.f. C Q I P U ~ O P  of Subject8 by Bach and ShOmtakwiQh  

WTC Book I Number 10 Fugue nm~. 1-3 

Opus 87 Number 9 Fugue mnr. 1-3 

Shostakovich's E major Prelude Number 9--essentially a "two- 
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partw texture with octave doublings--is in reality a "one- 

parttg texture because the two ltvoicesll alternate, and the 

point at which we hear genuine two-part polyphony (mm. 49-51) 

is only three measures in length. It so happens that it is at 

this precise moment that we hear a variant of the DSCH motive- 

-SDCH: E-flat,D,C,B. This reference is among the few found in 

Opus 87, although Shostakovichfs harmonic language is such 

t h a t  the diminished fourth which encompasses this motive 

appears regularly in his other works. He first used the DSCH 

motive, and transpositions of it, in the Scherzo of the 1947-8 

Concerto for violin Opus 77. Many of his works that employ 

Jewish elements, the preludes and fugues included, also 

contain this motive: in Opus 110--the so-called 

autobiographical string quartet Number 8 (1960 ) --the Jewish 

melodic element is juxtaposed w i t h  the self-identification 

motive? For Opus 87 the DSCH motive plays a small but 

cohesive part, appearing in the following fugues : Fugue Number 

8 in F-sharp minor--mm. 122-123 (soprano) , Prelude Number 9 in 

E major and Fugue N u m b e r  13 i n  F-sharp major-mm. 99-105 

(alto/soprano) . 
The similarity between the subject of fugue Number 7 WTC 

I1 in E-flat major and the C major fugue of Opus 8 7  is - 
remarkable: they are both 4-voice fugues with note values of 

primarily quarter, half, whole or tied notes and feature 

suspensions throughout (Shostakovich suspending over the bar 



and Bach over the first and second beat) . 

Exampla 1.g. Comparison o f  Subjects by Bach and Shoatakovich 

WTC Book If Number 7 Fugue subject mm. 1-7 

Opus 87 Number: 1 Fugue subject mrm. 1-0 

The subject, initiated from a rising fifth, is announced in 

the bass with the  answer in the tenor followed by alto and 

soprano entries in both fugues. The quarter rest of the Bach 

eubject (m. 2 )  is absent in the Shostakovich. -her 

similarities include the rhythmic similarities between the A 

minor fugue (Number  2 )  of Op. 87 and the  WTC I Number 2 and 

Number 3 fugue subjects. The neo-Baroque reference to Bach' s 

style is obvious with the figuration in Shostakovich's third 

fugue in G m a j o r .  The scalar passages (mm. 5 ,  , trills 

(mm. 7-8 ,  24-25)  and step-wise groups of eighths (mm. 4,8,9) 

recall Bachr s writing in fugue Number 19 and prelude Number 20 

from Book 1 WTC. 

Similarity of fugal density or number of voices occurs 

between these two collections. A statistical voice-count 

(Table 1.3) shows that Shostakovich favoured three- and four- 
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voice fugues in numbers similar to Bachr s WTC I. Interesting 

as well is the four-voice texture used by both composers for 

their first and last fugue in the set. 

Table 1.3. 

VOrCES 
- - 

Shostakovich Op. 87 
2 voice = 1 (No-9) 
3 voice = 11 (No.2,3,5,7,8,11,14,~6,19,21,23) 
4 voice = 11 
(No.&, 4,6,10,12,15,17,18,20,22,24) 
5 voice = 1 (No.13) 

Bach WTC I 
2 voice = 1 (N0.10) 
3 voice = 11 (N0.2,3,6,7,8,9,11,13,15,19,21) 
4 voice = 10 (No.&, 5,12.14.16,17,18,20,23.~) 
5 voice = 2 (N0.4~22) 

Bach WTC I1 
2 voice = 0 
3 voice = 15 
(N0.1,3,4,6,10,11,12,13,14,15,18,19,20,21,24) 
4 voice = 9 (No.2,5,7,8,9,16,~7,22,23) 
5 voice = 0 

Bachf s use of fugal procedures (Table 1-41 , in WTC 

I particularly, is virtuosic, the set acting as a compendium - 
of various techniques. Although Shostakovich certainly shows 

interest in these techniques, augmentation, diminution, 

inversion and stretto are used but sparingly. Diminution is 

employed only once in Opus 87 (Fugue Number 13 rnm. 

2 , 1 1 7  119 , never in WTC I and occasionally in WTC 11 

(fugues Number 3 in C-sharp major and Number 10 in G-sharp 
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major) . Table 1.4 and 1.5 provide statistics of the important 

fugal procedures for  WTC I and Opus 8 7 .  

T a b l e  1.4 

FUGAL PROCEDURES in WTC I 

OJTC 1 Procedure Fugue 
I 

Countersub j ect all but 
 NOS.^,^, 8,10, IS, 16,19,20,22 
23 

Tonal Answer Nos.2,3,7,8,11,12,13,,16,17 
18,19,21,22 23, 24 

I ~ t r e t t o  Nos. 1,4,6,8,11,15,16,22,24 
--- - -  

I Augmentation N0.8 

11 Diminution 1 0  

I inversion Nos.4,8,14,15,20 

11 Coda 1 a l l  but NO. 14.16 

Tonic Pedal ( i n  the final Nos.1,2,4,6,20 
section) 

Dominant Pedal (in the Nos.4,20,24 
final section) 

11 Tierce de Picardi* 
I 
Double Fugue 

* w h w  a fugai p remains a stylistic f e r n  
of t h i s  form 

Counter Exposition Nos~1,4,9,11,15,18 



Table 1.5 

FUOAt PROCEDtlRES IM OPUS 87 

ghoa takovich Om. 87 
Procedure 

countersub j ectn 
[Countersub j ect being a 
consistent and recurring CS 

1 throughout the cycle with 
some free use of new and 
non-recurrinq CS1 

Real answer 

Stretto 

- - 

Augmentation 

Diminution 
- - 

nversion/retrograde 

Coda 

A section) 

a l l  fugues 

* 

Nos.5,10,14,17,21,23,24 
(both exnositions) 

- -  - - .  

Dominant Pedal ( i n  the 
final section) 

- - - - - - - - - - - - 

Nos.1,2,3,4,5,7,8,9,10,11 
12,13,14,17, 
18,22 

Nos. 10,12,11,13, IS, 16,20,24 

No. 13 

Nos.6,7,9,1Or11,14 

Nos. 3.14 

Nos. 1,6,10,12,13,14,15,21 
22 

"~ach  fugue i n  O p .  87 has a countersubject, whether 
recurring or n e w  for each subject entry. Often the material 
developed throughout the fugue is subject or countersubject, 
and nothing else, making these very tight constructions. The 
exception is Fugue No.22 which is free with no specific 
countersubject. 



Tierce de Picardi 

Double Fume 

No - 2  (flat supertonic, mm. 
67-69) No.3 (flat 
supertonic, rnm . 94 - 9 5 ) 
No-7 (subrnediant, mm. 86-  
8 9 No -11 ( subdominant, 
p.108) 
No.20 (subrnediant mm. 97-  
100) 

A look at meter choices (Tables 1.7 and 1.8) shows 

a cont ras t  between WTC and O m s  87:  Bach favoured quadruple 

meter above t r i p l e  while Shos takovich featured t r i p l e  and 

quadruple equally. Of interest is Shostakovich8 s 

experimentation with mixed meters. Extensive use of mixed or 

changing meters is also evident in  the more recent cycles of 

Bentzon and Shchedrin (Chapter 3 ) . 

Table 1.6 

METER i rr  Bach WTC I: 
t 

11 3 (Triple) 

Prelude-Metez 

C (Quadruple) 

Number of Prelude 

Nos.1,2,5,6,7,10 
12,14,16,19, 
21,22,23,24 

6 (Duple 
Compound) 

Total 

14 

9 (Triple 
Compound) 

r 

( 6 /4 )  No.4 (6/8) 
No. 18 

12 (Quadruple 
Compound) 

Irregular 

2 

(9/8) N0.20 1 

(12/8) N0s.9~11 
(12/16) No. 13 

(24/16) No. 15 

3 

1 



- - -  - - - -  

Fugue-Meter: 

3 (Triple) l l  
2 (Duple) 

6 (Duple 
Com~ound) 

9 (Triple 
Com~ound) 

12 (Quadruple 
com~ound) 
-- - - . - - -  

Preludes and 
Fugues with 
shared meters 

T o t a l  

(2/2) Nos.4,22 

(6/4) N0.14 ( 6 / 8 )  
No. IS 

Nos.1,2,5,7,9*,12, 
13*,16,23,24 
distinguished 

shared meters w i t h  
one being 
compound, the 
other simple 

Tabla  1.7 

Meter: in Bach WTC I1 
r l  
11 Prelude- -Meter Number of Prelude 

Nos. 1,2,3,8,16,18, 
20,23 

Total 

8 

- - - - - - - 

3 ( T r i p l e )  ( 3 / 4 )  Nos.6,9,13, 
14,15, 17 ( 3 / 8 )  
N0.10 ( 3 / 2 )  N0.11 

6 (Duple 

8 

(2/2 or 12/81 No.5 
( 2 / 2 )  Nos. 22,24 
(2/4) N0.12 

compound) I I 

4 

9 (Triple 

12 (Quadruple 
Compound) 



C (Quadruple) 

3 ( T r i p l e )  I 
9 ( T r i p l e  
Compound) 

12 ( Q u a d r u p l e  
Compound) 

Preludes and 
Fugues with 
shared meters 

WTC Overall : 33 
Duple to 15 
T r i d e  

Numberr o f  Fugue 

Nos. 2,3,6,8,14,16, 
17,19,20 

( 6 / 8 )  No-18 (6/16) 
No. 11 

Nos. 2,3,5,8,12,  I S ,  
lg*, 2 0  
+ distinguished 
shared meters with 
one being 
compound, the 
other  sim~le 

T o t a l  



T a l e  1.8 

Meter: ia Shostakovich OP.87 

- -  - - - - - 

C (Quadruple 1 Nos.2,3,4,9,10,20, 
21,23 

3 (Triple) (3/4) 
Nos.1,5,6,12,15,16 
18,19,22,24 

2 (Duple) (2/4) No.8 ( 2 / 2 )  
Nos.ll,17 

6 (Duple (6 /8 )  No.13 
Compound) 

9 (Triple 
Compound) 

Fugue-Meter Numbel: o f  E'ugue 
L 

C (Quadruple ) Noso4,16, 20 

11 3 (Triple) I Nos.6,8,9,10,14,15 
- - - - - - . . 

2 (Duple) (2/4) 
Nos.2,S,ll,l3,18 
(2/2) Nos.1,7,23 

6 (Duple (6/8) N0.3 
Compound) 

9 (Triple 
compound) 

-- - -  -- 

12 (Quadruple 
Compound) 

1 rregular S / 4  Nos. 12,17,19 

Constantly NosoE,16,20 
changing meters 

P 

Total 

Total 



Preludes and 
Fugues with 
shared m e t e r s  

Nos.4,6,11,13*,IS, 
20,22,24 
+ distinguished 
shared meters with 
one being 
compound, the 
other simple 

While Shostakovich does have one very brief, eighteen-measure 

prelude, his largest preludes and fugues are approximately 

twice the length of Bachfs. The shortest fugue from 0p.87 is 

twice the length of tJTCrs shortest fugue. Clearly the brevity 

of the Baroque model was not something Shostakovich chose to 

imitate. 

Table 1.9 

Measure lengths o f  Preludes and Fugues in WTC and Omas 87 

I: Prelude 

WTC 1: Fugue 

WTC 11 : Fugue I 

Shortest I honge.6 
18 measures 

(No. ll) 

104 measures 

(N0.3) 

27 measures 

(NO. l&5) 

115 measures 

(N0.4) 

21 measures 

(N0.16) 

108 measures 

(N0.10) 

27 measures (No. 6 )  143 measures 

(No. 18) 



I 66 measures (No. 9) 296 measures I 

b 

More detailed correspondences between the preludes 

and fugues of Bach and Shostakovich will be addressed, where 

appropriate, in the analysis offered in Chapter 3 .  

Opus 87 : Prelude 28 measures (No. 7) 206 measures 



Cha~ter 2: Prelude and Fugue in Historical Context 

Zarlino's and Marpug's Approach to Ebgal Proceduree 

Gerald Bedbrook reminds uss8 that while the early 

Germanic school, typified in the organ works of A m o k  Schlick 

(1459-af ter 1521) and Paulus Hofhaimer (1459 -153 9 ) , maintained 

the technique of writing pieces upon a tenor, the Italian 

style concentrated on developing a single phrase or theme by 

way of repetition or answers, above or below the original 

theme at an interval of a fourth, fifth or octave. 

In early fourteenth century Europe, imitative f o m s  

developed: the rota, rondellus and the French and Italian 

caccia. By the late fifteenth- and early sixteenth-centuries, 

Flemish composers developed a high degree of imitative 

interplay (with overlapping voice entries and thematic 

variation) while Italian vocal and instrumental music featured 

the ricercare--a 'reaching outf of a theme buried in 

5 8 ~ r a l d  Bedbrook, Kevboard Music from the Middle Aaes to 
the Becrimincrs of the Baroaue (New York: Da Capo Press, 1973) , 
55. Schlick' s S~ieael der Oruelmacher und Oraanisten (1511) 
and its practical complement Tablaturen etlicher lobcresanq 
(1512) contained repertoire which, while usually woven around 
a cantus firmus, contains passages of imitation as well as 
canonic versets. Schlick was a German organist and composer 
and Kofmainer was a composer and organist in Austria. 



contrapuntal devices such as proportional rhythms, florid 

additions, inversions, contrary motion, augmentations and 

 diminution^.^ Original usage of the term ricercare was 

reserved for a piece of preludial character for lute or 

keyboard instrument. Works of this tme developed in such 
keyboard collections as those of Cavazzoni and Ortiz," first 

to include, then to feature imitation. This form reached a 

high level of complexity--tonally and in terms of the amount 

and complexity of imitation--with the ricercares of 

Frescobaldi, Froberger , Krieger, Pachelbel and 

The establishment of f ugal terminology belongs 

primarily to Gioseffo Zarlino (1517-1590) as outlined in his 

Institutioni harmoniche (1558). He distinguishes, for the 

first time, between fugue (fuga, consequenza, reditta) and 

imitation (imitationel. Entrances at the perfect intervals of 

unison, fourth, fifth and octave are now the only ones 

recognized as constituting a fugue; entrances a t  other  

intervals are called imitati~n.~' Zarlino's definitions for 

60~avazo~i's Recerchari, motetti, canzoni ... libro ~rirno 
(Venice, 1523 ) . Marco Antonio Cavazzoni (cl49O-lS6O) was an 
Italian keyboard composer. Diego O r t i z ,  Spanish theorist and 
composer (1510-~1570) published his Trattado de slosas in 
Rome, 1553. 

6 1 ~ h e  New G r o v e  Dictionarv of Music and Musicians, s .v .  
l1RicercareW by John Caldwell. 

%lf red Ma=, The Studv of Fume (New Brunswick, N. J . : 
Rutgers University Press, 1958) , 19. 
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thema, replica soggetto, guida, ligate and sciol te (strict and 

free species) and consequente aided in formulating rules as 

well as a language to discuss and analyze fugal and imitative 

works for most of the seventeenth century. 

Friedrich Wilheh Marpurg (1718 -1795) was a critic, 

composer and theorist with a keen interest as w e l l  as 

considerable s k i l l  in fugal writing. His Abhandluna von der 

Fume was published in 1743-44. Acting as a kind of 

spokesperson for Bach and taking h i s  fugues as a point of 

departure, Marpurg formulated a number of principles about 

Bachfs fugal style (based partly on conversations w i t h  Bach) 

and thus developed and published this compendium of principles 

and terminology of fugal construction and analysis. He clearly 

distinguished between repetition, transposition and imitation 

and gave examples of various p i t c h  degrees of imitation. 

Marpurg also embarked upon a kind of classification of fugal 

types : regular, strict, ordinary or natural and conventional. 

Unlike Fuxf s Gradus ad Parnassum (1725) which supplied the 

student with a manual to "guide him by the handu in exploring 

contrapuntal technique, Marpurg wrote a treatise which places 

this technique before the student as a finished theory and 

reference source ,63 

A synthesis of both Fux and Marpurgf s work appeared 

in the Griindliche Anweisuncr  zur Kom~osition (1790) of Johann 
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Georg Albrechtsberger (173 6-18 0 9 . His approach t o  

counterpoint included a variety of species models which 

accommodated the major/minor system and extended from 

elementary rudiments and species counterpoint to fugue, double 

counterpoint and canon." 

It was Albrechtsberger ' s student Antoine-Joseph 

Reicha (1770-1836) and his compositions, texts and essays that 

brought the legacy of Zarlino ' s contrapuntal terminology t o  

the nineteenth-century composer. Reicha's Trente-six fucrues 

pour le ~ i a n o f  orte. com~ose6 d ' a ~ r g s  un nouveau svs tern (Op .3 6 ,  

1 8  03 - 5 ) represented an experimental approach to a traditional 

form which contained not only answers on unusual scale 

degrees, but also reformulated notions of how an appropriate 

fugal subject might sound. While not a series of preludes and 

fugues, as a collection it offers a variety of keys and 

textures as well as subjects by other composers (Bach, Mozart, 

Haydn and Scarlatti) . Reicha appears to have no regard for  

previous rules of maximum intervallic range of a subject ( that  

of a ninth) , nor that of regular thematic construction. His 

unusual meters (5/8, 2/8, 7/8 or composite meters) anticipate 

those in Bartdk' s music. Reichaf s essay "her das neue 

Fugensystemtl and the 1824-26 treatise Trait5 de haute 

com~osition musicale justified his approach, the text using 

borrowings from Haydn and Mozart for fugal subject 

a~avid Damschroder and David Russell Williams, eds., 
Music Theorv From Zarlino to Schenker (Stuyvesant: Pendragon 
P r e s s ,  19901, 5 .  



elaboration. 

In the twentieth century, Shostakovich, Hindemith 

and Krenek are among the few composers who have dealt with 

fugal constructions and counterpoint. Certain treatises, 

Charles Koechlin's kude  sur l8 ecriture de la fu-e (1934) as 

well as Hindemith8 s The Craft of Musical Com~osition (1945) 

and Krenek' s Studies in Countemoint (1940 are convincing 

documents serving to promote and format a traditional 

compositional approach to the changing musical climate. During 

his conservatory years, Shostakovich dealt with then current 

Russian counterpoint texts written by his teachers Taneyev and 

Yavorsky ." 
This study uses fugal terminology, gathered from 

several of the previously mentioned treatises, to analyze the 

selected fugues of 0p.87 in Chapter 3. This is not to suggest 

that Shostakovich used this terminology; rather, it is a 

justification of its use in t h i s  document. The terminology 

includes : 

EXPOSTTION: the f i r s t  appearance of the subject i n  each voice. 

MZDDLE SECTION: development of subject/countersubject material 

including modulation and fur ther  counterexpositions and 

~~odvizhnoi kontra~unkt stroqoqo ~is'ma [Moveable 
Countemoint in the Strict Stvlel (published i n  Moscow in 
19091 by Sergey Ivanovich Taneyev (1856-1915) and U~razhneniia 
v crolosovedenii Exerc ises  in Voice Leadinal (Moscow, 1913) by 
Boleslav Leopol' dovich Yavorsky (1877-1942)  w e r e  used 
consistently in theory and composition classes at the Moscow 
Conservatory. 



episodes. 

FINAL SECTION: return t o  tonic and a last exposing of the 

subject in all voices. 

CODA: material following the seemingly conclusive cadence of 

the f i n a l  section. This could contain further use of subject 

and countersubject and most likely features a tonic pedal. 

SUBJECT : should possess three characteristics : (1) moderate 

length ( 2  1 rhythm and shape distinctive enough to render it 

readily recognizable when it recurs ; ( 3 ) strongly tonal, 

outlining the tonic or dominant triads .67 

mSmR: a transposition of the subject (exact [ r e a l ]  or 

approximate [ tonal ]  ) . 
COUNTERSUBJECT : a cons i s t en t  and recurring contrasting idea 

found throughout the  cycle. 

P-: mostly found as a sustained (or repeated) dominant in 

the bass before the final section as well as sustained tonic 

in the coda. These lVdronesw are structural in that they signal 

the final exposition (V pedal) and the end of the piece (I 

pedal) . 
AUGMBNTATION/D~MINUTION: manipulation of material (sub j ect or 

counter-sub j ect 1 by way of increasing or decreasing the 

duration of the note value. 

INVERSION: inversion of subject (or, as w i t h  WTC, 

67~ichard S . Parks, Eiahteenth-centurv countemoint and 
tonal structures. (Englewood Cliffs, N. J. : Prentice Hall, 



countersubject material. 

STRETTO: an imitative treatment of the subject which does not 

give the subject its full duration before allowing another 

subject to enter, thereby increasing movement and tension. 



Romantic and Post-Ramantic Preludea and Fugues 

One important l i n k  between the High Baroque prelude of 

Bach and Bwtehude, and the nineteenth-century piano prelude 

is KlengeP s Kanons und Fuaen in Allen Dur-und Molltonarten 

(published posthumously in 1854) , a collection of 48 canons 

and fugues--the r a t h e r  free canons acting as preludes to the 

strict fugues--in all keys. German-born August EUengel (1783- 

1852) studied w i t h  Clementi and remained active as a pianist ,  

organist and composer. He was much admired by Frederic Chopin 

for his performances of Bach8s WTC." It was after hearing 

Klengel' s homage t o  Bach t h a t  Chopin embarked upon his Opus 28 

Preludes, completed on January 22, 1839 and published later 

that same year. Whether it was Klengel's music itself, overly 

long and not significant enough according to Chopin,* o r  the 

connection to Bach' s cycle t h a t  inspired Chopin, is not clear. 

%etter to Titus Woyciechowski September 12, 1829. 
Selected Corres~ondence of Frvdervk C h o ~ i n ,  translated and 
edited by A.Hedley (London: Heinemann, 1962), 3 3 .  

69Letter to h i s  family f r o m  Dresden August 26, 1892. 
Selected Corres~ondence of Frvdervk C h o ~ i n ,  33. 



Chopin once declared : 

"Bach will not grow old: the 
structure of h i s  work resembles those perfectly drawn 
geometrical figures in which everything is in place and 
not one line is superfluo~s.~~ 

Rlengel ' s f orty-eight short imitative works, "pedantic and 

lacking in imagination,''" were later published in t w o  volumes 

of twenty canons and fugues edited by Franz E w a l d  Theile. The 

following table shows the key arrangement for  this group 

which. unlike the Chopinrs arrangement (in circle of fifths) 

for  Opus 28, is in ascending order through the octave. 

Table 2 .I 

KEY ARRANGEMENT FOR KLENGEL ' S KANONS UND FUGEN - 

C h o ~ i n  Preludes On. 2 8 

Written in 7,838-39 and dedicated to h i s  teacher Zoseph 

Christoph ~ e s s l e r ~ ,  Chopin's collection w a s  to stana as a 

modern addendum to Bachfs " 4 8 "  but  without t h e  accampanying 

'O~etter to family, N . D . , from Selected Corresoondence , 
3 3 .  

' '~ugo Riemann, Dic t ionam of Music (New York: Da Capo 
P r e s s ,  1970) , 402. 

*~oseph Christoph Kessler (1800 -72) w a s  a Bohemian 
pedagogue and supporter of Chopin. Chopin performed at 
Kessler's Paris salon and admired, with Liszt, his 24 Preludes 
~p . 3  1 (ND) . The Paris publication was, incidentally, dedicated 
to Camille Pleyel. 



fugues. Chopin's love for the  music of J.S.Bach is well 

documented. His familiarity with WTC extended from his 

childhood studies to his own teaching; he was known to play at 

least fourteen preludes and fugues by m e m o r y  f o r  students 

As well, Chopin assisted in the editing of a Parisian edition 

of Das wohltemerirte Clavier. Like Shostakovich, he performed 

Bach's triple keyboard concerto (with Liszt and Hiller). His 

interest in Bach may well stem from h i s  association with 

Woj ciech & m y  (1756-1842) , Polish piano teacher and composer 

of, among other works, piano preludes. Chopin studied piano 

with Zywny from 1816-22, developing an affinity for the 

keyboard works of Couperin, Mozart and ~ach." Chopin's 

harmony and counterpoint lessons were with Joseph Elsner. 

Although, Chopin spoke to Delacroix about the importance of 

counterpoint and the logic of fugues (April 7 ,  1849) he wrote 

t o  another friend: 

I don't know if I'll be able to scrape together 48 of 
them like Bach, for it would be too much for m y  Polish 
patience. The fact that they are slight and small does 
not mean that they did not give me much t rouble .1  plan 
to send them into the  world as Preludes though they are 
no match for Bachrs, nor will they be followed by 
fugues, for this is no match for my abilities. " 

Mendelssohn's piano composition Six Preludes and Fuaues 

*~igeldinger, Jean-Jacques. Cho~in:  Pianis t  and T e a c h e r .  
Cambridge: Cambridge University Press, 1986, 60. 

74Alan Walker ed. , The Cho~in CornDanion (New York: Norton, 
1966), 116. 

75~et te r  t o  Delacroix April 7, 1849 from Selected 
Corres~ondence of Frvdervk Chopin, - 74. 
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Op.35 reflects the fact that he and h i s  sister Fanny studied 

the keyboard works of J-S-Bach with unusual dedication. Fanny 

~endelssohn could play the whole of the WTC by memory at the 

age of 14. Felix* s interest in Bach extended to the organ 

works as well. The composition of Op.35 spans a decade of 

~endelssohn's life (1827-37) and pays unmistakable homage to 

Bach. Combining newly composed preludes with several earlier 

independent fugues , Mendelssohn arranged the entire collection 

in a tonal plan based on alternating major and minor keys 

containing up to two sharps and four flats (E minor, D major, 

B minor, Ab major, F minor, Bb major) .76 While much of the 

keyboard writing features Mendelssohnian characteristics 

(rapid arpeggiation and figuration, various levels of 

articulation in three-part textures) there are many allusions 

to Bach8s style. The subject of the D major fugue is a 

skeletal or simpiified version of WTC I in D major. The B 

minor fugue features a chromatic subject and i ~ s  reappearance 

in mirror version (m. 21) The sixth prelude and fugue 

contains Bach-like figuration, 

Example 2.a. Mendelsaohn: Prelude and Fugue Number 6 mm. 1-3 

"R. Larry Todd, ed i to r .  Nineteenth Centurv Piano Music 
!New York: Schirmer, L g g O ) ,  201. 



During the years 1830-32, Mendelssohn wrote and 

published his collection of forty-eight piano pieces, Lieder 

ohne worte, a collection with no apparent logic in its key 

scheme, never rising above four sharps or five flats. It was 

also during this time that Mendelssohn edited selected organ 

works of Bach, and wrote Three Preludes and Fumes for Oraan 

Op.37 (1837). Schumannrs consideration of Mendelssohnrs debt 

to Bach, reproduced in Gesammelte Schriften iiber Musik und 

Musiker (1854) summarizes the Romantic predilection for this 

Baroque form: 

In a word, these fugues have much of Sebastian and might 
deceive the sharp-sighted reviewer, were it not for the 
melody, the finer bloom, which we recognize as modern; 
and here and there those little touches peculiar to 
Mendelssohn, which identify him among a hundred other 
composers. whether reviewers agree or not, it remains 
certain that the artist did not write them for pastime, 
but rather to call the attention of pianoforte players 
once more to this masterly old form and to accustom them 
to it again. That he has chosen the right means for 
succeeding in this--avoiding all useless imitations and 
small artificialities, allowing the melody of the 
cantilena to predominate while holding fast to the Bach 
form--is very much like him. 77 

Robert Schumann published a number of f ugal works : Op -72 

(1845) --a set of four fugues, Op. 60 (1845) --Sieben 

~lavierstucke in Fuuhettenform and Op.56 (1845)--Studien ffir 

den Pedal-Fluqel (1845) for which Schumann had a pedal device 

added to his piano, and Six Studies on B.A.C.B. fo r  organ, 

Op.126 (1853). It was during 1844-45 that Schumann began a new 

n~obert Schumann, Schumann on Music, ed. Henry Pleasants 
(New York: Dover, 19651, 123. 



immersion into the music 

a constant in Schumannf s 

his veneration taken the 
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of J-S-Bach. Although Bach had been 

compositional life , never before had 

form of direct imitation of Baroque 

formal, rhythmic and textural types. Schumann felt that Bach8s 

fugal polyphony offered the rigor, firmness, stability and 

objectivity he felt in need of at the time." These works, 

Opp. 56, 60, 72 and 126, are unique in Schumannr s output and 

typify the veneration for the music of Bach in nineteenth- 

century Germany. 

The last important composer of piano preludes in the 

nineteenth-century was Alexander Scriabin (1872-1915). 

Shostakovich wrote that ". . w e  regard Scriabin as our bitterest 

musical enemy. Why? Because ScriabinOs music tends to an 

unhealthy eroticism. Also to mysticism and passivity and 

escape from the realities of lifeeWn There are more than 

twenty-two opuses and ninety preludes for piano solo. Every 

tonal area is represented and in Opus 11, the  preludes are 

arranged as Chopin8s Opus 28: major and relative minor in 

ascending fifths. These preludes were published i n  four groups 

between 1888-1896. References to Chopinfs writing style are 

apparent: Opus 11 Number 1 exploits the consistent use of C as 

a pedal while harmonies change in upper voices as does 

Chopin's first prelude in C major Opus 17. Scriabin8 s second 

%ineteenth-century Piano Music, 270. 

?Tictor Seroff, D r n i t r i  Shostakovich - the Life and 
Backaround of a Soviet Comoser - (New York: Alfred Knopf, 
1 9 4 3 )  , 157. 



prelude quotes directly from Chopinf s Opus 28 Number 20 by 

placing the melody in the middle of the right hand chords 

throughout. 

Scriabin stands unique in th i s  group of composers in his 

lack of interest, even disdain, for the music of Bach. Of 

Koussevitskyf s conducting a complete cycle of Bachf s large 

ensemble works in Moscow (1914), Scriabin felt it was 

"completely unnecessary. " A feud on this point, involving 

Scriabin, Koussevitsky and Rachmaninoff, ensued. 

Shostakovich was familiar, both as performer and 

composer, with the preludes of fellow Russian Sergei 

Rachmaninoff whose Opus 23 (10 Preludes) was published in 1903 

and thirteen mare preludes, Opus 32, were published in 1910. 

The famous C-sharp minor prelude Opus 3 Number 2, the first to 

be written (1892) , rounds out most coLlections of Rachmaninof f 

preludes bringing the total to 24. These works were regularly 

performed by Vladimir Horowitz (debut 1921) , Sviatislav 

Richter (debut in 1939) and Rachmaninoff h i m s e l f  . While 
Rachmaninoff's Variations on a Theme of C h o ~ i n  Op.22 (1902-31, 

employing the Op.28 Number 2 melody and harmony, is an obvious 

homage to Chopin, one can find many relationships to Op. 28 of 

Chopin in the Op.23, Op.32 and C-sharp minor preludes." 

The Rachmaninoff Preludes differ from Chopin's Op.28 in 

M ~ n e  obvious relationship is between Rachmaninofffs D 
major prelude, Op -23 # 4 ,  and the Op. 45 prelude of C h o p i n .  The 
surface similarities are clear: largely homophonic texture 
with left-hand arpeggios, wide keyboard range used, and a 
melody in both single-pitch and octaves/chords. 



their scope. Evident is more polyphonic treatment and detailed 

development of smaller motivic cells. "The writing of fugues 

bores me st iff " announced the young ~achrnaninof f 'I, who 

nevertheless was trained in Palestrina counterpoint and Bach 

fugues under Taneyev. A sketch for a fugal exposition is found 

on the same pages as a sketch fo r  Opus 23 Number 3 in D minor, 

suggesting the  possibility that they were to be paired. These 

works also differ from Chopin's opus in lacking a coherent key 

scheme. They appear t o  be grouped by substance rather than key 

with some obvious tonic ma j or/minor sets and some apparent 

third relations. Several unique ideas are featured in the 

these preludes, including b e l l - l i k e  effects (Opus 3 No. 2 

opening measures, mm. 45-48) and Russian l i t u r g i c a l  style 

(stepwise motion found in Opus 23 Number 5 in G minor [un poco 

meno mosso section mm. 35-49] as well as Prelude 0p.32 Number 

11 in B minor opening measures and recapitulation). Like 

Scriabin, Rachmaninof f a l s o  studied a t  the Moscow Conservatory 

with Anton Arensky (1861-19061, himself a composer of a number 

of independent preludes and fugues between 1884 and 1905 as 

well as a collection of 1 2  preludes (Opus 63) from around 

Of preludes, Rachmaninoff stated: 

Absolute music ( t o  which preludes belong) can suggest or 
induce a mood in the listener, but its primal function 
is to give absolute pleasure by the beauty and variety 
of its form. This was the end sought by Bach in his 

"~ergei Rachmaninof f . Rachmaninof f8 s ~ecollections 
(London: Allen and Unwin, l934), 67. 



wonderful series of Preludes, which are a source of 
unending delight to the educated musical listener. Their 
salient beauty will be missed if we try to discover in 
them the mood of the composer-If we must have the 
psychology of the Prelude, let it be understood that its 
function is not to express a mood, but to induce it. The 
prelude, as I conceive it, is a form of absolute music, 
intended, as its name signifies, to be played before a 
more important piece of music or as an introduction to 
some function. The form has grown to be used for music 
of an independent value. But so long as the name is 
given to a piece of music, the work should in some 
measure carry out the significance of the title." 

Debussy's Preludes were composed in 1909-10 (Book I) 

and 1910-12 (Book 2) . Their tonal ambiguity make them 

difficult to discuss in terms of a tonal plan or ordering, but 

there appears consistent relationship of the ' tonicr of one 

prelude (based solely on key signature and final note or 

harmony) to the next by either a chromatic third or a whole- 

step, whether enharmonic or not. Using Book One as an example: 

Keys: ~b--c--~b--A~--B-OD--F#--~b--~b--c--~b--G 

These preludes are similar to Bach's and Chopin's in 

being "one ideam pieces, that is, based on a single technical 

feature or motive. Like WTC and Shostakovich' s Opus 87, these 

pieces are based on a model whether it is a dance piece, a 

song or, particularly with Debussy, a sound or device, Six of 

Debussy's preludes use dance as a primary model, t w o  are song 

82Victor Serof f , Rachmaninof f (New York : Simon and 
Schuster, 1950) , 51. 

B ~ h e  A major key is clearly an exception. Perhaps Debussy 
preferred the tritone relationship rather than the jump to B. 
The A major prelude would then have been postponed-until the 
end of the group, 
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forms, two more are virtuoso studies, Book 11 Number 9 is a 

recitative and Book 11 Number 11 acts as a toccata. The 

remaining twelve preludes use a particular sound or effect as 

a model. As with Chopin's Opus 28 preludes, Debussy' s prelude 

writing continued to exploit the extreme registers of the 

piano while maintaining an intimate atmosphere. 

Of considerable interest is the connection between 

Debussy' s Children' s Corner and Shostakovichr s Opus 8 7 .  Critic 

David Wright suggests that while "Doctor Gradus ad Pamassum, 

in C major and the first of the set. may not officially be one 

of his preludes, it is certainly in the "preludingm style of 

the C major works that begin WTC I and Chapin's Opus 10 and 

Opus 28 ." Beyond Debussy's dedication of his etudes 'A la 

Mgmoire de FrBdQric Chopin' and the sharing of forms (both 

Chopin and Debussy wrote waltzes, nocturnes, mazurkas, dtudes 

and preludes ) , Chopin' s influence is heard in the harmonic 

language and devices within both volumes of Prgludes . One 
obvious example is the parallelism, in particular parallel 

fifths, found in both Chopin's second Ballade Opus 38 in F 

(mm. 189-90 right hand triads) and in Debussyls 'Le vent dans 

la plaine' prelude (Volume I, Number 3 mm. 9-10) .= 
Pianist and composer Ferruccio Busoni (1866-1924) played 

 avid Wright - personal letter to the author dated 
September 23, 1993. 

%hole-tone movement is foreshadowed in Chopin's keyboard 
writing, evidenced in his F minor Concerto during the sequence 
at mm. 221-8. 



64 

a role in sustaining interest in Baroque forms and musical 

ideas as evidenced in  h i s  performing repertoire and 

compositions. Busonir s study on Bach8 s D major prelude and 

fugue (WTC I) Preludio. Fuaa e Fuaa fiuurata (published 1909) 

is an example of this. The arrangement is very similar to the 

original, except for articulation markings and some sudden 

semi-improvisatory outbursts and the octave doublings in fugal 

sections. Busonir s large piano work Fantasia contra~untistica 

(1910) presents a summing up of Busonir s interest in Bach. 

This work contains three fugues, each supplied with a 

variation. These three fugue groups are separated by prelude- 

like contrasts: an intermezzo, a chorale and a cadenza. 

In 1 9 2 7 ,  Shostakovich was awarded a Certificate of Merit 

in the First International Chopin piano competition in Warsaw. 

~t was in  1933 that he composed and premiered a set of 24 

preludes, Opus 3 4 ,  As with Busoni's and Scriabinr s prelude 

collections, Shostakovichrs Opus 34 follows a tonal structure 

similar to that used by Chopin: coupling of relative major and 

minor keys which explore the circle of fifths from C major to 

D minor. The Opus 34 Prelude Number 1 opens with many 

references to earlier preludes : outl ining the C major chord 

over a tonic pedal as in the opening measures of WTC I, 

Debussyrs Doctor Gradus, Scriabinfs Opus 11 Number 1 and the 

Chopin C major prelude Opus 2 8 ,  

These were not the first attempts at prelude writing by 

shostakovich; Opus 2 is a set of eight preludes (1919-20) with 
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an unusual key scheme: G,g,a, f ,Eb-,B,Db,Db. In 1921, five 

preludes were extracted from Opus 2 and published with 

preludes by fellow students. The tonal scheme for this group 

of twenty-four preludes is that of Chopin's Opus 28. 

One obvious similarity between Bachr s WTC, Chopin's Opus 

28 and Shostakovich's Opus 87 is the connection between the 

preludes and various dance forms and genres. As mentioned in 

Chapter 1, many of the WT_C preludes can be considered minuets 

(Book 11 Numbers 6 1 3  8 gavottes (Book I Number 24) , 

allemandes (Book I Numbers 5,7) along with bourrges, 

sarabandes and gigues. The Shostakovich set contains dances 

and forms as detailed in Table 1.2. Opus 28 of Chopin contains 

a mazurka (Number 17 in  A m a j o r )  , and three nocturnes (Number 

4 in E minor, Number 13 in F-sharp major, Number 15 in D - f  lat 

major). 

Another connection between these three collections is 

the concern shown by the composer for tonal structure. Chopin, 

who attached great importance to the temperament of his 

instrument as evidenced in his correspondencea6 featured key 

relations a third away as well as the perfect fifth. Lawrence 

Warner takes this matter further by suggesting a structural 

pr inc ip le  at work: the unity of the cycle, a sort of 

Schenkerian Urlinie, is assured by the harmonic outline I -vi-V 

(C major-A minor-G major), V becoming I in its turn (G major4 

- - - - - - - - - - - - 

%elected Corres~ondence of Frvdervk Chooin, 330. 
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minor4 major) and so on to the final prelude." This differs 

from Bach who was moved by didactic considerations to arrange 

his preludes and fugues in isolated pairs? 

The prelude and fugue split apart between the early 

1800s and 1950 and the two genres developed separately, the 

prelude becoming independent and no longer supplying any sort 

of preface to a contrasting composition. The fugue, st i l l  

considered a learned style, was considered an integral aspect 

of a composer's training but was employed more as a device for 

homage or for the inclusion in larger structures than 

independent concert repertoire. While there are a number of 

important and substantial cycles of preludesa9 for piano, the 

number of fugues or prelude and fugue pairings is small Not 

until Hindemith (1942) and the "Russian counterpoint schoolm 

with Taneyev and Shostakovich does this situation 

change. 

n~awrence ECramer, Music and Poetry: The Nineteenth 
Centurv and After (Berkeley: University of California Press, 
1984), 102. 

s~hoo in  Studies, ed. Jim Samson (Cambridge University 
Press, 19881, 180. 

+he Chooin Studies ed. Jim Samson distinguishes 
collections of twenty-four keys (Alkan, Op. 3 1  [I8471 ; Heller, 
Op.81 118531; Busoni, Op.37 lc.18821 as well as the Chopin, 
~criabin and Rachmaninoff) from set of Preludes made up of 
various numbers of pieces, such as various groups by Liadov, 
szymanowski, 0p.l (1906); Faurg, Op.103  9 0 - ;  Frank 
Martin (1949) and Maurice Ohana (1974). For an enlarged l ist ,  
see Appendix A. 

*~ppendix A lists prominent cycles and smaller groups of 
preludes and fugues spanning 1702 to 1980. 



CHAPTER 3 : SHOSTAKOVICH and Opus 87 

Analytical Deecription of Selected Preludes and Fugues: 

Numbers 1, 5 ,  12, 13, 15, 24 

Before elucidating the reasons for extracting for 

discussion these particular preludes and fugues from the 

opus, I will first present my analytical parameters. For  the  

preludes, form and texture are primary focal points; changes 

of texture that aid in articulating form w i l l  also be noted. 

Motivic development or treatment, and how th i s  aids in 

unification of the composition, will be addressed, Results of 

my search for the DSCH motive (in that pitch order, without 

fragmentation) in both preludes and fugues, will be included 

in the discussion. Phrases and sections are determined not by 

conventional cadences, of which there are only a few, but 

rather by rhythmic and motivic activity. 

Regarding issues of tonality or tonal centricity, there 

appears to be no question but that each prelude and fugue, 

individually and as a pair, expresses a key, even though the 

details of chord-to-chord progression can not generally be 
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explained using the traditional analytical techniques for 

tonal compositions. In the fugues, each subject presents a 

"keyg1 in some way, much as Bachg s fugue subjects do, by 

beginning and ending on the tonic, mediant or dominant. This 

issue is at the heart of the connection between the Baroque 

model and its adoption in the middle of the twentieth-century 

by Shostakovich. The following chart demonstrates this 

adherence to tonality. 

Table 3.1. Tonal Outline of OpUr ub j ects 

Starting 
P i t c h  

87 Fugue 

FUGUE Y 1 Starting I Ending 
Pitch Pitch I Ending 

Pitch 

tonic tonic 

II 2 I tonic I tonic I dominant tonic 
- - - - - - - - 

l ir---- - -  I tonic I dominant I tonic 
- 

tonic 

tonic 4 tonic dominant dominant 
subject 
I . 
4 
sub j ect 
2 

tonic tonic tonic 

1 5 I tonic I tonic I 

dominant 

tonic dominant 

tonic I dominant - I tonic super- 
tonic 

II 7 I tonic I tonic I tonic tonic 

tonic I", tonic 

tonic 

mediant 

tonic tonic 

tonic 

tonic 

1 dominant 1 tonic I dominant tonic 

24 
subject 1 

24 
subject 2 I tonic I mediant I dominant tonic 

Selecting which works to discuss has been arbitrary to 
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a certain extent, but a logical place to start appeared to be 

with Number 1 in C major and Number 24 in D minor- - the opening 

and closing of the cycle--as well as the last one of Book One 

(Number 12 in G-sharp minor) and the first one of Book Two 

(Number 13 in F-sharp major). A sample piece was then chosen 

from between these extremities - -Number 5 in D major and Number 
15 in G-flat major. This selection presented a good variety: 

Number 1 is closely connected both texturally and harmonically 

to a Baroque prelude and fugue f o m -  -the first prelude of WTC 

L; Number 15 is the most forward-looking and experimental, 

with its =-tone chromatic subject in its fugue. Overall, the 

selection g r e w  from a desire to represent fairly the contrast 

and variety found in t he  collection. The fugues chosen vary in  

density: 3 ,  4 and 5 voices. Fugue Number 24 is i n  some ways an 

exception to this group of intimate forms as it develops into 

a m i x t u r e  of concert-etude and sonata-like structure, and 

perhaps more readily than any other in the s e t  could be 

performed successfully on its own. In terms of meter, variety 

is more difficult to obtain--five of the six selected preludes 

are in triple meter. With the fugues, however, we f i n d  

examples of duple meter, t r i p l e  and changing meter, and 

quadruple and quintuple m e t e r . 9 1  The selected preludes and 

 he number f iven has been featured frequently and 
therefore presumably symbolically in Opus 87. There are many 
instances of quintuplets (32nd notes in Fugue number 16, 8 t h  
in Prelude number 23 ) , 5/4 meter (Fugues number 12, 17 and 19 
with subjects grouped 2+3 and episodes grouped 3c2--not unlike 
the Russian wedding songs with five-syllable text lines), 
changes in meter to 5 / 4  (Preludes number 9, 20 and 2 4 ,  Fugues 



fugues also display a number of the features that have been 

described earlier as typical of Shostakovichf s work: Jewish 

musical elements, the pianistic (prelude 13) versus the 

abstract (prelude Number 51, and the occasional incidence of 

Russian folk music (subject for fugue Number 13) .* The 
inclusion of these various elements contributes to the 

richness and uniqueness of these works, and aids in our 

understanding of Shostakovich's style- 

Finally, the preludes chosen display a range of textural 

variety. The chordal texture of prelude Number 1 contrasts 

with the homophony of Number 5. Solo contrasted with tutti is 

a feature in prelude Number 13. The pairings of preludes and 

fugues represent those with contrasting elements (Number 5 1 

and those with shared features (Number 15, 2 4 ) .  O n  the  other 

number 15 and 16) or two-against-three cross rhythm as in 
Prelude number 24, even a five-part texture in Prelude number 
1. Braun suggested that t h i s  use of the number five was a way 
to include Soviet symbology--two being Stal in and three being 
the  people--or, more likely, Shostakovich showing t h e  
imbalance of Soviet society. ( B r a u n ,  Joachim. "The Double 
Meaning of Jewish Elements in D i m i t r i  Shostakovich's MusicN- 
Musical Ouarterlv 71 (1985) : 68-80) . Because I am dealing only 
with a selection from the set, however, the symbolism of the 
number 5 has not emerged as a salient feature. 

=while not a recognizable folk song, this brief subject 
contains elements of Russian folk melody: small range (4th), 
modality (mixolydian) and intervallic content of mainly 
seconds and thirds- These elements were noted by this author 
while studying collections of Russian folk songs including 
those collected by Tchaikovsky (Fifty Russian Folk Sonqs for 
pianoforte 4-hands (1868-9), Children's Ukrainian and Russian 
Folksonus (two books: 1872, 1877) and 66 Russian Folk Soncrs 
(voice and piano, 1872) ) - There is also considerable 
discussion of these  elements i n  Alfred Swan's Russian Music 
and its Sources in Chant and Folk Sonq (Norton: New York, 
1973) . 



hand, Shostakovich joins each prelude and fugue pair with the 

marking attacca, confirming that he conceived each pair as a 

unit. 

My analysis of the fugues includes a discussion of the 

character and length of subjects and answers, whether that 

answer is real or tonal, the existence of countersubjects and 

the use of contrapuntal procedures such as diminution, 

augmentation, inversion and retrograde, stretto and pedal 

point.n For the purpose of this study I have considered a 

countersub j ect contrasting and recurring material which 

is placed along side of answer rather than any counterpoint 

occurring simultaneously with the subject or answer. Overall 

structure is based on key areas, expositions, episodes and 

local texture. The analysis will make apparent how closely 

Shostakovich borrowed Baroque procedures in his writing, The 

terminology used I have used is laid out at the conclusion of 

93~hile the first procedures mentioned (diminution, 
augmentation, inversion and retrograde) can be considered 
developmental, the pedal point acts as a crucial structural 
element. In a Baroque fugue, this structural device (the 
dominant pedal or occassionally the tonic) prepares the 
listener for the return of the tonic key for the final 
exposition. Many preludes in Op. 87, as well as historical 
models, also use the tonic pedal as a final establishment of 
the tonality of the piece. While Shostakovich does use tonic 
pedals at the coda, his avoidance of a pre-recapitulation 
dominant pedal throughout Op.87 points to a lack of interest 
in imitating all aspects of Baroque fugal style. Shostakovich 
does use pedals (bass voice or inverted) in three of the 
fugues analyzed here: tonic pedal at the coda of Fugue #1 C 
major, a submediant pedal in Fugue #1 prior to the final 
section, a subdominant pedal in Fugue #5 D major and one 
dominant pedal in Fugue #13, the half -way point in the cycle. 
In Op.87, the majority of pedals are subdominant. 



Chapter 2 pp. 51-53. 



PRELUDE Number 1 C Major 

Composition D a t e :  October LO, 1950 

Measure T o t a l :  5 7 ,  3/4 meter 

Tempo: moderato. quarter = 92" 

The five-voice texture of t h i s  sarabande is interrupted 

by three rising single-line links (mm. 15.31-2.58) , that 

segregate this piece into four distinct sections (Table 3.2) . 
A prominent feature of this prelude is the insistent 

quartar/dotted-quarter/eighth rhythm. similar to that  found in 

many Baroque sarabandes. Harmonically, one can see the 

connection between this prelude and Bach's C major prelude 

f r o m  WTC I. 

Example 3.a. Bach WTC I Prelude m e t  1 am. 1-2 

Example 3.b. Shostakovich Opus 87 

Briefly, the  two 

and voicing--a I 

r* . - - - - - - - - - - - 
- .  - ---- __, --,:yu-:-= .- -- - -  --- - - - -  

pieces s h o w  a similarity in harmonic rhythm 

chord w i t h  t h e  mediant in the  soprano over a 

%~etronome markings are a l l  by Shostakovich. 
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tonic pedal which is suspended into the second measure? Here 

the harmony changes--to ii6/5 in Bach piece and V7 in that of 

Shostakovich--by stepwise motion in the voice-leading, with 

suspensions creating a major second. While Bach maintains this 

texture and movement throughout, Shostakovich chooses to 

interrupt the flow with the linking passages. Bach's prelude 

has sequential  passages (mm. 5+6,7+8) similar to Opus 87 

Number 1 (mm. 19+20,21+22) with a dissonance (either a major 

second or a minor second) on the downbeat of the  second 

measure of each pair of measures. A tonic pedal precedes the 

final tonic chord (with tonic in soprano) in both preludes. 

The chromaticism and dissonance found throughout 

sections two and three (created by the vertical juxtaposition 

of smoothly written lines, as in m. a 1 2 1  anticipates the tonal 

and structural experimentation explored throughout the  cycle. 

It is perhaps no accident that all twelve chromatic degrees 

are found i n  this C major prelude; they represent the 

constellation of keys available to the composer. Bachrs 

prelude, however, is essentially diatonic throughout. 

9 5 ~ t  is also possible to link Opus 87 Number 1 Prelude to 
Chopin's C major prelude from Opus 28 by way of harmonic 
rhythm: Chopin sustains I (with an added 6th) for one measure, 
moving to V in first inversion for one measure and so on. 



Table 3.2. Opus 87 Prelude Nuamber  1 in C major: Sttucture 

I1 Section Divisions 

Section I 
( 2  phrases mm. 1-8 
and mm. 9-14) 

II accompanied single- line anticipating 
I( return of 5-voice 
texture 

Section 2 
(mm, 19-30, texture 
change at mm. 23-25 
followed by 
harmonically 
distant 
tonicizations 

/I Link mm. 31-34 
Section 3 
(2 phrases mm. 35- 
4 2  and mm. 43-58, 
recapitulation 

quarter/dotted- 
quarter/eighth 
rhythmic motive 
dominates 

eighth rest - 
eighth notes 

resumption of 
quarter/dotted- 
quarter/eighth 
rhythm 

eighth rest -eighth 
notes 

resumption of 
quarter/dotted- 
quarter/eighth 
rhyt hrn 

eighth rest - 
eighth notes 

Tonal Areas, 
Anomalies 

phrase No.1: C/c 
No .2 :E-flat/e-flat 
W - f l a t / D / C / H 1 '  in  
soprano mm. 7 - 8  (a 
m i x  of DSCH 
rnonoaram) 

E-flat m a j o r / e - f  l a t  
minor 

- - - - - - - - - - - - - - - - - - - 

C minor (raised 
seventh) , 
C major mm. 9-11 
E-f lat inflections 
progression in m. 
19-22 m o v e s  through 
the circle of 
fifths with a 
series 7th and 9th 
chords 

E-f lat tonality 

midpoint of piece 
and return of C 
major material 

rn. 37 providing 
dominant function 
for final C major 
area 
- shorter than 
previous links 



Section 4 
(mm. 61-67, a brief 
coda presenting 
tonic key w i t h  a 
cadence -[dominant 
3 -  after 
vacillating between 
tonic and dominant) 

resumption of 
quarter/dotted- 
quarter/eighth 
rhythm 

C / G  ( ton ic  and 
dominant pedals) - 
recalls t he  opening 
w i t h  its dominant 
pedal (sustained GI 

PUGUE Number 1 C Major 

Compositional D a t e :  October 11, 1950 

Measure Total: 107, 2/2 meter 

Tempo: moderato, quarcer = 92% 

Voices: 4 

3.c. Opus 87 Number 1 Fugue Subject 

This fugue includes an eight -measure sub j ect , taken f r o m  

~hostakovich's Sona or' the Forescs (1949, mm. 13-16 bass 

solo), which enters in the bass voice. The subject uses long 

note values and syncopations suggestive of the scyle of late 

~enaissance polyphony. The tonality of the fugue is secured 

with the  subject having a strong focus on t o n i c  and dominant 

% There is a question regarding Shostakovich' s metronome 
marking. Xhile marked a rather slow quarter note = 92, most 
recordings, including Shostakovich's 1958 recording, move at 
the half note = 92, or, a t  least, an accelerated quarter note 
pulse (see chart Appendix 5) , thereby making the subject more 
easily distinguished. This marking has never been changed for 
any of the editions despite Shostakovich' s having acknowledged 
that this as an error. 



pitches 

subject 

entries 
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while ending on the mediant. Subsequent entries of the 

are modal: that is, they contain no accidentals, with 

eventually on every degree of the diatonic scale 
(Table 3 - 3 )  . 
Table 3 . 3 .  Opus 87 Fugue Number 1: Subject Entries 

Scale D e g r e e  of Mode -try 
-tw 

dorian m. 66 I 

- 

on G (V) 

on E (111) 

on B ( V I I )  

on F (IV) lydian m. 87 

T h e r e  is one stretto starting m. 80 i n  which t h e  

d i s t ance  between the soprano and bass lines is reduced to a 

half note. This stretto continues until a further pair of 

entries of t he  subject in t h e  bass then tenor, now a whole 

note  apart, occurs h. 87) . There is a submediant pedal in mm. 

96-100 in t h e  tenor, followed by a t o n i c  pedal from mm. 102- 

1 0 7 .  

mixalydian 

~hrygian 

locrian 

The work comprises 2 sections divided at rn. 79 w i t h  a 

new texture and the appearance of left hand octaves providing 

the countersubject. In many ways, Shostakovich8s first fugue 

in t h e  cycle shows l i t t l e  resemblance to those in WTC. 

Nevertheless, it provides a compelling introduction to the 

set, and anticipates a number of the techniques and devices 

used later. 

rn. 9 tenor, m. 27 
I 

m. 40 

m. 48 



T a b l e  3 . 4 .  Opus 87 Fugue Number I: Exposition D e t a i l s  

Subject/ Length Range Voice 
voice 

bass, mm, 14 notes, 8 octave 
1 - 8  bars, I6 start: 

beats tonic 
end : 
mediant 

bass 

Features 

tonic- 
dominant 
focus 

Aaswet 

entry 
point - 
m. 8 ,  
tenor 

Scale 
Degree of 
Entrv 

real dominant 

Voice Entries for Exposition: 
BTAS 

I Tonal Areas for Fugue: 

Structural Sections : 

No-1 - bass m. 1, No.2 - tenor 
m. 9, No.3 - alto m. 19, 
No.4 - soprano m. 27 

No. l - mm. 10-18 (bass) , N o . 2  
- mm. 19-27 (tenor), N o . 3  - 
mm, 2 8 - 3 6  (alto), N o . 4  - mm. 
40-48  (soprano), N o . 5  - mm. 
59-66 (bass), No.6 - mm. 67-75 
(soprano), No.7 - mm. 99 - 107 
(varied) 

I:C major (mm. 1-40), modal - 
(mm. 41-78 see entry chart 
above), 1:C (mm. 79-107) 

Exposition: mm. 1-33 
Middle Section: mm. 33-79 
Final Section: mm. 79-107 

I ~irninution I I 



II Inversion 

Beginning m. 80, the stretto 
is introduced in the upper 2 
parts. At m. 87, the lower 2 
parts have the stretto while 
the upper parts have free 
material. At m. 99 an 
incomplete stretto appears 
between the  soprano and bass. 

submediant pedal ( tenor) mm , 
96-100 
tonic pedal mm. 102-107 

PRELUDE Number 5 D Major 

Composition Date: October 29, 1950 

Measure Total: 71, 3/4 meter 

Tempo: Allegretto, quarter = 120 

The texture comprises 2-part counterpoint between bass 

and soprano with a recurring arpeggiated or strummed 

guitar/balalaika-like accompaniment (at the opening of the 

main phrases mm. 9,13,32) . Interest is developed with the 
reversal of roles at m. 23, the  soprano moving to an inner  

voice in the left hand while the bass line becomes a melody 

for the right hand. This structure is altered at rn. 29 when 

the eighth notes move to the lowest sounding voice. 

With focus on tonic and dominant, this is a strongly 

tonal work that nevertheless shifts its tonal emphasis by a 

third. Two examples of these shifts occur at m. 13 (to flat 

VI : Bb major) and at rn. 32 (to VI : B minor) . The overall 
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harmonic plan unfolds in this order: I: D major mm. 1-12, flat 

VI: B-flat major mm. 13-22, I: D major mm. 23-31, VI: B major 

mm. 32-38, I: D major mm. 39-48, vi: B minor mm. 49-53, I: D 

major mm. 54-71. Dissonance is frequently featured in the 

counterpoint: sevenths (the F-sharp seventh at rn. 411, passing 

tones such as minor seconds (m. 17) and ninths  (mm. 69-71 the 

E against the bass D). Scale degrees 5-6-7 (m. 5, bottom of 

right hand) provide counterpoint t o  the bass as w e l l  as 

dissonance. S t e p - w i s e  motive recurs throughout the piece, 

especially in the new B-f l a t  tonality, (ascending mm. l9,47,59 

and descending mm. 7,13,15,17,53). 

The consistency of the rhythmic figure is notable as 

m o s t  of the prelude is based on the quarter-quarter- 

quarter/eighth-eighth-eighth-eighth-quarter figure of the 

accompaniment in mm, 1-2, as well as a variation in mm. 3 -4 .  



FUGUE Number S D Major 

Camposition D a t e :  November 1, 1950 

Measure Total: 148, 2/4 meter 

Tempo: Allegretto, quarter = 138 

Voices: 3 

The predominance of tonic and dominant pitches makes 

t h i s  fugue a strongly tonal work w i t h  brief passages i n  other 

keys: neasures 39 (iii: B rninori, 7 5  (VI: %flat major), 32 

( f l a t - v i i :  c minor), and 116 (flat-VII: C m a j o r ) .  A complete 

outline of keys is found in Table 3 - 5 .  Contrast is created by 

the siower noving legato countersubject against the steady 

e i g h t h  note movement of the subject (m* 81 and a second still 

slower moving countersubject in the alto at m. 19. This is a 

three-part fugue w i t h  entries in the order alto, soprano, and 

bass, on the p i t c h e s  A-D-A, with an interlude between t he  

second and t h i r d  encries ,  a procedure frequently encountered 

in Baroque fugues. The answer, first heard 2nter ing in measure 

8, is tonal--the first one in the collection, 

Example 3.d. Opus 8 7  Fugue Number 5 in D major - Subject 



Fragments of the  seven-measure sub j ect recur mativically 

throughout and in varied form as in mm. 92-97, This tightly 

conceived work also contains events such as the motive-based 

ostinato at the beginning of m. 98 as well as the incomplete 

s t r e t t o  at measure 128, The subject has a dance-like quality 

as well as a variety of articulation. The D major fugue 

subject of J.S .Bach (WTC I1 Book 2) shares repeated notes 

followed by a descending fifth, although this time from tonic 

down to subdominant. 

Two lengthy stretti occur, first in the tonic  key at rn. 

107 and then again in C major at m. 117. The texture is 

consistent throughout, with the longer values and harmonic 

intervals at mm. 142-148 (coda) being the exception. 

Table 3.5. Opus 87 Fugue Number 5: Exposition Details 
Ir I I I il 

II Subject/ 
voice I ==lgth 

alto, mm. 111 24 notes, 7 
measures, 
14 beats 

- - 

Voice 

R a n g e  

Type 

entry 
point -m. 
8 ,  soprano 

6th 
start: 
tonic 
end : tonic 

tonal - the 
first one 
in the 
collection 

Scale 
Degree of 

Voice I ~eatures I1 
alto rests, 

focus on 
dominant, 
r epe t i t i on  
s tacca to  
vs. slurs 



Voice Entriee f o r  Exposition: 
ASB 

--- 

Tonal Areas for Fugue: r 
S tzuctural Sections : 

Coatrrapuntal Procedures 

Auqmentat ion 

11 Diminution 

Inversion 

- - 

Number I - alto m. 1, No.2 - 
soprano m. 8, No.3 - bass m. 
19 

. - - - - - 

i n i t i a l  CS has descending 
legato l ine  and sustained 
pitches (mm. 8-14) and recurs 
m. 33,40,52,59,75,82,98 
- second CS first appears mm. 
19-24 (alto) and recurs m. 
33,40.59,75,98,134 

. . - - - - - - - 

Exposition: mm. 1-26 
Middle Section: mm. 27-133 
Final Section: mm. 134-148 

Location 

found in the fourth 
exposition: mm. 107-116 and 
mrn. 117-124 

tonic - last 4 measures 
subdominant (145 - 147 1 



PRELUDE Number 12 G-sharp M f n o t  

Composition D a t e :  December 13, 1950 

Meaaute T o t a l :  119, 3/4 meter 

Tempo: Andante, quarter = 138 

This prelude, a passacaglia, closes the first half of 

the cycle and is in an unaltered minor or aeolian mode 

throughout. The following chart (table 3.6) shows the  variety 

of textures used with each statement of the passacaglia theme. 

The entire prelude increases in density until the seventh 

statement of the passacaglia theme (mm. 73-82) and then 

diminishes in density with longer note values and fewer 

voices. 

This passacaglia is not unlike J. S , Bachr s adagisissimo 

from Ca~riccio sopra la lontananza del suo fratello 

dilettissimo BWV 992 in F minor. The passacaglia theme is 4 

measures long with 10 subsequent reiterations. The two 

passacaglias have similar note  values for the first two 

measures, and both move f r o m  dominant to tonic. The texture 

remains 2-part throughout and the re  is a perceived 

acceleration with the eighth notes becoming constant by the 

end of the sixth reiteration. As a linking device, the 

counterpoint to the last statement (mm, 107-119) becomes the 

subject of t h e  fugue. 



Table 3.6. Opus 87 Prelude Number 12 in G-sharp minor: 
S tmlctute . 
Paaeacaglia 
Theme 
Statement 

N0.l: m. 1-12 

(1 N0.6: mrn. 61- 

Number of 
Voices 

- - - - - - - - - - - - - - 

2 (soprano & 
bass with 
accompaniment 
figures with 
1-2 voices) 

Prevailiag 
Rhythmic 
Act iv i ty  

values : half, 
Quarter, 
unison octaves 

h a l f ,  quarter 

half, quarter 

half, quarter 

half, quarter, 
eighth 

h a l f ,  quarter, 
eighth 

melody enters 
and begins as 
augmentat ion 
of theme, 
lowered 
supertonic in 
m. 30 (V/V 
im~lication) 

ascending 3 rd 
and descending 
second of 
countersub j ect 
in inversion 
of theme 

c-sharp six- 
four at m. 48 
creates 
unexpected 
cadence 

new soprano 
w i t h  chordal 
accompaniment, 
wide range 

ri tard and a 
tempo, 
placement of 
alto on the 
downbeat, 
elision of 
~hrases  



. - 

hal f ,  quarter, 
eighth 

quarter 

half, quarter 

varied bass, 
passacaglia in 
the soprano as 
part of 
chordal 
accom~animent 

similar 
texture to 
statement 
N0.6, many 
eighth notes 
in 
soprano/alto, 
flat- 
supertonic m. 
78 

similar to 
statement N0.2 

single bass- 
line, 
scattered 
eighth note 
passing tones, 
soprano is 
same rhythm 
and shape of 
fugue subject 



WOVE Number 12 G-aha- Minor 

Catposition D a t e :  December 15, 1950 

Measure Tota l :  123, 5/4 meter 

Tempo: Allegro, quarter = 152 

Voices: 4 

Example 3,s. Opus 87 Fugue Number 12 - Subject mm. 1-4 

The complex subject of this fugue has a jagged shape and 

unsettling fragmentation despite a metrically stressed tonic. 

There is, as w e l l ,  a tonal ambiguity in the  avoidance of a 

clear dominant tonal area. The third bar of the subject 

contains two chromatically altered pitches (D-natural [f lat-  

dominant 1 and A-natural [ £  lat -superconic] ) but it does not  

modulate. The interval of a sixth plays a prominent role as 

the  first non-stepwise interval. The close of the preceding 

prelude offers a premonition of the  subject: the tenth 

statement of the passacaglia theme (mm. 107-119) contains the 

shape and rhythm of t h e  fugue subject in the soprano. 

This is the first of three fugues in 5/4 meter, and is 

the most complex. Freundlich points out that t he  5 / 4  meter of 
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the  first four bars of the subject is grouped 2+3? The 

metric grouping of the episodes is, however, 3+2, as heard in 

m. 8 left hand. The grouping of the 5/4 beats of the 

countersubject is unclear and changing. 

The texture is most dense at mm. 56-58. The use of 

material from the subject and countersubject drops away until 

m. 83 and a counterexposition, the only one in this set, 

begins, although in stretto, in the voice order: alto, 

soprano, bass and tenor. The complexity of this fugue is 

increased by the inclusion of free material. Examples of these 

new ideas occur as early as m. 14 (soprano) and m. 50 with the 

6-note scalar passages. 

The harmonic design is that of tonal centres that are a 

third apart: i (G-sharp minor prevails until m. 24 and 

alternates with its dominant minor until m. 46) - I11 - i - VI 
(flat-VI and vi) - i . The remainder of the piece has 

intermittent tonicizations with a brief re-establishment of 

the tonic at m. 76. The tonic is reached at the  final chord 

through a first inversion augmented-sixth chord (German VI) . 
While not an uncommon cadence, it is surprising to hear it as 

the penultimate chord in a piece. Shostakovich did t h i s  in m.  

32 of the  first dance of Three Fantastic Dances Opus 5 (1922). 

97~rwin Freundlich, ed. , Dmitri Shostakovich, 24 Preludes 
and Fumes (New York: Leeds Music Corporation, 1955), 2. One 
could argue t h a t  the grouping i n  the subject is 3+2 with the  
second group starting with t h e  longer value of quarter or 
dotted quarter. ~reundlich does not justify this sfatement. 



Length 

4 bars, 22 
notes, 18 
beats 

real 

s t a r t  : 
ton ic  
end : 
m e d i a n t  

Table 3-7. Opus 87 Fugue Numkez 12: Exposition Details 

I r 

e a 

I I 

m 

asymmetri - 
cal 
subject , 
rests, 
chromatic - 
ally 
altered 

Scale 
Degree of 

Structural Sections: 

Featurea 

Couatexsub j ects : 

Tonal Areas for Fugue: 

No.1 - alto rn. 1, No.2 - 
soprano m. 4, No. 3 - bass m. 
10, No-4 - t eno rm.  14 

initial CS has an octave range 
(mm. 4-8 ,  recurs mm. 
10,14,21,25,31,35,37,43,46,53, 
57,77,86) while a second CS 
(mm. 10-14 alto) recurs mm. 
14,30,34 

i:g-sharp (1-241, 1II:B ( 2 5 -  
3 0) , i :g-sharp/d-sharp minor 
alternation (30-381, VI:E (39- 
461,  flat-1V:C or aeolian on A 
(47-54) vi:e (55-56), flat- 
111: B-flat (57-58) , flat-1:g 
(59-641, flat-1V:C or aeolian 
on A (65-75), i:g-sharp (76- 
9 6 )  , vi:e (97-101) , flat-1V:C 
or aeolian on A (102-110), 
i:g-sharp (111-122) 

Ekposition: rnm. 1-18 
Middle Section: 19-97 
(including further expositions 
mm. 20-28, 30-38, 83-97) 
Final Section: rnm. 98-122 



S t t e t t o  I mm. 84 beat 4 

Contrapuntal Procedurres 

- 

Pedal Point dominant pedal mm. 76-81 

Iavezaion mm. 76 (V) 

Location 

PRELUDE Number 13 F-sharp Major 

Composition Date: December 20, 1950 

Measure Total: 55, 6/8 meter 

Tempo: Moderato con moto, dotted quarter = 66 

This prelude, the opening piece to the second half of 

the cycle, is sharply contrasted w i t h  the one before it: it is 

more lyrical and has a strong tonic-dominant relationship. The 

texture throughout is a simple melody with accompaniment 

interpolated with cadenza-like flourishes (mm. 1,3,4,13,14,16- 

18). Measures 10 and 11 present a three-eighth-note rhythmic 

motive fo r  the first time. The change of meter in m. 14 to 7/8 

precipitates a recitative or one hand solo based on material 

f r o m  the opening measure. 

Although there are brief visits to other keys in mm. 5-6 

(3rd related D-sharp major), m. 23 (C major) and the sequence 

of D major-F major-A major chords (all related by thirds) at  

mm. 45-46, the work retains its F-sharp tonality by means of 
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recurring tonic chords i n  root position (mm. 12.39.49) as well 

as dominant-tonic cadences. The first eighteen measures 

feature the first, third,  f i f t h  and sixth scale degrees of F- 

sharp major by sustaining these notes at the end of each 

flourish. These pitches are also sustained at  various phrases 

endings, at mm . 2 , s  and 9 f o r  example, while the supertonic is 

sustained in measure 31. The final seven measures sustain 

tonic harmony producing a weak cadence i n  preparation f o r  the 

attacca of t h e  following fugue. 

The similarity between t h e  opening of t h i s  prelude and 

that of Chopin's Opus 28 Number 18 in F minor is notable: a 

single melodic line of similar shape followed by a held 

soprano note below which repeated block chords appear. 

Example 3.9. SHOSTAKOVXCH Opus 87 Prelude Number 13 nm. 1-3 



FUGUE N-er 13 F-sharp Major 

Camposition D a t e :  December 2 2 ,  1950 

Measure T o t a l :  164, 2/4 meter 

Tempo: Adagio, quarter = 66-72 

Voices: 5 

Example 3.h. Opus 87 Fugue Number 13 Subject mm. 1-5 

The subject fo r  t h i s  f ive-voice fugue, the only one in 

the cycle, is unique in that  it is the shortest (seven notes, 

10 beats) as well as perhaps the simplest. It begins and ends 

on the tonic and encompasses the range of a fourth. There is 

a real answer in tenor I a t  t he  dominant. This is followed by 

the alto  voice stating the  subject, which is answered in t h e  

soprano voice. The exposition is completed with a linking 

passage (mm. 24-27)  followed by t h e  subject stated by the 

bass. The countersubject, first announced in m. 6 in tenor 11, 

provides rhythmic interest; it is here that quicker moving 

eighth n o t e s  appear. 

Folk-song qualities are evident in t h i s  subject: it is 

short and non-florid, it possesses a small range, and it 

exploits largely stepwise motion, 

Finally, Fugue No. 1 3  contains the DSCH signature 
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clearly and unmistakenly. It is likely that Shostakovich meant 

this to be the one obvious signature of the work at i ts  h a l f -  

way point: mm. 99-105 beginning with the right hand "Dlr half 

notes (mm. 99-100) over which appears an "E-flatw (m. 100) . 
The E-flat lasts f o r  two bars (mm. 100-1011 under which a "CW 

appears (m. 101) . This Tm lasts  until measure 104 where it 

moves to a B-natural (wHn), thus completing t h e  motive. The 

intervallic content as well as partial or jumbled versions of 

this signature appear throughout the texture in mm. 8 4 - 9 9 ,  

primarily in upper voices, serving to announce the conspicuous 

presentation of the theme. 

Example 3.1. Opus 87 Fugue Number 13 mm. 99-105 

O n e  unique faature of Fugue Number 13 is t he  Link (mm. 

L O - 1 4 )  which provides new material used later in the se t .  

Furthermore, there is development and variety resulting f r o m  

the amount of diminution (certainly more that any of t h e  other 

fugues in the collection) and the employment of common-chord 

modulation, the avoidance of cadences and placement of six- 

four  chords. These sudden tonal s h i f t s ,  as well as prepared 

dissonances, suspensions and appogiaturas are reminiscent of 

the late Renaissance Flemish style as heard in t h e  works of 

Ockeghem and Obrecht , 



T a l e  3 . 8 .  Opus 87 Fugue Number 13: Exposition D e t a i l s  

tenor 11,  7 notes, S 
mm. 1-5 measures 

4th tenor 11 non- 
start: florid, 
tonic largely 
end : tonic stenwise 

Answer/ Type Scale 
Voice Degree of 

-try 

entry 
point - m. 
5, tenor I 

Voice Entries for Exposition: 
TII,TI,ASB 

Counteraubjecta: 

Tonal Area8 for Fugue: 

Structural Sections: 

**C 

No.1 - tenor I1 m. I, No.2 - 
tenor I rn. 5, No.3 - alto m. 
14, No.4 - soprano rn. 18, No.5 
- bass m. 28 
CS 1 (mm. 6-10 tenor 11) 
recurring m. 
15,20,29,39,44,60,65,80,85 
CS 11 (mm. 15-19 tenor I) 
recurring m. 
2 0 , 2 9 , 4 0 , 4 4 , 6 0 , 6 5 , 8 6 ,  
There is also distinctive 
material from the first l i n k  
(10-14)  , the dotted- 
quarter/eighth that recurs as 
a unifying motive throughout 
(examples at rn. 24,26,36,50). 

F-sharp1 (1-38), g-sharp:ii 
(39-471, a-sharp flat v i i  (48- 
51) . c-sharp mixolydian ( 5 2 - g -  
sharp:ii (G:flat-I1 (77-83), G 
phrygian (84-107) , F-sharp: 1 
(108-1221, d-sharpvi  (123- 
1361, d : f l a t - v i  ( U 7 - 1 5 4 ) ,  F- 
sharp1 (155-163) 

Exposition: 1-33 
Middle Section: 34-146 
( inc lud ing  further expositions 
mm. 39 -47 ,  rnm. 59-64,  7 8 - 8 8 ,  
Final Section: 147463 



Stretto 

I Pedal P o i a t  

Location 

initial entry m. 153 - subject 
in parallel 3rds 

mm. 116-145 (hinted at in m. 
112 1 

mm. 116-145 - at m. 140 there 
is a double stretto - one in 
note values of the original 
exposition (middle system) , 
the other in diminution (upper 
sys tern) 
- - - 

PRELUDE Number 15 0-f lat Major 

Compoeition D a t e :  December 30, 1950 

Measure Total: 206, 3/4 meter 

Tampo: Allegretto, dotted half = 84 

Alternating a texturally light and rhythmically playful 

dance with deliberate and accented strokes, Prelude Number 15 

maintains constant contrast. The work is in three sections, 

articulated by key areas, cadences and texture (as shown in 

Chart 3.9) , with the A section from mrn. 1-84, the B section 

mm. 85-138 and the return of an altered A mm. 1 3 9 - 1 8 3 .  A coda 

is formed in mm. 184-206, The Prelude and Fugue combined 

comprise the longest pair in the set. Shostakovich employs an 

authentic cadence as a unifying device in the prelude, always 
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returning to it despite distant modulations. These cadences 

define the key areas as well as structural points. There are 

textural changes f o r  each main section. 

Table 3.9. Opus 87 Prelude Number 15: Structure aaad Datail 

.I 

I D  

- - -  

D-flat: I: mm. 1-23 with brief 
sections of material i n  sharp- 
IV minor key (g) mm. 15,17- 
191, chromatic linking section 
mm. 21-27, B-flat minor:vi mm. 
28-47, D-f1at:I mm. 48-61, G- 
with flattened submediant in 
mm. 54 and 56 as well a return 
of the G material f r o m  mm. 
15,1749, D-flat:I mm. 62-85 
and a strong tonic cadence 
(unlike previous preludes) 
with non-tonal pitches 
(suggesting C-flat (m. 64) , G- 
flat (m. 68) and e-flat (m. 
70) . Relative minor (b-flat) 
unexpectedly appears at m. 73 
providing both humour or 
surprise and a strengthening 
of the tonic material. 

MATERIAL 

contrasting 
sections and 
dynamics : 
light dance - 
like character 
and melody 
against heavy 
octaves (mrn. 
17,41 for 
exam~le 1 

Tonic key with an E-flat minor 
area (octave doubling) mm, 
103 -110 

Tonic with insertion of ideas 
from previous sections. Coda 
contains humorous "wrong 
notest1 which senre to 
strenqthen the tonic. 

CADENCES 1 TEXTURE 
clear dominant 
tonic cadences 
throughout 
(tonic) as 
well as V-i 
entry at the 
B-flat minor 
section (m. 
27) 

harmonic and 
contrapuntal 



single line 
melody based 
on fugue 
sub j ect , 
ostinato 
accompaniment 
(m7th) , 
parallel 
support at mm. 
103-107 

same as A 

D-flat:V-I: mm. 
89-9O,lOl-2ll- 
l2,U3-4,l23- 
4,138-9b-flat: 
V-i mm. 109- 
10, sequence 
at 129-133: V- 
I in A then F 

homophonic : 2 - 
part  

similar to A 
section with a 
sudden 
intensity at 
m. 162 with 
the addition 
of octaves in 
the melody 
with the left 
hand assuming 
melodic 
material at m. 
167. The coda 
continues with 
previous 
material from 
A/Af with 
j uxtapas i t ions 
of ostinato 
figures from B 
at mm. 190, 
201 and 203 



FUGUE Number 15 0-flat Major 

Compoeitioa D a t e :  January 8 ,  1951 

Measure Total: 2 8 2 ,  3 / 4  meter, variable meters throughout 

T q o :  Allegro molto, dotted half  = 188 

Voices: 4 

W l e  3 .  j . Fugue Numbet 15 Subject m. 1-7 

T h i s  work has been astutely described by Freundlich as 

follows : 

As though pursuing a momentary inspirat ion Shostakovich 
begins his fugue with a chromatic subject that includes 
eleven dif f etent melodic tones and covers every interval 
from the minor second to the major sixth. Its careeniag 
character is developed as the fugue proceeds although at 
no time (until the  very end) does the subject include 
the missing twe l f th  tone. Chroma~ic counterpoints and 
s t r e t t  i in imorthoaox rhythmic re la t ionsh ip  to the  
subject almost mnvince t h e  listener of =he atonal 
tendencies of t h e  music. However, after some especially 
emphatic chromaticisms, an insistent V to 1 in block 
chords punctuates the music. Similar dominant-tonic 
progressions struggle w i t h  t h e  subject uncil, at the  
very end of the fugue, af ter  cwo abor t ive  attempts to 
state i c s e l f ,  t he  subject has che audacity to include 
the missing twelfth tone in its final statement. At this 
po in t  Shoscakovich puts the entire twelve-cone row to 
rout w i t h  a final resounding V to I in clear D-flat 
major. The outcome is decisive: tonality w i n s  che day." 

The constellation of pitches in t h e  subject, moving outward in 

'%win FreunaLich, ed . , 24 Preludes and Fuaues f o r  Piano 
!New York: L e e d s  Music Corporation, 1955) , preface. 



a wedge 

interval 

form, allows only 

w i t h i n  the octave 
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brief m o m e n t s  of tonality. Every 

(save m7th, M7th. P8) is contained 

within this theme. J.S.Bachrs Fugue in B minor from Book I of 

WTc does contain twelve different pitches while the 11th fugue 

f r o m  the same book, E minor, has ten different pitches. 

Perhaps Shostakovich felt the need t o  fill in the gap w i t h  an 

eleven-tone subject. The unification of prelude and fugue is 

achieved by t he  insertion of cadences and repetition of 

material f r o m  the prelude towards the end of the  fugue (final 

section, see Table 3.10 ) . 



Subject/ 
voice 

Table 3.10. Opus 87 Fugua Number 15: Exporritioa Deta 

soprano, 
m. 1-6 

Annwed 
Voice 

entry 
point - m. 
7, alto 

Length Voice 

6 bars, 11 
notes, 20 
beats 

real 

- - 

7th 
start : 
tonic  
end: tonic 

Scale 
Dagtee of 
Entrv 

Voice Eattiea for  Exposition: 
SABT 

Countersubjects: 

Tonal Areas for Fugue: 

11 
different 
pitches, 
changing 
meters, 
lack of 
rhythmic 
stress, 
wedge 
formation 
in melody 

No.1 - soprano rn. 1, No.2 - 
alto m. 7, No.3 - bass rn. 19, 
N0.4 - tenor m. 25 

T h r e e  different CS : C S I  - 
quarters and eighths but 
similar shape to subject, 
found initiaily mm. 60, 
recurring 15, 20, 39 among 
others 

[Every interval class is 
represented in t h e  key scheme 
save B] D-flat: I, A-flat :V, 
b-flat:vi, f:iii, e-flat:ii, 
A:sharp-V, E:sharp 11, F:III, 
g:sharp-iv, C:VII, E-flat:ZI, 
G-flat:IV, Dsharp I, B- 
double-flat: flat41 



Sttructuzal Sections: 
- - 

Bxposition: 1-115 (largely 
atonal) 
Middle Section: 116-60 
including a incomplete 
exposition at mm. 36-60 
Fiaal Section: 162-182 
Prelude references: m. 116, 
cadences at mm. US-6,133-4, 
13809,143 -4 and throughout mm. 

- -  - - - - - - - - -- -- 

Augmentation 90 and 96 (incomplete, chordal 
accompaniment, 120 - complete, 
octave doubling 

PREMJDE Numberr 24 D Minor 

Composition D a t e :  February 23, 1951 

Meaauze Total: 82, 3/44 meter 

~empo: Andante, quarter note = 88  

There is a great sense of power and conviction in th is  final 

prelude, achieved partly by the simplicity of t h e  materials 

used, as well as by the  use of left-hand octaves, a forte 

dynamic and the firm placement of D minor tonality. 

~hostakovich also recalls an historical keyboard form--the 

chorale prelude--at mm. 17-28 by employing unison octaves and 

largely verticle movement. Chord-root movement is largely by 

second or t h i r d  and the unaltered seventh degree suggests 



doxian modality. The opening 

No. 1 in C major with a dotted 

102 

rhythm recalls Opus 87 Prelude 

quarter on the second beat. As 

well, the texture ranges, as does the first prelude, from 4 to 

s voices. One further connection w i t h  Prelude No. 1 is the 

descending second: rnm. 2 (Prelude No. 1) and m. 3 (Prelude 

No. 24) . The wide spacing of the pitches allows f o r  maximum 

resonance and sonority. The sudden shift to 8 voice chordal 

texture at mm. 23 -25 is an anomaly: this f lat-11 tona l  section 

suggests upcoming tonal shifts in the second subject of the 

ensuing double-fugue. 

This is a tightly woven p i e c e  w i t h  motives developed from 

the opening material-a simple f olk-like melody- -as well as 

from the first subject of the fugue to follow. 

T a b l e  3.11. Opun 07 Prahde NUPPber 24: S t f u c t u r e  

Sections - Tonal Areas 

Sections - Textural Areas 

Location of Fugue Subject No.1 
Ehtriee 

Section A (1-31) i:d w i t h  A 
major at m. 17 (arriving there 
by third-related progression) 
and 3-4 flat tonality (mm. 19- 
2 5 )  
Section B (32-82) IV:G, 
f ollawed by cadences in F (m. 
37-8), E-flat (m, 39-40) and 
vacillation between F/d/E-flat 
and finally, d minor. 

4-8 voice vertical texture (1- 
31) ending in 2 parts as 
preparation for the homophonic 
texture (32-50) , resumption of 
4-8 voice texture (51-82) 

measures 32,40,43,66 



C m o a i t i o a  Date: February 2 5 ,  1951 

Measure T o t a l :  296, 3 / 4  meter 

Tempo: Moderato, quarter note = 92 

Voices: 4 

This collection contains two double-fugues--Number 4 in E 

minor and Number 24 in D minor. Each features fugal sections 

built on individual subjects after which the two subjects are 

combined. In Fugue Number 24 ,  a combination of both subjects 

occurs at m. 217. This second subject is designed to contrast 

mampla 3.k. Opua 87 Fugue Number 24 Subject 1 mn. 1-6 

Exantple 3.1. Opus 87 Fugue Number 24 Subject 2 mm. 111-115 

with all other subjects in the opus as well as t h e  initial 

subject in the fugue. Sudden steady eighth-note movement, 

along with an accelerando, speeds the activity along until 

both subjects are combined combined in t h e  tonic key. The use 

of seconds recalls Jewish chant. The  second axposition 
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contrasts completely w i t h  the first since the parts enter in 

descending order as opposed to the ascending order of the 

first exposition- The answer is on the submediant, and the 

entries are in pairs, separated by a five-measure interlude. 

The chromatic subject sets the pattern fo r  much of the free 

material in this section. 

The final section of the double fugue begins at m. 217. 

The tonic returns but as D major. The fugal processes are 

loosened here and a free fantasy on the two themes is 

presented. Both are presented in octave doublings building to 

a r-part doubling of the opening of the subject as a close 

(mm. 293-5). 

Table 3 2 Opus 87 Fugue Number 24: 
Exposition Details 

Bubjoct/ 
Voice 

bass, 

Answer/ 
Voice 

R entry 
point - m. 
7, tenor 

15 notes, 6 
bars, 17 
beats  

tonal  (only 
first pitch 
a1 tered) 

5th 
start: 
dominant 
end : 
dominant 

. - .  --- 

Scale 
Degree of 

dominant 

Fira t  Subject Area: 

bass anacrusis , 
tonic and 
dominant 
focus , 
long note 
values , 
aeolian on 
D, similar 
character 
as the 
prelude 



Voice Errtrier f o t  Exposition: 
BTAS (same as Fugue No, 1 C 
ma j or) 

Structual Sections: first 
subject area mm. 1-110 

I Contrapuatal Procedure. 

I Pedal P o i n t  

No.1 - bass rn. 1 w i t h  
anacrusis, No.2 - tenor m. 7 ,  
N0.3 - alto m. 17, No.4 - 
soprano m. 23 

CS 1 has a range of a path and 
suspensions. appearing first 
at mm. 7-12 and recurring 
CS 2 has a range of a pSth and 
appears at mm. 17-22 

dorian on D (1-661, aeolian on 
C (67-991, E major (100-111) 

moai t ion:  1-28 
Middle Section: 29-60 (cadence 
in F) 
Final Section:60-98, coda 100- 
110 repeated cadential 
material in V kev (A) 

Location 

T a b l e  3-13. Opus 87 Fugue Number 24: Second Subject Uea - 

Sub j ect/Vo 
ice 

soprano, 
mm. 111- 
116 

Length 

Exposition  etaa ails ( 111-217 A-f lat tonalitv) 
- 

36 eighth- 
notes ,  6 
bars 

R a n g e  

M9th 
start : 
mediant 
end: tonic 

Voice 

soprano 

- 

Featutes 

steady 
eighth 
notes, 
much 
stepwise 
motion, 
accom- 
panied by 
counter - 
point 



I1 soprano I 1 

Atamwar/ 
Voice 

entry 

Voice Entrierr fol: Expodti-: 
SATB (first descending order 
in the opus) 

Countersub j ects : 

Structural Sectioaa: for 
second subject area mm. 111- 
2 95 (includes combination of 
subject 1 and 2 at m. 218) 

TYPe 

tonal 

Noel - soprano m. 111, No.2 - 
alto m. 117, No.3 - tenor m. 
128, No.4 - bass m. 134 

Scale 
D e g r e e  of 
%try 

submediant 

- - 

The CS is 14 notes long, spans 
9 beats and a range of a 1117th. 
First appearing with the 
answer at m. 1 ,  it recurs at 
mm. 128, 134, 148 (altered), 
160. 173. 191. 

Rxpoeitioa: 111-140 
Middle Section: 141-216 
F i n a l  Section (of entire 
fugue, double subject 
area) ~217-295 

Location 

opening notes of subject 
aucrmented at mm. 214-5 

I Diminution ----- 

II Pedal Point 

Overall, the six preludes and fugues discussed exhibit 

consistency of style and neo-Baroque design ( f o r  the fugues, 

in particular) . The preludes exhibit more chromaticism than 

the fugues and appeared to d r a w  upon t h e  Romantic keyboard 

prelude for inspiration. The fugues employ Baroque fugal 

techniques sparingly--the pedal-point being mostwidelyused-- 
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and adhere to standard fugue structure reminiscent of those 

found in Bach' s WTC. 



The direct influence of Bach and the WTC on 

Shostakovich8s Twenty-four Preludes and Fugues Opus 87 is 

clear. Despite Shostakovich8s statements suggesting that he 

returned from LeipzigOs Bach festivities inspired by WTC but 

only indirectly, investigation has shown specific musical 

reminders, as well as direct borrowings, throughout Opus 8 7 .  

Through analysis of selected pairs chosen from the beginning, 

middle and end of the cycle, we have noted in what w a y  these 

preludes and fugues are motivically linked to each other and 

how they can be viewed as neo-Baroque structures. We have also 

noticed other influences including the Romantic prelude, 

preludes of Soviet contemporaries and Chopin's preludes in 

particular, as well as the work of teachers and colleagues of 

Shostakovich. He was looking to European--including Russian- 

music, historical and contemporary, for models. 

Shostakovich* s respect for Jewish f olksong and 

traditional Russian liturgical and f o l k  music is evident in 

many of his works, including Opus 87. That he also embedded 

h i s  "signature" i s  an important discovery. Although the search 

for this signature yielded meagre results, the clear statement 

of the DSCH motive proves even more meaningful when it occurs 

in Fugue Number 13 at mm.99-105. 
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There is continued interest in the prelude and fugue 

form, since attracting Shostakovich in the middle of the 

twentieth-century, as witnessed in the various large-scale 

collections that have been published since Opus 87.' One must 

acknowledge that writing a s e t  of paired preludes and fugues 

offers certain hurdles f o r  the twentieth-century composer. To 

remain tonal and employ modern idioms while attempting not to 

sound like Bach is a daunting task. 

Although Shostakovich viewed th i s  work as a private 

collection, its success lies in its continuance of a tradition 

while maintaining the composer's own voice. That Opus 87 has 

attracted performers and audiences, particularly in t h e  last 

t en  years, is further proof of that success. 

Bentzonr s Det Tem~ererede Klaver Opus 157 (1964) and 
Shchedrin's Twentv-four Preludes and Fumes (1975). 



APPENDIX A: L i a t  o f  Preludarr & Fuguee 

p=tUDB & FUGUE - INDrPSOOAIc and COLLECTED 
(dates included are 

Fischer 

Bach 

Reicha 

Mendelssohn 

Henselt, Fanny 

Liszt 

Schutnann, Clara 

Busoni 

Chop in' s 

Franck 

Foote, Arthur 

Rubinstein, Anton 

Szymanowski 

Reger 

publication dates 

Ariadne Musica (1702) 
Musiklaischer Blumenstrauss (1733) 

Dae wohltemperirte Clavier I (1722) 
Das wohltemperirte Clavier I1 (1744) 

36 Fugues, Opus 36 (1803-51 - multi-key 
cycle 

48 Canons and Fugues (c.1830) 

6 Preludes and Fugues, Opus 603 (1836) 
Opp.607 and 698 contain preludes, fugues 
and paired preludes and fugues (1836-9) 

6 Preludes and Fugues Opus 35 (1837) 

Prelude and Fugue (1841) 

6 transcriptions of Bach organ preludes & 
fugues (1842-50) 

3 Preludes and Fugues, Opus 16 (1846) 

2 trans. of B a c h  organ preludes and fugu 
Prelude and Fugue in C, Opus S (1878 
Variation and Fugue in free form 
C minor Prelude (1884) 

Prelude, Chorale and Fugue ( 1 8 8 4 )  

Prelude and Fugue Opus If No. 1 in D minor 
(1894) 

8 Prelude and Fugues in free style, Opus 
53 ND 

Preludes and Fugues, Opus 62 (1899 I l l  1 ,  
OPUS 101 (1918-23 [4 ]  
Prelude and Fugue in A minor (1926) 

Prelude and Fugue in C-sharp Minor (1905 1 

6 Preludes and Fugues, Opus 99 (1906/7) 



Taneyev 

Ravel 

Weissman 

Beach, Mrs. Amy 

Mason, Daniel 

Sorab j i 

Brian 

Malpiero 

Honneger 

Roussel 

Valens 

Diamond, David 

Hindemi t h 

Kisielewski 

Wyshnegraasky 

Britten 

Koetsier, Jan 

Rochberg 

Rubbra 

Shostakovich 

Hill, Eugene 

Schnittke 

Prelude and Fugue, Opus 2 9  (1910) 

Prelude and Fugue, from Le Tombeau de 
Cowerin (1914-17) 

4 Preludes and Fugues (1914-16) 
Der Fugenbaum (1943-46) 

Prelude and Fugue, Opus 81 (1918) 

Prelude and Fugue 12 pianos] (1921) 

Prelude, Interlude and Fugue on "Dies 
ZraeI1 (1923 -26) 

2 Preludes and Fugues (1924) 

3 Preludi a una Fuga (1926) 

Prelude, Arioso and Fughette an B-A-C-W 
(1932) 

Prelude and Fugue, Opus 46, on B-A-C-H 
(1935) 

Prelude and Fugue Opus 28  ( 1937 ) 

SO Preludes and Fugues (1939) 

Ludus Tonalis (1942) 

Prelude and Fugue (1943 

Prelude and Fugue (3 pf in # tones 1 (1945 1 

Prelude and Fugue on a Theme of Victoria 
(1946)  

12 Preludes and Fugues ( 1 9 4 6 )  

2 Prelude and Fughettas (1946) 

Prelude and Fugue on a theme by Cyril 
Scott, Opus 69 (1950) 

24 Preludes and Fugues, Opus 87 (1951) 

Prelude and Fugue (1957) 

Prelude and Fugue (1963) 
Introduction and Fugue (1965) 



Enesco 

Bentzon 

Hovhanes s 

Ponce, Manuel 

Shchedrin 

Reichel , Bernhard 

Gal, Hans 

Prelude and Fugue (1965) 

Das Temperierte aavier,  Opus 157 (1966) 

3 Preludes and Fugues. Opus 10 (1966) 

Prelude and Fugue (1968 

24 Preludes and Fugues (1975) 

2 Preludes and Fantasy-Fugues ( 1 9 8  0 1 

24 Fugues, Opus 108 (1980) 

Muff at 

Beethoven 

Dance, Wm . 
V o g l e r  

Hummel 

Kessles 

Chop i n  

Bert i n i  , Henri 

Schumann, Clara 

Conconne 

Alkan 

Kalkbrenner 

12 Preludes (1735) 

Prelude i n  F minor (1786) 
Two Preludes Opus 3 9, through all 12 ma j or 
keys (pf .  or organ) , (1879) 

Preludes (1800 1 

32 Preludes (1806) 

24 Prelude in A l l  Keys, Opus 67 (1815) 

24 Preludes (N.D . , prior to Chopin8 e Opus 
28) 

24 Preludes, Opus 28 (1839) 
Prelude in C-sharp minor, Opus 4 5  (1841) 

50 Preludes, Opus 141 (18431 

Prelude in f (1845)  
Improvised Preludes El81 (M.S. c.1895) 

24 Brilliant Preludes, Opus 37 (1846) 

25 Preludes, Opus 31 (1847) 

24 Preludes in All Keys, Opus 8 8  
T r a i t 6  d'harmonie du pianiste Opus 185 
(1847) - contains preludes, fugues and 
etudes 

24 Preludes, Opus 8 1  (1853 1 
3 Preludes, Opus 117 (1867) 
32 Preludes pour Mile L i l i ,  Opus 119 
(1867) 



20 Preludes, Opus 150 (1879) 

~ubinstein, Anton 6 Preludes, Opus 24 ( 1 8 5 4 )  
6 Preludes WOO (ND) 

Kirchner Preludes, Opus 9 (1859 1 

M O S C ~ ~ ~ ~ S  SO Preludes, Opus 73 (1860) 

Busoni 24 Preludes, Opus 37 ( 1 8 7 9 )  

Scriabin 

P e t i t  Preludes WOO (1888-90) 
25 Preludes, Opus 64 (1903) 

24 Preludes, Opus 11 (1888-96) 
Various Opus numbers 1611 ( 1895 -19 14 )  

Schmitt , Florent 3 Preludes Opus 3 ( 1 8 9 0 - 9 5 )  
Soirs (10 preludes) , Opus 5 ( 1 8 9 0 - 9 6 )  

Rachmaninoff Prelude in C-sharp minor, Opus 3, No. 2 
(1892) 

prelude in  F ( 1 8 9 1 )  
10 Preludes, Opus 23 (1903-4) 
13 Preludes, Opus 32 ( 1 9 1 0 )  
Prelude ( 1917 

Liadov 2 Preludes, Opus 41 (1896) 

Tolstoy, Dmitri 12 Preludes (ND) 

12 Preludes Opus 63 ( 1 9 0 0 )  
Individual preludes as well as individual 
f u g u e s  a r e  f o u n d  w i t h i n  
Opp.19,34,42,74 between 1884 and 1 9 0 5  

~lurnenfeld, Felix 24 Preludes, Opus 17 ( 1 9 0 0 )  

~zymanowski 9 Preludes, Opus 1 ( 1 9 0 0 )  

S a t i e  Prglude en tapisserie ( 1 9 0 6 )  
4 preludes f lasques ( p o u r  un chien) ( 1 9 1 2 )  
3 vgtitables prCludes flasques ( p o u r  un 
chien) (1912 )  

~asternak, Boris Prelude in G-sharp minor ( 1 9 0 6 )  

Debussy 24 Preludes, Books 1 and TI (1910/19131 

M a l p i e r o  Preludi autumali [3]  , ( 1 9 1 4 )  



Laurie , Arhtur 

Roslavetz, Nikolai 

Wyshnegradsky 

Respighi 

Stanford, C.V. 

McEwen, John 

Delius 

Casadesus , Robert 

Seeger, Ruth 

Gershwin 

Mompou, Federico 

Kabaievsky 

Chasins , Abram 

Messiaen 

Mart inu 

Shostakovich 

Bowles, Paul 

Bush, Alan 

Chavez 

Faurg 

Tansman 

Reman 

D' Allesandro 

P a l m e r ,  Robert 

4 Preludes Fragiles (1915) 

Prelude (1915) 

2 Preludes, Opus 2 (1917) 
24 Preludes, Opus 22 (1934) 

3 Preludes on Gregorian Melodies (1919) 

24 Preludes, Opus 163 (1919) 
24 Preludes, Opus 179 (1921) 

3 Preludes (1920) 

3 Preludes (1923) 

24 Preludes, Opus 5 (1924) 

4 Preludes (1927-28) 

6 Preludes (1925-46) 

7 Preludes, (1927-30) 
6 Preludes (1962) 

4 Preludes, Opus 5 (1927-8) 
24 Preludes, Opus 38 (1947) 

24 Preludes, Opus 13 (1928) 

8 Preludes (1929) 

8 Preludes (1929) 

24 Preludes, Opus 3 4  (1933) 

6 Preludes (1933 -44)  

24 Preludes (1933-44) 

10 Preludes (1937) 

Preludes, Opus 103 (1937) 

3 Preludes in Blues Form (1937) 

3 Preludes (1938) 
2 Preludes (1951) 

24 Preludes, Opus 3 0  (1940) 

3 Preludes (1941) 



Martin, Frank  8 Preludes (1947-8) 

Ginastera 12 American Preludes (1944) 

Sebastiani , Pia 4 Preludes (1944) 

Yardumian 3 Preludes (1945) 

Zhelabinsky 24 Preludes (ND) 

Chagayev 8 Preludes (1947) 

Kerr, Harrison Preludes (1947) 

Takata, Saburo Preludes (1947) 

~ e r k e l e y ,  Lennox 6 Preludes, Opus 23 (1948) 

Hopkins , Anthony S Preludes in  the form of Variations on 
3 N o t e s  (1948) 

Creston, Paul 6 Preludes Opus 3 8  (1949) 

Bowen,  York 24 Preludes, Opus 1 0 2  (1950) 

Karayev , Kara 24 Preludes (1951-63 ) 

Koc, Marcelo Tres Preludios (1951) 

Starer, Robert S Preludes (1952) 

Luening, Otto 8 Preludes (1952-63) 

Ragnarsson, Hjalmar Preludes (1952) 
S Preludes (1983-85) 

Stevens, Halsey 8 Preludes (1952-6) 

Ustvol' skaya 12 Preludes (1953) 

Lima, Joao 5 Preludes (1954) 

Coul thard, Jean Preludes (195  9 ) 

MacDonaf d , Boyd 3 Preludes (1961) 

Still, Wrn. Grant 5 Preludes, (1962) 

Elwell, Herbert 3 Preludes (1962) 

Pigott, Patrick 8 Preludes (1963) 



Szonyi,Exzsebet 5 Preludes (1963) 

G51, H 24 Preludes (1965) 

Searle, Humphrey Prelude on a Theme Opus 45 

P e r l e ,  George Preludes Opus 208 (1966) 

Rubbra, Edmund 8 Preludes, Opus 131 (1966) 

Kadosa 6 Preludes, Opus 35a (1966) 

Rautavaara 7 Preludes, Opus 7 (1967) 

Berkovych, Ivan 24 Preludes, Opus 46 (1968) 

Cumming, Richard 24 Preludes (1968) 

Abrahamyan, Edoward Preludes for Piano (1972 ) 

Healey, Derek 12 Preludes, Op. 6 (1972) 

Husa, Peter Preludes ( 1972 ) 

Mayima , Michio 3 Preludes (1972) 

Tsintsadze, Salkin 24 Preludes (1972) 

Dutilleux 2 Preludes (1974) 

Polynskii, Nikolai  

Agababov, Arkadii 

Archer, Violet 

Gullberg, O l o f  

Reiti, Vittorio 

Zabrack, Harold 

Luedeke , Raymond 

Wolff, Christian 

~aroj byts ' , Ly 

Van de Vate, N a n c y  

Gorecki 

10 Preludes, Opus 10 (1975) 

Piano Preludes ( 1976) 

6 Preludes (1976) 

Three Preludes (1976) 

12 Preludes (1979) 

6 Preludes (1979) 

S Preludes (1980) 
12 Preludes (1981) 

11 Preludes (1981) 

24 Preludes (1984) 

Preludes (1985) 

4 Preludes (1985) 
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Buczynski , Walter 24 Preludes "Autumn CollectionBt ( 1 9 8 7 )  

Forst, Randolf Preludes after Chopfn (1987) 



UPEW)IX B: Mettomeme Compatison Chart f o r  Opus 87 
Fugue Number 1 

Metronome Comparison fo r  Fugue ~ 0 . 1 ~  
SCORE: Ouarter = 92 

Pianist I D a t e  of 
Recording I Tempo I Length in Minutes/Second 

Shostakovich 

Nikolaeva 

Nikolaeva 

1952 

Nikolaeva 

Pertacarolli 

1962 

1987 

half  note = 

1991 

1964 
I 

l ~ o r  complete listing of recording data as well as fur ther  
recordings of Op.187, see Appendix. 

s 

CZ* 221 
924 

half note = 
92+ 

half  note = 

quarter = 126 Papadopoulos 

Berman 

Woodward 

Jarret t 

E2.283 

C2'401 
929 

half note = 
921F 

quarter = 138 

[4 '  021 1990 

quarter = 112 

quarter = 116 

1986 

1975 

[2'  271 

r3.211 

14'021 

L3'241 

1992 quarter = 844 [5'53] 



APPENDIX C:CHART of Multiple-Key Collections 
before and after J. S . Bachr s WTc2 

Scheidt, Samuel 
(1587-1654) 
Halle 

1598 Le Jeune, Claude Dadecacorde 112 1 
(1528/30-1600) Psalms in Zarlinors 
Paris order (Glazean 

system), vocal works 
only 

T 1/11 
first to appear in 
open score fugues in 
Germany - 3 volumes 
including 12 canons 
in various keys 

Klemm, Johann 
(lS95-1651) 
Dresden 

Publication of Marin 
Mersemets (1588- 
1648 1 temperament 
treatise Hannonie 
universelle 

Kindermann , Johann 
Erasmus 
(1616-1655) 
Nuremberg 

Publication of 
Werkmeister ' s 
temperament treatise 
Orcrelnrobe 

m t i t u r a  seu 
tabulatura italicq 
1361 in open score, 
fugues for 2,3,4 
voices any 
instrument, ascending 
mode order 

Harmonia organica 
[ 2 5 ]  brief 
contrapuntal pieces 
including 14 preludes 

The chart excludes works previously discussed in some detail. 
Following the date of publication is the  composerf s name below 
which is stated his dates and main place of activity. Following 
comments refer to the  work itself w i t h  numbers [ 1 indicating the 
number of works in the collection. These works are for all manner 
of keyboard instrument, sometimes specified, often times not. 



1689-923 Kuhnau, Johann 
(1660-1722) 
Leipzig 

Speth, Johannes 
(1664-1720) 
Augsburg 

1696/1787 Murschhauser, Franz 
Xaver 
(1663-1738) 
Miinich 

ttibeck, Vincent 
(1654-1740) 
Hamburg 

Krieger , Johann 
(1652-1735) 
Zittau 

Kirchoff, Gottfried 
(1685-1746) 
Halle 

Heinichen, Johann 
(1683-1729) 
Leipzig/Dresden 

Neuer Claviernun m. 1331 7 suite:, 7 
prelude & dances, i9 
misc-including fugue 
(C-B-f lat/c-b) 

mama. large 
collection including 
many studies and 
toccatas 

Octi-tonium no- 
orsanicum and 
Prototman lonqo- 
breve oraanicum [a 91 , 
pedagogical fantasies 
and fugues w i t h  a 
wide variety of 
subjects, written on 
psalm tones and based 
on plainsong melodies 

7 preludes and fugues 
K,c,  d . E . F , G , g )  - 
virtuosic 

Anmutioe Clavieriibunq 
[?I  a collection of 
ricercares, preludes, 
and fugues of which 
Handel was 
particularly fond 

L' ABC musical : 
Praeludia und Fuoen 
aus allen Tenen [241 , 
shows influence of 
Fischer: imitative, 
free melismatic upper 
line. A pupil of 
Pachelbel. 

Kleines harmonisches 
Labvrinth, spuriously 
included in the Bach 
catalogue as BWV 5 9 1 ,  
moves through remote 
keys 

Double dates show publication dates of both first and second 
books or sections. 



Bach, Johann Sebastian 
(xss-r7so) 
Leipzig 

Publication of Das 
wohltern~erirte Clavier 
Book 1 
Muffat, Gottlieb 
(1690-1735) 
Vienna 

Kreb , Johann 
(1713 -1780 1 
Leipzig 

Mattheson, J o h m  
(1681-1764) 
Hamburg 

Kolb, Karlmann 
(1703 -1765) 
Miinc hen 

Mattheson, Johann 
(1681-1764) 
Hamburg 

1739/42 Sorge, G e o r g  
(1703 -1778 1 
Thuringia 

Weber, Bernhard 
Christian 
(1712-1758) 
Tennsted 

Publication of Das 
wohltern~erirte Clavier 
Book 11 

2-  and 3  art 
Inventions 

72 Versetlsammt 12 
=caten preface 
mentions great 
indebtnesa to teacher 
Fux 

Preludes 8 Fucies [8]  
not published unt i l  
1938 

Grosse Generalbass 
SchuIq pedagogical 
with test f  pieces 
1481 

C e r t a m e n  aonium 
fugues, preludewerse 
(short fughettas) and 
Italian cadenza, 8 
church modes 

D i e  wol-klinaende 

includes fugues i n  12 
keys 

Claveiriibuncr 1/11 
[241 - preludes 'nach 
modernem Gus to ' for 
clavichord. Sorge 
published another 
collection of 24 
preludes 

Das wohltem~erirte 
Clavier 1241 written 
at the instigation of 
G.H.Noah, student of 
Bach, long thought t o  
have anticipated WTC 



Eberlin, Johann El 
(1702-1762) 
Salzburg 

Nauss, Johann Xaver 
(1690-1764) 
Ausburg 

Marpurg, Friedrich 
(1718-1795) 
Berlin 

K i t t e l ,  Johann C. 
(1732-1809) 
Erfurt 

Albrechtsberger , J. 
(1736-1809) 
Vienna 

Czerny, C a r l  
(1791-1857) 

V i e n n a  

Sechter, Simon 
(1788-1867) 
Vienna 

Toccaten und Fuse 
[91 f o r  organ, st%ct 
counterpoint w i t h  one 
fugue previously 
ascribed to Bach, 6 5  
V o r -  und Nachs~iele, 
Versetten und Fuaeq 
published 1820 

snielende Mum 
preludes on church 
tones 

ahe e canricci opus 
1 companion to 
handluna van der 

Fuae (1746) 

16 Grasse Priiludieq 
Bach- like 
counterpoint and 
replacing f ugal 
sections w i t h  
'galant' passages4 
Probable date ca.1780 

Modulations. from C 
Maior & C minor into 
All  the Kevs, for  the 

partial derivation 
and translation of 
h i s  1790 Griindliche 
Anweisuncr zur 
Com~osition, a 
comprehensive course 
in contrapuntal 
writing 

Preludes h Fugues [ G I  
as part of Opus 300 
(1840) 

Prosa mit Musik - 
diary with more than 
8000 pieces including 
a daily fugue 

The New Grove Dictionarv of Music and Musicians, s .v .  
"Kittel, Johann Christianu by John H. Baron. 



18 Preludes in Fitzwilliam Viroinal Book 

Anonvmous I 3  

Bull ,  John 1 3  11 
Farnaby, Gilles (c.1560- 1 
c.1640) 

Anonvmous 4 

In addition, the Fitzwilliam Virainal ~ookS, a 

comprehensive collection from 1550-1620 (published 1899) 

representing most English and continental composers of the 

virginal school, features the s h o r t  keyboard 'praeiudiuml not 

unlike the German prearnbulum. There are nineteen keyboard 

works entitled 'praeludium', all containing passage-work, 

broken chords, reiterated notes and other ornamentations. They 

contain little or no imitative or fugal sec t ions .  What sets 

them apart from the other works i n  the  co l lec t ion  is a lack of 

rhythmic patterns that would project  a particular meter or 

dance pattern, and the excessive use of scalar passages in 

Also known as Queen Elizabeth's Vircrinal Book. 
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single-line, parallel 3rds/6ths or contrary patterns. These 

works might well have been performed before a dance piece or 

contrapuntal essay in the same keys creating a prelude with 

contrasted companion. John Bull ' s Praeludia from Book I I ~  

contain these prelude elements with a soloistic right hand 

accompanied by harmonic left hand being the predominant 

texture. There does not appear t o  be any relationship or 

sequential placement for contrast between the praeludium and 

fantasias i n  the Fitzwillian col lec t ion .  

Book I1 of t he  Fitzwilliam Virqinal Book (New York: Dover, 
1 9 7 9 )  contains f ive preludes by D r .  John Bul l  : [CXV] A minor p .  2 2 ,  
[CXVI] Dorian p.23, [CLXXX] C major p.248, [CXCIf] G major p.259, 
[CCX] A minor p.274. 



APPENDIX D: 

SffbSTAltOVICH: PERFORMING REPERTOIRE 

Complied from Testimony (Shostakovich/Volkov) , Shostakovich 

(McDonald, Ian) and A L i f e  R e m e m b e r e d  (Wilson, Elizabeth) . 
This list excludes the vast amount music performance for 

silent f i l m s  f o r  h i s  job as cinema pianist (1923-29) . 

11 COMPOSER 
Beethoven 

Bach-Liszt 
I 

Chopin 

Schumann 

Stravinsky 

Sonata in C# minor, Opus 
2 7 No .2 lt Moonlight It 
Sonata in F minor, Opus 57 
t t A p p a ~ ~ i o n a t a n  
Sonata i n  B-flat major, 
Opus 106 "Hammerklaviertl 

Sonata in C minor, Opus 
111 

A minor Prelude and Fugue 

Etudes Opus 10 

Gnommenreigen 
Don Juan Fantasv 

Serenade in A (1925) 
&hand arrangements of 
Petrushka, Symphony of 
Psalms and Concerto for 
Piano and Winds 

Could play e n t i r e  WTC at 
aae 11 

Album f o r  the Young Opus 
39, Piano Concert No.1 

Various sonatas 



APPENDIX E: Recordinus Consulted 

Berman, B o r i s .  Preludes & Fuuues Onus 8 7 .  Ottavo, OTR C386l6. 
Wtrecht, 1986. (Nos.l,2,4,lSf19) 

Jarrett, Keith. 24 Preludes and Fuaues onus 87. ECM, 1469/70 
437 189-2. New York, 1992. (complete) 

Nikolayeva, Tatiana. 24 Preludes and Fumes Onus 87.  
Hyperion, CDA66441/3. London, 1991. (complete) 

. Preludes and Fumes fo r  Piano, O m s  87. Melodiya 
SUCD 10-00073. Moscow, 1987. (complete) 

. Preludes and Fuaues f o r  Piano, ODUS 87. Melodiya 
86199 XGK. Moscow, 1962. (complete) 

papadopoulos , Marios . 24 Preludes and Fumes Opus 8 7 .  
Kingdom, KCLCD 2023/4. London, 1990. (complete) 

Perticaroli, Sergio. Preludi r Fuahe. F o n t i  Cetra, CDE 1029 .  
Rome, 1964 released 1 9 8 8 .  (Nos. 1,2,3,4,5,6) 

Petrushansky, Boris. 24 Preludes and Fumes, Opus 8 7 .  
Dynamic, CDS117/1-3. Moscow, 1993. (complete) 

Richter, Sviatoslav. Five Preludes and Fuuues, Onus 8 7 .  
Artia, ALP-173, New York, 1960. (Nos. 2,3,6,7,18 1 

Shostakovich, Dmitri. C o m ~ o s e r s  in Person. EM1 Classics, CDC 
7 54606 2. Paris, 1958 released 1993 
(Nos.1,4,5,23,24) 

Woodward, Roger, The 24 P r e l u d e s  and Fuaues. RCA, CRL2-5100. 
London, 1 9 7 5 .  (complete) 



Soviet Recordings: 

Boutry No.24 (1958) 
Gilels No.l,5,24 (1955) 
Richter N0.2,3,4~6,7~12~14,15,17,18,23 (1956) 
Grinberg No. 1,7,8,lf 
Miansonov NoJS (1958) 
Vlasenko No. 24 (1958 
Shostakovich 1952 No.lrS,6,7,8 

1957 N0.2~3,4,5,6,12~14 
1958 N0-1~4r5~6,13,14~18,23r24 
1960 N0-2~3,5~6,7~16,2Or23 
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