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Although the Prelude and Fugue pair is most strongly associated with
Johann Sebastian Bach’s Well-Tempered Clavier (48 Preludes and Fugues),
modern treatments of fugue and other Baroque forms were common in the 1920s
and 1930s. Interest in fugal composition decreased in the second half of the
twentieth century, but three leading Russian composers, Dmitry Shostakovich,
Rodion Shchedrin and Sergey Slonimsky, wrote large collections of fugal
compositions after 1950. It is remarkable that they left these tremendous and
encyclopedic works, because there are not many such large-scale works written
for the piano in recent decades. These cycles, all with twenty-four preludes and
fugues, were influenced by Bach’s preludes and fugues in various ways.
v

Dmitry Shostakovich’s cycle of twenty-four preludes and fugues, Op. 87,
composed in 1950-51, follows very closely Bach’s collection both structurally
and tonally, while displaying his distinctive musical style.
Rodion Shchedrin (b. 1932) connected twentieth-century musical ideas to
the Baroque concept of music in a much more radical way. He created a very
different style of music in his own set of twenty-four preludes and fugues for
piano (1964-70), but fundamentally, his cycle still uses the basic formal idea of
the Baroque prelude and fugue.
Finally, despite the fact that Sergey Slonimsky (who was born in the same
year as Shchedrin) composed his twenty-four preludes and fugues for piano very
recently (1994), his cycle is more conventional than Shchedrin’s, is more closely
related to Shostakovich’s, and stylistically is sometimes closer to Bach’s.

vi

Table of Contents
List of Tables ......................................................................................................... ix
List of Musical Examples........................................................................................ x
Introduction ............................................................................................................ 1
Chapter 1: 24 Preludes and Fugues for Piano, Op. 87, by D. Shostakovich.......... 5
Dmitry Shostakovich ..................................................................................... 5
Shostakovich's Musical Style ......................................................................... 5
24 Preludes and Fugues for Piano, Op. 87 ..................................................... 6
Analysis of Selected Preludes and Fugues .................................................. 16
Prelude and Fugue No. 7 in A major .................................................. 16
Prelude and Fugue No. 15 in D-flat major ......................................... 21
Chapter 2: 24 Preludes and Fugues for Piano by R. Shchedrin ........................... 30
Rodion Shchedrin ........................................................................................ 30
Shchedrin's Musical Style ............................................................................ 31
24 Preludes and Fugues for Piano ................................................................ 32
Analysis of Selected Preludes and Fugues .................................................. 46
Prelude and Fugue No. 7 in A major .................................................. 46
Prelude and Fugue No. 14 in E-flat minor ......................................... 54
Chapter 3: 24 Preludes and Fugues for Piano by S. Slonimsky........................... 66
Sergey Slonimsky ........................................................................................ 66
Slonimsky's Musical Style ........................................................................... 67
24 Preludes and Fugues for Piano ................................................................ 67
Analysis of Selected Preludes and Fugues .................................................. 77
Prelude and Fugue No. 6 in D minor ................................................. 77
Prelude and Fugue No. 22 in B-flat minor ......................................... 83

vii

Conclusion ............................................................................................................ 86
Bibliography.......................................................................................................... 88
Vita ..................................................................................................................... 92

viii

List of Tables
Chapter 1
Table 1:

Entries of Each Fugue – 24 Preludes and Fugues, Op. 87,
by Shostakovich .............................................................................. 11

Table 2:

The Number of Countersubjects – 24 Preludes and Fugues,
Op. 87, by Shostakovich ................................................................. 15

Chapter 2
Table 1:

Entries of Each Fugue – 24 Preludes and Fugues by Shchedrin...... 34

Table 2:

Intervals and Types of Answers in 24 Preludes and Fugues by
Shchedrin.......................................................................................... 37

Table 3:

Meters of Preludes in 24 Preludes and Fugues by Shchedrin .......... 45

Chapter 3
Table 1:

Starting and Ending Pitches of Fugue Subjects in the Three
Cycles ............................................................................................... 69

Table 2:

Entries of Each Fugue – 24 Preludes and Fugues by Slonimsky ..... 70

Table 3:

Intervals and Types of Answers in 24 Preludes and Fugues by
Slonimsky......................................................................................... 75

ix

List of Musical Examples

Chapter 1
Example 1: Fugue No. 8 in F-sharp minor by Shostakovich............................... 10
Example 2: Fugue No. 14 in E-flat minor by Shostakovich................................ 14
Example 3: Prelude No. 5 in D major (mm. 1 – 4), BWV 874, from WTC
Book II, by Bach .............................................................................. 17
Example 4: Prelude No. 7 in A major (mm. 1 – 4) by Shostakovich .................. 17
Example 5: Chromatic Passage in Shostakovich’s Prelude No. 7 in A major
(mm. 13-16)...................................................................................... 18
Example 6: Fugue No. 7 in A major by Shostakovich ........................................ 19
Example 7: Fugue No. 7 in A major (mm. 31-57) by Shostakovich ................... 20
Example 8: Fugue No. 15 in D-flat major by Shostakovich ............................... 22
Example 9: Dominant-Tonic Chord Progressions in the Final Section of
Fugue No. 15 in D-flat major by Shostakovich (mm. 120-150) ...... 23
Example 10: Dominant-Tonic Chord Progressions at the End of Fugue No. 15
in D-flat Major by Shostakovich (mm. 161-182)............................. 24
Example 11: The End of Prelude No. 15 in D-flat major by Shostakovich .......... 25
Example 12: Opening of the Prelude No. 15 in D-flat major by Shostakovich .... 26
Example 13: Quotation from Prelude No. 15 – Fugue No. 15 in D-flat major
by Shostakovich (mm. 111-125) ..................................................... 26

x

Example 14a: Chromatic Passage in the Prelude No. 15 in D-flat major by
Shostakovich (mm. 23-29) ............................................................... 27
Example 14b: Chromatic Passage in the Prelude No. 15 in D-flat major by
Shostakovich (mm. 57-61) ............................................................... 27
Example 15: B (Trio) section of the Prelude No. 15 in D-flat major by
Shostakovich (mm. 87-116) ............................................................ 28

Chapter 2
Example 1: Fugue No. 16 in B-flat minor by Shchedrin..................................... 36
Example 2: Fugue No. 4 in E minor by Shchedrin.............................................. 40
Example 3a: Fugue No. 15 in D-flat major by Shchedrin..................................... 41
Example 3b: The Final Section of Fugue No. 15 in D-flat major by Shchedrin
(mm. 46-53)...................................................................................... 42
Example 4a: Two Subjects (Simultaneous Double Fugue) in the Exposition of
the Fugue No. 20 in C minor by Shchedrin...................................... 43
Example 4b: New Subject – Fugue No. 20 in C minor by Shchedrin
(mm. 13-15)...................................................................................... 43
Example 4c: Combination of the Subjects in the Final Section – Fugue No. 20
in C minor by Shchedrin (mm. 26-28) ............................................. 44
Example 5: Unexpected Accents – Prelude No. 7 in A major by Shchedrin
(mm. 18-21)...................................................................................... 46
Example 6: Prelude No. 7 in A major by Shchedrin ........................................... 47
xi

Example 7: The Third Movement of Piano Sonata by Stravinsky ...................... 48
Example 8: The First Movement of Piano Sonata by Stravinsky........................ 49
Example 9: Rondoletto (the Third Movement) of Serenade in A by
Stravinsky......................................................................................... 50
Example 10: Ending of Fugue No. 15 in D-flat major by Shostakovich............... 51
Example 11: Ending of Prelude No. 7 in A major by Shchedrin .......................... 52
Example 12: Fugue No. 7 in A major by Shchedrin ............................................. 53
Example 13: Ending of Fugue No. 7 in A major by Shchedrin............................. 54
Example 14: Prelude No. 14 in E-flat minor by Shchedrin................................... 55
Example 15: Ending of Prelude No. 14 in E-flat minor by Shchedrin .................. 56
Example 16: Exposition of Fugue No. 14 in E-flat minor by Shchedrin .............. 57
Example 17: Fugue No. 14 in E-flat minor by Shchedrin (mm. 65-73)................ 59
Example 18: Ending of Fugue No. 14 in E-flat minor by Shchedrin .................... 60
Example 19: Prelude No. 1 in C major by Shchedrin ........................................... 62
Example 20: Prelude No. 24 in D minor by Shchedrin ......................................... 63
Example 21: Fugue No. 1 in C major by Shchedrin.............................................. 64
Example 22: Fugue No. 24 in D minor by Shchedrin ........................................... 65

Chapter 3
Example 1: Fugue No. 21 in B-flat major by Shostakovich (Diatonic Real
Answer) ............................................................................................ 73
Example 2: Fugue No. 2 in C minor by Slonimsky............................................. 74
Example 3: Fugue No. 16 in G minor by Slonimsky .......................................... 74
xii

Example 4: Prelude No. 6 in D minor by Slonimsky .......................................... 78
Example 5: Ending of Prelude No. 6 in D minor by Slonimsky ......................... 78
Example 6: Fugue No. 6 in D minor by Slonimsky ............................................ 79
Example 7: Double Fugue Idea in Fugue No. 6 in D minor by Slonimsky......... 81
Example 8: Fugue No. 22 in B-flat minor by Slonimsky .................................... 83
Example 9: Prelude No. 22 in B-flat minor by Slonimsky.................................. 85

xiii

Introduction

The Prelude and Fugue pair is most strongly associated with Johann
Sebastian Bach’s Well-Tempered Clavier (48 Preludes and Fugues).
The prelude itself, as one of the first specifically instrumental forms of
music, evolved from short improvisations meant to check tuning by lutenists or to
test the touch of their instruments by keyboard players. The prelude was also
played to establish the key or pitch of a following, larger piece.
In the seventeenth century, the improvisational preludes of German
organists began to be published. In French music, another important category was
the Prélude non mesuré (unmeasured prelude) for solo lute, viol, or harpsichord.1
Often these pieces have no time signatures, and the performers frequently shaped
the rhythmic pattern in their own way.
An improvisatory style of composition for solo players also appeared with
various names such as prelude or preambulum, fantasia or ricercar, or toccata.2
More extended and brilliant pieces in improvisatory style were called “toccata,”
and the toccata became very virtuosic. Occasionally, toccatas contained a fugal
section contrasting with one or more free improvisatory sections. Compositions
with this combination of two contrasting sections were often called Praeludium
1

Arthur J. Ness, “Prelude,” The New Harvard Dictionary of Music, ed. Don Michael Randel
(Cambridge/London: The Belknap Press of Harvard University Press, 1986), 653.
2 Donald Jay Grout and Claude V. Palisca, A History of Western Music (New York: W.W. Norton
& Company, 1996), 226-227.
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cum fuga (Prelude with fugue).3

German organ preludes of the seventeenth

century, which frequently have a short fugal section after the section in free style,
also anticipate the prelude and fugue pair. Most preludes and fugues in the
seventeenth century had a long fugal section in the middle, while the prelude and
fugue with a simple combination of a prelude in free or homophonic style and a
fugue in contrapuntal style is most common in the eighteenth century.4 (These
often contained an imitative section after a free improvisatory section.) The
combination of these two contrasted sections can easily be seen an early
forerunner of the prelude and fugue pair.
The fugal section became more and more important, and later became an
independent piece of music. The combination of prelude and fugue was one of
the favorite larger musical structures in the Baroque period. Predecessors of
Bach’s preludes and fugues include works by Johann Pachelbel and J.K.F.
Fischer. Pachelbel composed many independent fugues introduced by preludes,
and Fischer made a collection of preludes and fugues in various keys (1702).5
But Bach’s prelude and fugue cycle of 1722, titled The Well-Tempered Clavier,
was the first set in all twenty-four major and minor keys, and they were truly
based on equal temperament, in which the octave is divided into twelve equal
semitones.

3

Marie Stolba, The Development of Western Music (Dubuque: Brown & Benchmark, 1995), 233.

4

Grout and Palisca, History of Western Music, 362.

5 Ernest D. May, “Fugue,” The New Harvard Dictionary of Music, ed. Don Michael Randel
(Cambridge/London: The Belknap Press of Harvard University Press, 1986), 329.
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The prelude and fugue for keyboard continued to be composed in central
and northern Germany, particularly by Bach’s pupils, until the late eighteenth
century. In the nineteenth century, there were also a number of Bach-influenced
works with this combination, but in general since the later eighteenth century, the
fugue has not been as important a genre as it was in Bach’s time. Also, even
though many nineteenth-century composers created instrumental fugues, only
Beethoven’s fugal works are comparable to Bach’s. Many of Beethoven’s late
works, especially, are constructed as fugues or fugatos, such as quartets, Op. 131
and Op. 133, piano sonatas, Op. 101, Op. 106 and Op. 110, variations 24 and 32
of the Diabelli Variations, Op. 120, and so on.6
Most twentieth-century music can hardly be connected with a traditional
harmonic language.

Dissonances are frequently used, and new styles of music

arose such as atonal and twelve-tone music.

On the other hand, the new

compositional styles often drew on an interest in Baroque counterpoint. The
chordal structure was less important, and the musical structures in this period
might be characterized more by melodic and polyphonic textures than by
homophonic textures. Also, Neo-Classicism was very important in the 1920s, and
interest in antique styles increased, and so traditional forms were revived. As a
result, the fugue came again to an important place in musical composition.
Examples of compositions in the piano repertoire that include fugues or fugato or
invention are Stravinsky’s piano sonata of 1924, the last movement of
Hindemith’s third piano sonata (1936), the twelve fugues of his Ludus Tonalis
6

Douglass M. Green, Form in Music: An Introduction to Analysis (New York: Holt, Rinehart and
Winston, 1979), 258.
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(1942), the fourth movement of Barber’s piano sonata, Op. 26 (1949), and many
others.
Interest in fugal composition decreased in the second half of the twentieth
century, but after 1950 three leading Russian composers, Dmitry Shostakovich,
Rodion Shchedrin and Sergey Slonimsky, wrote large sets of fugal compositions.
It is remarkable that they left these tremendous and encyclopedic works, because
there are not many such large-scale works written for the piano in recent decades.
These cycles, all with twenty-four preludes and fugues, were influenced by
Bach’s preludes and fugues in various ways, which will be discussed in the
following chapters.

4

Chapter 1: 24 Preludes and Fugues, Op. 87, by D. Shostakovich

Dmitry Shostakovich (1906-1975) was born in St. Petersburg on
September 25, 1906. He began his piano study at the age of nine, and at the age
of eleven he began to compose.

He graduated from the St. Petersburg

Conservatory as a pianist in 1923 and as a composer in 1925. In 1927 he was
awarded an honorary diploma at the first Chopin Piano Competition in Warsaw,
and in 1958 he received the title of Doctor honoris causa from the Oxford
University.
Shostakovich belongs to the first generation of composers whose careers
developed after the Great October Revolution of 1917. Although he needed to
consider the constraints of Social Realism in later years, his compositions were
strongly influenced by Western composers. Karina Khalatova in her dissertation
says that these influences include the polyphonic skill of Stravinsky, the linear
principles of Hindemith, and the expressionism of Schoenberg and Berg.7
Shostakovich’s music, however, is essentially based on traditional tonal musical
language.
The years around 1950 – 51, when Shostakovich composed his cycle of
twenty-four preludes and fugues for piano, were not easy for musical creative life
in Russia. The whole of Soviet cultural life was supervised by the notorious
7

Karina Khalatova, “Polyphonic Innovations in the Piano Music of Dmitry Shostakovich:
Twenty-four Preludes and Fugues” (D.M.A. diss., University of Cincinnati, 2000), 27.

5

Andrei Zhdanov’s policies during the Post-War Period (1948-53). Zhdanov was
responsible to Stalin’s government, and although he died in 1948, the intervention
continued for at least five more years until Stalin’s death in 1953.8 This political
situation was one of the important reasons that Shostakovich moved his music
toward a more conservative style. His set of preludes and fugues was composed
as an essentially private creation. Had he written it for public display, he would
have followed the officially imposed principles of socialist realism.

David

Fanning has stated in the New Grove Dictionary that:
Shostakovich turned to contrapuntal composition when he experienced a
creative block (as for instance in mid-1934). Part of his rehabilitation
strategy after his fall from grace in 1936 [after the severe criticism of his
opera “Lady Macbeth of the Mtsensk District” which was staged in 1934]
had a Bachian aspect, evident in three of the five movements of the Piano
Quintet and the opening movement of the Sixth Symphony. With the cycle
of 24 Preludes and Fugues for piano of 1950–51 he confirmed his second
return to creative life in the most monumental of his Bachian homages.9

Shostakovich had already memorized the forty-eight preludes and fugues
of The Well-Tempered Clavier by the age of fifteen. According to Shostakovich
himself, the idea of writing Twenty-four Preludes and Fugues, Op. 87, came after
a visit to Leipzig for the musical commemoration of the 200th anniversary of J. S.
Bach’s death in July of 1950.

Shostakovich was on the jury of the Bach

Bicentennial Piano Competition, and he was very impressed by the performance
of the Russian pianist Tatiana Nikolayeva (1924-1994), who won a first prize
8

Khalatova, “Polyphonic Innovations,” 23.

9 David Fanning, “Shostakovich, Dmitry,” The New Grove Dictionary of Music Online, ed. L.
Macy (Accessed 2 May 2003), <http://www.grovemusic.com>.
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with her performance of the entire The Well-Tempered Clavier.10 As a result,
Shostakovich decided to create his own set of twenty-four preludes and fugues.
He began to compose it on October 10 of 1950 after returning to Moscow, and he
finished on February 25 of 1951.

The cycle was dedicated to the pianist

Nikolayeva, who performed and recorded the entire work under Shostakovich’s
guidance.11

Nikolayeva mentions in the liner notes for her recording of

Shostakovich’s Op. 87 “…the creative and personal friendship of Dmitry
Shostakovich - a friendship which lasted more than twenty-five years, to the day
of his death. … At his request I telephoned him every day and he asked me to
come to him to listen to him play the piece he had just written.”12 Shostakovich’s
entire cycle was played at the Union of Soviet Composers in Moscow, in April
and May of 1951, three months after the completion of this cycle, but the first
public performance was not given until December, 1952, by Nikolayeva in
Leningrad.13
Shostakovich’s Opus 87, which was published in 1952, is the first cycle of
this kind in Russian music.14 The first publication in two volumes was by Muzgiz

10 Andrew Scott Grobengieser, “Structural Model and Manipulation in the Twenty-four Preludes
and Fugues, Opus 87, of Dmitry Shostakovich” (M.M.thesis, University of Texas at Austin, 1993),
4.
11

Khalatova, “Polyphonic Innovations,” 57.

12

Tatiana Nikolayeva, liner notes to Dmitry Shostakovich, 24 Preludes and Fugues, Op. 87,
Hyperion CDA66441/3 (1990).
13 David Gutman, liner notes to Dmitry Shostakovich, 24 Preludes and Fugues, Op. 87, Decca
446 066-2 (1999).
14

Levon Hakovian, Music of the Soviet Age 1917-1987 (Stockholm: Melos Music Literature,
1998), 211.
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in 1952.15 The tonal organization of this cycle is in order of the circle of fifths of
paired relative major and minor keys beginning with C major. Shostakovich does
not follow the key order of Bach’s Well-Tempered Clavier; he uses the key plan
of Chopin’s Preludes, Op. 28, which he had already used in his own set of
Twenty-four Preludes for Piano, Op. 34 (1932-33).
The fugues in Shostakovich’s cycle of twenty-four preludes and fugues,
Op. 87, are written in two to five voices. Most are three or four-voice fugues; the
only two exceptions are No. 9 in two voices and No. 13 in five voices. No. 9 in E
major is in an allegro tempo, and the subject passage has rapid notes. If there
were more voices, the texture would become unclear and the subject might not be
presented effectively. No. 13 in F-sharp major is in five voices, but the adagio
tempo and simple texture help bring out the subject sufficiently. Also, this fugue
is reminiscent of Renaissance-era polyphonic vocal writing, while No. 9 clearly
has an instrumental character. The subject of the F-sharp major fugue (No. 13)
moves mostly stepwise, and in a serious mood. This compositional style is
similar to the B-flat minor fugue (five voices) and C-sharp minor fugue (five
voices) from Book I, and the E major fugue (four voices) from Book II of Bach’s
Well-Tempered Clavier.
The following table (Table 1) shows the order of each fugue entry and
their initial notes in the expositions of Shostakovich’s cycle. All first notes of
each fugue start on the tonic or dominant note, except for fugue No. 8 in F-sharp

15 Terence R. Kroetsch, “A Baroque Model in the Twentieth Century: The Preludes and Fugues,
Opus 87, of Dmitri Shostakovich” (M.M. thesis, The University of Western Ontario, 1996), 1-2.
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minor. Instead, this fugue starts on A, which is the scale degree ^3 of F-sharp
minor (F-sharp minor). The key of the subject is exceptionally ambiguous; the
subject sounds as if it was in A major because of the many reiterations of the pitch
A in the subject and the absence of any E sharps, which are tonally important as a
leading tone in F-sharp minor. On the other hand, it could be heard as D major
with many dominant notes and tonic triads (Example 1). The only essential clue
to recognizing aurally the key of the fugue subject can be found in the previous
prelude. The ending pitches of each fugue subject are also mostly tonics or
dominants. Thus, the subjects are very clear harmonically, and the tonal center of
the subject is almost always clear.

9

Example 1: Fugue No. 8 in F-sharp minor by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
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Table 1:

Entries of Each Fugue – 24 Preludes and Fugues, Op. 87,
by Shostakovich
1. C major

Soprano

2. A minor
G

Alto

A

C

Tenor

4. E minor

G

E

G

Bass

3. G major

B
D

A

B
G

E

C

E

5. D major

6. B minor

D

7. A major
F#

A

A

B
A

8. F-sharp min.
A

E

F#

E
A

A

B

9. E major

10. C-sharp minor

E

C#
B

11. B major

12. G-sharp minor

B
G#

D#
F#

G#

G#
B

C#

11

D#
G#

Table 1 continued)

13. F-sharp major

14. E-flat min.

C#

Bb

F#

15. D-flat major
Db

Bb

Eb

C#

16. B-flat min

Ab

F

Bb

Db

F#

Bb
Ab

F#

17. A-flat major
Ab

18. F minor

19. E-flat maj.

F

Eb

Eb

C
F

C

C

G

22. G minor

23. F major

D
G

G

Eb

Eb

Bb

C

Bb

Ab

21. B-flat maj.

20. C minor

24. D minor

C

G

D
F

Bb

D

A
C

G

D
A

12

For the entries of the other voices, Shostakovich follows the Baroque
procedure of favoring paired entries in neighboring voices. For the subjectanswer pair specifically, all fugues but No. 10 use this standard method (see Table
1).
The formation of the fugues in Shostakovich’s cycle follows the Baroque
traditional style in many instances. The subjects are tonally clear as shown
earlier. Also, the subjects of all twenty-four fugues return in the tonic key in the
final section.16 The subjects are generally longer than Bach’s in his preludes and
fugues, but they are still effective as fugue subjects. For example, the subject of
the Fugue No.14 in E-flat minor is thirteen measures long, but the subject has a
very simple rhythmic figure in an allegro tempo, so that it is easily recognizable
(Example 2).

16

I am using the standard terms to label sections: Exposition, Middle Section, and Final Section.

13

Example 2: Fugue No. 14 in E-flat minor by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
.
The answer to the subject is another important clue to how close the cycle
is to the standard Baroque model. All but the B-flat major fugue (No. 21)
transpose the subject by a perfect fifth higher to form the answer (Table 1), and all
are real or tonal answers. No. 21 is answered by the major sixth above the
subject.
Almost all of Shostakovich’s fugues have one or more countersubjects,
which is also one of the standard features for the Baroque fugal model. Most in

14

fact have two countersubjects, a common feature of Bach’s fugues (as in the C
minor fugue of The Well-Tempered Clavier, Book I). Only the G minor fugue,
No.22, has no countersubject (Table 2).

Table 2:
No. 1

The Number of Countersubjects – 24 Preludes and Fugues, Op. 87,
by Shostakovich
No. 2

No. 3

No. 4

No. 5

No. 6

No. 7

No. 8

(4voices) (3vv)

(3vv)

(4vv)

(3vv)

(4vv)

(3vv)

(3vv)

2 C.S.

2

S1: 2

2

2

2

2

2

S2: 2

No. 9

No. 10

No. 11

No. 12

No. 13

No. 14

No. 15

No. 16

(2vv)

(4vv)

(3vv)

(4vv)

(5vv)

(3vv)

(4vv)

(3vv)

1

2

2

2

2

2

2

2

No. 17

No. 18

No. 19

No. 20

No. 21

No. 22

No. 23

No. 24

(4vv)

(4vv)

(3vv)

(4vv)

(3vv)

(4vv)

(3vv)

(4vv)

2

2

2

2

2

0

2

S1: 2
S2: 1
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The pairs of prelude and fugue are well integrated. Attacca markings at
the end of every prelude signal the composer’s intention to connect the preludes
and fugues. The tonalities for the endings of the preludes and the beginnings of
the fugues are rather clear, and, of course, they are paired by key. The ending of
each prelude has either a clear cadence or an incomplete ending with connection
to the entrance of the fugue. Very often preludes and fugues share motives, and
they quote from each other. Other relationships include similarities in mood,
character, rhythm and so on.
The set of Twenty-four Preludes and Fugues, Op. 87, is very valuable as a
compositional creation in itself, and it is technically very challenging in
performance as well. Vladimir Ashkenazy, whose complete recording won a
Grammy Award for the Best Instrumental Soloist Performance in 1999,17 has
said, “But the preludes and fugues... this is serious. An incredible journey!
Fantastic cycle. But it’s so difficult to learn. You have to devote so much time
and energy and concentration.” Even Sviatoslav Richter, a pianist noted for his
extraordinarily large repertoire, never recorded the entire set.18
I have chosen two contrasting styles of Shostakovich’s preludes and
fugues to examine more closely. These are No. 7 in A major and No. 15 in D-flat
major.
Prelude No. 7 in A major is in the Baroque pastoral style. This prelude is
reminiscent of Bach’s Prelude No. 5 in D major, BWV 874, from The Well-

17

Khalatova, “Polyphonic Innovations,” 147.

18

Gutman, liner notes to Shostakovich, 24 Preludes and Fugues.

16

Tempered Clavier, Book II.

Still, the characters of these two preludes are

different. Shostakovich’s prelude is more pastoral and much lighter, while Bach’s
prelude has an overture quality with a trumpet-like opening fanfare. But the
rhythmic figures and meter of both are very similar (Examples 3 and 4).

Example 3: Prelude No. 5 in D major (mm. 1 – 4), BWV 874, from WTC Book
II, by Bach

Example 4: Prelude No. 7 in A major (mm. 1 – 4) by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
17

Shostakovich’s prelude No. 7 is very diatonic except for a short chromatic
figure in the middle (Example 5).

Example 5: Chromatic Passage in Shostakovich’s Prelude No. 7 in A major
(mm. 13-16)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

His Fugue No. 7 in A major has a simple and clear texture. It consists of
nothing but arpeggios and diatonic triad chords, shifting briefly to the chromatic
in the last part.

The harmonic language of this fugue is very conventional

throughout, and also extremely simple.

There are two countersubjects with

arpeggio figures like the subject. Since the subject and both countersubjects are
all based on simple arpeggio passages, and, moreover, as the voices are put
closely together, it is hard to keep track of the subject by ear (Example 6).
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Example 6: Fugue No. 7 in A major by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

As an example of a common feature in Shostakovich’s compositional
style, he suddenly changes harmony in some places during this prelude. For
example, there are sudden block shifts from A major (m. 33) to F major (m. 43) to
B-flat major (m. 51) in the middle (Example 7).

19

Example 7: Fugue No. 7 in A major (mm. 31-57) by Shostakovich

A

F

B flat

20

In spite of these dramatic tonal shifts, this fugue basically follows the
standard Baroque style of the fugue.

The fugal elements such as subject,

countersubject, episode and stretto are still in this fugue, and the exposition
includes real answers by perfect fifths.
Irwin Freundlich made the following comment in his preface to the
musical score of 24 Preludes and Fugues, Op. 87, by Shostakovich:
The twelve-tonalists at one end and this music of Shostakovich at the
other, these are the two antithetic poles of contemporary music. Can
anything further be done within the premises of triadic harmony and
traditional contrapuntal practices? Much of the interest in this composer’s
Opus 87 lies in his attempt to give positive answer to the question by a
series of musical essays coupling the freer, more flexible prelude with the
texturally more restricted fugue.19

This might be a good observation to help interpret the Prelude and Fugue No. 7 in
A major as well as No. 15 in D-flat major.

The D-flat major fugue is mostly

dominated by chromaticism. This fugue has a chromatic subject with eleven
different tones. G is the only missing tone in the subject, which is the tritone of
the tonic D flat. The intervals of the subject gradually get bigger in an opening
wedge shape. The subject begins on D flat and the intervals go from minor
second to major sixth. Even though this fugue has eleven different tones in the
subject, resulting in tonal ambiguity, the fugue is based on neither twelve-tone
technique nor atonal musical language. Instead, the subject begins and ends on
the tonic D flat, and the real answer in the dominant key of the subject follows
(Example 8).
19

Irwin Freundlich, Preface to Dmitry Shostakovich, 24 Preludes and Fugues for Piano, Op. 87
(New York: Leeds Music Corporation, 1955).
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Example 8: Fugue No. 15 in D-flat major by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

Shostakovich gave particular emphasis to the dominant-tonic chord
progression in the final section. These clear tonal figures interrupt the chromatic
figures several times (Example 9).

22

Example 9: Dominant-Tonic Chord Progressions in the Final Section of Fugue
No. 15 in D-flat major by Shostakovich (mm. 120-150)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

23

Also, the end of the fugue is tonally very clear with a repeated authentic
cadence (V-I) (Example 10). This fugue, then, shows how Shostakovich strongly
controls chromatic music within a tonal context.

Example 10: Dominant-Tonic Chord Progressions at the End of Fugue No. 15 in
D-flat major by Shostakovich (mm. 161-182)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
24

The same figure of the clear dominant-tonic chord pair at the end of the Dflat major fugue can also be found at the end of the D-flat prelude (Example 11).

Example 11: The End of Prelude No. 15 in D-flat major by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
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Measures 115 – 117 of the fugue are quoted from the first two measures of
the prelude (Examples 12 and 13).

Example 12: Opening of the Prelude No. 15 in D-flat major by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

Example 13: Quotation from Prelude No. 15 – Fugue No. 15 in D-flat major by
Shostakovich (mm. 111-125)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
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There are a few places that have chromatic motion similar to the fugue,
like the examples below, but overall, the D-flat major prelude is tonally much
more stable than the fugue (Examples 14a and 14b).

Example 14a: Chromatic Passage in the Prelude No. 15 in D-flat major by
Shostakovich (mm. 23-29)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

Example 14b: Chromatic Passage in the Prelude No. 15 in D-flat major by
Shostakovich (mm. 57-61)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
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Prelude No. 15 in D-flat major is divided into three sections; A (mm. 184) – B (mm. 85-138) – A’ (mm. 139-206). The music is in a dance style, in 3/4
meter and with humor that includes some surprising figures. Especially, obvious
parallel octaves in the trio section (B section) (Example 15), and unexpected
sudden interruptions of the dominant-tonic chord progression in the last part (A’
section) (Example 11) make this prelude humorous.

Example 15: B (Trio) section of the Prelude No. 15 in D-flat major by
Shostakovich (mm. 87-116)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
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After all, although the materials of Preludes and Fugues No. 7 and No. 15
are completely different and these two fugues present two extreme opposite
styles, both preludes and fugues are fundamentally controlled in the manner of
tonality.
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Chapter 2: 24 Preludes and Fugues by R. Shchedrin

Rodion Shchedrin is one of the most important composers of the
generation after Shostakovich.

From 1973 to 1990 he was Shostakovich’s

successor as Chairman of the Composers’ Union of the Russian Federation, an
organization that was founded by Shostakovich.
Shchedrin was born in Moscow on December 16 of 1932, the son of a
composer and professional violinist who taught at the Moscow Conservatory.
Shchedrin studied both composition and piano, and graduated from the
Conservatory in 1955. Between 1965 and 1969 he taught composition at the
conservatory. He has written several ballets for his wife, the prima ballerina and
choreographer Maya Plisetskaya, and these were performed at the Bolshoi theatre.
Shchedrin has been awarded many international prizes and honors.
In the New Grove Dictionary, Valentina Kholopova has written about
Shchedrin that “Shchedrin considers it important not to break contact with a broad
range of listeners and holds in high esteem the maxim that ‘great art must have a
great audience’.”20 The musical creations of Shchedrin and his musical activities
are always related to listeners, and partly because of this consideration, he has
been popular. Murray McLachlan, who is an exponent of the romantic and
Russian repertoire, has said that “In the sixties and seventies he was particularly

20 Valentina Kholapova, “Shchedrin, Rodion,” The New Grove Dictionary of Music Online, ed. L.
Macy (Accessed 2 May 2003), <http://www.grovemusic.com>.
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popular in the U.S.A.,” and has called Shchedrin the “Leonard Bernstein of Soviet
Russia.” Also, McLachlan has added that “Shchedrin is a man who above all else
is determined to communicate warmly and directly with humanity, and his prolific
compositional output embraces all forms and genres…”21 As an excellent pianist,
Shchedrin has performed and recorded many of his own works.
Shchedrin’s early works were written in an orthodox Soviet idiom. After
the death of Stalin in 1953, when the constrictions on every aspect of Soviet
culture were relaxed, musicians also had greater creative freedom and Soviet
composers were exposed to contemporary Western music.22 Therefore, in the
1960s Shchedrin began incorporating different styles of music, such as
Neoclassicism, pop music and jazz, and he used serial and aleatory techniques
from the mid-1960s. Shchedrin is a great expert in stylistic imitation, as well as
in fusion of the seemingly incompatible idioms.23 Shchedrin defines his own
musical position as “post-avant-garde."

He explains this meaning that “all

restrictions, all phrases such as ‘You’re not allowed to do that,’ ‘It’s not usual’
and ‘They’ll not like it’ can now be ignored. The birds have been let out of their
cages, people can write whatever they want to write, whatever they feel like
writing.”24

Examples of his stylistic imitation include his piano miniatures

21 Murray McLachlan, liner notes to Rodion Shchedrin, The Piano Music of Shchedrin, Melodiya
MCD 259 (1983).
22

Seth Harte Perlman, “Tonal Organization in the Twenty-four Preludes and Fugues of Dmitry
Shostakovich, Rodion Shchedrin, and Niels Viggo Bentzon” (D.M.A. diss., Peabody Institute of
the Johns Hopkins University, 1988), 8.
23

Hakovian, Music of the Soviet Age, 320.

24

Sigrid Neef, liner notes to Rodion Shchedrin, Piano Concertos Nos. 1-3, Melodiya 74321
36907 2 (1979).
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“Imitating Albeniz,” which are a parody of Spanish style, and his second piano
concerto, which mixes linear twelve-tone composition with jazz elements.25
Valentina Kholopova says that in his style
Freely serial procedures and avant-garde techniques such as pointillism,
sonoristic and aleatory methods rub shoulders with complex polyphony,
collage and, on the other hand, reflections of various types of Russian folk
music ranging from peals of bells, lamentations, church music, shepherds’
tunes, the chastushka [Russian joke tune] and the style of folk singing.26

Shchedrin’s cycle of twenty-four preludes and fugues for piano, written
between 1964 and 1970, has been described by Levon Hakovian as a mixture of
occasional tributes to the twelve-tone technique and the spirit of parody.27 As an
admirer of Bach, Shchedrin composed the polyphonic cycle of twenty-four
preludes and fugues for piano by following the precedent of Shostakovich in his
twenty-four preludes and fugues. Shchedrin dedicated this cycle to the memory
of his father, Konstantin Mikhailovich Shchedrin.
The twenty-four preludes and fugues are divided into two volumes by
sharp and flat keys. The key organization of Shchedrin’s cycle is the same as
Shostakovich’s, but No. 13 is spelled differently to keep the appearance of all flat
keys in the second volume. The twelve preludes and fugues in the first volume
are all in sharp keys. Shchedrin gave the first performace in Moscow in 1965.

25

Hakovian, Music of the Soviet Age, 321.

26

Kholapova, “Shchedrin.”

27

Hakovian, Music of the Soviet Age, 321.

32

The second volume has all flat keys, and the first performance of the complete
cycle was given by the composer in 1971.
The range of the number of voices in Shchedrin’s fugues is two to five, as
in Shostakovich’s Op. 87. Nos. 7 and 16 have two voices, and only No. 11 is in
five voices.
Murray McLachlan, who recorded Shchedrin’s complete cycle of twentyfour preludes and fugues in 1994, describes the cycle in this way:
From the opening bars of the first Prelude and Fugue (C major) there can
be no doubt that this cycle is marked by clarity and lucidity, pianistic and
musical practicality, technical and contrapuntal virtuosity as well as
sincerity and depth of feeling. There is also a liberal sprinkling of good
humour, wit and a feeling of the encyclopedic and all encompassing that
certainly takes one’s breath away!28

Even though the fugues in this cycle basically follow the Baroque fugal
model, a number of transformations of that model combined with modern
techniques make the set a totally different style of music from that of Bach or
Shostakovich.
The following table (Table 1) contains subject entries of each fugue in
Shchedrin’s cycle, with the first pitches to enter.

28 Murray McLachlan, liner notes to Rodion Shchedrin, 24 Preludes and Fugues, Olympia OCD
438 (1994).
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Table 1:

Entries of Each Fugue – 24 Preludes and Fugues by Shchedrin
1. C major

Soprano
Alto

2. A minor

C

E

C#

C

Tenor

3. G major

E
G

F#

B

C#

Bass

F#

4. E minor

5. D major

S2: E

6. B minor

D

S1: E

F#

D

A

D

S2: B

A

E

F#

S1: B

D

8. F-sharp min.

9. E major

C#

10. C-sharp min.

C#

C#

F#
F#

7.A major

B

11. B major

C#

F#

C#

B
G#

F#
F#
B
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Table 1 continued)
12.G-sharp
minor

13. G-flat
major

E

14. E-flat
minor

Gb

B

F

Db
F#

16.B-flat
minor

Gb

Bb
Bb

17. A-flat
major

Db

15. D-flat major
S4: C

S2: F

S3: G

Eb

18. F minor

Bb

S1: Bb

S4: A

S2: Db

S3: Eb

19. E-flat
major

B

Eb

Eb

20. C minor
S2: F#

E
F

S1: Ab

Bb

B

S1: C
B

S1: D
S2: G#

21. E-flat major

22. G minor

D

23. F major

C
F

D

D

E
D

24. D minor

E

Bb

A
Eb
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A
A

The starting and ending pitches of the subjects are not principally tonic or
dominant like Shostakovich’s.

The subjects are not clear harmonically and

structurally in many of Shchedrin’s fugues, and the subject sometimes does not
come back in the main key in the final section of the fugue. The subject length of
Fugue No. 16 is unique. It is sixteen measures long, and the rhythms of the
subject change frequently. To counter this complexity, the two-voice texture
helps distinguish the subject (Example 1).
Example 1: Fugue No. 16 in B-flat minor by Shchedrin
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Many of Shchedrin’s fugues have unusual intervals for answers, while all
but one of Shostakovich’s fugues have answers at the perfect fifth above the
subject, which interval is common to the traditional fugue. Moreover, some
answers in Shchedrin’s cycle are neither tonal nor real. I have named this the
“Altered Answer.” The subject is not transposed exactly as in the real answer.
However, the changes are also not made according to the way of the tonal answer,
which is defined only by a rule of transposition between scale degree of ^1 and ^5
(Table 2).

Table 2:

Intervals and Types of Answers in 24 Preludes and Fugues by
Shchedrin

Interval
Type of

Head

Answer*

Continuation

No. 1

No. 2

No. 3

No. 4**

Perfect 5th

Perfect 5th

Perfect 5th

Perfect 5th

Altered

Real

Real

Real (both)

No. 5

No. 6

No. 7

No. 8

No. 9

Perfect 5th

Major 3rd

Perfect 5th

Perfect 4th

Perfect 5th

Real

Altered

Real

Altered

Real

Altered
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Altered

Table 2 continued)

No. 10

No. 11

No. 12

No. 13

No. 14

Perfect 5th

Perfect 4th

Perfect 5th

Major 6th

Perfect 5th

Tonal

Real

Real

Altered

Real

Altered

Altered

No. 15**

No. 16

Inverted, then Perfect 5th

Altered

No. 17

No. 18

No. 19

Major 2nd

Perfect 5th

Perfect 5th

Altered

Altered

Real

major 2nd
Real/Inverted

Real

(all four)
Altered

No. 20**

No. 21

No. 22

No. 23

No. 24

Major 2nd

Minor 3rd

Tritone

Perfect 5th

Perfect 4th

Real (all)

Altered

Real

Altered

Altered

Altered
* For the type of answer, these answers are divided into ‘head of the answer’ and
‘continuation of the answer’ in this table, even though, unlike most Baroque
fugues, a number of Shchedrin’s subjects are hard to separate into segments.
** See the text below for more information.
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Nos. 4, 15 and 20 are double fugues, but they vary in the ways they use
the double fugue procedure. Douglass M. Green divides double fugue into two
different types,29 which we will call “Simultaneous Double Fugue” and “Sectional
Double Fugue.” In the simultaneous double fugue, two subjects appear either
simultaneously or with very little time difference. These subject pairs always
occur together throughout the fugue. The first entering subject is “Subject 1” and
the other is “Subject 2.” The sectional double fugue presents the first subject
alone in the first section, and the next section follows with a second subject. In
the final section, these two subjects are combined.
These three fugues (Nos. 4, 15 and 20) of Shchedrin are basically
simultaneous double fugues, but the method of displaying the subject is different
in each one of them. Also, all three fugues are stretto fugues; there are no
episodes, and the subjects are continuously presented.
Fugue No. 4 is easily identified as a simultaneous double fugue. The two
subjects in this fugue are answered at the perfect fifth, and both are real answers
(Example 2).

29

Green, Form in Music, 276-277.
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Example 2: Fugue No. 4 in E minor by Shchedrin

S1
S1

S2

Fugue No. 15 is more complicated. This is also a stretto fugue that
includes two pairs of subjects instead of one. Therefore, there are four subjects in
all (subjects 1 and 2 for the first pair, and subjects 3 and 4 for the second pair). In
the final section, however, only subject 1 is present (subject 2 and the second pair
disappear). The subject pairs are inverted on their restatement, but all answers of
these four subjects are real. After the exposition, the second subject is transposed
at the minor sixth, and the third and fourth subjects are transposed at the major
sixth (Examples 3a and 3b).
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Example 3a: Fugue No. 15 in D-flat major by Shchedrin

S1

S2

S1 Inversion

S2 Inversion

S3

S4

S3 Inversion

S4 Inversion
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Example 3b: The Final Section of Fugue No. 15 in D-flat major by Shchedrin
(mm. 46-53)
S1 Inversion

S1

Fugue No. 20 is a unique mixture of the simultaneous and the sectional
double fugues. In the first section, the pairs of subjects 1 and 2 are presented
simultaneously six times, and in the next section, the new third subject appears.
Finally, these three subjects (a pair of S1 and S2, and S3) are combined together
in the closing section. The subjects 1 and 2 are answered at the major second and
the third subject in the next section is answered at the perfect fifth, and they are
all real answers (see Examples 4a, 4b and 4c).
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Example 4a: Two Subjects (Simultaneous Double Fugue) in the Exposition of
the Fugue No. 20 in C minor by Shchedrin

S1

S2

S1

Example 4b: New Subject – Fugue No. 20 in C minor by Shchedrin
(mm. 13-15)

New Subject
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Example 4c: Combination of the Subjects in the Final Section – Fugue No. 20 in
C minor by Shchedrin (mm. 26-28)

S2

S1

New Subject

Many fugues in Shchedrin’s cycle do not have a countersubject, while all
but one of Shostakovich’s do (most in fact have two countersubjects). On the
other hand, melodic or harmonic shapes can also be observed that act informally
in the manner of a countersubject.
Shchedrin is free in his treatment of the meter or bar line by using frequent
meter changes, unusual meters and even no meters, especially in his preludes.
Eight of Shchedrin’s preludes have no meter at all: by contrast, all of
Shostakovich’s preludes have meters, and only two of Slonimsky’s preludes are
44

without meter marking. One of them changes meters several times (No. 13), and
two pieces have unusual meters (19/4, 7/4) (see Table 3).

Table 3:

Meters of Preludes in 24 Preludes and Fugues by Shchedrin

No. 1

No. 2

No. 3

No. 4

No. 5

No. 6

No. 7

No. 8

4/4

3/8

6/8

2/4

No meter

3/4

2/4

3/4

No. 9

No.10

No.11 No.12 No. 13

No. 14

No. 15

No. 16

No

19/4

3/2

No

No

4/8

4/4

meter

4/4

(3/4, 4/4, 3/4,4/4) meter

meter

3/4 and 4/4
alternate at the
end

No. 17

No. 18

No. 19

No. 20

No. 21

No. 22

No. 23

No. 24

No

3/8

2/4

No

No

No

7/4

4/4

meter

meter

meter

meter
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The character of Shchedrin’s Prelude and Fugue no. 7 in A major is
humorous.

The prelude has a very simple rhythmic figure with unexpected

accents in the middle (Example 5).

Example 5: Unexpected Accents – Prelude No. 7 in A major by Shchedrin
(mm. 18-21)

What sounds like randomly chosen notes at the beginning, in the manner
of the dissonant linear counterpoint of the 1920s (Example 6), eventually runs
into a clear A major arpeggio at the end (Example 11). This style was employed
by many composers, including Hindemith, Krenek, Weill, and most of the French
composers of the Les Six group. As an example, this prelude’s rhythms and
texture are very similar to works by Stravinsky, particularly the first and third
movements of his piano sonata, composed in 1924, and Rondoletto (the third
movement) of the Serenade in A, composed in 1925. The third movement of
Stravinsky’s sonata is especially close. The rhythm, texture and melodic shape
are very similar to Shchedrin’s Prelude No. 7, especially from mm. 13 (see
Examples 6 and 7). The melodic shapes of the first movement of the sonata and
Rondoletto from Serenade in A are also quite similar (Examples 8 and 9).
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Example 6: Prelude No. 7 in A major by Shchedrin

47

Example 7: The Third Movement of Piano Sonata by Stravinsky

48

Example 8: The First Movement of Piano Sonata by Stravinsky
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Example 9: Rondoletto (the Third Movement) of Serenade in A by Stravinsky
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The ending of Shchedrin’s A major prelude reminds one of
Shostakovich’s Fugue No. 15 in D-flat major, which ends with clear dominanttonic block chords after unstable harmonic figures (Examples 10 and 11).

Example 10: Ending of Fugue No. 15 in D-flat major by Shostakovich

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.
51

Example 11: Ending of Prelude No. 7 in A major by Shchedrin

We hear the last, low note A130 of the A major prelude as connected to the
first note A3 of the fugue subject because of the rapid tempo (Allegro) and the
attacca marking, which prevents the pianist from stopping or creating a gap, and
the L’istesso tempo markings on the fugue, which marks the pianist count through
the final, empty bar of the prelude. Both prelude and fugue are rhythmically very
square and metrically stable. Figures consist of mostly sixteenth notes and eighth
notes (Examples 11 and 12).

30 Notes are labeled according to the system of the American Acoustical Society. An octave
higher A from the lowest note A (A0) on the piano is labeled as A1. (The lowest C on the piano is
named as C1; the middle C is C4.)
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Example 12: Fugue No. 7 in A major by Shchedrin

The subject of the fugue begins with the eighth rest (Example 12) like the
prelude (Example 6), and there is a similar kind of figure at the same places near
the endings of the prelude and the fugue (Examples 11 and 13 marked with
brackets).
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Example 13: Ending of Fugue No. 7 in A major by Shchedrin

The A major fugue is rather more traditional than other pieces in
Shchedrin’s cycle. The subject is very easy to recognize and the structure is clear.
This A major fugue in two voices starts on repeated tonic pitches A. The answer
comes at the perfect fifth above the subject and is a real answer. Although we
cannot say, strictly speaking, that there is a countersubject, still countersubjectlike figures are used frequently throughout the fugue (Example 12).
The Prelude and Fugue No. 14 in E-flat minor apply Shchedrin’s modern
musical language more than the Prelude and Fugue No. 7 in A major. There are
only a few irregular bar lines without any time signature in the Prelude No. 14
(Example 14).
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Example 14: Prelude No. 14 in E-flat minor by Shchedrin
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As a whole, this prelude and fugue pair is dominated by chromaticism.
The chromatic element is employed in a great number of his pieces from this
cycle, and it can be one of the main reasons why the key is ambiguous in many
pieces. Both prelude and fugue begin on the tonic note E flat (Examples 14 and
16), and the fugue includes E flat in the last chord. Besides that, the harmony or
the key can hardly be defined. The prelude does not have a cadence, but instead
ends with a trill-like figure (Example 15).

Example 15: Ending of Prelude No. 14 in E-flat minor by Shchedrin

The E flat minor fugue subject brings a real answer in the dominant. But
the inversion is used for the third entry of the fugue, which is an unusual
technique for the Exposition (Example 16).
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Example 16: Exposition of Fugue No. 14 in E-flat minor by Shchedrin

Inversion
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Example 16 continued)

There are a number of inverted subjects including stretto with the
inversion in the middle section as well. In addition to the E-flat minor fugue,
Fugue No. 15 and Fugue No. 20 (in the second section of double fugue) also have
an inverted subject in their Expositions. Furthermore, augmentation appears in
the Exposition of No. 19, the E-flat major fugue.
Fugue No. 14 has a climax with twelve sff dissonant chords in mm. 70 –
73 (Example 17). Following a stretto passage involving all three voices, and a
symmetrical return of the opening metrical of the prelude, the fugue ends with
more dissonant chords and a quick chromatic flourish in the left hand (see
Examples 14 and 18).
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Example 17: Fugue No. 14 in E-flat minor by Shchedrin (mm. 65-73)
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Example 18: Ending of Fugue No. 14 in E-flat minor by Shchedrin
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The prelude and the fugue are also connected by attacca, and the structure
of this pair is very symmetrical, so that they sound like just a single piece of
music. Even the tempo markings are symmetrical. The prelude starts with the
tempo of presto and changes to allegro, and the fugue begins with allegro first
and then changes to presto. If symmetrical structure is one of the characteristics
of this piece, many inversions of the subject could be considered another part of
the symmetrical structure. In a view of the entire cycle, Shchedrin composed the
first pair (No. 1 in C major) and the last pair (No. 24 in D minor) of preludes and
fugues symmetrically. Both preludes (Examples 19 and 20 of Preludes Nos. 1
and 24) and fugues (Examples 21 and 22 of Fugues Nos. 1 and 24) are completely
symmetrical with each other, an idea that is reminiscent of Hindemith’s Ludus
Tonalis (1942), where the prelude and the postlude are in a mirror retrograde with
each other.
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Example 19: Prelude No. 1 in C major by Shchedrin

62

Example 20: Prelude No. 24 in D minor by Shchedrin
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Example 21: Fugue No. 1 in C major by Shchedrin
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Example 22: Fugue No. 24 in D minor by Shchedrin
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Chapter 3: 24 Preludes and Fugues by S. Slonimsky

Shchedrin’s exact contemporary, Sergey Slonimsky, is one of the leading
composers in Soviet Russia. Slonimsky was born in Leningrad on August 12 of
1932. He is the son of a famous Soviet writer and an active member of the
literary circle “The Serapion Brothers,” Mikhail Slonimsky (1897-1972), and the
nephew of Nicholas Slonimsky (1894-1995), the legendary Russian-born
American musicologist, conductor and composer.

In spite of the family’s

expectation that he make a literary career, Sergey Slonimsky became a famous
musician.
He began his composition study at the age of 11 under Shebalin. From
1950 Slonimsky studied both composition and piano at the Leningrad
Conservatory. In 1955 he graduated from the conservatory as a composer, and in
1956 as a pianist. Among his teachers in composition, O. Yevlakhov was a pupil
of Shostakovich. Following the completion of his postgraduate study in music
theory in 1958, he taught music-theoretical disciplines and, later, composition (in
1967) at the Conservatory.
Slonimsky holds the title of “People’s Artist,” which is the highest musical
award in Russia, and he is a winner of the Russian Glinka State Prize and the St.
Petersburg Government Prize. Slonimsky is also a member of the Composers’
Union like Shostakovich and Shchedrin and all other sanctioned composers.
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Slonimsky is currently a composition professor at the St. Petersburg
Conservatory.
Larisa Georgievna Danko explains Slonimsky’s musical style in this way:
Slonimsky belongs to the generation who came into being as composers
after World War II. Since the middle of the 1950s he has been interested
in the musical avant garde and in a decisive stylistic renewal… Since the
end of the 1950s Slonimsky has employed, in certain cases, the 12-tone
system, and since the 1960s he has used aleatory, and sonoristic
techniques, [and] non-traditional graphic notation ... 31

In the early 1960s, Slonimsky went on several folklore expeditions to
distant regions of Russia (the Novgorod, Pskov and Perm regions), and since that
time, his folkloristic experiences have influenced his compositions.32 Slonimsky
recorded many texts and melodies of ancient and modern Russian folk songs. His
first symphony, written in 1960, is associated with Russian folk song. Later
Slonimsky also used American jazz forms. He has often attempted to blend
traditional styles with new media and sounds and with contemporary techniques.
Slonimsky’s compositions include ten symphonies, seven operas and more
than one hundred symphonic, choral, chamber and vocal works. Among them, his
cycle of Twenty-four Preludes and Fugues for Piano is relatively recent.
Slonimsky was inspired to create this cycle after listening to Glenn Gould’s
recording of The Well-Tempered Clavier by J. S. Bach on New Year’s Eve,

31 Larisa Georgievna Danko, “Slonimsky, Sergey,” The New Grove Dictionary of Music Online,
ed. L. Macy (Accessed 2 May 2003), <http://www.grovemusic.com>.
32

Hakovian, Music of the Soviet Age, 327.
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1993.33 Slonimsky began to work on his own cycle of preludes and fugues in
1994.

He composed the themes of all fugues and most of the preludes

immediately. The cycle was dedicated to the memory of A. N. Dolzhansky, who
was an expert on the polyphonic writing of Bach and Shostakovich. Even though
Slonimsky completed the whole cycle in two weeks, this is the masterwork
among his polyphonic compositions. The twenty-four preludes and fugues have
been played in Russia as well as abroad, and this cycle is in the pedagogical and
concert repertoire of pianists.
Despite the range of his compositional style, the model for Slonimsky’s
cycle of twenty-four preludes and fugues is basically Bach’s Well-Tempered
Clavier. Mainly following the traditional tonality and rhythmic and melodic
structures of Bach, Slonimsky’s preludes and fugues also include medieval modes
with contemporary idioms.34 Unlike the sets by Shostakovich and Shchedrin,
Slonimsky’s cycle of twenty-four preludes and fugues follows Bach’s key
organization, ascending in chromatic order from C major to B minor.
Slonimsky’s fugues also have mostly three or four voices, as in
Shostakovich’s and Shchedrin’s cycles; this was the usual number of voices in the
Baroque fugue as well. There are only three exceptions in Slonimsky’s cycle: No.
23 in two voices, and Nos. 8 and 12 in five voices.
All but one (Fugue No. 1 in C major) of the starting pitches of each
subject are either tonic or dominant; nineteen fugues start on the tonic and four
33 N. a., liner notes to Sergey Slonimsky, Piano Sonata, 24 Preludes and Fugues, Altarus AIRCD-9086 (2000).
34

N. a., liner notes to Slonimsky, 24 Preludes and Fugues.
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fugues start on the dominant (Table 2). But the ending pitches vary considerably.
Slonimsky is in the middle among the three composers in terms of the starting and
ending pitches of his subjects; mostly tonic and dominant notes are used for both
starting and ending pitches in Shostakovich’s cycle, and there is no pattern of
dominating pitches in Shchedrin’s cycle (Table 1). The subjects in Slonimsky’s
set are harmonically rather clear, and all his fugues include tonic-level subject
statements in their final sections, which is a common feature for the fugal
composition. As I explained earlier, Shostakovich also follows this rule, while
Shchedrin does not.

Table 1:

Starting and Ending Pitches of Fugue Subjects in the Three Cycles
Shostakovich

Shchedrin

Slonimsky

Starting

All but one use

Sixteen fugues use

All but one use

Pitches

tonic or dominant.

tonic or dominant.

tonic or dominant.

Ending

All but three use

Various

Various

Pitches

tonic or dominant.
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Table 2:

Entries of Each Fugue – 24 Preludes and Fugues by Slonimsky
1. C major

Sop.

2. C minor

E

3. D-flat major

G

Alto

B
B

Bass

Db

G

Tenor

4. C-sharp minor
C#

Gb
C

G#
Db

C#

E

5. D major
D

G#

6. D minor

7. E-flat major

D
A

Eb
A

G

8. E-flat minor
Eb

Bb
D

Bb

Eb

Eb

Bb

Bb
Eb

9. E major

10. E minor

E

11. F major

E
E
A

F
B

E

C
F

B

12. F minor
C
F
Eb
Db
Bb
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Table 2 continued)
13. F-sharp maj.

14. F-sharp minor

F#

15. G major

C#
B

G

D

F#
F#

16. G minor

D

F#

G

C

C

C#

17. A-flat major

18. G-sharp min.

Ab

19. A major

G#

Db

20. A minor

A

A

G#

D

Eb

A

C#

E

Ab

D

A

21. B-flat major

22. B-flat minor

Bb
Bb

23. B maj.

F
Bb

G

24. B minor

B

B
F#

Eb

F#
B

Bb

F#
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The length of Slonimsky’s subjects in his fugues is similar to Bach’s in
The Well-Tempered Clavier. All Slonimsky’s subjects are two to five measures
except those in Fugues Nos. 13 and 21, which are seven measures long, while
both Shostakovich and Shchedrin have longer subjects in many of their fugues.
Although both Shchedrin and Slonimsky have used modern compositional
techniques in their music, the sound of Slonimsky’s cycle of twenty-four preludes
and fugues is much more traditional than Shchedrin’s cycle. Also, many melodic
lines or themes from Slonimsky’s cycle are singable, while Shchedrin’s can
hardly be sung. Slonimsky’s preludes and fugues are much less chromatic and
more diatonic than Shchedrin’s, and in general have a stronger sense of tonality.
Slonimsky places all the answers at the perfect fourth (thirteen fugues) or
perfect fifth (ten fugues) above the subject, except No. 21 in B-flat major, which
answers at the major sixth. It is significant that as many as thirteen fugues have
answers at the perfect fourth, because Bach’s opening subjects are very rarely
answered at the subdominant. The answers include real, tonal and altered types.
But there is still another type of answer, transposed above the subject according to
the diatonic scale, not according to interval. Like the altered subject, this type
would not happen in Bach’s fugues. I have named this device the “Diatonic Real
Answer.” Actually, the answer of Shostakovich’s Fugue No. 21 in B-flat major
can also be classified as “Diatonic Real.” In this fugue the answer is transposed
correctly but the scale has not been changed. B flat is used instead of B natural in
m. 11 (Example 1).
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Example 1: Fugue No. 21 in B-flat major by Shostakovich (Diatonic Real
Answer)

TWENTY FOUR PRELUDES AND FUGUES OP 87
By Dmitry Shostakovich
Copyright ©1952 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved.
Used by Permission.

Slonimsky has nine fugues whose answer types are Diatonic Real (Nos. 1, 2, 3,
12, 13, 15, 16, 19, 23). Examples 2 and 3 are two of his fugues with Diatonic
Real Answer.
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Example 2: Fugue No. 2 in C minor by Slonimsky

Example 3: Fugue No. 16 in G minor by Slonimsky

The following table (Table 3) shows the types of answers in each of
Slonimsky’s fugues, and their intervals.
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Table 3:

Intervals and Types of Answers in 24 Preludes and Fugues by
Slonimsky

Interval
Type of

Head

Answer

No. 1

No. 2

No. 3

No. 4

Perfect 5th

Perfect 4th

Perfect 4th

Perfect 5th

Diatonic

Diatonic

Diatonic

Tonal

Real

Real

Real

Continuation

Altered

No. 5

No. 6

No. 7

No. 8

No. 9

Perfect 4th

Perfect 5th

Perfect 5th

Perfect 5th

Perfect 4th

Real

Tonal

Tonal

Real

Real

Altered

Altered

No. 10

No. 11

No. 12

No. 13

No. 14

Perfect 5th

Perfect 5th

Perfect 4th

Perfect 4th

Perfect 5th

Real

Altered

Diatonic Real

Diatonic Real

Real

No. 15

No. 16

No. 17

No. 18

No. 19

Perfect 4th

Perfect 4th

Perfect 4th

Perfect 4th

Perfect 4th

Diatonic Real

Diatonic Real

Real

Real

Diatonic Real

Altered
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Table 3 continued)

No. 20

No. 21

No. 22

No. 23

No. 24

Perfect 4th

Major 6th

Perfect 4th

Perfect 5th

Perfect 5th

Real

Altered

Altered

Diatonic Real

Real

Altered

Some fugues have traditional countersubjects, as in Shostakovich’s and
Shchedrin’s cycles. However, there are also countersubject-like statements in
several other fugues, but Slonimsky re-uses only fragments or rhythms, not notes.
Four of Slonimsky’s fugues use the double-fugue idea. But there is only
one clear sectional double fugue (No. 3 in D-flat major), which Shostakovich also
uses in two of his pieces (Nos. 4 and 24), and Shchedrin does not. The first
subject section of Slonimsky’s Fugue No. 3 in D-flat major is sixteen measures
and the second subject section is twenty-five measures; the final section, which
combines those two subjects, is ten measures. Three other fugues (Nos. 6, 12, 24)
do not follow the standard method of the double fugue, even though they have
double-fugue elements such as a new subject or divided sections. I will discuss
one of these (No. 6 in D minor) in detail later.
The endings of Slonimsky’s preludes are harmonically very clear. They
end mostly on tonic.

The end of every prelude also has attacca, as in

Shostakovich’s cycle, a marking that indicates a well-coordinated connection to
the fugues. They often share melodic or rhythmic patterns.
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It is remarkable that a significant number of the minor-key preludes and
fugues in Slonimsky’s cycle have Picardy thirds at the end as an obvious Baroque
idea. Slonimsky’s preludes which end with a Picardy third are Nos. 4, 6, 12 and
16, and the fugues with a Picardy third are Nos. 2, 8, 14, 20, 22 and 24. Also, his
preludes often contain elements of musical styles from the Baroque period, such
as dance forms, invention, toccata and so on.
Slonimsky’s Prelude and Fugue No. 6 in D minor is one of the pairs that
follow the Baroque model in many ways. The D minor prelude was composed in
the style of a Baroque dance, the Sarabande. The Sarabande elements in this
prelude include slow triple meter and accented dotted notes on the second beat
(Example 4). Also, the prelude ends on the Picardy third (Example 5).
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Example 4: Prelude No. 6 in D minor by Slonimsky

Example 5: Ending of Prelude No. 6 in D minor by Slonimsky

After the attacca, the fugue begins on the tonic note D4. The fourmeasure subject is harmonically quite clear. It begins on the tonic and ends on the
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dominant of d minor. For the answer, the first two notes follow the tonal answer,
but in a non-traditional way, as the continuation is altered (Example 6).

Example 6:

Fugue No. 6 in D minor by Slonimsky

This fugue is an example of the double-fugue idea described earlier. The
first subject is presented and developed in its own section. Then a second subject
based on a chromatic figure appears in a middle section. However, this second
subject is immediately treated to inversions and stretto, and a three-voice texture
is maintained throughout this section. The rhythms of this passage are always
varied, another non-traditional device.

The main subject and the chromatic

passage (the second subject) come back together in a final section that also
includes a stretto of the main subject. In this final section, the main subject is
stated only in D minor, the main key (Example 7). Like the ending of the prelude,
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the dominant-tonic cadence of this fugue is tonally very clear (Examples 5 and 7).
In Example 7, the following symbols are used:
: Main subject,

: New passage,
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: Inversion of new passage

Example 7:

Double Fugue Idea in Fugue No. 6 in D minor by Slonimsky

New passage

Inversion

Main subject

Combination
81

Example 7 continued)
Stretto

Combination

Combination
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Slonimsky’s writing is not as chromatic as Shchedrin’s. Chromaticism is
an important feature of Bach’s fugues, especially in his Book II of The WellTempered Clavier, and Slonimsky also uses a chromatic theme in his B-flat minor
fugue, No. 22. Although Slonimsky uses a chromatic figure in the subject, in fact
his chord vocabulary is rather limited. Many chords in this fugue are based on
triads (Example 8). The fugue makes an end with the Picardy third again.

Example 8:

Fugue No. 22 in B-flat minor by Slonimsky
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Example 8 continued)

*

indicates Triad in the square.
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The prelude of this pair has Allemande elements; it is in 4/4 time and a
moderato tempo, with flowing lines, and straightforward figures that end on the
downbeat (Example 9).

Example 9: Prelude No. 22 in B-flat minor by Slonimsky
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Conclusion

It is remarkable that three twentieth-century composers in Russia
composed these large collections of preludes and fugues for the modern piano in
all the major and minor keys.

Because of different concepts of tonality in

twentieth-century music, these composers do not simply imitate the style of the
preludes and fugues of Bach, even though tonality remains a very important
factor, especially in the fugues.

Subject and answer pairs often follow the

traditional model, particularly in Shostakovich, but other tonal relations vary
greatly. All other devices of contrapuntal writing from previous centuries, such as
imitation, augmentation, diminution, inversion, pedal point, ostinato, canon and
stretto, are also employed. Thus, the cycles by these three Russian composers are
still clearly related to the traditional pairs of preludes and fugues.
Individually, the pieces in Dmitry Shostakovich’s cycle of twenty-four
preludes and fugues follow very closely Bach’s collection both structurally and
tonally. In spite of following the model of Bach, Shostakovich’s set is created
clearly in his own style, with distinctive harmonies, moods, textures and
melodies.
Rodion Shchedrin connected twentieth-century musical ideas to the
Baroque concept of music in a much more radical way. He created a very
different style of music under the same title, 24 Preludes and Fugues for Piano,
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but fundamentally, his cycle still uses the basic formal idea of the Baroque
prelude and fugue.
Finally, Sergey Slonimsky, who was born in the same year as Shchedrin,
composed his twenty-four preludes and fugues for piano very recently, while
Shchedrin composed his cycle from 1964 to 1970. Despite the gap of thirty years,
Slonimsky’s cycle is more conventional than Shchedrin’s cycle, is more closely
related to Shostakovich’s, and stylistically is sometimes closer to Bach’s.
Music has been accumulating a rich store of repertoire in its long history,
as styles have been created and changing. But music cannot be fully understood
without the trace of music history, like the cycles of twenty-four preludes and
fugues that we have seen. Thus, it is invaluable to examine other periods of
music and other styles of music.

As we saw the Bach homages by with

Shostakovich, Shchedrin and Slonimsky, music will keep developing based on
musical monuments left by former masters.
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