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ABSTRACT 

The set of preludes containing twenty-four preludes is an important 

compositional form used throughout the Common Practice Period. The twenty-four 

prelude set generally includes preludes written in each key and mode. Early sets 

include preludes or fantasies composed in each mode. Composers exploited and 

advocated the advent of equal-temperament tuning (at the turn of the eighteenth 

century) by organizing preludes in each major and minor key. Since then, the number 

of prelude sets has increased greatly, particularly during the nineteenth and twentieth 

centuries. Although music today has moved beyond the confines or parameters of 

major and minor tonalities, composers continue to use the twenty-four prelude set to 

collect preludes, including some atonal sets. The twenty-four prelude set model 

extends to sets of twenty-five preludes that begin and end in the same key and twenty-

four preludes without keys. Composers use different methods of tonal organization in 

their sets of preludes: two principal methods are progression through the chromatic 

scale and progression through the circle of fifths. Within those two methods are 

variations. Other composers use unique forms of organization, and some do not 

attempt a systematic method of organization. Several types of prelude sets appear, 

including preludes of virtuosity, preludes for pedagogical purposes, preludes as 

improvisatory warm-ups, preludes paired with fugues, and prelude sets that are 

performed as a whole. One must weigh various considerations when performing a set 

or smaller grouping of preludes. Over forty sets of preludes are surveyed, and four sets 



are examined in detail representing different methods of tonal organization, different 

types of prelude sets, and different historical periods: Fischer's Ariadne Musica, 

Hummel's Twenty-Four Preludes op. 67, Alkan's Twenty-Five Preludes op. 31, and 

Duckworth's The Time Curve Preludes. 
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CHAPTER 1: INTRODUCTION 

A sub-genre of the piano repertoire that one might name "sets of preludes" 

debuted and evolved likely by merger of two shaping forces: the historical and the 

theoretical. Historically, the prelude developed from a short piece, often used to check 

intonation or to emotionally prepare the listener or worshipper for what would follow, 

into a piece capable of existing independently.^ Perhaps because it is aesthetic for 

performers to present a group of short pieces in the context of a larger grouping, it 

might be natural that performers group preludes, pieces nearly always of relatively 

short duration, into such groupings. Theoretical awareness reveals that sets of twenty-

four preludes are usually organized according to a tonal plan, and as demonstrated by 

this research, typically one prelude per key and mode. From almost the earliest 

appearances of sets of preludes, composers capitalized on the twelve diatonic keys 

(without enharmonic redundancy) and the two principal modes—^major and minor. 

Even as the tonal system evolved and gave way to new systems in the twentieth 

century, so composers have experimented with new approaches for organizing sets of 

twenty-four preludes. 

The purpose of this study is to show the chronological development of the 

prelude set from its earliest appearance through current times to see how composers 

have organized the sets formally and tonally and to see what stylistic and pianistic 

' Harvard Dictionary of Music, s.v. "Prelude." 
^ See infra, chapter 3. 
^ See infra, table 3.10 on p. 71. 

See infra, chapters 5-8. 



devices they have used. This study will also address the cyclical aspect of the set and 

its implications for performance. To illustrate the evolution of this sub-genre, four 

representative sets, one from each major classical era, are examined in detail. To place 

the prelude set in context, let us look briefly at the definition and development of the 

prelude and at the theoretical background laying the foundation for sets to comprise 

precisely twenty-four preludes. 

There have been several terms in music history that are synonymous with 

prelude-, tiento, toccata, ricercar, fantasy, fantasia, praeludium, and preambulum, to 

name several.^ Originating in the fifteenth century for keyboard instruments, such as 

the organ, or stringed instruments, such as the lute, it was a short, functional piece that 

preceded other music and that allowed the performer to improvise and check the tuning 

of the strings.^ It also enabled the organist to establish pitch and mode for liturgical 

music.^ 

Ling-Mei Lin identifies four purposes to the prelude: to test the instrument and 

loosen the fingers, to establish tonality and key character, to make the whole 

o 
performance complete, and to display the pianist's ability. Some of these purposes are 

reflected in various sets of preludes examined here such as those by Concone^ or 

^ New Grove Dictionary of Music and Musicians, s.v. "Prelude." 
Ibid. 

'ibid. 
^ Ling-Mei Lin, "Collections of Piano Preludes in the Classic and Early Romantic Eras (Circa 1770 to 
Circa 1839): A Historical and Stylistic Study" (D.M.A. diss., University of North Carolina at 
Greensboro, 1997), 18-22. 
' Giuseppe Concone, Twenty-Four Brilliant Preludes, op. 37, ed. Louis Oesterle (New York: G. 
Schirmer, 1930). 



Hummel^ ° which are short, improvisatory, and aimed at establishing a tonaUty, as well 

1 1  1 9  •  • •  • • l ^  
as those by Kalkbrermer or Herz, which display the pianist's ability. 

Various other sources classify the prelude in various ways, which are generally 

descriptions of function or purpose: The Harvard Dictionary of Music classifies 

preludes into three types: compositions establishing the pitch or key of a following 

piece, short works for piano, and introductory orchestral pieces that elide with the 

opening scene of a drama. The New Grove Dictionary of Music and Musicians 

identifies three basic types: the unattached prelude, the attached prelude, and the 

independent prelude. The unattached prelude may precede any number of pieces in the 

same mode or key. The attached prelude precedes a specific piece, such as a fugue. 

The independent prelude stands alone.Die Musik in Geschichte und Gegenwart 

classifies preludes with even more specificity, identifying six types evolving during the 

seventeenth and eighteenth centuries: the prelude as superior generic concept (the 

prelude for its own sake), the short prelude with an introductory purpose, the regional 

types (organ prelude and prelude non mesure), the prelude as introductory movement 

to a suite, the prelude cycle, and the prelude with fugue. 

The cycle function is the focus of this look at sets of preludes. The term set is 

Joharni Nepomuk Huitunel, Preludes dans tous les 24 tons majeurs et mineurs, op. 67 in Hummel 
Sonaten undKlavierstucke (n.d.; reprint, Vienna: Universal, n.d.). 
" Frederic Kalkbrenner, Vingt-quatre Preludes, op. 88, in Piano Music of the Parisian Virtuosos J 810— 
1860, vol. 3, ed. Jeffrey Kallberg (New York: Garland, 1993). 

Henri Herz, Exercices et Preludes, op. 21, in Henri Herz Selected Works, vol. 4, ed. Jeffrey Kallberg 
(New York: Garland, 1993). 

See infra, chapters 6 and 7. 
Harvard, s.v. "Prelude." 
New Grove, s.v. "Prelude." 
Die Musik in Geschichte und Gegenwart, 2nd ed., s.v. "Praludium." 



used in this document as all encompassing of collections of twenty-four preludes, 

designated sets of twenty-four, and cyclical sets of twenty-four preludes that are 

performed as a whole. This document uses the definition of a prelude cycle to mean 

that the set is intended as one unified work, and is suggested when same or similar 

material recurs in different preludes. Often, the preludes in these sets seem to be 

independent preludes, capable of existing and being understood independent of the set. 

However, when seen as part of a set, other relationships and meanings may emerge. 

Preludes,^^ such as those by Hummel, exemplify the improvisatory/introductory 

prelude. Some composers, such as Niels Viggo Bentzon'^ or Shostakovich,'^ wrote 

sets of preludes and fugues.^® In these sets, the relationship of each prelude to its 

associated fugue may be much more significant than any possible affinity between the 

preludes themselves. 

Composers do not seem to relate preludes to each other motivically or 

thematically, although a few exceptions are worth mentioning. The first two preludes 

in Kabalevsky's opus 38^' have a similar sixteenth-note motivic figure, related by 

inversion.^^ [See examples 1.1a & Lib.] The first and last preludes of Blacher's set^^ 

From this point on, the term prelude refers to a prelude in a set rather than as an independent work. 
Niels Viggo Bentzon, Das Temperierte Klavier, op. 157 (London: J. & W. Chester Ltd., 1966). 

" Dmitri Shostakovich, 24 Preludes, op. 34 (Moscow: Ogiz Muzgiz, 1935). Dmitri Shostakovich, 24 
Preludes and Fugues, op. 87 (New York: Kalmus, n.d.). 

See infra, chapter 8. 
Dmitri Kabalevsky, Twenty-Four Preludes, op. 38 (New York: MCA Music, 1966). 
Robert Dumm, "The Youthful Humor in Kabalevsky Preludes," Clavier 37, no. 5 (May/June 1998): 

18. 
Boris Blacher, 24 Preludes (1974) (Wiesbaden: Bote & Bock, 1978). 



Andantino 

t 
HI 

1 2 

Example 1.1a, Kabalevsky, opus 38, no. 1, bars 1-2 

Scherzando 

P leggiero 

Example Lib, Kabalevsky, opus 38, no.2, bars 1-2 
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begin with identical material. Shchedrin's^"* first and last preludes are related by 

inversion. [See examples 1.2a & 1.2b.] Bacarisse^^ employs material from the first 

prelude in a codetta following the twenty-fourth prelude. [See examples 1.3a & 1.3b.] 

These last three examples strongly suggest that the composer is intending the entire 

sets as a unified work, i.e., a cycle rather than a collection of preludes. 

Rodion Shchedrin, 24 Preludes and Fugues for Piano (Moscow: State Publishers Music, 1969). 
Salvador Bacarisse, Veinticuatro Preludios, op. 34 (Madrid: Union Musical Espanola, 1953). 
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Allegretto (J=116) 

P legato, ben molto articolato 

P Senza Pea. sempre 

r r«rJ* 
Example 1.2a, Shchedrin, 24 Preludes and Fugues, no. 1, bars 1-5 

Allegretto (J =116) 

f j> 

m 
P legato, ma ben molto articolato 

senza Fed. sempre 

$ 
'n-tOfcfcT 

— 

p 

Example 1.2b, Shchedrin, 24 Preludes and Fugues, no. 24, bars 1-5 
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Allegro. 

to }U UiUi 
J 

J 

stacca to. 

0 

2^ rm 
Example 1.3a, Bacarisse, opus 34, no. 1, bars 1-2 

J ^ m n 
r-—r-—r 
pp ppp 

"33" 
10 - 12 

Allegro molto. 
A 

CODA. staccato 

Example 1.3b, Bacarisse, opus 34, no. 24, bars 10-12, with ensuing coda, bars 1-2 

In contrast to the dearth of motivic relationships within prelude sets, there are 

abundant tonal relationships, and chapter 3 addresses many different organizational 

methods composers have used. Chapter 4 explores both the diversity of reasons for 

composing sets of preludes and the various functions of the prelude sets. 

Perhaps because the function of a prelude as an introductory piece is to acquaint 

the musician and the listener to the key, it was common to collect preludes for several 
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or all keys.^® This practice appears in the intonazione and toccate of Gabrieli and 

Frescobaldi among others.^^ One of the very earliest groups was Ileborgh's Praeludia 

diversarum notarum (1448), a group of five preludes in different tonalities.^^ Other 

early sets^^ include Mattheson's Exemplarischen Organisten-Proben (1719) in the 

twenty-four keys and the Fantasia durch alle Tonos, nemlich durch 12. duros und 12. 

molles by Friedrich Suppig (1722).^° 

Although very few known sets were composed in the eighteenth century, 

performers appear to continue the practice of preluding—"briefly improvising before 

playing a real composition, in order to accustom the ear to the tonality of the 

composition to follow."^' Hummel wrote his set so that students would have good 

examples from which to work.^^ Although there were a number of immediate 

precursors to the pinnacle set by Chopin,^^ it was with his set that the prelude became a 

piece of deep character and beauty in manner yet unseen; "The group as a whole may 

stand almost as a summary of the imaginable mood types available to the romantic 

composer, a veritable museum of the expressive possibilities opening up to the 

Harvard, s.v. "Prelude." 
" Ibid. 

Musik in Geschichte, 2nd ed., s.v. "Praludium." 
Albert Schweitzer refers in a footnote to an article by Wilhelm Tappert's Das Wohltemperierte Klavier 

appearing in Eitner's Monatshefte fur Musikgeschichte, 1899, pp. 123ff for a list of pre-Bachian works 
purportedly in all twenty-four keys (Albert Schweitzer, J.S. Bach, vol. 1, trans. Ernest Newman [1911; 
reprint, Boston: Bruce Hxrmphries, 1962], 334). 

Musik in Geschichte, 2nd ed., s.v. "Praludium." 
Joel Sachs, introduction to Shorter Compositions for Piano, Most from the Viennese Years, vol. 3 of 

Johann Nepomuk Hummel (1778 - 1837): The Complete Works for Piano, ed. Joel Sachs (New York, 
Garland, 1989), xii. Ling-Mei Lin also uses this term (see note 8). 

"Hummel must have found that most students were unable to prelude. In Op. 67 he provides them 
with an array of good ideas" (Sachs, introduction to Shorter Compositions, xii). 

Fredmc Chopin, Preludes, op. 28, ed. Rafael Joseffy (New York: G. Schirmer, 1943). 



composer in Chopin's century."^^ In the twentieth century, a time of much 

experimentation with style and form, so too have composers experimented with 

different styles and keyboard techniques. 

Many of these sets of twenty-four preludes are products of the common practice 

era and, therefore, are governed by the major and minor modes.This practice, of 

course, is not singular. From the time of Greek music, musicians and composers used 

multiple modes to provide tonal variety and possibly extra-musical associations of 

mood or temperament.^^ Eight separate modes, including the authentic and the plagal 

38 forms, were recognized in the church modes by the eleventh century. Glarean, in 

39 1547, added four more, bringing the total to twelve. 

Guillet, who wrote an early set in the seventeenth century, organized his set of 

preludes using the twelve modes, writing two books of twelve fantasies."''' The 

Phrygian mode appears in Fischer's Ariadne Musica.^^ It was the Halberstadt organ 

builder, Andreas Werkmeister (1645-1706), who developed an equal-temperament 

tuning, and in 1691, he published a treatise on musical temperament on how to produce 

Jeffrey Kresky, A Reader's Guide to the Chopin Prelude (Westport, CT: Greenwood Press, 1994), xiv. 
See infra, chapters 4-8. 
See infra, table 3.10 on p. 71. 
Donald J. Grout and Claude V. Palisca, A History of Western Music, 4th ed. (New York: W.W. 

Norton, 1988), 16. 
Ibid. 
Ibid., 77-78. 
Charles Guillet, Vingt-Quatre Fantasies, in Monumenta Musicce Belgicce, ed. Jos. Watelet 

(Amsterdam: Swets & Zeitlinger N.V., 1968). [Nos. 1-12.] Charles Guillet, Fantaisies, in L'Organiste 
liturgique, ed. Gaston Litaize and Jean Bonfils (Paris: Editions musicales de la Schola Cantorum, n.d.). 
[Nos. 13-24.] See also infra, chapter 5. 

Johann Caspar Ferdinand Fischer, Ariadne Musica Neo-Organcedum (New York: Performers' 
Facsimiles, n.d.). See also infra, chapter 5. 



equal temperament.'^^ By 1722, Rameau in his Treatise on Harmony had codified the 

major-minor system, which had been slowly evolving for centuries."^^ That Bach's 

Well-Tempered Clavier, Part I, and Suppig's set were also published in 1722 suggests 

that these composers and likely others were advocating the new equal-temperament 

system for tuning keyboards. 

Earlier composers had already organized sets with the available keys, such as 

Fischer's Ariadne Musica with its twenty preludes and fugues. With the equal-

temperament system and the preeminence of the major and minor modes, the stage was 

set for a logical choice of organizing sets with twenty-four preludes. 

As tonality stretched in the twentieth century to embrace new theoretical 

practices such as atonality, pantonality, bitonality, serialism, and modes, composers 

often responded by rejecting traditional organization by twelve tonal centers in only 

two modes. Examples of this include preludes by Debussy'''' and Duckworth."^ 

Ironically, however, composers persistently maintain the framework of twenty-four 

preludes whatever new relationships may exist between the individual preludes.'"' It 

appears that perhaps composers may now view a set of twenty-four preludes as an 

important form to add to the compositional repertory and one analogous to, and as 

recognizable as, the classical Sonata, a baroque dance Suite with certain required and 

Schweitzer, 333-34. Also, John Gillespie, Five Centuries of Keyboard Music (New York; Dover, 
1972), 132. 

Grout, 354-55. 
Claude Debussy, Preludes, Book 1 (Paris: Durand S.A., 1910). Claude Debussy, Preludes, Book 2 

(Paris: Durand S.A., 1913). See also infra, chapter 8. 
William Duckworth, The Time Curve Preludes (New York: C.F. Peters, 1979). See also infra, chapter 

8. 
See infra, chapter 3 and table 3.10 on p. 71. 



optional dances, or French Grand Opera, for example. 
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CHAPTER 2: CHRONOLOGICAL OVERVIEW 

The forty-six sets examined in this study do not comprise an exhaustive list,"^^ 

AQ , 
for there undoubtedly exist more by past and modem composers. The few widely 

laiown sets include those by Bach,"^^ Chopin, Debussy, and perhaps Shostakovich. 

Rachmaninoff, well-known for his preludes, is not typically associated with those who 

composed "24 Preludes," although in total, he indeed wrote twenty-four.The vast 

majority of twenty-four prelude sets were written in the twentieth century—twenty-

eight of the forty-six sets in this study appear after 1900.^^ Perhaps modem publishing 

methods made the possibility of publication more available to composers after 1900; 

or, perhaps the twenty-four prelude set may have become an interesting and popular 

standard, and even expected, form among keyboard composers. These possibilities and 

others will be considered in chapter 4. 

The purpose of this chapter is to introduce these forty-six prelude sets and their 

composers chronologically and by nationality. The reader will observe that the reach 

of this genre is global, that national characteristics are frequently evident in the sets, 

This study only considers sets of twenty-four preludes, with the occasional set of twenty-five. Sets of 
twenty-five typically begin and end in C major bringing closure to the entire set. Although other forms 
have been written with twenty-four, such as twenty-four etudes, this paper is concerned only with 
preludes. Because of the evolutionary scope of the topic, it is not necessary that the twenty-four 
preludes be in every key. Some sets with fewer preludes are included for historic reasons to show the 
evolution of the set. 

Searches through library and Internet search engines using the terms preludes or twenty-four preludes 
will yield additional sets. 

Johann Sebastian Bach, The Well-Tempered Clavier, 2 Parts (Mimich: G. Henle Verlag, 1978). 
Three opus numbers comprise Rachmaninoff s twenty-four preludes; opus 23, opus 32, and opus 3, 

no. 2. Serge Rachmaninoff, Preludes for Piano (New York: Boosey & Hawkes, 1992). 
See infra, table 2.1 on p. 35. 
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and that no particular country has established dominance in the use of the form. 

A number of composers wrote multiple sets, including Bach, Bentzon, 

Kapustin,^^ and Shostakovich. While Bentzon wrote thirteen sets of twenty-four 

preludes, his first set is the most significant and better known. Like Shostakovich who 

wrote a set of preludes (opus 34) and a set of preludes and fugues (opus 87), so did 

Kapustin who composed opus 53 and a second set, opus 82, 24 Preludes and Fugues. 

There is speculation that Gershwin^^ intended at one time to write twenty-four 

preludes.^'' Not all sets contain precisely twenty-four preludes: Fischer wrote twenty; 

and Alkan,^^ Cui/^ and Gliere^^ each wrote twenty-five preludes. Bacarisse wrote 

twenty-four preludes, plus a seven-measure coda in C major using identical material 

from the first prelude. Because this coda brings a cyclic closure to the set and because 

it is substantially different from the twenty-fourth prelude in both material and key, it 

therefore might be considered as a twenty-fifth prelude, dementi entitles his set 24 

Preludes and Exercisesf^ however, often he combines between two and five preludes 

in the same key (for example, there are five preludes in C major), and he does not 

include preludes for keys with more than five sharps or five flats. This yields many 

more than twenty-four preludes, yet not in all of the keys. 

See infra, table 2.2 on p. 36. 
George Gershwin, The Complete Gershwin Keyboard Works, ed. Alicia Zizzo (Miami; Warner 

Brothers, 1996). 
Dione Rakita Goldin, program notes to "George Gershwin in Milwaukee" recital, Ritz Theatre, 

Milwaukee, 20 June 1999. She did not cite a source, and further research has neither corroborated nor 
disproved her claim. 

Charles-Valentin Alkan, Twenty-Five Preludes, op. 31 (Boca Raton, FL; Masters Music Publications, 
n.d.). 

Cesar Cui, 25 Preludes, op. 64 (Moscow; P. Jurgenson, n.d.). 
See infra, table 2.2 on p. 36. 
Muzio dementi, Preludes and Exercises, ed. Max Vogrich (New York; G. Schirmer, 1924). 



Not all composers wrote in every key; Among several examples are Guillet 

who wrote in modes, Fischer who omitted the remote keys of several sharps and 

several flats, Rubin^^ who wrote in B-flat major twice, Duckworth who focused on 

numerous tonal centers, and Debussy who did not write in every key. Yet, even in 

some of the twentieth-century pieces that blur tonality, one may often hear echoes of 

the tonal organizations made popular by Bach and Chopin, though often in the absence 

of expected major and minor modes. 

Table 2.1 organizes the twenty-four prelude sets by composer by standard 

historical periods. Where the composer did not write twenty-four, the quantity is in 

noted in brackets. Table 2.2 shows the sets by date of composition without reference to 

era for the purpose of general chronology. For conciseness, composers with multiple 

sets appear only once, according to the first set. 

Justin Henry Rubin, 24 Preludes (Duluth, MN: Harvey Music Editions, 1999). 
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Table 2.1 
Composers by Historical Era 

Turn of the 
Baroque Classical Romantic Century 20th Century 
1600-1750 1770-1830 1830-1900 1890-1910 1920-2000 

J. S. Bach Clementi [18] Alkan [25] Debussy Bacarisse [25] 
Fischer [20] Hummel Blumenfeld Palmgren Bentzon 
Guillet Busoni Rachmaninoff Blacher 

Chopin Scriabin Bowen 
Concone Casadesus 
Cui [25] Chasins 
Gliere [25] Gumming 
Heller Duckworth 
Henselt Gal 
Herz Gershwin [7] 
Kalkbrenner Kabalevsky 
Kessler Kapustin 

Lopes-Grafa 
Martin 
Merlet 
Meyer 
Ghana 
Podkovyrov^ 
Rubin 
Scholium 
Shchedrin 
Shostakovich 
Stravinsky 

" Also transliterated as Padkaviraw or Padkavyrau. Allan Ho and Dmitry Feofavov, eds., 
Biographical Dictionary of Russian/Soviet Composers (Westport, CT: Greenwood Press, 
1989), 408. 



Table 2.2 
Composers and Sets of Preludes by Nationality and Date 

Composer Country Dates Title Year 
Guillet, Charles Belgium c.1575-1654 24 Fantaisies a quatre parties disposees 

suivant les douze modes^ 
1610 

Fischer, Johann Kaspar Ferdinand Germany 1665-1746 Ariadne Musica neo-organoedum 1702 
Bach, Johann Sebastian Germany 1685-1750 Well Tempered Clavier I & II 1722, 1744 
dementi, Muzio Italy 

England 
1752-1832 24 Preludes and exercises'' 1811(?) 

Hiunmel, Johann Nepomuk Hungary 
Austria 

1778-1837 24 preludes, op. 67 1814^15 

Concone, Giuseppe Italy 1801-1861 Brilliant Preludes, op. 37 
Herz, Henri France 1803-1888 24 exercises and preludes, op. 21 1825(?) 
Kalkbrenner, Frederic France 1785-1849 24 preludes, op. 88 1827 
Henselt, Adolf Germany 1814-1889 24 preludes 
Kessler, J.C. Poland 1800-1872 24 Preludes, op. 31 1835 
Chopin, Frederic France 1810-1849 24 preludes, op. 28 1836-39 
Alkan, Charles-Valentin France 1813-1888 25 preludes, op. 31 1847 
Heller, Stephen Hungary 

France 
1813-1888 24 preludes, op. 81 1853 

Busoni, Ferruccio Italy 1866-1924 24 preludes, op. 37 1879-81 
Scriabin, Alexander Russia 1872-1915 24 preludes op. 11 1888-96 
Blumenfeld, Felix Russia 1863-1931 24 preludes, op. 17 1892 
Cui, Cesar Russia 1835-1918 25 preludes, op. 64 1903 
Rachmaninoff, Serge Russia 1873-1943 op. 23, op. 32, op. 3, no. 2 1903-4,1910 
"Also as 24 Fantaisies a quatreparties disposes selon I'ordre des douze modes. 

From op. 43, Appendix to the Fifth Edition of dementi's Introduction to the Art of Playing on the Pianoforte. 

Continued on next page 



Table 2.2—Continued 

Composer Country Dates Title Year 
Gliere, Reinhold Russia 1875-1956 25 preludes, op. 30 1907 
Palmgren, Selim Finland 1878-1951 24 preludes, op. 17 1907 
Debussy, Claude France 1862-1918 Preludes, written 1909-10, 1912-13 1910,1913 
Casadesus, Robert France 1899-1972 24 preludes, op. 5 1924 
Chasins, Abram USA 1903-1987 24 preludes, opp. 10-13 1928 
Shostakovich, Dmitri Russia 1906-1975 24 preludes op. 34 1932-33 

24 preludes & fugues, op. 87 1951 
Bowen, York England 1884-1961 24 preludes op. 102 1938 
Bacarisse, Salvador Spain 1898-1963 Veinticuatro preludios, op. 34 1941 
Podkovyrov, Pyotr Byelorussia 1910-1977 24 preludes 1943 
Kabalevsky, Dmitri Russia 1904-1987 24 preludes, op. 38 1943-44 
Lopes-Gra^a, Fernando Portugal 1906-1994 Vinte e quatro preludios 1950-55 
Gal, Hans Austria 1890-1987 24 preludes, op. 83 1960 
Stravinsky, Soulima Russia 1910-1994 24 preludes 1960 
Shchedrin, Rodion Russia 1932- 24 preludes & fugues 1963-70 
Bentzon, Niels Viggo Denmark 1919-2000 Das temperierte Clavier, op. 157 1964 
Cumming, Richard USA 1928- 24 preludes 1966-69 
Scholium, Robert Austria 1913-1987 24 preludes, op. 113 1974-82 
Blacher, Boris Germany 1903-1975 24 preludes 1974 
Ghana, Maurice France 1913-1992 24 preludes 1974 
Duckworth, William USA 1943- The Time Curve Preludes 1977-78 
Meyer, Krzysztof Poland 1943- 24 preludes, op. 43 1977-78 
Merlet, Michel France 1939- 24 preludes, op. 31 1983 
Kapustin, Nikolai Russia 1937- 24 Preludes in the Jazz Style op. 53 1988 

24 Preludes and Fugues op. 82 1997 
Martin, Henry USA 1950- Preludes and Fugues 1990-2000 
Rubin, Justin USA 1971- 24 Preludes 1998-99 



During the Baroque period, the major-minor tonal system gained wider 

acceptance. However, in this developmental stage, not all twenty-four keys were 

necessarily used. Guillet wrote in twelve modes, and Fischer did not use all twenty-

four keys; Bach offered one of the earliest complete sets using the well-tempered 

system. Both Bach and Fischer paired their preludes with fugues. 

The two sets from the Classical period have very short preludes. Those by 

dementi are pedagogical and are arguably of minimal musical value. Those by 

Hummel are concise miniatures that address improvisation for the purpose of checking 

intonation, warming the hands, and introducing the tonality of the subsequent work. 

In the Romantic period, preludes gradually become longer and more tuneful 

evolving into the character piece. Early Romantic composers such as Kalkbrenner and 

Herz emphasize virtuosity but in a way that one could qualify as banally excessive. 

[See example 2.1.] Some sets, such as those by Busoni,^° Heller,^' and Ghere are 

simple and charming. [See example 2.2.] Chopin's masterpiece, opus 28 is the 

archetype and, perhaps, the acme of the romantic prelude set: "We can view the 

preludes, in the joint summation and advancement of the developing possibilities of 

f t }  
romantic expression, as a beacon of the musical thought of their era." Composers did 

not pair the prelude with fugue in any of these sets. 

Ferruccio Busoni, 24 Preludi, op. 37 (Milano: Ricordi, 1973). 
Stephen Heller, Twenty-Four Preludes, op. 81 (New York; G. Schirmer, 1901). 
Kresky, xviii. 
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A119 non troppo . (:f= 96:) 
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Example 2.1, Herz, opus 21, no. 5, bars 1-22 
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Ruhig, heiter. ( = 144.) 
Tranquillo, gioioso 
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Example 2.2, Heller, opus 81, no. 1, bars 1-8 

There are four composers from the tum-of-the-century whose preludes are 

romantic but at the same time, they do not have the eclecticism one normally associates 

with purely twentieth-century music. Debussy is a class unto himself with preludes of 

imagery and sound portraits. Palmgren^^ writes character pieces (typical of the 

romantics), but with modem harmonies and chromatics. The other two are Russian 

composers—Scriabin^"^ and Rachmaninoff. Although they composed well into the 

twentieth century, two others could be included stylistically with this small group: 

Casadesus^^ and Chasins. 66 

Selim Palmgren, 24 Preludia, op. 17 (Helsinki: Fazer, 1907). 
Alexander Scriabin, "24 Preludes, op. 11," in The Complete Preludes and Etudes for Pianoforte Solo 

(Mineola, NY: Dover, 1973). 
Robert Casadesus, Vingt-quatre Preludes (Paris; Max Eschig & C'^ Editeurs, 1925). 
Abram Chasins, Twenty four Preludes (Boston: Oliver Ditson, 1928). 



By far, the greatest number of prelude sets have been written in the twentieth-

century—^twenty-three composers and twenty-four sets. As with most twentieth-

century music, it is difficult to collectively characterize this music, other than perhaps 

by noting the striking diversity of style among the sets. Stylistic markers linked to 

nationality appear frequently and contribute to this diversity of musical language: 

Kapustin uses jazz features; Blacher favors the barest of textures; Bentzon challenges 

with jfree dissonance; and Duckworth explores minimalism. Perhaps out of deference 

to the greatness of Chopin's opus 28, many composers would find ways to follow his 

same key sequence, regardless of how loose or fluid their own use of tonality. The 

lengths of the preludes in these sets vary from brief to sets that encompass well over an 

hour of music. Five composers from this era wrote fugues with their prelude sets; 

f n  
Bentzon, Kapustin, Martin, Shchedrin, and Shostakovich. 

Chapters 5-8 include commentary on preludes of each of these composers, in 

addition to the four sets that are presented in depth. These commentaries on the 

prelude sets highlight some of the features and characteristics of the eras and 

composers. 

Henry Martin, Preludes and Fugues, Group I (New York: Associate Music Publishers, 1991; 
distributed by Shawnee Press). Henry Martin, Preludes and Fugues, Group II (Newton Centre, MA: 
Margun Music, 1992; distributed by Shawnee Press). Henry Martin, Preludes and Fugues, Group III 
(Newton Centre, MA: Margun Music, 1997; distributed by Shawnee Press). Henry Martin, Preludes and 
Fugues, Group IV (New York: Associate Music Publishers, 2001; distributed by Shawnee Press). 
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CHAPTER 3: ORGANIZATION OF PRELUDE SETS 

It is perhaps obvious why composers prefer to group their prelude sets into 

works of twenty-four preludes. Using the circle of perfect fifths, one counts fifteen 

major keys and fifteen minor keys resulting in thirty possible keys, as illustrated in 

figure 3.1 below. However, twelve tones comprise the standard keyboard octave. 

When two preludes (one in the major mode and one in the minor) are composed for 

each tone then the result is twenty-four. There is no distinction whether one or the 

other of two enharmonically related keys is used, for example, C# and Db.^^ 

Ctt/Db B/Cb 

Ftt/Gb 

Minor 
Keys 

att/bb gtt/ab 

d#/eb 

Figure 3.1, The Fifteen Major and Fifteen Minor Keys 

Where the key stands alone (without the words major or minor), the majuscule represents the major 
mode, and the miniscule represents the minor mode. 
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In composing a set of many preludes, the composer often chooses to arrange the 

preludes in a particular sequence. In most of the forty-six sets examined here, the 

composers have chosen to do this based on key relationships. In others, there is no 

apparent pattern to the key sequence—the key relationship from one prelude to the next 

is random. Four composers expand the set of twenty-four to twenty-five preludes, 

allowing for "tonal closure" between the first and last preludes.^® Three composers 

70 • 
accomplish this tonal closure by other means. In two of the sets, the composers avoid 

71 the use of tonal centers, so key and mode cannot be determined. Additionally, noted 

towards the end of the chapter are numerical/tonal relationships that occur as a result of 

• 72 the various methods of organization. 

Two early composers do not use all tonal centers, primarily because of the 

tuning methods of the time. Guillet wrote his 24 Fantasies in 1610, and Fischer wrote 

73 * the Ariadne Musica Neo-organoedum in 1702. They avoided keys that might give 

rise to a need for several accidentals. On the other hand, tonal variety existed through 

the use of modes other than the major and minor. 

Quillet's "preludes" appear in two volumes of twelve fantasies each. The first 

volume is entitled Les Modes Naturels and the second is entitled Les Modes 

Transposez. Six tonal centers appear in both volumes: C, D, E, F, G, and A; the 

Locrian mode on B is not used. Each volume proceeds through the Greek or Church 

See infra, p. 45. 
™ See infra, p. 46. 

See infra, p. 64. 
See infra, p. 65. 
Hereafter referred to as Ariadne Musica. See infra, chapter 5. 
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modes, in order: Dorian, Phrygian, Lydian, Mixolydian, Ionian, and Aeolian, and each 

is further paired as authentic and plagal.^'* The sequence of the tonal centers varies 

between the two volumes. This results in the following twelve modes shown in table 

3.1. 

Table 3.1 
Key Organization in Guillet's 24 Fantasies 

Les Modes Naturels Les Modes Transposez 

1 C Dorian authentic 13 F Dorian authentic 
2 C Dorian plagal 14 F Dorian plagal 
3 D Phrygian authentic 15 G Phrygian authentic 
4 D Phrygian plagal 16 G Phrygian plagal 
5 E Lydian authentic 17 A Lydian authentic 
6 E Lydian plagal 18 A Lydian plagal 
7 F Mixolydian authentic 19 B-flat Mixolydian authentic 
8 F Mixolydian plagal 20 B-flat Mixolydian plagal 
9 G Ionian authentic 21 C Ionian authentic 

10 G Ionian plagal 22 C Ionian plagal 
11 A Aeolian authentic 23 D Aeolian authentic 
12 A Aeolian plagal 24 D Aeolian plagal 

No key signatures appear in the first volume, although accidentals are used. In 

the second volume, all use the key signature of one flat. The finals in the second 

volume are up a perfect fourth fi-om their respective counterparts in the first volume. 

Guillet did not seem to concern himself with the common understanding of the 

modes. The first fantasie, ostensibly in the Dorian authentic mode, is actually in C 

Guillet's use of modes goes back through Gioseffo Zarhno (1517-90) to Glareanus (Swiss, ?-?). In 
his Dodecachordon (1547), Glareanus divides the major and natural minor modes into authentic-plagal 
pairings (Gustav Reese, Music in the Renaissance, rev. ed. [New York, W.W. Norton, 1959], 185). 
Guillet does not follow the definition of the plagal scale, which ascends an octave upward from the 
fourth below its final. Zarlino uses the same modes as Glareanus, except that he interchanges the 
Aeolian with the Ionian, so that the former is last (Reese, 377). 



major. In the sixth, fantasie (E Lydian plagal), the occurs often, suggesting the 

Phrygian mode even though Ftts occur in an ascending melodic passage. Similarly, in 

fantasie no. 7 (F Mixolydian authentic), there are no Ebs to yield a Mixolydian sound. 

Often considered a forerunner to the Well-Tempered Clavier (the first volume 

being published twenty years later), the Ariadne Musica consists of twenty short 

preludes and fugues.The keys of the Ariadne Musica step up chromatically—a 

pattern that Bach replicated. Owing to the tuning methods of the time, all keys are 

represented except for those with five or more accidentals, the lone exception being B 

major. Fischer reserves C minor for the final prelude, rather than placing it 

immediately following the first prelude in C major perhaps to provide tonal closure by 

beginning and ending on the same pitch. Not yet abandoning the old modes, Fischer 

places prelude no. 6 in E Phrygian. With the exception of the C minor prelude, the 

parallel minor always precedes the major. The entire order follows. 

C ctt d D Eb e-Phrygian eEfFf^tgGAbaABbbBc 

For seven composers, the idea of returning to the key of the first prelude was 

important. This lends itself to a sense of closure or completeness in the set of preludes. 

It also suggests that the work might be performed as a cycle. 

Alkan, Bacarisse, Cui and Gliere accomplish this by writing twenty-five 

preludes: the first prelude is in C major and the final prelude is in C major. The 

See infra, chapter 5. 



manner in which they organize the remaining preludes differs in all four cases7^ In 

brief, each devised a method to return logically to C major from the twenty-fourth 

prelude. In Alkan's set, through his pattem of up-a-perfect-fourth-and-down-a-major-

third, he seamlessly moves from B major to E minor to C major. In the case of 

Bacarisse, he attaches a brief seven-bar codetta onto the final prelude in F minor. Cui 

reverses the major/minor pairing so that the relative minor precedes its major key; 

hence, D minor, F major, A minor, C major. Because C major is the natural outcome 

of progressing chromatically, Gliere concludes with B major, B minor, and C major. 

The three remaining composers are Fischer, Blacher, and Rachmaninoff who 

have closure without resorting to a twenty-fifth prelude.'^ Fischer reserved C minor 

7R for his twentieth and final prelude of the Ariadne Musica. Blacher uses a unique and 

clever organization whereby the major keys progress upward and the minor keys 

progress downward, resulting in the final sequence C-sharp minor, B major, and C 

minor. Rachmaninoff has a singular situation of three opuses comprising his set of 

twenty-four preludes.^^ Perhaps intended, perhaps coincidence, opus 3, no. 2 (C-sharp 

minor) shares the same tonal center as opus 32, no. 13 (D-flat major), the final prelude 

of that opus.^*^ Thus, perhaps through this relationship he is able to unify the three 

opuses. 

See infra, p. 48 (Alkan), p. 53 (Gliere), p. 60 (Cui), and p. 61 (Bacarisse). 
See infra, p. 48 (Blacher) and p. 50 (Rachmaninoff). 
See supra, p. 45. 
See infra, p. 50 and chapter 7. 
Peter Donohoe, introduction to Preludes for Piano, by Serge Rachmaninoff (New York: Boosey & 

Hawkes, 1992). 



By far the largest category of organization with thirty-seven sets, are those that 

have tvv^enty-four keys representing all pitches in the major and minor modes. Within 

81 this category are three classes. The first sequence, or Class A, uses a system other 

than the remaining two classes. The second sequence, or Class B, moves up the 

octave chromatically, in the fashion of Fischer or Bach. The third sequence, or Class 

C,^^ moves through the circle of perfect fifths, in the fashion of Chopin. A fourth class. 

Class encompasses all sets without inclusion of all twenty-four keys. Each class 

has two or more subclasses, which are variations of the general plan of organization. 

Table 3.2 provides an overview of each class and subclass with one example from 

each. 

Table 3.2 
Overview of the Four Classes of Key Organization 

Class Key Sequence 

AV C b Ctt bb D a Eb gtt E g F f# Gb f G e Ab eb A d Bb c# B c 
A2 e A E c# G g D b g# Ab C a B d Bb F f ftt F# eb c Eb bb Db 

Bl C c C# c# D d Eb eb E e F f F# G g Ab gtt A a Bb bb B b 
B2 Otf/b Ott/b 7# 5b 2# 2tt 3b 3b 4# 4tt lb lb 6# 6tt 1# 1# 4b 4b 3# 3# 2b 2b 5tt 5tt 

CI c a G e D b A E c# B gtt F# eb Db bb Ab f Eb c Bb g F d 
C2 c a G e D b A E c# B gtt F# dtt Db bb Ab f Eb c Bb g F d 
C3 c a e G D b f# A E cW gtt B Gb eb bb Db Ab f c E b B b g  d  F 
C4 c a G e D b A ftf E ctt B g# F# d# F d Bb g Eb c Ab f Db bb 
C5 
p 

c c G g D d A a E e B b F# f# Db ctt Ab gtt Eb eb Bb bb F f 

Dl Bb C eb A B d f i t  G b b b  C  Eb G C ctt Db Db Ab F Ftt D F d C f 
D2 [non-tonal] 

Al, Blacher; A2, Palmgren; Bl, Bach, fVTCI; B2, Stravinsky; CI, Chopin; C2, Casadesus; C3, Chasins; 
C4, Henselt; C5, Bacarisse; Dl, Debussy; D2, non-tonal. 

The A is mnemonically represented by Alkan because of his example. See infra, p. 48. 
The B is mnemonically represented by Bach because of his example. See infra, p. 53. 
The C is mnemonically represented by Chopin because of his example. See infra, p. 57. 
The D is mnemonically represented by Debussy because of his example. See infra, p. 62. 



CLASS A 

Nine composers' sets fall into Class A consisting of two subclasses: Subclass 

A1 and A2. Sets in Class A use all twenty-four keys but differ from Classes B and C 

in specific ways, explained below. 

SUBCLASS A1 

Three composers fall into this category. They chose to alternate between major 

and minor keys. Two features that appear, independently of each other, in this subclass 

are the chromatic ascent through the major keys and the use of the parallel minor. 

Alkan^^ organizes his set of twenty-five preludes alternating major and minor 

modes. Beginning with C major, he leaps a perfect fourth to F minor before dropping a 

major third to the next major key—D-flat major. The major keys move upward 

chromatically, as is characteristic of Class B sets. Alkan is one of the few composers 

who selects A-flat minor instead of G-sharp minor. 

C f Db fit D g Eb ab E a F bb Gb b G c Ab c# A d Bb eb B e C 

Blacher uses the tonal center C as an axis for his organizational design. 

Following the common practice of alternating major and minor keys, he ascends 

chromatically through the major keys, and descends chromatically through the minor 

keys, intersecting at the tritone. From prelude to prelude harmonic relationships seem 

arbitrary, but viewed in the aggregate an obvious pattern emerges. The result is that 

the entire set begins and ends on the tonality of C without having to resort to 

See infra, chapter 7. 



twenty-five preludes. 

C b C# bb D a Eb gtt E g F fit Gb f G e Ab eb A d Bb c# B c 

Gal^^ is one of very few composers who begin their sets in a key other than C 

major. Considering the preludes as four groups of six, with three major keys (paired 

with the parallel minor) in each, the major keynotes in each group form an augmented 

triad. The first group consists of B major, B minor, E-flat major, E-flat minor, G 

major, and G minor, for the augmented triad B-E-flat-G. The first key of each group 

begins on the subsequent chromatic key: B, C, D-flat, and D. There appears to be no 

explanation why he did not begin on C and end with E-flat-G-B. 

B b Eb eb G g C c E e Ab ab Db c# F f A a D d Ftt fW Bb bb 

SUBCLASS A2 

Six composers wrote sets that include preludes in all twenty-four keys, yet 

an 

exclude a recognizable harmonic pattern for the set as a whole—Herz, Kessler, 

Podkovyrov,^^ Palmgren, Rachmaninoff, and Rubin. The preludes of Herz, Palmgren, 

and Rachmaninoff are inconclusively organized. The remaining three composers 

apparently intended no harmonic relationship in their sets. 

The first three keys of Herz's set are identical to those of Chopin's (C major, A 

minor, G major) but he immediately thereafter deviates by introducing the relative pair 

Hans Gal, 24 Preludes for Piano (London: Universal Edition, 1965). 
Joseph Christoph Kessler, 24 Preludes, op. 31, ed. Ferdinand Gajewski (Krakow: Polskie 

Wydawnictwo Muzyczne, 1994). 
Petr Podkovyrov, 24 Preludii (Minsk: Vydavetzva Belarus, 1969). 



C minor and E-flat major. Four other pairings follow: D major and its relative, B 

minor; E major and its parallel E minor; and A major and its relative F-sharp minor. 

There is a series of three keys with the following relationships: D-flat major, relative 

B-flat minor, parallel B-flat major. There is a series of four keys with the following 

relationships: D minor, relative F major, parallel F minor, relative A-flat major. 

Included are three groups organized by accidental type. Preludes 7-13 are sharp keys, 

preludes 14-21 are flat keys, and preludes 22-24 are sharp keys. The first six preludes 

are a mixture of flat and sharp keys. Major keys and minor keys alternate through the 

entire sequence: 

C a G c Eb g D b E e A B eb Db bb Bb d F f Ab ctt F# gtt 

Palmgren frequently avoids separating relative pairs and parallel pairs, but there 

are also some successive perfect fifth relationships. Sometimes preludes in minor keys 

precede those in major keys and sometimes this order is reversed. He opens with E 

minor followed by A major and E major. Other perfect fifth relationships appear 

between preludes 6 and 7 (G minor and D major), 15 and 16 (B-flat major and F 

major), and 22 and 23 (E-flat major and B-flat minor). There is no macro-sequence 

(i.e., overall sequence) to any of the pairings. 

e A E ctt G g D b gtt Ab C a B d Bb F f fit F# eb c Eb bb Db 

Because Rachmaninoff s set of twenty-four preludes is the sum of preludes in 

three different opuses, there appears to be no purposeful organization. However, it is 

worth noting that the first prelude, opus 2, no. 3 in C-sharp minor, shares the same 
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tonal center as the final prelude from opus 32 in D-flat major. Within opus 23, minor 

and major key preludes alternate; in opus 32 major and minor key preludes alternate. 

In opus 32, Rachmaninoff tended to pair preludes in parallel keys (minor preceding the 

major), excluding those that appeared in opus 23. The last two preludes are in G-sharp 

minor and D-flat major. G-sharp minor conveniently follows its relative major, and D-

fiat major, as pointed out above, shares the same tonal center as the first prelude of the 

89 twenty-four. 

ctt fit Bb d D g Eb c Ab eb Gb C bb E e G f F a A b B gH Db 

Kessler employs no pattern and does not necessarily alternate major and minor 

keys. He uses a majority of the flat keys in the first twelve preludes and a majority of 

the sharp keys in the second twelve. 

Ftt e Bb C Eb Ab Db c D F a d f A f^ G b g E c# eb B bb g# 

Podkovyrov avoids any overtly consistent organization, but curiously, the first 

six preludes are in minor keys, and the last six preludes are in major keys. There are an 

equal number of sharp keys and flat keys in the first twelve as well as the second 

twelve. Although not starting with C major, he does acknowledge tradition by 

choosing C minor for the first prelude. 

c g# e d bb a Bb G g C b A fll eb f Ab B ctt Db Ftt D Eb F E 

Rubin eschews purposeful tonal sequence in his set. He does not alternate 

See note 80. 



major and minor keys, and chooses the less common D-sharp minor. Technically, he 

does not use all twenty-four keys—^he uses B-flat major twice (preludes 10 and 24). 

However, both preludes have minor mode moments that seem to compensate for the 

predominance of the major mode. Following tradition, the first prelude is in C major. 

Although he appears to have intended to proceed with a definite keyboard ordering, 

this breaks down after the first four preludes into a more arbitrary sequence. 

C D e F Eb b a fit g+t Bb d E f F# G Ab c Db ctf B dtt A g Bb 



CLASS B 

Class B consists of two subclasses. The majority of prelude set in this class fall 

under the first, Subclass Bl. The only composer represented in Subclass B2 is Soulima 

Stravinsky. 

SUBCLASS Bl 

Table 3.3 shows the eight composers whose sets fall into this subclass. A rather 

straightforward method, the first prelude is invariably in C major, and the parallel 

minor follows each major key. 

Table 3.3 
Subclass Bl Key Organization 

Composer Key Sequence 

Bach, WTCl C c C# c# D d Eb eb E e F f F# f# G g Ab g# A a Bb bb B b 
Bach, fVTCll Co C# ctt D d Eb d# E e F f Ftt fif G g Ab gtt A a Bb bb B b 
Bentzon C c C# ctt D d Eb eb E e F f Ftt fit G g G# gtt A a Bb bb B b 
Bowen C c Db ctt D d Eb eb E e F f Gb ftt G g Ab gtt A a Bb bb B b 
Cumming C c Db c# D d Eb eb E e F f F# fit G g Ab ab A a Bb bb B b 
Gliere C c Db c# D d Eb eb E e F f F# fit G g Ab g# A a Bb bb B b C 
Kalkbrenner C c Db ctt D d Eb eb E e F f F# fit G g Ab gtt A a Bb bb B b 
Lopes-Grafa C c Ctt ctt D d Eb eb E e F f Ftt ftt G g Ab ab A a Bb bb B b 
Martin C c Db ctt D d Eb eb E e F f Gb fit G g Ab ab A a Bb bb B b 

Except for Gliere's set of twenty-five preludes, all of these sets end in B minor. 

There are minor enharmonic differences, even between the two volumes of the Well-

Tempered Clavier. The eighth preludes of different volumes are in E-flat minor and D-

sharp minor, respectively. Bentzon is unique, surely in all keyboard literature (and 

perhaps even in all musical literature), by assigning to prelude no. 17 the key of G-

sharp major. It is likely his intent was to be consistent in key names shared by paired 



preludes. Though composers commonly juxtapose A-flat major and G-sharp minor, 

Bentzon preferred to be consistent. Rather than opting for an A-flat major/A-flat minor 

pair, he chose G-sharp major. Bowen^° and Martin select G-flat major over F-sharp 

major for prelude no. 13. Gumming,®^ Martin, and Lopes-Gra^a^^ are among the very 

few preludes composers who wrote in A-flat minor. Over half of these nine sets use D-

flat major instead of C-sharp major. 

Lopes-Gra9a uses a highly chromatic tonal language, although unquestionably 

each prelude has a distinctive tonal center shown in table 3.3 above. He occasionally 

writes without key signature and occasionally will differ by one accidental too few or 

too many from the correct key signature for the given key. Table 3.4 below shows the 

sequence with the key signature, tonal center, and mode used. The key signature 

shown appears at the beginning of the prelude; in some cases, such as prelude no. 18, 

the prelude ends with a key signature of zero sharps or flats. In the case of the third 

prelude, which has no key signature, there is a difficulty in assigning either C-sharp 

major or D-flat minor as the key choice. It contains predominantly flats for the first 

seventy-three measures, sharps for the remaining seventeen measures, and finally, the 

C# appears as the lowest pedal, while the Db is the final pitch indicated. 

YorkBowen, Twenty-Four Preludes, op. 102 (London: Chester Music, 1950). 
Richard Cuimning, Twenty-Four Preludes (New York: Boosey & Hawkes, 1971). 
Fernando Lopes-Grafa, Vinte e quatro Preludios, ed. Filipe de Sousa (Lisbon, Portugal: Musicoteca, 

1994). 
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Table 3.4 
Key Signatures and Keys in Lopes-Gra9a's Preludes 

Prelude 
Key 

Signature 
Key Prelude 

Key 
Signature 

Key 

1 om C major 13 5# F-sharp major 
2 3 b C minor 14 2# F-sharp minor 
3 0# /b  Ct t /Db  majo r  15 Ot I /b  G major 
4 Ott/b C sharp minor 16 2 b G minor 
5 2# D major 17 5 b A-flat major 
6 0# /b  D minor 18 7 b A-flat minor 
7 3 b E-flat major 19 4# A major 
8 6 b E-flat minor 20 Ott/b A minor 
9 4 t f  E major 21 2 b B-flat major 

10 0# /b  E minor 22 5 b B-flat minor 
11 Ott/b F major 23 B major 
12 3 b F minor 24 2 t l  B minor 

SUBCLASS B2 

The major keys in this subclass proceed chromatically like in Subclass B1. 

Instead of the parallel minor, however, the relative minor is used, a feature common to 

Class C sets. Stravinsky^^ wrote twenty-four preludes that meld the major and minor 

modes to the point that they are frequently indistinguishable. Stravinsky writes, 

"Minor mode is never used in the scale itself but is often referred to in the other part 

and is eventually carried on throughout (as in No. 18)."^'* This means the twenty-four 

preludes do not include all actual keys and modes. Since not all twenty-four keys are 

used, one could categorize him in Class D. Because, however, there is a clear 

organization, shown below, the more logical category is Class B. 

Soulima Stravinsky, The Art of Scales: 24 Preludes for Piano (New York: C.F. Peters, 1960). 
Soulima Stravinsky, introduction to The Art of Scales: 24 Preludes for Piano (New York: C.F. Peters, 

1960). 



Some of Stravinsky's preludes end on a seventh chord, thereby weakening the 

tonic. For example, prelude no. 7, with a key signature of three flats, toys with Ebs, 

Bbs, Bt^s and Cs; the final chord is a C minor seventh with the Bb in the bass. Prelude 

no. 11, with a key signature of one flat, begins quite deliberately on F, but the frequent 

Ctfs and certainly the Picardie third ending on D major, suggest overall a prelude in D 

minor. Prelude no. 13, with a key signature of six sharps, emphasizes the D# in the left 

hand while emphasizing the F# in the right hand. D-sharp minor is very much implied, 

until the final chord on F-sharp major. Table 3.5 below shows the key signature 

sequence and a possible key/mode sequence. 

Table 3.5 
Key Signature, Key and Mode in Stravinsky's Preludes 

Prelude 1 2 3 4 5 6 7 8 9 10 11 12 
Key Signature 0#/b Ott/b 5b 2# 3b 3b 4tt 4# lb lb 

Key/Mode c C Ctt Db b/D b/D c/Eb Eb E cm d F 

13 14 15 16 17 18 19 20 21 22 23 24 
6# Itt W 4b 4b 3# 3# 2b 2b 5# 5# 

dtt F44 e G Ab f A A g Bb B B 
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CLASS C 

Class C consists of nineteen sets of preludes. With the circle of perfect fifths as 

the point of departure, this method yields much more variety than Class B. Although 

Hummel^^ organized his preludes in exactly the same manner as Chopin, Chopin's 

better known, but later-composed set serves as the reference set for this class. There 

are five subclasses, within Class C: 

CI Those identical to Chopin's opus 28 
C2 Those enharmonically similar to Chopin's set 
C3 Those similar in key but sequenced differently than Chopin's set 
C4 Those with alternate paths around the circle of perfect fifths 
C5 Those using the parallel minor 

SUBCLASS CI 

The premise of this class is that the major keys circumnavigate the circle of 

perfect fifths, beginning with C major, progressing first through the sharp keys by 

increasing the number of accidentals and then through the flat keys by decreasing the 

number of accidentals, concluding with F major. In all cases, D-flat major is preferred 

over the enharmonic C-sharp major, and F-sharp major is preferred over G-flat major. 

Immediately pursuant to the major key is its relative minor. 

See infra, chapter 6. 



58 

Table 3.6 
Subclass CI Key Organization 

Composer Key Sequence 

Blumenfeld' C a G e D b A E ctt B g# F# eb Db bb Ab f Eb c Bb g F d 
Busoni C a G e D b A frt E cit B g# F# eb Db bb Ab f Eb c Bb g F d 
Chopin C a G e D b A fit E c# B gtt F# eb Db bb Ab f Eb c Bb g F d 
Heller C a G e D b A E ctt B gtt F# eb Db bb Ab f Eb c Bb g F d 
Hummel C a G e D b A E c# B gtt Ftt eb Db bb Ab f Eb c Bb g F d 
Kabalevsky C a G e D b A fli E c# B gtf F# eb Db bb Ab f Eb c Bb g F d 
Kapustin^ C a G e D b A fil E c# B g# Fit eb Db bb Ab f Eb c Bb g F d 
Shostakovich' C a G e D b A fit E ctl B gtt F# eb Db bb Ab f Eb c Bb g F d 

" See supra, table 2.2 on p. 36. Some individual preludes are known to be published by 
Musica Obscura (see References). 
'' The Kapustin preludes are allegedly "identical to the Chopin in key." [Harriet Smith, 
"Bridging the Divide: The Russian Composer Nikolai Kapustin," International Piano 
Quarterly, no. 4 (autumn 2000): 54-55, cited on 
<http://ovar.myweb.nl/sovrev/kapustin/smith.htm>]. Because the score is unavailable and 
the compact disc recording does not cite exact keys, this fact remains unconfirmed. 
" Both opus 34 and opus 87 have this key sequence. 

SUBCLASS C2 

The premise of this class is identical to that of CI except that enharmonic 

differences exist as shown in table 3.7. 

Table 3.7 
Subclass C2 Key Organization 

Composer Key Sequence 

Casadesus C a G e D b A f^t E ctt B gtt Ftt dtt Db bb Ab f Eb c Bb g F d 
Merlet C a G e D b A f^t E ctt B g# Fit dtt Db bb Ab f Eb c Bb g F d 
Meyer C a G e D b A fit E ctt B gtt Ftt dtt Db bb Ab f Eb c Bb g F d 
Scriabin C a G e D b A fit E ctt B gtt Gb eb Db bb Ab f Eb c Bb g F d 
Shchedrin C a G e D b A fit E ctt B gtt Gb eb Db bb Ab f Eb c Bb g F d 

http://ovar.myweb.nl/sovrev/kapustin/smith.htm


Scriabin and Shchedrin both write the thirteenth prelude in G-flat major instead of 

F-sharp major. The relative minor remains as in Chopin's set. Casadesus and Merlet^^ 

retain F-sharp major, but use D-sharp minor instead of E-flat minor for the fourteenth 

prelude. Merlet's tonal language is highly chromatic, and often mode is unclear. 

Prelude no. 7 (A major) is the most ambiguous in tonality. It ends very strongly in E, 

and there are scarcely any As in the prelude. If it is likely that Merlet intended a strong 

dominant presence at the end, then this prelude is indeed in A (additionally, all 

remaining keys were used in the other twenty-three preludes). In numerous preludes, 

the final chord contains both the major third and minor third of the chord, essentially 

07 • 
blending the two modes. The score for Meyer's set is unavailable, and because the 

written key cannot be confirmed, his must be classified here. The tonal centers do 

match those of Chopin's, although it is quite difficult in many cases to qualify the 

mode as major or minor. 

SUBCLASS C3 

The two sets in C3 follow the circle of perfect fifths through the sharp keys and 

the flat keys as in the previous two subclasses. The composers also pair the relative 

minors with the major keys. What is different in these two sets is the ordering of the 

keys. Whereas the other composers alternate between the major key and minor key, 

Chasins establishes a pattern of major—minor—minor-major, which repeats six times. 

As a result, and with the exception of the sets of twenty-five, his is the only set with a 

Michel Merlet, 24 Preludes, op. 31 (Paris: Editions Choudens, 1984). 
See supra, table 2.2 on p. 36. 



methodical organization that has the final prelude in a major key. 

C a e G D b fit A E cit gtt B Gb eb bb Db Ab f c Eb Bb g d F 

Cui alternates the major and relative minor, as do most of the others in Class C; 

however, the relative minor precedes its major key. Thus, E minor comes before G 

major. By doing so, too, he neatly concludes the set with the pair A minor/C major. 

C e G b D fit A c# E gtt B eb Ftt bb Db f Ab c Eb g Bb d F a C 

SUBCLASS C4 

The three composers in this subclass advance the major keys through the circle 

of perfect fifths, as do the others; however, they do not follow the circle in its 

traditional sequence. All three pair the major key with the relative minor. 

Concone reverses the order by ascending first through the flat keys to G-flat 

major and then returning via the sharp keys to G major. Concone is the only composer 

in all of Class C who uses A-flat minor rather than the more typical G-sharp minor. 

C a F d Bb g Eb c Ab f Db bb Gb eb B ab E ctt A fit D b G e 

Henselt^^ first ascends through the sharp keys to F-sharp major, but rather than 

descending through the flat keys, he begins with F major and ascends through the flat 

keys, ending with D-flat major. 

C a G e D b A E ctt B gtt Ftt dtt F d Bb g Eb c Ab f Db bb 

Adolph von Henselt, Preambles dans tous les tons (N.p.; Musica Obscura, 1971). 



Clementi wrote preludes only through the keys with four flats and four sharps, 

thus his set has less than twenty-four preludes. He often wrote two or more preludes in 

any given key (sometimes as many as five short preludes), followed by a longer 

exercise. Clementi ascends through both the flat keys and the sharp keys, but unlike 

the other two here, he alternates between the flat keys and sharp keys. The preludes 

cease with C-sharp minor, but the complete sequence is shown because he continues to 

write exercises in these keys. 

C a F d G e Bb g D b Eb c A Ab f E c# [Db bb B gtl Ftt eb] 

SUBCLASS C5 

The only composer in this subclass is Bacarisse. In his set of twenty-five 

preludes, he proceeds through the circle of perfect fifths in the manner of Chopin and 

the others in Subclasses C1-C3. The difference here is Bacarisse's choice of the minor 

keys. The preludes alternate between major and minor, but he chooses the parallel 

minor rather than the relative minor. 

C c G g D d A a E e B b F# ft4 Db c# Ab gtt Eb eb Bb bb F f C 



CLASS D 

Four sets contain twenty-four preludes yet do not use all twenty-four keys. 

These are Class D prelude sets (appropriately after Debussy's lead). There are two 

subclasses: Subclass D1 prelude sets contain distinctive tonal centers and Subclass D2 

preludes sets are non-tonal. 

SUBCLASS D1 

The two composers with distinctive tonal centers are Debussy and Duckworth. 

Highly chromatic in language, the twenty-four preludes of Debussy, nevertheless, 

focus on specific keys. He uses thirteen flat keys, seven sharp keys, and C four times. 

He prefers the major mode seventeen times and the minor mode only seven times. 

Bb C eb A B d f^ Gb bb C Eb G C ctt Db Db Ab F Ftt D F d C f 

Duckworth^^ is free with his tonality. Not all preludes have key signatures, and 

some do not correspond with the proper theoretical associations. Like Bartok, 

D u c k w o r t h  w i l l  u s e  c u s t o m i z e d  k e y  s i g n a t u r e s ,  s u c h  a s  i n  p r e l u d e  n o . 5 : B b , E b , G b .  

[See example 3.1.] Each prelude is centered on a pitch, but the mode may be major, 

minor, or modal; some keys use an alternate scale construction. Occasionally the 

major and minor modes blend in a single prelude: the final prelude in E major is mostly 

major. In it, Duckworth uses frequent G#s, the Gkl occasionally, and often omits the 

third, leaving an open sound. Worth mentioning is prelude no. 9 (D minor), because 

See infra, chapter 8. 
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Example 3.1, Duckworth, The Time Curve Preludes, no. 5, bars 1-2 

the prelude ends on a G, yet it seems to center around D. Prelude no. 20 in E minor has 

a key signature of one sharp, and emphasizes E though D is an important secondary 

tonal center. The organization shown in table 3.8 below is somewhat subjective based 

on aural analysis, key signatures provided, and pitch predominance. 

Table 3.8 
Keys in Duckworth's The Time Curve Preludes 

Prelude Tonal Center and Mode 

1 E-flat Mixolydian 
2 C minor 
3 D-flat major 
4 B-flat major/minor 
5 E-flat minor with raised fourth scale degree 
6 G-flat minor 
7 B Mixolydian/bitonal 
8 A-flat Lydian with flat seventh 
9 D (non-tonal) 

10 D minor with flat second and sharp seventh 
11 E major/natural minor 
12 F Mixolydian 
13 F Mixolydian with At1 and Ab 
14 D Dorian 
15 E-flat with scale of Eb F Gb/Ftt Gti A Bb D 
16 D minor 
17 D-flat major 

Continued on next page 
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Table 3.8 — Continued 

Prelude Tonal Center and Mode 

18 G minor / A pedal 
19 B-flat minor 
20 E minor 
21 E-flat major 
22 G major/minor 
23 A-flat Lydian 
24 E major/minor 

SUBCLASS D2 

Ghana's set is non-tonal.His final prelude ends on a low D, in homage 

perhaps to Chopin's twenty-fourth prelude. Robert Scholium's first prelude opens with 

four simultaneous Cs, and from that point onward, his preludes are non-tonal.'®' 

Lastly, one theory is that Gershwin had plans to write more preludes to 

complete a set of twenty-four. Gershwin's three well-known preludes are in B-flat 

major, C-sharp minor, and E-flat minor. Four more have been uncovered. A prelude 

(fragment) appeared in January 1925 in G minor and was a basis for the third 

movement of the Concerto in F. There is a prelude in A-flat major from 1925-26, 

which was reworked later in 1946 (the Kay Swift version). In ca. 1919, Gershwin 

composed the prelude in E-flat major (Novellette in Fourths). Finally, in 1923, he 

added the prelude in G major. Overall, Gershwin wrote preludes in the following keys: 

Maurice Ohana, 24 Preludes (Paris: Editions Jobert, 1974). 
Robert Scholium, 24 Preludes, op. 113 (Vienna: Doblinger, 1981). 
See note 54. 
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ctt Bb eb Eb G g Ab 

Throughout these classes of organization, certain key/numerical relationships 

emerge. This is a result of the commonality and differences of methods of 

organization. Most organizational methods have a particular logic to them. 

For all of Class B prelude sets and most of Class C prelude sets (Subclasses 1, 

2, and 5), two sets of wholetone scales emerge, shown in table 3.9. 

Table 3.9 
Wholetone Scale to Prelude Relations 

Key C D E Ftt Ab Bb 
Prelude 1 3 5 7 9 11 13 15 17 19 21 23 
Key Db Eb F GAB 

The first twelve preludes are related by tritones to the second twelve. The first 

row shows the first twelve preludes; the second row shows the second twelve. Each 

column is a tritone apart. This is valid for Class B and Subclasses CI, C2, and C5, as 

well as others, such as Alkan and Blacher. 

Class C (sample) 

C a G e D b A f l + E c W B g #  
F# d# Db bb Ab f Eb c Bb g F d 

Class B (sample) 

C c Ctt c# D d Eb eb E e F f 
F# fit G g Ab gtt A a Bb bb B b 

Subclass A1 (Alkan) 

C f Db ftt D g Eb ab E a F bb 
Gb b G c Ab cl^ A d Bb eb B e 
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Subclass A1 (Blacher) 

C b CH bb D a Eb g# E g F 
Gb f G e Ab eb A d Bb cll B c 

There are six enharmonic key pairs: C#/Db, dtt/eb, F#/Gb, gtl^/ab, att/bb, Cb/B. 

If a composer happens to use the same key twice (for example, Guillet), it is counted 

here once, because these counts are tabulated by sets of preludes rather than by 

individual preludes.No composer here writes in C-flat major or in A-sharp minor. 

D-flat major is preferred thirty-six times and C-sharp major only five. F-sharp major is 

the clear majority with twenty-nine versus G-flat major, which is used ten times. Of 

the minor keys, E-flat minor is preferred thirty-four times to six times only for D-sharp 

minor. Similarly, A-flat minor is only used six times, while G-sharp minor is used 

thirty-one times. Differences in totals arise because of composers not using all twenty-

four keys. For example, Debussy uses both G-flat major and F-sharp major, but does 

not write in either A-flat minor or G-sharp minor. 

Excluding a#/bb and Cb/B, Bach, in his second volume of the Well-Tempered 

Clavier, selects the four enharmonic sharp keys. Alkan and Concone select the four 

enharmonic flat keys. Because of the tuning practices of the time, neither Guillet nor 

Fischer uses any enharmonic keys. 

Two composers write in theoretically illogical keys. Bentzon, instead of 

selecting A-flat major, writes in G-sharp major. He does not use key signatures and 

The counts provided here may differ from those in table 3.10 on page 71, which lists each and every 
time a prelude is used. For example, D-flat major is used thirty-six times, yet only thirty-two sets use it. 



states above each prelude its key. Duckworth writes one prelude in G-flat minor. The 

key signature only has Gb and Db, and instead of the cumbersome Bbb, he uses the 

enharmonic At|. 

Out of forty-three sets (excluding Gershwin's three preludes, and the two non-

tonal sets by Ghana and Scholium), thirty-six sets, or eighty-four percent, begin on a C 

tonal center. Of those thirty-six sets, only one is in C minor. Other keys that 

composers begin with are B-flat major (Debussy), E-flat Mixolydian (Duckworth), B 

major (Gal), F-sharp major (Kessler), E minor (Palmgren), and C-sharp minor 

(Rachmaninoff). 

Final keys vary considerably because of the many different methods of 

organizing the keys. Forty-two sets are considered here (excluding Gershwin, Ohana, 

Scholium, and Stravinsky). Four composers end in C major, and all four wrote sets 

with twenty-five preludes. Only two composers—Blacher and Fischer—end a set of 

twenty-four preludes with a C tonality and in both cases it is with C minor. Composers 

using Class B will typically end in B minor; nine sets end in B minor. Composers 

using Class C will typically end in D minor; fifteen composers end with D minor. 

Other final keys are F major (Chasins), E minor (Concone), B-flat minor (Gal, 

Henselt), G-sharp minor (Herz, Kessler), E major (Podkovyrov), D-flat major 

(Palmgren, Rachmaninoff), and B-flat major (Rubin). 

Another aspect is the regularity that a key will appear in a particular prelude 

position, where prelude position simply means the prelude number. For example, C 

major is typically in Prelude Position 1 (PPl); F-sharp major is typically in PP13. 



Some keys typically occupy the same prelude position, e.g., D major is very often 

prelude no. 5, and each key can occupy quite a variety of prelude positions. The key 

relationships shown in table 3.9 above also frequently occupy those respective prelude 

positions. 

Table 3.10 shows the number of preludes with any given key. For example, C 

major occurs thirty-five times in the prelude number 1 position. F minor occurs fifteen 

times as prelude number 18. The only key in the twenty-fifth prelude position is C 

major. The bottom row shows the total number of times in these sets that a key is used. 

The far right two columns show the number of times a major key is found in any given 

prelude position and the number of times a minor key is used in any given prelude 

position. For example, a major key is used thirty-nine times in the fifth prelude 

position, while a minor key is used only thrice in the same position. Included in this 

table are most of the preludes of the sets in this document. For the purposes of this 

data analysis, the terms major and minor mode are used broadly, where the third of the 

scale is the defining point. In other words, if the scale includes the raised third, it is in 

the major mode; if it has a lowered third, it is in the minor mode. For example, a 

prelude that is in the Mixolydian mode, which is a major mode, is therefore counted as 

major. For these reasons, Guillet's Fantasies are included as well as the E-Phrygian 

prelude by Fischer. Excluded are preludes that are ambiguous in major or minor, for 

example, all of the Stravinsky's preludes and several of those by Duckworth. Also 

excluded are Gershwin's preludes because they cannot adequately portray an 

organization covering twenty-four preludes. 



Several major keys predominate in certain positions. C major occurs thirty-five 

times in PPl. D-flat major occurs eighteen times in PP15. D major occurs thirty times 

in PP5. E major occurs thirty-one times in PP9. F-sharp major occurs twenty-two 

times in PP13. Its enharmonic, G-flat major, occurs eight—out of ten total preludes in 

that major—times in PPl3. A-flat major occurs twenty-eight times in PPl7. B-flat 

major occurs twenty-eight times in PP21. 

Other major keys are roughly split between two different positions. E-flat 

major is roughly split between PP7 (thirteen times) and PPl9 (seventeen times). F 

major is roughly split between PPl 1 (eleven times) and PP23 (seventeen times). G 

major is roughly split between PP3 (eighteen times) and PPl5 (twelve times). A major 

is roughly split between PP7 (seventeen times) and PP19 (twelve times). B major is 

roughly split between PPl 1 (seventeen times) and PP23 (eleven times). This general 

phenomenon holds true for the minor keys as well. 

C major is the most popular key in these sets, at fifty-one times, followed by D 

minor (forty-eight times) and F major (forty-six times). Except for the two "non-

theoretical" keys of G-sharp major and G-flat minor (Bentzon and Duckworth, 

respectively), A-flat minor and D-sharp minor tie for the least used minor key (six 

times), and the least used major key is C-sharp major (five times). 

One can see clearly the preference for alternating modes, that the major keys 

tend to occupy the odd numbered preludes and the minor keys tend to occupy the even 

number preludes. Prelude no. 6 stands out in that it is the position for only one major 

key but for forty-one minor keys. All others have at least three of either mode. 
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Overall, in these sets, there is preference for the major mode, but only by fifteen 

the minor mode: 505 to 490. 



Table 3.10 
Key Count in Prelude Positions 

C c Ctt ctt Db D d Eb eb E e F f Gb gb G g Ab ab A a Bb bb B b Major Mnor 
1 35 1 1 1 1 1 1 1 39 3 
2 2 11 1 1 2 1 1 1 1 19 2 4 38 
3 5 7 2 1 1 1 3 2 18 2 36 6 
4 1 1 10 1 5 1 15 1 1 1 1 1 1 1 5 36 
5 30 4 1 1 3 1 1 1 39 3 
6 11 3 1 1 6 1 2 17 1 41 
7 1 1 2 13 1 1 2 17 1 2 1 37 5 
8 4 1 1 8 1 1 16 1 1 1 1 1 1 1 1 2 6 36 
9 2 31 1 1 1 2 1 36 5 

10 2 16 1 1 12 2 1 1 1 1 1 1 2 8 34 
11 1 1 1 2 11 1 1 1 1 1 2 17 1 35 6 
12 1 1 1 1 1 1 9 2 1 1 15 1 1 2 2 1 1 6 36 
13 1 1 1 2 22 1 8 1 1 1 2 37 4 
14 2 2 4 15 1 1 1 1 11 1 1 1 1 5 37 
15 18 1 2 1 1 12 1 1 1 1 1 1 35 6 
16 1 1 2 2 1 1 3 2 10 2 1 1 15 8 34 
17 1 1 2 2 1 28 1 1 3 1 1 37 5 
18 1 4 1 1 1 2 15 1 3 7 3 2 1 3 39 
19 1 1 1 1 17 1 1 2 12 1 1 1 1 37 4 
20 16 1 1 3 1 2 1 1 1 1 1 1 9 1 1 6 35 
21 1 1 2 1 1 1 1 1 2 28 1 36 4 
22 1 2 2 2 1 1 1 15 1 10 2 1 6 33 
23 1 1 2 17 1 1 1 1 1 1 2 11 34 6 
24 1 2 15 1 2 1 2 2 1 1 2 9 5 34 
25 4 4 0 

Total 51 40 5 40 36 40 48 6 42 33 39 43 46 40 29 40 10 1 42 42 1 31 41 6 40 43 44 38 39 39 505 490 
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CHAPTER 4: WHY SETS OF PRELUDES? 

One may ask, what inspires a composer to write a set of twenty-four preludes? 

Does he'®"* wish to pay homage to another composer? Is he responding to a 

commission? Are his reasons essentially capricious? The reasons vary considerably. 

To fully ascertain what inspired each of these composers to write a set, and in some 

cases two sets, would be a study in itself and is, therefore, beyond the scope of this 

brief document. Nevertheless, some composers have explicitly explained their 

motivations and in other cases, there is internal evidence in the music. Two general 

reasons emerge for the composition of sets of preludes—artistic inspiration and 

functional or practical concerns. Though not an exhaustive list, the several types of 

sets of preludes include the following: 

• pedagogical purposes 
• exploitation of the major-minor tonal system 
• prelude and fugue combination 
• collection of short pieces 
• compositional challenge 
• the improvisatory prelude 
• the prelude of virtuosity 
• cyclical works 

Frequently a set of preludes will manifest more than one function. Bach 

intended his sets, for example, to be pedagogical and to pair preludes with fugues; 

furthermore, he wrote them to display the capabilities of the new equal-tempered 

The masculine pronoun is used here, because every set named in this paper is by a male composer. It 
is not intended to be exclusive. The author is not aware of a set by a female composer, but this does not 
preclude the possibility of such. 
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tuning system/^^ 

Though the focus of this paper is on complete sets of preludes, it is informative 

to note that Lin categorizes independent preludes on the basis of the following stylistic 

distinctions: 

• The short prelude 
• embellished cadences 
• arabesque 
• technique-oriented prelude 

• The extended prelude 
• embellished cadences 
• stylistic imitation prelude 
• technique-oriented prelude 
• musical aphorism 
• grand prelude 
• fantasy-like prelude 

The prelude set as a tool for instruction is popular across the genre. Having a 

collection of pieces in every key encourages students to develop facility with every key 

signature both topographically and theoretically. In the case of Bach who mastered 

many different styles and fugal practices, his prelude sets expose the student to a 

remarkable array of forms and contrapuntal techniques. Bach indicated explicitly that 

his Well-Tempered Clavier was intended as a pedagogical work "for the Use and Profit 

of the Musical Youth Desirous of Learning... Soulima Stravinsky adopted a 

similar purpose in his set, The Art of Scales: 24 Preludes. As Stravinsky writes in the 

foreword; "The ART OF SCALES can serve as a relief from the practice of bare scales 

whose basic mechanics, however, should be fully mastered beforehand. It covers many 

See infra, chapter 5. 
Lin, 77-126. 
See infta, chapter 5. 



problems of scale technique as treated by contemporary composers as well as in the 

classics."'®^ 

A blend of functions, Hummel's set consists of examples of improvisation 

technique, i.e., preluding, and at the same time is pedagogical: He intended his set for 

practical student use as stated in the title on the manuscript facsimile: "Vorspiele Fur 

das Piano-Forte Vor dem Anfange eines Stukes aus alien 24 Dur und mol Tonarten 

zum niitzlichen Gebrauche fur Schiiler."^^^ dementi's preludes and exercises were 

written during an era when pedagogy was at an acme and indeed, the preludes and 

exercises are an appendix to his Introduction to the art of playing on the pianoforte. 

Krzysztof Meyer took another pedagogical angle, that of sight-reading: "Originally, 

Meyer's PRELUDES FOR THE PIANO were conceived as 'Gebrauchsmusik', 

functional music: they were intended as an introduction to the difficult art of sight-

reading for piano students in Cracow."^ 

A set of twenty-four preludes is instrumental in showing the validity or 

feasibility of each tonal center of the equal-tempered tuning system in conjunction with 

the two common modes (major and minor).'When composers such as by Bach, 

Fischer, Matheson, and the seventeenth-century composer Guillet, wrote various sets of 

preludes, tonal exploitation was certainly a consideration and influence. Fischer's title 

Ariadne Musica is illuminating with respect to tonal experimentation: "Ariadne, the 

Stravinsky, introduction. 
Joel Sachs, ser. ed., Shorter Compositions for Piano, Most from the Viennese Years, vol. 3 of Johann 

Nepomuk Hummel (1778- 1837): The Complete Works for Piano (New York: Garland, 1989), 195. 
Wolfgang Burde, notes to 24 Piano Preludes, by Krzysztof Meyer, trans. Jolyon Brettingham Smith, 

ProViva ISPV 174 CD, 1994. 
See supra, chapter 1. 



Cretan princess, reveals to Theseus, her lover, the way out through the king's labyrinth 

- the labyrinth here being the tangle of tonalities."^ Once the major-minor system 

became common practice, sets that included preludes in all keys would have been less 

novel if composed for this purpose alone. 

At least seven composers wrote sets of preludes and fugues. Fischer was one of 

the first to do this in his Ariadne Musica pairing a prelude with a fugue. Bach followed 

this precedent twice in his two volumes of the Well-Tempered Clavier. This practice 

apparently went out of popularity as contrapuntal writing in general gave way to 

homophonic and other textures during the latter half of the eighteenth century and 

throughout the nineteenth century. The next sets of prelude and fugues are from the 

twentieth century. Nikolai Kapustin's second set, opus 82, is a collection of preludes 

and fugues. Shostakovich, Shchedrin, and Bentzon all wrote preludes and fugues, as 

did Henry Martin. The prelude and fugue pairing calls for greater compositional and 

musical prowess. Shchedrin states: "The preludes in my cycle fulfil {sic'\ the role of 

introductions and are, as it were, overtures to the fugues. The prelude is never an 

independent piece but invariably a predicate or preface, a way of preparing for the 

main business. And the preludes are shorter and more aphoristic than the fugues.""^ 

Seth Perlman, in his dissertation, examined in depth the tonal relationships 

between the prelude and its fugue for three twentieth-century composers. He observed 

that there are both musical and tonal relationships. The prelude and fugue balanced 

each other in similarity or contrast, through aspects of mood, pulse, and sonorities 

Joseph Payne, notes to German Organ Music, vol. 1, Naxos 8.550964, 1994. 
Rodion Shchedrin, notes to 24 Preludes and Fugues for Piano, Melodiya 74321 36906 2, p. 10. 



among others. In several cases, the prelude ended on a dominant harmony to be 

resolved in the fugue. Often there would be shared motives or references in the fugue 

to material from the prelude or vice versa. 

By far, most sets in this study fall into the category of a collection of shorter 

pieces. The format of twenty-four preludes, one in each key, is an attractive paradigm 

for assembling many small pieces, often of different styles. Many of the sets from the 

nineteenth century and numerous sets from the twentieth century take advantage of this 

paradigm, e.g.. Heller, Palmgren, Alkan, Blumenfeld, Busoni, Cui, Gliere, Kabalevsky, 

Scriabin, Shostakovich [op. 34], Rachmaninoff, Rubin, and Debussy. These sets 

generally manifest the concept of the character piece. Kapustin's op. 53 prelude set is 

"in the Jazz Style." 

It is conceivable that there is a certain temptation or challenge to creating a set 

of twenty-four preludes, one in each key and mode arising out of the tradition itself 

Such a form allows or possibly challenges composers to experiment with different 

styles while defining the tonal parameters of their compositional language. In some 

late twentieth-century sets, the key and mode are merely points of departure, as with 

Meyer who makes a point to center on the tonic pitch of the key more so than the scale 

or mode. Scriabin actually set out to surpass Chopin planning a set of forty-eight 

preludes."^ Rubin writes in describing his own set "With the piano prelude, I found 

historically that a cycle of 24 was a place for composers to exhibit the full range of 

Seth H. Perlman, "Tonal Organization in the Twenty-four Preludes and Fugues of Dmitri 
Shostakovich, Rodion Shchedrin, and Niels Viggo Bentzon" (D.M.A. diss., Peabody Conservatory, 
1988), 115-16. 

See infra, p. 86. 



material they could develop. 

Apart from the inherent differences of one piece from another within the set, 

composers tend to purposely experiment with diverse compositional styles and to 

employ varied pianistic techniques and devices. Bach used well-known forms of his 

time such as the trio, canon, and French overture. Chopin wrote preludes that are 

examples of etude, ballade, and waltz styles. Blacher experiments with palindromes. 

Kabalevsky fashions a nocturne-like prelude, a toccata, and a blues-style prelude. 

Martin experiments with boogie-woogie, jazz and other popular styles. Rubin recalls 

old choral tunes, dances, fugues, variations, and recitative. Debussy explores natural 

sound, dances, and impressions of events such as the fireworks of a Bastille Day 

celebration. Alkan intones religious themes and baroque ideas. Busoni also recalls 

baroque forms. Gumming uses serialism and writes a left-hand prelude and a right-

hand prelude. Casadesus, in the fashion of name-based motives (e.g., B-A-C-H or H-

A-Y-D-N), writes his fifth prelude on the name RONSARD.^^^ Like Alkan who wrote 

a couple of preludes dans le style ancien, so does Casadesus in prelude no. 22, which 

includes a musette. Further examples of stylistic experimentation are found in the four 

1 -I o 

chapters of representative sets and in chapter 2, the chronological overview. Gal's 

twenty-first prelude hints at bitonality. [See example 4.1.] Shchedrin composes 

preludes that contain ubiquitous streams of fioratura. [See example 4.2.] One of 

Shchedrin's preludes is for the left hand alone, some preludes are improvisatory, and 

Justin Henry Rubin, email to author, 20 May 2002. 
™ See infra, p. 194 and example 8.30, p. 194. 

See infra, chapters 5-8. 
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some are without barhnes. Ghana, in the manner of Beethoven who wrote specific 

instructions in his score, meticulously includes instructions on performance, 

interpretation, and execution. 

PP 
espr. 

hXW ^ 
Example 4.1, Gal, opus 83, no. 21, bars 32-34 

Tempo ad libitum, rubato 
ten. 

PP rapido, leggieriss. 

quasi pizz sempre 

1 2~^' 

Example 4.2, Shchedrin, 24 Preludes and Fugues, no. 5, bars 1-2 

As the piano developed in size and strength to eighty-eight keys with a steel 

frame, and as pianists developed the technique to reveal the resources of the 

instrument, so composers increased in complexity and virtuosity in writing the prelude 

sets. Replete with arpeggios and scale passages, many of the sets from the eighteenth 

century, e.g., those by Hummel and Kalkbremier, feature brilliant, fluent figuration. 

Debussy created new pianistic demands by exploring new textures, timbres, and 

original ways of using the pedals. For many composers fast passages were no longer 
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primarily for showmanship, but for musical affect. Duckworth introduces a minimalist 

set requiring small piano weights to be set at the lower end of the keyboard to produce 

sostenuto tones and overtones; one prelude is raga-like. Merlet's piano writing 

includes complicated rhythms and multiple layers. He also introduces an interesting 

glissando-arpeggio effect whereby alternating white keys are depressed, and the 

opposite hand plays glissandos over the remaining keys. Figure 4.1 shows the concept 

of the technique;' example 4.3 shows an example of this in prelude no. 24. [See 

figure 4.1 & example 4.3.] Ghana frequently uses clusters, specifying all notes, all 

black notes, or all white notes; additionally he calls for harmonic resonance via clusters 

Right hand plays ghssando Effect 

Left hand silently depresses and sustains chord 

Figure 4.1, Ghssando-Arpeggio in Merlet's opus 31 

Molto Adagio J-= 60 

S 
m.g. 

mf 
espressivo 

m.d. 

(Enfoncer, puis tenir sans attaquer) 

tonale jusqu'a la fin du prelude Pedale 

L {^•) ova 
bassa 

Example 4.3, Merlet, opus 31, no. 24, bar 1 

'" Adapted from note to Michel Merlet, 24 Preludes, op. 31 (Paris: Editions Choudens, 1984), 90. 
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formed by rulers, in the fashion of Ives in his Sonata No. 2, "Concord, Mass., 1840-

1860." He uses harmonics, glissandi, tremolos and drumsticks and calls for aleatoric 

improvisation. Blacher creates thin, dry textures with rhythmic complications. Rubin 

employs improvisation with extended techniques such as plucking; like Ghana, he also 

includes aleatoric passages. [See example 4.4.] Scholium's preludes are rhythmically 

challenging, and, because of his non-tonal language, are considerably nonidiomatic. 

Variation VI 
(Passionately; as fast as possible) 

5 

Prestississimo runs, chords, or any amalgamation 
^ > of materials to get from one theme pitch to another 
^ with increasing visciousness and raucous playing > 

style until the theme collapses under its own weiglit. I 
^>\ 

pp -
41 t crescendo poco a poco.. 

42 

> 

43 

Example 4.4, Rubin, 24 Preludes, no. 23, bars 41-43 

Several sets feature very short preludes. Composers who wrote such sets 

include Concone, Henselt, Hummel, and Kessler. These sets strongly suggest a 

collection of improvisations or pieces intended for preluding. Concone's preludes, and 

to some extent those by Hummel, frequently appear in instructional textbooks. 

Preludes in these four sets are clearly not meant as performance pieces or independent 

works. 

In the Classical era when virtuosity was in vogue, there is a blend of prelude 

and etude. The sets of Herz and Kalkbrenner both reflect this characteristic. Many of 

the preludes in their sets are lengthy and filled with passages of running notes. To 
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some extent, even the short preludes of Hummel and Concone display a degree of 

virtuosity. 

Another popular function is to compose the set as a cycle intended to be 

performed in total. One must frequently rely on clues in the score, unless the composer 

specifically indicates that he wants it performed as a whole. The term cycle implies 

either a sense of the circular (returning to begiiming material) or unification of musical 

material.Charles Rosen feels cyclical form is actually the "disturbance of an 

established form,"^^' because most forms do return to original material, e.g., sonata-

allegro form, ternary form, and rondo form. In addition, it implies a collection of 

smaller independent pieces. Concerning sets of preludes, the term cycle here means 

that the set is meant or intended to be played as a unified group. In five cases, the 

composer wanted the last prelude to be in the same tonality as the first, therefore 

adding on a twenty-fifth prelude. The set of preludes that does not end in the same 

tonality as the start could in itself be considered a disturbance of form! 

Rosen considers the cyclical aspect with reference to Chopin's opus 28: 

"Chopin expended great subtlety to ensure a convincing movement from one prelude to 

the next. ... The unity does not depend upon thematic relationships; there are, in fact, 

motivic parallels between one prelude and another, but the musical power never 

depends in any important way upon even a semiconscious awareness of these 

1 'yy 
recurrences." Whereas some sets are simply a collection of pieces, some composers 

See infra, p. 103. 
Charles Rosen, The Romantic Generation (Cambridge, MA: Harvard University Press, 1995), 88. 
Ibid., 86-87. 



appear to have programmed their sets balancing mode, mood, tempo, and musical 

content. Li addition to Chopin's opus 28, this writer is of the opinion that the prelude 

sets by Kabalevsky, Rachmaninoff, Alkan, Casadesus, and Duckworth manifest this 

implicit cyclical ideal. While other sets identified below appear specifically intended 

as a complete set and work well, the five listed above are, as the Chopin, a collection of 

independent preludes that, nevertheless, work very well as a complete set. 

Notwithstanding the wonderful architecture to the opus 28, it does not meet the 

parameters of a cycle, in accordance with the definition set forth in this document. 

Lending credence to the idea of the cycle set, the final prelude, be it the twenty-

fourth or twenty-fifth, in a number of sets manifest a "finale" quality: they are longer, 

sometimes more dramatic, sometimes faster, and generally conclusive. The turbulent 

D minor prelude of Chopin is resolutely conclusive; the D minor prelude of 

Kabalevsky is like a toccata; the final and lengthiest prelude of Kalkbrenner's is 

several pages long. Others perhaps fitting in this category include those of Palmgren, 

Scholium, Rubin, Casadesus (last page is Epilogue), Cumming (malambo-toccata), 

Lopes-Gra9a, and perhaps even Debussy, Duckworth (1 and 24 are similar in style), 

Blumenfeld, and Meyer. 

Four sets include twenty-five preludes, where the twenty-fifth prelude is in C 

major. This return to C major rather implies a cycle beginning in C major and ending 

in C major. Three of these sets are by Alkan, Cui, and Gliere. The fourth set is by 

Bacarisse who technically wrote twenty-four preludes; however, appended to the final 

prelude is a seven-bar coda with material and key fi"om the opening prelude. For the 



83 

discussion of cycles, this clearly demonstrates intent by Bacarisse to round out the 

entire twenty-four. Fischer's twenty preludes and fugues begin in C major and end in 

C minor with a Picardie third. 

The set by Maurice Ghana is meant to be performed as a whole. He includes 

instructions such as enchatnez, which appears at the end of some preludes indicating to 

immediately progress to the next prelude. Only at the end of the set does a final barline 

appear. Michel Merlet, too, calls for connecting the preludes with enchamer, and with 

fermatas over double-bar lines between preludes. Unlike Ohana, on the printed page 

Merlet starts each prelude with a new indented system. He, too, uses the final double-

bar line only at the close of the piece. 

Like Ohana and Merlet, Bacarisse uses double bars for all preludes except the 

final prelude. He includes the fermata over the barline in prelude no. 23, and the 

seven-bar coda following the last prelude echoes material and tonality of the first 

prelude, bringing closure to the set. 

Richard Gumming specifically writes in his score instructions that imply that 

smaller groups may be performed or that if all twenty-four are played [i.e., as a cycle], 

to connect certain preludes without a pause. "The Twenty-Four Preludes are the 

result of a wish to write an extended piece for John Browning, a pianist I had admired 

for many years as indeed I still do.... I tried to explore a variety of pianistic techniques 

Richard Cumming, Twenty-Four Preludes. 
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and musical styles ranging from the cafe to strict 12-tone."^^'^ 

Although Rubin does not include a twenty-fifth prelude, nor does he conclude 

in the same key as the first prelude, he does intend, as does Cumming, for the set to 

work as a whole: "Although these pieces were arranged to be played sequentially, there 

exist subsets that can be used outside the context of the 24 Preludes. ... Other sets can 

be derived by the performer based on stylistic unity and emotional structure. As well, 

many of the pieces are large enough to stand as independent compositions and may be 

played outside any sets/^^ 

Perhaps as a compositional challenge, perhaps as cyclical closure, or both, 

Shchedrin and Blacher bring back material from the first prelude into the final twenty-

fourth prelude. In Shchedrin's case, the final prelude (and fugue) is in inversion to the 

first prelude. [See again examples 1.2a & 1.2b.] In the case of Blacher, the first eleven 

measures of the first and final preludes are mostly identical (except for mode and minor 

rhythmic variances). 

It is of some interest why composers were inspired to compose twenty-four 

preludes as opposed to more fiinctional reasons. Some composers were compelled by 

philosophical reasons; others were simply inspired by hearing great preludes of other 

composers. For Bentzon, "the idea of writing twenty-four preludes and fugues ... 

came to him when he began feeling bombarded by many half-formed fragments of 

Richard Cumming, notes Twenty-Four Preludes, Desto DC 7120, 1971, quoted in Theresa Cosette 
Bush Sanchez, "A Study of the Twenty-Four Preludes for Solo Piano (1968) by Richard Cumming" 
(D.M.A. diss., University of Southern Mississippi, 1992), 20-21. 

Justin Henry Rubin, preface to 24 Preludes (Duluth, MN: Harvey Music Editions, 1999). 



music."^^^ The point worth noting is that he entitled his set the Tempered Clavier, 

rather than the well-tempered keyboard. It is possible that he selected this term 

because he uses the key and mode only as a point of departure. 

Henry Martin intended to follow Bach's lead "to explore the then-new concept 

of equal-tempered tuning, to give the keyboard player exercises in technical 

127 development, and to provide composition models for amateurs and other musicians." 

A d d i t i o n a l l y ,  h e  w a n t e d  t o  a s s e m b l e  " a  k i n d  o f  c a t a l o g  o f  j a z z  s t y l e s , f u r t h e r  

contemplating "Why not use the prelude/fugue format to codify the sounds of ragtime, 

bebop, stride and blues?"^^^ 

Shostakovich was inspired by hearing the preludes of another master: "In 1950 

a festival was organized in Leipzig to commemorate the 200th anniversary of Bach's 

death. Shostakovich, on the jury of the piano competition, was so bowled over by one 

competitor's performance of pieces from the '48' that he decided to compose his own 

cycle of 24 preludes and fugues in each major and minor key of the chromatic 

scale."^^^ 

Shchedrin writes "Following the example of the great Shostakovich, I wrote 

these pieces for myself between 1964 and 1970, wrote them regardless of the period 

and proceeded to play them in public. Who else wrote twenty-four Preludes and 

Fugues in Russia during the sixties and seventies? And who played them in public 

Perlman, 15. 
Sara Davis Buechner, "Bearding Bach," Piano & Keyboard 197 (March/April 1999): 29. 

"^Ibid. 
Ibid., 31. 
Wilfrid Mellers, notes to 24 Preludes and Fugues op. 87, by Dmitri Shostakovich, ECM New Series 

1469/70 437 189-2. 



himself?"^^' 

"Scriabin initially planned his early preludes as a cycle of forty-eight pieces, 

two for each key and strictly ordered according to the circle of fifths; in this way he 

would not only follow but also outdo his model Chopin. But the more his work 

progressed, the less he wanted to keep to the scheme of keys that he had chosen at the 

beginning, 'Does it, to put it openly, not really matter at all? It is not important that 

there be two each in all the keys. Each prelude is a little composition that can stand on 

its own, independently of the other prelude,' he wrote to Belaiev in the spring of 1896. 

... Scriabin divided them up as follows: twenty-four preludes in all the keys were 

taken over into Opus 11, six preludes found their way into Opus 13, five into Opus 15, 

1 ^9 
five into Opus 16, and seven in Opus 17." The keys from the last four opuses hsted 

almost total 24. Two tonal centers are duplicated: E major (twice) and G-flat major 

and F-sharp major. The three missing keys are F major, C minor, and A-flat major. 

Possibly only mere circumstance, Scriabin does not use C minor for even one of his 

many preludes. 

Although Rachmaninoff assembled his set as a collection, he seemed to view 

the twenty-four prelude set as a form to achieve: "Rachmaninoff greatly admired 

Chopin. He wrote 24 preludes, sentimentally because Chopin had written 24, but for a 

logical reason as well. He wanted, in 24 verses, to show the piano from every possible 

angle. Like those of Chopin, each of Rachmaninoff s preludes is built on a different 

Shchedrin, notes, 9. 
Josef Manhart, notes to Preludes, by Alexander Scriabin, trans. Susan Marie Praeder, Koch 

Classics/Schwann, 3-1431-2, pp. 8-9. 
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key, but they should be played in order of their pubUcation. They were conceived this 

-j -20 
way emotionally." 

Anton Arensky (1861-1906) apparently intended to write twenty-four, and 

completed twelve which appeared around 1901.^^"^ 

That Debussy wrote precisely twenty-four preludes is curious, because he does 

not use every key once. In fact, Oscar Thompson writes of Debussy, "With the second 

book of Preludes Debussy was said not to have been altogether satisfied, the 

assumption being that some had been written just to make up another set of twelve, so 

as to have twenty-four in all."^^^ It is possible that Debussy felt a set of twenty-four 

preludes was a form to use, as one might complete an obligatory four-movement 

symphony. 

The dedication of Rubin's set is in part to this author: "Dedicated to Eric 

Beuerman for his inspired work in this genre."'^® In interview, he shared that 

One primary reason for presenting my 24 preludes as a set was to exhibit the 
various styles that I had and continue to cultivate. In my chamber composition 
from the same time, and earlier, I would cast the pieces in 4 or 5 brief movements, 
each with its own style, but found that it lacked a cohesiveness and organic unity 
that is necessary for such genres. But with the piano prelude, I found historically 
that a cycle of 24 was a place for composers to exhibit the full range of material 
they could develop. It was also a 'something for everyone' composition for me, so 
that people fond of different spokes of the wheel of 20th c[entury] styles could find 

137 in it a work with which they might be sympathetic. 

Ussan Lee Fogel Lloyd, quoting Alexis Weissenberg, notes to Rachmaninoff Preludes, RCA 60568-
2-RG, 7. 

Marina and Victor Ledin, notes to Preludes & Impromptus, by Felix Blumenfeld, Ivory Classics 
64405-71002, 2000. 

Oscar Thompson, Debussy, Man and Artist (New York: Dover, 1967), 171-72. 
Justin Henry Rubin, dedication to 24 Preludes (Duluth, MN: Harvey Music Editions, 1999). 
Rubin, email, 20 May 2002. 
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I was inspired by Alkan's set, because when I first heard Ronald Smith's 
recording I was taken by how vastly different each of the pieces were - in fact it 
seemed as if they could be by different composers. I identified with this since at 
the time I began writing my set you could call me a collection of different 
composers as aesthetically I knew not which way to go - so my set just lets that 
shine through - the fact that I was composing in different styles made sense for a 
larger collection of small pieces that could showcase this. Originally I was just 
writing brief piano works. Slowly I began to realize that with each revolving 
around a different tonal centre (more or less) that I could encase them into a 
sequence displaying my indecision!!!! The set with Hildegard titles were actually 
originally a separate composition but the structure of this other piece wasn't 
assured so I just incorporated it into my already disparate selection. Now they 
stand as a relic to my development at an intermediary part of my compositional 

138 career. 

One might easily continue to classify and sub-classify the purposes and reasons 

motivating composers to write prelude sets. Given that these preludes span history 

from the late Renaissance to current times, one can see that prelude sets have been a 

vehicle for composers to explore in microcosm the different styles and techniques of 

particular times and places. 

Justin Henry Rubin, email to author, 14 May 2002. 
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CHAPTER 5: EARLY ORGANIZATION OF PRELUDES 

FISCHER, ARIADNE MUSICA NEO-ORGANCEDUM 

Johann Caspar^^^ Ferdinand Fischer was bom in September 1656 and died on 

August 27, 1746 in Germany.He lived and worked in the southwestern part of 

Germany as a court conductor to the Margrave of Baden. He served as 

Kapellmeister and possibly Hofkapellmeister and composed in a variety of genres, 

including opera, vocal, and keyboard music. His Ariadne Musica Neo-Organoedum 

Per Viginti Prceludia, totidem Fugas atque Quinque Ricercaras Super totidem 

Sacrorum anni Temporum Ecclesiasticas Cantilenas e difficultatum labyrintho educens 

consists of twenty short preludes and fugues written for the organ. The Ariadne 

Musica was made possible in part after Fischer tuned a monastery choir organ to a 

likeness of equal temperament in 1700. Later five ricercares on Catholic hymns 

were added to the Ariadne^^"^ and, as with the fugues, are not part of the discourse of 

this study. The Performer's Facsimile shows a date of 1715; although, there was a lost 

first edition of 1702. In 1713, a new edition appeared in Vienna, and two years later in 

The spelling Caspar is used instead of Kaspar because it appears as such in the manuscript. 
New Grove, 2nd ed., s.v. "Fischer, Johann Caspar Ferdinand." More sources, however, provide a 

birth year of 1665 or ca. 1665 (Gillespie; Grout; F.E. Kirby, A Short History of Keyboard Music [New 
York; The Free Press, 1966]) and c. 1650 (Willi Apel, Masters of the Keyboard, 5th printing 
[Cambridge, MA: Harvard University Press, 1965]). 

Apel, 130. 
New Grove, 2nd ed., s.v. "Fischer, Johann Caspar Ferdinand." 

'«Ibid. 
144 J , : ,  
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Augsburg, another edition appeared, and likely used the same copper engraving plates 

as were for the first edition of 1702.^''^ 

The preludes are written for the organ and are not necessarily easily adaptable 

to the piano. The Historical Anthology of Music contains one example from the 

Ariadne Musica and indicates that it can be for organ or harpsichord.^"® It was not 

uncommon during this time for keyboard works to be applicable for more than one 

instrument. The organs of southern Germany, where Fischer lived, were smaller and 

with basic pedal-boards, or even without pedals.In the facsimile edition, Fischer 

indicates for a part to be played with pedal, manuals, or pedal coupled with manuals 

{''Pedal vel ManuaF). If adapted to the piano, one should maintain the organ fingering 

practices of the time.^"^^ The hands should play on one manual registered with 

foundation stops, with the pedal coupled, possibly with a sixteen-foot.'"'^ As one may 

take performance license because of modem keyboard instruments when performing 

older works, it is conceivable that one may take license with registration, use of pedals, 

and use of more than one manual to perform these pieces.If, and when, adapting 

these to the piano, one can use the sostenuto pedal, but some license and rearrangement 

Friedrich W. Riedel, "Johann Caspar Ferdinand Fischers Kompositionen fur Tasteninstrumente in 
ihrer Bedeutung fiir die Stilentwicklung am Wiener Hof," in J. C.F. Fischer in seiner Zeit, vol. 3 of 
Quellen und Studien zur Geschichte der Mannheimer Hojkapelle, ed. Ludwig Finscher (Frankfurt am 
Main: Peter Lang, 1988), 47. 

Archibald T. Davison and Willi Apel, Historical Anthology of Music (Cambridge, MA: Harvard 
University Press, 1964), 129. 

Howard Ferguson, Keyboard Interpretation (Oxford: Oxford University Press, 1991), 2. 
Fingering information is available in chapter 5 of Organ Technique: An Historical Approach by 

Sandra Soderlund (2nd ed., Chapel Hill, NC: Hinshaw Music, 1986). 
Anthony Newman, Bach and the Baroque (Stuyvesant, NY: Pendragon Press, 1986), 192. 
This is evident in one recording by Joseph Payne, who uses a variety of registrations in the preludes 

and fugues. He will also use different registrations for individual voices in some preludes (Johann 
Caspar Ferdinand Fischer, Ariadne Musica, in German Organ Music, vol. 1, Joseph Payne, Naxos 
8.550964). 



will be required. Fischer indicates in certain preludes how to divide the hands, using 

abbreviations for dextera and sinistra in preludes 4 and 12. [See example 5.1.] 

Typical of the period, the preludes are written in soprano clef and bass clef 

S d: , 

IR^LVDIVM II 'IC J J  ,  ~ 
Q v A R T V M ^ f '  ^  '  V f  T r r  r  

L s; 

Example 5.1, Fischer, Ariadne Musica, no. 4, bars 1-2 

The tonal organization of this set is in a chromatic arrangement, where the 

minor key precedes the major. His inclusion of the Phrygian mode corroborates the 

transition period from modes to major-minor equal temperament tuning. He delays the 

prelude in C minor until the end, to close the work, and bring the performer or listener 

or both out of the labyrinth of keys. 

C c# d D Eb e-Phrygian eEfFftfgGAb aABbbBc 

The harmonic language of these preludes is diatonic. Prelude no. 6 is one of 

most colorful, because of the use of the Phrygian scale, yielding such chords as the 

subtonic chord and augmented chord. [See example 5.2.] 
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[R^LVDIVM 
SEXTVM^ 

31 
m J: / 

£ 

3E 
J J—J J M r:]^.rr^ 

£ -f r r £jT r 
e: VL ^6 VII^ 

Example 5.2, Fischer, Ariadne Musica, no. 6, bars 1-5 

With that one exception, the remainder employ the major-minor tonal system with 

diatonic harmonies; although secondary dominants appear frequently. Pedal points add 

some complexity to the harmonies and are present in varying degrees in all preludes, 

except 2, 6, 9 and 14. Fischer uses some interesting chords and harmonic ideas. For 

example, in prelude no. 5 (E-flat major), the major III chord occurs after a vViii. [See 

example 5.3. Note that the sharp sign serves the same the function as the modem 

natural sign.] 

J 
IRTELVDIVM QVINTVM^ 

 ̂I.J j -i-

r 
' g j  * 

& 1 rj . ^ 

E-flat major: V^/iii III 

Example 5.3, Fischer, Ariadne Musica, no. 5, bars 8-9 



A V9 appears briefly in prelude no. 12 (G minor) at the end of the penultimate measure. 

Instead of modulating to the dominant key in prelude no. 14 (A-flat major), Fischer 

goes through the submediant key of F minor and the mediant key of C minor. The 

counterpoint produces implied harmonies, including non-harmonic melodic tones, 

yielding for example, a D major seventh chord in prelude no. 18 (B minor) and an F 

major seventh chord in prelude no. 15 (A minor). Every minor key prelude (including 

no. 6 in E Phrygian) ends with the Picardie third, except prelude no. 12 (G minor), 

although the fugue of this prelude ends in G major. Each prelude ends in the key in 

which it begins, rather than ending on the dominant in preparation for the following 

fugue. The cadences are almost always V-I(i), with two notable exceptions. The 

plagal cadence is used in prelude no. 15 (A minor). [See example 5.4.] hi prelude no. 

6 (e Phrygian), the cadence is Il-iv-I. [See example 5.5.] This has a distinctive half-

cadence sound: were the key A major, the progression would sound Vl-i-V. 

IR^LVDIVM 
DECIMVMQVINTV 
IR^LVDIVM 
DECIMVMQVINTV 

-|_J J J J -j J Q IR^LVDIVM 
DECIMVMQVINTV TO u 

3 r F II' n—1 1 
13 ' 14 

a minor: iv I 

Example 5.4, Fischer, Ariadne Musica, no. 15, bars 13-14 
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K̂ LVDIVM 
SEXTVM^ 

1 m K̂ LVDIVM 
SEXTVM^ 

I y -

14 

^ 

^ ^  

J J 
^-1 

r c f 

** 
10 

E Phrygian: II iv^ I 

Example 5.5, Fischer, Ariadne Musica, no. 6, bars 10-11 

The melodic content typically uses motifs—short melodic fragments not long 

enough to be an actual motive. In several preludes, the motif is used throughout; in 

others, it will appear only at the beginning, sometimes as little as two or three times. 

The opening figuration in prelude 7 (E minor) does not recur. Often a motif will start 

with a rest, and this is evident in prelude no. 1 (C major), where it appears in stretto at 

the beginning, in inversion in the middle, and in fragmentation at the final cadence. 

[See example 5.6.] 
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Example 5.6, Fischer, Ariadne Musica, no. 1 

With very short preludes, ranging from seven to twenty-five and averaging thirteen 

measures long, motifs are long enough to maintain melodic interest. Additionally, such 

preludes were likely improvised, and so a motif or melodic material may simply evolve 

throughout the prelude. For example, prelude no. 10 (F major) uses alternating thirds 

that end with a stepwise line (measures 1 & 2 of example 5.7). This stepwise line is 

then used in the rest of prelude, with only hints of the alternating thirds (measures 6 & 

7 of example 5.7). [See example 5.7.] 
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IR̂ LVDIVM 
DECIMVM<-

, ^ J J j  J j .  — . / T T J / T T I I ^  

a 
5? 

t ~ [  

O^-O-

Example 5.7, Fischer, Ariadne Musica, no. 10, bars 1-2 & 6-7 

Prelude no. 20 (C minor) uses two motifs, where the second is unrelated to the first and 

appears in the second half of the prelude. The notation "t:" occurs in two preludes 

(nos. 16 and 20) and indicates a trill. [See example 5.8.] 

IR^LVDIVM 
DECIM VM SEXTVM 

TZ 
T*\ 

J  J  J  J  J J  f 
Example 5.8, Fischer, Ariadne Musica, no. 16, bar 7 

Generally, the texture is contrapuntal, and Fischer uses a variety of features. 

Several preludes have imitative entrances, such as preludes no. 6 (E Phrygian) and no. 

19 (B major). [See again example 5.2.] More often, however, the entrances will be 

canonic, as in prelude no. 9 (F minor). [See example 5.9.] 
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IR^LVDIVM 
NONVM^ 

1 2 3 

Example 5.9, Fischer, Ariadne Musica, no. 9, bars 1-3 

Prelude no. 1 (C major) has stretto. [See again example 5.6.] Preludes no. 17 (B-flat 

major) and 18 (B minor) have block chords, which are decidedly atypical of these 

preludes. [See example 5.10.] Frequently, voices will be parallel in thirds or sixths. 

P II ' f 4 - '' 'jr \ '̂ ^ ^ ̂ I 'r I R/ELVDIVM i l C J  7 - i  J  l -f T T r 
ETECIMYMOCTAVVM ^| * P 7 P F ^ ^ I I 

D||: M j 

% \ . O -o 

Example 5.10, Fischer, Ariadne Musica, no. 18, bars 1-2 

Fischer attempts different styles in the preludes. Some are like toccatas with 

broad technical flourishes, as in preludes no. 4 (D major), 7 (E minor), 10 (F major), 

and 15 (A minor). [See again examples 5.1 and 5.7.] Prelude no. 5 (E-flat major) is 

declamatory. Prelude no. 17 (B-flat major) has a military effect with its 

running/marching eighth notes. [See example 5.11] Prelude no. 18 (B minor) begins 

as a dirge. [See again example 5.10.] Prelude no. 6 (E Phrygian) is fugue-like with the 

motif appearing throughout in all four voices. [See again example 5.2.] Prelude no. 20 

(C minor) is the longest, which one might expect as the final prelude of the set. 
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Example 5.11, Fischer, Ariadne Musica, no. 17, bars 1-2 

The normal meter Fischer prefers is common time and duple meter. Prelude no. 

13 (G major) is in 3/4 time and prelude no. 16 (A major) is in 6/4 time. Only prelude 

no. 3 (D minor) uses triplets. Most of the music uses streams of sixteenth notes, a 

feature common to the Baroque era. The thirty-second note appears sparingly, such as 

in prelude no. 4 (D major). The organ and the acoustics of the hall will govern actual 

tempi. Only in prelude no. 15 (A minor) does Fischer give any indication of tempo; He 

writes presto at the beginning, has a one-measure adagio (m. 5), returns to presto, and 

marks the last measure and a half as adagio. [See again example 5.4.] 

Not only a forerunner of the Well-Tempered Clavier, the Ariadne Musica 

provided material for at least one of Bach's fugues. The fugue theme from Ariadne 

fugue no. 8 (E Major) is used almost directly in Bach's fugue no. 9 (E major) from Part 

2. [See and compare examples 5.12a & 5.12b.] The fugue theme from Ariadne fugue 

no. 5 (E-flat major) bears reasonable similarity to the fugue theme of Bach's fugue no. 

16 (G minor) of Part 1. [See and compare examples 5.13a & 5.13b.] 
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Example 5.12a, Fischer, Ariadne Musica, Fuga no. 8, bars 1-8 

1 2 ' M I ' 3 ' 

Example 5.12b, Bach, WTC II, fugue no. 9, bars 1-3 

1 2 

Example 5.13a, Fischer, Ariadne Musica, Fuga no. 5, bars 1-2 

7 J 

1 2 

Example 5.13b, Bach, WTC I, fugue no. 16, bars 1-2 
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PRELUDE SETS OF THIS PERIOD 

Numerous collections of short pieces, not just preludes, were written during this 

era. Pachelbel wrote a set of suites using seventeen of the twenty-four keys,'^^ a 

collection from 1631 is Klemme's Tabulatura italica which has pieces from all twelve 

modes.In 1719, Mattheson wrote his Organistenprobe "twenty-four easy and as 

153 many somewhat more difficult examples in all the keys." 

In 1610, Belgian composer Charles Guillet (c. 1575-1 May 1654)^^'' wrote his 

set of twenty-four fantasies on the twelve modes. He wrote them while an organist for 

the Baron de Surgeres.^^^ The set shows "the 12 modes both in their older sense and in 

that of the late 16th-century theorists,"'^^ and one of the earliest organizations of 

twenty-four pieces, but more importantly shows one of the earliest organizations of 

multiple pieces in all the different modes/keys. According to the composer, the 

fantasies may be played on organ or clavier.The music is contrapuntal in four 

voices and has themes or subjects that recur throughout the fantasie. Although written 

•  1  ̂ 8  in reaction to the way music was bemg taught and treated at the university, the editor 

observes that there remains a beauty in the pieces, namely the serene second fantasie, 

Manfred F. Bukofzer, Music in the Baroque Era (New York: W. W. Norton, 1947), 266. 
Ibid., 367. 
Gillespie, 132. 
New Grove, 2nd ed., s.v. "Guillet, Charles." 
Ibid. 
Ibid. 
Reese, 562. 
New Grove, 2nd ed., s.v. "Guillet, Charles." 
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the tumultuous third, the majestic seventh [see example 5.14], and the sublime tenth.^^^ 

Fantasie no. 12 (Aeolian, plagal) is particularly diverse with contrasting sections and 

multiple meter changes. Typically, the fantasies often end on a major chord, and if not, 

on a sonority that excludes the [minor] third. 

Septiesme Fantasie 

,1 J J j J J3, 

f ^ CjT r r r f r 

- j t j  J  i _ n J l l j  J $ A ^ 
" C / r - p r p Q >  

J JJ J J J 
'f»r f I" f[/rf 

j j j /I u 
m 

I ^ J 7 j «! 
P 0 f0 

Example 5.14, Guillet, Vingt-Quatre Fantasies, no. 7, Mode Mixolydien authentique, 
bars 1-6 

Often viewed as the first organization of twenty-four preludes, Bach's Well-

Tempered Clavier was a didactic work, with the lengthy title of The Well-Tempered 

Clavier or Preludes and Fugues through all the tones and semitones, both as regards 

the "tertia major" or "Ut Re Mi, " and as concerns the "tertia minor" or "Re Mi Fa. " 

For the Use and Profit of the Musical Youth Desirous ofLearning, as well as for the 

Pastime of those Already Skilled in this Study, drawn up and written by Johann 

Sebastian Bach, Capellmeister to His Serene Highness the Prince of Anhalt-Cdthen, 

Jos. Watelet, Introduction to Monumenta Musicce Belgicce (Amsterdam: Swets & Zeitlinger N.V, 
1968), xxi. 
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etc. and Director of His Chamber Music. Anno 1722.^^^ F.E. Kirby notes several 

characteristics of the diversity of the preludes. 

• the style brise, the broken chords of lute music, in Part I (C major) and Part 
II (E-flat major) 

• the important chamber-music medium of the trio sonata, in Part I (C-sharp 
minor, G-sharp minor, A major, and B major) and Part II (C-sharp minor, E 
major, A major, and B-flat minor) 

• the sonata for solo violin with continuo accompaniment with concertato 
relationship (concerto-like alternation) between the two parts, in Part I (E 
minor and A-flat major, the latter complete with double-stops) and Part II 
(G-sharp minor). 

• orchestral form, in Part II (D major, with its "trumpet tune") 
• the arioso, associated with the recitative of opera seria, in three preludes of 

Part I (E-flat minor [see example 5.15], the E minor in its first section only, 
and B-flat minor) 

• the pastoral, often related to the siciliano dance, in Part I (E major) and Part 
II (C-sharp minor, E-flat major, and A major).'^' 

TIMIRN 

4 5 

Example 5.15, Bach, WTC I, no. 8, bars 1-6 

Hans David and Arthur Mendel, The Bach Reader (New York: W. W. Norton, 1945), 85, quoted in 
John Gillespie, Five Centuries of Keyboard Music (New York; Dover, 1972), 132. 

Kirby, Music for Piano, 39. 
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Other preludes suggest dances: 

• the allemande, in Part I (F-sharp minor and B major) 
• the corrente, in Part II (E major) 
• the gigue, in Part I (F-sharp minor) and Part II (B-flat major), both in 12/16 

meter 
• the sarabande, in Part I (E-flat minor, also an example of the arioso [see 

162 again example 5.15]). 

On the matter of these new sets of preludes and their organization into each key, 

Manfred Bukofzer articulates well what performers should heed when considering the 

cycle aspect of sets of preludes: 

It should not be inferred from the tonal order of the collections that the pieces they 
contained were supposed to be performed as cycles. The order was dictated by 
pedagogical considerations which gave the collection a logical and didactic, but 
hardly an aesthetic unity. It is noteworthy that many of these collections were 
works of instruction from which each piece could be selected at will. The 
scalewise order of the keys was in itself just as mechanical an arrangement as an 
alphabetical order according to title. The change from one key to another, which 
was a calculated musical effect that differentiated the movements of the sonata or 
cantata, did not apply here. The didactic arrangement was abstract and extra-
musical, it was an inaudible order, not an audible form; but this does not mean it 

1 ^-3 

was negligible. 

It is in this era, that one sees the genesis of the prelude set. It grew out of the 

habit of grouping short pieces in the modes to purposefully assigning a prelude to each 

major and minor key. The major-minor system was perhaps the catalyst for this 

organization, which becomes a standard and continues to evolve as the piano, piano 

technique, and piano repertoire evolve. 

Ibid. 
Bukofzer, 367-68. 
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CHAPTER 6: FROM IMPROVISATION TO CHARACTER PIECE 

HUMMEL, PRELUDES, OPUS 67 

Johann Nepomuk Hummel (1778-1837) composed his set of preludes, opus 67, 

in 1814-15, at a time when he was living in Vienna working as a teacher and 

composer. As a very popular pianist, rivaled only by Beethoven (at least until Liszt 

entered the scene in the late 1820s), he was a marvelous success on the concert stage, 

perhaps even more renowned as an outstanding improviser. Although he composed 

many piano works and wrote a piano method—Ausfiihrlich theoretisch-pmctische 

Anweisung zum Piano-forte Spiel (1828)—^most of his piano works are no longer a 

significant part of the repertory. 

Hummel lived during a time when pianism meant bravura, showmanship and 

virtuosity. These characteristics bring to mind names such as Muzio dementi, Henri 

Herz, Frederic Kalkbrenner, Carl Czemy and Beethoven. One sees even in the tiny 

preludes of opus 67 examples of this virtuosity in such devices as grand arpeggios over 

the range of the keyboard and fast scales. Other contemporaneous sets demonstrate 

this to an even greater extreme. 

Chronologically Hummel is in the classical period,although his style has 

been described as "post-classical", "stands on the borderline between epochs", "the last 

This period defies specifying beginning and ending years, but they range from 1750-1825. 



representative of the 'classical' tradition", and "verging on romanticism."^^^ 

Generally, his writing is more florid and chromatic than one expects of classical era 

writing. John Gillespie opines "the listener senses that Hummel was far more 

concerned with decoration than essential musical structure."^^® Nevertheless, 

Hummel's opus 67 is representative of this musical era being the first set written since 

the Well-Tempered Clavier. 

These preludes recall an older use of the prelude: lutenists and keyboardists 

would play or improvise a short piece of music to warm up the fingers, check the 

instrument for intonation, and to accustom themselves to the key of the following 

piece. This practice of preluding was typical during the nineteenth century, and 

Hummel felt that students were not able to prelude very well, thus he composed this 

set, entitled Vorspiele Fur das Piano-Forte Vor dem Anfange eines Stukes aus alien 24 

Dur und mol Tonarten zum nutzlichen Gebrauchefiir Schiiler. He meant the preludes 

1 (-t'7 
to serve as examples and models for students to study. At least five sets of preludes 

from this time were written for this purpose.Hummel's set is the earliest of these 

five. 

One typically thinks of Chopin as the first to organize a prelude set by the series 

Charles Rosen, The Classical Style (New York: W. W. Norton, 1972), 22; New Grove, 2nd ed., s.v. 
"Hummel, Johann Nepomuk"; Joel Sachs, introduction to Johann Nepomuk Hummel: The Complete 
Works for Piano, ed. Joel Sachs (New York; Garland, 1989), vii; Harold C. Schonberg, The Great 
Pianists, rev. ed. (New York: Simon & Schuster, 1987), 117. 

Gillespie, 251. 
Sachs, introduction to Johann Nepomuk Hummel, xii. (The capitalization shown here is as it appears 

in the facsimile.) 
See infra, table 6.5 on p. 118. 



106 

of perfect fifths/®^ Instead, it was Hummel who first organized a set in this manner. 

Chopin certainly was acquainted with Hummel's set, written about twenty years before 

Chopin's opus 28; the two met in 1828 in Warsaw and later in Vienna.^^® 

C a G e D b A f# E c# B g# Ftt eb Db bb Ab f Eb c Bb g F d 

The set begins with a pair of preludes, one in C major and the other in its 

relative minor. The following preludes move through the sharp keys and end with the 

flat keys. Hummel never once uses the Picardie third, preferring to leave the minor 

tonality intact. 

Hummel's harmonic writing in the preludes is rather straightforward and is not 

representative of his overall compositional style. Because the preludes are so short, 

there is not much "time" to explore harmonic relationships. Table 6.1 highlights some 

of the more interesting chords found in the set. 

Table 6.1 
Occurrence of Selected Chords in Hummel's Preludes 

Chord Prelude(s) Comments 

Neapolitan 2, 6, 8, 12, 22 
Augmented (German) Sixth 4,7,21,24 
Minor Dominant 2 
Dominant Minor Ninth 10,12 
Major Supertonic 17,19 Does not function as a secondary 

dominant. 
Major Tonic (in a minor key) 14,22 
V7/IV 6 Appears very early in the prelude 

and almost suggests a shift of 
mode. 

See supra, chapter 3. 
Schonberg, 117. 
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As one might expect with a florid style, there is an abundance of chromaticism. 

This is more evident in the minor keys, although prelude no. 16 in B-flat minor is 

exceptionally diatonic. The major key preludes with significant chromaticism are nos. 

11 (B major), 17 (A-flat major), 19 (E-flat major), and 21(B-flat major). 

Because of the brevity of these preludes—the average length is seven 

measures—^the term piece is not particularly applicable. Table 6.2 shows the length of 

each prelude, and table 6.3 summarizes the number of preludes with a specific number 

of measures. There is simply not enough material to establish any kind of ternary 

Table 6.2 
Prelude Length in Measures in Hummel's Preludes 

Prelude 1. 3 measures 7. 6 13. 5 19. 8 
2. 5 8. 10 14. 7 20. 5 
3. 6 9. 7 15. 10 21. 13 
4. 4 10. 4 16. 5 22. 11 
5. 7 11. 7 17. 11 23. 10 
6. 7 12. 5 

00 

6 24. 8 

Table 6.3 
Number of Hummel's Preludes of Specific Measure Count 

Measure count 3 4 5 6 7 8  1 0  1 1  1 3  
Number of preludes 1 2 5 3 5 2  3  2 1  

(ABA) form. Nevertheless, Hummel fashions in his preludes a bipartite form: in the 

first part, the prelude begins with motivic figuration. Sometimes there is a second 

motif, which may or may not relate to the first. The second part consists of a cadential 

sequence that may consist of plain blocked chords or embellished, broken chords. The 

cadential sequence always ends with the tonic chord, which is nearly always 
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arpeggiated in some fashion.'^' Here, the harmonic rhythm speeds up, often with an 

indication of a slower tempo or to slow down.^^^ As is the case with any form in 

music, this bipartite form is not a template used every time. Typical of other 

contemporary sets. Hummel uses a canonical form once, in prelude no. 10 (C 

minor). 

The motives in Hummel's preludes are short motifs. There is no thematic 

material—any sense of melody is purely a result of the motif and manipulation and 

treatment of the motif In nearly two-thirds of the preludes, the motivic figure begins 

with a rest, resulting in a forward motion yielding a sense of restlessness. 

The cadential sections are typically in simple blocked or decorated chords. 

There is nothing particularly unique about Hummel's progressions; they simply lead to 

the tonic chord. Prelude no. 19 (E-flat major) has one of the more colorful 

progressions with its chain of secondary dominant seventh chords and secondary 

leading tone seventh chords. 

In three-fourths of the preludes, the tempo at the end of the prelude is at a 

slower tempo, either by immediate change in tempo or through a slowing down. Table 

6.4 summarizes the tempo changes in relation to this section. Although some will 

include temporary changes to a faster tempo or have multiple changes, only numbers 7 

and 19 do not end slower than at the beginning of the prelude. 

See infra, p. 110. 
See infra, p. 109. 
Three of these other sets include canonic or fugal writing; Henselt (no. 3, G major, and no, 18, G 

minor), Herz (no. 24, D minor) and Kessler (no. 24, G-sharp minor). 
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Table 6.4 
Tempo Changes to the Cadential Section in Hummel's Preludes 

Tempo Change Preludes 

From allegro to andante 1, 4, 8,10, 13, 22, 24 
From allegro to rallentando (or equivalent) 2, 3, 6, 9, 12 
No change 5, 14,15, 16, 18, 23 
Change to faster tempo or multiple changes 7, 11,17, 19, 20,21 

The last tonic chord is arpeggiated in two-thirds of the preludes. Hummel 

arpeggiates most likely for a number of reasons; in the stile brise, chords were often 

arpeggiated; a lutenist would have to strum to hear the entire chord; there is a sense of 

completion when the final chord is arpeggiated; one can hear the intonation of the 

chord more accurately when broken. This suggests that Hummel was paying homage 

to this older keyboard technique. 

Hummel treats this arpeggiation in a number of different ways shown in 

example 6.1 below: arpeggiation (with the arpeggio sign), broken chords (upwards, 

downwards, up and down), and variations, hi only four preludes is there no 

arpeggiation or strumming: nos. 12 (G-sharp minor), 18 (F minor), 19 (E-flat major), 

and 20 (C minor). In prelude no. 14 (E-flat minor), this consists of breaking a three-

note triad only. 
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^ Prelude no. 1 (C major), bar 3 
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Prelude no. 5 (D major), bar 7 H Prelude no. 7 (A major), bar 6 

W 

m I* 

"T T 

Prelude no. 14 (E-flat minor), bars 6-7 Prelude no. 15 (D-flat major), bars 9-10 

Example 6.1, Closing measures with arpeggiation and broken chords 

Rhythmically, the preludes are not very complicated; motivic patterns generally 

use four sixteenth notes or eighth-note triplets. Metrically, all are in common time, 

except for prelude no. 14 (E-flat minor), which is alia breve. Because of the 

improvisatory nature of these preludes, several have extended measures of melismatic 

material. 

The prelude almost always begins with a quick tempo indication. In several, 

there may be one or more tempo changes. In such tiny pieces of an improvisatory 

character, one way to indicate that the performer has completed or has begun to 

conclude the preluding is through a tempo change. 
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Melismatic passages occur in five preludes: nos. 1 (C major) [see example 6.2], 

7 (A major), 11 (B major), 19 (E-flat major), and 21 (B-flat major). 

Quasi improvisazione 

a capriccw 
sostenuto 

accelerando poco a poco 

XE 

leggiero 

andante 
presto 

-o-
; - 3  

Example 6.2, Hummel, opus 67, no. 1 

Hummel's style and demanding level of pianism are certainly the natural 

consequence of his own skill at the piano. He was also a fine improviser and 

performer, and this shows in his writing. The New Grove Dictionary of Music states: 

"More at ease improvising than playing formal compositions, he particularly excelled 



at creating four- or five-part fugal variations."*'"^ Harold Schonberg quotes Henry 

Fothergill Chorley: "The subjects he originated in improvisation were the freshest, 

brightest, most various conceivable: his treatment of them could be either strict or 

freakish, as the moment pleased;—or he would take the commonest tune, and so grace, 

175 and enhance, and alter it, as to present it in the liveliest forms of a new pleasure." 

These pieces are not representative of Hummel's style in his other works, 

simply because they are so brief However, they do represent the era and the type of 

pianism common at the time—an era of technique and bravura and bombast. [See 

again example 6.2 and see example 6.3.] 

New Grove, 2nd ed., s.v. "Hummel, Johaim Nepomuk." 
Schonberg, 115-16. 
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Moderato. 
u ¥i 

allegro vivace 
sostenuto 

1 
cresc. 

i P 1 

^ %0. 

Example 6.3, Hummel, opus 67, no. 7 

Though short. Hummel's preludes—^whose purpose is to check the tuning of the 

instrument, accustom the performer to the key, and warm up the iSngers—are fast, full 

of scale work, arpeggios, fast figurations, and encompass a wide range on the 

keyboard. 

Although performers would often improvise preludes, it is worth mentioning 

that improvisation was a skill that players generally cultivated in Hummel's time. 

Performers might play a favorite improvisation as a prelude in various keys, or perhaps 

they would have a skeletal plan upon which they would improvise the details. Building 
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blocks for this would include arpeggios, scales, and octaves. 

A few of these preludes have specific distinguishing characteristics. Prelude 

no. 4 in E minor has a melodic line typical of a vocal or violin part. [See example 6.4.] 

No. 10 in C minor has a contrapuntal texture with three entrances. [See example 6.5.] 

No. 14 in E-flat minor is in alia cappella style (its melodic line is surprisingly similar 

to the opening measures of Mendelssohn's Variations serieuses). [See examples 6.6a 

& 6.6b.] No. 17 in A-flat major is reminiscent of string quartet writing. [See example 

6.7.] No. 22 in G minor is like a tarantella. [See example 6.8.] 

Molto allegro. 

Andante. 

Example 6.4, Hummel, opus 67, no. 4 
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Example 6.5, Hummel, opus 67, no. 10 

Alia cappella. 

r f r  f f f  p f 
1 \-dJ} 

Example 6.6a, Hummel, opus 67, no. 14 
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Example 6.6b, Mendelssohn, Variations serieuses, theme, bars 1-4 
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Allegro moderato. 
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Example 6.7, Hummel, opus 67, no. 17 
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Allegro vivace. 
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Andante sostenuto. /C\ 
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Example 6.8, Hummel, opus 67, no. 22 
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PRELUDE SETS OF THIS PERIOD 

Hummel was not alone in writing short preludes, but his were the first during 

this period and began a trend toward Chopin's successful synthesis that melded the 

prelude and the character piece. Table 6.5 shows eight composers who come from the 

classical period or bridge the end of the classical period into the romantic period. 

Table 6.5 
Prelude Sets by Composers Contemporary with Hummel 

Composer Dates Date of preludes Purpose 

Clementi 1752--1832 1811? Exercise 
Hummel 1778--1837 1814^15 Preluding 
Concone 1801--1861 unloiown'' Preluding 
Herz 1803--1888 1825? Exercise 
Kalkbrenner 1785--1849 1827 Preluding 
Henselt 1814--1889 unknown^ Preluding 
Kessler 1800--1872 1835 Preluding 
Chopin 1810-1849 1836-39 Character Piece 

^No dates could be found. Their relative placement is based on speculation. 

One can see from table 6.5 that principally these sets of preludes are written as 

examples of preluding. As is true of the period, with the emphasis on technique, some 

are written with, or as, exercises. As the prelude set progresses from Clementi to 

Chopin, the preludes become longer and more independent, meaning more likely to be 

played as a separate piece. This lineage ends unquestionably with Chopin, the prelude 

emerging as a character piece. 

Clementi wrote a set of preludes and exercises in each major and minor key. 

The prelude here is intended to acquaint the pupil with the sense of key and harmony 



before beginning the lengthier exercise, which receives the greater emphasis and 

principally addresses scale work. These preludes are generally rather brief but 

sometimes are a full page in length. The number of paired preludes is inconsistent in 

number: for example, there are five preludes in C major and one prelude in D minor. 

He discontinues the prelude after keys of four sharps or four flats. [See example 6.9.] 

i  m 
o 

2o 

-O 

^ e »i 
1--̂  

Example 6.9, Clementi, Preludes and Exercises, E minor 

Giuseppe Concone, known primarily for his teaching of singing, wrote 24 

Brilliant Preludes. The subtitle includes the phrase "for small hands." In all twenty-

four, except for one instance of an octave reach for one hand, the hand-span is always 

less than an octave. Nevertheless, and true to the period, there is a healthy dosage of 

arpeggios. Because of the brevity of the preludes, they categorize as introductions 

(preluding). It is possible that Concone wrote these to accustom the ear during vocal 

lessons to the new key. Although these preludes are musically weak, they are useful 

for pedagogical purposes. [See example 6.10.] 
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(Allegro energico.) 
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Example 6.10, Concone, opus 37, no. 8 

Although Henri Herz and Kalkbrenner were bom eighteen years apart, they 

both wrote sets within three years of each other. Their preludes clearly represent the 

era of showmanship and virtuosity. Although they intend their sets for different 

purposes, they are longer and are replete with grand sweeps, scales, octaves, arpeggios, 

and lack of melodic interest. 

Herz wrote his preludes as a set of exercises, technically much more difficult 

than most of his contemporaries' sets of preludes. These perhaps pave the path for the 
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sets of etudes that are common in the ensuing years. The length and pianistic difficulty 

go beyond the realm of the prelude to warm-up the fingers, to check the instrument for 

intonation, and to accustom the ear to the new key. [See example 6.11.] 

Allegro capriccio. 

il piu presto possibile. 

1 

I 

piii lento. 

Example 6.11, Herz, opus 21, no. 3, bars 1-5 

Kalkbrenner's preludes, subtitledpouvant servir d'Exemplepour apprendre a 

preluder, gradually increase in length from first prelude with 22 measures until the 

final prelude in D minor at 256 measures. Comparable to Herz, these begin to go 

beyond the realm of preluding; unlike Kessler's preludes eight years later, the melodic 

interest is not enough to apply the classification of character piece. [See example 

6.12.] 

Henselt's preludes are similar to Hummel's set. He was a pupil of Hummel, 

and presumably wrote this set early in his career. Each prelude is unmeasured, and 

they are as brief as Hummel's preludes. The chordal passages are less ornate or 
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Example 6.12, Kalkbrenner, opus 88, no. 11, bars 1-6 

embellished than similar passages found in Hummel's preludes; some have florid 

passages, but the bravura is less pronounced than in those of Hummel, and certainly 

less than in those of Herz and Kalkbrenner. He has two versions of prelude no. 5 (D 

major). [See example 6.13.] 

Moderato. sempre 

cres 
pesante 

Example 6.13, Henselt, Preambles dans tons les tons, no. 5 bis 
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1 n c , 

Kessler wrote his set in the art of preluding. Written one year before Chopin 

began his set, both men dedicated their work to each other. With Kessler, the prelude 

is regularly about a page in length and with a hint of artistry, although elements of 

improvisation are evident with scale passages, arpeggios, and parallel octaves and 

sixths. It would be plausible to perform some as individual pieces. [See example 

6.14.] 

Andantino espressivo 

un poco marcato 
o 

p 
s w 

-J 

I r ff 
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Example 6.14, Kessler, opus 31, no. 22, bars 1-8 

Ferdinand Gajewski, notes to 24 Preludes, op. 31, by Joseph Christoph Kessler (Krakow: Polskie 
Wydawnictwo Muzyczne, 1994). 
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With Chopin's set, the prelude appears as a stand-alone piece (although often 

the op. 28 is performed or recorded as a cycle),meaning the prelude is not an 

introduction to a larger work in the same key. His prelude set does not display the 

sense of preluding or improvisation displayed in the others mentioned here. The 

melodies are tuneful rather than a result of passagework or motivic figuration. It is 

from this point that there is a profusion of sets of preludes. [See example 6.15.] 

Cantabile 
rj— 

Example 6.15, Chopin, opus 28, no. 21, bars 1-4 

See supra, chapter 4, and infra, chapter 9. 
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CHAPTER 7: ALKAN AND THE ROMANTICS 

ALKAN, TWENTY-FIVE PRELUDES, OPUS 31 

Charles-Valentin Alkan, ne Morhange (1813-88), was a remarkable pianist and 

composer. Viewed by some as having a technique second to none, Alkan's music is 

fraught with technical difficulties and virtuosity.In his Prdudes, opus 31, Alkan 

atypically avoids such technical difficulties choosing instead to explore the miniature 

and the reverent. His preludes are typical of the Romantic Era, when preludes were 

• • • 179 typically characterized by the musical image of a particular thing or idea. Alkan 

used descriptive, programmatic titles, to further suggest the object of his sound 

pictures, characteristic of this era where music was "associated with poetic, descriptive, 

or even narrative subject matter—not by means of rhetorical-musical figures or by 

1 80 
imitation of natural sounds and movements, but by imaginative suggestion." Apart 

from two notable exceptions, preludes as character pieces, as opposed to vehicles for 

improvisation, bravura, or virtuosity, were unknown prior to Alkan's set. Chopin's 

opus 28, which precedes Alkan's, was certainly the prototype if not the ideal. Bach's 

preludes unquestionably possess individual character; however, they do not evoke 

Roland Smith, Alkan (London: Kahn & Averill, 1987), 1:95-96. Schonberg notes "Alkan was called 
the Berlioz of the piano" (Schonberg, 210). 

"Since Chopin's op. 28, prelude has connoted for many composers a tightly constructed, unattached, 
evocative miniature for piano that grows ... from small, pervasive melodic or rhythmic fragments." 
Harvard, "Prelude." 

Grout, 660. 



sound pictures in the sense hoped for by Schumann, Mendelssohn, or other Romantic 

composers. 

Smith writes that the title suggests either an homage or a challenge to Chopin's 

work.^^' It also happens to be his first work for the pedal piano, an instrument used in 

this period.^^^ The pedal piano "could double tones played with the fingers, thereby 

strengthening the relatively weak bass sonority found on the pianos of the day; and 

notes played by the feet on the pedal board could be held indefinitely, irrespective of 

183 what hands might be playing at the moment." 

Alkan uses a unique tonal plan for his set. Common to nearly each tonal set, 

modes alternate between major and minor. He begins with C major and moves up a 

perfect fourth to a minor key (F minor), then down a major third to a major key (D-flat 

major). The set opens and closes with preludes in C major, as shown below by the 

entire sequence. 

C f Db f# D g Eb ab E a F bb Gb b G c Ab cit A d Bb eb B e C 

Alkan favors the flat keys, choosing G-flat major instead of F-sharp major, D-

flat major instead of C-sharp major, A-flat minor instead of G-sharp minor, E-flat 

minor instead of D-sharp minor. He uses the Picardie third only twice: in prelude no. 6 

(G minor) and prelude no. 16 (C minor). In four minor key preludes, the last few or 

several measures of the prelude are in the parallel major: prelude no. 2 (F minor). 

Smith, Alkan, 2:36. 
Ibid., 2:222. 
Joseph Banowetz, The Pianist's Guide to Pedaling (Bloomington, IN; Indiana University Press, 

1985), 3. 
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prelude no. 14 (B minor), prelude no. 18 (C-sharp minor), and prelude no. 22 (E-flat 

minor). 

Alkan's harmonic language includes several chromatic devices, including 

parallel modes, plagal and mediant relationships, supertonics, raised tonics, and 

reference to hexachordal theory. In a manner typical of Schubert, Alkan will 

occasionally alternate sections between the parallel major or parallel minor. Prelude 

no. 2 (F minor) is sectional, where short alternating sections are in different modes; 

passages in the minor mode are associated with the character of a guitar serenade, and 

in the major mode, a dance. Alkan oscillates modes in prelude no. 14 (B minor), but 

between larger sections. Prelude no. 5 (D major) uses mediant and plagal 

relationships. The middle section of this prelude proceeds immediately from an A 

major harmony to an abrupt F major chord; F major can be heard as the tonal center, 

while numerous A major and E major chords increase the harmonic tension. [See 

example 7.1.] The prelude concludes with a plagal cadence. Prelude no. 7 (E-flat 

major) ends with the mediant cadence I-III-I. [See example 7.2.] Prelude no. 8 (A-

flat minor) contains melodic chromaticism with harmonic diatonicism using only tonic 

and dominant chords. Alkan uses a major tonic chord (mm. 10-11) in minor key 

prelude no. 10 (A minor) in a transition section. [See example 7.3.] This same prelude 

uses a common Baroque harmonic progression where the root movement moves up by 

perfect fourth; it occurs altogether three times as shown in table 7.1. [See examples 

7.4a, 7.4b & 7.4c.] 
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1 

Passionnement 

< 

13 14 15 

Example 7.1, Alkan, opus 31, no. 5, bars 11-15 
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Example 7.2, Alkan, opus 31, no. 7, bars 79-81 
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> > > 

Example 7.3, Alkan, opus 31, no. 10, bars 9-11 

Table 7.1 
Progressions in Alkan's Prelude no. 10 (A minor) 

Measures Progression 

12-14 VII-III-VI-ii''-v-i' 
22-24 VII-VII7-III-III7-VI-VI7-ii''-ii^7-V-V7-i 
29-32 V-i-iv7-VII7-III-VI7-ii°-i-V7-i 

' At this point it modulates to C major. 

A minor: VII III VI ii° v 

Example 7.4a, Alkan, opus 31, no. 10, bars 12-14 
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;;0 A minor: VII VI V 7 

Example 7.4b, Alkan, opus 31, no. 10, bars 22-24 

\ l i j i  e ^ m m ' ' 
|—1 

L 1 h" 
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1 1M 

^ i i s 5 -2-F 

J JJ M-
31 ••J-

f-f-
1 0 
i t 

/ 

jz:z: 

A minor: V i iv^ Vll-y III Vl-y ii° i V'j i 

Example 7.4c, Alkan, opus 31, no. 10, bars 29-32 

Prelude no. 13 (G-flat major) is one of the few where Alkan uses German Sixths. He 

borrows from the parallel natural minor in prelude no. 15 (G major) by putting a 

passage in F major. Alluding to hymn style, which frequently employs the plagal 

cadence, he uses this cadence in two of the "religious" preludes—^prelude no. 19 (A 

major, Priere du matin) and prelude no. 25 (C major, Priere). In prelude no. 20 (D 

minor), Alkan has a brief cadence to the major leading tone chord. [See example 7.5.] 
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D major: I j:fVII vi 

Example 7.5, Alkan, opus 31, no. 20, bars 28-31 

The B section of prelude no. 17 (A-flat major) is in the raised tonic key of A major. In 

prelude no. 3 (D-flat major), the B section ends in E-flat minor—the supertonic key. 

One possible explanation for the supertonic as well as the ancien of prelude no. 3 is 

that Alkan looks back to sixteenth century hexachordal theory. Rather than the 

common practice period device of moving through the circle of perfect fifths, in this 

system, tonal tension or contrast results from ascent by diatonic step from the tonic. 

Resolution results from diatonic descent. In prelude no. 3, Alkan moves a whole step 

from the major key with five flats up to the supertonic minor key with six flats. 

Alkan uses chromatic chords more sparsely than Hummel does. In prelude no. 

1 (C major), there is a Many of the harmonies in this prelude derive from the 

repeated pedal tones. Major seventh chords appear in preludes 10 (A minor), 13 (G-

flat major), 14 (B minor), 19 (A major), 21 (B-flat major) and 22 (E-flat minor). 

German sixths appear in preludes no. 13 (G-flat major) and 17 (A-flat major); a French 

sixth occurs in prelude no. 19 (A major). Alkan also uses altered dominants; a V^7 in 

prelude no. 17 (A-flat major) and a in prelude no. 15 (G major). 

Alkan has some notable examples of form. He uses a quadpartite form in prelude no. 



16 (C minor). Drawing upon hexachordal theory, the cadences of each section define 

the form: The first section cadences in B-flat major, a whole step below the original 

key; the second section cadences in D minor, a whole step above; the third cadences in 

E-flat major, a minor third above; the fourth section cadences in the proper tonic, but in 

C major. Li last two sections, Alkan inverts the melody, providing variety (precedent 

set in prelude no. 9). Prelude no. 8 (A-flat minor) is in ABA form. Mode, not motive, 

helps define the form: The A sections are in minor and B section is in the parallel 

major. Occasionally Alkan's preludes are through-composed. Prelude no. 2 (F minor) 

is in several short sections. Prelude no. 18 (C-sharp minor) is a Romance (and 

sarabande) beginning in measure 5. The first four measures serve as a stately 

introduction—music as the couple approaches the center of the dance floor. The 

sarabande commences, with a quasi-guitar accompaniment, which segues into a 

nocturne-like passage—perhaps the two paramours pause outside under the starlight. 

Once more, the sarabande followed by the nocturne, and the dance ends with a five-bar 

codetta. [See example 7.6.] Prelude no. 17 has a form that is essentially ABC with a 

codetta, which recalls material from the A section. There may be programmatic 

overtones, as the title is Reve d 'amour (Love Dream); such form is, therefore, not 

surprising—a dream is usually meandering and without form. 
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Sans trop de mouvement. 
La main droite sur un clavier de recit ou expressif. 

en retenant. 

jfi; 

Recite. 

xc 

Romance 

avec beaucoup d'expressi )n. 

Andante 

Example 7.6, Alkan, opus 31, no. 18, bars 1-8 

The preludes of opus 31 would be appropriate played in an intimate setting, 

such as the salon. Alkan has given titles to seventeen of the preludes, shown in table 

7.2. 
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Table 7.2 
Prelude Titles in Alkan's opus 31 

Prelude Key Title Translation 

1 C major (Lentement) 
2 F minor (Assez lentement) 
3 D-flat major Dans le genre ancien In the ancient style 
4 F-sharp major Priere du soir Evening prayer 
5 D major Psaume 15(P^ Psalm 150 
6 G minor Ancienne melodie de la Ancient melody of the 

synagogue synagogue 
7 E-flat major (Librement mats sans 

secousses) 
8 A-flat minor La chanson de la folle au The song of the crazy 

bord de la mer woman on the seashore 
9 E major Placiditas a 

10 A minor Dans le style fugue In the fugal style 
11 F major Un petit rien A little nothing 
12 B-flat minor Le temps qui n 'est plus The time which is no 

more 
13 G-flat major J'etais endormie, mais I slept, but my heart 

man c(£ur veillait was awake'' 
14 B minor (Rapidement) 
15 G major Dans le genre gothique In the gothic style 
16 C minor (Assez Lentement) 
17 A-flat major Reve d 'amour Love Dream 
18 C-sharp minor Romance Romance*^ 
19 A major Priere du matin Morning prayer 
20 D minor (Moderement vite et Men 

caracterise) 
21 B-flat major (Doucement) 
22 E-flat minor Anniversaire Anniversary 
23 B major (Assez vite) 
24 E minor Etude de velocite Velocity study 
25 C major Priere Prayer 

^ Like the German word Gemiitlichkeit which defies translation, Placiditas, too, has no 
specific translation. Here it probably has the sense of a state of existence—mental or 
environmental—that has only placidity. 
^From Song of Sol. 5:2 New Revised Standard Version. 
'^The word Romance does not appear until measure 5, but certainly applies to the piece as a 
whole. 
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Three preludes have in their titles one of two phrases; dans le genre or dans le style. 

Prelude no. 10 (F minor)—Dans le style fugue—is not a fugue at all, although it 

certainly has features of a fugue. The subject is two measures long and starts in the left 

hand; the right hand has a real response at the fifth. [See example 7.7.] 

Tres vite. 

Resolument 

3 ^ ^ r r r r  i 

Example 7.7, Alkan, opus 31, no. 10, bars 1-4 

The countersubject, delayed about one measure, appears once and never returns. The 

subject neither appears again in its entirety, nor does it reappear with its response. 

Alkan manipulates the subject in episodic sections using techniques such as inversion, 

alternation between the hands, fragmentation, and imitation. Fragmentation in parallel 

unison closes the prelude. Prelude no. 3 (D-flat major), entitled Dans le genre ancien, 

does not have particularly ancient features to it.'^'* It does not resemble, for example, 

organum or a conductus or a motet. The texture lends to a polyphonic sound, but does 

not resemble sixteenth century polyphony. Even Fetis had difficulty explaining the 

See supra, p. 131. 
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1 
title of prelude no. 15 (G major)—Dans le genre gothique. It has simplicity, lacking 

the normal busyness typical of Alkan's era. Prelude no. 12 (B-flat minor) is nocturne-

like. [See example 7.8.] The B section of prelude no. 14 (B minor) has a Schubertian 

sound with unison outer voices surrounding orchestral middle voices. [See example 

7.9.] Prelude no. 20 (D minor) is perhaps a French version of the malambo with its 

heavy octave passages paired with fiill four-note, half note chords; the thematic 

material is in the bass register for the last third of the prelude. [See again example 7.5 

and see example 7.10.] Prelude no. 21 (B-flat major) has a serenity that might be more 

charming on the organ rather than the piano. [See example 7.11.] Replete with 

streams of thirty-second notes and virtuosity, prelude no. 24 (E minor) is an etude; yet, 

it too has its place in the salon—as if allowing the performer to have but one showcase 

piece. [See example 7.12.] Prelude no. 17 (A-flat major) is a dream, and prelude no. 

18  (C-sha rp  minor )  i s  a  dance .^^^  Seve ra l  p r e ludes  a r e  o f  a  r e l i g ious  na tu re .The re  i s  

a Lisztian quality in some of Alkan's preludes. The thundering chords and related 

harmonies in prelude no. 5 (D major) certainly resemble harmonies associated with 

Liszt's tonal language. Measures 57-63 of prelude no. 17 (A-flat major) also suggest a 

style similar to Liszt's writing. [See example 7.13.] 

Smith, Alkan, 2:39. 
See supra, p. 132. 
See infra, p. 141. 
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Andante. 

« 
Example 7.8, Alkan, opus 31, no. 12, bars 1-4 

tres soutenu 

pfrT S f S V 

u fort et ouVertefme 

Example 7.9, Alkan, opus 31, no. 14, bars 60-65 
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Example 7.10, Alkan, opus 31, no. 20, bars 45-52 
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Doucement 
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Example 7.11, Alkan, opus 31, no. 21, bars 1-4 

Prestissimo. 

Pieds 

J.—J •M 
# 

1 
4' ' N—} 1 

5 
• 

9 

Example 7.12, Alkan, opus 31, no. 24, bars 1-6 
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Example 7.13, Alkan, opus 31, no. 17, bars 57-66 

La chanson de la folle au bord de la mer—^prelude no. 8 (A-flat minor)—is 

ballade-like. It follows a character (the mad woman) at the seashore. Combined with 

the rocking, wave-like motion of the compound duple meter, the deep left hand chords 

undulate depicting the endless, timeless sea. The winding melody perhaps portrays the 

woman turning around aimlessly along the seashore. In the B section, she becomes 

increasingly animated; as it is in the parallel major, it could suggest that she has 
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discovered some capricious pleasantry, which has excited her. She wearies, and the sea 

remains as it was. [See example 7.14.] 

en se perdant. 

• • g 
:±3: 

P  
7 r •/ 

VP 
rail: poco^ mp if 

t  i f  i  
)_ ) 

40i II : 41 
m 

42 ; 11 - 43 44 : 45{ 

Example 7.14, Alkan, opus 31, no. 8, bars 40-45 

In this work, Alkan writes very specific tempo and interpretive instructions. 

Table 7.3 shows select markings that Alkan uses. In prelude no. 13, all appear before 

the first note. Some directions yield odd paradoxes, such as prelude no. 19, a prayer, 

yet, vite, forte, and avec exaltation. 

Table 7.3 
Select Tempi and Instructions in Alkan's Preludes 

Prelude Key Title Select Markings 

no title 

no title 

Lentement 
Les deux ped. [piano] et tres 

soutenu toujours 
[piano] et semi-scherzando 

1 C major 

2 F minor 
3 D-flat major Dans le genre ancien Plaintivement 
5 D major Psaume 15(P^ Fort et sans mesure tres 

arretee 
magnifiquement 
les 2 pieds a I '8~la plus grave 

6 G minor Ancienne melodie de Doux et suppliant 
tres doux et tres lie 
ad—lib 
Librement mais sans secousses 

la synagogue 

7 E-flat major no title 

Continued on next page 
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Table 7.3—Continued 

Prelude Key Title Select Markings 

9 E major Placiditas Tranquillement 
dans une mesure tres 
independant 

doux et lie 
12 B-flat minor Le temps qui n 'est 

plus 
passionnement 

13 G-flat major J'etais endormie, 
mais mon coeur 
veillait 

Lentement 
Aussi soutenu que possible 
Mysterieusement 
dolcissimo 
les deux Fed. 

15 G major Dans le genre 
gothique 

Assez vite et avec beaucoup de 
grace 

tres doux et tres lie 
17 A-flat major Reve d 'amour Assez vite 

tres doux et tres soutenu 
sans mesure 
en augmentant et en s 'animant 

peu a peu 
avec volupte 
delicieusement 
palpitant 
[pianissimo] et tendrement 

18 C-sharp 
minor 

Romance Sans trop de mouvement 
La main droite sur un clavier 
de recit ou expressif 

Romance 
avec beaucoup d 'expression 

19 A major Priere du matin Vite 
avec exaltation 
[forte] et tres soutenu 

Alkan, a religious man who was interested in translating the Hebrew Talmud, 

displays a penchant for religious motifs, themes, and style in some of the preludes, also 
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characteristic of the Romantic era.^^^ Over one-fourth of the preludes fall into one of 

three categories of a religious nature: prayer, Judaism, and biblical text. These appear 

in table 7.4. 

Table 7.4 
Religious Themes in Alkan's Preludes 

Prelude Key Title Category 

4 F-sharp minor Priere du soir Prayer 
5 D major Psaume 15(P^ Biblical text 
6 G minor Ancienne melodie de la synagogue Judaism 

13 G-flat major J'etais endormie, mais mon coeur Biblical text 
veillait 

19 A major Priere du matin Prayer 
20 D minor no title Judaism 
25 C major Priere Prayer 

There is an interesting juxtaposition of styles in prelude no. 6 (G minor). Smith 

points out that it is like the Hasidic dance Rikud.^^^ By contrast, the tune in measures 

15-22 has strong characteristics of a Christian hymn-tune. [See example 7.15.] 

Prelude no. 20 (D minor) is also overtly Hasidic.^^° [See again example 7.5.] 

Grout, 664. 
Smith, Alkan, 2:239. 
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Example 7.15, Alkan, opus 31, no. 6, bars 10-18 

Alkan's use of meter in these preludes is straightforward, with the one notable 

point that Alkan enjoys the quintuple pattern. Perhaps no numerical relationship was 

intended in prelude no. 13 (G-flat major), yet it exists: The text is from Song of 

Solomon, verse 2 of chapter 5, and Alkan sets the melody to two quintuplets per 

measure. [See example 7.16.] He uses the uncommon breve in prelude no. 19 (A 

major) at the final, plagal cadence. In this prelude, too, are a number of agogic accents 

on the second beat. [See example 7.17.] 

The designated tempo markings are generally unremarkable. Tempi chosen are 

appropriate to the nature of the piece: slower and more reverent for the prayers, 

although an upbeat tempo for prelude no. 5 {Psaume 15(P^, which is jubilant). In 

opposition to this trend, prelude no. 19 {Priere du matin) is fast for a prayer—Vite. It 

is also intriguing that he indicates prelude no. 24 (E minor) to be played prestissimo 



where the right hand consists solely of thirty-second notes. 

J'ETAIS ENDORMIE, MAIS MON CCEUR VEILLAIT 

(CANTIQUE DBS CANTIQUES. 5 = 2.) 
Lentement. 
Aussi soutenu que possible . 

a g I M 

144 

Mysterieusement 

les deux Ped: 
dolcissimo . 

f f f f f f f f  

Ped:' 

Example 7.16, Alkan, opus 31, no. 13, bars 1-2 

y 

4 5 6 

Example 7.17, Alkan, opus 31, no. 19, bars 4-6 

Alkan, known for hair-raising technical virtuosity, has written these particular 

pieces to be quite accessible to the average pianist. The single technically challenging 

piece is prelude no. 24 (E minor), specifically entitled Etude de velocite. This, in fact, 

has been criticized by Smith and Fetis: "It is sad to relate that the last two preludes 

hardly form an adequate climax to the series, although one might not wish to go as far 

as Fetis in his condemnation of the twenty-fourth prelude. 'The ceaseless, prodigious 

velocity is so different from the other pieces' he declares 'that it can only be considered 
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a debauchery of the author's talent'Some of the set's technical challenges appear 

in table 7.5. 

Table 7.5 
Select Technical Challenges in Alkan's Preludes 

Prelude Key Technical Challenges 

1 C major inner voices 
3 D-flat major fingering 

moving thirds 
7 E-flat major repeated chords 
8 A-flat minor voicing in a low register 
9 E major voicing in close registers 

10 A minor polyphonic figurations 
hand crossings 

14 B minor rotation 
outer voicing 
moving block chords 

16 C minor parallel thirds and fourths 
18 C-sharp minor crossing of the hands 
20 D minor octaves 

awkward grace notes 
21 B-flat major dynamic changes 
24 E minor rapid notes 

chromatic scales 
arpeggios 

This set was the earliest piece Alkan wrote for the pedal piano or pedalier.^^^ 

Alkan's "obsession with the instrument, however, dates from the early 1850s when 

Erard's placed a pedal-piano at his disposal enabling him to immerse himself in the 

great organ works of Bach."'^^ Each prelude has the directions 'Piano ou Orgue.' 

Specific indications for the pedal part include the terms pieds or pedale. When Alkan 

Ibid., 2:40. 
Ibid., 2:222. See also supra, p. 126. 
Ibid., 2:221. 
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wishes for the sustaining pedal, he indicates it as Ped: in between the staff. 

Occasionally he gives the performer a choice and writes pieds ou mains, such as in 

prelude no. 19 (A major). [See example 7.18.] 

en diminuent toujours. 

J: 
Lentement. 

f f f f  8-fTTT r r r r r  
Ped: 

it o 
o 

25 26 27 28 29 30 
pieds ou mains 

a 31 e 

Example 7.18, Alkan, opus 31, no. 19, bars 25-31 

Other times, he wants both pieds et mains as in prelude no. 10 (A minor). In prelude 

no. 17 (A-flat major), the pedals help sustain a low note, and the implication is that 

organ pedals are used; Alkan writes avec la pedale de La soutenue in prelude no. 19 (A 

major). [See example 7.19.] It is in prelude no. 5 (D major) that the pedals have the 

avec la pedale de soutenue 

Example 7.19, Alkan, opus 31, no. 19, bars 13-14 

biggest role, and to some extent, make the piece very difficult to play on a modem 

piano. [See again example 7.1.] In it, Alkan specifically writes that the third system is 
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for Clavier pied, thus implying that if one is not at a pedal piano, one need not 

play the part. However, at least one performer does include it on piano, for with a 

little ingenuity, one can rearrange the parts to include most of the notes. Nevertheless, 

Smith writes, "the fifth prelude is unplayable on either instrument as Alkan has written 

it."'^^ In prelude no. 18 (C-sharp minor), the pedal part contains a melodic line. [See 

example 7.20.] In prelude no. 24 (E minor), Alkan uses the pedal for places where the 

hand-span is too wide to play all notes. 

Ped: 

Pieds 

Example 7.20, Alkan, opus 31, no. 18, bars 24-26 

Smith points out that many of the preludes are ineffective on the organ. He 

writes, "My own hunch, that the entire series was originally intended for the pedal-

piano and that a publisher's commercial instinct persuaded Alkan to substitute 'orgue' 

for the somewhat esoteric pedalier, was slightly undermined by the discovery of an 

early edition ascribing registration to certain preludes.He also feels that the 

pedalier is the only instrument to do justice to the preludes. 

The legibility in the score is unclear. 
Charles-Valentin Alkan, Preludes Op. 31, Laurent Martin, Marco Polo 8.223284. 
Smith, Alkan, 2:37. 

'®^Ibid. 
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PRELUDE SETS OF THIS PERIOD 

Several sets succeed Alkan that still exemplify the romantic character piece 

without invoking a relatively "harsher" twentieth-century sound. While any prelude 

from any period will inherently have its own unique character, in these sets the 

preludes are character pieces, where that term is a term of art, and composers focus 

specifically on creating sound portraits. Composers such as Palmgren, Busoni, Heller 

and Debussy continue to expand upon this concept. Table 7.6 lists sets bridging the 

years 1853 through 1928. After this point, prelude sets no longer exhibit qualities 

associated with the character piece typical of the Romantic Era. All sets follow a key 

scheme except for the preludes of Debussy. 

Table 7.6 
Prelude Sets by Composers Contemporary with Alkan 

Composer Dates Date of preludes Purpose 

Heller 1813--1888 1853 Character Piece 
Busoni 1866--1924 1879-81 Character Piece 
Scriabin 1872-1915 1888-96 
Blumenfeld 1863-1931 1892 Character Piece 
Cui 1835--1918 1903 Character Piece 
Rachmaninoff 1873-1943 1903/04 & 1910 
Gliere 1875-1956 1907 Character Piece 
Palmgren 1878-1951 1907 Character Piece 
Debussy 1862--1918 1910, 1913 Character Piece 

The preludes in Heller's set are neither very chromatic nor rhythmically 

complicated. They are rather pianistic with a Schumannesque character, light in 

nature, and occasionally include running sixteenth notes, recalling the element of 
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bravura. Not unlike Beethoven, Heller writes rather specific directions, probably to 

ensure that the performer captures just the right effect. Some of the more colorful 

examples appearing in the Schirmer edition: Mit dem Ausdruck bittern Schmerzes; Sehr 

rasch, etwas im Genre Teniers; Mit rascher Leichtigkeit hingeworfen, in der Art einer 

Federzeichnung; Lebhaft, mitprdgnentem Rhythmus. The set also appears separately 

with French titles, including Serenade, Sonnet, Monologue, L 'obstinee. [See example 

7.21.] 

A 

12 a 

Example 7.21, Heller, opus 81, no. 6, bars 5-12 

Busoni's set of preludes, written in 1879 around the age of 13, is a youthful 

work, lacking the profiindity of his later works. Composed in two volumes, it shows 

signs of experimentation, evident through the variety in the preludes. Overall, it has a 

romantic style, with frequent allusion to Baroque styles. He sometimes designates 



150 

character: in carattere di danza, in carattere d'un Corale, in carattere di Giga, in 

carattere campestre,funebre. Most are not technically challenging; when they are, it is 

usually similar to the technical challenges one would find in works of Bach. [See 

example 7.22.] 

Vivace ed energico 

con motto suono 

II. volta 

y 

1 

Example 7.22, Busoni, opus 37, no. 10, bars 1-8 

Scriabin wrote dozens of preludes, but only one set of twenty-four.^®^ This 

youthful work spans a period of eight years (1888 1896) and is divided into four parts 

of six preludes each. The first of five "Slavic" sets examined here, Scriabin's preludes 

are quite different from earlier sets of preludes, blending romantic language with a 

199 See supra, p. 86. 
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markedly contemporary sound where melodies are perhaps not so tuneful. He covers a 

wide variety of meter and mixed meter. [See example 7.23.] 

Andante MM. J-96-100 

rubato 

PP 

•i 

Example 122), Scriabin, opus 11, no. 10, bars 1-6 

Blumenfeld wrote the next Slavic prelude set. It has been suggested that 

Blumenfeld planned his set of twenty-four to correspond exactly with the preludes in 

Chopin's set.^°° For example, the fourth prelude (E minor) of Chopin becomes the 

basis for developing his fourth prelude (E minor). Chopin uses an unchanging, 

rhythmic, eighth note accompaniment pattern, with a long, slow melody, which moves 

by step. [See example 7.24a.] Blumenfeld also has an unchanging, rhythmic 

accompaniment pattern, albeit in sixteenth notes; his melody also is long and slow. 

"Each prelude canuily takes one aspect of the corresponding Chopin prelude and develops it in an 
unexpected way" (additional Notes to Blumenfeld: Preludes & Impromptus/Philip Thompson, Ivory 
Classics 71002, <http://www.towerrecords.com>). 

http://www.towerrecords.com


152 

with attention given to stepwise motion. [See example 7.24b.] Beyond that, the 

similarities end. Blumenfeld's preludes are mostly tonal and draw more upon on the 

European romantic style than the evolving Russian style. 

Largo 
espressivo 

1 teniito sempre 2 3 

Example 7.24a, Chopin, opus 28, no. 4, bars 1-3 

Andante. (•= 54.) 
molto appassionato il canto poco riibato 

B 
raccompagnamente ben in tempo 

Example 7.24b, Blumenfeld, opus 17, no. 4, bars 1-8 
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Cesar Cui, like Alkan, wrote twenty-five preludes beginning and ending with C 

major. He uses traits from Russian folk music, such as tonic pedal point, irregular 

901 
phrase lengths, orchestral textures, and modality. His preludes paint sound portraits; 

some are wistful remembrances, some are dances, some are majestic promenades, even 

some Sturm und Drang. No. 21 (B-flat major) is very Schumannesque, as is no. 25 (C 

major). [See example 7.25.] 

Allegro. J=92. 

I i! flJ 

/ 

-

> 

-J' 
p#* 

^ 

.2.» 
-9-= 

a 

I 

Example 7.25, Cui, opus 64, no. 21, bars 1-8 

The twenty-four preludes of Rachmaninoff appear under three separate opus 

numbers: opus 3, #2, opus 23 and opus 32; all twenty-four keys are included. It is not 

until after the opus 23 was published that he planned to write a complete set of 24, 

suggested by the unusual sequence of keys in the opus 32.^®^ Opus 23, no. 3 (D minor) 

Raymond Teele Ryder, "Russian Elements in Selected Piano Compositions of Cesar Cui (1835-
1918)" (D.M.A. diss., University of Arizona, 2001), 55-64. 

See supra, p. 86. 
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is marked Tempo di minuetto, no. 4 (D major) is orchestrated as a trio, no. 5 (G minor) 

is Alia marcia, no. 7 (C minor) is a rhythmic perpetual motion, and no. 9 (E-flat minor) 

is an etude in double notes for the right hand. [See example 7.26.] 

Presto. (J= 152) 

Example 7.26, Rachmaninoff, opus 23, no. 9, bars 1-2 

Little is readily available about the preludes of Gliere. Following precedent, he 

wrote one additional prelude making twenty-five preludes, ending in C major. The 

score is not available. 

Finnish composer Selim Palmgren wrote his set of preludes as one inclusive set. 

The pianistic writing makes them accessible to the average pianist. Occasionally called 

the "Schumann of the North" or the "Chopin of the North,his pieces exhibit a 

native Scandinavian folk sound. Palmgren wrote a number of them with specific 

characters in mind, shown in table 7.7. Although tonal, sometimes the key is elusive, 

as in no. 11 (C major) where C major is implied throughout, yet obscured through 

chromaticism and augmented chords. [See example 7.27.] 

Timo Mikkila, preface to 24 Preludia, op. 17 by Selim Palmgren (Helsinki: Fazer, 1907). 



Table 7.7 
Prelude Titles by Palmgren 

Prelude Key Title 

1 E minor (Andante) 
2 A major In Folk Style 
3 E major (Allegretto con grazia) 
4 C-sharp minor Tempo di Valse 
5 G major (Presto) 
6 G minor Sarabande 
7 D major (Un poco mosso) 
8 B minor (Allegro feroce) 
9 G-sharp minor Cradle Song 

10 A-flat major In Folk Style 
11 C major Dream Picture 
12 A minor The Sea 
13 B major (Veloce) 
14 D minor (Pesante) 
15 B-flat major Round Dance 
16 F major (Andante con moto) 
17 F minor (Allegro agitato) 
18 F-sharp minor Duo 
19 F-sharp major Bird Song 
20 E-flat minor In Memoriam 
21 C minor (Un poco mosso) 
22 E-flat major In Folk Style 
23 B-flat minor Venezia 
24 D-flat major The War 
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Vibrato (non troppo presto) 

m m 

• b 

O ' O 1 N ^6 7 ' 8 ' 9^ 10 
Example 7.27, Palmgren, opus 17, no. 11, bars 1-10 

Debussy's preludes are perhaps the epitome of the prelude as character piece: 

rather than encapsulating a character, mood, or style (such as a waltz), Debussy creates 

a large canvas, sometimes depicting events of action. For example, whereas one 

composer may depict the turbulent sea, in Debussy's Ondine, one might imagine the 

water nymph dashing to and fro. [See example 7.28.] Oscar Thompson disagrees, 

"These Preludes are more like sketches than paintings; occasionally they yield the 

impression of a praxis in which a formula preempts the musical thought."^®'' Roger 

Nichols, in his notes to the London/Decca CD recording by Jean-Yves Thibaudet, 

classifies the preludes in the three broad groupings, given here with example: 

legend/mystery {Danseuses de Delphes), nature (Brouillards), and vulgar/modem {La 

puerta del Vino)?^^ John Gillespie suggests different categories: dance {La puerta del 

Thompson, 264. 
Roger Nichols, notes to Preludes, by Claude Debtissy, London/Decca 452 022-2. 
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Vino), legend (La Cathedrale engloutie), landscape (Le Vent dans la Plaine), and 

atmosphere {Canope)?^^ Not all of these preludes develop a single idea, as one would 

expect from a generic prelude form:^''^ La terrasse des audiences du clair de lune 

contains short vignettes using rather unrelated musical material, although the chromatic 

"moonlight" motif does recur briefly at the end. Although tonally centered and written 

in two volumes of twelve preludes each, the preludes do not encompass all twenty-four 

keys. 

au Mouvt 

nmlant 

Rubato 

Example 7.28, Debussy, Preludes, Ondine, bars 11-14 

Gillespie, 335-37. 
See note 179. 
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CHAPTER 8: FROM 1924 THROUGH THE PRESENT 

DUCKWORTH, THE TIME CURVE PRELUDES 

The Time Curve Preludes by William Duckworth, written in 1977-78 with 

support from a fellowship from the National Endowment for the Arts, demonstrate one 

of many paths that composers of preludes sets have taken in the twentieth century. 

Duckworth is a professor at Bucknell University and his interests lie in electronic, 

media and Internet-interactive music. "As a composer, Duckworth is considered the 

founder of Postminimalism, and his hour-long The Time Curve Preludes for piano 

defines the postminimal style.... The Village Voice said Duckworth's preludes are 

'likely to be one of the 20th century piano cycles most often performed in the 21st.' 

Musical America called them 'a work of captivating beauty', and described listening to 

them as 'hearing a kaleidoscope. They are of intermediate-advanced difficulty. 

Duckworth does not assign titles to the individual preludes. 

Each prelude requires some "preparation." Duckworth calls for seven sets of 

four piano weights taped together to be placed on designated keys, which differ from 

prelude to prelude. This effect has two functions; to provide a primary drone and to 

<http://www.monroestreet.com/duckworth/bio.html>, accessed 10 February 2003. His most current 
project is Cathedral which is a web-based musical experience; it can be accessed from this same 
website. 
^"'Ibid. 

Alternatively, one may use tuning wedges, sliced in half to make them thinner. Depress the key and 
carefully slide the wedge to the back of the key, preventing the key from rising. This idea was suggested 
by the author's piano tuner, John Shebesta. 

http://www.monroestreet.com/duckworth/bio.html
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reinforce the overtones without interference from the simultaneous and independent 

use of both the una corda and damper pedals. The sustained notes range from one to 

seven, and are usually the fundamental or tonic of the work, as well as other significant 

melodic pitches. Duckworth uses an open tie symbol meaning that the performer 

should hold certain played notes as long as possible, thereby producing a secondary 

drone. Lastly, he permits use of the pedal. This drone effect derives from 

211 Duckworth's assimilation of eastern music practices, namely Indian music. 

The set title suggests that elements of time are inherent in the music. Unlike 

the Classical Era four-bar phrases or the binary or ternary forms of the Common 

Practice Period, The Time Curve Preludes are more like polar geometry, where the 

beginning of the music is the pole and the phrase structure or measure construction 

revolves around it. [See charts 8.2 and 8.3.] In these pieces, Duckworth uses the beat 

and the measure as two building blocks of time. Two contributing mechanisms to 

these building blocks of time are Duckworth's use of the Fibonacci numeric sequence 

and his use of the technique of truncation. The Fibonacci series uses the formula^'^ 

F(0)=0, F(l)=l, F(i)=F(i-l)+F(i-2) and yields the mathematical progression 0, 1, 1, 2, 

3, 5, 8, 13,21, 34, 55, 89.... The premise is that the sum of two successive numbers 

generates the next number in the sequence. Therefore, 0+1=1, 1+1=2, 1+2=3, and so 

on, ad infinitum. Occasionally he uses an alternate sequence, such as 6, 8, 14, 22... 

' <http://www.moiiroestreet.com/duckworth/bio.html>. 
<http;//www.mcs.surrey.ac.uk/Personal/R.KjQott/Fibonacci/fibmaths.html>, accessed 19 April 2003. 
This series creates the "Golden Mean," used by other composers, including Bartok. One can 

calculate the Golden Mean myriad ways, but one simple method is by dividing a Fibonacci number by 
the one immediately preceding it. Using the word Fibonacci in an Internet web search engine, one can 

http://www.moiiroestreet.com/duckworth/bio.html
http://www.mcs.surrey.ac.uk/Personal/R.KjQott/Fibonacci/fibmaths.html
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Charts 8.1, 8.2 and 8.3 show the curve associated with this series. Chart 8.1 shows the 

series as far as Duckworth uses it; chart 8.2 shows the same using a polar or radial 

graph. The numbers of both axes represent unit counts. 

Fibonacci Series in 
The Time Curve Preludes 

40 

35 

30 

25 

20 
15 
10 

0 1 1 2 3 5 8 13 21 34 

F(0)=0, F(l)=l, F(i)=F(i-I)+F(i-2) 

Chart 8.1 

Fibonacci Series in 
The Time Curve Preludes 

Chart 8.2 

Duckworth's use of truncation also creates a curve, in a matter of speaking. An 

example of this is prelude no. 9, where the theme consists of thirty-five notes. This 

theme appears repeatedly, each time with one less note than in the preceding iteration. 

[See example 8.1.] The result is iteration l(notes 1-35), iteration 2 (notes 2-35), 

iteration 3 (notes 3-35), iteration 4 (notes 4-35), and so on for seventeen iterations (the 

bariine pattern yields thirteen phrases, however). This procedure creates a perception 

that the musical substance is of curving in on itself, or that the music is like a spring or 

coil that gets tighter and tighter. [See chart 8.3.] 

find many websites explaining this mathematical sequence in detail. The author has not found clear 
examples use of the Golden Mean by Duckworth in his preludes. 
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Example 8.1, Duckworth, The Time Curve Preludes, no. 9, bars 1-24 
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Curve in Prelude no. 9 

35 

18 

23 
24 

Chart 8.3 

Duckworth uses these numbers as the basis for groups of measures and for groups of 

beats—a macro-rhythm, a phenomenon to the formational procedures in Cage's 

Sonatas and Interludes. Preludes built with elements of the Fibonacci series include 

numbers 4, 7, 8, 13, 14, 16, 23 and 24. Duckworth occasionally uses an "accordion" 

effect, a technique used by Boris Blacher^'"* in his set of preludes. Because the 

Fibonacci series only goes in one direction (and because aesthetically, longer and 

longer sections become unwieldy to the listener), one can increase musical content by 

backing up and moving forward again through the series. For example, in prelude no. 

18, a calculation of the number of beats per phrase yields the following numerical 

series: 8, 13, 21, 13, 8,13, 21,13, 8, 13, 8, 13, 13, 21, 13,21, AVi. This example shows 

that Duckworth is free from literalism with respect to the series, for he repeats the 

eighth term of the Fibonacci series, 13, successively. Furthermore, he closes the 

prelude with a 4i4-beat ending. [See example 8.2.] 

See infra, p. 211. 
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15va. (both hands) 
I 1 2 3 4 5 6 7 8 

Um.,,2 J^n„j ^ h-j 
1 2.... 
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\PP 

m m 
pp 

f r 

15va. 

f 1-

12 13 

m pi 

10 — -

15va. 
r  p  p - r  r  f - r  f — u ^ r  p  

1 2 

1^ 
J J—;i-i J 

4^ 

15va. 

F f "^F"' f '" rLi 

m B 

r lolto crescer do 

g m y 
S 

16 f- rtJr "T p-r f—Lj-r f 
Example 8.2 [continued on next page], Duckworth, The Time Curve Preludes, no. 18, 
bars 1-30 
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8va. (both hands) -

m i 1 12 . 13 

u 

Etfc 

^subito 

22— 23— 24: 

8va, 
r r -  r r -  r r -  f  n  

J—n-j •••• 

r m 
mf 

t m 
27'-, ] -0^2^-0-

f  P ' ^ r  

Example 8.2 [continued] 

T'-r f "Li-f 

Duckworth uses truncation in preludes 2,  3, 4, 7, 9, and 14. The truncated 

material is taken almost invariably from the beginning of a motive rather than the end, 

as demonstrated in example 8.1 above. Prelude no. 9 is the only prelude in which the 

number of notes, rather than measures or beats, generates the form. The melody has 

thirty-five notes (one more than 34, a Fibonacci number).^'^ [See again example 8.1.] 

The left hand uses seventeen notes in its melody (half of 34). There are thirteen 

sections to the prelude (a Fibonacci number). 

Because notes 34 and 35 are the same pitch, one can argue that the theme has thirty-four notes, and 
the thirty-fifth note (the repetition) serves as a separator or punctuation to subsequent iterations of the 
theme. 
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Two preludes, nos. 8 and 10 [see example 8.3], and to a faint extent no. 17, use 

an alternate Fibonacci-like sequence: 6, 8, 14, 22, 36, 58.... In these particular 

preludes, coimts of measures and other pattems use the numbers in this alternate 

sequence, although never as concisely as in other preludes. 

3 

J 
56 

Example 8.3 [continued on next page], Duckworth, The Time Curve Preludes, no. 8, 
bars 38-60 
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I .... 7 8 

J ,rT3 J-

Example 8.3 [continued] 

Whereas the macro-rhythm is significant in these preludes, the rhythms used in 

the melodies tend to hold second place. Preludes no. 1 and 4 use a constant pulse of 

sixteenth notes; preludes 3, 10, 12, 17, 20 [see example 8.4] and 24 have an unvarying 

t 
J J 

a i-

I 
2 
4 

34 35 36 37 38 

J=ti dzi 

^ 39 40 41 42 43 

Example 8.4, Duckworth, The Time Curve Preludes, no. 20, bars 34^3 

eighth note surface rhythm, although in places, other rhythms are superimposed in 

different layers. Whereas the melody in prelude no. 2 is unchanging, rhythm serves to 

provide some variation. Rhythm plays an interesting role in prelude no. 9: The left 

hand and right hand are identical in rhythm until the third phrase when the left hand 
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provides a seventeen note half-note accompaniment, although it is interpreted as eight 

sixteenth notes. [See again example 8.1.] When the left hand has completed its 

sequence of seventeen notes, the accompaniment rhythm is truncated by one sixteenth 

note each time. The next iteration is seven sixteenth notes long, six sixteenth notes 

long, etc., until the accompaniment is two sixteenth notes long. After that iteration, the 

hands are again parallel. [See example 8.5. An arrow shows the start of each passage 

of rhythmic truncation.] The ratios of sixteenth notes to eighth notes in prelude no. 22 

r ' — 

4 
p subito 

Jg > poco 19 ^ poco 20 simile 21 22 

-.'T m PL#. M , ^ 

A A > 

m 38 ' ^35 -a 36 " 37 
crescendo poco a poco 

49 

f-A 0\ g# 

P 

I.. iT I. 

W m 52^ 1—— lU U ^50 51 62 

Example 8.5 [continued on next page], Duckworth, The Time Curve Preludes, no. 9, 
Rhythmic Truncation in Counter-Melody 
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Example 8.5 [continued] 

reveal a particular relationship. There are six melodic passages. Table 8.1 shows the 

number of beats of eighth notes and sixteenth notes, and the ratios in order. One 

possible explanation for the inclusion of the ratio 11:1 is that the total number of beats 

in passages 1-5 equals 195; 195:18 is 10.83:1 ~ 11:1. [See example 8.6.] Other 

rhythmic features occurring are hemiola in prelude no. 20 [see again example 8.4], a 
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pause of 4 to 7 seconds in prelude 12 [see example 8.7], and different and mixed 

meters as dictated by the macro-rhythm or the melody. 

Table 8.1 
Rhythmic Relationships in Duckworth's Prelude no. 22 

Passage Total Beats Sixteenths Eighths Ratio 

1 35 0 35 0 
2 40 5 35 1:7 
3 45 TA 37^2 1:5 
4 45 9 36 1:4 
5 30 TA 22y2 1:3 
6 18 16!/2 P/2 11:1 
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Example 8.6, Duckworth, The Time Curve Preludes, no. 22, bars 41-45 
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<433> (3^ <433> 

pause 4 to 7 seconds 

Example 8.7, Duckworth, The Time Curve Preludes, no. 12, bars 125-131 

Duckworth uses a notational feature to show the beat structure of a measure. Rather 

than using a compound meter, he indicates the number of eighth notes per beat in a 

hexagon at the beginning of each measure. The preludes with this feature are nos. 12, 

15, and 16. [See again example 8.7.] Only one prelude is written without any barlines, 

prelude no. 19, probably to encourage an improvisatory interpretation, corroborated by 

the many descriptive and frequently changing instructions given: "Slowly, 

hesitatingly," "Tentatively," "With authority," among others. In prelude no. 13, which 

uses Fibonacci numbers to define the measure count, the rhythm is identical for each 

Fibonacci number. In other words, regardless of melodic pitch, all eight-beat phrases 

have the identical rhythm; all thirteen-beat phrases have an identical rhythm; and all 

twenty-one-beat phrases have an identical rhythm. [See and compare examples 8.8a & 

8.8b.] This same feature occurs in prelude no. 18, although two of the four 
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twenty-one-beat passages have one rhythm, while the rhythm of the other two passages 

differs only in the first beat. 

52 
Freely 

m r 3 J^i> J-

sempre legato 

r i 
Example 8.8a, Duckworth, The Time Curve Preludes, no. 13, bars 1-8 

rT^ l;J^= 

2 
4 

¥ r 27 28 29 30 

Example 8.8b, Duckworth, The Time Curve Preludes, no. 13, bars 27-30 

The tempi vary in these preludes, but tend toward faster movement. Duckworth 

indicates tempi with metronome markings, and occasionally he supplements the 

metronome marking with descriptive tempo markings, shown in table 8.2. 
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Table 8.2 
Descriptive Tempo Markings in The Time Curve Preludes 

Prelude Tempo Marking 

5 Calmly, Freely 
7 Freely, relaxed 

Slower, with hesitation 
8 Espressivo 
9 Freely, with great rubato 

Somewhat faster and more aggressive 
Restrained 
More freely 
Aggressively 

13 Freely 
19 Slowly, hesitantly 

Moving forward 
Hesitantly 
Tentatively 
With authority 
Calmly 

20 Lyrical, somewhat freely 

Duckworth's harmonic language is not robust. As counterpoint suggests 

harmonies, so Duckworth's textures and melodic material suggest harmonies. The 

prepared pedal points are typically harmonic fundamentals. For example, prelude 

no. 1 has pedal points on Eb, and the key signature, scale, roots, and final indicate this 

piece is in E-flat. One will find melodic triads, but the harmonies are open chords 

without thirds. [See example 8.9.] Prelude no. 4 contains more harmonic language 

with tonic pedal points on Bbs, subdominant harmonies, and dominant seventh chord 

harmonies, such as in mm. 28-29. [See example 8.10.] Although embellished, the 

tonic major chord appears rather plainly. The final chord is Bb, Eb and F, leaving the 

See supra, p. 158. 



listener to ever wonder if the piece was in major or minor. [See example 8.11.] 

Prelude no. 5 displays vertical sonorities, best described as interval class 2, with 

frequent occurrences of the minor ninth; balancing, or contrasting, this narrow interval 

are quintal chords. In this prelude, blocked chords serve as an interlude between the 

melodic passages. [See example 8.12.] These blocked chords are summarized before 

the coda [see example 8.13; the chord in m. 74 recalls material shown in example 

8.12]; there is a peculiar dominant sense to this summary progression. It is in prelude 

no. 7 that the harmonies become sultry, with the double parallel thirds: major third with 

major third, minor third with major third, or major third with minor third. The bass 

line with the F# and B strongly form a dominant-tonic relationship. [See example 

8.14.] Prelude no. 10 is another example of quintal harmonies. Duckworth frequently 

pairs the third scale degree with the lowered third scale degree. Prelude no. 10 is a 

clear example of this where D-F# frequently alternates with D-Ffc|, and prelude no. 24 

with its use of GtJ and G#. [See example 8.15.] Prelude no. 12 with its F ostinato is 

quite solidly in F major. Prelude no. 19 alternates between harmonies of B-flat major 

and A-flat major; these chords usually appear with a minor second inversion chord, 

yielding a strong augmented sound. B-flat major blends with e-flat minor sounding B-

flat augmented, likewise A-flat major blends with d-flat minor sounding A-flat 

augmented. [See example 8.17.] This prelude has one of the more clear examples of a 

harmonic progression, and this progression evolves in a pattern summarized in table 

8.3. The notes in the table are pitches, not chords. The right hand plays the upper note. 
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and the left hand the lower note. The progression begins with Bbs only and it expands, 

the last phrase using the last part of the penultimate progression. [See example 8.18.] 

M.M. 104 

-H- H 2 /r 
/I rHsS 

« tL 

1 gong like 2 3 4 

Example 8.9, Duckworth, The Time Curve Preludes, no. 1, bars 1-5 

i 
2 
4 

g 
28 29 

Example 8.10, Duckworth, The Time Curve Preludes, no. 4, bars 28-29 

e 

i 
2 
4 

£ 
1 

X 

94 101 
_ dim. — p 

poco ritard 

102 
mf 

Example 8.11, Duckworth, The Time Curve Preludes, no. 4, bars 94-102 
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Example 8.12, Duckworth, The Time Curve Preludes, no. 5, bars 27-38 
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tJ 7] > i 72 73 1 . ^ ' ' '  '  V '  

f mollo ritard 

^'^1, - \ .VI 1 - I 
^ 75 76 77 78 79 

Example 8.13, Duckworth, The Time Curve Preludes, no. 5, bars 71-79 
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Example 8.14, Duckworth, The Time Curve Preludes, no. 7, bars 1-5 
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Example 8.15, Duckworth, The Time Curve Preludes, no. 10, bars 1-5 

J=M.M. 152 <432> 
<M> (sE > < ;322 < U43> 

f V 

f S-1 

— 0- —#- #L —0- —J— —m~ •>— —0-

J d J d m m m 
crescendo poco a poco to measure 13 

Example 8.16, Duckworth, The Time Curve Preludes, no. 12, bars 1-5 
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Tentatively 
Moving forward 

it IJ }{ 
f=P mf rit. mp 

Example 8.17, Duckworth, The Time Curve Preludes, no. 19, system 7 

Table 8.3 
Harmonic Progression in Duckworth's Prelude no. 19 

Iteration Part Progression 

1 
r.h. 
l.h. 

Bb 
Bb 

2 
r.h. 
l.h. 

Bb Db Bb 
Bb AW Bb 

3 
r.h. 
l.h. 

Bb Db Bb 
Bb AN Bb 

CN 
Ab 

Bb 
Bb 

4 
r.h. 
l.h. 

Bb Db Bb 
Bb At| Bb 

CN 
Ab 

Bb Db Ab Bb 
Bb Ab Ctl Bb 

5 
r.h. 
l.h. 

Bb Db Ab Bb 
Bb Ab CN Bb 

')• i.i> r r r ^ J-J J-J—J 

s 

Example 8.18, Duckworth, The Time Curve Preludes, no. 19, system 11 

Prelude no. 23 is the most chordal, even hymn-like, and alludes to Debussy's La 

Cathedrale engloutie, with chords in the outer registers and melodic activity in the 
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middle register. The major and minor chords follow the melodic outline of the 

recurrent Dies irae theme, rendering the progression purely melodic rather than 

harmonic. 

= M.IVI. 60 

J / 7 " ^  v/ 7  ̂  

sempre legato 

Example 8.19a, Duckworth, The Time Curve Preludes, no. 23, bars 1-2 

Example 8.19b, Debussy, Preludes, La Cathedrale engloutie, bar 3 

Duckworth's use of tonality draws upon common practice major-minor scales, 

modes, and other scale forms.^^^ Key signatures are often tailored to fit the scale, and 

as a result, nonstandard key signatures appear, for example prelude no. 3 has a key 

signature of three flats: Eb, Gb, Db. He is somewhat inconsistent with this notation, as 

in prelude no. 4, which has a key signature of four flats (Bb, Eb, Db, and Gb) and 

where A-flats are ubiquitous with no use of the Ati. This alludes to the older Baroque 

See supra, table 3.8 on p. 63. 



practice of writing the key signature omitting the last flat, instead putting it as an 

accidental within the music proper, although in the case of Duckworth's prelude no. 4, 

it is the middle flat. Prelude no. 18 is the only one that changes key signatures. In 

prelude no. 21, there is no key signature, notes annotated with accidentals as needed. 

As mentioned above, Duckworth frequently pairs the minor and major third scale 

degrees together, blending or perhaps dissolving the major and minor tonalities. The 

lowered seventh scale degree is another common feature throughout the preludes. 

Prelude no. 7 has a Lydian sound. [See again example 8.14.] Prelude no. 9 uses all 

twelve tones, but does not use twelve-tone techniques. [See again example 8.1.] 

Preludes no. 15 and 18 use the same scale; D Eb Fb| F# G A Bb. [See example 8.20.] 

= IVI.M. 160 

1 2 

Example 8.20, Duckworth, The Time Curve Preludes, no. 15, bars 1-5 

Thematic and melodic material is typically reduced to motifs. One example is 

prelude no. 10, where motifs are in measures 1,3, and 35; the prelude material is an 

assembly of these three motifs. [See example 8.21.] Prelude 14 uses progressively 

longer Fibonacci-series-derived motifs, which are then truncated. Example 8.22a 

shows four segments, using the Fibonacci numbers 5, 8, 13, and 21. Example 8.22b 

shows the truncation in the first segment. The melodic material in prelude no. 15 is 
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• • 918 • 
raga-like, where a Rag lies on the theoretical-melodic contmuum m figure 8.1. The 

melodic line in this prelude moves diatonically and primarily stepwise. In prelude no. 

22, the melodic material is generated through palindromic treatment of the seven-beat 

motif. [See example 8.23.] In some preludes, the melodic material periodically 

surfaces over the running accompaniment material, as in preludes no. 3, 12, 20, and 24. 

O 
Random Pitch 

-o-

Scale 
-o-

Mode 

-o-
Rag 

Figure 8.1, The Theoretical/Melodic Continuum 

—O 
Tune 

J=M.M. 192 

^ il ' J 
3  mp 

0 
ft̂  r 

35 36 

Example 8.21, Duckworth, The Time Curve Preludes, no. 10, bars 1, 3, 35-36 

Bonnie C. Wade, "Some Principles of Indian Classical Music," in Music of Many Cultures, ed. 
Elizabeth May (Berkeley: University of California Press, 1980), 85. 
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1 2 3  4 5  1 2 3  4  5 6  7 8  

] /j jt] 11 j] /] i 

' V V 
^ p subito / P 

4 5 

12 V V 

9 10 11 12 13 1 2 3 

14 — 35 V V 
P subito 

10 11 12 13 

i l i j - lulq ei;  i t lu" 
36 

=2. 

14 15 16 17 18 19 20 21 

# m ^ 
4J 

J8 

... r = 0 
- -

n-4 • « 

3 

i J « 4 ^ —J J ' 4 

Example 8.22a, Duckworth, The Time Curve Preludes, no. 14, bars 1, 4—5, 12-15, 35-
39 

132 

nnj mninm msifj] 
subito 

Example 8.22b, Duckworth, The Time Curve Preludes, no. 14, bars 1-3 
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sempre legato 

Example 8.23, Duckworth, The Time Curve Preludes, no. 22, bars 5-10 

There are two permeating themes in the preludes, both drawn from other 

musical sources: the Dies irae [see example 8.24a] and Satie's Vexations^^'^ [see 

990 
example 25a]. The Dies irae material appears in preludes 1 [see example 8.24b], 11, 

12, 20, 23, and 24. The theme of Vexations appears in prelude 9 [see example 8.25a]; 

the left hand counter-theme is a direct quote of the Vexations theme (allowing for 

enharmonic equivalents). Perhaps Vexations was a distant foreshadowing of 

minimalist music, as Satie instructs the performer to play the tres lent twenty-six-beat 

piece 840 times in succession. 

Erik Satie, Vexations (Paris: Editions M. Eschig, [1969?]). 
Kyle Garni, notes to The Time Curve Preludes, by William Duckworth, LCD 2031. 



Example 8.24a, Dies irae 

Lyrical 

n ij 1 • 
2 

23 24 25 26 

Example 8.24b, Duckworth, Time Curve Preludes, no. 1, bars 23-26 

r fir y ^ 

Example 8.25a, Satie, Vexations, theme 
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L B  
\ A 

0-

Jp subito 

18 
>poco 

19 ''Poco 20 simile 21 22 23 

p 1># -
I* IT* —I'r * ll I® • [.-Yf 1 

m 

JU V 

p 

r 
'^I'j -^9 

Right hand 8va throughout. 

^30 ' 31 32 33 ' 34 

Example 8.25b, Duckworth, The Time Curve Preludes, no. 9, bars 18-34 

Duckworth attempts different styles in some of the preludes: prelude no. 15 is 

like a raga, prelude 7 has a blues sound, and prelude no. 23 is hymn-like. Many 

preludes have an improvisatory nature, encouraged by the use of short melodic 

fragments. Prelude no. 11 is a theme and variations, where the Dies irae quote appears 

only at the end of the piece, rather than at the beginning. Prelude 16 is perhaps 

Expressionist with the tritone octaves jumping around the registers. [See example 

8.26.] Prelude 6 might evoke a Gamelan sound with its steady eighth note pulse and 

very narrow melodic range. [See example 8.27.] Some preludes are quiet and lyrical 
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(nos. 15, 17, 20) and some are percussive and forced (9, 14, 18, 22). The closing 

221 prelude is reminiscent of banjo-picking. [See example 8.28.] 

/I. 76 

(K 
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Example 8.26, Duckworth, The Time Curve Preludes, no. 16, bars 1-4 

J= M.M. 104 

R.H. 

I f '  

0 

l t  
'J 1 — r —mf 

- • /  i : j  d  
legato 

Example 8.27, Duckworth, The Time Curve Preludes, no. 6, bars 1-7 

J=M.M, 200 
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1 2 3 4 5 6 7 8 

Example 8.28, Duckworth, The Time Curve Preludes, no. 24, bars 1—8 

Ibid. 
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Texture in these preludes is relatively thin. As noted above, chords are seldom 

used, and there are some contrapuntal devices. Typically, the textures consist of 

melody or melodic fragments over figuration as accompaniment. Duckworth prefers 

the higher registers, and most preludes are in either the middle register (middle C and 

above) or higher register (two octaves above middle C). Any material in the bass 

(below middle C) is typically open texture, a pedal point, or monophonic lines. Only 

prelude nos. 12, 19, and 23 have significant material in the bass. Articulation is 

generally unimportant, although Duckworth is very specific in some preludes. Prelude 

no. 9 has tenuti, accents and the vertical accent. Indicating the beginning of a new 

section, the two Ds are accented (vertical accents) in prelude no. 14 [see again 

examples 8.22a & 8.22b]; the two Ds starting the final section have a vertical accent 

followed by the more common horizontal accent, hi prelude no. 18, the outer notes are 

always accented. [See again example 8.2.] 

Form is complex in these preludes, hi short, the standard forms of the Common 

Practice Period are not used. Even an ABA form is not to be found. The basis for 

form is often the Fibonacci series or truncation, as discussed above. Prelude no. 2 uses 

beat truncation, where the theme is four measures long (a two-bar motive stated twice) 

and separated by a double-bar line. There are twenty iterations of the theme, each one 

omitting the beginning beat. There is a second double-bar line at measure 34 when the 

first two measures of the "theme" have been truncated. Duckworth places a long 

crescendo leading to the formal halfway point, measure 34, and then a decrescendo 

leading to the end. Prelude no. 3 uses measure truncation with an eleven-bar motive. 
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concluding with a very short codetta. The Fibonacci series defines length in prelude 

no. 4, but also exhibits truncation, shown in table 8.4. 

Table 8.4 
Truncation in Duckworth's Prelude no. 4 

Bars Pedal Implied harmony Beat Sequence 

1-9 (Bb) i 1 1 2 3 5 8  
10-18 (C) V7 1 1 2 3 5 8  
19-27 Bb i 1 1 2 3 5 8  
28-36 C V7 1 1 2 3 5 8  
37-44 Bb i 23 5 8 
45-52 Eb IV' 23 5 8 
53-60 C V7 23 5 8 
61-67 Bb i 3 5 8 
68-74 Eb IV' 3 5 8 
75-80 Bb i 5 8 
81-83 Eb IV' 3 5 
84-86 C V7 3 5 
87-100 Bb i 3 5 8 13 
101-102 Bb i 2 

" No third present. 

Prelude no. 5 has eight sections, where the eighth section serves as a summary of the 

material in the previous seven; a coda closes the piece. Prelude no. 6 in 7/4 time has 

eleven Hnes, which yield a mirror-like effect, shown in table 8.5. The left hand 

accompaniment shifts two low G-flats per the ratio shown in table 8.5. [See again 

example 8.27.] A one-measure tonic octave closes the prelude. Prelude no. 8 has an 

arch form. [See example 8.29.] The melodic material of each section bears 

considerable resemblance to each other. The measure structxire of the prelude is 8, 13, 

21, 34, 22, 14, 8; it is generally that of a palindrome, although the latter half uses 
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Duckworth's alternate Fibonacci series.The melodic content does not comply with 

this measure structure, shown in table 8.6, where each letter represents specific melodic 

germs/pitches. 

Table 8.5 
Form in Duckworth's Prelude no. 6 

Line Accompaniment Melody by beat 
(ratio of eighth notes) 

1 
2 
3 
4 
5 
6 
7 

2:12 
3:11 
4:10 
5:9 
6:8 
7:7 
8:6 
9:5 

10:4 
11:3 
12:2 

A B C D E F G  
varied 
A B C D E F G  
varied 
A B C D E F G  
varied 

8 
D E F G A B C  
varied 

9 
10 
11 

C D E F G A B  
varied 
B C D E F G A  

Table 8.6 
Melodic Structure in Duckworth's Prelude no. 8 

Beats 8 13 21 34 22 14 8 

Ci 

Cz Da E2 

El Ci 
F B 

G A 

See supra, p. 165. 
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Example 8.29 [continued on next page], Duckworth, The Time Curve Preludes, no. 8 



Example 8.29 [continued on next page] 
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n ] r - a , r i j  

ritard 

Example 8.29 [continued] 

The colxinins in table 8.6 correspond with each section based on the number of 

measures. The rows reflect similarity in melodic content. Therefore, Ci and Ei are 

similar to each other, but are different from all others; Di is similar to none. A and B 

are similar to each other, but different enough to be on different lines. B and F are very 

similar; A and G are very similar. A, B, C2, D2, E2, F and G are all relatively similar. 

Prelude no. 11 is a theme and variations, with strict eight-bar sections, each section a 

different variation. There are three sixteen-bar sections, but the unit of measure 
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changes from the sixteenth note to the eighth note; the last of these is the theme. There 

are sets of four measures and one measure of rests. The overall form is in three parts, 

shown in table 8.7, and is probably the closest to an ABA form anywhere in The Time 

Curve Preludes, but only superficially. Prelude no. 13 is an example of form resulting 

Table 8.7 
Overall Form in Duckworth's Prelude no. 11 

Section Measures 

1 8, 8, 8, 8, 4, 16,1 
2 8, 8, 8, 8, 8, 4, 16, 1 
3 8, 8, 8, 8, 4, 16, 1 

from the accordion effect. The beat counts separate into sections marked by double bar 

lines: 8,13, 21, 13, 8, 13, 21, 34. Each eight-beat section has identical rhythm, each 

thirteen-beat section has identical rhythm, and each twenty-one-beat section has 

identical rhythm. The melodic notes will vary in each section. Prelude no. 19 is the 

only one without barlines, going hand in hand with its improvisatory nature. Eleven 

episodes, alternating between slow fanfares (treble clef) and rapid flowing figuration 

(bass clef), elongate and intensify; the last two serve as a denouement. The first part of 

prelude no. 21 has alternating sections of five and three measures (distinguished by 

double bar lines). The pitches and rhythms gradually evolve into the accompaniment 

pattern of the second half of the prelude. The alternating thirds motif derived from the 

Dies irae theme appears in the second half Prelude no. 22 is episodic, with 

palindrome passages, intensifying in rhythmic ratios.^^^ 

See supra, table 8.1 on p. 169. 



PRELUDE SETS OF THIS PERIOD 

Table 8.8 shows the twentieth century composers of prelude sets. Styles, 

approaches, and characteristics vary widely among these sets of preludes. 

Table 8.8 
Prelude Sets by Composers in the Twentieth Century 

Composer Dates Date of preludes Purpose 

Casadesus 1899-1972 1924 Character Piece 
Chasins 1903-1987 1928 Character Piece 
Shostakovich 1906-1975 1933 
Bowen 1884^1961 1938 
Bacarisse 1898-1963 1941 
Podkovyrov 1910-1977 1943 
Kabalevsky 1904-1987 1944 
Shostakovich 1906-1975 1951 Prelude and liigue 
Lopes-Gra9a 1906-1994 1955 
Stravinsky 1910-1994 1960 
Gal 1890-1987 1960 
Bentzon 1919-2000 1964 Prelude and fugue 
Cumming 1928- 1969 
Shchedrin 1932- 1970 Prelude and fugue 
Ohana 1913-1992 1973 
Blacher 1903-1975 1974 
Duckworth 1943- 1978 Postminimalism 
Meyer 1943- 1978 
Scholium 1913-1987 1974-82 
Merlet 1939- 1983 
Kapustin 1937- 1988 Prelude and fugue 
Kapustin 1937- 1997 Jazz 
Rubin 1971- 1999 
Martin 1950- 1990-2000 Prelude and fugue 
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Robert Casadesus dedicated to Ravel his set of preludes, written in four books. 

That he entitled the twenty-fourth prelude "Epilogue" suggests a unification to the 

entire set. Some characteristics used include rural primitivism in prelude no. 4 (E 

minor), additive rhythms (in the manner of Messiaen) in no. 16 (B-flat minor), 

monotony {monotone et lointain) in no. 18 (F minor), the Lydian mode in no. 23 (F), a 

berceuse in no. 2 (A minor), and the ancien (similar to Alkan) in no. 22 (G minor), 

which includes a musette. Prelude no. 5 (D major) uses a name as a motivic source: 

Pierre de RONSARD, a French poet (1524—28); the corresponding notes are D-A-G-E-

A-D-D. [See example 8.30.] 

Lent et recueilH 

R O N S A R D  R O  N  S  A  R  D  

i 

portamento 

4 5 

Example 8.30, Casadesus, opus 5, no. 5, bars 1-7 
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Abram Chasins wrote his set in 1928 under four opus numbers (10-13), where 

each opus begins with the succeeding prelude number. Hence, opus 11 begins with 

prelude no. 7. Each prelude is dedicated to a different person, including George 

Gershwin (no. 5 in D major) [see example 8.31] and no. 7 (F-sharp minor) to Benno 

Moiseiwitch, among others. The writing is terse, moderately chromatic, and pianistic. 

Alia marcia; giocoso (J.76-84) 

il ~ 

i i i 
sempre staccato 

1 7 

%—% y p 

7 7 

1"» 

pfi 
mf dim. 

p ^ 

|TTp 

i 3 

Example 8.31, Chasins, opus 10, no. 5, bars 1-9 

Dmitri Shostakovich's opus 34 was written in 1933. Unlike the decidedly 

Baroque opus 87,^^"^ the opus 34 is more Romantic and modem. True to the key, it is 

still rather chromatic. Prelude nos. 4 (E minor) and 18 (F minor) both have 

contrapuntal devices: the former is a fugue at the fifth and the latter is a canon. Prelude 

no. 17 (A-flat major) is a clumsy waltz. [See example 8.32.] 

See infra, p. 202. 
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Largo M.M. J= 
poco accelerando a tempo. 

pp espr. p dolce cresc 
amoroso 

a tempo 

n 

accelerando cresc 

 ̂ 5e0. 

Example 8.32, Shostakovich, opus 34, no. 17, bars 1-16 

York Bowen dedicated his set to Sorabji, who "expressed his admiration for the 

piano writing of the 24 Preludes, op. 102 (1938)."^^^ He uses a variety of harmonic 

devices, including the flat seven chord, mediant relations, and augmented chords. He 

replicates in prelude no. 16 in G minor organum with parallel major chords, and later, 

parallel minor chords. [See example 8.33.] Like Casadesus and Chasins, Bowen's set 

is in four books. 

New Grove, 2nd ed., s.v. "Bowen, York." 



197 

-7̂  4 , =4= 
r-rTr P '"a— fn 

fc>: 11> 4 r —f— ^-4:— r— ^ tii 

r '/ — 

«— 
t 1 ji 

1— 

» 
J \> 4 ' 

5 

t 1 
6 

P T1 J ' " b p  
7 

- #  ^  »—i * 

legatiss. 

F" espress 

i  

L.H.-

t ^ *12 

r  I 'rir ' i '  

ye 

'p ^ jr 
P I 

13 

k 
Example 8.33, Bowen, opus 102, no. 16, bars 5-15 

Two of the characteristics of Salvador Bacarisse's music are mechanization and 

dehumanization,^^^ which perhaps best describe the mechanical, repetitious preludes of 

opus 34. Seldom are there tunes, for motives define the linear line. Prelude no. 7 (A 

New Grove, 2nd ed., s.v. "Bacarisse, Salvador." 
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major in the uncommon meter of 5/2) uses contra-rhythms, meaning rh)/thmic patterns 

that never seem to line up with each other. For example, in m. 5 a rhythmic figure of 4 

notes is applied to 4+1 pitches, seemingly shifting the accent. [See example 8.34.] 

Prelude no. 9 (E major) is chaconne-like with the motive in three voices at two 

different contrapuntal species. BitonaUty appears in prelude no. 11 (B major) with 

pentatonicism in the right hand. Prelude no. 21 (B-flat major) has for its melody, a 

single pitch, infrequently using the octave above it. The lack of final barlines at the 

end of each prelude suggests the work is to be played as a unified whole. Though 

containing some clever compositional features, overall, the preludes are unsatisfactory 

to hear. 
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Vivace. 

y 

bp lir J ' y  t t  

P cresc - •— poco 

/ i '  s u b i t o .  

Example 8.34, Bacarisse, opus 34, no. 7, bars 1-7 

Pyotr Podkovyrov is a Belamssian composer and very little is readily available 

about this composer or his work. Written during World War II, it is a bleak set, where 

perhaps preludes no. 19 (D-flat major) and 20 (F-sharp major) are the only cheerful 

ones. Tiny motives more than full melodic figures comprise each prelude. Prelude no. 

18 has an interesting ostinato rhj^hmic pattern quintuple-quintuple-quadruple-

quadruple-triplet in 5/4 meter. [See example 8.35.] Prelude no. 24 is maestoso and 

has some of the richest harmonic changes, including third relations. This is a set that 

could work nicely as a unified whole. 
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Example 8.35, Podkovyrov, 24 Preludes, no. 18, bars 1-8 
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Dmitri Kabalevsky is the last composer of those examined here who wrote his 

preludes during the years of World War 11. hi prelude no. 8 (F-sharp minor), one hears 

a beautiful nocturne; no. 23 (F major) evokes a jazz or blues sound; no. 24 (D minor), 

the toccata; and no. 6 (B minor), perpetual motion [see example 8.36], He has a 

fondness for the Neapolitan harmony in many facets, including as a minor chord, 

augmented chord, seventh chord, and even as a tonal contrast to the principal key. 

Rhythmically he uses mixed meters, groups of fives, and 3+3+2 patterns. Not overtly a 

cyclical set, Kabalevsky hints at a macro-structure. The first two preludes are related 

motivically. Just past the middle point, on the basis of length and character, prelude 

no. 14 (E-flat minor) seems to be the apex of the set, while the final prelude with its 

toccata-like character appears to fiinction as the culmination or finale. 

Allegro molto 

marcato il tema 

I— 

Example 8.36, Kabalevsky, opus 38, no. 6, bars 1-4 
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F.E. Kirby writes of Shostakovich's opus 87 "In a more Neo-Classical (or Neo-

Baroque) vein is the set of twenty-four preludes and fugues (op. 87) of 1951, in which 

the connection with Bach is inescapable; these preludes, unlike those of Chopin, often 

assume specific forms (dances like the saraband and passacaglia, marches, scherzos, or 

small sets of variations).. John Gillespie feels its only equal is the Ludus Tonalis 

of Hindemith.^^^ Some features include French overture rhythms in prelude no. 6 (B 

minor) [see example 8.37], tremolos and 7/4 meter in prelude no. 14 (E-flat minor), use 

of modes such as prelude no. 17 (A-flat minor) with the flat seventh scale degree, 

mixed meters as in prelude no. 20 (C minor), and an ostinato bass in prelude no. 12 (G-

sharp minor). Unquestionably, this is the most significant set of twenty-four preludes 

and fugues since Bach. Hans-Klaus Jungheinrich goes so far as to state that the opus 

87 "can also be seen as usurpatory and disrespectful. No composer of rank during the 

19th or 20th century was bold enough to risk being suspected of aping Bach." 

F.E. Kirby, A Short History of Keyboard Music (New York: The Free Press, 1966), 433. 
Gillespie, 363. 
Hans-Klaus Jungheinrich, notes to 24 Preludes and Fugues op. 87, by Dmitri Shostakovich, trans. 

Maria Pelikan, ECM New Series 437189-2. 



203 

Allegretto (J= 120) 
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r ^ J-* 3 
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Example 8.37, Shostakovich, opus 87, no. 6, bars 1-12 

Fernando Lopes-Gra9a began his own new period of style in the 1950s, during 

which the 24 Preludes were composed. With this style, "he explored rhythmic and 

harmonic parameters, the latter based on the use of a reduced number of connections 

between intervals, in intensely concentrated structures.Tonality becomes blurred, 

although Lopes-Grafa does center on a specific pitch in each prelude. He seldom uses 

key signatures. Improvisation appears in prelude no. 8 (E-flat minor) and no. 21 (B-

New Grove, 2nd ed., s.v. "Gra9a, Fernando Lopes." 
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flat major). Prelude no. 19 in A major/A Lydian is a waltz. [See example 8.38.] He 

enjoys mixed meters and groups of fives and sevens. He writes many specific 

expressive markings, not atypical of this century. The final prelude is a Uke a malambo 

and has pianistically awkward chords. Because of the balance of mood and tempo and 

overall structure, this set could possibly work well as a cycle. 

e 
piu sonoro 

i 
12 13 14 15 

i 
16 17 18 19 

fi'r''rtr ¥ - f f - r r ^  
poco piu f 

> 

i n 

20* 21* 22 * 23 * 

f ' t t f y - V r r i  r7y'.r''c/^ i 
poco meno ^ 

ti s m ki % 

24 25 26 27 

Example 8.38, Lopes-Gra9a, Vinte e quatro Preludios, no. 19, bars 11-27 
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Soulima Stravinsky's Art of Scales is a set of twenty-four preludes that "aims to 

perfect phrasing while improving technical control.. .whereby the phrasing of a scale in 

one hand is always governed by the musical content of the other hand."^^^ He does not 

necessarily write in the major or the minor mode, often blurring the two. Some of the 

technical challenges include fragmented scale with skips (no. 7), five fingers without 

turn on the thumb (no. 11), bravura (no. 13), detache with ninth skips (no. 20), and 

velocity with cross-hand technique (no. 21). There is metric variety in time signature 

(7/16, 5/4, 4/8:5/8:7/8) as well as metrical challenges through syncopation and accents. 

In latter preludes, he alludes to material from other composers: no. 14 is from von 

Weber's Turandot, no. 17 from Verdi's Rigoletto, no. 20 from Bach's Gavotte [see 

example 8.39], and no. 21 from Scarlatti's Fugue. No. 19 (Homage to Chopin) is in D 

Lydian. 

Allegretto J=126 (After J. S. Bach's Gavotte) 

non legato 

Example 8.39, Stravinsky, The Art of Scales, no. 20, bars 1-7 

231 Stravinsky, introduction. 



206 

Hans Gal of Austria wrote his set in Scotland.^^^ The pieces are rife with 

character. Although prelude no. 1 (B major) is markedly atonal, it is not representative 

of the remaining preludes, where the harmonic language is chromatic and the melodies 

tuneful. He employs technique such as thumb clusters in prelude no. 7 (C major) [see 

example 8.40], strummed chords in prelude no. 10 (E minor), hand overlap in prelude 

no. 14 (C-sharp minor), alternating hands as in prelude no. 16 (F minor), and bitonality 

in no. 21 (F-sharp major). He is one of few composers who includes a prelude in A-

flat minor. The Scottish sound appears in preludes no. 7 and 10. 

Andante (J=76) 
- ^ r 

p 

±=5 m  

Example 8.40, Gal, opus 83, no. 7, bars 1-6 

Niels Viggo Bentzon's The Tempered Clavier, opus 157, is but the first of 

thirteen such sets composed between 1964 and 1996. Highly chromatic, the preludes 

remained centered on a specific pitch. Rhythmically the set is Baroque with its 

• New Grove, 2nd ed., s.v. "Gal, Hans." 



207 

constant eighth note pulse. Prelude no. 19 in A major uses a popular technique where 

the hands are in parallel unison. [See example 8.41.] Prelude no. 22 (B-flat minor) is 

like a French overture. Prelude no. 23 (B major) is nothing but a slowly descending B 

Locrian scale with waves of B major seventh chord arpeggiation above it. The fugues 

are frequently anything but contrapuntal. "In 1961 he began a series of symbiotic 

works, where symbiosis represents close co-existence with a number of great 

'yi'i 
composers such as Chopin, Schumann and, above all, J.S. Bach." Perhaps in 

deference to Bach's Well-Tempered Clavier (and to that era), Bentzon's score is devoid 

of dynamic and interpretive markings. 

Moderate ma non troppo 

•LJ- 0. 

hf-m. 
2^-A $ 

1 

W 
* * * * 

Example 8.41, Bentzon, opus 157, no. 19, bars 1-8 

The preludes in Richard Cumming's set were not composed sequentially, but 

randomly over the period from 1966-69. Sanchez writes, "The Twenty-Four Preludes 

233 New Grove, 2nd ed., s.v. "Bentzon, Niels Viggo.'' 
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are rooted in the Neo-Romantic tradition of Ned Rorem (b. 1923), Samuel Barber 

(1910-1981), and Gian-Carlo Menotti (b. 1911), clearly evident from the melodies, 

textures, structures, and the composer's performance mstructions." Like Bacarisse, 

Cumming uses clever compositional devices including twelve-tone technique (preludes 

no. 5 in D major and no. 16 in G minor), mixed meters as in preludes no. 7 (E-flat 

major) and no. 9 (E major), parallel unison in prelude no. 6 (D minor), a prelude like an 

organ fanfare (prelude no. 21 in B-flat major), a prelude for the right hand alone in no. 

8 (E-flat minor) [see example 8.42], and the malambo/toccata with quasi-interlocking 

octaves in prelude no. 24 in B minor. Cumming states the piece may be played as 

individual pieces or as a complete whole. 

Andante, ma con poco moto 
Right hand alone 

\k 

mp 

P legato 
m 

(poco rit.) 

J  J ) J  h i  

(a tem^) 
p ^ r ^ ——{poco rit. - a ter^o) ^ 

r  i 

10 

Example 8.42, Cumming, Twenty-Four Preludes, no. 8, bars 1-10 

Teresa Cosette Bush Sanchez, "A Study of the Twenty-Four Preludes for Solo Piano (1968) by 
Richard Cumming" (D.M.A. diss., University of Southern Mississippi, 1992), 21, 
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Rodion Shchedrin's set was written over a period of seven years, 1963-70, and 

is approximately one hundred minutes in duration. Perhaps better than even Bach's, 

his preludes elide with and complement very well the fugues. For example, prelude no. 

19 (E-flat major) ends on the dominant pitch, which is answered with the first note of 

the fugue. With respect to the energy built up in prelude no. 14 (E-flat minor), the 

fugue answers wonderfully. Thirteen preludes specifically end with an instruction of 

attacca into the fugue. Other characteristics include Baroque rhythms (the eighth note 

against the sixteenth), the walking bass as in prelude no. 10 [see example 8.43], 

pointillism in prelude no. 8 (F-sharp minor), and jazz lounge music in no. 10 (C-sharp 

minor). A number of preludes are improvisatory and have melismatic fioratura, rubato 

and ad lib; such preludes frequently do not have barlines. Prelude and fiigue no. 24 is 

retrograde inversion to prelude and fugue no. 1. [See again examples 1.2a & 1.2b.] 

Prelude no. 22 has an optional second half, which Shchedrin himself does not play in 

his recording.^^^ There is a cold starkness in much of this work. 

Rodion Shchedrin, 24 Preludes and Fugues for Piano, Rodion Shchedrin, Melodiya 74321 36906 2. 
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Adagietto (J=58) 

cantabile, legato 

'n cantabile legato 

n-nm t—-n 
i P 

J. 
I 

(tl)J 

/ 
& 

1 r W T 
Example 8.43, Shchedrin, 24 Preludes and Fugues, no. 10, bars 1-3 

i 

Maurice Ghana composed his set in 1972-73. Mark Morris writes "The 

Twenty-Five Preludes for piano conceptually derived from Chopin, and are miniatures 

of shades of pianistic light, sometimes with an ethereal language that recalls Messiaen, 

sometimes with Impressionistic washes, and discreetly using prepared-piano effects for 

colour."^^® It is one set that is clearly intended to be performed as a unified set—each 

prelude segues into the next. Barlines, when used, typically separate logical sections 

Mark Morris, A Guide to 20th Century Composers (London; Methuen, 1996), 281. 
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(double-barlines separate preludes). Ghana uses many effects in this set, including the 

sostenuto pedal, clusters, glissandi, harmonics, aleatoric passages, and improvisatory 

passages. [See example 8.44.] Some cluster chords are so complex, that he provides a 

fingering diagram. With this blatantly non-tonal harmonic language, he favors the 

interval of the second. Ghana is extremely meticulous with his instructions from 

articulations to dynamics to pedaling to directions on execution, including expressions 

such as articule, metallique, and froid. Prelude no. 9 is written in memory of Fats 

Waller and Count Basie. 

Calme, dans une brume sonore 

/ glissez/ 
lentement 

dans la 'Sss. droite 

Example 8.44, Ghana, 24 Preludes, no. 14, bar 1 

Boris Blacher composed his set in 1974, one year before his death. Influenced 

by "French composers (Satie and Milhaud), Stravinsky (above all in the field of 

rhj^hm) and jazz (in melodic construction and musical rhetoric)"^^' his set of preludes 

shows little of this influence, except perhaps rhythm. In several of the preludes, he 

New Grove, 2nd ed., s.v. "Blacher, Boris." 
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uses a high degree of rhythmic/metric organization with a technique that he developed 

out of the 1940s called "variable meters" and which was used for the first time in 1958 

in a piece for piano called Ornamente?^^ As an example, in prelude no. 5 (D major) 

the first measure has eight eighth notes, the second measure seven eighth notes, and so 

on following this sequence: 8765434567654345654345434 3. [See 

example 8.45.] Prelude no. 13 (G-flat major) uses the Fibonacci series^^^—0,1,1, 2, 3, 

5,8,13... (although Blacher dispenses with the first two numbers). As in the previous 

e x a m p l e ,  e a c h  n u m b e r  r e p r e s e n t s  a  q u a n t i t y  o f  e i g h t h  n o t e s :  1 2 1 2 3 2 1 2 3 5 8 5 3 2  

12358 13 8532 Prelude no. 1 (C major) is a palindrome where the notes, 

rhythms and dynamics play the same forwards and backwards. The organization of the 

entire set is such that the odd preludes ascend by half-step through major keys (C, C-

sharp, D, etc.) and the even preludes descend by half-step through the minor keys (B, 

B-flat, A, etc.) This pattern allows him to return to a C tonality in prelude no. 24 rather 

than needing to compose a twenty-fifth prelude.^"^^ Lyrically, his writing is similar to 

the expressionism of the Second Viennese school: rhythms are unpredictable, texture is 

thin and dry, and color prevails rather than tonal beauty;^"*^ even so, prelude no. 14 (F 

minor) is quite lovely. 

Morris, 174. 
See supra, p. 159. 
The iteration through "5" is missing, but in the second half of the prelude, as Blacher returns through 

arch form, the iteration to "5" is kept. 
See supra, p. 48. 
John C. Crawford and Dorothy L. Crawford, Expressionism in Twentieth-Century Music 

(Bloomington, IN: Indiana University Press, 1993), 18-20. 
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Example 8.45, Blacher, 24 Preludes, no. 5, bars 1-13 

Krzysztof Meyer is a Polish composer and wrote his preludes in 1977 and 1978 

intending them as Gebrauchsmusik for sight-reading instruction. The preludes are "a 

series of miniatures for the piano, each of which is based on a clear-cut musical idea, 

which is then developed, worked out and worked over in the course of the movement. 

... Five musical characters, five possible ways of shaping the miniaturistic designs of 

these pieces are thus discernible in this second part of Meyer's PRELUDES: ostinato 

forms, the impressionistic whirring ribbons of sound so favoured by the composer, 

musical ideas typical of the 'Invention' form, sharply definded [^rc] chordal structures 



and lastly these seemingly paralysed musical formations, sounding almost like 'frozen 

teardrops'. 

The opus 113 of Robert Scholium is the second of two sets here, which uses 

atonality. The set uses set theory practices and twelve-tone techniques. He does not 

maintain strict adherence to a row, but generally produces aggregates. Curiously, he 

begins the entire set with octave Cs. Some motivic devices include intervals as in 

prelude no. 24 which emphasizes to some extent the major second or interval class 2, 

or a set as in prelude no. 4 which emphasizes the set {015}, or rhythmic motives, as in 

prelude no. 1 where the opening rhythms of the first measure appear throughout as 

such or varied. Other devices employed include mirroring (between the hands), 

melodic inversion, melisma, glissandi, mixed meter, tremolos, and arpeggiation (both 

directions). He is quite specific in his markings as well as descriptive: prelude no. 7 

reads "stets glaskar und sehr zarf; prelude no. 5 "wze ein Schatten." He characterizes 

some preludes: prelude no. 9 is a Serenata [see example 8.46], prelude no. 16 is a Song 

without Words, and prelude no. 14 which is blatantly improvisatory. 

Burde, notes to 24 Piano Preludes. (See note 110.) 
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Serenata 
Ruhige Ji; durchwegs mit 
feiner Parodie zu spielen 

7 li'^ y v j 

jf non legato 
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r  r n  

Example 8.46, Scholium, opus 113, no. 9, bars 1-5 

The preludes of Michel Merlet are written in a loose tonal language. The 

writing is pianistic, yet technically rather difficult—it demands rather forward-looking, 

vintraditional and modem technique. There are instances where he dictates an exact 

fingering for clustered chords. Rhythms are comphcated, but the meter is typically 

regular and straightforward. He uses patterns where, as for example in prelude no. 4, 

the left hand has three sets of three eighth notes against two sets of fourth eighth notes 

in the right hand. The directions are very explicit, with many indications of 

interpretation, dynamics, pedaling, and articulation, including the bowing term lourre. 
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Prelude no. 2 is a Passacaille, no. 6 [see example 8.47] and no. 20 are chorales, and no. 

23 has a keen blues quality. Other devices include chord slurring, as in prelude no. 13, 

and a unique chord-arpeggio, whereby a tertian chord of three to four white notes is 

sustained silently, allowing a glissando to pass over it.^"^"^ The set is designed to be 

played as a unified whole. 

Chorale , largamente J =  eo 

4 jiffitllg:: ^ Tf  —^1 
y 4 V) \ 

molto sost. e poco pesante 

LI 1 

/—— — 
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OnSiiJ 

^5^ ^ 

T  T j r _ ^ ' i '  '  

Example 8.47, Merlet, opus 31, no. 6, bars 1-4 

See supra, figure 4.1 on p. 79 and example 4.3 on p. 79. 
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Like Shostakovich, Nikolai Kapustin wrote two sets of twenty-four preludes— 

the first set only preludes and the second set preludes and fugues. Opus 53 is entitled 

Twenty Four Preludes in Jazz Style. The notes to the compact disc recording say, 

"Orientating yourself to hear this music does not take long. Blues, ragtime, jazz, 

cocktail bar nonchalance are the cultural landmarks by which the listener triangulates. 

Alongside these points you can think of the hectic pianola music of American pioneer, 

Conlon Nancarrow, of George Gershwin in his song transcriptions and Preludes, of 

Arnold Bax's Whirligig and E J Moeran's Bank Hohday, of Constant Lambert's 

Elegiac Blues and Piano Concerto, of Malcolm Arnold in his Concerto for Phyllis and 

C y r i l  a n d  o f  W a l t o n  i n  h i s  S i n f o n i a  C o n c e r t a n t e  f o r  p i a n o  a n d  o r c h e s t r a . T h e  

preludes use a wide range of the keyboard and the tonal writing is typical jazz language 

with high chromaticism yet tonal. A variety of moods and styles is explored. 

Justin Rubin's set was written 1998-99. He states, "The entire set is written in 

preparation for further works. It was really my first work written for the piano. The 

previous piano music before this was imitative of other styles/composers and didn't 

mark me."^"^^ He explores many different styles and techniques, including prepared 

piano (prelude no. 16), minimalism (prelude no. 14), improvisation (prelude no. 22), 

harmonics and inside piano features (prelude no. 8), and theme and variations (prelude 

no. 23). All twenty-four preludes have a title, such as Mixtures, Perpetuum mobile. 

Foundry Ghosts, and Preparation for the Ritual. Four preludes are entitled "Prelude in 

Rob Bamet, notes to Twenty Four Preludes in Jazz Style Op. 53, by Nikolai Kapustin, Melodiya 
CDBMR 007149. 

Justin Henry Rubin, telephone conversation with author, 15 June 2002. 
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the form of a" Waltz, Ground [see example 8.48], Fugue, and Variations; there are two 

versions of the fugue, which is based upon the "Vater unser" theme. The tonal 

language is that of free tonality, although tonic-centric. Curiously, two preludes are in 

B-flat major, as noted in the composer's index. He stated m an interview, however, 

that preludes no. 10 and 24 are ambiguously in B-flat major or B-flat minor. Like 

some composers of this era, he frequently gives rather explicit instructions. Rubin 

writes "Although these pieces were arranged to be played sequentially, there exist 

subsets that can be used outside the context of the 24 Preludes. Numbers XVIII - XXI 

is one of these sets. ... Other sets can be derived by the performer based on stylistic 

unity and emotional structure. As well, many of the pieces are large enough to stand as 

948 
independent compositions and may be played outside any sets." 

Andante moderato - "inegale " 

Pedal ad lib. 

MP c 

Example 8.48 [continued on next page], Rubin, 24 Preludes, no. 3, bars 1-14 

Justin Henry Rubin, telephone conversation with author, 2 May 2002. 
' Rubin, preface. 
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Example 8.48 [continued] 

Henry Martin, an associate professor at Rutgers, wrote his set of preludes (and 

fugues) over a period over ten years. Using Bach's Well-Tempered Clavier as a model, 

instead of "inventions, trio-sonata expositions, gigues, and choral studies; in Martin's 

there are blues, rags, fox-trots, and boogie-woogies."^'^^ Sara Davis Buechner opines, 

"Elsewhere the atmosphere and techniques of rags, stride, bebop, and blues are freely 

interspersed; one never feels very far from the ghosts of such as Scott Joplin, Charlie 

Parker, or Thelonious Monk."^^'^ He uses common jazz language with frequent 

sevenths, added note chords, and syncopation. Prelude no. 13 (G-flat major) is a rag 

with trio (the fugue). [See example 8.49.] Prelude no. 3 (D-flat major) shows the 

improvisatory, free prelude. He will often change keys within a prelude, such as 

preludes no. 19 (A major) or 22 (B-flat minor). He is fond of changing meters, 

including using such meters as 10/16, 13/16, 14/16, 15/16, 17/16, 19/16 and 21/16 

(prelude no. 20, A minor). In his notes to the third group, he writes that the "pieces 

Buechner, 29. 
Ibid., 32. 
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need not be performed in prelude-fugue pairs (excepting the integrated Gb-major 

Praeludium et Fuga XIII). 

Not too fast 
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Example 8.49, Martin, Preludes and Fugues, no. 13, bars 1-15 

Henry Martin, note to Preludes and Fugues, Group III (Newton Centre, MA: Margun Music, 1997; 
distributed by Shawnee Press). 
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CHAPTER 9: PERFORMANCE CONSIDERATIONS 

Given the many types of sets of preludes, the question or problem arises of how 

a pianist would perform a given set of preludes. The performer faces myriad issues to 

consider: Must one perform a set of preludes as a complete set? Might one select a 

few favorites and perform them as a small grouping? Should preludes that are intended 

as introductory pieces be performed as independent pieces, or should performers begin 

programming them to precede a longer piece in the same key? Ought pedagogical 

preludes be performed on the stage at all? Who is the audience? What is the venue of 

the performance? What is the intent of the performance? Asking these questions 

delves into the philosophy of concert programming, which exceeds the scope of this 

study. Although it is not plausible to establish any rule of law for programming sets of 

preludes, this chapter serves as an exploration of considerations for performance and 

programming. 

Certainly, in this modem age of recording, sets of preludes frequently are 

recorded as complete works. This has resulted, most likely, from a marketing approach 

rather than an aesthetic approach. It is not uncommon, however, to find recordings 

where select preludes are recorded (e.g., Bowen). Generally, these recordings highlight 

the repertoire of a composer, and recording space may be a defining factor in what is 

actually selected for the LP, compact disc or cassette tape. Recordings are available of 

many of the sets named in this paper (the appendix provides a select discography), and 
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for a musician's or connoisseur's audio library, it is indeed useful to have a recording 

of a complete prelude set. 

Live performance of a complete prelude set, however, is a separate 

consideration. There are any number of reasons pianists may choose to perform a 

complete set live, to include showmanship, thoroughness, to take on a personal 

challenge, or because he or she simply enjoys all the individual preludes. Probably the 

most governing consideration is the venue and audience, and the possibilities of venue 

are limitless. Four common performance venues are the student recital, theme recitals, 

the competition, and the solo recital. A student may have been assigned to learn the 

entire preludes of a given composer, so a performance of the complete set will be the 

culmination of study. If the venue is a theme recital, e.g., Chopin or Hummel, then it 

may be appropriate to showcase an entire set. The prelude set in a competition may be 

a required work, but more often than not, one could select a sample to show control of 

a small form or an ability to interpret a composer, period, or style. The prelude set in 

the standard recital is open to wide progranmiing interpretation and consideration. 

Listeners may take interest in hearing how a composer uses different styles, techniques 

and contrast within the various preludes. One final aspect is the tonal relationships. 

The careful listener may be able to hear the tonal relationships between preludes and 

possibly even the journey through the circle of fifths or diatonic keys. 

As mentioned in earlier chapters, a number of sets are specifically intended to 

be performed as a whole; in these cases, the performer must oblige the composer and 

the music. Two composers (Rubin and Gumming) specifically state that smaller 
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groups may be performed outside of the whole. It is also probable that many 

composers take this option of performing small groups as granted without feeling the 

need to qualify the matter as these two composers did. Playing other sets as a whole 

allows the pianist to display a composer's breadth of prelude writing. Charles Rosen 

opines "today's fashion of playing them as an entire set does not allow us fully to 

appreciate the extraordinary individuality of the single numbers." He goes on to 

write that opus 28 by Chopin "is often considered a 'cycle'; it achieves unity 

apparently through the simple addition of one piece to another. It is clear that a 

complete performance of opus 28 was not thinkable during Chopin's lifetime, either in 

the salon or in the concert hall; nor is there any evidence that Chopin played the whole 

set privately for a friend or pupil, as Bach is said to have played the entire first book of 

the Well-Tempered Keyboard for a student."^^^ 

Preludes that are compilations of character pieces are more likely to be 

successful as small groups. Many preludes can be performed satisfactorily and heard 

as a grouping, not unlike the practice of pairing Scarlatti sonatas by similar or related 

keys. The performer could make the selection based on such criteria as contrast, 

tonal/modal relationships, mood (solemn, flamboyant, etc.), tempo (e.g. fast-slow-fast) 

or simply based on personal preference. In making a grouping, one might consider 

balance and variety of mood, tempo, mode, and character. If there were enough 

variety, there would be a more successful grouping. If there is a certain monotony with 

regard to those four criteria, the grouping may be less successful. 

Rosen, The Romantic Generation, 83. 
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In light of the above remarks, one can approach preludes that are pedagogical 

and for preluding with the same considerations. At first glance, preludes such as those 

by Hummel or Clementi or Stravinsky may seem inappropriate for the stage. Yet, it is 

perhaps unjust to condemn any work of music as unworthy of the concert stage. 

Stravinsky's preludes are indeed pedagogical study pieces. What is to preclude a 

young pianist fi^om displaying his or her abilities at an annual recital by playing one of 

these pieces? What is to preclude any musician from playing the entire set of Henselt, 

if for no other reason than perhaps to introduce an audience to such music? It is 

arguable that performing Hummel's preludes as a complete set is utter nonsense 

because they are intended as introductory pieces to establish the key and warm up the 

fingers. Yet, what effect would this have, if say, someone performing a D major sonata 

played Concone's D major prelude first? Would it be different if the performer 

improvised his or her own prelude first? Given the expectations and demands of 

today's audiences, this would certainly be polarizing and perhaps even scandalous. 

Performance of the four sets examined in detail may elucidate some practices. 

The Ariadne Musica contains preludes paired with fiigues, and unless specifically 

needed otherwise, should be performed as such. The preludes work best and are most 

satisfying on an organ, but with some ingenuity and license could be done on another 

keyboard instrument. The Hummel preludes display virtuosity and improvisation. 

They are so brief that they lend themselves to warming up and testing out a keyboard. 

Because each of his preludes usually encompasses a wide range, perhaps a pianist, 

when trying a new piano, would like to use one of these short preludes rather than 
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routine scales or plunking through a segment of another piece. Unless someone were 

to perform them as an educational presentation, they may be less effective on the 

concert stage. The Alkan preludes may be played on the piano or organ; however, not 

all are suited for the organ in terms of technique and range. The unique key 

relationships, and the fact that the entire set starts and ends in C major, encourages a 

performance in its entirety. Additionally, the preludes form nice contrasts to each 

other, making it more suitable for a complete performance. At the same time, each is 

appropriate as salon-music, and one may certainly perform them individually or as a 

select grouping. The Duckworth preludes present the piano in a new timbre and effect 

with the pedal drones. There is a particular similarity from prelude to prelude, which 

may cause a listener to grow weary of hearing the entire set in one sitting. Yet, as 

uniquely crafted as each is, this set offers a rich palette to enjoy. Because there are no 

tonal key relationships, there is consequently less demand to perform it in its entirety. 

As with most aspects of music, there are no rules or practices that have not been 

violated, and the performance of prelude sets is no exception. One must consider the 

audience, the performance intent, the performance venue, the composer's intent, and 

above all, apply le bon gout. 
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CHAPTER 10: SUMMARY AND CONCLUSION 

The prelude began as a short piece to test the tuning of the instrument, to warm 

up the fingers, to adjust the ear to the new key, and to show off one's technique. There 

are several types of preludes, including the attached prelude, the unattached prelude, 

and the independent prelude. Because of the size of the prelude and the practicality of 

composing preludes in each key, it was natural to group preludes into sets, organized 

by key and mode. This organization can be classified into four classes: Class A, where 

the set is organized but not like in other classes; Class B, where the preludes follow a 

chromatic sequence; Class C, where the preludes follow the sequence of the circle of 

perfect fifths; and. Class D, where the preludes are not in keys or do not use all the 

major and minor keys. Some composers chose to expand this model to include a 

twenty-fiflh prelude in order to provide tonal closure in C major, the key of the first 

prelude. Many composers throughout the common practice period have written one or 

two sets of twenty-four preludes. Bach was one of the first, although there are 

precursors to his Well-Tempered Clavier. During the Classical era, this form waned, 

but beginning again with the Romantic period and the character piece, the prelude set 

found a resurgence, which continued to evolve and grow in the twentieth century. The 

prelude set comes in several types: the pedagogical preludes, preludes for preluding, 

preludes of virtuosity, preludes and fugues, collections of character pieces, and prelude 

sets intended as a unified whole or cycle. In performing these sets, one must take into 
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consideration the intent of the composer, the audience, and often a grouping of 

preludes from the set may be performed separately. 

Appearing in the seventeenth century and the early eighteenth century, 

composers began collecting organized sets of preludes to exploit and advocate the 

system of equal temperament tuning. During the past 300 years, and exponentially 

increasing over the last 150 years, composers have continued to use this model of sets 

of preludes in each key and mode to the point that it is a form or genre and has 

established itself as a standard form for the piano and keyboard literature. During this 

time, too, the prelude set has evolved, acquiring new features and dispensing with 

others. Many composers of this modem era have moved beyond the confines or 

parameters of major and minor tonalities, to include a return to modes, heavy 

chromaticism, and dodecaphony among others. Although there is renewed emphasis in 

Western classical music on improvisation, the improvisatory prelude in the prelude set 

has evanesced. The technically challenging and flamboyant prelude has yielded to the 

artful prelude. From Quillet's fantasies to dementi's exercises and preludes to 

Stravinsky's The Art of Scales, the didactic function has persevered. Composers now 

frequently elect to use the twenty-four prelude structure to collect preludes, some to the 

extent that the opus is to be performed as a whole. For some, the prelude set offers an 

opportunity to show deference for Chopin's set, opus 28, or Bach's Well-Tempered 

Clavier, for others, it serves as a vehicle to explore different techniques and styles 

using a small form. Tonality, purpose, style, and technique aside, the twenty-four 
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prelude set is truly an established convention that composers have accepted and 

ventured. 
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APPENDIX; SELECT DISCOGRAPHY 

Alkan, Preludes, op. 31. Marco Polo 8.223284, Laurent Martin. 

Bach, The Well-Tempered Clavier. London 414 388-2 & 417 236-2, Andras Schiff. 

Blumenfeld, Twenty-Four Preludes, op. 17. Ivory Classics 64405-71002, Philip 
Thomson. 

Bowen, Twenty-Four Preludes, op. 102. Selections, Hyperion CDA 66838, Stephen 
Hough. 

Chopin, Twenty-Four Preludes, op. 28. Deutsche Grammophone 415 836-2, Martha 
Argerich. 

Cui, Twenty-Five Preludes, op. 64. Marco Polo 8.223496, Jeffrey Biegel. 

Debussy, Preludes. London 452 022-2, Jean-Yves Thibaudet. 

Duckworth, The Time Curve Preludes. Lovely Music, Ltd. LCD 2031, Neely Bruce. 

Fischer, Ariadne Musica. Naxos 8.550964, Joseph Payne. 

Heller, Twenty-Four Preludes, op. 81. Marco Polo 8.223434, Jean Martin. 

Kapustin, Twenty-Four Preludes in Jazz Style, op. 53. Music Boheme CDBMR 
007149, Nikolai Kapustin. 

Meyer, Twenty-Four Preludes. ProViva ISPV 174 CD, Krzysztof Meyer. 

Ghana, Twenty-Four Preludes. Arion ARN 68091, Jean-Claude Pennetier. 

Rachmaninoff, Preludes. RCA Victor 60568-2-RG, Alexis Weissenberg. 

Scriabin, Twenty-Four Preludes, op. 11. Koch Schwann 3-1431-2, Anna Gourari. 

Shchedrin, Twenty-Four Preludes and Fugues. Melodiya 74321 36906 2, Rodion 
Shchedrin. 

Shostakovich, Twenty-Four Preludes and Fugues, op. 87. ECM New Series 437 189-2, 
Keith Jarrett. 

Shostakovich, Twenty-Four Preludes, op. 34. Olympia CCD 574, Colin Stone. 
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