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CHAPTER I
INTRODUCTION AND PROCEDURE

Introduction

Many studies have been made of various mspects of music
before 1900, but twentieth-century composers, forms, and
styles have not been examined to an equal extent.

The study of the twenty-four preludes of Shostskoviteh
has a three-fold significance. First, it deals with a body
of music litersture representing important aspects of twen-
tieth-century musie, Secondly, it is an original study since
no detalled amalysis of these preludes has been made. Very
little has been written about this collection of short pleces,
and no material is available along the line of a technical,
seientific analysis. Thirdly, our subject deals with a col-
lection of compositions written by one of the foremost 1iv-
ing composers of today, not only of Russia, but of the en-
tire musical world -- a man who 13 in the public eye at
present, snd in whose works the Soviet ideclogy is re-
flected,

Dmltri Shostekoviteh was born in St. Fetersburg, Russia,
on Beptember 25, 1906. Except for the fact that he 1s con-
sidered by many crities "to be the most amazing creative

1
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prodigy of our day,“l there is little about him of unusual
biographicsl interest.

He studied at the Leningrad Conservatory from 1919 to
1925, and left "after disclosing extraordinary precocious-
ness as 8 composer."2 His early works,'written between the
ages of fourteen and seventeen, were highly praised by the
critics, as was his First Symphony, which was composed at
the age of nineteen. After 1926, he became the leading com-
poser of the Soviet Union, but he came into conflict with
Soviet authorities in 1930 as a result of his satirieal opersa,
"The Nose." A more serious rift occurred in 1936 after his
opera, "Lady Macbeth of Mzensk," whieh the authorities con-
demned as being blatantly indecent.

Shostakoviteh completely redeemed himself with his
country with his Fifth Symphony, and his Seventh, which was
composed during the siege of Leningrad, The Russian people
regard him today as a nationel favorite. "He is the undis-
puted head of all musical enterprises,"® and has been elected
an honorary member of the Leningrad Soviet.

Though most of his speeches or erticles appear to deal

solely with music, they oftentimes reflect the ideology of

lpavig Ewen, Composers of Today, p, 259.

2David Ewen, The Book of Modern Composers, p. 377.

SVictor Seroff, Dmitri Shostakovitch, p. 7.
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the Soviet Union. Shostakoviteh says:

There can be no music without ideology. . . . Ve,
as revolutionists, have a different conception of
music from the old composers. Lenin himself said that
music is & means of unifying broad masses of people,
Not a leader of mssses, perhaps, but certainly an or-
ganlzing foree. ., . . Music has the power of stirring
emotions in those who listen to it. Not that the So-
viets are always joyous, or supposed to be. But good
music 1ifts and heartens and lightens people for work
and effort. It may be tragic, but 1t must be strong.
It is a vital weapon to the struggle. Because of this,
Sovlet muslc will probably develop along different
lines from eany the world haes ever known. (There must
be a change. We are llving in a new era, and histopz
has proved that every age creates its own language. )

A 1ist of Shostakoviteh' works, compiled by him for
Nicolas Slonlmsky, concludes with the Seventh Symphony,
op. 60. The preludes are listed as op. 34,5 placing them
about mid-way in his present career as a composer.

These twenty-four preludes were composed between Decem~
ber 30, 1932, and March 2, 1933, contrsry to a statement by
Slonimsky that "his best piano pieces are the twenty-four
preludes, written in all twenty-four keys and in one day."6

At the same time, he was working on his opera, "Lady
Macbeth of Mzensk."

Although the stylistic conclusions drewn in this study

are not intended to be e complete catalogue of Shostakovitch!

“Ewen, The Book of Modern Composers, pp. 379-380.

SNicolas Slonimsky, "Bmitri Dmitrievitch Shestakoviteh,"
Muslcal America, XXVIII (October, 1942), 443-444,

6Ewen, The Book of Modern Composers, p. 387.
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style in general, there are, nevertheleas, certain basic

elements of his style which oeccur in the preludes.

Procedure

In brief, the methed of procedure used in this study
was as follows:

1. Each prelude was studied separately, and special
features were noted, Brief conments were made on each style
element (rhythm, meter, meloedy, harmony, form, ete.). The
results of this study will be presented in Chapter IT in which
each prelude will be considered separately. Not only was
the score of each prelude exsmined in the greatest possible
detall, but each prelude was played as an auditory cheek
on the visual study.

2. There was a comparison made of each style element
fer all of the preludes (e. g., what seem to be the rhythmic
characteristics of the group of twénty-four). This material
will be presented in Chapter ITI, under topic headings of
each of the style elements,

3. From these steps, a synthesis of Shostakoviteh!
style, as far as the preludes are concerned, was derived,
The most outstending and the most frequently used character-
istics were the basis for the synthesis,

The edition of the preludes uszed in the analysis was
published by the Boston Music Company, Boston, Massachugetts.

All score references are to this edition.




CHAPTER II

ANALYSIS OF EACH PRELUDE

Frelude No. 1

Length 21 measures
Signature no sharpsor flats
Key € major

Meter C indicating 4/4
Texrpo Moderate mm J -69

Important aspects of style. -- The main features of Pre-

lude No. 1 is a continuous Bth note figure, which not only
creates and maintains the underlying rhythm of the entire
prelude, but is one of the meledic lines, and is important
for its contribution to the harmonic structure of the com-
position.

Rhythm, -- There are two rhythmical features in Prelude
No. 1. One is the continuous use of 8th notes in broken
chord or arpegglo figure. The other is g great variety of
freely used small rhythmic patterns., There are six tied
notes in the right hand and seven in the left. Those counted
in the left hand include ordinary octave bass tiesg for two
measures. The syncopation includes four ﬁJ.b figures, two
in the right hand, and two in the left; there are two unusual

syncopated figures (see Exs. 1 and 2%), But besides this

*The system used to identify an excerpt in the examples'
headlngs assumes the following form: No 1, m3. Such a heading
indicates that the excerpt was taken from Prelude 1, measure 3,

5
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No 1, m3 No 1, mls
Ly ¥ & ) . A
e e 2 F —
S -

Ex. 1. ~=- Syneopated figure. Ex. 2. -- Syncopabed figure.

variety of rhythmic figures there is one Ij—‘(measure 6), a
4;...;.. ij’(maasure 4), and one group of feur sixteenths,
The underlying rhythm of this prelude is regular, due to the
conslistent 8th note usage, but that same element creates a
flowing rhythm, with monotony excluded by the already de-~
seribed rhythmic elements.

Nelody. -~ The broad melodic content consists of three
slmost entirely independent voices, There is the broken
chord or arpegglo figure, mentioned under rhythm, which is
introduced first. The second melodic line which is scale-
wise and often chromatic is introduced on the last beast of
measure 2. These two melodic lines create a direct con-
trast. The third voice 1s introduced in the bass of measure
5 (fourth beat), and 1s sustained tomes, half notes or whole
notes. The voicing is not maintained separately; that is,
the broken chord figure is not always the low voice, ete.

There is excessive chromaticism used melodically, not
only in scalewise passages (see Ex. 3), but in angular
melodic passages (see Ex. 4). The melodies of this prelude
are fragmentary, but are clésely interwoven to create an
effeet of continuity. (The broken chord figure is low=

volce, then mlddle voice, then upper, in a movement subtle
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enough te make it appear as interwoven rather than voice

changing.)

No 1, m3 Ne 1, m5
b

e e,
(¥ "3 el o to 7 I # -
‘m“l i S Al O . 1 YL };’45

i E‘H_tj:':l_ o ¥

Ex, 3. -- Chromatic Ex. 4. -~ Angular

scalewlse passage. melodic passage.

Harmony. -~ The harmony of Prelude 1 contains mueh dis-
éonance, approached and left unconventionally. The composi-
tion starts with two measures of tonic chord, in the key of
C major (which is the signature of the composition), in
broken chord figures. 1In strict harmonic snalysis of the
broken chord flgures of measures three and four, there are
incomplete subdominant, deminant, submediant, and diminished-
seventh chords. From measure flve through the first two
beats of messure twelve, the feeling is largely atonal, due
to non-harmonic tones, accldentals, and the use of tone
clusters. The last two beats of measure twelve are tonic
in the key of D flat. Measure thirteen contains a one-oc-
tave arpeggio in D flat and one in E flat, MNeasure four-
teen contalns a one-octave arpeggio figure in the key of F
major for two beats, with octave C held in the bass through-
out. On the third best of the same mesasure, the composition
lapses into atonslity again, due to the use of scecidentals

and non~harmonic tones. This feeling remains predominant

s




8
until measure nineteen, the third beat, when a broken chord
figure in C major is used. Measure twenty contains a sub-
dominant second inversion chord, with B, D flat, and E flat
as non-harmonic p&ssing tones. The last measure, twenty-one,
is a € major chord.

Dlssonance. -- Throughout this study, in each discussion

of dissonant intervals, the scope is limited to harmonic in-
tervels. Only the conventionsl dissonant intervals ere charted.
The use of dissonance in Prelude 1 is guite extensive.

The dissonant intervals that have been charted are all used
similtanecusly. None of the cross relation dissonance has
been charted,

Major seconds -- seven

Augmented seconds -- two

Avgmented fourths -- filve

Diminished fifths -- two

Minor sevenths -- nine

Hpjor sevenths -- 8ix

Diminished octaves -- three

Augmented octaves -- three

Minor ninths -« nine

Mejor ninths -- nine

Augmented ninths -- two

There is hardly a messure without some dissonance,

end there are occasional messures where the dissonance 1is
very obvious (e. g., messure ten: three consecutive major
seconds; gb egainat g# as doubly sugmented octave). The
chord progressions sre unconventional and the modluations are
by elislon with no preparatiocn. The dissonances likewise
are not resolved conventionally, often being spproached and/or

left by a sklp. The dissonsnce i3 used melodically in
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chromatic scalewlse runs, and harmonically in non-harmonic
tones 1n the chords,

Since the last two messures contain sn inverted sub-
dominant chord going to a tonic, the prelude may be classi-
fied as ending in a variation of a plagal cadence.

The key hes been classified in C major and ell of the
modulations are to major keys. Any vague tonality has been
anelyzed as belng due to the presence of dissonance and non-
harmonic tones,

Tonallty. -- The tonsalities of this prelude have been
charted, showing five distinct key changes, and twelve measures

of vague tonality.

Messures Key
1-2 C mejor
B=4 C mejor
5-11 Atonsl
12 D flat msjor
13 D flat major
14 F major
156-19 vague tonslity
20-21 C major

Form. -~ The phrases in the composition are of neces-
sity short, due to the brevity of the prelude. They are ir-
regular in length and are not clearly defined. The composi-
tien 1is one long section, with the three voices moving con-
tinuously 1n one themastle problem. The unlty of the prelude
is due to the continuous use of the broken chord or srpeggilo

eighth note figure, because there is no thematic repetition.
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The variety comes from the scalewlse melodie figure con-
trasting with the one with skips. Prelude 1 does not fit
any of the conventloneal standard forms.

Contrapuntal characteristics, -- As has been mentioned

previously, the composition appears to have a horizontal
structure, rather than e verticsl one, consisting of two or
three melodic lines, moving independently. The imitation
is incidental, and free in style, There is no evidence of
cantus firmus or strict harmonic sequence,

Texture. ~-- The texture is relatively normsl, leasning
toward thinness due to the wide spacing of voice parts, and
to the fact that more often than not, there are but two
voices struck simultaneously.

liscellaneous olements of style. -- The virtuosity re-

quirement of Prelude 1 is not great, with no opportunity for
display. Mezzoforte is the loudest expresslon mark used,
diminlishing to pianissimo in measure twelve, and further

diminishing to ppp. The meed in general is quiet and placid.

Prelude Ne., 2

Iength «« 38 measures

Signature -- no sharps; A minor
Key -~ A minor

Meter ~-- 3/4

Tempo ~-- Allegretto, mm.J - 83

Important aspeets of style., -- The main elements of

style in Prelude Z are the use of a two measure rhythm pat-
tern, used almost continucusly throughout the prelude, and

extensive use of sixteenth notes in groups of four, both
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scalewise and in broken chords.

Ehythim. -~ Prelude 2 is quite rhythmic, caused by a
prominent left hand figure of two-measure length, consisting
of a quarter note, triplet, quarter note, and half note (see
Ex. 5). This combination is used six times, and the first
measure of the combination is used six times, all in the

left hand. There is one scalewlse run of seven sixteenth

No 2, ml-2
o+  f
Fa W | |
- 1 FT1.7 g
o i 7 ol
I ]
~ i

Ex, 5. ~- Regular rhythmic figure

notes to a beat, There 1s one + 94 combinatlion, and one of

/-7 . There are four instances of syncopation caused by a
rest on the beat, with the melody entering on the half-beat.
Two of these occur on the first beat of the measure, and the
other two on the second beat., Sixteenth notes are used ex-
tensively in groups of four in scalewise runs., There are
three four-note groups in the right hand, and two for the
left hand; there is one eight-note group for the right hand,
snd one for the left; one eleven~note group occurs in the
right hand, with the first sixteenth count being a 'rest;
there are four twelve-note groups for the right hand, and
one for the left, and a continuous sixteenth note run from

measure twenty-five, beat two, thréugh the flrst half-beat
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of measure thirty-six. There is one group of three (triplet)
in the left hand used agdinst two (?.b) in the right. There
are four instences of three notes (triplet) in the left hand
against four sixteenths in the rignt.

Melody. -~ The melody of the composition is homophonic,
being a single melodic line throughout, over a left-hand ac-
companiment. It consists largely of sealewise progressions
of chrometic figures., There 1s one diatoniec octave run, but
the other scalewise passages use chromaties, although not
conventionally or consistently. In every instance of a skip
in the progression, 1t is arpeggio or broken chord figures
within e given chord. There 1s never but one meleodie line,
exeept for gix doubled octaves, and one measure of & chro-

mgtle progresslion down, over s repeated note (see Ex. 6).

Ex. 6. -- Chromatic progression

There 13 cne melodic sequence (see Ex., 7) and ome complete

measure (measure sixteen) of consecutive seconds {see Ex. 8).

No 2, m9-10-11 No 2, mle

L |

, £EQE be thf o T L4 vahohe, by

1

1
4

"
[ Mgt

~ i1 Y
]

3
2

LY.

Ex. 7. -- Melodie sequence Ex, 8. -- Consecutive seconds
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Harmony. -- The composition begins and ends in A minor.
There 1s s four-measure introduction consisting of the two-
measure figure shown in Ex. 5. Measures five through sight
remain in A minor with the same left-hand sccompaniment., The
right hand of measure six containa a medlant seventh chord
with lowered fifth, over an incomplete supertonic chord with
raised third (example of mixed chord). This is the first
tendency toward remote tonallty. Measures nine, ten, and
eleven hgve been analyzed In C minor, but this tonality is
vague due to foreigﬁ tones, and no real chords, only arpeggio
figures. In measure eleven there is an enharmonic diminished
seventh of the domlnant in the key of C minor, followed by
an enharmonic apelling of the dominant seventh of the doﬁin
nant, which chord does not resolve. The enharmonlc spelling
1s the use of a g flat instead of f sharp. Measure twelve
consists of a C sharp minor broken chord figure in the right
hand with F non-harmeonic tone in the left hand resolving to
E. JMeasure thirteen 1s clearly A minor asgain. Measure four-
teen, in strict analysis, conslists of a B flat minor eleventh
chord with the eleventh raised, simpler called B flat minor
with e natural as a foreign tone., In this measure, the
right hand 1s a scalewlse run, which does not alleviate the
problem of analysis, Hsasﬁre fifteen 1s clearly B minor,
From measure sixteen through measure twenty, the tonality and

harmony are qulte obviously C mejor. There are three chromatic

A DA = s M, i, St . BT A Wk s
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scalewlise runs used during these messures and a tone ocluster
in measure eighteen, but they do not destroy the tonality.
Measures twenty-one through twenty-five have been analyzed
thus: Neapolitan 6 of D, B minor, F major, E flat major,
dominant seventh of E flat major, V7 over IV of F major
(mixed chord), and an F major chord with the sixth added.
But throughout the four measures, there are many non-harmonic
tones, which tend to destroy tonality, as does the progres-
sion of the chords themselves. The composition has been an-
alyzed as being in A minor from measure twenty-five through
the clesling measure, thirty-eight, But no messure is con-
sistently and conventionally harmonic, because of foreign
tones, and excess chromaticism, From measure twenty-eight
through measure thirty-three, the broken chord figures in
the right hand set up the tonality. The left hand of measures
twenty-eight and twenty-nine is a descending scalewise pas-
sage, while from measure thirty through thirty-three, the
two-measure introductory pattern illustrated-at the begin-
ning of this snalysis, is used. Measures thirty-four and
thirty-five are a long ascending chromatic run over a Nes-
polltan sixth chord. The cadence 1is not conventional.
Measure thirty-seven consists of a V117 ehord built on C
with a non-harmonic F passing to non~harmonic E natural.
The last measure 1s A minor, toniec.

Dissonance. -- As can be seen by the chart of dissonance,

there 1s extensive use, all of which is unprepared and unre-

solved,
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Ma Jor seconds -- three
Augmented seconds -- sgeven
Augmented fourths -~ eleven
Diminished fifths -~ thirteen
Minor sevenths -- twenty-three
Major sevenths -- twenty
Diminished sevenths -- nine
Augmented octaves -- twelve
Diminished octaves -- five
Minor ninths -~ eleven

Major minths -- twenty-six
Augmented ninths ~- twelve

Tonality. -- While the majority of measures are easily
ldentified as being a triad, or four-toned chord, it is the
unconventional progression, and abrupt key changes that ac-

count for the vague tonality.

Measures Rey

1-8 A minor

9-11 C minor

i2 C sharp minor

13 A minor

14 B flat minor

15 B mineor

1620 C major

21 Neapolitan sixth of D
22 B minor

23 F major, E flat major
24 E flat major, F major
25-38 A minor

Form. -- The phrases of Prelude 2 are short, being two
mesasures in length, from the beginning through measure twenty-
four. Then there is a long phrase from measure twenty-five
through mesaure thirty-six, the last two bars being a minia-
ture codetta., The phrase juncture ls comperatively clesar.

There are two sections: measures one through twenty-

four, and measures twenty-five through thirty-eight, The
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contrast in the prelude comes from the fragmentary phrases
of the first section, as opposed to the long continuous
phrase-line of section two., The primary element of unifica-
tion in the prelude 18 the two-measure phrase shown in Ex. 5.
This prelude does not fit the pattern of any of the standard
forms.

Contrapuntal characteristics., -- There is no use of

counterpoint in this prelude. It is homophonic throughout.

Texture., -- The texture is normsl, with a tendency to-
ward thinness, due to widely spaced voice perts, end due %o
the fact that for the most part, there are only two tones
struck slmultanecusly.

Miscellaneous slements of style. -- The only virtuosity

problem in this composition is that of speed. The theoretiecal
tempo 1s not extremely fast, but the extensive use of six-
teenth notes creates rapldity.

The composition opens plano, slternating from that
volume to megzzo~forte till a crescendo to forte (messure six-
teen} and fortissimo in measure twenty. The dynamics con-
tinue to grow to fff in measure twenty-five. The diminuendo
begins in measure twenty-seven and continues for the dura-

tion of the prelude, which ends pilsano.

i+ e e mamain bnmne L A S £ o e e WL MR dmnE MR L s e o mese s - AL TR e e A Rt A M S
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Prelude No, 3

Length -~ 36 measures
Signature -~ one sharp

Key -- G major

Meter -- (¢-4/4 J
Tempo -- Andente -- mmse - 88

Important aspects of style. -- There are two important

styllistic elements In this prelude. One is the consistent
use of eighth notes throughout, asnd the other 1s the very
homophoniec melody.

Rhythm, ~-- The rhythm of Prelude No. 3 1s very flowing
and regular through measure twelve, with eighth notes in
broken chord er arpegglo form being used almost continuously
tc give the composition a gentle rocking motion. In measure
thirteen, sixteenth notes are introduced gnd occur in a
group of two on the lagt half of the first and third beats
for three measures. These three measures are almost a
rhythmic sequence {see Ex, 9). They are sequential in

pattern if not in notes. There is another rhythmic sequence

No 3, m 13-14-15

; + e . Vi + )
\_5-1'—‘-‘!-*':1‘:!'&1 +3¥edt, T | +T . A
il 1 1 asl Fd
: ~—1 T, L4 W
0 = ) 1
-

Ex. 9. -- Rhythmic sequence

in the left hand of measures eighteen and nineteen, and in
the right hand of measures twenty-one and twenty-two. In

measure twenty-seven, there 1s an abrupt change from the

o ot oies Ao e i s e Pk it ol e b S A B, P B+ A, S G AP S ol
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placid quality of the composition with a fortissimo pas-
sage (see Ex, 10). There are ten notes tied zcross the bar
in the right hand and seven in the left hand, This tends to
break the regularity of the beat and make the composition
more flowing. Other than these, there is syncopation in the
right hend of measures five (the alto voice), thirty, and
thirty-three, and in the left hand measures sixteen, thirty-
one, and thirty-two.

No 3, m 27-28

W A et o e o o e wm

r
£ ¥ 3
- ]J /\
N ot
715 3 1T 17 1T PP 11
= H—e—o—ss—r—4
[ %)
% i
g;g;-'p_[g_,_. A 0T
[}
1 i ] X
W) o I
[o— R v
3 3

Ex. 10. -- Sudden fortissimo passage

Melody. =-- The melody of this composition is clear from
the very beglnning, and remsins distinguishable through meas-
ure [ifteen. Up te this peint, the composition is a one-line
melody, sometimes alone and sometimes with an alto voice,
with a broken chord left-hand sccompsniment. But with
measure sixteen, the left and right hends move independently
in a contrapuntal style. There 1s a melodic sequence in the
left hand, measures eighteen and nineteen, snd the right

hend of measures twenty-one and twenty-two. Abruptly at the
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beginning of measure twenty-three, the composition returns
to homophonic style, but the volces move independently again
in measures thirty through the second beat of measure thirty-
four. The melody is diatonie, with angulsr (arpeggio or
broken chord) movement.

Harmony. -~ The harmonic structure 1s based on triads
and seventh chords. It begins in the key of G msjor and re-
mains there for three measures, and then modulates to C ma-
Jor in measure four through the IV first inversion.

Measures seven snd elight are in C minor, returning to C major
for measure eight, and the first half of meassure nine. Then
the key changes every two beats for one and a half measures,
using E flat first inversion, G flat first inversion, and F
first inversion. The keys are not sequential, but the chords
are. In measures twelve and thirteen the composition returns
to C major with mixed chords, dominant seventh over tonic

in measure twelve, Measures fourteen and fifteen contain

in the right hand an arpeggio figure of A minor tonie First
inversion, G major first inversion, and P sharp major first
inversion over non-harmonic tones in the left hand. In
measures sixteen through nineteen, the key feeling is vague.
Since there are only two independent voices, any chord is
incomplete and cgused by convergence of melodic lines.
Measure twenty is plainly A flat major with esdded gixth, in

second inverted position. Then there is vague tonality for
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two more measures, lapsing into complete atonality in
megsures twenty-three and twenty-four. This atonallty 1s
ceused by the use of many minor seconds and major sevenths.
But without any preparation the composition returns to G
mgjor for two measures, Measures twenty-seven and twenty-
eight are atonal, conslsting of E flat against E natural
(see Ex., 10). On the second beat of measure twenty-nine there
is a full C sharp minor chord, but measures thirty, thirty-
one, and thirty-two are vague agsin in tonallty. Measures
thirty-three and thirty-four have a feeling for @ mejor and
on the last beat of measure thirty-four there is a dominant
seventh chord in G msjor going to a tonle chord with added
sixth. The right hand 1s held for two measures,while the
left hend ascends in arpeggio form on an E flat ninth chord
(the only ninth chord in the composition), resolving in
meagsure thirty-six to G major, 1n which key the composition

ends,

Dissonance..-- The dissonant intervals in Prelude 32

show the use of more major ninths than any of the others,
but that almost all of the dissonant intervals have been used

somewhsat.

Auvgmented unison -- two
Minor second -~ four
Major seeond -- four
Augmented second ~-- one
Augmented fourth -« ten
Diminished fifth -- nine
Minor seventh -- nineteen
Major seventh -~ eight
Diminished octave -- five
Augmented octave -~ ten
Minor ninth -- eight
Major ninth -~ thirty
Augmented ninth -- three
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Tonalify. -- The tonality for the most part is major,
there being three entrances into minor keys, as compared to

twelve key changes in major.

Measures Key
1-3 G mgjor
4-6 C major
7-8 ¢ minor
2 C masjor
10 E flat major
11 G flat major, F major
12-13 C major
14-19 Vague tonality
20 A flat major
21-24 Vague tonality
25-26 G major
27-28 Atonal
29 € sharp minor
30-32 Vague tonslity
33-34 @ major

Form. -- The phrages are fairly short in length, rang-
Ing from two to four measures in length, as wouid be expected
from the brevity of the composition, There 1s no preparation
in going from one sectlon to another, either melodically or
harmonlically. The composition is in three sections, and
the divisions‘occur after measure flfteen and measure twenty-
four, 30 the sections are not equal in length. The decisions
have been made from homophonic, to contrapuntal, and baek
to homophonic.

Contrapuntal characteristies, -- There 13 g seven-

measure section from measure sixteen through measure twenty-
two 1n which the two voices move independently, both rhythmic-
ally and melodically. The counterpoint is free, with no
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evidence of cantus firamms or imitatilon.

Texture. -- The texture of the composition is thin, due
in the main to the fact that there are rarely more than
three tones played slmultaneously, and for the most part
only two. Part of the time the voices are widely spread.

Miscellaneous elements of style. -- There is no oppor-

tunity for display of virtuosity. The composition is not
difficult in any technieal problem, There are five dynamics
markings up to measure twenty-seven, snd these range only
from plenissimo to mezzeo-forte. Then suddenly mensures
twenty-seven and twenty-eight are marked fff, with a grad-
ual diminuendo following to the close of the composition.

The mood in general is quite placid and peaceful,

Prelude No, 4

Iength -- 34 measures
Signature -- cne sharp
Key -- E minor
Meter -- 5/4 measures 1-13

4/4 measure 14

5/4 measures 15-34
Tempo -~ Moderato -- mm J -84

Importent aspects of style. -- The main feature of

Prelude 4 1s that 1t is a strict three-voice fugue, the only
one in the entire group of preludes,

Rhythm. -- The rhythm of Prelude No. 4 is flowing, but
vague and irregular, not only because of the unusual meter,
but alsgo because of much syncopation end the extreme use of

tied notes across the bar. There are ten cases of tied notes
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across the bar in the left hand, and ten in the right hand.
There sre six measures wlth syncopation in the left hand and
four in the right hand. TUp to the third beat of mes sure
twenty-six, there are no combinstions of notes used other
then halves, quarters, eighths, and dotted quarters and
elghths. There are sixteenth notes used in measures twenty-
8lx and twenty-seven, but none after that. This compesition
would not be classed as being exceedingly rhythmic, yet it
i1s difficult in that there is oftentimes a different rhythm
pettern occurring in each volce; that 1s, much rhythmic in-
derendence. |

Melody. -~ The melody of this composition is the theme
of & strict three-voice fugue (see Ex. 11). The theme is
five measures long, snd it is diatonic. The last three
measures ere sequentiasl both melodically and rhythmically.

The theme occurs six times during the prelude. There 1is
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Ex, 1ll. -- Theme of fugue

less chromaticism in this prelude then in any anslyzed pre-
viously. There are one E flat, one F natural, and two a
flats used in measure twenty-seven, and one E flat, and onse

A flat used in measure twenty-eight.
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Contrapuntal cheracteristies. -~ The prelude opens in

the key of E minor (normal minor) with the five-bar theme
In the tenor, entering a fifth higher the second time 1in the
soprano. Unlike most classical fugues, the second appearance
of the theme is not in the key of the dominant, but in the
relative major key -- G. After a one-measurs transition,
the theme appears for the third time in the bass, back again
in E minor. Following this entrance of the theme, there is
a three-measure interlude and the theme recurs, beginning on
the treble third space ¢. This theme may elther be in the
key of E minor (normal), and begin on the sixth degree of
the scale, or in G mejor, entering on the subdominant.
Since the themes have previously begun on the tonie of what-
ever key they were in, at first glance one would think this
entrance to be in € major, but it cannot be, because of the
F sharp in the signature. After snother one-messure transi-
tion, the theme occurs in the bass in G mgjor, beginning on
the tonic, then another three-measure interlude and the final
entrance of the theme in E minor in the gopranc, after which
ﬁhere is a two-measure close, and the composition ends in
E minor.

Harmony. -- It would be next to impossible to analyze
the composition hermonically, because the harmonic structure
is created only by the convergence of melodie lines, 1In

meny cases, there are only two tones struck simlteaneously,
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creating an incomplete chord, and what chords have three
tones usually contain a foreign tone.

Dissonence., -- Meny of the dissonant intervals are not

used at all in this prelude, because of the extreme lack of
chromaticism which has been noted earlier in the analysis,

The minor seventh and major ninth prevail more than any of

the others.
Minor second -- one
Mo jor second ~- two
Aygmented fourth -- one

Diminished fifth -- elght

Minor seventh -- forty-one

Major seventh -~- thirteen

Minor ninth «- eight

Major ninth -~ thirty-four

Tonality. -~ The tonality of the composgition has been

seen as changing back and forth from E minor to G major.
The chenges are not ms obvious as the usual transition from
major to minor, because the normal minor, which is so nearly
like the major, 1s used. The question arose during the an-
alysls as to the possibility of the composition's being modal,

becsuse minor without raised seventh sounds modal,

Measure Key
1-5 E minor
6-9 G major
10-16 E minor
17-21 E minor, or G major
22-28 G major
29-34 E minor

Form, -- The form 1s fugal, with the themstic phrases

being five measures In length, and the transitional passages
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varying between one measure and three measures in length.
The phrase juncture is quite clear, since it is obvious te
determine where the fugel theme begins and ends.

Texture. -- The texture of this prelude is normal with
a tendency toward thinness from widely separated voice
parts, and from the fact that for the most part there are
only two or three tones struck simultaneously.

lilscellaneous elements of style. -=- There is little

evidence of brilliance or opportunity for display in this
fugue. The difficulty will be in bringing out the theme,
and in handling correctly the irregular meter of 5/4.

The dynemics grow from piano in measure one to forte in
measure nine, suddenly diminishing to pilano in measure ten.
There l1s no change until a mezzo-forte in megsure fourteen,
diminishing to piano in measure seventeen. Then the prelude
grows to forte In measure twenty-one with another sudden
diminuendo to plano in measure twenty-two. With another
crescendo, the prelude reaches fortissimo in messure twenty-
seven, dropplng for the third time to pilasne in the next

measure, where 1t remeins to the close.

Prelude No. 5

ILength -- 21 measures
Signature ~- two sharps
Key «- D major
Meter -- (0~4/4 measures 1-17
3/4 measure 18
C~4/4 measures 19-21
Tempo -- Allegro vivace, mm J - 200

s
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Important aspects of style. -- The tempo and the continu-

ous use of sixteenth notes are two main features ln this
prelude, plus the fact that it modulates twenty-four times
in twenty-one measures.

Rpnythm, -- This prelude is short in length, and seems
doubly short because of the extreme rapid tempo. The rhythm
is quite regular. There are no tiled notes across the bar
line and no syncopation. The right hend is composed of six-
teenth notes running continuocusly, up to the two-beat ca-
dence in the last measure. The rhythm is felt more promi-
nently in the left hand, where staccato eighth notes are
used on the beat, sccented, but in varied patterns (e. g.,
megsures six ff.).

kielody. -- The right hand of this composition is all
melody, but without any melodie unity or theme, It pro-
gresses scalewlse for the most part, either diatonlcally or
ghromatically. There are fragmentary melodic bits in the
left hand, but it still meintains the aspect of an sccompani-
ment, and doesn't assume any contrapuntal tendency. There
is both a rhythmic and melodic seguence in the left hand be-
ginning with the last half of the third beat of measure six
and continuing through the second beat of measure nineteen
(see Ex. 12). The last group of notes uses the octave in-
stead of the vnison. This same pattern {using the occtave)
1s used in sequence in measures twelve, thirteen, fourteen,

and fifteen,

b b
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Ex, 12, ~~ Rhythmic énd melodiec sequence

Harmony. -- Although there are only two groups of chords
in the entire prelude, one group of three chords {(mesasure
seventeen) and one of two chords (measure twenty-one), there
is a harmonlc feeling to the composition caused by its
rapldity. The key changes are frequent, occurring almost
every measure, and sometimes oftener, without any prepara-
tory modulation. The first measure is tonic in D major,
the second measure first beat is E flat mejor tonic followed
by & two-meamsure atonsl pessage. Then the key changes every
two beats, thus: D major with added sixth, C major, G major,
E minor, and ¢ minor {melodic). From there the composition
goes 0 O major for a measure end a half, using the follow-
ing chords: IV, V7 first inversion, I and III, The next
measure and a half are atonal, followed by another passage
in which the key changes every two beats: B major, C major,
A minor, G mejor, F major, G major, C major, V7 first in-
version, C major, E flaet major, V7 (b natural agsinst b flat)
and E flat major. The next measure and s half are atonal fol-
lowed by a measure of C minor (melodic) for two beats, and a

mixed V over I chord for two beats. Measure seventeen is in
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B flat minor, and measure eighteen changes key feeling every
beat; E minor, G sharp minor, D minor, and F sharp minor.
Measures nlneteen and twenty are bitonal if the clefs are an-
alyzed separately, with the right hand being in the key of D
major and the left in D flat, This prelude has a conven-
tlonal perfect cadence going from V7 to I, The bases of the
chord structure in this prelude are triads. There are only
two seventh chords, two V7's, and only one case of mixed
chords,

Digssonance. -- There are fewser dlssonant intervals used

in thie prelude than eny analyzed thus far. This is due to
the fact that, for the most part, there is only one tone
gtruck at a time.

Augmented fourths -- three

Diminished fifths -- one.

Minor sevenths -- ten

Major sevenths -- szeven

Diminished octaves -- one

Augmented octaves ~- two

Minor ninths -- six

Major ninths -- eleven

Tonality. -- The tonallty of this prelude changes twenty-

gseven times in twenty-one measures; so there is not much to
discuss about 1t, except to emphasize this very extreme
treatment of tonallty. There are no modal passages. The
tonallity isobscured in the sbonal passages by many acciden-

tals, and extensive use of non-harmonic tones.
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Megsure Key
1 L major
2 E fiat major
3 Atonal
4 D major
5 C major, G major
6 E minor, C minor
7-8 C major
9 ‘ Atonal
10 B major, ¢ major
11 A minor, G major
12 F major, G major
13 C major
14 E flat major
15 Atonal
16 C minor melodic
17 B flat minor
18 E minor, G sharp minor,
Dminor, F sherp minor
19-20 Bitonal, D major®
at major
21 D major

Form, -- The composition appears to be all in one sec-
tion., The little sequences in the left hand might be snalyzed
as very short phrases, but again the extreme speed of the com-
position, and its brevity, tend to make it one unit. It
does‘not fit sny of the conventional form patterns.

Contrapuntal cheracteristics. -~ There is no use of

eounterpoint at all in this prelude.
Texture. -- The texture, from examining the score,

looks thin, but it does not sound so, beceuse of the closely

woven right hand,

*In the charts of tonality, where there is mixed
tonality, the example has been written thus: D major.
at major
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M¥scellaneous elements of style. -~ This prelude is more

difficult to play than any asnalyzed thus far, because, again,
of its speed, which would give any performer ample oppor-
tunity to display his virtuosity, if only for a fleeting mo-
ment, It starte forte and is not marked anything else un-
til 2 diminuendo is marked in measure eleven, followed by a
crescendo in messure thirteen, back to fortissime in measure
fifteen. A diminuendo on the last beat of that measure and
plano in measure sixteen are the most sudden dynamic changes
in the prelude, Measure seventeen crescendces to forte amd
grows to fortlssimo to end the composition, The general mood

of the composition 1s gay and bright.

Preliude No.6

length ~- 58 messures
Signature -~ 2 sharps
Key -~ B minor
Meter -- 2/4 measures 1-47
3/4 measure 48
2/4 measure 49 -
3/4 measure 50
2/4 measures 51-58
Tempo ~- Allegretto, mm. - 116

Important &aspects of style. -- Extensive use of rests

1s one aspect of style in this prelude. The other is the
great amount of dissonsnce, due to polychordal and bitonal
writing.

Rhythm. -~ The upper rhythms of this composition are
less regular than any of the preludes analyzed this far, An

extensive use of rests gives the composition a "jerky"
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feeling -- since the rests are not used consistently on any
beat of the measure. There are seventeen Quarter rests used
in the right hand, eight on the first beat of the measure and
nine on the second beat. There are eighteen quarter vests
used in the left hand, four on the first beat and fourteen
on the second. There are extenslive eighth note rests used
as follows: 1n the right hand, nine on the first half of
the first beat of the measure, twenty on the second half of
the first beat, six on the first half of the second beat and
eleven on the second half of the second beat. 1In the left
hand, there are six (eighth rests) occurring on the first
half of the firat beat, seven on the second half of the
first veat, and fourteen on the last half of the second best.
There are five sixteenth rests used 1n the right hend, all on
the first first half of the second beat.

There are two or:j figures, five }’ 7 -h figures, three a,:f,:j
figures, six jj?.figures, all in the right hand., There are
five ij? figures, and eight Jiﬁ figures in the left hand.
Beginﬂing with measure forty-eight, there is a messure of 3/4
then one of 2/4 for two groups. This also disturbs the
metrical unity. There is a rhythmic sequence of the pattern
of measures thirty-three through thirty-seven (see Ex. 13),
repeated in measures thirty-seven through forty-one, and
measures forty-four through forty-eight. A slight variation
is that the * figure of the illustrated pattern is in the

left hand of megsure forty-seven (third group of the seguence).
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There is only one instance of syncopation, and that is in

the right hand of measure fifty with 3/4}.!.

No 6, m 33-37
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Ex. 13. -- First pattern of rhythmic sequence

Melody. -- The melodle content of Prelude No. 6 is highly
varled. The whole composition seems to be based on rhythuic
figures rather than melodic figures, There is little thematic
material, but the fragmentaty melodies are in the right hand
up to measure thirty-three; where the left hand assumes the
leed. This section continues to the laust beat of measure
forty-one where both volces move independently melodically.

In meassure fifty, the right hend scquires the melody to the
conclusion of the composition., There are two brief melodic
sequences, which are strict rhythmic sequences, and not striet
melodic sequences. One occurs in the right hand of measures
twenty-two, twenty-three, and twenty-four, and is repested

in measures twenty-five and twenty-six (see Ex. 14). The
second melodic sequence occurs in the left hand of measures
thirty-three through thirty-seven, and thirty-seven through
forty-one (see Ex. 15).




54

No 6, m 22-26
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Ex, 14, -- Rhythmic and melodic sequence

No 6, m 33-41

A J RN
1

Ll

rd
e 4
M

i
!

VO
He + vo

"

—

e
N
F
™1
"
4+
437

+

wli
M-
|

Ex. 15. -- Melodic sequence

Harmony. -- This prelude is almost entirely bitonal.
In the first ansalysis the tonality was very vague, because
of the use of so many foreign tones, but when anslyzed hands
separately, two dlstinct tonalities were obvious. The com-
position copens on the dominant of B minor, in which key the
composition has been labelled, solely because it ends there.
Measure two is in A minor with added lowered sixth., Measure
three is G minor over B flat major, Measures four, five,
end six are B minor. Then the chsnge of keys begins to over-
lap. Measures ten through twelve, right hand, are ¢ minor
with B minor continuing in the bass throughout messure four-
teen. The right hand is in ¢ major from meamsure thirteen
through measure fifteen, while measures fifteen and sixteen,

left hand, are the dominant seventh of the key of A flast major.
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Measures sixteen and seventeen are B major over dominant of
D major., Measures eighteen and nineteen are C minor over =
resting left hand., Measure twenty is dominant thirteénth of
B flat major going in messure twenty-one to B minor. Measures
ftwenty-two through twenty-six are atonal in the right hand
over G major in the bass: tonie, V7 second inversion, III7
with raised third, and suddenly into B flat major in messure
twenty-seven and D minoer in measures twenty-eight, twenty-
nine, and thirty, Messure thirty starts an astonal figure in
the right hand, and measures thirty-one through thirty-three
are an inverted filgure of measures twenty and twenty-one (see

Ex. 16}. PFollowing messures thirty-four and thirty-five, in

No &6, m 20-22, 31-33
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Ex, 16, -- Figure inverted

G major, there 1s an atonal passage from measure thirty-six
to measure forty-eight, using three different groups of

"spread" tone clusters® (see Ex. 17). The last half of

*The phrase, "spread" tone cluster, has been used to de-
fine or explain a chord which contains the notes of & tone-
cluster (C sharp, d, e, e natural, f, etc.), but in which
the netes are not In adjescent position.)
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measure forty-elght and measure fortj—nine are the same B
flat mejor to B minor progression which has been 1llustrated
(see Ex. 16}, From measure forty-nine through the close of
the composition, the key remasins B minor, or more nearly
that than snything else. Measures forty-nine and fifty are
B minor tonie. In measure flfty there is an E shorp, G nat-
ural figure in the left hand used agalnst D-F sharp in the

right hend, meking snother "spread" tone cluster (see Ex. 17).

No 6, m 36, 38, 40, 50
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Ex. 17. -- Spread tone clusters

This 1llustrated left-hand figure is used on the last half
of the last beat of every messure from measgsure fifty through
measure fifty-four, Measure fifty-one is still B minor tonic
with lowered seventh and measure fifty-two 1s tonie. Measure
fifty-three is mediant, and measure fifty-four is subdominant
seventh over tonic (mixed chord). Measure fifty-five is
atonael, returning to B minor tonic in measure fifty-six, and
remaining B minor tonic through the remaining two measures

of the composition.

Dissonance. ~- The extreme dlssonance of this prelude
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is caused by the use of polychordal or bitonal writlng.

Msjor seconds -- seven
Augmented seconds -- one
Diminished fourths -- one
Augmented fourths -- nine
Diminished fifths -- eleven
Diminished sevenths -- five
Minor sevenths -- thirty-two
Major sevenths -~ twenty-seven
Diminished octeve -- seven
Doubly-diminished octave -~ one
Augmented octave -~ nine

Minor ninth ~-- fifteen

Major ninth -- fifteen

Ton&liﬁg. -- As was discussed in the topic on harmony,
there 1s extensive bitonality in this prelude,

Measures Key
1 B minor
2 A minor
3 G minor
B Tiat minor
4B B minor
7-9 G major
minor
10-312 ¢ minor
B minor

13-14 G major
mlnor
15 G major
V7 a% K flat mejor
16=-17 B major
o ma jor

18-19 ) ¢ minor
20 Vi3 of B flat major
21 B minor
22-26 Atonal
G major
27 B flat major
28«30 D minor
30 Atonal
3l V1% of B flat major
52-33 B minor
34-38 G major
56~48 Atoneal

49-58 B minor
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Form. -~- The phrases are irregulser in length, and no?
clear as to where they end or begin, This is partially
caused by overlapping phrases between the c¢lefs, Except for
the few short sequences, there is little unity to this pre-
lude. It does not fall into eny conventional form,

Contrapuntal charscteristics, -- There 1s no ecounter-~

point used in this prelude.

Texture. -- While the texture 1s not thick, it 1s fuller
than most of the preludes snalyzed thus far, because of the
use of chords instead of single meledlc lines,

HMiscellaneous elements of style. -- The virtuosity prob-

lem of this prelude is not great, With the exception of one
passage marked plano in messure slx, the composition ranges
from mezzoforte to fortlssimo, almogt entirely forte to
fortissimo. The first measure is marked "marcetissimo,"”

and the astyle of the whole composition is marked, and martial

in nmood.

Prelude No, 7

Length -~ 27 measures

Signature -~ 3 sharps

Key -~ A major

Meter -- 3/4 measures 1-18
2/4 measures 19-20
3/4 measures 21-27

Tempo -- Andante, mm, , -- 96

Important aspects of style. -- The featured material of

this prelude is the flowing left-hand meledy, and a rhythmie

gnd melodlec sequence which is used ten times,
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Rhythm, -- This prelude does not follow any consistent
rhythm pattern, as do some of the preludes. There are six
tied notes scross the bar in the melody line of the left
hend snd one In the right hand, and a change of meter to
dlsturb the pulse of the composition. Although there are
quite a number of rests used, they are not placed or used in
a way to upset the meter or rhythm pattern, but rather to ae-
centuate the beat, being used in the accompaniment to make
it more marked. The rhythm between the hands is quite con-
trasting. The left hand is legato and flowlng, while the
right hand is marcato. There 1s a rhythmic sequence in
measures twenty-one and twenty-two. In the last five meas-
ures of the composition, there sre repeated staccato eighth
notes on A in the treble staff as a sort of organ point or
ground bass. )

Melody. -- The melody of the composition lies in the
left hand, and 1s quite flowing. There is a rhythmic and
melodic sequence of four sixteenths followed by a long note
(either a helf, dotted quarter, or quarter) used ten times,
In meesures thirteen through sixteen, the melody is in the
right hand and the sixteenth-note figure 1s used once.
Measure fifteen is a series of three minor thirds, moving
upward, and measure sixteen 1s a group of three msjor thirds.
The melody moves in an angular fashion, except for the six-
teenth-note figures, which are scalewise.

Hermony. -- This prelude is more nearly atonal than any
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of the preludes anslyzed so far, The first four measures are
easlly ensglyzed in A major, but meassures five and six are
atonal. Measure seven ias an A flat mejor chord:; measurs
eight is 2 G minor triad with added D flat, with s "spresd"
tone cluster in the right hand (see Ex. 18). MNeasure nine
is an F mgjor chord wlth added sixth; measure ten, D flat
major seventh chord; measure eleven, s C flat msjor chord
with F as a foreign tone. Measure twelve is atonal with a
"spread" tone cluster in the right hand (see Ex. 19).
Measure thirteen is C minor, measures fourteen and fifteen
are B flat minor, and measure sixteen is a V7 on E flat

going into A mejor agaln in measure seventeen. There 1s a

No 7, m 8 Ne 7, m 12
4 ) AR e —
v 5\, ' :1 i'l.'n [
1\).}*—5-#: 7o+ - i
o e
2

Ex., 18. -- Spread tone cluster Ex, 19, -- Spread tone cluster

harmonic sequence from measures seventeen gnd eighteen to
measures nineteen and twenty, The left hand plsys alone in
measures twenty-one and twenty-two, with measure twenty-one
being in B flat major, and twenty-two in E flat major.
Measures twenty-three and twenty-four are bitonal -- A msjor

in the right hand with the left hand atonal, going into A
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major in measure twenty~-five. There are B flat and B natural
as foreign tones in measure twenty-six, and the composition
ends in A major in a tonle chord with the third omitted.
The chords are almost all triads, but the chord progression
is aenything but econventional, changing keys suddenly every
measure or second megsure,

Dissonance. --

Diminished fourth --four
Augnmented fourth -- six
Diminished fifth -- nine
Augmented fifth -- three
Diminished seventh -~ two
Mlnor seventh -- twenty
Major seventh -- eleven
Diminlished occtave -~ seven
Augmented octave -- two
Minor ninth -- twelve
Major ninth -- eleven

Tonality. -- The tonality 1s vague due to frequent modu-

lation and excessive use of forelgn tones end acecldentals.

Measure Xey
1-4 A major
5-6 Atonal
7 A flat msjor
8 G minor (added D flat)
9 P major
10 D flat major seventh
11 C flat major
12 Atonsl
13 C minor
14-15 B flat minor
16 V7?7 on E flat
17-18 A masjor
16-20 A minor
21 B flat major
2e E flat major

03-24 A major
Atons

25-27 A major
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Form, -- The composition seems to be divided into three
sections: measures one through twelve, measures thirteen
through sixteen (where the melody is in the right hand), and
measures Seventeen through twenty-seven. So the phrases are
of unequal length. Thelr juncture is quite clear, as an-
alyzed, changing where the melody changes hands,

Contrapuntal characteristics. -- There ls no use of

counterpoint,
Texture, -~ The texture is normal throughout.

Miscelleneous elements of style, -~ The composition is

not difficult to perform. The dynemics range from pilano to
mezzo-forte, with frequent expressivo marks, The mood 1s
paradoxical, with the melody being fluid, snd the accompani-

ment choppy.

Prelude No. 8

length -- 42 measures

Signature -- 3 sharps

Key -~ F sharp minor

Meter -- 2/4 ,

Tempo ~- Allegretto -- mm, » -~ 96

Important a spects of style. -- The percussive rhythm

with 1ts meny varied rhythm patterns is the outstanding ele-
ment of style in this preluds.

Rhythm, -~ Prelude No. 8 is quite percussive rhythmic-
ally, having a definite beat, felt continuously throughout
the composition, but the rhythmic patterns are not regularly

repeated anywhere in the composition. Perhaps one element
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of the rhythm is the frequent, almost contlnuous use of stac-
cato, in one hand or the other, or both. There is only one
Instance of syncopation in the left hand, measure thirty-
four, .H .h, and one in the right hand, measure four, .h.l .b .
The only dotted figures used in the left hand are three con-
secutive . P (measures thirty-one, thirty-two, thirty-three).
There are nine If? figures used in the right hand, and two
F) figures used in the right hand. There are thirteen

fffi figures used 1in the right hand and one in the left.
There are six j? figures used in the left hand and one in
the right,

Melody. ~- The melody of the composition is a single
line in the right hand. It iz quite dissonant and angular
in movement. As g melody, it is relatlvely unimportent.
There are no sequential patterns of any kind to give it
unity, and it has little, if any, continulty. Throughout it
is fragmentary.

Hermony. -- This prelude was one of the most dlfficult
to analyze harmonically of any that have been done., From
the very filrst meassure, forelgn tones and non-harmeniec notes
obscure the tonality. The composition opens with a two-
measure single-line rhythmic figure in the bass, The first
two notes are F sharp, but there 1s not in the two measures
a complete F sharp minor chord, there heing no A used (see

Ex. 20). Measures three and four are normal minor, going to
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B élat minor in measure five, The first beat of measure six
is a V7 on ¢, but there are foreign tones on beat two to de~
stroy any key feeling. There are cross relations in this

meagure of C natural, C sharp, E natural against D sharp,

No 8, m 1-2
4 d
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Ex., 20. -~ Incomplete tonic chord

and B flat against B natural (see Ex., 21). Messure seven
goes to ¢ major wlth a misspelled V7 -~ E sharp being used
instead of F natursl. The first beat of measure elght is C
major tonic, going to F sharp minor on the second beat and
through measures nine and ten. Measure eleven is bitonal,
with C minor in the right hand and G minor In the left, con-
tinuing to the last beat of messure thirteen. The right

hand of measure twelve is atonael, measure thirtsen, G minor
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Fx, 21, -=- Gross relations
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tonic, going into E flat with the left hand for the first
beat of messure fourteen. The right hand stays in E flat
major till the last beat of measure fifteen, but the left
goes into E major in that measure. Measures sixteen and
seventeen are C sharp mejor; megsure eighteen, C sharp minor;
measure nineteen, C minor; messure twenty, B flat minor; and
F minor; measures twenty-one and twenty-two, ¢ major.
Measures twenty-three and twenty-four are atonal, with trills
in the right hand end interval figures in the left hand,
whose notes combined with those of the right hand to make
"spresd tone clusters" (see Ex. 22). Measure twenty-five is
F sharp minor, with the right hand continuing thus in measure
twenty-six, but the left hand of that measure ls atonal,

Measures twenty~-seven mnd twenty-elght are in G major in the

No 8, m 23-24

J {

Ex, 22, -~ 3pread tone c¢lusters

right hand and atonal in the left. Messure twenty-nine 1s
in F sharp minor, and measure thirty is atonal. Messures
thirty-one and thirty-twe sre ln E major, and there 13 a V

plus five cherd in measure thirty-two which is misspelled,
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using en E flat instead of & D sharp (B, D sharp, F double

sharp), and a G natural instead of an F double sharp.
Measure thirty-three is G major on the first beat, and F
gsharp major on the second beat. Measure thirty-four 1is
atonal, going to D major in measures thirty-five and thirty-
gix. In the right hend of these two measures, there are con-
tinmuous parallel fifths, which, after being stiruck on the
last beat of measurs thirty-six, remain tied till the first
beat of messure thirty-nine, The left hand of measures
thirty-eight and thirty-nine is atonal, as 1s the remalinder
of the composition ti1ll the last measure, which 1s F sharp
minor,

The basis of the chord structure is triads. There are
a few dominant sevenths used, and in this prelude two V plus
five chords, but not enough altered chorda to mention as an
element of styvle. He uses many mixed chords, as has been
shown in the anaslyslis. The chord progresslons are unconven-
tiongl, and there is much dissonance that remains unresclved.

There 18 no cadence In the preltde,

Dissonance, -~
Minor seconds -- two
Major seconds -- one
Augmented seconds ~- two

Diminished fourths -~ thres
Augmented fourths -- sleven
Diminished fifths ~- three
Aagmented fifths -- seven
Minor sevenths -~ fourteen
Major sevenths -~ fifteen
Augmented octeves -- two
Minor ninths -- eight

Major ninths -~ ten
Augmented ninths -- three
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Tonality. -- The tonallty has been named F sharp mlnor,
because that is the final chord of the composition, and the
signatures agree with it, But the tonality is very vague and
obscure in this prelude, because of excesalve use of foreign

tones, bltonality, and mixed chords.

Messure Key
1~4 F sharp minor
5 B flat minor
6 Vague tonality
7 C major ,
8 C major, F sharp minor
8-10 F sherp minor
11 C minor
G minor
1z Atonal
G minor
13 G minor
14 E flat major
15 E flat major
E major
16-17 C sharp major
18 C sharp minor
19 ¢ minor
20 B flat minor, F minor
21-22 C major
23-24 Atonal
25 F sharp minor
26 ¥ sharp minor
étonal
27-28 major
Trooit:
29 F sharp minor
30 Atonal
31-32 E major
33 ' G major, F sharp major
34 Atonal
35-56 D mgjor
37-41 Atonsl
42 F sharp minor

Formm. ~- The phraseology is vagne. There are no ob-

vious phrase endings or beginnings in the entlre composition.
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It seems to be one continuous section. There is no repested
thematlic material. As is true in some of the other preludes,
there is little feeling of unity, due perhaps to the fact
that the thematlec material is vague, and due too to the abrupt
key changes. That tends to make the composition choppy,
and less Integrated than a conventional composition. The
prelude does not fit any conventional form pattern.

Contrapuntal characteristies. -- If there 1s any counter-

point, it 1is fres imitaticn, used just incidentally. 1In
some places the left hand seems hardly an accompaniment, but
moves rather Independently; however, there is no thematic
material in the left hand to indicate dlaphony, and in the
main, the left hand 18 an accompaniment and easlly analyzed
as such, The Iindependence of the two hands is as much rhythmic
as melodic or harmonic,

Texture. -- The texture tends toward thinness due to
the fact that there are usually only two notes struck simul-
taneously, and to the wide spacing ofthe chords.

Mitscellaneous elements of style. -~ The dynamics range

from planissimo to mezzo-forte, with several places marked
expressivo, There is a ritardando in measure sixteen, the
first of the preludes to have such a mark before the end of
the composition. There is litifle opportunity for display
of virtuosity, as the composition is not technieaily diffi-
cult either in notation or veloeclty, This composition re-

sembles the Polks somewhsat.
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Prelude No, 9

Length -~ 51 measures
Signature -- 4 sharps

Key -- E major

Meter -- 6/8

Tempo -~ presto, mm., o -- 108

Important aspects of style. -~ Vague tonality and real

atonality used frequently are the main aspects of style.

Rhythm., -- This prelude could easily have been called a
scherzo, because it 1s scherzo-like In time, tempo, and style.
The rhythm is very regular, and prominent in Ilts regularity.
There 1s no syncopation, no tied notes across the bar, no
special rhythmic flgures to obscure the beat. It 1ls just
typical fast 6/8 with three eighth notes to a beat,‘.l.h used
in combination, and occaslonal dotted quarters. It 1s the
simplest, rhythmicelly speaking, of any prelude analyzed
thus far.

Melody. -- There 18 a slngle melodic line moving con-
timaously in the right hend. Except for occasional skips
along the chord, it moves almost entirely scalewlse -- not
diatonic, for there are tco many asccidentals for that, yet
not gemuine chromaticism -- really moves stepwise, but there
is occsslonal angularity in the upper line, In measures
thirty-six through thirty-nine there is a figure repeated in
four occtaves, which might be called = melodie sequence (see
Ex. 23). The melodic line, although continuous, is not

prominent as a melody due to 1ts rapldity and utter lack of
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conson&ncé, although these factors do not deny its being a

melody.

No 9, m 36-39
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Ex. 23, -- Melodic sequence

Hermony. ~-- This prelude gpens with mixed hermony. Aft-
er a one-messure introduction of I incomplete with added
sixth, measures two, three, and four are C major over E major.
Tn the left hand of measure four, the left hand figure de-
scends one step (see Ex. 24) and rises again in measure five,
which is E mejor. lieasure six is atonal, and measures seven,
eight, nine, ten, eleven, twelve, thirteen, fourteen are E
major. There l& much dissonance in these measures snd many
foreign tones which obscure the tonallty, but 1t 1s nearer
E major than any other key. Measure fifteen 1s mixed har-
mony: F major over E major. MNeasure sixteen 1s D minor over
¢ major, going te C major in both hends from measures seven-
teen through nineteen. These three measures use the follow=
ing hermonies: I second inv;rsion, I second inversilon with
pdded sixth, IV?7 (b non-harmonic), VII second inversion (e
non-harmonic), VI second inversion, and V second inversion.

Messure twenty is B flat tonic over B flat V going to E major
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in measures twenty-one through twenty-four. The‘harmonic
structure of these measures is clouded by foreign tones and
inecomplete chords. Measures twenty-filve through twenty-seven
are stonal, From measure twenty-eight through thirty-one,
the right hand is a series of consecutive mgjor seconds with
doubled octave, and the left hand is a one-cctave descend-
ing D normal minor scele followed by a two and one-half
octave descending C meajor scale passage. Measures thirty-
two and thirty-three are atonal going into ¢ major (V7, I)
in measure thirty-four, and on 1nt§ another atonal measure
thirﬁy~f1ve. The right hand continues atonal to measure
forty~-nine., 1In the left hand, measures thirty-six through
thirty-nine are a harmonic sequence -- E major I incomplete
with sdded sixth, D major I incomplete with added sixth, C
magjor I incomplete with added sixth, C major V7 first In-
version. In measures forty through forty-three, there is a

repeated left-hand chord figure used (see Ex. 25). This
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Ex. 24. -~ Chromatie left-hand figure
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might be called a harmonic sequence, although the right hend
of these measures iz not sequential, The sequence in itself
1s non-harmonic, end the right hend over it 1s non-harmonie.
The left hand of measure forty-four is E msjor and ¢ masjor
from measures forty-flve through forty-elight. In measure
forty-nine, fourth beat, there is an A flat major triad con-
tinuing in measuwre fifty. The last best of measure fifty is
V going to E major I in fifty-one to close the composition.

There are four interval figures used, but in combination
with the right hend they are indefinable. 1In measgure eleven,
they combined to meke a "aspread" tone e¢luster (see Ex, 26),
and the same is true in measure twelve, and in measure fif-
teen. In the right hand there are seven interval figures,
all tone clusters, and eighteen octave flgures. The only

chord used 13 the E major chord st the end.

No @, m 11
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Ex, 26, -- Spread tone cluster

Dissonance., -~ There are extensive dissonent intervals
uged, consldering there are few chords, as such, in the pre-

lude.
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Minor seconds -- ten

Me jor seconds -- seventeen
Diminished fourths -- six
fugmented fourths -- six
Diminished fifths -- nineteen
Mgmented fifths -- one
Dminished sevenths -~ three
Minor gseventhg -- thirty-one
Major sevenths -- slixteen
fugmented sevenths ~- one
Diminished cctave -- three
Augmented octave -- six
Minor ninths -- twenty-seven
Mo jor ninths -- twenty-five

Tonality. -- The composition opens with an incomplete
E major tonic with sdded sixth in broken chord figure. That
end the last measure, E major determined the decision of the
key. The tonality remains vague throughout. The left hand
is a sort of Alberti bass -- yet harmonicelly independent of
the right hand. The atonal feeling 1s ceused by the extensive
use of amccidentals, mixed tonality and harmony. There are
also abrupt changes of key center. Even when the volces
move in broken chord or arpegglo fashion, alteratlons and ac-

cidentels obscure any genulne chord feeling or tonality.

NMeasures Key
1 E major
2-4 C major
major
5 E mgjor
6 Vague
7-10 E magjor
11 Vague
i2-14 E major
15 F major
E magor
16 D minor
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17-19 ¢ mejor
20 B flat T over V
21l-24 E major
25-27 Atonal
28 Atonal
D minor
29-31 Atonal
€ major
32-33 Atonal
34 C major
38 Atonal
36 Atonal
E major
37 Atonal
major
38-39 Atonal
C major
4Q=43 Atonal
44 Atonal
E major
45 Atonal
C manjor
49-50 A flat major
51 E major

Form. =-- The phraseclogy is Basch-like; extended, con-

tinuous, subtle., There is no repeated material to give

unity to the composition. The prelude does not follow any
conventional form, slthough it is quite like a scherzo in
style, but not in form.

Contrapuntal characteristics., -- The linear treatment

is contrapuhtal, but 2ll the counterpolint is free.
Texture. -~ The texture of thls prelude l1s extremely
thin for two reasons: (1) widely separated voice parts,

and (2) only two melodic lines.

Miscellaneous elements of style., -- The element of vir-

tuozlty enters strongly in this compositlion due to the extrenme
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rapid tempo. The composition ranges in dynemics from piano
to fortissimo, It opens plano and with gradatlons grbws to
forte in measure twenty, and suddenly back to planoc in
measure twenty-one, to forte by measure twenty-flve, and to
fortissimo in measure thirty-two, back to plano in measure
forty, crescendo-ing to fff at the end. This prelude has
more varied use of dynamies than any to date.

The mood in general is gay and rocllicking.

Prelude No. 10

Length -- 64 measures, extra beat at begimning, in the form
of a "piek-up,” but composition closes with full
megsure

Signature -=- 4 sharps

Key -- C sharp minor

Meter -- 2/4 |

Tempo -- moderato non troppo, mm, ¢ -- 108, measures 1-48
allegretto...ccivearscteisssaasses. meaSUres 49-54
moderato NON trODPO.csesccronsssss measures 55-64

Important agpects of style. ~- This prelude has a very

lyric melody treated homophonically.

Rhythm. -- The rhythm of Prelude No. 10 is very regular
and definite. It is esteblished and maintained in the sac-
compeniment by a half note and three elighth notes (%‘Pﬁj’)
used almost continuously throughout the composition. There
are nine tied notes across the bar in the right hend, but
this does not disturb the pulse becsuse of the conslstent
use of the illustrated left-hand figure. There are flve
notes tied aeross the bar in the left hand. There is no

syneopation used. In measure twenty-six, there is a]j? figure
3
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used -~ onee in the left hand and once in the right.

Melody. -~ The composition opens with a single-1line
melody in the right hand, which is very lyrie and in homo-
phonic style for twenty-one measures. Then the accompani-
ment ig in the.right while the left hand fekes a melodic
figure for four measures. From measure twenty-six through
measure thirty-seven any melodic content is fragmentary and
angular. In measures thirty-eight under a g sharp trill in
the right hand the first four measures of the melody are
reintroduced. This second appearance of the melody is the
first time such has occurred in any prelude analyzed this
far. From measure forty-nine through the rest of the com~
position ell the melodic material is fragmentary. There is
g continuous trill from measures thirty-seven through forty-
six, and in measures fifty-four, fifty-six, fifty-seven,
fifty-eight, sixty, sixty-two, and sixty-three.

Harmony. -- This composition is plainly C sharp minor,
the tonality being more easily seen than in many of the pre-
ludes. The first eight measures are C sharp minor, with a
¢ sharp in the bass as a sort of pedal point. Measure three
and measure six are non-harmonic. Messures nine and ten are
D mejor. On the last beat of measure ten the right hend 1s
E major, and both hands are dominent in E major in measure
eleven, going to E major tonic in measure twelve. Measure
thirteen is E minor. Weasure fourteen is E minor with

lowered seventh; measure fifteen, b flat minor; and measures
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sixteen, sseventeen, and eighteen are C sharp minor again,
Measures nineteen through twenty-one are in A major with
I, I, V7, I with added sixth, I. Then follows a passage of
vague tonallity from measures twenty-two through twenty-seven.
Measures twenty-eight and twenty-nine are B flat minor. Be-
ginning with measure twenty-nine, there is a three-measure
figure that 1is repeated directly in the next three measwes .
The only change is tﬁat two of the melodic flgures are re-
peated an octave higher., Measures thirty-five through
thirty-eight are vague tonality. From measures thirty-eight
through forty-two cccurs a repetition (almost identical)
of the opening phrase. The trill contlnues with a slight
melodic figure in the left hand until an imperfect cadence
in C sherp major in measures forty-seven and forty-elight.
The rest of the composition is a coda -- measures forty-
nine through fifty-two vague tonality, measures fifty-three
and fifty-four C sharp minor, measures fifﬁy-five and fifty-
six vague tonality, measures filfty-seven and fifty-eight
C shayp minor, measgure fifty-nine vague tonality, measure
sixty C sharp minor, measure sixty-one vague tonalilty,
measures sixty-two, sixty-three, and sixty-four C sharp
mineor.

The basls of the chord structure is the triad, with only
a few seventh chords, and chords with added sixths, There
are no mixed chords in this prelude -~ it remalins almost

consistently C sharp minor when in any key. The chord
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progression is unconventilonsl,

Digsonance.

resoclved, but some of it 1s not.

-~ Some of the dissonance in

Minor seconds -~ two

Major seconds -- nine
Diminished fourths -- three
Augmented fourths -- eleven
Doubly sugmented fourths -- one
Doubly diminished fifths -~ one
Diminished fifths -- five
Augmented fifths -- flve
Diminished sevenths -- two
Minor sevenths «- thirty-elght
Major sevenths -- thirty
Augmented sevenths -~ two
Diminished octaves ~- four
Augmented cctaves -- eight
Doubly sugmented octaves -- one
Minor ninths -+ forty

Major ninths -- thirty-six
Aygmented ninths -~ twenty

Tonallity. -- The tonality 1s C sharp minor.

Any vague-

ness in tonsllty 1s caused by non-harmonic skips in the

melody and forelgn tones in the melody,

Measure

1-8
9-10
11-12
13-14
15
16-18
16-21
22-27
28~29
30-31
32
35-38
59-42
45~ 46
47-48
49-52
53-54
56-56

Key

sharp minor
major

ms jor

minor

flat minor
sharp minor
major

Vague tonality
B flat mineor
Atonsl

B flat minor
Vague tonality
G sharp miner
Atonal

C sharp minor
Vague tonality
¢ sharp mlnor
Vague tonality

QRO

this prelude 1s
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857568 ¢ sherp minor
59 Vague tonallty
60 ' C sharp minor
61 Vague tonality
62-64 C sharp minor

Form. -- Nearly all of the phrases are four measures in
length with distinct beginnings and endings. There seem to
be four distinct sections to the composition: measures one
through twenty-one, melodic and tonal and flowing; measures
twenty-two through thirty-eight, vague tonallty, fragmentary,
choppy, dissonant; measures thirty-eight through forty-
eight, return to the original themetlc 1dea; measures
forty-nine through sixty-four, coda or codetta. So this pre-
lude may be classed as A, B, A with coda.

Contrapuntal characteristics. -- There is not any use

of counterpoint end no sequential flgures, or suspensions.

Texture, -« Up to the last eight measurss, the texture
is normal, but there 1t gets thin, due to widely spaced volce
parts.

Mlscellaneocus elements of style., -- There is llttle

demsnd for virtuosity in this prelude., The dynamiec range
is from piano to mezzo-forte, remeining in a rather quliet

mood throughout.

Prelude Wo.ll

length -~ 34 measures
Signature -- 5 sharps
Key -=- B major
Meter -- 6/8 measures l-28
9/8 measure 29
6/8 measures 30-34
Tempo -~ Allegretto, mm. J. -~ 120
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Important sspects of style. -- A trill figure, melodic

independence,end fast tempo are the main stylistle elements,

Rhythm, -- This prelude is’regular rhythmically, being
fast 6/8, counting two beats to the meamsure. There are the
usual 6/8 figures: eighth notes in groups of three, six-
teenth notes in groups ef various_length, an@.<Jk figures,
There are no tied notes across the bar, and no syncopation.
There is only a fleeting metrical disturbance, and that is a
change in meter from 6/8 to 9/8 for one measure.

Melody. ~-- The welody of this prelude is a complete Op-
posite to the lyric melody of Prelude 10. A comparilson of
these two preludes reveals much as to the melodic versatillty
of Shostakoﬁitch. The left ardright hands move melodically
rather than harmonically and independently of each other.

But the lines are so constructed that when one moves sale-
wise, the other moves in skips, either engularliy or in skips
along the chord., There is excessive chromaticilsm throughout,
and use of chromatic scale, There is a featured use of the
trill pattern in measurcs one and two, twenty-three and
twenty-four of the left hand, and measures fourteen and fif-
teen of the right hand. There is one sequence: the last
best of measure twenty-five, meassure twenty-six, and the
first beat of megsure twenty-seven, repeated directly an oe-
tave higher.

Harmony. -- It was lmpossible to gnalyze this composition

as strictly es in some of the preludes, because there are few

. ey T
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instances of conventional harmonic feeling. Where it was
possible to spell a chord, it was done, although In many in-
stances what preceded or followed filled any normal harmonic
feeling in the chord anmalyzed, or what was played 1in the
other hand did. It is not until the last beat of measure
three that there is a full B mejor chord, and that only for
a beat, measures four, five, and six being atonal. On the
first beat of measure seven, the left hand 1s E major, the
right hand C sharp minor (called sometimes E major with added
aixth). The second beat of that messure is mixed C major
over F major, with the F major contiﬁuing on the firast beat
of measure elght, with C sharp minor iIn the right hand. Besat
two of that same messure is the IV chord in P minor going to
I %m the first beat of measure nine. The second beat of
measure nine is E flat major over C miner (or C minor seventh).
Measure ten 1s & minor over E flat major, and A flat major
over A minor. Then follows an atonal passage which lasts
until the last beat of measure thirteen, and first beat of
measure fourteen. Here the feeling is F sharp minor. Then
thers 1s no chord feeling until measure eighteen. In that
megsure, there 1is an ¥ gharp minor chord and a misspelled
diminished seventh on C sharp (A sharp instead of B flat).
Measure nineteen contains a V7 on C, and an F major chord.
There 1s no chord feellng in measure twenty, but & C minor
and B flat major chord in twenty-one., The first beat of

measure twenty-two contalns s D major chord with a B flat
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suspension going to the A. In measure twenty-three there
is a direct repetition of the first four measures of the
left hand. The right hend is not repeated. There is a left-
hend figure used continuously from measures twenty-five
through twenty-nine. It is almost B major, but uses a C
natural instead of C sharp. In measure thirty and thirty-
one, the prelude is deflnitely in B flat major, but progresses
back to B mejor in a sealewlse figure to end in measure thirty-
four with a8 B major chord, having an unprepared suspension
of A sharp going to B. There was only one chord (measure
thirty-four), all other figures being interval, or broken
chord figureas.

Disasonance, -=-

Mg jor seconds -~ three
Diminished fourths -- four
Augmented fourths -- seven
Diminished fifths -- seven
Augmented fifths -- nine
Diminlished sevenths -- four
Minor sevenths -- twenbty-four
Major sevenths -~ sixteen
Diminished octaves -- séven
Augmented octaves -- six
Diminished ninths -- three
Minor ninths -~ fifteen
Major ninths -- thirteen
Augmented ninths -- one

Tonality. -- This prelude was labslled B major, but the
tonality 1s vague most of the way through, due to excessive
chromaticism and non-tonal material., The tonallty is ob-

scured too by the use of mixed chords.
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Measure Key

1-2 Tonallity not esteblished

3 B major

4-6 Atonal

7  sharp minor, C major
E major Fmajor

8 C sharp minor, D minor
¥ major

9 D minor, E flat mejor

minor

10 G minor » A flat major
E TTat major A minor

11-13 Atonal

14 F sharp minor

15-17 Atonal

18 F sharp minor, 07 on C sharp

19 V7 on C, F major

20 Atonal

21 ¢ minor, B flat major

22 D major

235=-24 Atonal

25-29 B major

30=-31 B flat majorx

32-54 B major

Form. -- The phrases are short, irregular in length,
and not clearly defined, The thematic materisl is fragmen-
tary, and the section divisions are vague to the polnt of
obscurity. The main element of unity occurs in the repeti-
tion of the Peginning left hsnd trisd figure on different
degreea of the scale (see Ex. 27). This prelude does not

fit any conventlonal form,

No 11, m 1

[ T 1
“*ﬂ_‘* 4 4"y s,

Ex., 27. -~ Trill figure
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Contrapuntal chsracteristics. ~- The prelude is nearly

all counterpeoint. The voices move rather independently, but

very closely woven., There 1s a broken chord figure, and
scalewise filgure used in combination in both hands from
measures six through eleven. It is not sequential, but
worthy of mentlon. It 1s written In "question and answer"
styleéﬁjﬁjﬁ:.:.‘- . It is used ascending and descending in
L7 e
both hands.
Texture. -~ The texture is thin due to the fact that
the voice parts are wldely separated, end except for twenty-
seven interval fligures, only two notes are struck simultane-
ocusly.

iiscellanecus elements of style. -~ The virtuosity prob-

lem is speed again. The dynamics range from forte to piano

and back again, every three or four measures, starting

- forte, and after measure twenty-three (which is forte),

diminishing gradually to end pienissimo,

Freiude No. 12

Iength -~ 30 measures

Signature -~ B
Key -~ ( sharp
Meter -- C-4/4

Tempo -~ Allegre non troppo, mm.

sharps

minor

meagures l-18
measure 17
messures 18-24
megaure 25
mesgure 26
measure 2%
measures 28-29
measure 30
meagures 31-39

8
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Important espects of style. ~-- A contlinuous sixteenth

note pattern, a repeated note figure, and prepared modula-
tlons are the maln aspects of style.

Rhythm, ~-- The rhythm of Prelude No. 12 is very regular
and definlte, there being a f?fi used in broken chord figure
in the left hand for the first twenty-elght measures with the
exception of twelve beats. During those twelve beats, the
right hand is using the jj?ﬁ pattern in broken chord figure,
From measures twenty-nine through thirty-two, the right hand
uses the sixteenth note figure, continuing the rhythmic feel-
ing. From measure thirty-three to the end o the composition,
sustaelned chords are used. Desplte the definite rhythm,
the pulse of the composlition 1s vague due to elght changes
of meter that have already been charted,

Melody. -~ There is a single melodlc line in the right
hand that moves c¢continuously throughout the composition over
an almost contlmuous broken chord asccompaniment. Except for
a three-note figure that occcurs four times in the bass clef
(hands cross)}, the melody 1s quite high and moves in a scale-
wise fashion or in skips aslong the chord. <There is s re-
peated note motive (see Ex. 28) on various tones and differ-
ent positions thirteen times in the right hand and five in
the left,

Harmony. -=- This is the first prelude to have any of
1ts modulations prepared, eand without elision. Most of the

non-harmonic tones are in the right hand; opposing the bass
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chord feeling. The first two measures are tonie in G sharp
minor, the third measure is TII7 third iInversion in the same
key, and measure four is III7 (normal minor) going to II7,
which 1s the same chord as B mejor tonic. The first two beats
of measure five are B major, the last two being C major with

added major seventh. There 18 a B flat in the right hend

No 12, m 1.2

by 4 P
. 4 ~
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Ex. 28, -~ Repeated note figure

agalnst a B natural in the left. leasure six is C sharp
minor in the left hand, but really atonal in the right hand
due to many foreign tones. Measure seven is G major tonic
for the first two beats, and eilther VI chord in the same

key or E minor for the lasst two beats., In meésure eight,

the left hand 1s F sharp minor with a B flat agalnst the A
natural of the chord, in the right hand. The last two beats
of the right hand, analyzed separately, are D major. Measure
nine is atonal. The first two beats of measure ten are

built on a diminished seventh chord of @ 8harp, which does
not resdlve, since the last two beats of that measure are
atonal with a "spread" tone cluster (see Ex. 29). Measure
eleven 1s a direct repetition of measure ten. Megsure twelve

1s ¥ major tonic, and measure thirteen is IV? in F major.




687
Neasure fourteen is F sharp major tonic, and measure fifteen
is I firast inversion, which is slse V in B minor, going to
tonie in that key in measure sixteén, and remaining through
measure seventeen. The right hend of measure eighteen is
3ti1ll in B minor and the left hand of that measure is = chord
(broken chord figure) built on fourths -- making the messure
sound atonal. leasure nineteen is still B minor with a ©
natural in the right hand of the last two beats. 3Jhe C nat-
ural holds over into measure twenty, making the first two
beats of that measure D with added minor seventh, and the
last two beats F major. Ieasure twenty-one is C minor,
twenty-two is B major with added sixth for two beats, and G
with added minor aeventh for two bests, Measures twenty-
three and twenty-four are E minor, and measures twenty-five
and twenty-six are G sharp minor, with measure twenty-five
being II7 in the same key resolving back to the tonic in
measure twenty-eight. Messure twenty-nine is G minor; the
‘ bass 1s held for two measures with a broken chord figure on
every beat being I, ?, I, IV, and measure thirty, D major,
E major, and F sharp major. Measures thirty-one, thirty-
two, and thirty-three gsre C sharp major. On the last beat of
measure thirty-three, there is a tone cluster spreading to
V7 Incomplete of G sharp minor. Measure thirty-five 1is
atonal. lNeasure thirty-six is G sharp minor for two beats,
and F major for two beats. Measure thirty-seven is A sharp

minor for two beats and atonal Ffor two beats., Messures
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thirty-eight and thirty-nine are G sharp minor susteined

chord for five beats with a C sharp suspenslon for three

beats resolving to B for the lest twe beats of the composi-

tion.

No 12, m 10 ¢ +

Ex. 29. -~ Spread tone cluster

Dissonsnce, =--

Minor seconds -~ one
Major seconds -- ten
Diminished fourtha -- eleven

Augmented fourths -- seventeen
Doubly augmented fourths -- one

Diminished fifths -~ ten
Augmented fifths -- seven
Diminished sevenths -- seven
Minor sevenths ~- twenty

lia jor sevenths ~- twenty-five

Doubly asugmented sevenths -~ one

Diminished octaves -- elght
Augmented octaves -- two
Minor ninths -- twenty-five
Ma jor ninths -- thirty-six
Augmented ninths -- six

Tongllty. -~ Although there are meny foreign tones in

the rlght hand, the constant repetition of the chord keeps

the tonality from belng too greatly disturbed.

This pre-

lude has been analyzed ss being in ¥ sharp minor, with, of

course, frequent medulation, and four passages of apparently

no tonslity.
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¥easure Key
1-4 G gharp minor
5 B major, C major seventh
6 Atonal
7 B major
8 ¢ major, E minor
9-11 F gharp minor
12-13 Atonal
14-15 F sharp major
16-19 B minor
20 D=7, F major
21 C minor
ez B major, G major, -7
23-24 E minor
25-28 G sharp minor
29 G minor
30 D major, E major, ¥ sharp
major
31l-33 € sharp major
5435 Vague tonality
36 G sharp minor, F major
& A sharp minor, atonal
38-39 \ G sherp minor

Form. -~ The phrases are of unequel length and indefi-
nite juncture. JThere are no definite sections, but from
measure thirty-four to the end seems to be a codetta to the
main body of the composition.

Contrapuntal characteristics. -- There is no use of

counterpoint, the whole composition being homophoniec,
Texture. -- The texture seems to be normal, and not ex-

treme in either direction.

Miscellaneous elements of style. -- The composition

moves repidly, but does not present the same problem of
veloelty as some of the other preludes, because of the use
of Alberti bass in the left hend, which is simpler to read

and pley thean Irregular bass lines, and because of the
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presence of only one voice iIn the right hand. The composi-
tion opens piano and remains unchanged so far sa direection
is concerned until messure twenty-six, when 1t is marked
planissimo, going to ppp In measure thirty-one. There 1s s
crescendo marked in messure thirty-four and measure thirty-
five, with forte on the first beat of measure thirty-six,
followed by an immediste diminuendo to end piano,

The general mood is quite etheresl, due to the extreme

softness of dynamles most of the time,

Prelude No. 13

Iength ~- 42 messures
Signature -- 6 sharps
Key -~ F sharp msjor
Meter -- 2/4 messures 1-9
3/4 messure 10
2/4 measures 11-21
3/4 measure 22
5/8 measure 23
2/4 measures 24-42
Tempo -~ Moderato, mm. -=- 100

Important aspects of style. -- A repested rhythmic

figure, which consists of a quarter end two eighths 4s the
importent element in this prelude, It 1s used not only ag
a rhythmic element, but elso is important in the harmonic
structure, and In keeping the tonality stable.
fhythm, -- The rhythm of this prelude is quit e regular,

The vagueness comes from the five changes in pulase and in
variety of rhythmic patterns. There amre ten tied noteés |
ecross the bar in the right hand, but these do not disturb

the rhythm, because on each occasion with the exception of
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two, there 1is a regular repeated left-hand figure keeping the
raythm going. This figure i; a J I] and occurs in twenty-
four of the forty-two measures of the composition. There are
two .ﬁfjﬁ figures in the right hand, and two J;rj figures.
There 1s one jj?? figure in the left hand, andjone tied
chord across the bar.

kelody. -- There are two melodic figures. The opening
one which 1s flve measures in length and oecurs from the
last half beat of measure four through the first beat of
megsure ten l1s repeated two octaves higher between measures
twenty-nine and thirty-four. It is quite flowing and easily
discernible. Other than that, the remaining poertion of the
melody is fragmentary. In measure twelve, and also in measure
thirteen, it shifts teo the left hand momentarily. It moves
in an angular fashion, with frequent non-harmonic tones.

Hermony. -- This prelude was comparatively simple to an-
alyze harmonically., It opens with an F sharp major chord
figure which continues through the first beat of measure
eleven., Except for & b sharp and g natural non-harmonic
melody tones, the right hend melody is F sharp msjor tonic,
too. leasure eleven is D minor, remsining in that key
through measures twelve and thirteen, right hand, but tha
left hand goes back to F sharp major in measure twelve and
stays there through measure nineteen, The right hand gets
into F sharp me jor in meesure twelve, through there 13 a non-

harmonic figure on the first helf beat of that measure. In
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measure sixteen, G natural is used in the melody, and in
measure eighteen there is a ¢ sharp msjor arﬁeggio figure
on the first beat of the measure, but each of theée goes
right back to F sharp major tonic, and the left hénd bass
figure (which opens the composition) contimnute as sort of a
ground bass or pedal point. Measure twenty consists of VI
chord and an incomplete diminished sevénth of VI. Measure
twenty-one has two V7 of VI chords, but neither is resolved,
since measure twenty-two has an E natural in the left hand
against the ¥ sharp of the V7 of VI chord in the right hand
and then a paseing figure in elther hand going to C minor
to the flrat two beats of measure twenty-three, The last
two bests in that measure are a single G sharp in the right
hand, preparatory for C sharp major in measures twenty-
three, twenty-five, left hand, and twenty-four, twenty-five,
twenty-8ix, and twenty-seven, right hand., Measures twenty-
six and twenty-seven sre B major left hand. In measure twen-
ty-eight there is a single line in the melody preparatory to
F sharp major in which key the composition remsins from
measure twenty-nine through the duration of the composition.
The repeated melodic figure is two octaves higher than when
it first ocecurs, and the bass has been moved down an octave,
After this figure is completed there is asn F sharp major
chord first beat of measure thirty-five, and a quarter rest
for the other beat, repeated in measure thirty-six, Then an

A ootave 18 struck in the right hsnd of measure thirty-seven
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and held two measures; then the whole figure is repeated in
measures thirty-nine through forty-two. The basis of the
chord structure was trieds for the most part, and the ma-
jority of the time the composition stayed on ¥ sharp major
tonic. There were three mixed chords, and only four modula-
tions away from ¥ sharp major.

Dissonance, =--

Diminished fourths -- three
Augmented fourths -- nine
Diminished fifths -« nine
Augmented fifths -« two
Diminished sevenths -- seven
Minor sevenths -- seven
Major sevenths -- thirteen
Diminished eights -~ four
Minor ninths ~-- ten

Major ninths .- fifteen

Tonality., -- The tonality was F sharp major, and the
composltion remained on the tonic of that key for the most
part -- for thirty-one of the forty-two measures. This com-
position is the mosat tonal of eny snalyzed thus far. This

is due to the ground bass figure in the left hand.

lieasure Key
1-10 F sharp major
11 F sharp major, D minor
12-13 D minor
F sharp major
14-19 F gsharp major
20-22 Vague tonality
23 C mincr
24-25 G sharp major
26-27 B major

28=-42 F gharp major
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Form. -- The phrases were quite irregular in length;
however, it was not difficult to see where they began and
ended., They were short, ranging from two messures to elght
measures. The prelude seemed to be one big section. The
repeated melody helped unify the composition, as did the
ground bass figure., It does not fit any conventlonal form.

Contrapuntal charscteristics. -- There 1s not any use

of counterpoint, except perhaps from measures twenty through
twenty-three, in which the hands move rather ;ndependently
of each other.

Texture. -- The texture begins very thick becsuse of
triads in the low register and ends normally, but from
messures twenty-four through thirty-four, it is thin due to
the extreme ranges of the volce parts.

Miscellasneous elements of style, -- There is no element

of virtuosity, being not at all difficult to play, end ex-
cept for one sforzato on the first half beat of measure four-
teen, the composition is merked pilano throughout. It 1s
morked marcato in four places and expressivo once.

The mood, in general, wes that of a toy march.

Prelude No. 14

Length -- 36 measures
Signsture -~ 6 flats
Key -~ E flat minor
Meter -- 3%/4 measures 1-22
5/4 measure 23
3/4 measures 24-36
Tempo -- Adagio, mm. J -- 63
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Important aspects of style. -- This is the only prelude

to use thick chords econslstently throughout. There 1s also
extenslive use of the octave.

Rhythm, -- For the first thirteen measures of Prelude 14,
there are extensive dotted quarter and elighth note combine-
tions, there belng seven in the right hand and three in the

d 2

left. In measures ten and eleven the rhythm pattern .,
'J

sounds like J.j’. There is a triplet in the left hand,
measure fourteen, beat two, and beginning with measure fif-
teen there 18 a continuous triplet patterm in the left hand
through measure nineteen. In measure seventeen there is a
Jj right hand againstjg] left hand, Then in measures
twenty-one and twenty-two there 1s a triplet on the last
beat of the measure. There 1s a continuous octave tremolo
in the right hand of measures twenty-two and twenty-three
(messure twenty-three in 5/4) and in measure twenty-six,
left hand, a szj? figure on the second beat. From measure
twenty~-four on,athere are four J-J’ figures in the right
hand and two in the bass. There are two groups of syncopa-
tlon, messures thirteen and twenty-six. In measures thirty
and thirty-one, left hand, there are five beats of octave

=y

tremolol X a- The rhythm of this prelude is driving
and forceful, eand quite important to the composition., It 1is
not diffiecult, and there are few uncommon rhythmic figures

and only one change of meter.
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Melody., =~ There is continuous melody. The melody is
in the left hand, measures one through six; right hand,
measures seven through twelve; no melody, measures thirteen
and fourteen; right hend, meassures fifteen through twenty-
oney left hand, measures twenty-two and twenty-three: right
hand, measures twenty-four through twenty-nine; coda meas-
ures, thirty through thirty-six with no melody. There 1s no
continulty to these fragmentary melodies which move some-
times diatonlically and sometimes in skips slong the chord,

Harmony. -- The prelude opens in E flat minor toniec
and remains there for the first three measures. Measure
four has a dominant feeling, and measure five is V7 of VI
resolving back to I in measures slx and seven. leasure eight
is a mixed chord, V over I with a C natﬁral non~harmonic
tone. Measure nine 1s V7 with lowered third, and measure
ten 1s I first inversion. Measure eleven is II7 £3 (second
dominant) going to E minor in measures twelve and thirteen.
Measure fourteen 1s F major for two beats and F flat major
for one beat. Starting with measure fifteen, there is a pas-
sage in B flat minor {dominant minor)} tonic measures fifteen
through seventeen, dominant for two beats of messure eighteen
and tonic on the last beat., Measure nineteen ls dominant,
going to IV for two beats of measure twenty and I-7 on the
lest beat, Messure twenty-one 1is I-7 as 1s measure twenty-
two. (The tonality of these measures with lowered seventh

wavers between B flet normel minor, and D flat mejor with
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added sixth.) DMNeasure twenty-three is V (keeping the to-
nality B flat minor), and measure twenty-four is IV7 for two
beats and IV for one beat. MHeasure twenty-flve is atonal,
going to E flat minor in measure twenty-six. Measure twenty-
seven is E flat minor with lowered second. Measure twenty-
nine 18 three melody tones passing to B flat major with B
natural against B flat, in measure thirty, giving the feel-
ing of mixed chord V7 incomplete of C major against B flat
major. Measure thirty-one iseither VI chord in B flat or I
with added sixth. From measures thirty-two through thirty-
six, the composition is in E flat minor with I (thirty-two),
V (thirty~-three), and I (thirty-four through thirty-six).
The basis of the chord structure for this prelude is triesds,
with occasional seventh c¢herds, as has been shown, The
mixed chords have been pointed out in measures elght and
thirty. Besldes the doubled octave used in the chords al-
most continuously, there are octaves used in the left hand
for the first fourteen measures, From measures fifteen
through seventeen there is s variation of the octave figure,
made by the use of an octave triplet figure. Then the oec-
taves are used again from measures eighteen through twenty-
two and thirty through thirty-six.

Dissonance., -- The large number of dissonant intervals

1s ceused by the use of so many octaves, making many of the

intervala have to be counted twice.
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Minor seconds --

Mg jor seconds ==

Aygmented fourths
Diminished fifths
Minor sevenths --
Mg jor sevenths ~-
Augmented eighths
Minor ninths -- s
Major ninths -- ¢

Tonality. -- This compositio
of the preludes. There sre three
goes: the flrst eleven measures
tion sectlion of three measures, t

through twenty-four) in B flat mi

nine
eleven
-~ nine
-- four
forty-six
twenty
- six
ixteen
wenty-eight

n is more tonasl than many
sections, as far as tonallty
in E flat minor, a transi-
hen ten measures (fifteen

nor, then E flat minor

from measures twenty~f1Ve through thirty-six, with the ex-

ception of measures thirty and thirty-one, which have been

explained in the harmonic analysi

Measure

1-7

8
9-10
12-13
14
15-24
25
26-27
28«29
30

31
52-36

Form. ~- The phrases are une

S.

Eey

E flat minor

E flat minor -- V over I
E flat minor

E mineor

F major, F flat major

B flat minor

Atonal

E flat minor

Vague tonality

V7 incomplete of C major
B flat msjor

B flat major

E flat minor

qual in length, but rather

clear in thelr beginning end ending. There are three sections

to the composition: Section I, measures one through ten,
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transition in measures eleven through fourteeny Sectlon IT,
measures fifteen through twenty-four, transition in measure
twenty-five; Section III, measures twenty-six through thirty-
six. There is a codetta in the third section. Harmonically,
the composition is ABA, but melodically it is ABC.

Contrapuntal charecteristlics., -- There 1s no use of

counterpoint in this prelude.

Texture. -- The texture tends to thickness, fairly ex-
tremely so for the flrst fifteen measures of the composition
and the last seven measures, due to thick full chords, low
in the bass, The other part of the composition, measures
fifteen through twenty-nine, hsd normal texture.

Miscellaneous elements of style. -- There is no element

of virtuosity present, the prelude being easy to resd and
prezenting no difficult technlical problems.

The dynamlcs are Interesting, starting piano, buillding
up gradually to a climsx between measures twenty and twenty-
five, and diminishing gradually to end pianissimo.

The general mood is stately -~ yet secular, as a court

dance, rather than a procession or sacred mood,

_ Prelude No. 15

length ~- 59 megsures

Signature -~ 5 flats

Key ~- D flat major

Meter -- 3/4 {

Tempo -~ Allegretto, mm. o -~ 786

Important aspects of style. -- The left-hand melody of

Prelude No. 15 under a continuous rhythm pattern is the main
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aspect of style.
Rhythm, -- The rhythm of this prelude is exceedingly
reguler. In the right hand there is a two-measure rhythm
|

i

pattern used for measures one through twenty-seven,)jjjj
measures thirty-four through thirty-nine, and in the left
hand, measures forty-two through flfty-one. The measures
which digress from this set pattern have continuous eighth
notes (measures twenty-eight through thirty-three) or sus-
tained chords (measures fifty-two through fifty-nine).

There is only one note tied scross the bar, right hand, and
eleven in the left hand. There are no unusual rhythmic
figures -- nothing smaller than an elghth note is used.
There is only one ‘h,\.\\ syncopation and that in the left hand
of measure twenty-five, There 1s extensive use of staccato,
the accompaniment being msrked thus for almosﬁ the entire
length of the composition.

Melody. -- The melody of this prelude is quite exten-
sive, and very importaent to the value of the composition,
For the most part it 1s scalewise, either diatonic or
chromatic; however, there are a few skips along the chord.
The melody is in the left hand from its beginning in measure
four to measure forty-two, when the first theme re-enters in
the right hand with a bass asccompaniment.

Harmony. -- The prelude opens in D flat major tonic for
six measures, with V7 third Inversion in measure seven;

V7 in measure eight; and resolves back to tonic in measures
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nine end ten. lbasure eleven 18 a IIT chord with g B flat
suspension in the bass. This chord, renamed I in F minor,
takes us to that key for measures eleven through'seventeen;
with tonic for measures eleven through fourteen, and 1VY7
for messures fifteen and sixteen., Measure seventeen is V
geing to V7 of D major in meassure eighteen and toniec first
inversion (D majér) in measure nineteen. This same T first
inversion renamed, becomes V in G major, going to V7 in
measure twenty, and tonic G major in measure twenty-one.
There follows an atonal passage from messures twenty-two
through twenty-seven; then one messure in B flat minor
(measure twenty-eight) and eatonel again for measures twenty-
nine through thirty-two. Measure thirty-three is V7 second
inversion preparatory for F minor in tonle from measures
thirty-four through thirty-seven. Neasures thirty-eight and
thirty-nine are F minor tonic with three scalewise notes in
measure forty-cne, going into D flat msjor tonic from measures
forty-two through fifty-one. Measures fifty-two and fifty-
three are G minor; measures fifty-four through fifty-six
are G flat major (IV in D flat mejor), returning to D flat
ma jor toniec for measures fifty-seven through fifty-nine,
perhaps an extended plagal cadence. The composition ends
on & I gecond inversion chord. The chord structure is based
upcon triads, with cccasional gdded sevenths, and for the

most part, the chord progression is convention, with chords
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resclving, and modulations being prepared.

Dissonance., -~ There 1s little dissonsnce in the tonal

pasgages of this prelude,

Ma jor seconds -- sixteen
Diminished fourths -- five
Augmented fourths -- three
Diminished fifths ~- sixteen
Augmented fifths -- one
Diminished sevenths -- two
Minor seventhes -~ thirty-two
Major sevenths -- nine
Diminished cctaves -- two
dugmented octaves ~- one
Minor ninthsg -- fourteen
Mgjor ninths ~- thirty-two

Tonslity. =-- In spite of the frequent modulations, the

prelude has a tonal sspect.

Measure Key
1-10 D flat mgjor
11-17 F miner
18-19 D major
2e-21 | G major
22-27 Atonal
28 B flat minor
2932 Atonal
55=-3¢ F minor
40-41 Atonal
42-51 D flat major
52-53 G minor
54-56 G flat major
5759 D flat major

Form. -- The composition has been analyzed in D flat
major, with a long middle section in and out of F minor, énd
back to D flat major to close. The phrases are not of equal
length, but they are well constructed and eesily defined,

even though they are nct of the conventional four, eight, or

R e e e P,
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sixteen measures in length., The tonality (D flat major, F
minor, and D flat major) falrly well divides the composition
into three sections. They are ABA, not only because of the
tonality, but also beceuse in the last D flat ma jor section,
the first thematic material re-enters. There is en eight-
measure codetts to close.

Contrapuntal charscteristics. -- There is no evidence

of counterpoint at all in this prelude.

Texture. -- The texture is normal, being not extreme in
either direction, aslthough there 1s characteristic wide spac-
ing between the right and left hands,

Miscellaneous elements of style, -- There is little de-
mend for virtuosity in this composition. It is quite brisk
in tempo, but not unmercifully fast. It starts forte, and
goes through the ususal process of diminuendo, and erescendo
throughout -- just gradual changes back and forth. The mood
1s quite bright -~ a satiric waltsz. |

Prelude No. 16

Length -- 32 measures; incomplete first measure (three beats);
full measure at end of composition

Signature -- 5 flats

Key -~ B flat major

Meter -- C-4/4 |

Tempo -- Andantino, mm. 4 -~ 120

Important aspects of style. -- The rhythm of this pre-
lude is 1ts mein feature.

Rhythm, -- The rhythm of Prelude No. 16 is prominent and
lmportant in value to the composition, being strong and
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forceful. Beginning in measure two, which is the first full
megsure, there is s ) Ij.}J rhythmic pattern which occurs
intermittently throughout the prelude; measures two through
8lx, fourteen and fifteen, twenty and twenty-one, and twenty-
eight and twenty-nine, left hand; and measures el even, and
seventeen and eighteen, right hand. There are extensivejgj
triplet figures used recurrently, there being twenty-three
in the right hand and four in the left hand. Besides the

in used in the meassure, the long rhythm pattern first 11-
lustrated, there are seven )fi comblnations used in the
right hand. There are two j’)- syncopatlons, one in measure
fifteen, and the other in measure twenty-one.

Melody. -- The melody of this composition i1s quite well
marked, and important in value to the composition. It moves
In an enguler fashion. 1In measure twenty, there is a freg-
mentary return of the first theme, but other than that there
is no repetition in the melody. This fragmentery return
1s in the bass clef, as the hands are crossed for two meas-
ures.

Harmony. -- As & minute introduction, the prelude opens
with the V chord, going to I in B flat minor from measures
two through six, On the last beat of measure three, and
weagure five, the right-hand melody is a dominant feeling
over a D flat in the left hand, which 1s used as a2 sort of

pedal point for these first six measures, Measure seven
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contains II7 and V (with B natursl as a passing tone in the
right hand); measure.eight contalns VII of V and a I with
lowered seven, and meassure nine is A minor tonic with lowered
seventh, in second inversion, with a chromatic passage 1n
measure ten returning the composition to a slight B flat
feeling on beat three. Measure eleven is A minor tonic.
Measure twelve is still in A minor, IV 7 incomplete in R
flat minor for measure thirteen. Measures fourteen and fif-
teen are stlll B flat minor tonlec, continuing through the
second beat of measure sixteen. The third and fourth beats
of that measure are B flat major with raised fifth, which
is the augmented V chord of E flat mejor to which key the
composition goes in measure seventeen. Measure eighteen is
IV in the same Key for two beats, taking the composition back
to B flat minor with I second inversion, V7 in measure nine-
teen and tonle for measures twenty and twenty-one. The last
beat in measure twenty-one has the same dominant over tonic
feeling that was described in measures thres and five.
leasure twenty-two 1s B flat minor for one beat, A minor for
two beats, and G major the last beat, remaining G major for
the first two beats of measure twenty-three. The last two
beats are V7 in B flat minor (melodie minor) going to toniec
for three beats of measure twenty-four. In the right hand
of measure twenty-four, there is & C flat suspension on the

firast beat going to B flat on the second beat. On the
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fourth beat of thet measure, there is a sudden change to Iv,
in B minor, going to the tonic of that key for two beats in
measure twenty-five. The third beat of measure twenty-five
1s dominant in B minor with F sharp in the right hend and F
netural in the left. On the fourth best the oross harmony
continues with a right hand interval preparing for the com-
ing B flat minor tonlec (F natural snd D flat) but dominant
in B minor with lowered third in the left hand. Messure
twenty-six is B flat minor tonle again, with a melodiec minor
figure in the bass, which 1s repeated in measure twenty-seven,
Nessures twenty-eight and twenty-nine are mixed éhords, with
C flat major over B flat minor, incomplete (or D flat magjor
Incomplete). Measure thirty is C flat major, modulating
back to B flat minor in the closing two measures by means
of a V9 and I.

The ehord structure is primarily based on triads, with
occasional added sevenths and one V9 chord, in measure thirty-
one. The mlixed chords have been described. The chord pro-
gressions within the key are relatively conventional, but
there is elislon in all the modulations.

Dissonance., --

Major seconds ~- twelvs
Diminished fourths -- two
Augmented fourths -- thirteen
Piminished fifths -- three
Augmented fifths -- two
Diminished sevenths -- three
Minor sevenths -- fifteen

Ma jor sevenths -- twelve
Diminished octaves -- one
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Augmented octaves -- two
Minor ninths -- fifteen
Major ninths -~ thirteen -
Aygmented ninths -- two
Tonality. -- The key has been analyzed as B flat mlnor,

and 1s reasonably tonal, with all its modulations.

Mesasure Key
1-8 B flat minor
9 A minor
10 B flat minor
11-12 A minor
13-15 B flat minor
16 B flat major
17-18 E flat major
19-21 B flat minor
22 E flat minor, A minor, G major
25 G maljor, B flat minor
24 B flat minor
25-27 B minor
28-29 C flat major
B Fflat mager
30 C flat mejor
31-32 B flat minor

Form. -- The phrases are of unequal length, and some are
not clear at all as to beginning and end. Except fér the
tiny fragment of repeated melody, the material is all new.
The unity of the composition is in its rhythmic repetition.
The prelude does not fit any of the conventionsl forms.

Contrapuntal characteristics, -- In measures seven

through ten, the voices move rather independently of each
cther, but it is free counterpoint in every sense of the word.

Texture. -- The texture of the prelude is normal, lean-
ing occasionally to thinness, due to few voice partas,

iiscellaneous elements of style. -- There is no demsnd

for virtuosity, there being ne technieal problem involved.
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The composltion opens plano, and marcato, and varies up to
mezzo-forte and baék t111 a crescendo to forte and sforzando
and fortissimo in measures twenty-three through twenty-~five,
Then comes a gradual dimimuendo to end the composition piano.
The mood seems satirical, sort of a take-off on a court

processionsal.

Prelude No. 1%

Length -~ 40 measures
Signature -- 4 flats
Key -~ A flgt major
Meter -~ 3/4 measures 1-3
4/4 measure 4
3/4 meesures 5-7
4/4 measure 8
3/4 feasures 9-11
4/4 messure 12
3/4 measures 13-33
4/4 messure 14
3/4 measures 35-40
Tempo -~ Iargo -- mm, -- 80

Important aspects of style. -- An almost conbimuous left-

hand accompaniment of tonic and dominant, with non-chordal,
and non-tonal notes superimposed above i1s the main feature
of this prelude. There are also maeny measures In which the
right hand moves as an unaccompanied solo.

Roythm. -- The rhythm of this prelude is varied, flow-
ing, and irregulsr. This is due primarily to the eight- |
meter changes within the prelude, and tempo changes (to be
discussed later). There are only two tled notes ascross the
bar in the right hand, and one in the left. There are five
bJ syncopation patterns in the right hand snd no syncopa-

tion in the left, Except for one bar of continuous eighth
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notes in the left hand, and two of sustained chords, the
entire accompaniment of the composition is "waltg" chord
figures. There are extensive rests in the left hend,
through measures four, six, ten, twelve, fourteen, twenty-
three, twenty-five, twenty-six, thirty, thirty-one, thirty-
two, thirty-five, thirty-seven, thiftynnine, and forty; one
beat of measures three, fifteen, elghteen, twenty, twenty-
two, twenty-seven, twenty-nine, and thirty-three: and two
beats of measures eight, ten, and twenty-five.

Helody. ~-- There i3 s canti?uous melodic line throughout
the composition, treated homophonically, It moves in an
angular fashlon, for the most part, with many non-harmonic
tones. It 1s a solc melody for a great part of the time,
as evidenced by the extensive rests used 4in the left hand,

Harmony. -- The prelude opens with a two-measure leftw-
hand introductory figure, tonic chord, and measure three is
also tonie. Measure four is a single melodie line in the
right hand; measure five is tonic; measure six is a single
melody; measure seven,'VT second inversion; measure eight,
V7; and measure nine, tonic again., Measure ten is & single
meleody; messure eleven, V7 second inversion, with D natural
in the right hand against D flst in the left, Measure
twelve 1s non-harmonic single melody, going to tonic in
megsure thirteen, with a D flat suspension in the right

hand, going to C. Heasure fourteen is a single melody, with
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V7 in the left hand_of the measure fifteen and non-harmonic
melodie progression In the right hand, Measure sixteen 1is
tonic again with & G netural suspension on beat one and a
delayed resclution, going through F passing tone. On the
third beat is sn F sharp anticipation, with a delayed resolu-
tion to the last of beat one of measure seventeen, which is
V7 (V13). Measure eighteen 1s tonic left hand, with G, G
flat, and F major chords in the right hand, on each best in
broken chord figures, making mlxed harmony., Messures nine-
teen and twenty are C major (the first full modulation) re-
turning to A flet major through the V7 in measure twenty-
one, and tonic meassures twenty-two and twenty~three. leasure
twenty-four is IV7 for two beats, going into atonality on
the third beat and for measures twenty-five and twenty-six,
which contain only a single line in the right hand. The
composition again returns‘to A flat major through the V7 in
measure twenty-seven, going to tonie in measure twenty-
elght. Meesure twenty-nine is I second inversion and measures
thirty, thirty-one, and thirty-two are atonal, single melody
line in the right hand. HMeasure thirty-three is a D major
chord, returning once more to A flat major through the VY
in messure thirty-four; rest on two beats of mesgure thirty-
five and & chromatic anticipatory figure with I with sdded
lowered sixth in measure thirty-six, single melody in measure

thirty-seven, and tonic with added major sixth in measure
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thirty-eight, There is e first line E flet in measure
thirty-nine, and the upper occtave fourth space E flat to con-
clude the composition in measure forty. It is an unusuel
closing; yet, the complete tonic chord is heard throughout
the last two measures due to the use of the sostenuto pedal,
The chord structure is based upon triads, with seven tonic
to dominant to tonic progressions in the left hend, This
chord pregression keeps the tonality secure, although much
of the right hand melody is non-chordel notes superimposed
about the sccompaniment.

Digsonance, -=- Although there is much atonality in this

prelude, the dissonant intervals are not correspondingly
large in number, because the atonality cceurs when the right
hand 1is appearing as solo, only one tone played at a time.

Augmented fourths -- four
Doubly augmented fourths -- one
Diminished fifths -~ eighteen
Avgmented fifths -~ two
Diminished sevenths -- three
Hinor sevenths -- twenty-five
Major sevenths -- eleven
Augmented octaves -- two
Minor ninths -- five

Major ninths -- ten .
Augmented ninths -« four

The large number of diminished fifths and minor segenths 1s
accounted for by the use of V7 in root position.

Tonallty. ~- As has been discussed in the toplic of har-
mony, the tonality of this prelude remeins almost always in

A flat major; yet the melody is very free of any tonsl binding,
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and wanders from the home key very frequently, as will be

ghown in the chart of tonality.

Measure Key
1-14 A flat major
15 Atonal
A flat major
16-17 A flat major
18 G major, G flat major, F major
K Tlat
19-20 C major
21-24 A flat major
25-26 Atonal
27-29 A flat major
30-32 Atonal
53 D major
44-40 A flat major

Form. -- The phrases are of unequal length, and their
juncture is not alwsys clear. The composition seems to be
one gontinuous sectlon, with no sequences or repested materi-
al for unity. The unity is derived from the use of I, V7,

I. It does not fit any of the conventionsl forms.

Contrapuntal chargcteristics, -- There 1s no use of

counterpolnt, there slways being the melodie line, with or
wlthout accompaniment.

Texture, -- The texture is normal, except in the melodic
golo parts, when, obviously, it is thin,

Miscellaneous eglements of style. -- There is no element

of virtuosity involved, but there are more expression marks
used in thls prelude than any other, It opens planc, marked

dolce; plenissimo, expressivo amoroso in measure three;
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crescendo in measure six; retardsndo in messure eight: a
taﬁpo, measure nine; accelersndo, measure fourteen; and
begins bullding up there %o reach forte in measure nineteen.
Measure twenty 1s a tempo, with accelersndo ageain in measurs
twenty-one; ritardandoc and diminuendo in measure twenty-two.
lieasure twenty-four is marked pianissimo, and a tempo largo.
Only slight deviations ocecur from there on: crescendo,
meesvure thirty-one; diminuendo, measure thirty-three; ritard-
ando, measure thirty-four; and the composition closes

planissimo. The mood is dreamy.

Prelude No., 18

length -- 49 measures, with extra beat at beginning in the
form of a "pick-up"
Signature ~- 4 flats
Key -~ F minor
Meter -- 2/4 measures 1-17
3/4 measure 18
2/4 measures 19-32
3/4 measure 33
2/4 mepsures 34-49
Tempo -« Allegretto, m. J -- 126

Important aspects of style. -- ;Ehe canonie treatment

of the theme is the main feature of this prelude.

Rhythm, -- The rhythm of this prelude is not particu-
larly outstanding, nor of extreme importance in the success
of the composition. It is quite regular throughout, there
belng syncopation only twice in the right hand: messure
thirty-rour,}j }j‘, and measure forty-three, }J j o In
the left hand, there is syncopation in measure six, b). ’

and measure eight, M) D . In the right hand there sre tied
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notes across the bar between measures sixteen and seventeen,
and thirty-two end thirty-three; and in the left hand be-
tween measures five and six, twenty-one and twenty-two,
twenty-eight and thirty-five, forty-five and forty-six,
and forty-seven and forty-eight. This, plus the four changes
In meter, upsets the metrical pulse socmewhat. But the move-
ment of the right hend prevents too grest disturbance of
the regularity of the veat. The rhythm is regular and mar-

cato. There are no complex rhythmic figures, but there are

oleven d44d figures in the right hand, and eight in the left.
Helody. -- There is a five-measure melody at the begin-
ning of the prelude which is repeated in the mode of a ecanon
in the left hand one beat after 1t enters in the right (see
Ex, 30). Then there is a three-measure transition to the
homophonic style, where the prelude remsins to measure twenty-
four. This section contains fragmentary melodic bits, which

move angularly. In measure twenty-five, there is another
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Ex, 30. -~ Canonic treatment of theme
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canon-like treatment of a second theme through measure twenty-
eight, going to an angular homophonic melody over sustained
chord accompsniment from measures twenty-nine through thirty-
six. On the lest beat of that measure, the first theme reap-
pears, agein in cenon-like treatment, this time making the
first entrance in the left hand. From measure forty-four
to the end of the compositlon, the melody 1s again homophonic.

Harmony. -~ The composition opens in P minor. It is
tonic for measures one and twoj; IV over IIT, measure three;
IV in measure four; atonal, measures five through eight;
returning to F minor tonic in measures nine through twelve.
The last beat of measure thirteen and the first beat of
measure fourteen are E flat minor tonic. The last beat of
measure fourteen and measures fifteen are A flat mgjor tonie.
Then from measures sixteen through eighteen any tonality is
destroyed in the left hand by non-chordal tones, and remains
A flat in the right hand. Measure nineteen is F sharp minor,
and measures twenty through twenty-four, are atonal. Heas-
ures tﬁenty-five through twenty-seven sre A flat msjor toniec,
goling into F minor in measure twenty-elight. The left hand of
messures twenty-nine through thirty-two is F minor tonic
sustained chords, with the upper tone of the chord passing in
chromatic passing tones from one tone of the tonle chord to
the next. There are mixed chords over it, with o IV in the

right hand of measure thirty, and IV with raised third in
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me&asure thirty-one. Measures thirty-three through thirty-
six are atonal. In measure thirty-seven, the first theme
recurs with F minor tonle for measures thirty-seven and
thirty-eight, I7 and III cver II in measure thirty-nine:
vague tonality from measures forty through forty-three.
Measure forty-four is F minor tonic again; measure forty-five,
tonie and dominant; measure forty-six, V9; measure forty-
seven, tonic. Measure forty-eight contains a tonic chord,
wlth D flat as a forelgn tone and a II7 over V going to tonic
In the last measure, a deceptive cadence in cadential rhythm.

Disscnance, ==

Minor seconds -- one

Mejor seconds -- two
Diminished fourths -- two
Augmented fourths -- eight
Diminished fifths -~ eleven
-Augmented fifths -~ five
Diminlshed sevenths -- two
Minor sevenths -~ twenty-three
Mo jor sevenths -- fourteen
Diminished octaves -- six
Avgmented octaves -- four
Minor ninths -- sgeventeen
Major ninths -- twenty-one
Aygmented ninths -- five

Tonality. -- This composition has been analyzed in F
minor. When the tonallty is vague, it is obscured by mixed

chords, non-chordal tones, or forelgn tones.

Heasure Key
1-4 F minor
5~8 Atonal
9-12 F minor
13-14 E flat minor, A flat major
15 A flat major

16-18 égﬂ_%%ﬁjﬂl
Atcons
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19 F gharp minor
20-24 Atonal
25=-27 A flat minor
28-32 ¥ minor
3836 Atonsl
37-39 F minor
4043 Atonsal
44-49 F minor
Form. -~ The phrases are irregular in length, but are

well-defined. They have been divided as to homophonic and
contrapuntal, and tonal and atonal. There are two easlly
discernible themes besides the fragmentary melodies. The
contrast of the prelude is in the homophonic and contrapuntal
element. This prelude does not fit any of the conventional
forms.

Contrapuntal characteristics. -~ There aresbout fifteen

measures in 8ll of this prelude that are contrapuntal in
character, There are three different occasions of canonic
treatment of a thene,

Texture. -- The texture of this prelude is normai, with
a tendency toward thinness, due to the fact that for the
greater part of the time, there are only twoe tones struck
gimaltaneously. |

liscellaneous elemente of style. -- There is no oppor-

tunity for display of virtuosity in this prelude,

The composition opens mezzo-forte and marcato, remsin-
ing there to a forte ln measure eight, followed by a rapid
diminuendc to planc in measure nine. Meamsure ten 1s forte

again with another sudden drop to pianc in measure eleven.
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Beglnning with a crescendo in measure twelve, the prelude
reaches fortissimo in measure fourteen and diminishes to pilanc
in measure sixteen. Measure nineteen is marked forte and
there is no mark untll a diminuendo in measure twenty-eight.
There is not sanother eXpressioh mark untll another forte in
measure thirty-~two. There is a diminuendo in messure thirty-
three, a ritardandoc in measure thirty-five, and marcato in
measure thirty-six. Piano is the dynemics marking in measure
thirty-seven, wlth a crescendo in measure forty-one, planc
in meassure forty-three, forte and expressivo in meésure forty-
five, diminuendo in measure forty-six, and a planisgssimo in

measure forty-eight. The composition ends pilanissimo.

Prelude No., 19

length ~- 44 measures

Signature -~ 3 flats

Key -~ Eflat major

Meter -- 6/8 |

Tempo =~- Andantino, mm, ¢ -~ 84

Important aspects of style. -~ The regular rhythm is the

outstanding feature of this prelude.

Rhythm. «- The rhythm of this prelude 1s regular, and
uneventful in variety. There are forty-seven J.b ratterns
in the left hand and twelve in the right hand., The only
semblance of syncopatidn,in the right hand 1s aijj J figure
which is repested conce in the right hand and useésonee in
the left. There is no other syncopation in the left hand.

There are ten tied notes across the bar in the right hand
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and seven in the left, of which two examples (of two measures
and five measures) are sustalned base tones. There is a cross
accent in measure twenty-seven,;'}‘r' In the right hand.

Melody. -~ The melody of thils prelude is homophonic
from the opening through measure twelve, Measures thirteen
through flfteen have a melodic fragment in the left hand,
returning to right hand melody from messures sixteen through
eighteen. Measures nineteen through twenty-five move in
melodic Independence between the voices, in s free contra-
puntal style. Neasures twenty-six énd twenty-seven contain
the first melodic figure in the left hand under an accompani-
ment. From measure twenty-eight to the end of the composi-
tion, the melody 1s in the right hand in homophonic style
with a left-hand accompaniment, The melody is angular in
movement, with part of the angularity caused by non-harmonie
skips. The melecdie lines are easily dlscernible, and of im-
portance in value to the composition.

Harmony. -- The prelude has been analyzed in the key of
E flat major, and modulates from that key three times, The
first four measures are tonic, although measure three has
foreign tones (B naturael end E natural) in the right hand,
In that measure there 1s a melodic chromstic progression of
three perfect fourths., Measure four is toniec with added
sixth; measures six and seven, III; measure eight, II;
and measure nine, II and a mixed chord of III over II7. Then

without any preparation, messure ten is tonic second inversion
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in D major, and measure eleven i3 V in the seme key, with F
natural as s forelgn tone in the right hand. Measure twelve
1s stonal with a "spread" tone cluster (see Ex. %1). There
1s an snticipation on the last beat of that measure, return-
ing the composition to E flat major in measure thirteen.
At this point the left hand contsins the melody, with ac-
companiment in the right hand. The chord is tonic with added
sixth. Measure fourteen is V7, going to B major in measure
fifteen with a tonic second inversion and V©. The.melody is
again in the right hand. Measure sixteen is VII7 of V, and
meagure seventeen is IV, Measure eighteen ls atonal, and
messure nineteen 1s a G minor arpeggio with en E flat unpre-
pared suspension going to D. There follows an atonal pas-
sage from measure twenty through twenty-two, and measure
twenty-three is VI in E flat, golng to IV-3 in measure
twenty-four. Measure twenty-five is incomplete tonic, The

melodic fragment (already described) enters on beat five of
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Ex., 31l.--Spread tone cluster

measure twenty-five with tonie accompaniment high In the right

hand. The right hand chord progression of messures twenty-
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six through twenty-eight 1s down chromatically,'making the
composition sound atonal., In measure twenty-eight, the right'
sgain takes the melodic line. The key is E flat major, and
the chord is V9. Measures twenty-nine and thirty sre E flat
major tonic. Measures thirty-one and thirty-two are mixed
harmony, almost contrapuntal with a progression of sixths
in the left hand under a II7 and tonlc spelling in the right
hand. These two measures and meassure thirty-three sound
atonal due to incomplete mixed chords, that are lmpossible to
épell. Measure thirty-four is VI, Measures thirty-filve
through thirty-seven are mixed again in that same melodie
independence which seems atonal and forbids strict analysis,
On beat filve of measure thirty-seven, the fragment of the
first melody is introduced with the dominent octave in the
left hand. Measure thirty-eight is V9 going to tonic in E
flat mesjor. Measure thirty-nine continues through the flrst
helf of measure forty, and is tonie. On beat four of measure

forty, there is a "spread" tome cluster (see Ex. 32). The
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left hand sustains a I7 from messure forty-one through the
duration of the composition, while in the right hand there 1is
a non-harmonic two-volced melodic figure progressing down-
ward through measures forty-one gnd forty-two. 1In the right
hand of measure forty-three, there is a tonlc arpegglo with
added sixth, snd second. The composition ends with that
sound and feeling due to the pedal directions (sustained
throughout measures forty-three and forty-four).

The chord structure is based on triads with occasionsl
added sevenths, and one ninth chord in measure thirty-eight,
The chord progression 1s unconventional and the dissonance is
unresolved, There 1s no cadence.

Digsonance, -~

Minor seconds -~ threes

Major seconds -- ten
Augmented seconds -- one
Diminished fourths -- three
Aypgmented fourths -- eighteen
Doubly diminished fifths --one
Diminished fifths -- twelve
Augmented fifths -~ elght
Diminished sevenths -- one
Minor sevenths -- thirty-five
Major sevenths -- thirty-three
Diminighed octaves -~ three
Augmented octaves -- eight

Minor ninths -- nine
Mgjor ninths -- thirty-five
fugmented ninths -- nine

Tonelity. -- The tonslity is major, but 1s obscured by
mch dissonance, occasional mixed chords, and several measures

of apparent atonality.
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¥egsure Key
1-9 E flat major
10-11 D major
12 Atonal
13-14 . E flat major
15-17 B msjor
18 Atonal
19 G minor
20-22 Atonal
23-25 E flat major
26-28 Atonal
29-30 E flat mejor
31-33 Atcnal
34 E flat major
35-37 Atonal
38=40 E flagt major
40-44 Non-cherdal melody

E flat major

Form. -- The phrasses are irregular in length, but
short, and their juncture is vague. The prelude 1s one con-
tinuous section. The regularity of rhythm is its most unify-
ing feature. It does not fit any of the conventional forms,
Texture. -- The texture is normal, tending toward thin-
ness due to wldely spaced voice parts,

Contrapuntal charscteristics. -~ There are a fow meas-

ures (already described) of melodic independence, but all the
counterpoint 1s free, with no imitation or use of cantus
firmis or any other conventionsal contrapuntal device.

Miscellaneous elements of style. -- There is no vir-

tuosity problem and except for one measure (forty) of forte,
the dynamics raenge from pianissimo to mezzo-forte, remaining

quiet. The mood is g placid one -- perhaps a barcarolle.
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Prelude Ho. 20

Length -- 33 measures
Signature -- 3 flats
Key -- C minor
Meter -- 2/4 measures 1-4
3/4 messure 5
2/4 measures 6-33 |
Tempo ~=- Allegretto furloso, mm, o -~ 116

Important agpects of style. -- Extreme loudness snd fast

tempo are the mgin features of this prelude.

Rhythm, -- The rhythm of this prelude is quite regular
and forceful. The one measure meter change disturbs the
pulse only for g moment, and there are no other occcasions of
disturbance to the beat. There is great use of sixteenth
notea, there being twenty-nine fTTj patterns in the right
hand and thirteen inthe left. There are nine j? patterns
in the right hand and fourteen in the left. There are three

Ij patterns in the right hand and three in the left. There
1s only one syncopated pattern in the right hand, but it 1s -
unusuals ?‘J (measure three) end one J‘J- pattern, left
hand, in the same measure. There are no triplets or other
complex rhythm patterns.

Melody. =-- After a seven-measure introduetion, which
contains no melodic materisl, the prelude is homophonic all
the way through. The first two messures of thematlc materisl
(see Ex. 33) are brought in again in the left hand of mess-

ures twenty-three and twenty-four, but other than that, there




105
i8 no repeated melody., There is an extended sequence of
thirds used in the right hand from messures fourteen through
nineteen, at which time the fragmentary melodic bits seen
to be in the left hand, remaining there through measure
twenty-five. The melody moves stepwise for the most part,
but there 1s occasional angularity., There 18 a melodle and

harmonic seguence from measures thirty through thirty-three.

No 20, m 8-9
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Ex, 33. -- Thematic material

Harmony. -- The prelude opens tonic for two measures,
with psssing tenes in the left hand taking the chord to
dominant in measure three. Measure four is tonic second
inversion with lowered fifth and tonie. And abrupt key
chenge to E minor for megssure five, and back tc € minor in
megsure six with the V. Measure seven 1s II with lowered
root and third, and V7 going to tonic in measures eight and
nine, Measure ten is E minor; measure eleven 1s B flat
minor; measure twelve is D minor, with mixed chord, V over T
second inversion; measure thirteen is C major V7:; measure
fourteen 1s C flat mgjor; measure fifteen is E flat V7;
measure sixteen is D minor second inversion over non-harmonic

tones; measure seventeen 1is E flat minor; measure elghteen
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is A major, There is an atonal passage from measures nine-
teen through twenty-one with a "spread" tone cluster in
measure twenty, last beat, and measure twenty-one (see Ex. 34).
lMeasure twenty-two is a transitional passage back to G.minor
with II with lowered root and third, and V7. Messures twenty-
three and twenty-four are C minor, with measure twenty-five
being atonal, Measures twenty-six and twenty-seven are C

minor I, III second inversion with lowered fifth, VI7, and I,

No 20, m 20-21
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Ex. 34. -- Spread tone cluster

Measvures twenty-eight snd twenty-nine are atonal due to
angular melodic treatment in the right hand, and scalewise
passage to the left., Measures thirty through thirty-two are
D flat major tonic in the left hand under a direct sequence
in the right hand of A flat mejor, A major, B flat major, B
major to end the composition in measure thirty-three on the
highest and lowest C's on the keyboard,

Diassonance, =--

Minor seconds -- one

Ma jor seconds -- fourteen
Augmented fourths -- fourteen
Diminished fifths -- twenty
Augmented fifths ~-- three
Diminished sevenths -~ five

¢




Minor sevenths -- thirty-eight

Major sevenths -- twenty-three
Diminished octaves -- six
Augmented octaves -~ three
Doubly sugmented octaves -- one
Minor ninths ~- nineteen

Major ninths -- twenty-seven
Augmented ninths -- gix

Tonality. -- This composition has been snalyzed as being

in the key of C minor, with the tonality often obscured by

gbrupt key changes, mixed chords and non-harmonic tones.

Megaure

i-4
5
6~9
10-
i2
13
14
15
16

17
18
19-21
22-24
25
2627
28-29
B30-32

35

Key

minor

minor

minor

minor

minor

major

flat major

flat mgjor

minor

Rtongl

E flat minor

A major

Atonal

¢ minor

Atonal

¢ minor

Atonal :

A flat major, A major, B flay,
B major

D Tlat major

EOOUEOECO

¢ minor

Form. -- The prelude is in three sections: messures one

through thirteen, composed of a seven-measure intreduction

and six-measure single-line melody with accompaniment in the

left hand; measures fourteen through twenty-five, which is

homophonic with the melody in the left hand; and messures

twenty-six through thirty-three, which have a right hend
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melody again, The phrases in these sections are vague as to
beginning and end. This prelude does not fit the general
pattern of any of the standard forms.

Contrepuntal characteristics. -- There 1s no use of

counterpoint 1n this prelude.
Texture, -- The texture is normal, leaning to thinneas
due to the wide spasecing between the volce parts.

Miscellesneous elements of style, -- There is not much

opportunity for display of virtuosity in this prelude., The
dynamics remaln consistently forte throughout the prelude
wlth one crescendo to fortissimo, and cne to fff where the
composition ends.

The mood in general is stormy and tempestuous.

Prelude No, 21

Length -- 34 measures

Signature -- 2 flats

Key -- B flat major

Meter -- 5/4 1

Tempo =-- Allegretto poco moderato, mm.c e -- 52

Important sspects of style. -- An extremely homophonic

melody, With regular rhythm, is the main feature of this pre-
lude.

Rhythm. -- Since the meter of this prelude is compound
meter, five beats to the measure, the rhythm doces not have
the "regular" feeling of duple or triple meter. But the
rhythm of the prelude 1s regular with continuous quarter
notes in the left hand throughout the composltion, except

for four measures: measure seven, Jl s measure twenty,
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}’}J JJ 3 measure thirty-three,l] j] )JJ : and mesasure
thirty-four, Jl J- . There are three syncopatlon patterns

) L 1TV

in the right hand, measure twelve,so »+..», , and measure
twenty-nine, 53}‘53 jUJ} . There is no syncopation in the
left hend. There is a sustained note in the right hand which
is tled from beat four, measure five, through beat four of
meassure seven, but that is the only tled note scross the bar
in either hand, and it is sustained bensath an Interval figure
in the right hand that is continuously moving.

Melody. -- There 1s a single melodic line throughout
the composition, treated homophonically. It is in the right
hand except for measures six and seven and measure fourteen.
The melody line moves very tonally, sometimes stepwlse, and
sometimes angularly.

Harmony. -- The prelude has been analyzed in the key of
R flat major, and it opens in the tonlc in that key for two
measures, HMessure three has a II7 third inversion in the
bass with 2 non-chordsl melody, and measure four is tonie,.
There 1s a I7 third inversicn incomplete and a VI in measure
five, and meeasure six is VI with & scalewlse progression in
the left hand. Measure seven contains s VI wlth raised
third and 11 going to tonlc seventh incomplete with added
sixth in measure eight. Measure nine 1s V first inversilon,
and measure ten is IV flrst inversion, VI7 third inversion
with a diminished fifth (E natursl ageinst B flat) taking

the composition to A minor. Measure eleven 1s A minor
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tonle, and so is measure twelve with D flat and B flat non-
harmonic tones in the right hand. Measure thirteen 1s A
minor tonic for two beats, and V7 second inversion of G
major for three beats, going to G minor tonic in measure
fourteen. Measure fifteen is C minor toniec, first inversion,
for two beats, being atonal for the last three beats of the
measure and measure sixteen. Messures seventeen through
nineteen are D minor tonic, and measure twenty is C with
lowered seventh. Measures twenty-one and twenty-two are B
flat major with G flat and E natural as chromatic non-har-
monic tones. Measures twenty-three and twenty-four are G
flet major; measure twenty-five, D major with added sixth;
measure twenty-six, G sharp minor; measure twenty-seven,
G sharp mejor. From measure twenty-eight to the end of the
composition, the prelude remains in B flat msjor with V
first inversion and VI over V in measure twenty-eight;
VI and V in measure twenty-nine; tonic in measures thirty
and thirty-one; tonic with lowered sixth in measure thirty-
two; mixed harmony In measure thirtythree, V over VII with
raised fifth, ending in B flat major tonic in measure thirty-

four,

Digsonance, --

Mejor seconds -- six
Diminished fourths -- ten
Aungmented fourths -- thrse
Diminished fifths -~ seven
Magmented flfths -- two

Minor seventha -- twenty-nine
Major sevenths -- nine

Mnor ninths -- three

¥ajor ninths ~-- fourteen
Augmented ninths -- one
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Tonality. -- Although this prelude is comparatively tonal,
the tonality 1s oftentimes obscured by the use of non-chord-

&l tones, and abrupt key changes.

Measure Key

1-10 B flet major
1l-12 A minor

13 A minor, G minor
14 G mlnor

15 C minor, atonsal
16 Atonal

17-19 D minor

20 C minor

21-22 B flat major
23-24 G flat major

25 D major

26-27 G sharp minor
28-34 B flat major

Form. ~-- The prelude seems to be one continuous section,

and the phrases are not at all clearly defined, but seem to
be short and irregular in length. This composition does not
fit any of the conventionsl forms.

Contrapuntal chargcteristlies. -- There 18 no counter-

point at all used in this prelude, since it is single-line
melody with accompaniment throughout.

Texturs. -- The texture of this prelude is normal, lean-
ing toward thinness due to the lack of many voice parts..

Miscellaneous elements of style. -~ There is no oppor-

tunity of digplay of virtuosity. The dynemics remain piano
throughout, with only two crescendo snd diminuendos marked --
in measures twenty-one and twenty-two, The mood in general

is placid and quiset.
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Prelude No, 22

Length -- 46 mesasures
Signature -- 2 flats
Key -- G minor
Meter -- 3/4 measures 1-17
2/4 measure 18
3/4 measures 19-29
C-4/4 measure 30
3/4 measures 31-46
Tempo -- Adagio, mm. & -- 76

Important aspects of style. -- A free rhythm, inter-
woven phrases, and melcdle and harmonic independence are the
maln features of this prelude.

Rhythm. -- The rhythm of this prelude is free, flowing,
end irregular. This is caused partially by the changes in
meter, but more because of tied notes across the bar which
disturb the regularity of the pulse. There are seven in-
stances of tied notes across the bar in the right hand, and
ten in the left. There are no sixteenth notes used at all
in the composition, and no syncopation. There are eighth
notes used almost continucusly throughout one hsnd or the
other. The other thing thet makes the rhythm is the over-
lapping of the phrese juncture,

Melody. -- This prelude contains two melodic lines,
one in elther hand, moving continuously throughcut the pre-
lude. They are completely unrelsted, and independent of each
cther., Both of them move sngulerly with much chromsticism
that 1s non-harmonic,

Harmony. -- Because of the construction of the two
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melodic lines in the prelude, it was very difficult to get a
harmonic picture. When only two tones are struck at the
seme time, and both of them move angularly throuvgh a measure,
it 1s next to impossible to construct any normal harmonic
progression. There is a one-measure'introduction by means
of & chord in G minor at the beginning of the composition,
with measures two and three solo melody in the right in normal
minor, The left hand enters in measure four atonally, under
enn B flat major melodic passege in the right hand through
measure six. Measure seven ls E flat minor in the right
hand with the left hand still atonal. Measure eight 1s
storal. Megsure nine 1s dominant in G minor goling to the
tonie of that key for measureé ten and eleven. Meagure
twelve is B flat mgjor for two beats, and B flst minor for
one beat. Measure thirteen is F minor, and measure four-
teen is E flat minor. Messures fifteen through eighteen
are atonal, going to D minor tonic in measure nineteen.
Measure twenty is V in that key, and measure twenty-one 1s
IV with measure twenty-two being E flat with added lowered
seventh {spelled C sharp instead of D flat). There follows
another atonal passsge from measures twenty-three through
twenty-five. leasures twenty-six through twenty-elight are
G minor I, I over V, IV over V. MNeasure twenty-nine is A
flat mejor, and me&sure thirty is atonal over A flat minor,

Measures thirty-one through thirty-five are & minor I, VI

RS S e AT R M A P
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with lowered third, and V7 third inversion. Measure thirty-
six is B flat minor, and messures thirty-seven through thirty-
nine are 8tonsl. From measures forty through forty-six,
the prelude is in G minor, tonic, except for measures forty-
one and forty-two, which are melodic sclo in the right hand.

The chord structure is based upon triads, with occasional
geventh chords. There are some mixed chords which have been
described. The chord progression is unconventional, and the
dissonance is unprepared and unresclved. There 1s no cadence.

Dissonance, ~-

Augmented unison -- one

Major seconds -- three
Diminished fourths -- flve
Augmented fourths -- three

Doubly diminished fifthas -~ one
Diminisghed fifths ~- seven
Augmented fifths -- nine
Diminished sevenths -- five
Minor sevenths -« twenty-two
Major sevenths -- eleven
Augmented sevenths -- one
Diminished octaves -- three
Diminished nlinths -- one
Minor ninths -- twelve

Major ninths -- fourteen
Augmented ninths -- elght

Tonality. -- The composition has heen snalyzed in G
minor, It modulates from that key nineteen times, and there
are seven stonal passages. The tonallity is obscured by

sbrupt key changes, mixed chords, foreign tones, and atonsllty.
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Measure Key

1-3 ¢ minor

4-6 E flat major
Atonal

ird E flat minor
Atonal

8 Atonal

9=11 G minor

12 B flat mejor, B flat minor

13 I minor

14 E figt minor

15-18 Atonsal

19-21 E minor

22 E flat major with lowered 7th

23=25 Atonal

26-28 G minor

29 A flat mejor

30 Atonal

31-35 G minor

36 B flat major

37=39 Atonal

4Q-46 G minor

Form, -- The phrases of Prelude No., 22 are of irregular
length, snd vague in terminstion. The prelude is one continu-
ous sectlon. Between the right and left hands the phrase
Juncture is not simultaneous. This prelude does not fit any
conventional form pattern.

Contrapuntal characteristics, -- The entire prelude is

contrapuntal, consisting of two independent melodic lines.
The counterpoint is not thematic or strict, there being no
evidence of centus firmus. There ars no sequences.

Texture. -- The texture leans toward thinness, due to
the fact that for the most part there are solo passages or
only two tones struck simltaneously,

Miscellaneous elements of style. -- There is no occasion-
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for display of virtuosity. The prelude opens pilanissimo and
varles from that to mezzo-plano till a crescendo to forte in
measure twenty-three. From there to the end of the prelude,
there are the usual gradations from forte to piano and back.
The prelude closes plsano.

The general mood is solemn and dignified.

Prelude YNo. 23

Length -- 29 measures
Signature -~ one flat
Key -- F major
lMeter -- 9/8 measures 1-27

€ measures 28-29
Tempo -- Hoderato, mm. J- -- 76

Important aspects of style. -~ The use of the octave

and major ninth as a melodic element, and the use of the
pedal point are the main featurea of this prelude.

‘ Rhythm. -- The rhythm is regular throughout, there
being the usual Jjj flgure used continuously in one hand or
the other. There is no syncopation. & peculiar thing sbout
this prelude 1in 9/8 is the fact thet there are no J .}’ figures
uged at all., There is only one tled note aeross the bar in
the right hand. There are eleven Instances of tied notes
aecross the bar in the left hand, but all of these are sus-
tained chords low in the bass.

Melody., -~ There are two melodic lines in this{prelude
which are Independent of esch other in content, but not in
form, One melodic line is built of an octave and major

ninth (see Ex. 35) and the other 1s a single-line angulsr
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melody. These two are interchangeable between hands. These

two melodies move over a low drone-bass figure,

Mo 23, m 1-2
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Ex. %5, ~- Construction of melodic line

Harmony., -- & strict harmonic enalysis of this prelude
1s difficult becsuse of its structure. There is a foreign
tone, or added sixth on every chord because of the construc-
tion of the melody (see Ex. 35). It has been analyzed in the
key of F major snd opens in that key. Measure I is toniec
with added sixth; measure two 1s tonie, V7 over tonic, tonlej
end measure three is VI over I and I, There is a tonic-
dominant pedal point throughout these three measures. From
measures four through six there is a subdominant-tonic pedal
point, over which the chords IV, V7 third inversion, IV, VI,
end VI with raised third are used. Measure seven 1g toniec.
Measures eight through fourteen are atonal with both melo-
dies moving in such a fashlon as to obliterate any normal
harmonic feeling. Measures fifteen and sixteen are F major
tonic in the left hand and atonel in the right, with meas-
ure seventeen being atonal. HMeasure eighteen is F major,
with s tonic~dominant drone bass figure to help establish

the tonality. Measure nineteen 1s E flat mejor with added

A L A LR M, VBB IERL RS AL i s, s AU, V. i ; s, ws, o



118

gixth, it too having s tonic-dominant pedal point. Messure
twenty is F minor for one beat, and F major for two beats,
over a tonlc-dominent pedel polnt. The pedal polint goes
through megsure twenty-one with both melodlc¢ lines progress-
ing upward in augmented fourths. Messure twenty-two is F
minor and measure twenty-three 1s F major, The two measures
are ldentical except for the A flat, or A natural used. The
composition remains in F mgjor for the remeinder of the com-
position, with a IV chord in measure twenty-four; IV, V9,
I second Inversion in megsure twenty-five; IV over 1, IV
with raised root over I, and I, in measure twenty-six,
Measures twenty-six and twenty-seven are tonic wlth added
slxth.

Trisds are the basls of the chord structure, with mixed
chords caused by the usge of the drone-bass or pedai point.
There i3 no cadence,

Dissonance. -- The extreme use of the major nilnth is

caused by the structure of the melody (see Ex. 35).

Augmented fourths -« nineteen
Diminished fifths -- twenty-four
Diminished sevenths -- two

Minor sevenths -- thirty-eight
Major sevenths -~ twenty-one
Diminished octaves -- one
Augmented octaves -- one

Minor ninths -- slxteen

Major ninths -- seventy-filve

Tonality. -- The atonality is caused by the independent
harmonic movement of the two melodic lines, and thelr angu-

larity.
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Measure Key
1-7 F major
8-14 Atonal
15~16 Atonal
F mejor
17 Atonal
18 F major
19 E flat minor
20 F major
21 Atonal
¥ major
22-29 F major
Form., -- The phrases sre of unegqual length, but are

clearly defined, by the transfer of the twe melodic lines be-
tween the hands. The composition 1s all one sectlon, and
doea not conform to any of the conventional forms.

Contrapuntel cheracteristics., -- The entire prelude 1is

contrapuntal, but there is no cantus firmws. The counter-
point is free in melodlc style, but there are two distinct
melodies or melodic types, as was pointed out in the dis-
cussion on melody. There are no sequences, and no sus-
pensions. There are three distinct voice parts -- the two
melodies and the drone-bass figure.

Texture. ~- The texture is normal.

Miscellasneous elements of style, -- There is no oppor-
tunity for display of virtuosity in this composibion. The
prelunde opens pilano and remealns there untll a crescendo to -
forte beginning in messure twenty and reaching forte in
measure twenty~four. There 1s s sudden diminuendo to piano
in measure twenty-six, remsining there to the close of the

prelude,.
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The mood in general is like that of a pastorale, not
only because of the triple rhythm but alsc because of the

drone-bass figure,

Prelude No. 24

Length -- 47 measures; two-beat "pleck-up" at beginning and
complete measure at the end
Signgture -~ one flat

Key ~- D minor
Meter -~ C measures 1-28

2/4 measures 29

C measures 30-49 .
Tempo -- Allegretto, mm, -- 76

Important aspects of style. -- The two very dlstinct

seetions and thelr differences Iin style are the malin features
ef thils prelude.

Ehythm, -- The rhythm of this prelude is very regular
throughout. The first section is rather choppy, due to the
use of rests and staccato notes, and the second sctlon is
very smooth and flowing. There is only one note tied scross
the bar in the right hand and one in the left. There 1s only
one instance of syncopation in the right hand, s J<JJ pat~
tern in messure forty-six, There is no syncopation in the
left hand. There are no unusual or complex rhythms used at
8ll, There are fjjj sixteenths used continuously in the
left hand from measures thirty through thirty-nine.

#elody, -~ The firet section of the prelude is homo-
rhonic, having a single-line right-hand melody with left-

hand accompaniment., The melody moves angularly, and there
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is mueh chromaticlam. The second sectlon of the composition
has no melody, but is a harmonic sequence from measures
thirty through forty. From messures forty-one through forty-
seven, the homophonie melodic style recurs, and there is a
two-measure fragment of the opening melody in measures
forty-three through forty-four, with an F sharp used 1lnstead
of a G flat (see Ex. 36).

No 24, m 1, 2, 3; 43, 44, 45
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Ex, 36. -~ Opening melody and repetition

Harmony. =-- The prelude opens in the key of D minor with
a tonlc chord in arpegglo form in the pight hand, Measure
two containg T with a G flat non-harmonic, and V7 with lowered
fifth. Measure three is tonic., lsasure four is VII? incom-
plete and I in first inversion. HMeasureg five and six are
C mejor I second inversion, V7 and a non-harmonic chord,
lkeesures seven through nine are D minor with V7, I, VI with
ralsed root, and I. HNeasure ten is mixed hermony with D
minor I, V, and B flst msjor IV, V over B flat minor, IT
with raised third and V7. Messure eleven 13 B flat minor.
Measure twelve is B msjor for two beats and B minor over V7
for two bests. Measure thirteen is B major. Measure four-

teen 18 B minor IV and a passing chord, and IT for the first
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two beats of measure fifteen. The last two beats of that
measure are an E flat major arpegglo. Iessure sixteen 1is
an A flat major arpeggio for twoe beats snd dominant of D
minor for two beats, going to D minor tonic fér all of
measure seventeen. The first two beats of measure elghteen
are an Italian sixth chord of D, and the last two beats
are mixed B major: 1II over V, going to tonic for two beats
of messure nineteen. The last two beats of that measure and
the first two beats of measure twenty are C major. The first
two beats of measure twenty-one are C minor tonic.in second
inversion, and the last two beats are preparatory tones to B -
minor. The prelude 1s in that key with I, I with lowered
seventh, third inversion, and IV wilth raised third to the
third beat of measure twenty-three. Then 1t goes to A flat
major VI first inversion, V first inversion, and II second
invergion for measures twenty-four and twenty-five. Measures
twenty-six through twenty-nine are atonal., Beglinning with
measure thirty, there is g harmonic sequence between meas-
ures thirty and thirty-four, and measures thirty-five and
thirty-seven. It 1s D minor, D major, and E flat minor.
Measure thirty-eight is D minor, and measure thirty-nine is
a series of ascending melodic thirds going to A flat major
tonle for measures forty and forty-one. Measire forty-two
1z still A flat mejor in the left hand, with an ascending
atonal melodlc scale pagsage in the right hand. Measures
forty-three and forty-four sre D minor with IV, I second in-

version, I, V7 incomplete, with lowered fifth. Measure




123
forty-five and the flrst two beats of measure forty six
are V7 to I in E flat minor., The last beat of measure forty-
six 1s III in D minor, going te tonic in measure forty-
seven, This is a deceptlve cadence,.
The chord structure ls based upon trlads., There is one
Ttalien sixth chord, and & few four-toned chords.

Digacnence, --

Augmented unisons,-- threse
Minor seconds -- ten

Major seconds ~-- ten
Augmented seconds -- One
Diminished fourths -- five
Augmented fourths -- ten
Diminished fifths -~ twelve
Augmented fifths -- one
Diminished sevenths -- one
Minor sevenths -- twenty-seven
Msjor sevenths -- thirteen
Augmented octaves -- two
Minor ninths ~- thirteen
Mejor ninths -- fifteen

Tonsglity. -- The tonelity is frequently obscured by

mixed chords, and by non-chordal tones.

Measure Key
l1-4 D minor
5-6 C major
T-9 D minor
10 D minor, B flat major
B flat minor
11 B flat minor
12-13 B major
14 B minor
15 B flat minor, E flat major
18 A flat mgjor
17 D minor
18 Italien sixth, B major
19 B msjor, atonal

20 Atonal, C major




124

21 € minor, B minor
22 B minor
23 B minor, A flat major
24-25 A flat major
26~29 Atonsgl
30 D ninor
31 D mgj or
32 D minor
33-34 E flat minor
25 D minor
36 D major, D minor
37 E flat minor
38 D minor
39 Atonal
40-41 A flat major
42 Atonal
et major
43~44 D minor
45 E flet minor
486 E flst minor, D minor
47 D minor

Form. -- The phrases of this prelude are not clearly de-~
fined, but 1t is in two distinct sections with codetta. Sec-
tien A is from measures one through twenty-nine; section B,
from measures thirty through forty; and the codetts is from
measures forty-one through forty-seven., There is s decided
contrest between the two sections in construction and style.
The prelude does not fit any of the conventional forms,

Contrapuntal charscteristlics. -- The composition is

homophonic throughout,
Texture., -- The texture of this prelude is normal.

Miscellsneous elements of style. -- There is no oppor-

tunity for display of virtuosity in this prolude. The dy-

namics open forte end remain there for fifteen messures.
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Then they drop to mezzo-forte, in measure seventeen, and on
down to plano from measures twenty-six through twenty-eight.
Neasures twenty-nine throﬁgh thirty~three are forte, and

there are no more dynamic merklngs until a pianc in measure

forty-three, in which the prelude closes.




CHAPTER III

STYLISTIC CHARACTERISTICS OF THE
TWENTY-FOUR PRELUDES

Rhythm and Meter

There are a variety of mebters used, and In thirteen of
the twenty-four preludes the meter 1s varied within the pre-
lude. There asre three preludes in 2/4, one having one msas-
ure of 3/4; there are four in 3/4, one having one ﬁﬁasure of
2/4, end one a measure of 5/4; there sre five in 4/4(C),
one having a measure of 3/4; there are two in 5/4 with one
having & measure of 4/4; there are three in 6/8 with one
having a messure of 9/8; and there is one in 9/8, having
two messures of C (4/4). Six of the preludes are in "veried"
meters; that 1s, the meter changes more than twice within the

| prelude.

The rhythmic style of Shostakovitch is highly varied,
He uses many rhythmic devices in building rhythmic interest.
Yet there is a regularity of rhythm about most of the pre-

ludes that is one of thelr most unifying features. Sixteen
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of the preludes had some sort of a regularly repeated figure

used either continuously throughout or often enough to be

noticeable and reccgnizable, Nost of the time these were

left-hand accompeniment figures, but sometimes they were

used intermittently between the hands,

Prelude

1
2
5
6
9

10
11
12
13
15
16
17
19
21
23
24

Regular Rhythmic Figure
Continuous eighth-note figure
VAT
Sixteenth notes used continuously
"Um-pah" bass accompaniment
Regular 6/8 (ST I?j )

54 T

Regular 6/8

Continuous sixteenth for 33 measures
} I1 for 24 or 42 bars
FRENAED
l §3 !? intermittent

20 measures "waltz" accompaniment

Regular 6/8

o‘.\“.! except for 3 measures

Regular 9/8

Firast half irregular; second half,
slxteenths used regularly

Because 6/8 and 9/8 meters include regular rhythmic

figures, they have been included in this grouping.
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0f the remaining preludes, five (3, 7, 8, 18, and 20)
were of regular rhythm, and three (4, 14, and 22) were
rhythmically vague and irregular.
There are triplet figures used in six of the preludes,
extensively in Preludes 14 and 16. In Preludes 2 and 14

[

|
there are patterns of 4+ against I:[: + There are slx-
&
teenths notes used in twelve of the preludes, from one group
of four in Prelude 1 to continuous sixteenths used in Pre-
T

lude 5. There is one group of « <4 &againstes.. 1in Pre-
3

lude 2, one group of Jjjj} in Prelude 14, and one group of
1 —5=
4 rs004q in Frelude 2. There are few thirty-second notes

P

= WE=====
used: & group of + +s/¢sse in Prelude 1, end two octave

tremolos, one in Prelude 3, and the other in Prelude 14.

The use of dotted notes in the preludes was not out-
stending enough to be consldered a feature of style. There
were elther dotted quarters and eighths or dotted eighths
and sixteenths used in almost every one of the preludes, but
none outstandingly or consistently.

Bixteen of the preludes contain some syncopation.
Usually it was a measure with ohl b or j\}. , but some
of the patterns were a little more intricate than that.
There were no preludes with enough syncopation for it to be
congidered a feature of the style. The preludes which had
no syncopation were Preludes 5, 6, 9, 11, 12, 13, 22, and 23,
Twenty of the preludes contalned tled notes seross the

bar. Many of these were sustained chords low in the bass,
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but often the tled notes were used as a device to break the
regularity of the rhythm. Preludes 5, 9, 11, and 20 do not
contain any tied notes across the bar.

Two of the preludes contain extensive rests, and use
them as a deflnite feature in the rhythmic patterns and
variety, either to accentuate the beat or to vary the pulse.
Prelude 7 has five half rests, four quarter rests and twenty-
three eighth rests. Prelude 17 contains seventeen whole
rests, three half rests, and elght quarter rests.

Shostakoviteh! style In rhythm may be defined as highly
varied, but with continulty for the most part, either by
some regularly repeated pattern, or by the recurrence of some

rhythmic device.

Melody
Ihe melodic content of the Shostakoviteh preludes varies
in every conceivable fashion., The melodic progressions are
stepwlse, angular, chromatic, dlatonic -- every type of pro-
gression. BSometimes one prelude will include all of these
treatments. The clearest method of depicting the variety of
each prelude 1s to chart the melodiec style,

Prelude 1. -~ Three melodies: (1) broken chord or ar-

Gpeggio; (2) scalewise, often chromstic: (3) sustained tones
in the basa., Excessive chromaticism, both scalewise and angu-
lar; melodies fragmentary, but closely interwoven.

Prelude 2. -~ One continuous melody over left-hand ac-

companiment, Scalewise progression of chromatic figures;
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skips sre broken chord or arpeggio.

Prelude 3. -- Three sections: (1) one homophonic
melodic line, sometimes an alto volce; (2) two independent
melodies; (3) homophoniec. Diatonic, with angular movemént.

Prelude 4. -~ Five-bar melody -- theme of fugue; diatonie
movement; almost no chrometicism (six accidentals).

Prelude 5. -~ Right hand all melody, but no melodic
unity or theme; scalewise, both diatonic and chromatic; wee
fragmentary melodic bits in left hand.

Prelude 6.-- Highly varied melodic content; little
thematic materisl; right hand melody, measures one through
thirty-one; left hand, measures thirty-two through forty;
two independent melodles, measures forty-one through fifty;
right hand melody, measurss fifty through fifty-eight,

Prelude 7. -- Left hend melody, except for measures
thirteen through sixteen; moves angularly, except for scale-
wise sixteenths.

Prelude 8, -- Single right hsnd melody, dissonant and

angular: fragmentary and not econtinuous.

Prelude 9. ~-- Single line right hend melody; diatonic
with meny accidentals; occaslonal skips along chord; angular
skips.

Frelude 10. -- Very lyric single line right hend melody,
measures one through twenty-cne; left hand melody, measures
twenty-one through twenty-five; first four messures of melody

are reintroduced in measure tﬁirty—eight; fragmentary melody,
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measures forty-nine through sixty-four.

Prelude 1ll. -- Both hands move independently, melodic-
ally: when skips, the other moves scalewise; excesslve
chrometicism, and use of chromatic scale.

Frelude 12. -~ Single line right hand melody throughout;
quite high; scalewiﬁe or sklps slong the chord: repeated
note motive used eighteen times,

Prelude 13. ~-- Two melodic filgures: (1) one five measures
long, flowing; (2) fragmentary, sngular, many non-harmonic
tones.

Prelude 14, -- Continuous melody; changes hands through-
out; no continuity; sometlimes dlatonle, sometimes skips along
the chord.

Prelude 15. -~ Extensive continuous melody; left hand
melody for forty-twe measures; #calewise, diatonic, or
chromatic.

Prelude 16, -~ Well-marked angular melody.

Frelude 17. -- Continuwous melodic line; solc for thir;
teen Intermlttent measures; angular; many non-harmonic tones,

Trelude 18, -~ Five measures melody; canonic treatment
onge; varles between homophonic and contrapuntal treatment,

Prelude 19. -~ Angular melody, with many non-harmonic
skips; melody varles between right and left hands, with six

measures where both hands move melodicelly, independent of

each cther.
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Prelude 20. -- Seven-measure introduction; homophonic
throughout; stepwise for the most part; occasiocnal angularity.

Prelude 21. -- Single melodic 1line in the rigkt hand ex-
cept for three measures; chromatic and anguler progression.

Prelude 22. ~- Two melodic lines, continuously unrelated
and independent; angular movement, non-harmonic chromaticism.

Prelude 23. -- Two independent melodic lines, used in-
terchangeably: (1) single line with angular movement:; (2) oc-
tave esnd wmajor ninth,

Frelude 24. -- Three sectlons: (1) homophonic, angular,
with much chromaticism; (2) no melodys (3) homophonic,

0f these twenty-four preludes, only eight have the
slightest repetition of the opening theme. Two of these,
the fugue (Prelude 4) and the melody treated as m canon
(Prelude 18) are clearly repeated. But the other six (Pre-
ludes 10, 16, 19, 20, 23, and 24) have only the fleetest
recalling of the first thematiec material.

There are melodic sequences used in six of the preludes
(3, 4, 6, 7, 9, and 20).

There are extensive trill patterns used in two of the
preludes {10 and 11).

In summarizing fhe melodic style of Shostakoviteh, 1t
may be sald that he refrains in general from repeating a
theme in its original or in s transformed version., In writ-
ing these preludes, he has svoided the repetition of iden-

tical motifs and meledic turns and phrases. One gets the
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lmpression that he wants every measure to be different from

the rest.

Hermony

From the detalled analyses of the twenty-four Shostako-
viteh preludes, there are ecerteln harmonile devices which are
used conslstently enough to be considered as basic stylistic
elements,

Twenty-one of the preludes use triads as the basis of
thelr structure. Of the three that do not, one is Prelude 4,
the fugue., Frelude 9 uses broken chords, but with so many
non-chordal tones that there is not e normel harmonic feel-
ing. Prelude 22 is the other exception, and it is built upon
two horigontally moving melodic lines.

All of the preludes have one or more four-tone chords.,
They are not used continuously in any prelude, but are used
somewhat in each of the compositions.

Nineteen of the preludes contain mixed harmony. There
is no consistent pattern of mixed chords followed (see Ex. 37),

Ko 6, m 6-14
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Ex, 37. -~ Mixed harmony
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but by Shostakoviteh' free use of this element he shows ease
and abllity to use it as & variant of conventional harmonic
structure.

Altered chords are used occasionally. There 13 a Nea-
pelitan sixth chord in Prelude 2, measure twenty-one, and
en Itallan sixth chord in Prelude 24, measure eighteen, Of
course there is much alteration of chords by use of acci-
dentals, such as chords with ralsed root, lowered third,

eto. (see Ex. 38).

No 24, m 8-11
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Ex, 38. ~- Altersd chords

The chord progressions of all of the preludes are un-
conventional, according to the basic harmonic progressions
that were standard from 170C to 1900, There is no basis for
the progression order which he uses, but it is a deviation
from the theoretlcally "correct" chord progressions which
the theory student encounters, in his basic harmony courses,
He uses any chord to follow or precede another (see Exs, 37

and 38), In only one prelude, No. 15, is there any semblance
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of conventional harmonic progression. This was achieved
through the consistent elementary subdominent to dominant
progression,
Every prelude contains many dissonant intervals, melodie
eand harmonic. Shostakoviteh makes no attempt to resolve the

dissonant intervals used (see Ex. 39).

No 1, m 7-9 l
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Ex, 39. -« Unresolved dissonsance

Only elght of the preludes (1, 4, 5, ¢, 15, 16, 18, and
24) have sny semblence of a final cadence. These varied
between plagal and perfect, with two deceptive cadences
being used (Prelude 18: II7 over V, going to I; Prelude 24,
ITTI first inversion geing to I).

It may be sald briefly that Shostakoviteh uses chords
with added tones, end unresolved harmonic tones in the con-
struction of his harmony. The dissonant feeling, however,
oftentimes comes more from abrupt modulation than from dis-
sonance within the chord.

As has been previocusly explained, only the dissonant
Intervals and the altered unison and octave have been tabu-

lated {(Table 11}.




136

TABLE 1
COMPILATION OF ALL DISSONANT INTERVALS

i ot st st B .o .5 LA Aot st 4L Sl vt e e St
o b e et e e et Y

Prelude No.
Dissonant Intervals

1 2 3 4 5 6 7 8 9
Augmented 1,....00000.. 2
Diminished 2.....0004.. 1
MInor Cuieeeeennnsonnas 3 3 1 210
Major Z.venriiennnvannnn 7 4 2 7 117
Augnmented 2....c00000v.. 2 7 1 1 11
Diminished 4........... 31 1 4 3 8
Augmented 4....00vevunne 8111 |10 1 9 1]11 6
Doubly sugmented 4.....
Doubly diminished 5....
Diminished 5..... verens 2113 91 7 1111 g 3|19
Augmented B..ieeeiveaas 2 2 7 1
Diminished 7........... g 5 2 3
inor 7......... teanane ¢ 123 |19 |41 |10 |32 |15 |14 ]| 31
Major 7eveevan cerreens 8 | 20 B |13 | 7 (27|11 |15 18
Aygmented 7 : 1
Doubly esugmented 7.....
Doubly diminished 8..., 1
Diminished 8......0.... 3 5] 5 1 7 7 1 3
Augmented B........0000. 3112 | 10 2 g 2 2 8
Douhly sugmented 8.....
Diminished 9...........
Miner 9.......... ceeees 9111 8 7 6 |15 |12 81| 27
Major 9...... cessrevens 9126 |30 {34 {11 |15 | 11|10} 25
Augmented 9.......uu... 2112 3




TABLE 1 -~ Continued
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i — — s e e e e b e et e~ e 1)
Prelude HNo.

To-
tal

10 111112 |13 |14 {185 (16 |17 118 |19 (20 (21 122 |23 | 24
1 3 8
1
2 1 2 1 3 L 10 46
10 3110 11 (16 | 12 2110114 6 3 10 | 145
1 1 24
3 4 111 3 5 2 2 3 10 5 5 70
i1 6 |17 9 e, 3113 4 8118 | 14 3 3119 |10 | 201
1 1 1 3
1 1 1 3
5 7110 g 4 116 3118 111|312 20 7 T 124 112 | 239
5 g 7 p 1 2 2 5110 3 2 g 7 1 77
1 4 7 7 2 3 3 2 1 5 5 2 1 62
a8 |24 | 20 7 141 (32 |15 |20 | 23| 35 | 38 |29 |27 {38 (|27 {704
30 116 |25 |13 |20 9112 |11 |14 33 | 23 2111 121 |13 ] 383
1 ' 1 3
1 1
1
4 7 8 4 2 1 6 3 6 A 1 76
8 & 2 8 1 2 2 4 8 3 1 2 o1
1 1 2
1 1 2
40 118 25 |10 |18 {14 |15 5117 9119 {23 |12 |16 |13 | 35C
26 |13 136 [15 |28 |32 |13 |10 | 20| 35 |27 {14 |14 |75 {15 | 554
20 1 6 2 4 5 5 6 1 8 78
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From the table it is evident that the minor seventh and
the major ninth sre used as harmonic intervals more than any
others. The major ninth and major second are so closely re-
lated that they may be considered almost one. It 1s inter-
esting to note how very much more the larger of these two
is used, as in the case of the minor ninth and the minor sec-
ond, The sugmented fourth and diminished fifth are both
used extensively, and their added number is 450. This con-
sideration may be made since they are enharmonic. It is in-
teresting to note the comparative rarity of the augmented
ninth and second, the dlminished octave, and the augmented
cctave and unison.

There are several instances of enharmonic spelling of
intervals which creates such unusual intervals as the dim-
inished second, doubly sugmented fourth, doubly diminished
fifth, augmented seventh, doubly augmented seventh, doubly
diminished cctave, doubly augmented octave, and diminished

ninth.

Tonallty
Shostakoviteh has covered all twenty-four keys, progress-
ing in order from C major (Prelude 1) and its relative minor
(Prelude 2) through each succeeding sharp key to F sharp major.
Its enharmonic relative key, E flat mimor, 1s used, and
from there on, flat keys are used in descepding order from
D flet mejor, and its relative, B flat minor, through F

major and D minor. There are twelve preludes whose signature
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is major, and twelve minor. There is no.modallty, and no
other scale systems used in these preludes. But the sub-
ject of tonality is broader than that.
The tables of tonality previously shown for esch prelude
demonstrate the vast number of key changes em@loyed in each

of the compositions. These are summarized below:

Prelude No. of Key Changes
1 7
2 11
3 15
4 4
5 27
6 25
7 16
8 30
g 27

10 20
11 o8
12 20
13 8
14 11
15 1z
16 15
17 12
18 12
19 1l
20 22
21 12
22 21
23 8
24 34

It wss a rare thing that a modulation was prepared, or
to a nearly-related key. HNany of the modulations were
chromatic, meny diatonlc,and many to remote keys (see Ex, 40),.

Besides this great number of key changes wlthin esach
prelude, there were many instances of bitonslity, the use

of one tonality in one hand, and another in the other hand
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Ex. 40. -« Variety of unprepared modulations

(see Ex. 37). The frequency of bitonality is Indlcated in
the following tebulation:

Prelude No. of lMeasures
1 ¢
2 0
3 0
4 0
3 2
6 17
7 2
8 6
9 18

10 0
11 4
12 1
13 2
14 1
15 0
16 2]
17 2
18 3
19 O
20 4
21 0
22 4
23 3

2
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With these measures of bitonality, which do not ineclude
mixed harmenies within a given key, it 1is easy to account for
mich of the dissonance of the preludes. Since two-thirds
of the preludes have at least one measure of bitonality,
thils element may be consldered a part of the Shostakoviteh
style.

The Shostakovitch modulations are abrupt, and with al-
wost constant elision (see Ex. 40). He uses no key scheme,

there belng no evidence of key sequence in his modulations.

Form

The form of the Shostakovitch preludes is another ele-
ment that deviates from convention. Out of the entire group
of preludes, there were only two which fit sny conventional
form pattern. Prelude 4 is g three-voice fuéue, end follows
fairly consistently the rules of clagsic fugue writing.
Prelude 15 1s ABA with a codetta. The remaining twenty-two
preiudes do not Iin any way conform to s conventional form
pettern.

All of the preludes except No. 10 heve phrases of ir-
reguler length. Except for Prelude 10, Shostakovitch makes
no attempt to conform to a four, elight, or sixteen messure
phrase. In that prelude, however, the phrases are four
ﬁeasures long. As e matter of fact, the phrase juncture in
the preludes is not always clearly defined. It is sometimes

difficult to determine just where a phrase begins or ends,
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Fourteen of the preludes are not clear as to phrase juncture
(1, 5, &, 8, 9, 11, 12, 16, 17, 19, 20, 21, 22, and 24).
Two of these (6 and 22) have overlapping phrase juncture be-
tweerr the hends. The other ten preludes sre clearly defined.

Of those twenty-two preludes that do not fit any conven-
tional form pattern, there are fifteen preludes (1, 5, 6, 8,
9, 11, 13, 16, 17, 1&, 19, 21, 22, and 23) that are composed
of one continuous section; there ls one (Prelude 12) that
contains one section with coda; there are two (Preludes 2
end 24) that sre composed of two sections with codetta; and
the remgining preludes (3, 7, 10, 14, and 20) are composed

of three sections with or without codas or codetta.

Mlscellsneous Elements of Style

Contrapuntal characteristics. -- For the most part, the

contrapuntal style of Shostakovitech is free, without any imi-
tation, cantus firmus, or any other conventlonal contrapuntal
element. There is one strict three-volce fugue (Prelude 4),
and one which has canonic treatment of the theme (Prelude 18:
measures one through five, twenty-four through twenty-elght,
and thirty-nine through forty-one). There were five preludes
(1, 9, 11, 22, and 23) which employed free counterpoint
throughout., There were five preludes (3, 8, 13, 16, and 19)
which were both bomophonic and contrapuntal, having a sec-
tion of each, or a section of one dividlng two sections of

the other. The remaining twelve preludes (2, 5, 6, 7, 10,
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12, 14, 15, 17, 20, 21, and 24) were entirely homophonic.

The characteristics of the contrapuntal style of Shos-
takoviteh, as revealed in this study, seem to be free (ex-
cept for Preludes 4 and 10). There is no use of cantus
firmis, imitation, or other conventional contrapuntal de~
vices. |

Texture, -- Texture is determined by the number of
notes struck simultaneously, from single melodié lines to
thick chords, and by the spacing of the parts, whether close
together or widely separated.

Taking this into conslderation, there were four preludes
(3, 8, 9, and 11) which were thin. There were eleven (1, 2,
4, 10, 16, 17, 18, 19, 20, 21, and 22) which were partially
normal, bubt which had & tendency toward thinnessg, due elther
to the scarcity of voice parts or to extremely wide spacing
of the parts. Seven of the preludes (5, 6, 7, 12, 15, 23,
and 24) were of normal texture, and only two (13 and 14}
had a thick texture., This thickness was caused by full
chords used in low register.

From these findings, it may be said that one of the char-
scteristics of Shostakoviteh'! style, at least in the preludes,
1s the almost consistent use of thin texture, or at least
partially thin texture. The main causes are the wide spac-
ing of wvoice parts, the use of extreme registers, and the
scarcity of voice parts.

Tempo. -- The tempo markings of the preludes are another
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place that Shostakovitch disagrees with convention., The
familiasr Italian terms are used, but the metronome marks are
faster than i1s customary for the tempo marks.

Virtuosity. -- As a whole, these preludes are nct un-

reasonably difficult, or beyond the technlcal scope of any
college plano student. Nineteen of them‘entail no problem
of virtuosity at all, being neither difficult to read or to
mgnipulate., Of the five that are difficult, the technical
problem of four of them (Preludes 2, 5, 9, and 11) is speed,
Prelude No. 4 has an lndividual problem, that of bringing
out 1ts fugal theme,

Dynamics. ~- The dynamic range of the Shostakovitch
preludes 1s normal or average for the mest part. Sixteen of
the preludes range in dynsmics from.piﬁno to fortissimo,

The composition may lean towsrd one end of the dynsmic
panel, but the whole scope of dynamics 1s covered sometime
during the prelude. There are four preludes which range
from piano to mezzo-forte, qulet and placld in style,
There are three preludes whose entire scope is pienoc. One
of these has one chord merked sforzate, There 1s one pre-
lude which remains hetween forte and fortissimo for its
duration.

General mood. -- Of all of the twenty-four preludes,

only seven were subtle or abstract snough not to depiet some

mood. The rest range from qulet placidness to tempestuousness.
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There were four described as placid or quiet, and one each
of the following: gay and bright, martisl, fluid and choppy,
rollicking, ethereal, toy march, stately court dance, satiriec
waltz, satlire on court processionsl, barcerolle, stormy and

tempestuous, solemn and dignified, and pastorale,




CHAPTER IV
SUMMARY AND GONCLUSION

It is not the purpose of this study to derive any con-
eclusions es to the style of Shostakovitch save those derived
from the snalysis of these preludes. It 1s possible that
some of the stylistic conclusions set forth in the study

may coincide with general style, but such may not be the case.

Rhythm and Meter
The metricel style of Shostakovitch 18 not unduly com-
plicated. He uses a variety of meters, but none are startling.
The rhythmic style 1s highly varied, but with no use of poly-
raythuic treatment. There is usually rhythmic continuity,
elther by the use of some regularly repeated pattern or by

the recurrence of some rhythmic device.

Melody
In summarizing the melodic style of Shostskovitch, 1t
may be saeld that he refreins in general from repeating =
theme in 1ts original or in a transformed version., In writ-
ing these preludes, he has avolded the repetition of iden-
tical motifs and melodic turns and phrases. One gets the

impression thet he wants every measure to be different from
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the rest,

Harmony
It may be said briefly thaet Shostskovitch uses chords
with sdded tones and unresclved non-harmonic tones in addi-

tion to the triads which he uses as a basis for his harmony.

Dissonance
The dissonant sound of the Shostakoviteh harmony more
often comes from sn abrupt unprepared modulation than from

dissonsnce within the chord.

Tonality
The Shostakovitch modulations are abrupt, and with al-~
wost constant elision. He uses no key scheme, there being
nc evidence of key sequence in his modulstions. Since
two-thirds of the preludes have at least one measure of i
tonality, this element may be conslidered a part of his

style.

Form
Only two of the preludes fit any of the conventional
form patterns; so it may be sald that unconventionality in

form is an element of Shostakoviteh' style.

Miscellaneous Elements of Style

Contrapuntal charseteristics. -- Twelve of the preludes

contain some use of counterpoint. The style (except for
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Prelude No. 4, which is a fugue, and Prelude No. 10, a canon)
is free. There is no use of cantus firmus, imitatlon, or
other conventional contrapuntal devlces.

Texture, -- One of the characteristics of the style of
Shostakoviteh is the almost consistent use of thin texture.
Tﬁe thinness is due to three factors: (1)} wlde spscing of
voice parts, (2) use of extreme registers, and (3) scarcity
of voice parts.

Tempo, -- The tempo markings of the preludes is another
place that Shostakovitch disegrees with convention, The
metronome marks are faster than 1s customary for the tempo
marks.

Virtuosity. -~ As & whole, these preludes are not un-

reasonably difficult., Four of them are extremely fast.
Dynamics. ~- The dynamic range of the preludes is nér-
mal, ranging from plano to fortisalmo,

General mood, ~-- Seventeen of the preludes were program-

matic enough to depict a mood, These covered a wide scope
from placidity and guietness to tempestuousness,

The style of Shostakovitch in these preludes is de-
cidedly individual, and very interesting. The preludes are
plenistic, and show the extreme facllity oflthe composer with
this instrument. Some of them have found a place in the re-
pertoire of contemporary artists, and any of them would be

worthy of inclusion in a modern group on a reecital program.
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