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Programme

Preludes and fugues from J.S. Bach’s Well-Tempered Clavier
Preludes by Shostakovich from 24 Preludes opus 34

Prelude and fugue in C minor, book 1

Prelude in F sharp

Prelude and fugue in E flat, book 2

Prelude and fugue in E, book 1

Prelude in B minor

Prelude and fugue in F sharp minor, book 2

Prelude in B flat

Prelude and fugue in A minor, book 2

Prelude in A

Prelude and fugue in B minor, book 1

--- interval (approx 20 minutes) ---



Prelude and fugue in B, book 2

Prelude and fugue in D sharp minor, book 2

Prelude in G sharp minor

Prelude and fugue in C sharp minor, book 2

Prelude in E flat

Prelude and fugue in F sharp, book 1

Prelude in E flat minor

Prelude and fugue in A, book 1

Prelude in A minor

Prelude and fugue in E flat minor, book 1

Each half of this concert is presented as a continuous performance 
with no break.



Beginnings and endings

Bach  and  Shostakovich  are  two  composers  who,  in 
their own very different ways, represent the end of an 
era.  Bach's  music  is  the  culmination  of  the  high 
Baroque  style:  his  Well-Tempered  Clavier,  among 
other  works,  serves  as  a  catalogue  of  the  various 
contrapuntal  styles  and  devices  of  the  preceding 
century.  At  a  time when composers  such as  Vivaldi 
and  Telemann were  reaching  towards  a  simpler  and 
more direct musical style, Bach was writing music of 
unrivalled  complexity—and  his  work  was  seen  by 
many of his contemporaries as old-fashioned and out 
of  date.   (His  improvisations  at  the  organ  were  a 
different matter: some of his harmonies were modern 
enough  that  he  was  reprimanded  by  the  church 
authorities  for  “making  surprising  variations  in  the 
chorales,  and  intermixing  divers  strange  sounds,  so 
that thereby the congregation was confounded”.)

Nevertheless,  the  complexity  and  beauty  of  Bach's 
music  proved  fascinating  to  many of  the  composers 
who followed him.  There is  an often  repeated myth 
that Bach was forgotten  for a century after his death, 
but this is easily debunked. Mozart wrote in 1782: “I 
go every Sunday at twelve o'clock to the Baron van 
Swieten,  where  nothing  is  played  but  Handel  and 
Bach”;  the  young  Beethoven  was  famous  for  his 
performances  of  pieces  from  the  Well-Tempered 
Clavier  (amongst  many  other  things);  Chopin 



described Bach as one of the two composers he learned 
the most from (the other being Mozart),  and the list 
goes on.

The traces of Bach in Shostakovich's music are not so 
easy  to  hear,  but  the  influence  is  still  strong. 
Shostakovich's  24 Preludes opus 34 (composed in the 
winter  of  1932–33) and his  24 Preludes and fugues  
opus  87 (composed  1950–51)  both  pay  homage  to 
Bach's collections of preludes and fugues.

Shostakovich also used a  musical  language that  was 
old-fashioned  by  the  standards  of  his  time.  While 
Schoenberg, Stravinsky and others were experimenting 
with new harmonies, atonality and new musical forms, 
Shostakovich was still using simple major and minor 
chords  (although  not  always  in  the  conventional 
order!) and writing large scale symphonies following 
the tradition of Mozart,  Beethoven and Tchaikovsky. 
In his  case,  though,  it  was not  a  matter  of  personal 
taste, but a response to the social and political climate 
he lived in.

This  highlights  another  point  of  similarity  between 
Bach  and  Shostakovich.  During  Bach's  lifetime, 
composers  had  the  roles  of  servants:  salaried 
employees, usually of a church or an aristocratic court. 
Mozart was the first composer to make money as an 
entrepreneur, and Brahms the first to earn a living from 
sales of sheet music. During the nineteenth century, the 
ideal of the composer as a free artistic spirit reigned 
supreme.  But  Shostakovich  and  other  composers  of 



Soviet  Russia  were  again  servants,  this  time  of  the 
state, and like Bach were chastised by the authorities if 
they wrote music that was too challenging. Most music 
was written for a specific occasion or purpose.

The 24 preludes play a special role in Shostakovich's 
output,  as  they  are  among  the  few  pieces  he  wrote 
almost  entirely  for  his  own pleasure  rather  than  for 
public  consumption.  In  a  similar  vein,  Bach's  Well-
Tempered Clavier was originally written for musicians 
to  play  and  study  at  home,  rather  than  for  public 
concerts. As I approach a pause in my own little era of 
concerts  devoted  to  Bach  (just  a  pause,  not  by  any 
means an ending), it is a good time to reflect on the 
different reasons why people write music, and on the 
ideas  and  traditions  that  are  passed  down  and 
transformed through the generations.

This concert is the last in a four part series exploring  

Bach’s  Well-Tempered  Clavier  in  different  contexts.  

Next year's solo recital will be something completely  

different!  If  you  would  like  to  be  included  on  the  

mailing list to receive details of future concerts, please  

email your details to concerts@hanysz.net



Alexander  Hanysz enjoys  a  diverse  career  embracing  many 
facets  of  the pianist’s  art—soloist,  accompanist  for  singers  and 
instrumentalists,  chamber  musician,  repetiteur  and  orchestral 
pianist. He has performed throughout Australia, and recorded for 
ABC Classic FM and for MBS radio in several states. He has also 
appeared as soloist and chamber musician in the UK.
 
In  Adelaide,  Alexander  has  collaborated  in  concert  with  artists 
such  as  Thomas  Edmonds,  Elizabeth  Campbell  and  Nicholas 
Milton, and was a repetiteur for Wagner’s Ring cycle in 2004. He 
has  a  keen  interest  in  contemporary  music:  he  gave  the  South 
Australian  premiere  of  John  Adams’  piano  concerto  with  the 
Adelaide Art  Orchestra,  and has given world premieres of  new 
works  by Australian  composers.  His  two piano arrangement  of 
Carl Vine’s piano concerto was published by Faber Music.
 
Alexander graduated with honours from the Flinders Street School 
of  Music,  and  has  participated  in  masterclasses  with  Jeremy 
Menuhin, Roy Howat, Michael Kieran Harvey and Leslie Howard. 
An  Adelaide  University  medallist,  his  numerous  prizes  also 
include the Edith Leigh Piano Prize (Cambridge),  the Geoffrey 
Parsons  Award  at  the  Barossa  International  Festival,  and  the 
Adelaide Eisteddfod concerto prize. He has twice appeared as a 
finalist in the Australian National Piano Award.
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