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INTRODUCTION 

Jakob Ludwig Felix Mendelssohn was born in Hamburg on 3 February, 1809. 
*1 He was the second of four children born to Abraham and Lea Merrlelssohn. 

Bein,] Jewish, they, with =y other ccrnpatriots at that time, v..>ere Imlch 

persecuted by the GeD!l3I1s and were faced with the decision of whether 

or not to became Christians. Lea's brother, Jakob, had been converted, 

and replaced his Jewish-sounding surnarre, Salorron, with the name Bartholdy 

after the previous =er of the family estates. It was through his 

persuasive reasoning that Abraham and his family were corwerted to the 

Christian faith: the four children being baptised into the Lutheran Church 

in 1816 while the parents folla-le:l suit in 1822, at the same time 

adopting the name ~elssohn-Bartholdy. Felix was na-l exposed to the 

teachings, liturgy, chorales and other music of the church, which would 

later lead to his = compositions in this field. 

In contrast to the dire poverty of his grandfather, Moses Merrlelssohn on 

arrivin'] in Berlin fran Dessau as a 14 year-old youth, Felix was, indeed 

as his name implies the 'lucky one'. The faJdly was by this time, well 

established and Felix started life with every advant<qe rroney could buy, 

includin'] the wise guidanoe of his parents. He was therefore able to 

have the best of teachers, incltrling Carl ZeIter (1758 - 1(32) for harrrony 

and composition. Of all his teachers 

II it was ZeIter who !Jlayed the rrost important part in Hende:Cssohn' s career . 
••••• As a teacher he was severe and thorough, and it was probably through 
his influence that Mendelssohn retained throUJhout his life a strOD] streak of 
conservatism in his approach to music. II *2 

Zel ter was a great admirer of J. S. Bach : so too was F'~l ix, so much so 

that, apart fran usinc:r Bach's canpositions as rrodels for his own, he 

organised and conducted the first perfor!l'al1ce of the St. Hatthew Passion 

in Berlin in 1829. 'Ibis vias the first performance of this work after 

Bach's death in 1750. This performanoe Has an ovenmelming success 

and inspired a new interest in Bach, whose Imlsic had fallen into 

obs=ity an:i was only kn= to a very few. 

1) The four children were: Fanny (b. 1805) , Felix (b. 1809) , Rebecka. (b. 1811) 
and Paul (b.1813). 

2) R:idcliffe, P., 'r-1errlelssohn' (~1aster, Musicians Series) (Dent & Sons 
London, 1976. p.5.) 



2. 

"In Eng land in 1800, only the learned had heard of J. S. Bach, and 
only the travelled had encountered his music. This need surprise 
nobcxiy, for what demand would there be in England at that time for 
his works? His organ music was unplayable on any but a very few 
English organs, his Church music was written in a Liturgical 
tradition entirely foreign to that of England, his secular music 
supplied a demand which was, to the musical ear of the time more 
attractively met by Telemann and his contemporaries, or by the minor 
English composers. The dissemination of the knowledge of Bach 
required a considerable raising of standards." *1 

Mendelssohn was not alone in praroting interest in J .S. Bach. 

Three other important English church musicians who involved themselves 

in this venture were Samuel Wesley (1766 - 1837), his son 

Samuel Sebastian (1810 - 1876), and 'Thomas Attwood Walmisley (1814 - 1856). 

Apart fran being influenced by Barcx:rue forms and styles, Mendelssohn's 

church compositions also show influence of the Venetian School, Mozart 
*2 and Beethoven. This must surely have been the outcome of his 

extensive travels to other oountries, Italy in particular. 

"Next to Wagner and Berlioz he vIas certainly the most travelled cam]X)ser 
of his time. His linguistic talents rather encouraged his trans­
continental trips; besides Gennan, Latin and Greek he had mastered English, 
French and Italian . " *3 

During one of his extensive trips he met, in 1827, the famous Professor 

Thibaut in Heidelberg, who, in his treatise 'Purity in Musical Art' 

(Uber Reiheit der Tonkunst, Heidelberg, 1825). 

"championed the revival of 'ethos doctrine' which had played so eminent 
a part in the musical thinking of antiquity." *4 

Mendelssohn was very impressed by Thibaut a fervent admirer of Palestrina, and 

"this introduction to the world of Renaissance music and especially to 
the so-called Palestrina style left a finn imprint on Felix's musical 
taste. Henceforth, he made himself ever more familiar with the works of 
these masters. In his capacity as a conductor he was able to perform their 
then almost forgotten music, sanetimes against considerable op]X)sition." *5 

Mendelssohn reciprocated this intrcduction to Renaissance music by 

1) PDutley, E., 'The Musical Tt7esleys~ (Greenwood Press, Connecticut, 
U.S.A., 1976) p.89. 

2) This will be discussed in greater detail in the ensuing· chapters. 
3) Werner, E., 'Mendelssohn' (Collier-MacMillan Ltd., London 1963) p.82 
4) Ibid, p.82 
5) Ibid, p.83 
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introducing Thibaut to the works of J .S. Bam. 

All these efforts by Mendelssohn and others to revive interest in the 

music of the BarCX]Ue and Henaissance Periods resulted in a positive 

response during their lifetimes. 

"One of the most striking aspects of the Romantic IlDvement is its 
affinity with Bach and Palestrina, its conscious preoccupation with 
the re=te past, scmething previously unknown in the history of music, 
. • . .. a general interest in Bach's music, which led in 1850 to the 
beginning of the publication of the first complete edition of his =rks. 
A similar edition of Palestrina's =rks was begun in 1862. The rapid 
rise of historical musicology in the nineteenth century was another 
outgrCMth of the Romantic interest in the music of former ages, while the 
discoveries of musi=logists further stimulated such interest." *1 

Mendelssohn's compoSitions were therefore greatly influenced by the music 

of Bach and the Renaissance masters. This influence manifests itself in 

t= categories which forms the content of this investigation, viz. the 

organ =rks and the sacred choral music. 

1) Grout, D.J., A History of Western Music (Dent & Sons, London, 1962) 
p . 498 - 499. 
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CHAPTER I 

THE ORGAN IDRKS 

3 Preludes and Fugues, Opus 37. (1833-39). 

1) c minor 

2) G major 

3) d minor 

6 Sonatas, Opus 65. (1839.,.45) . 

1) F minor-major 

2) C minor""1l\ajor 

3) A major 

4) B flat major 

5) D major 

6) D minor-major 

Fugue in f minor (1839) 

Prelude in c minor (1841) 

'IWo pieces. (1844) 

1) Andante and Variations - in D major 

2) Allegro - in B flat major 

Also nl.IDlerOus fugues still in manuscript. 



The climax of organ cOIT1jXlsition in the late 17th century and early 18th 

century manifested itself in the works of J. S. Bach . Instrumental , 
IlUlsic in the late 18th century was directed at wor ks for the orchestra. 

The organ therefore, 

"had little effect on the art of music, and IlUlsicians looked elsewhere 
for their media of expression." * 1 

Mendelssohn is the first iIT1jXlrtant ooIll[Oser of organ music after the time 

of Bach. I't may be mentioned here that apart from being a brilliant 

pianist, Mendelssohn was also an organist of the highest calibre, 

although he held no organist's appointment. His 3 Preludes and 

Fugues , Op.37, and the 6 Sonatas , Op . 64, have secured themselves in 

the organ repertory, both for pedagogic and recital purposes , with world 

wide appeal. He also wrote numerous other fugues and short pieces for the 

organ, sane of whi ch have been published, but these appear to be of minor 

importance. 

An interesting aspect of ~lendelssohn' s organ works as far as English 

tradition is ooncerned, is his writing for the pedals. On the oontinent 

the pedal section of the orryan was by this stage, highly developed, 

and was used from the 14th Century, an example being Halberstadt Cathedral 

in 1365 - although probably only a 'pull down' type of pedals, i.e., 

ooupled to the manuals without any separate pipes of their own. On 

the other hand , there Were only 2 Cathedrals in England (out of 33) 

which as late as 1810 had separate pedal pipes on their organs : these 

2 being Hereford Cathedral ill1d Westminister Abbey. The first pedalboard 

to be added to all organ in Britain was probably at St. Pauls Cathedral in 

1720, but it seems as if these fell into disuse, and were removed. Even 

if an English organ in the late 19th Century had pedals, the organists of 

the day refused to use them. Mendelssohn on the other hand, loathed playing 

organs without pedals, and even went so far as to cancel a recital at 

the Hanover Square Rooms because the organ lacked 'German pErlals' (i. e. a 
*2 

full pedalboard). 

1) Sumner, W.L., 'The Orqan' (MacD:mald & Jane's , London, 1978) p.210 

2) Routley, E., op cit. p~.178-l79. 
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"The organ of the 19th century Ch/es much to Mendelssohn, because of his 
interest in the half-forgotten works of Bach, his own comp::>sitions Yklich 
show a spontaneity which is unfortunately lacking in most original works 
for the organ and for his own organ-playing at public concerts in 
Germany and England. In England, the organ was used as an accompan:iment 
to the services in cathedrals and sane of the larger churches ..... Little 
money was devoted to the building and repair of organs. Many churches 
relied on other wind and stringed instruments to provide the modest 
accompaniment to their psalmody." *1 

Fortunately interest in organs and organ building :improved in the seoond 

half of the 19th century, foUCh/ing the endeavours of H.J. Gauntlett 

(1805-76) and S.S. Wesley (1810-76) in particular, and also as a result 

of the Great Organ Exhibition, held in the Crystal Palace, London in 185l. 

This latter event stimulated new interest and a number of larger 

instruments were built by builders such as Willis, Walker, Thyme, 

Hope-Jones and Harrison. This was a start, but it ~uld still take 

a number of decades before the results would be seen - and heard - and 

for the standard of organ playing and building to be on a par with that 

as fourrl on the Continent. 

3 PRELUDES & FUGUES, OP.37 

The Prelude and Fugue form is a direct descendant of the Barcque Period. 

This form was perfected in the works of J.S. Bach. Like the 6 Preludes 

& Fugues 

=t1jXlsed 

for pianoforte, Op.35, the 3 Preludes & Fugues for organ were 

arcund 

as March, 1833. 

1837, except for Fugue III Yklich was oomposed as early 

Mendelssohn dedicated them to Thomas Attwood (1765-1838), 

organist of St. Paul's Cathedral f rom 1796-1838. 

A. The Preludes 

Aspects of Form 

In the 3 Preludes and Fugues Mendelssohn gives the Preludes prominence by 

their greater lengths in =nparison with the 

thematic cxmtent, and highly organised fugal 

fugues, their slIDstantial 

textures. They are therefore 

not merely introductory movements of seoondary :importance but are indicative 

of Mendelssohn's historical outlook as he returns to the early Baroque 

ooncept of an extended movement, an outgrowth of the Italian toccata, 

1) Sumner, W.L., op. cit., P.2l9 
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where brilliant running passeges , broken chords and other type of virtuosic 
*1 figuration, alternate and intermirlgle with fugal sections. 

Despite these Baroque l ,eanings , Mendelssohn's 3 Preludes are clearly 

products of a later period as they contain trerrls of both the Classical 

and Romantic eras. The traditional 'middle section' of the fugue 

(Preludes I & III being in fugue form) is not always dealt with along the 

lines of strict fugal principle, rut contains elemerrts found in 'Classical' 

developuent technique. In traditional 'middle sections' of a fugue the 

subject appears either =mplete or rrodified in keys other than the tonic, 

and is accanpanied by the remaining voice parts. Merrlelssohn fragments 

the subject , developing only parts thereof for haLlTOIlic ptlrfOses. 

Romantic tendencies in the form of chromaticism occur in both melody" 

and harmony. 

Each of the 3 Preludes is in ternary design , and has a fugal texture 

with an accanpanied subject. 

the following table 

The structure of each Prelude is shown in 

Prelude I (3 voice fugue for S.A.T.) 

Bars 1 - 19 Enunciation 

19 -100 Middle Section 

100 - 136 Final Section 

Prelude II 

Bars 1 - 27 A 

27 56 B (in fugato style, using 4 voice parts S.A. T .B.) 

56- 82 A' 

82 - 88 Coda 

Prelude III: (4 voice fugue for S.A.T.B.) 

Bars : 1 - 23 Introduction 

23 - 43 Enunciation 

43 - 121 Middle Section 

121 - 153 Final Section 

1) See Prelude III. The organ works of Buxtehude offer further earlier 
examples, and also the toccatas of early Bach (e.g. Bach's "48" I, 
Prelude No.7 in E flat major), and Tbccata from Tbccata & Fugue in 
d minor B.W.V. 565. Tbwards the early 18th Century these two styles 
(Prelude & Fugue) were separated into individual movements, a 
developuent which was perfected by Bach. 
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The character of a rrovement is determined to a greater or smaller 

degree by the subject. The long, flowing melody used as the subject 

in Prelude I is typically characteristic of Mendelssohn's writing, 

and this 'endless flow' of quavers prevails throUiJ'hout the rroverrent. 

Ex. 1: Subject of Prelude I 

Prelude II is pastorale in character, a character which even permeates 

the fugato section (bars 27 - 56) the rhythm of which is anticipated 

in the seoond limb of the opening phrase (bars 2 & 3). 

Ex. 2: Subject of Prelude II 

de, 

Its p.u:ase structure tends to be Il'Ore balanced than in the other two 

preludes: the melody line, sorq-like in character has definite fore -

and after - phrases. 

The subject of Prelude III is stronger in character than those of 

Preludes I & II, possessing a Bach-like quality of grandeur. This 

is particularly noticeable in the Intrcduction (bars 1 - 23) where 
*1 chbrale-like chords are interspersed with figurative quaver passages. 

Similarly, both the Intrcduction and fugue (bar 23 ff) suggests the 

loosely-knit succession of fugato and pseudO-improvisatory sections 

as often found in the mid-Baroque. These sections are however tied 

together by the fugal subject which acts as a unifying elerrent. 

1) cf. Chorale Prelude by J.8. Bach "In dulci Jubilo", 8.608. 
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Ex. 3: Subject of Prelude III 

&. 

In all three Preludes the subjects are accompanied, viz. in I & III 

by chords, arrl in II (fran bar 27 ff) by a munter-line. In II and 

III the subjects remain unchanged throughout, rut in Prelude I 

r.endelssolm fragrrents the subject into smaller CO!lI[X)nents, and develops 

each of these in a somewhat Beethovian manner. This classical development 

teclmique as found in the sonatas arrl other works of M:lzart, Haydn and 

Beethoven may be seen in bars 76 - 86 where the opening octave leap of 

the subject is used on its own to build up harnonic tension by means 

of canonic imitation. 

Ex. 4: Prelude I Bars 76 - 86 

--- - ~--------
-

......... -... ~I~ .... _ u.H. ill -::-t :~ ~ 

• , I' 

() • I I I I I 

:i - -+ .. 'l f +-
~2. 

~ S'" .. '34-

-; I 

-, 

" 
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By altering this octave leap to a minor 7th, nodulation is possible 

as dominant 7th hanronies are implied, 

e.g. bar 42 2 + 3 (daninant 7th of A flat major) 

bar 46 2 + 3 (dominant 7th of E flat major) 

bar 50 2 ... 3 (daninant 7th of f minor) 

Ex. 5: Prelude I Bars 42 - 43; 46 - 47; 50 - 51 

",.- - --- ~-"""'J. J"---' -----.- - - ._--!---
\~~.::i=-~~ __ a:~~ __ .-. ~· ·- -: ~.~.~ · f l~-t::= ;;-=- -~-d£ 
\J:I - -. - ---------- - - - -- - ------i -={; --V7 - - -- ._ - -::,. - \ -- V -f ----

$0 'Sl 

Such alterations of larger intervals within a subject are often used by 

Mendelssohn to achieve greater tonal flexibility in order to nodulate 
*1 to keys other than expected. This hanronic freedan foreshadows 

later Romantic and Impressionistic composers who purposefully vacillate 

between tonalities to create an undecided and vague feeling in their 

works. 

Aspects of Style 

Although Mendelssohn strongly favoured organs with independent pedals, 

the parts, like those in the music of S.S. Wesley, tend to be relatively 

simple, lacking an individual character. 

with the exception of bars 42 - 45 and 60 

Cood examples are Prelude 

- 64; in Prelude III bars 

II, 

1 - 39 there is alrrost a lack of pedals. Prelude III however, rontains 

a Buxtehude-like quality of sweeping pedal parts across large sections of th, 

pedalboard (bars 39 - 56) . 

1) for more details in this rormection, see discussion on fugal subjects 
page 14ff. 
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Ex. 6: Prelude II Bars 1 - 5 

().Jr -r1 ) . -~ =:1J_".~: 3, .o.,,?:c::ci=-. ~_.u_ :.u:I. ( 
, . . - ~-#--' --

I~ Il ~ f':' , 'r' 'f -t--r'---r' ~- ,.,_ .. ~l::E:r -=- ~f":hr- ;::"'~~ -
( 

~ 
~: ..... ~~. ~ -I: E £Q 

• ' • '.~ ,:j' ._- " ..::. . -. : .- ' , ' • .;; ,, - :.J. · -~, 
.. - ., J l -k~ -

1'1 

, . ~ . S'. 
~~ -- - -.. --- :r'e' g=t :r ' - 'l~~ 

- -

Jjtk · . . 
· - •• .. --

Ex. 7: Prelude II Bars 42 - 45 

~' riH.n_""'i " ~ ".....-
'"' ,', r"", 

~t\.' 
., 

. , 

I -, .-r < I '" V 
~ 

~ ~~ _ .... -,. :~ - " 
, I 

42 -+ t.,..S 

. ~ 
.......... - ~ 0#-

, . 
'-------

Ex. 8: Prelude III Bars 43 - 46 
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At t:il11es however, there is a tendency t<Mards a more pianis'tic rather 

than organistic style. Bars 50 - 65 of Prelude I for example, muld 

have been written for the piano, owing to their texture, hand spacing, and 

the absence of a pedal part. 

Ex. 9: Prelude I Bars 48 - 67 

1 I " /-'iL 1 
50, • ~J. .ll isz'l b. 

Ie. I 't r UJ --- -1 2 

~~ Jbl) ;y -n-" 
~-

.JJ~ JJ..11 I '1 I I "I (Full ~w.) 

" 
'1 'eJ , 

4 

--
, --- '5ii~4~ _ • ____ • 6~ ~~ ---I + •. 1 4 ,.. 

i e. - I 
~J bl J j~J bJ J ! .J _L J b; I~ 1 I 

. 
~ 'r r· ,. , ,. ,. 

8 8 

sy ......-::-..... .... .. ;--........ 8 fO' 1-----:----'" • , ....... bZ.·I~, I' 
-

e. - b.l - 1 I, I 1 I I I,~ I . t J hj I Jctosesw. ....~q~ .... b,..~ L .... :d,.. ...... ~ .. ' l'-.... L . fI-. . 
, 

(/e:ato) .... 

6 ; ;- ~ '=-b. j J J~ • '=4.J i~ 1 I' 1-........ 

C>. I 1 1 1 
, 

..J.J..I, 1 

h .. ,..~Jl.L ... ~!: 
(cresc.) 

bR. .. ... -
eJ 2 .~. 'i ~.' • ,p • ... 

4 

......, 
-I 
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Prelude I and III display a virtuosic, toccata-like character 

abounding in fast-rroving quavers, 'and also semi -quavers in Prelude III. 

In Prelude I the quaver rrotion found in the subject is extended at 

times to fonn part of a figurative accanpaniment. In Prelude III 

the semi-quaver runs in bars 102 - 121 also serve as figurative 

accompaniments to the middle entries of the subject. 

For all their pianistic qualities, these works are designed to be 

perfonne:1 on an organ, for, if played on a piano, the absence of the 

pedal part will be noticed since this supplies the needed 16 foot 

quality. 

, 
A strong sense of unity prevails within each rrovement. In Prelude I the 

unifying element is its fugal subject, and continuity is also achieved 

through use of the flowing quaver rrotion throughout. It is of interest 

to note at this point the solid block (chordal) harrronies used in 

bars 131 - 136 to end an otherwise flowing rrovement. Handel ian 

influence may be seen here as he toe used such chords t o em many of 

his oratorio chorus numbers e.g. "His yoke is easy" ("Messiah") where 

the final cadence in block harrronies is preceded by a rest or break to 

give it full impact. 

Ex. 10: Prelude I Bars 131 - 136 

I~I 133 1'3<0 . 

8·~¥t=--3*=-=J:= 1 ~f~~~J-: l-IT~=~-J ·:-~·" ;L __ ~:· 1[=:-:~ 
...,/ :&= 

\:.1 
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For unity, Prelude II depends on the pastorale rhythm and a basic unity 

of its key schemes. The =ntrasting 'B' section merely chan:)"es to 

the tonic minor, rroreover its fugato subject is based on the rhythm of 

bars 2 and 3. Prelude III has the fugal subject as a unifying element 

even although the rroverrent tends to be sectional (1 - 23, 23 - 60, 60 - 102, 

102 - 121, 121 - 153) • 

B. The Fugues 

Aspects of' fonn 

The three Fugues which follow the Preludes are written in 4 voi ce parts, 

(soprano, alto, tenor and bass) . 
* entries is not always orthodox 1 

B.T.A.S., and Fugue III - A.S.T.B. 

of the subject is unacoompanied. 

The order of subject and answer -- , 

in Fugue I - T.A.B.S . , Fugue II -

In each Fugue the opening statement 

The following table shows the sectional structure of the Fugues. 

Enunci.ation Developlent Section Final Section 

Fugue I Bars 1 - 12 12 - 51 51 - 65 

(12 bars (39 bars) (14 bars) 

Fugue II Bars 1 - 11 11 - 47 48 - 63 

(11 bars) (36 bars) (15 bars) 

Fugue III Bars 1 - 17 17 - 80 80 - 95 

(17 bars) (63 bars) (15 bars) 

The Enunciations 

The imnediate rrodel for Mendelssohn's fugue writing may be_ found in 

the mature oontrapuntal works of J. S. Bach. 

1) The voices of a fugue may enter in the following order, either 
in clockwise or anticlockwise direction : t soprano ~ 

bass al-to 

~ten;r~ 
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W. Berry in his I:xxJk "Ponn in Music" *1 discusses Bach's writing as , 
follows : 

"The typical Bach fugue grows out of the subject-genn, finding variety 
in an endless resource of variation and develo):lllent, mnsurrrnately 
=ntrolled in a perfect equilibritnn of horizontality and verticality, of 
interdependence and independence of voices, of the ebbing and rising 
moverrent of line, and the infallible direction of tonal-harrronic 
progression. " 

In another discussion of J.S. Bach's 'Well-Tempered Clavier', Karl 

Geiringer states 

"Even the material of the episodes is usually derived from the mafu.­
theme or the counterp,ints which escort it, thus producing uniformity 
of substance within the individual fugues. As a rule, full cadences 
or general rests are avoided; the different sections are carefully 
interlinked so that the feeling of unbroken solidity conveyE;d by this 
music is enhanced." *2 

The same description may be given of Mendelssohn's fugues. Economy 

of material is the keyv;ard as regards his developnent techniques : 

each subject is exploited and developed to the full. The subjects 

are broken dawn into intervals, or melodic or rhytlunic units, and 

these in turn are used in al.rrost every conceivable way. These 'broken-

dawn' units, be they melodic, rhytlunic, or prominent intervals permeate 

the corrI":ments of the work, both in the colmterlines and episodes. 

Mendelssohn is akin to J. S. Bach in this respect too as he achieves 

maximum results with lninimum resources. This compositional technique 

also produces agreat sense of =nciseness and unity within the novement 

or greater work. 

Along with these Baroque elanents one finds certain Ranantic trends, 

especially in the fields of harrrony and musical idiom. A particular 

Romantic quality is the harnonic and melodic flexibility of the subjects 

which are constructed in such a way that they are able to be 'distorted' 

tonally, often creating hanronic ambiguity. A good example of this is 

provided by the subjec t of Fugue II which, though starting in G llliljor, 

soon leans t=ards its sub-dominant C major. 

1) 

2) 

Berry I W. I "Fonn in Music" I 

Jersey, 1966), P.374. 

Geiringer, K ., 'J.S. Bach 
Unwin Ltd., London, 1966.) 

(Prentice-Hall Inc. Englewood Cliffs N. 

the Culmination of an Era.' (Allen & 

p.279. 
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Ex. 11: Subject of Fugue II 

Ambiguity also exists in the answers of Fugues I and II : both trans]X>se 

their respective subjects in the manner of a real answer, except for 

their opening intervals which oorresp:md to a tonal answer . 

Ex. 12: Subject & Answer of Fugues I & II 

Can Plato 

f!G\) 
~ -..... .-- I 

legato • r '''''- -., a-,-' 

L' .. ---.,. ~~ ~L ~~ ... L ~ ... 4 

r r -- -j /,cgato) - ~ .... ... • ----... Ih.L ~ 

-
1 II· ~ , -- - [;...J-"'" • 

-
f~ 



--!J-lj. 

I~ 

. ~ 

" 

< 

17. 

(Poco Lento) 
. -- -

mf .. ,,~ 
-j--

, 

U_ A ---------, - "'-
U I 

m II A~ --" II if u 

-

- (legato) 

U A 

As OpJXlsed to the fundamentally real answers of these two Fugue 

enunciations, that of Fugue III is not only essentially tonal but 

cannences in somewhat irregular marmer, answering the tonic note 'd' 

with the sub-dominant 'g' instead of the expected 'a'" A further 

adjustment occurs in bar 6 where a minor 10th takes the place of the 

minor 9th in bar 2" 

Ex. 13: Subject & Answer of Fugue III 

• 

. 
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As a consequence of the hannonic flexibility of the fugue subjects, 

none of the three Fugues needs a codetta in the Enunication section: the 

subjects tend to . merge srroothly into the new keys of the answers 

without any rrodulations. 

Of the t hree fugues only No. I has a regular counter-subject. A strong 

thematic relationship exists between subjects and the counterlines: 

the latter complenentin:r and strengthening the forner. 

The count ersubject of Fugue I imitate s the subject to sane degree in 

bar 5. 

Ex. 14: Fugue I Bar 5 

---;--,---$---- t-4f -.- t : -t -- r -------. ----.- ­
.' -:1l.==1:::.--.-~-=f~ ::-:aie~ 
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The irregular Countersubject and futher counterlines of Fugue II 
I 

complement the subject by alluding to the quaver figure of bar 2 in 

an inverted form, thereby producing a strong contrary lOCltion between 

the outer voices. 

The irregular Countersubject of Fugue III continues the descending 

line found in bar 3 of the subject. 

Ex. 15 Fugue II Bar 7 

T 
~ -~ ~-------"----=~--:' I ------

:~~-u~=:1..:~~~-3~~-=== 
- 1--- - , 
"T -+ 

The 'Developnent' (Middle) Sections: 

The 'Developnen.t' Section of Fugue I is not a mere succession of subject 

entries indifferent keys. Being 39 bars long, it rontains only 3 

entries of the subject : bar 1512 in the Tenor in E flat major; 1912 

in the Bass in E flat major, and bar 386 in the Tenor in f minor. One 

would, expect lOClre entries, and since this is a 'lbmantic' work, a 

greater variety of keys. In place of lOClre entries, Mendelssohn 

develops the fugue subject a=rding to 'Classical' Sonata principles. 

Striking examples of such lOCltivic developnent may be seen in the following 

passages : in bars 24 6 - 271 the opening limb of the subject is developed 

sequentially passing .through the keys of b flat minor, f minor and c minor. 
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Ex. 16: Fugue I Bars 24 - 27 

2.4 .----.--------. --.-- ...... -.. ------t "- .... ---··---·--~-------r-------·--~ . _ .- - - .- - . 
• t :" j.-.t.'.--~---'-.~-•. - ---. : .... -~-- .. -----.. --.~_= - _ _ =-

-.:tiE --:.-- .... ---- ... ---~----~. :------ .---.~.-.~----.. - ..... 
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The opening interval of the subject urrlergoos sequential developoc,nt 

in bars 47 - 51. In the first two of these sequential strains the 

interval remains basically intact whereas in the third it is treated in 

a free marmer. In bar 47 the Alto voice enters, followed by the Tenor 

a crotchet beat later, creating a synocpated effect. This synocpation 

is repeated in the Alto voice in bar 4811 once the Soprano has entered 

in bar 489 . Sequentia.l develorrnent is also given to the semnd l:iJnb of 

the Subject in bars 31 - 32, in the Bass, and in bars 41 - 43 in the 

Soprano line. 

In Fugue II the 'Developnent' Section ocntains eight 'micldle entries' 

in closely related keys (0 najor, 0 major, e minor, b minor, B major, 

c minor, d minor, G major.) Altllough Mendelssohn does not develop 

the subject material acocrding tc Classical principles here, the subject 

or fragments thereof perneate this section throughout. Examples may be 

seen in bars 11 - 13 where the last part of the subject, i.e., from the 

descending line which preceeds the JrJ figure in bar 2, is inverted, 

first in the Soprano voice (bar 11), then in the Tenor (bar 12), and 

lastly in the Alto (bar 13) . 

Ex. 17: Fugue II BaJ; 2 

Ex. 18: Fugue II Bars 11 - 13 

,G~(~n :9---t - --~~:.c=;t -f-... .. --­
~~~~~~~q-~~~vV1~ftTff~:~·-~'~~' 

'-I-"Jt'----c- #t1=fA~ J -- ~f~~:=~~~~7~4=~a=-1~-- ~f=~· 
~i ....... .., , , 

II. 1'3. 

~~ir:4!~!fiq=IWtffilffiR1f-tltl)' ~ 
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Bars 29 - 30 show a particularly interesting combination : the subject 

is distributed between the Alto and Tenor voices in such a way that its 

two limbs are superimp:lsed. 

Ex. 19: leugue II Bars 29 - 30 

Imitative part-writing in a Baroque idiom based on bar 2 takes place 

in bars 34 - 36. 

Ex. 20: fugue II Bars 34 - 36 

J. , l- 11 .____.1111 
if--- ·-------, -· # - k--el=----~--~~-----==·- =- .- '=.:ttl I -~ ~ .-------.-

1:;t===:;::t;t'ff~'~-=+=t==~-~4~-Ft, -fL-,. - ~t:.:-+ _,--~::::.·~~-; _q 1W=--8 T--~--!.,.,.,..!--- d.L~-~----- -=-----~- _l1..ti - ~ ------- --

A partial, incomplete stretto *1 is found in bars 43 - 47. The voices 

taking part are: Soprano (bar 43 3) , Tenor (bar 453), and Alto (bar 461 ). 

Its effect is enhanced by the pedal point (on D) in the Bass, thus 

preparing the way for the 'Final' Section. 

1) A partial stretto is one in which only some of the 'voices' take part. 
An incanplete stretto is one where one or rrore of the participating 
voices dces not state the subject in its entirety. 



bS. 

Owing to the rather extended 

longest of the three Fugues. 

23. 

'Developnent' 

As in Fugue 

*1 Section ,Fugue III is the 

II, the 'Developnent' section of 

Fugue III contains 8 'middle entries', once rrore in closely related keys 

(a minor, a minor, g minor, B flat major, g minor, F major, d minor, d minor) . 

Here too, little 'sonata-type' developnent is evident, save for the 

sequential treatrrent of the second limb of the subject (bar 3) in bars 

20 - 24, 65 - 69 and 74 - 78, creating a stretto-like effect. 

Ex. 21: Fugue III Bars 65 - 69 

'l'he Final Sections 

The Final Section of Fugue I conrnences willi a subject entry in the BdSS 

(bar 51) which, . after a short link, leads into a rather unusual passage: 

cormencing in bar 54 a syncopated rhythm appears, at first unobtrusively 

in the Tenor, be=nes gradually rrore obvious in bar 54 (in the Scprano 

and Alto), and assumes total prominence in bars 56 & 57. In the next two 

bars this syncopation still underlies a Subject entry in the Scprano 

before being dissolved into Il'Dre regular quaver patterns in bar 60. The 

effectiveness of this syncopated pattern is enhanced in bars 56 and 57 

by a 'leaping' pedal roint, PJssibly resembling the opening interval of 

the Prelude. A further allusion to the preceding Il'Dvenent appears in 

the ending of the Fugue v.here the voice parts '=re together' , rroving 

horrophonically to a majestic close in full four-part harnonies. 

1) cf. table on page 7. 
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The 'Final' Section of Fugue II ~s standard in struC'ture, opening with 

a complete statement of the SubjeC't in the toniC' key (bar 48) and ending 

with a tonic pedal ]Xlint and a partial, incomplete stretto in the 

closing bars (57 ff). A Bach-like feature is the superimp::>sition of 

pmctuating chords in the manual parts in bar 53 over the second limb of 

the subject in the pedals. *1 

Similarly conventional is the Final Section of Fugue III which starts, 

at bar 80, in the tonic key, and rroves to a dominant pedal point in bars 

82 - 87. Of greater interest however, is the reappearance of part of the 

Prelude Subject in the Soprano voice in bars 88 - 90, used in combination 

with the final statement of the Fugue Subject in Bass. This obviollS1.y 

serves as a unifying elerrent between the Prelude and Fugue. 

Ex. 22: Fugue III Bars 88 - 91 , . , 

ll=t=~~G~ ~~fL~~lt tJ~JC-~=k 
---- --lj-- - _-\ - I _ _ .1 --l 

: ~_f=-_-==!= -- f=p$=-- ! --=!' )=-...::.:-~-~-==:;:==::: tI - - -- - - -~- l=~~ 
------ ----- ------ --- - --- . . _--- - --- -----_. - -------------------- ------_ . . _-------

88. qo. 
- ~.:--E'_'==--=-':'='::':F---=-::. -J- -~-=-.:.. ~- =:r--=-:[ :::-:-==--=-= T._=:-nl-=-,--=:::--!·----i;ik--------=== 1_--- --- -- -- --- - - -- "\ - --_. 1'" - # .J.-' - 1. I -I - 0 - - - -__ .11¥ ----=--~_:.-=-- I -:.:--.-::- ~ . ____ =_ -.:=.t.--~- -1~-~- -L_'::~_-- __ ---- - - -,---. 

- - -d-

Ex. 23: Prelude III Bars 24 - 27 

1) An example of this may be seen in J . S. Bach I s I Prelude arrl Fugue I in 
D Major for organ B.W.V. 532: bars 48 & 49 of the Fugue. 
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Aspects of Style 

*1 
The style of the three Fugues follows that of the canzona and ricercar 

of the Baroque Period. Fugue I follows the style of the canzona since 

it is strong both rhythmically and melodically, and displays a lively 

character. Fugues II and III on the other hand, lack this rhythmic and 

melodic vitality, and display, a rather serious, majestic quality, and 

the 'learned' character, so typical of the ricercar type. As a result, 

Fugue I tends to exhibit a rrore harophonic quality rather than oontrapuntal; 

Fugues II & III on the other hand, the opposite. 

Another important aspect of the Fugues is that, in oomparison with the 

Prelude s , they are definitely organistic in style. The pedal p3.rfs are 

highly individual in character and require a sound teclmique for 

execution. 

The subject of Fugue I has a liltin:J, Mendelssohnian long-phrase 

structure. The opening limb rises fran C to E flat over a static 

G note; the next limb oonsists of a Baroque-influenced, sequential 

pattern of falling 3rds fonning 7th chords, closing in c minor. 

Sequential treatment, a strong Baroque element is also found in the 

Subject of Fugue II. Like the subject of Fugues I & III, the subject 

of Fugue II oonsists of 2 limbs: the first made up of 4 crotchets, and 

the seoond of a sequential quaver p3.ttern. This subject has a 

oounterpart in the Kyrie of Bach's b minor Mass I the ' tenor entry of 

which is as follows (bar 30) : 

1) Canzona: in the field of keyboard Imlsic it paved the way for the fugue. 
Characteristic features include:- clarity of texture, balance of form 
and sectionalism, free alternation of imitative and borrophonic styles. 
In ocntrast to the oontenporary ricercar, the canzona were lighter, less 
serious, and possessed a livelier rhythm. 

Ricercar: rrore 'learned' in character than the canzona. Other features 
include : - slow tempo, one or rrore the.rres, lacking rhythmic & melodic 
indi viduali ty, ocntain passages in toccata style, abound in contrapuntal 
devices. 
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Ex. 24: Bach's Mass in B minor: Kyrie, Bars 30 - 31 (tenor) 

~
l30j. ____ Q> " " .~- - -- .- - - t··~· .... .. --~ -,.----.-' ~·-f~::.·l ------- -'jJ.--· t.--··- -~:--~ - ~-·-, - -- --, .-. -- - -. .II-..-·

LUl
'- , ,;.--- -- .. ---t ----­* .,,-.-- , -. , - -# -... t. ---.-- _ 1' --.- -- . --I ;"M-, I- k -. -- -

-- .~~.-=--=-.=.~-=~-~ ~~.=:-=--- -" -- ~ --:..-.:~ -=. "'_.J ~~~.=-=.,. --. t:::t-.. 'f-===-. -~~.-==~~ 
~-~-Q. 4.-(1., _ _ _ _ _ _ _ _ __ ;., __ ~. 

The subject of Fugue III feel sin=mplete as the ending implies 

sub-daninant harrronies, without returning to the tonic. It is of 

interest to note that this subject had a longer original version. 

"In its original foun of the Fugue to which Mendelssohn gave the title 
'Fugue for Full Organ', was written for and intend~d as an offering to 
Vinoent Novello ...... Fran the (accompanying) letter we learn that the 
Prelude, though already begun, was not sufficiently advanced for the 
=mposer to have been able to include it with the Fugue. 

Examination of the manuscript of the Fugue shows that in i ts original 
faun the Subject was longer by two bars than we know it today." *1 

Ex. 25: Fugue III Subject in its original f a un 

1) See Ivor Atkins' Preface to Prelude and Fugue No. 3 of 3 Preludes 
& Fugues, Op.3? (music s=re) (Novello), p.21. 
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In its original foon, the subject has a feeling of o::mpleteness, since 

it ends on the tonic hanronies. This subject has a parallel in the fugue 

in b flat minor from J.S. Bach's '48' Book I, both consisting of a slow 

opening limb followed by quicker IlOving crotchets in the serond limb. 

By romparing the Fugues with the fugal sections in the respective preceding 

Preludes, the following may be observed : that, 

i) Fugue I is similar in character to the 'fugue' in Prelude I 

have long melodic lines following the canzona type. 

both 

ii) Fugue II affords a rontrast with its Prelude in that whilf: . the 

Prelude (including the Fugato Section - bars 27 - 56) is of a pastorale 

character, the Fugue is strongly Baroque - like in its rontrapuntal 

, texture. 

iii) While both Prelude and Fugue III portray a serious mood, rontrast 

exists in the fonnal aspect as the Prelude is sectional, and 

thus reminiscent of the early Baroque ricercare, while the Fugue is 

non-sectional. 

In ronclusion one may ronsider the Preludes and Fugues, Op.37 as a 

ocmbination of three different styles. While their basic roncept is 

Baroque, they inrorpJrate Classical features such as symnetry, balance and 

Classical developnent technique, dressing these aspects of foon, harllDny, 

and style in lbmantic clothes. 

The Six Sonatas for Organ , 01'.65. 

These pieces came about as a result of a rommission by the publishers, 

Coventry & Hollier, for Mendelssohn to rompose several 'voluntaries' 

as English organists were greatly impressed by his organ technique, 

treatment of the ];edals (influenced by Bach's works) and his polyphonic 

improvisations. 

"Seen as a whole , these pieces might IlOst appropriately be categoriesd 
as organ suites." *1 

1) Werner, E., op. cit., p.425 
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as each oonsists of a sequence of loosely-linked IlOvenents, an exception 
*1 

being Sonata No.6. 

Mendelssohn used the term 'sonata ' for w::lrks that oonsist of 2 to 4 

IlOvernents • Contrary to Classical ooncepts, not one of these follow 

sonata (or 'first-IlOvenent') form. Instead, use is made of variation, 

little rondo and ternary form, SCT.le of which display the then Bshionable 

style of song - without - words (e.g. Sonata I, ii IlOvenent; II i; III ii; 

IV ii, iii; VI iii.) and the barcarolle (V ii). In addition to these 

shorter-type rrovements which are CXl!TID:)n to sonatas of different Periods, 

Mendelssohn includes other forms with clear Baroque trends such as the fugue 

and chorale elaborations. Some IlOvements vaguely resemble the pattern 

of the French Overture insomuch as they start with an introduction 

which leads to a fugato section. In this free succession of IlOvenents, 

Mendelssohn approximates his organ sonatas to the outline of earlier 

types as exemplified in the mul tisectional toccatas and sonatas of G€org 

Muffat, Maichelbeck, Pasquini, Martini, J.S. Bach and others. 

The following table sumnarises the number of IlOvements and their design 

Sonata No. 1. 

M:>verrent : 

i 

ii 

iii 

iv 

Sonata No. II 

i 

ii 

iii 

Sonata No. III 

i 

ii 

Design: 

Introduction and lXluble Fugue (using a chorale) 

ABAl Coda 

Quasi Recitative 
ABAl 

Introduction an:l. Air (Duet) (ABAl 
Coda) 

Little Rondo (ABA1B1A2 Coda) 

Fugue 

Introduction and lXluble Fugue (Chorale based) 

ABA1Coda ("Song Without Vbrds" type) 

1) Some unity does exist in this sonaw which oonsists of a chorale 
with a set of variations, a related fugue and closing IlOvenent . 



Sonata No. IV 

MJvanent 

i 

ii 

iii 

iv 

Sonata V 

Chorale Introduction 

i 

ii 

Sonata VI 

i 

ii 

iii 
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Design 

Introduction and Fu<Jato 
ABAl 

ABAl Coda 

Introduction and Fugue 

ABCA1B1Cl Coda (Barcarolle type) 

Dltroduction and Fugue 

Theme (Chorale) and Variations 

Fugue 

'Song without W:>rd", , type 

MJvements in Ternary (4ii; lii; 3ii; 2i; 4iii) and binary form (6iii) 

Of the ternary forms used, the lIDSt regular oc=s in Sonata 4, 2nd 

movement: the A section (1 - 10) is repeated almost literally after a 

lIDderately contrasting B section (103- 20), which still retains the 

rhythmic figure of the opening as well as the clOSing phrase of A. A short 

link (203_24 2) prepares for elis 'Al, section (243-36) which is extended by 

means of a short interpolation - bars 32 and 33. 

A lIDre extended . form of the t ernary design appears in Sonata 1, 2nd 

movement, where the symetrical plan (A, 16 bars; B, 24 bars; 16 bars ) 

is followed by a 22 bar Coda, resulting in a pseudo-binary balance. 1his is 

enhanced by the affinity of the opening rrelody of the Coda to the similarly 

descending prO<]ressions in bars 17 - 24 of section B. This progression 

of chordal suspensions is ocnductive to IIDdulation, and is used for ~t 

prrpose in bars 32 - 40. As in bars 25 - 32 of the B section, there 

is also reference to the opening A section in the Coda (bars 65 - 72), only 

this tine the ocmplete fore-phrase (1 - 4) is used . 
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The 2nd !!'Overnent of Sonata 3 produces unforhmatel y, an anticlimax to 

the work, which has an extremely strong and fOwerful 1st M:lvement. 

This anticlimax would be overcare if there were !!'Ore !!'Ovanents to 

follow. The form of this Finale follows Ternary design which 

concludes with an extended Coda , bars 263-40 . This Coda elaborates 

to some degree on the opening phrase of section A. 

of the ll'OVeJ1\ent is as follows: 

Bars : 

Section 

1-8 

A 

The structural plan 

An interesting compositional technique occurs in the Coda as from bar 

303 - 34 whi ch is an inversion of bars 26 3 - 30 - i.e. , the pedal point 

on the note 'a' as found in bars 263 - 30, is now in the uppermost 

part, while the quaver pattern (based on the openiJ:\g of section A) is 

given to the L. H. and pedal s , although all slightly varied at the end -

bars 33 and 34. 
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Ex. 26: Sonata 3 ii Bars 26 - 40 
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All three above rrovanents exhibit the character of a 'Song without WJrcls. ' 

'I'he sane character is al so prevalent in 6iii, the fonn of which however 

takes a pseudobinary design: A, 1-20; B206-30; Coda 306-36. Its 

p.::>sition within the context of the sonata is far rrore satisfactory 

than the afore-mentioned 2nd rrovanent of Sonata 3 : the nDvanent grows 

out of the final cadence of the preceding fugue (2nd llDvement), thus 

achieving a sense of continuity. M:>reover, the change ·to the tonic 

major affords a relief from the sombre rrood of the preceding two rrovements 

in the tonic minor. 

Affinity to the 'Song without W:lrds' is particularly obvious in the 3rd 

llDvement of Sonata 4, which assumes the fonn of a duet for 'Soprano' and 
*1 'Tenor' The 'soprano' dominates throughout the A section (1 - 23), 

and the 'tenor' the B section (22 - 44) . 

combination in the Al section (44 - 62). 

The ThD 'voices' appear in 

The entire rrovernent is strongly 

unified by its consistent semi-quaver accompaniment, and by the close 

relationship between the different melody lines. The Coda (62 - 73) 

continues with the semi- quaver pattern of the accompaniment, being in 

bars 62 and 63 a re-statement of bars 1 and 2 (which fonn the introduction). 

Contrast therefore exists mainly in key, the B section rroving indecisively 

between d minor and its dominant. 

The ' Air' which forms the main part of Sonata 2, 1st rrovBnent has a 

rrore complex desi')I1. Not only is it preceded by a dignified introduction, 

but the main melody is also wedged into a pseudo-p.::>lyphonic texture. 

The continuity of this texture, combined with the free alternation of the 

ThD solo voice parts *2 and their irregular phraseology helps to conceal 

the underlying ternary design (A 1-15; B 153-29; Al 293-43). In 

consequence this llDven~nt shows the rrost original handling of traditional 

ternaryfonn. 

1) Note the similarity between this n'OVement and "Holsw::lrthy Church 
Bells" by S.S. Wesley. 

2) The 2 solo voice parts are: for a higher voice (soprano range) and 
a lower voice (tenor range) . 
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*1 
Little Ibndo fonn: 2ii; 5i 

The rroverrents written in this fonn are Sonata 2, 2nd rrovement, and 

Sonata 5, 1st rroverrent, the lay--outs of which are as follows: 

Sonata 2, 2nd rroverrent (C Major) 

2 163_251 ; 253-3i; 333_431; 433-512; 51 3-68. Bars : 1-16 ; 

Section A B Al Bl ' 2 A O:lda 

Sonata 5, 1st rrovement (b minor) . 

4 85_161 ; 4 25-32; 4 4 44-55. Bars : 1-8 ; 16 -24; 32 -40; 40 -44; 

Section: A B C Al Bl Cl 
Ooda 

Both movements are of contrasting character: the first has a processional 

quality, while the 2nd is in a lilting barcarolle-style. Although both 

rroverrents are sectional, 00 contrast exists between the different sections: 

they are related by the same or similar rhythms which prorrote inner unity. 

The only slight Contrast therefore exists in the key scherres. In2ii 

the 'B' section passes, by means of sequential treat:nent, through various 

tonal centres with dc:rnll!ant relationships, whereas in 5i, the 'B' and 'c' 
sections afford very mild hannonic contrast by beinj in the daninant miner 

(f ~ minor), while sections Bl and 2 are once rrore in the tonic (b minor) . 

The Recitative fonn: liii 

An unusual fonn which Mendelssohn used for the 3rd M:Jverrent of Sonata 1 

is the recitative. Although the recitative character is not generally 

associated with sonata fonn, it has often been used in place, or as part 

of one of the rrore conventional-type rrovements in sonatas written before 
*2 Mendelssohn . This may be seen as a musical manifestation of the 

'redende prinzip' (speaking principle) . The opening Baroque concept of 

therre (bars 1 - 8) is used as a basis for the quasi-jmprovisatory development 

during the course of the rrovement, punctuated by chordal cadences 

1) From the GenTIan "Kleines Rondo." This fonn is an extension of the 
ternary idea: is a transition between ternary and rondo fonus. 

2) Examples of recitative rrovements are: 

a) Kuhnau: "Biblishe Historien" (1698) 
b) J . S. Bach : Chromatic Fantasia & Fugue, EWV 542 
c) Haydn: 'Noon' Symphony 
d) Beethoven: Piaoo Sonatas Gp.31, No.2 (1st rrovement, recapitulation). 

Op.110 (Slow M:Jverrent) 
Symphony No. 9 (Finale). 
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progressing to different keys. It is interesting to note that the first 

t= chordal fragments (bars 4 & 5, and 10 & 11) =ntain the 'Credo' notive 

as found in M::lZart's Missa Brevis in F major, K.192, and also in the 

opening of his 'Jupiter' Symphony K.551. 

This rroverrent balances with the first in that Mendelssohn takes up the 

=ncertato elerrent once nore : the chcrdal fragemnts of the 3rd noverrent 

being a counterpart to the chorale int:erpJlations of the 1st novement. It 

also foreshadws in bar 29ff the ascending arpeggiated chords used so 
*1 

prcminently throughout the 4th novement 

Fragments of the opening of the recitative are used and developed, 

rroving tCJ\\Iards C major, c minor, and f minor. The individuality of the 

rhetoric elements creates at times a tendency towards a duet style, this 

being enhanced by imitation (e.g., bars 6-8) and canon (bars 41-44) . 

Ex. 27: Bars 6 - 8 & 41 - 45 
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1) Ccrnpare novement iii, bars 29, 30 and 33, 34 with rrovement i v bars 
23, 24. 
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The movement closes with a chordal passage in the manuals, leading, 

without a break, into the brilliant toccata-like Finale. 

The FUgue Fonn: li & iv, 2ii, 3i, 4i & iv, Sii, 6ii. 

As the above list indicates, this fonn is oomrron to all 6 Sonatas . 

It appears in 2 different categories: 

a) fugues of standard form (2iii, 6ii) , and 

b) fugues preceded by an introduction, viz. Introduction-fugue (li) 

or Introduction-fugue-return of introduction (liv, 3i, 4i & iv, 5ii ) . 

A. FUgues of Standard form : (2iii, 6ii) 

Both these fugues have quiet, serious, melodic subjects which build up 

to magnificent majestic climaxes in the closing bars . Both Subjects 

consist of 2 limbs. Thematically, 2iii is not related to the other 

movements of that sonata , but in 6ii, the opening 4 bars of the subject 

are based on the opening of the O1orale of its 1st MJverrent *1 . 

1) The O1orale used here is'Vater Unser: see p.SHf. 
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Ex. 28: Opening Ljne of "Vater Unser" and Fugue Subject of 6ii 

TI1e following table shows the structure of the 2 fugues: 

Enun<;:iation: Middle Section: Pinal Section: 

2 iii C major. 1-223 22 3-66 67-102 

6ii d minor. 1-29 29-55 56-86 

The Enunciation sections are conventional, conSisting of entries of the 

subject in the following voice sequence: tenor, alto, soprano, bass . 

Use is made of regular counter-subjects, and answers are real and tonal 

respectively. 

The Middle sections too, offer very little interest in the way of new 

developnent techniques. In 6ii there are only 2 middle entries of the 

subject, one in F major (bar 31) and the other in a minor (bar 41) . In 
*1 

2iii however, there are 7 middle entries , but even here comrositional 

techniques are uninteresting. 'fhe only aspect of minor interest may be 

found in bars 4}-481 and 481-531 where double middle entries oc= a 

major 3rd apart between the soprano and tenor (43ff) and between the alto 

and bass (48ff). 

1) Entries of Subject bars 22, 28, 33, 39, 43, 48, 57. 
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Ex. 29: 2iii Bars 43 - 53 
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In the final sections the opening limbs of both subjects are developed 

along Classical lines, In 6ii the opening fragment is used as a structural 

cx:nq:onent of the link (bars 71 - 78) which 'builds up tension, climaxing in 

the final statEment of the fugue subject. In 2iii the Final section 

elaborates on a four-note quaver motive introduced for the first time 

in the accompanying quaver line in bar 39ff. This motive in turn is but 

a rhythmic diminution of the opening notes of the Subject itself, and 

appears now in opp::>sition and as a counterp::>int to the original version, 

giving rise to fascinating canbinations e.g., in bars 74 - 75 where it 

appears in augmentation, thereby simultaneously resembling an incomplete 

subject entry. 



38. 

Ex. 30: 2iv Bars 74 - 75 

Another feature of this Final Section is the use of prolonged chromatic 
*1 progressions which delay the feeling for .a tonal centre until bar 96 

B. Fugues preceded by an introduction. (li & iv; 3i; 4i & iv; 5ii). 

The introductory sections of these fugues are given a majestic, processional , 

chordal character, except for liv and 4i which are written toccata style , 

based on brilliant arpeggiated chords and fast scalic runs in semi-quavers, 

and also Sii which, in principal, is a chordal section with small figurations 

in quavers. 

Normally, one could expect tl1e fugue subjects to erner~e from the introductory 

sections, but tl1is is not the case here. The fugue subjects have no 

thenatic relationships with the material of the introductions, except for 

the slight affinities as found in 3i and 5ii; in the former the rhytl1m of 

the opening of Fugue I Subject (bar 24) is encountered earlier in bar 2 

of the Introduction; in the latter the openin~ descending 

of the fugue subject (bar 32) corresponds with the ascending 

leap of the opening of the Introduction. 

octave leap 

octace 

1) cf. the closing bars of the 'Amen' from Elijah for a similar effect . 
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Ex. 31: 3i Bar 2 & opening of Fugue I Subject (25 - 26) 
5ii Bar 1 & opening of Fugue Subject (31 - 33) 

Each of the intrcductory sections is hanronically closed. 

The rrost ccnventional fugue fonn appears in 4iv; the plan of which is 

as follows - Enunciation (bars 22 - 371 ), Middle Section (37 - 76) and 

Final Section (76 - 833). After the rousing Introduction, the Fugue subject 

enters at bar 22, thus overlapping with the end of the Introduction by 

1 bar. This subject is strongly Baroque in character and 

*1 
"seems at once to suggest the sound of organ pedals" 

Ex. 32: 4iv Bars 22 - 26 

The entries are in the following s equence - bass , tenor, alto, soprano. 

The answers are real and countersubjects regular . The Middle Section 

consists of 8 entries of the subject in related keys wi thout ele use of 

1) Radcliffe, P., op.cit. p.88 
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involved developnent techniCJUes . 'I11e Final Section, CX)tlsistit¥j of one 

entry of the subject over a tonic pedal p:lint , is followed by an a1Jridged 

version of the Introduction, vmich uses only bars 1 - 4 and 14 3-181 . 

Aurally, the Introduction of 5ii creates a chordal effect, but on closer 

examination, reveals a rather oontrapmtal texture. This is rarticularly 

so fran bar 13 - 21 vihere the chordal hamonic progression is the outcome 

of stretto technique. 

Ex. 33: 5ii Bars 13 - 21 
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The Fugue vihich follows (starting at bar 30) alIrost has the texture of a 

trio for soprano, tenor and bass. The ROmantic-type subject is 

introduced by the soprano over a tonic pedal p:lint on D, the tenor supplying 

an obbligato acoompaniment in quaver Il'Otion. The Enunciation ends at 

bar 43 after the tenor am. bass have entered with a real answer and 

subject respectively. The next section, of limited canp:lsitional interest, 

oonsists of 4 statements of the subject in related keys, and ends in 

A major. Three of these statements are inccmplete. The true Middle 

Section now begins at bar 63 and ends at bar 1121. It is introduced 

by material taken from the opening of the Introduction: the chordal 

character thereof also being used for ll'OdulatOl:Y purp:Jses e.g., bars 

85 - 86 and 91 - 92. 
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The 9 Middle Entries undergo the standard fugal procedure of passing 

through related keys : stretto technique is also employed, e.g., 70 - 75 

of the Introduction subject and 92 - 98 of the fugue subject. Developnent 

along Classical lines may be seen in bars 75 - 78 where the octave leap 

and descending quaver pattern of the Introduction are super:imposed. 

In bars 83 - 84, 89. - 90, and 106 - 107 the fugue subject is exterrled. 

Ex. 34: 5ii Bars 73 - 85 
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Ex. 35: 5ii Bars 106 - 107 
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The Final Section (bars 112 - 139) does not include a restatement of the 

fugue subject, but instead, consists of a modified repetition of the 

Introduction, incorp::>rating triplet figures fran the fugue counter-subject 

in bars 128 - 132. It closes with a Handel i an chordal passage (133 - 139) . 

The form used in fugues liv and 4i is the Italian toccata-fugue combination 

of the early Baroque *1 \ 

Both fugues open with brilliant toccata-like introductions, 35 and 22 bars 

in length respectively. These introductions are repeated (varied) after the 

fugal sections . As these restatements also include fragments of, or the 

=nplete fugue subjects, they furthermore serve as Final Sections of the 

fugues as the following table shows : 

liv: 

Introduction. 

1 - 35 

4i: 
~_ 221 

Enunciation. 

36 - 441 
Middle Sect ion . 

44 - 62 

30 - 62 

Restatement of Intro . 
(also Final Section) 

63 - 74 . 

62 - 84. 

1) This form was also used in Prelude III of the 3 Preludes & Fugue s 
op.37, see p.6. 

-
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The Introduction of liv is based on ascending arpeggiated chords and 
*1 descending scalic passages, passing through various keys From bar 

29 there is a return of the opening 6 bars in the tonic key, coupled 

with a superimposed melody in the UpperlIDst part, which prepares and leads 

into the fugue subject at bar 36. 

The key sequence in the Enunciation departs from the standard tonic/ 

daninant succession. Instead, the first answer (bar 38) is in the sub­

dominant, the second statement of the subject (bar 40) is in the dominant 

and consequently the answer which follows returns to the tonic. The 

short Rorrantic subject has a redundant entry at the close of tI ", 

Enunciation (bar 43) . 

Inner unity is achieved by basing the codettas of the Enunciation and 

episodes of the Middle Section on the sane material, and by allowing the 

semiquaver pattern to prevail throughout the novement. 

The Middle Section contains only three entries o f the subject. An interesting 

feature is the rising chranatic progression in the manual parts (bars 53 -

56) and the pedal figuration (56 - 57) which heighten tension as the 

fugue draws to a close. Two partial strettos bring the fugue to an end. 

Then follows the varied restatement of the Introduction, incorporating 

the opening of tile fugue subject in bars 67 and 68 . 

The Introduction 4i is also based on brilliant arpeggiated chords and 

scalic runs in semiquavers. Unlike its counterpart, in liv it does 

not flow into the fugue but concludes with a definite V - 1 cadence at 

bar 22. Contrast in character and key exists between the Introduction 

and the Fugue: the even semi-<]Uaver flow gives way to a short subject 
'"' which is based on the following rhythm ~ r tILil ( and is accompanied 

by chords on tile strong beats of the bar. At the san~ time the harnonic 

foundation moves suddenly fran B flat major to g minor. As in liv, the 

relationship between subject ans answer departs slightly fran the norm 

as the first answer , which is real, enters in the sub-dominant, whereas 

the seoond, vmich is tonal appears in the dominant. 

1) The key plan is as follows : F major (1 - 4), C major (5 & 6), a minor 
(9 & 10), d minor (11 & 12), D major (13 & 14), D major (21 & 22). 
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The Enunciation ,Section ends at bar 30, the Middle Section follows, 

dominated almost entirely by the rhythm of the subject, up to bar 48 . 

At this point material from the Introduction re-enters in combination 

with the subject, or fragments thereof. Classical development technique 

is strikinjly obvious throughout this Middle Section, e.g., bars 41 - 43 

and 57 - 58. A variEd restatarent of tile Introduction, combined with the 

Fugue Subject, begins at bar 62. An unusual section follows front bar 

66 to 74, producing a sane.lhat static 'lull'. A complete restatement 

of the Fugue subject in B flat major (tonic) appears fran bar 72 - 74, 

after which there is a return to the Introduction material coupled with 

fragrcents of the Fugue subject. 

The most important of all the sonata IlDvements are li and 3i. Apart 

fran consisting of an Introduction and Double Fugue, each IlOVEment 

furtherrrore ingeniously incorporates a chorale, another Baroque form. 

The chorale used in Ii is "Was mein Oott will, das g'scheh 'allzeit" 

("May what my God wills cane to pass"), and in 3i is "Aus tiefer Noth" 

("Fran deep in need I cry to Thee"). 

serious, penitential nature. 

Both these chorales are of a 

In li only the first 4 verse-lines of the chorale are used, interpolated 

in the Middle Sections of the fugues. Statements of the chorale - same-

times one verse-line at a time, other tin'es two, alternate with middle 

entries of the fugue subjects, creatinj a concertato effect. The chorale 

also passes through different keys, beil'B treated like a third fugal 

subject, but not developed as such. 

In 3i on the other hand, the treatment of the chorale is quite different. 

Here the =nplete chorale, also found in the fugal section (bars 24 - 112) , 

is used unobtrusively as a 'cantus finnus' in the pedals (bar 40ff) , 

much in the style of a chorale prelude, except that the fugue in the 

manual parts has no thematic relationship to the chorale. The chorale 

therefore is not regarded as a 3rd subject (as in Ii), and is also not 

developed as such. It only enters after the Enunciation Section. Further­

IlDre, it does not undergo any I!Ddulation, and retains its Phrygian character 

throughout, which in turn dictates the harIlOnies. For this reason 

s 'tatEments of the verse-lines of the chorale appear mainly *1 in the 'episodes ' 

1) Exceptions to this are found in the chorale & middle entries in bars 
68ff and 91ff. 
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where the harmonies are in a state of flux. 

The following table shows tl1e various sections of li and 3i, and also 

illustrates that the two subjects are dealt with independently in the 

marmer of a successive lXluble Fu<]Ue. However, in both rrovements material 

fran Fu<]Ue I is further developed in the Middle Section of Fugue II. 

li 

Introduction 

Bars 1-11 

3i 

Introduction 

Bars 1-24 

Fugu.e I __ ... Fug,....:.u~e II .--. 
~ ~----~-, 

Mid. Sect. Cl. Sect. Enun. Mid . Sect. Cl. Sect. 

19-32 32-40
2 

602-671 672-1071 107-129 

Fugue I 

~d Enun. fIII~. Sect. 

24-403 40-581 

403-62 
~ 

1st appearance of 
Chorale 

r 
Enun. 

58-661 

Fugue II 
~---.... , Mid. Sect. Cl. Sect. 

66-101 99-1131 
Rep of Intra 

113-135 

Sonata li opens with a short, simple Introduction Mlich is basically 

chordal, but includes a quasi contrapuntal texture in bars 5 - 9, based 

on the rhythm in b~ 2 -! I ) J J . A perfect cadence concludes this 

section at bar 11. This Introduction does not contrive to any later 

subject growth, nor does it undergo any later developnent. 

In Sonata 3i the Introduction is of greater significance because of its 

greater length and the fact it is repeated at the end of the novernent, 

thus framing the 2 Fugues. This Introduction is horrophonic throughout, 

and takes on a binary structure with closing section: 

Bars 

Closing Section 

204_242 

Two rhythmic units found in bars 1 and 2, viz. the quaver pattern in 

contrary rrotion and the rhytlun J.l1 J ' are used extensively through-

out this Introduction, and also pave the way for the subject of Fugue I 

Mlich incorporates beth these rhythmic canpcnents. 



46. 

Ex. 36: 3i Bars 1 - 2 
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Ex. 37: 3i Subject of Fugue I 

This Introduction ends with a perfect cadence. 

A strong interrelationship exists between the tv.<:> subjects of each of 

the lbuble Fugues. In li Subject II (bar 60) is the inversion of 

Subject I (bar 11) 

Ex. 38: Ii Subjects 
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In 3i, the opening of Subject I (bars 24 - 26) is cleverly built into the 

semi-quaver figuration of Subject II (bars 58 - 601 ). 

Ex. 39: 3i Subject II 

for the tonal irregularities 'Ihe Enunciation Sections are standard except 

which exist in the 2nd Subject statements. In li the 2nd Subject is stated 

f minor) . 'Ihis is followed by in B flat minor (sub-dominant of the tonic 

a statement of the answer, beginning in B flat minor but moving to c minor. 

The next voice then enters with the subject in c minor, followed by an 

answer in g minor! In 3i, also written for 4 voices, the 2nd subject 

and its answers are stated in a minor (tonic minor) and d minor respectively . 

This deviates fram the standard tonic/dominant relationship of the subject 

and an ,~. 

Canpositionally, the Middle Sections I of the Double Fugues are of little 
*1 interest : in li there are 6 middle entries in related keys. The 

Chorale only enters at bar 40, and 1:1>.0 of its verse-lines alternate with 
*2 the last 1:1>.0 of the middle entries. A further oomplete middle entry 

is built into the accompaniment of the chorale statement in bar 52 . 

1) The key scheme is as follows: 
in li : A flat major (bar 21), D flat major (23), f minor (25), 
c minor (28), A flat major (44) and f minor (SO). 

2) Another inclusion of the 1st limb of the subject I occurs in the 
chorale accompaniment in bars 592-601. 
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Ex. 40: li Bar 52 ff 
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In 3i there are 3 middle entries (in Middle Section I) *1 which alternate 

with the first 3 verse-lines of the Chorale. Along with the chorale 

statanent in bar 45 there is an allusion to the opening limb of the Fugue 

Subject I in the ba~s part. *2 

1) The key scheme is as follows: 
in 3i : a minor (bar 41), d minor (46), a minor (52 ). 

2) Structurally, this fugue (I) is for 4 voices plus chorale, but range­
wise it is seen as S.S.A.T.B. 
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Ex. 4i: 3i Bars 45 - 46 
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As part of the 'workirq-out' teclmique in both fugues, the 2 limbs of the 

subject are separated. These in turn permeate all ocunterlines 

throughout the respective fugues. 

The Middle Sections II offer more interest in that they oontain a 

developnent of both fugue-subjects in combination with statements of the 

Chorales . 

The Middle Section II of li may be divided into 2 parts, viz. bars 

672 - 911 and 912 - 1071 . In the first part Mendelssohn exploits the 

ooncertato effect (begun already in Middle Section I, bars 40 - 62) between 

the soft, ethereal quality of the chorale and the sudden fortissimo 

outbursts . Of further interest are: 

a) the rising sequential pattern in bars 71 ff, based on the opening 

of Subject II in the bass. 

b) the middle entry/chorale oombinations in 773 - 811 and 823 - 861 in 

D flat major and b flat minor respectively, 

c) the rrodulatory links in bars 81 - 2 and 86 - 7 which re-introduce 

the openirq limb of Subject 1. 
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The 2nd part opens with imitatory entries of Subject I, whidl lead to 

a mcdified but full rhythmic statement of that subject in the bass at 

bar 93. Once this statement is =npleted in bar 95, the bass part 

continues with a pedal figuration in quavers based mainly on the riSing 

3rd interval, the opening limb of Subject I, and chromat ic passing notes . 

This pedal figuration serves as the bass part to the chorale statanents 

fran bar 93 to 107. 

This movement ends with a Closing Section based on both fugue subjects and 

the chorale. It starts at bar 107 with a stretto involving Subject I 

in Soprano (107), Subject II in Tenor (108), Subject I in Soprano (109) 

and the opening only of Subject II in Tenor (110), allover a -tonic (F) 

pedal part. Bars 111 - 115 oonsist of a link using the opening of 

Subject I in the Soprano and Subject II in the bass. In bars 115 - 120 

these tw:> subjects are interchanged. 

The contrapuntal texture ends at bar 121 and gives way to a homophonic 

statement of two verse- lines of the Chorale, reflecting once more 

Handelian influence. 

The Middle Section II of 3i contains 7 Middle Entries. *1 As the Chorale 

is used as 

progression 

and Chorale 

a 'cantus-firmus', it naturally prescribes the harmonic 

to a large degree, e . g., in Middle Entry 2 where Subject II 

are superimposed. In order to achieve this union, a canplete 

harmonic mcdification of the subject is necessary . 

Ex. 42: 3i Bars 68 - 70 (Middle Entry 2) 

"TO. 

: --~-f_-t' --:~-:l~-::~, :~-~-~J -':--::--L J:--- l:~~~---~ ------------- I----------J---- __ _____ 1 _______ 1. __ __ ::.0 ___ _ 
1 "-

1) The Middle Entries are: bar 66 - bass (d minor); 68 - Soprano (F major) : 
70 - Tenor (g minor); 75 - Soprano (g minor); 80 - Soprano and Tenor 
(f minor); 85 - Tenor and Soprano/Alto (e minor) ; 92 - Tenor/Soprano 

(d minor basis). 
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Middle entries 5 and 6 involve the subjects of toth fugues. An 

interesting hanronic aspect of these 2 entries is that they toth 

rrodulate: Middle Entry 5 (b.BO) begins in f minor and ends in d minor 

while Middle Entry 6 (b. 85) begins in e minor and ends in a minor. In 

Middle Entry 5 Subject I is in the Soprano and Subject II in the Tenor. 

In Middle Entry 6 Subject I is in the Tenor and Subject II begins in the 

soprano, but soon proceeds to the Alto. 

The Middle Section II does not end with a perfect cadence, but rather 

merges srroothly into the Final Section of the Double Fugue at bar 97. 

Contributing factors to the smooth merger are the tonic pedal p::lint 

which extends fran bar 93 to 991 , and the sEmi -quaver notion which 

prevails in the L.B. 

The Final Section is marked by a statement of toth fUJue subjects , super­

imposed, in the tonic key (a minor) • The o]:)ening limb of Subject I 

appears in the soprano and its closing limb in the pedals (99 ff). Subject II 

enters in the tenor. The closing bars (103 ff) of this section consists 

predominantly of pedal figurations. The opening of Subject I under-

goes sequential 

bar 103 - 1071 . 

treatment in a descending d.ramatic progression, from 

'l\-.o further statements of this phrase follow in the 

pedals (bars 107 - 108), followed by two bars of pedal figuration based 

on the same rhythm. A descen::ling scalic run in the pedals (111 - 112) 

prepares for the return of the Introduction in A major. 

Bars 113 - 135 contain a varied restatement of the Introduction, including 

a Coda (127 ff) which oonsists mainly of double 3rds in oontrary quaver 

motion and two allusions to Subject I in bars 1273 and 1293 . 

Theme and variation Form: 6i 

This movement opens with the Chorale 'Vater unser im Birrmelreich' in 5 

voice-parts. In the 4 variations which follow the melody and hanrony 

remain mostly unaltered. Variation therefore depends predominantly 

on a chan;re in texture. 

Variation I resembles the style of a Trio-sonata with the chorale melody 

in the treble, accanpanied by flowing semi-quavers in the L.B. and 

harmonic foundation notes in the pedals. 
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Variation II states the chorale in a chordal style in the manuals, 

accompanied by a pseudo-ostinato pattern in the pedals. 

Variation III displays contrapuntal texture with the chorale appearing 

in the L.H. part. Counterlines appear in the upper part with its 7ffJ n 
rhythm and in the pedals which supply the bass part in quavers punctuated 

by rests. 

In Variation 4 the accompaniment consists mainly of arpeggiated chords. 

'!his coupled with a lively tempo produces a fiery toccata-like effect. 

The ch=ale is stated twice: bars 2 - 23 in the pedals, and bars 25 - 37 

in the manuals. In this se=nd statement the chorale is built into the 

arpeggiated chords, sanetirnes as 

the lowest note. The extension 

the uppennost part, other times as 

fran bar 37 to 45 incllrles sequential 

treatment of the opening of the chorale. 

Handelian influence is seen once more in the closing bars of this moverrent 

(i.e., bars 46 - 50) : first the dramatic silence for 2 crotchet =unts, 

then in a final chordal outburs't of the first and last lines of the chorale. 

Fugue in F minor. 

The title, "FUga III for organ" is given in the autograph, but apparently 

has no known reference to other fugues. 

'l'he Enunciation *1 is straightforward with statEments of suLject and 

tonal answer in tonic-daminant relationships. A redundant entry exists 

in bars 15 - 184 (bass) in the tonic. The subject is relatively 

long and flONing. The 6/8 time gives it a pastorale character. 

*2 The Middle Section =ntains 3 entries . The key sequence of the 2nd 

and 3rd entries, viz. c minor of the 2m entry to D major for the 3rd entry 

is a pleasant departure fran Mendelssohn's usual practice of having 

Middle entries in fairly closely related keys. A rising sequence in bars 

46 - 49 based on the openinr; of the subject (.' J'I.~) - =ncludes this 

section, leading to the final full statement of the subject in the tonic 

1) This fugue is written for 4 voices - S.A.'r.B. 

2) Bars 19 - 23 (Soprano) in A flat major; 304 - 34 (bass) in c minor, and 
43 - 46 (alto) in D flat T'l3.jor. 
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in bar 50 (bass). 

Bar 62 marks the start of a Coda based on the subject; 1st limb d J'l.r:-ffl) 
in bars 62 - 64, 644 - 651 (soprano) and 624 - 631 ; 64 - 66 (bass) and 

the 2m limb (the even quaver movement) in bars 654 - 684 (soprano) . An 

arpeggiated diminished 7th chord and perfect cadence ocncludes the 

work. 

Prelude in C minor, 

AlthoUJh this is written on 2 staves, it is necessary for the pedals. 

to play the bass part, ClNing to the ocntrapuntal texture of this piece. 
*1 Structurally, the work is sectional in a 3-part plan: 

B 

Bars 12 - 271 

Bl + 
3 27 - 34 ; 

Coda 

343 - 38 

The A section is built up of imitative p3.rtwriting based mainly on the 

opening motive, and ends with a perfect cadence in E flat major (relative 

major) . 

Ex. 43: Opening motH 

The B section opens with a rising sequence, ending at bar lB, when the 

opening mctive is taken up once more. A further sequence (22 - 23) is 

based on this motive, ending with an interrupted cadence in c minor in 

bar 271 . 

Bars 27 - 34 contain a varied repetition of 'B', using only its openinJ 

4 bars, this time in A flat major. The closing bars of 'B' are rrodified to 

1) Sectional although each section is not harmonically closed in the 
tonic. 
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end with a perfect cadence. 

The Coda (34 - 38) which follows is based mainly on the opening rrotive 

in imitative part-writing over a tonic pedalpoint. 

Andante with Variations in D ma.jor 

Compositionally, a very 'dry' work with a pleasingly tuneful drawin:;­

rCXJIll theme. 

While shaped as a binary form, its content reveals a ternary structure. 

Bars 1 - 8 = A - complete sentence, endi ng on V 

9 - 12 = B - single contrasting phrase ending on III 

12 - 16 = Al_ single phrase, clearly the opening of A 

In Variation 1 the unaltered theme is in the L.B , with a quaver counterline 

in the R.B. 

In Variation 2 the theme is in the R, B. with triplet quaver accompaniment 

in the L.B . In each phrase the second limb is always varied. 

A 'fuller' texture, which at tirres becomes contrapJl1tal, is evident i n 

variations 3 and 4, where the main theme is not stated, but only alluded 

to often with extended pm:ase-lengths. The t:iJne changes fran ~ to g for 

variation 4. Bars 24 - 29 (of this variation) serve as a Coda/Link, 

endiIlg on V
7 

harrronies, preparing for the abridj'ed restatement of the 

theme. 

Allesro in. B flat major 

This work is of the Song without Words type - a duet for 'soprano' 

and 'alto', written in ternary form. The plan is as follows: 

A 

Bars 1 - 29 

B 

30 - 72 

Al + Coda 

73 - 103; 104 - 135 

Phrases of the melody are evenly distriJ:JJted between the alternating 

'soprano' and 'alto' parts. The melody is charmingly lyrical. 
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Bars 49 - 72 contain a strange, chromatic modulatory section without the 

melody, offering no compositional interest. 

A varied repetition of 'A' takes place in 

'soprano' phrase is sounded in the pedals. 

becJinning of 'B'. 

bars 73 - 103. Here the opening 

Bars 89 - 103 reflect the 

1'he Coda has much chromatic writing, based on the nelody over a tonic 

and dominant pedal point (103 - 113; 114 - 122) . Bars 124 to the end, 

consist of an extended closing cadence based on a falling quaver figure. 

The Mendelssohn hall-mark *1 is evident in bars 131 - 133. 

1) The arpeggiated figure covering the notes of the tonic triad, 
usually extending over two octaves. 
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CHAPTER II 

THE SACRED CllRAL WJRKS 

Kyrie (1823) 

3 Pieces of Church Music 

1. Aus tiefer Not 

2. Ave Maria 

3. Mitten wir 1m Leben sirrl 

3 ~tets (1830) 

1 . Veni I:lcrline 

2. Laudate pueri 

3. Surrexit Pastor rorrus 

Psalm 42 

Psalm 95 (1839) 

3 English Church Pieces 

1. Nunc Dimittis 

2. Jubilate (1847) 

3. Magnificat 

3 Psalms (Nc:s. 2, 43 & 22) (1844 ) 

'Hear My Prayer' (1944) 

Sechs Spruche 

1. FrohloC"xet, ihr Volker auf Erden (Christmas) 

2. Herr Gott, du bist unsre Zuflucht fUr und fUr. (New Years Day) 

3. Erhaben, 0 Herr, tiber a11es Lob. (Ascension) 

4 . Herr, gedenke nicht unsrer Ubeltaten (Passiontide) 

5. Lasset uns frohlocken (Advent) 

6. Urn unsrer sUnden willen hat sich Christus erniedriget 

(Good Friday) 

Psalm 98 (1843) 

2 Geistliche Lieder 

'Kyrie ele ison' ('German Liturgy') (1846) 

2 Sacred Choruses 

'Respcnsorium et Hymnus: 
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The Sacred Choral "klrks oont. 

?p. No. 

3 Sacred Pieces 

1. Ehre sei Cott 

2. Heilig 

Te Ileum (for the Anglican Service) 

'Jesu, meine Freude' 

'0 beata et benedicta' 

'Grant us Thy Peace' 

3 Geistliche Lieder 

'Jube Danne' 

'Te Deum' (Latin) 

, Salve Regina' 

Chorale Cantatas 

1. Christe, du Lamn Cottes 

2. 0 Haupt voll Blut und Wunden 

3. Wir glauben all an einen CDtt 

* 
This list is not =nplete It only reflects works for which SXlres were 

available at the time of writing. (Many of the works have been published 

only since 1976, and rrore remain still in Manuscript) . 
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In the sacred choral works t1endelssohn' s formal heritage was mainly the 

rrotet and chorale cantata, products of the Renaissance and Baroque 

periods. The Lutheran chorale too had a strong influence on both his 

organ and choral compositions. 

For discussion purposes, the available works have been divided into 'the 

following groups: 

A) Unaccompanied four- part rrotets 

il) Motets for unaccanpan.ied double choir 

C) Three and four-pa1.t rrotets with instnnrental acoompaniment 

D) MJtets for soli and choir with accompaniment or 'a capella' 

E) Chorale cantatas 

The works are arranged alphabetically in each group. 

A) unaccompanied 4-part rrotets: 

Bars 

Psalm 100 (Jubilate Deo) and Doxology, Op. 69 No.2. 

'I\oio Pieces for Male Chorus, Op. 115 

1. Beati MJrtui 

2 . Periti auteM 

Psalm 100 may be divided into 4 sections: 

A B C 

1 - 50 51 - 81 82 - 138 

Doxology 

139 - 176 

Sections A and C are further subdivided lnto a number of smaller parts, 

each based on a separa'te head-rrotif, a few of which incl\ldes the interval 

of a 4th as a unifying element. The subdivisions in A ilre determined by the 

changing lines of the text. In contrast, section C is built around one 

line viz. 
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"For the Lord is grac ious; his truth and l oving kindness are forever." 

A succession of smaller suWivisions in this section therefore seBllS 

to stress the unendin:)" quality of the Lord's truth and lovin:)" kindness . 

Unlike sections A and C section B is based solely on one ITOtive, which is 

treated in fugato style. 

The contrapuntal texture of this work is particularly noticeable in 

section C where Mendelssohn, in a masterly fashion, employs invertible 

counterpoint. This is achieved by superimposin:)" the two head-ITOtives 

(in bars 972 ff), and then using them :in differ~t voice parts (:in bars 11/ ff). 

Ex. 44: Bars 97 - 103 & 113 - 116 

lid' -=1$ 
Herr ist freu nd lich. 

"J-$¥?---F.F 
und sci . n~ 

cu cr, ro, t lte L o ,..d I, ,m c inul; /I ill trutll (IItJ _ 

~~~~L ~ $ 
==rP- --

f*§1~---- m - En-0 - t. :..=:=::r 
c wig, enn dcr lIerr 1St 
cu " . ro, l ite / .O rr' I, 

&J~~J ~ 
SCI ne 

~#~ ;"';J~~ 
----../ 

Gnad lind 1 

# lou . ins· ,II J=r==I-
Gnad und 1 

lou 

1=£ 
freund 
liN' • 
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mJ :(~~-=r~[~~~~§rg:j 
wig. nenn der Herr isl __ _ 
cr, (or tile LONi iK __ _ 

'I'he lbxology departs fran the (x:mtrapuntal texture and has the voices 

written in unison, breaking into a haroJ;honic style for the main cadences 

(bars 147 - 152 and 161 - 166). The 'Amen' (bars 167 - 176) is a mixture 

between honophonic and contrapuntal texture, being based on a notive 

consisting of two minims, with each succeeding voice supplying the next 

note of a triadic build-up. The S.A.T.B . voices are divided into lsts 

and 2nds in the 'amen' and also earlier in bars 147 - 152 and 161 - 166 . 

The key-structure too is interesting : section A is in A major, ending 

on the dominant; section B is in a minor, often with nodal implications 

and ending on an 'open 5th' chord; section C is in A major, while the 

lbxology is in F major. Unexpected harmonic progressions occur in bars 

48 - 50 and 76 - 77: in 48 - 50 one would expect a nodulation to the 

sUbdominant rather than the daninant. 

Ex. 45: Bars 48 - 50 & 76 - 77 

\ 

sei . ner \Vei (Ie. To· . ren 
I,i_ own puJ tun). 

---­ein,_ 
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The first piece fran "2 Pieces for Hale Chorus," "Bea·ti mortui" is written 

predcrninantly in hoIrophonic style and has a ternary structure: A (bars 

1 - 16), B( 16 - 36) and C(36 - 55). 

The serious mood of the text is portrayed in the opening section by the 

chordal texture with repeated notes and limited melodic range. Bars 5 - 7 

however, depart fran chordal to imitative writing, but even here the 

serious mood is maintained as the head-rrotif consists of repeated notes 

oovering a range of only a 2nd. 

Section B opens with the phrase "Thus saith the Spirit of God", followed 

by a 4-part chordal texture, Which gives way to imitative writing once 

IlDre in bars 30 - 36. It is interesting to note that this imitation 

is given to the words "and all their ylOrks follow them". 

Section C opens with an allusion to A, given to four soli and tutti. 

The text is the sarre as that of section A. The oontrapuntal section which 

starts at bar 44 (to 51) is given to the soli once IlDre. A rrore lyrical 

style prevails here than in earlier oontrapuntal sections. The full 

chorus repeats the preceding soli phrase, but change the chordal 

ending slightly. 
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The 2nd piece, 'Periti autem' is written in free form i.e., though­

canposed, and is mainly contrapuntal, the nntives based on the opening 

interval (a 4th) and on the rhythm J I.' n .1.11 J found in bar 5 . 

These two elements penneate the whole work. A varied restatement of the 

opening is used as a conclusion in bars 64 - 71. 

B. M::ltets for unaccompanj.ed double choir 

Gloria 

Kyrie 

Mitten wir im Leben sind 

3 Penitential Psalms - Nos. 2, 43, & 22, Op.78 

Sanctus 

Sechs Spruche 

*1 The Gloria (no opus number) is scored for two S.A.T.B. choj.rs, and 

alternates between polyphonic and chordal sections. 

Mendelssohn adheres to the earlier practice of dividing the Gloria into 

sub-sections according to the text which in turn determines whetber the 

settinj thereof is to be polyphonic or chordal. If the text consists of 

lon;, acclamations, these are usually treated pol yphonicall y, whereas 

short acclamations are treated chordally. Although Mendelssohn does not 

use much 'word paintinj' in his sacred choral music, he nevertheless 

considers words and their meaning. The Gloria opens with a slow chordal 

section (bars 1 - 12), depicting the "peace and goodwill to all men". 

The male voices introduce the allegro section ("We praise thee Lord") with 

an ascending =tave leap in unison, which is followed by beth choirs in 

chordal style until the words "U1Y glorious majesty", treated polyphonically. 

The next ff3N short a=lamations, viz. "Lord God, heavenly King, almighty 

Father." (bars 32 - 41) are treated in Handelian fashion with short , 

punctuated harrmerstrokes, written antiphonally. Bars 41 - 50 contain a 

decrease in tempo, built into the note-values. 'fradition is maintained 

in "who bearest U1e sins" (bar 50 ff) which is a lways given to the soloists . 

The previously encountered ascending octave leap (in bar 13) plays a vital 

1) In this WJrk Mendelssohn also experimented with the use of different 
keys, starting in D major, moving to C sharp major, at bar 50 and 
ending in Affidjor . 
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section. '!he pleas for role in the expressive head-,-motif used in this 

Irercy (bars 61 - 71) are written in ~lyphonic style representing the 

=rmunal cry to God, full choirs enterin;r at bar 63. 

"fur thou alone arb Holy" (bar 72 starts antiphonally and breaks into 

8-part ~lyphony (bar 84), which builds up to aneffective climax on 

the words "heavenly glory of the Father". A short (4 bars) three-fold 

, Amen' in chordal style ends the work. 

The Kyrie in A major (no op.1s munber) is from the German Liturgy which 

Mendelssohn set to music in 1846. The text is used twioe : on its first 

appearance it is set in a simple pseudo-canonic style in 2 parts, each 

choir to a part; on its seoond appearance it is set in an 8-part 

~lyphonic texture. 

Written for 1= 4-part choirs (S.A.T.B./S.A.T.B.), it begins in chordal 

style with the cmirs treated antiphonally as far as bar 6; both are in 

canon at the unison and at a distance of 1 bar. In bar 6 the choirs 

depart frat) the canon and combine forces iri an 8-part ~lypmnic texture 

with imitatory entries conmencing in bar 8. 

ta the end of the piece. 

This ~lyphonic style prevails 

"Mitten wir im Leben sind" has the =rds of its 1st stanza taken from the 

antijXlon "Media vita in morte SlUllUS" and stanzas 2 and 3 fran Martin Luther. 

An attractive feature of this work is its modal tonality. The chorale 

used is an altered version by Mendelssohn. Note the melodic quote from 

the chorale '0 Haupt voll Blut und Wunden' in bars 20 - 28 and then again 

in 107 - 115 and 184 - 192. 

Musically, this is a BarCXJUe-inspired =rk, using elements sllch as the 

chorale and the massive 8- part Venetian chordal style. Its sectional 

structure is dictated by the strophic nature of the text. 
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Al B A2 Bl A3 B2 

Bars 1 - 28 29 - 87 88 - 115 116 - 163 164 - 192 193 - 229 

Chorale Full 8 Chorale varied Chorale varied repetition 

part repetition of B 

chordal of B 

1st texture 2nd 3rd 

stanza with sane stanza stanza 

polyphony 

In Al and A2 the 8 voice parts are divided into 2 groups, viz. the dark 

quality of men's voices contrasted with the light quality of wanen's voices 

(i.e., S ·l S2 Al A2 and Tl T2 Bl B2 ). These two groups are used anti­

ph::mally, although ]:hrases are not evenly distributed - male sections 

dominate. 

The openings of sections B and Bl are given a rich 8-part chordal texture 

in powerful block harmonies. This gives way to some imitative part­

writing in bars 41 and 127 respectively, after v.hich follows a highly 

polY[.tlonic texture for the "Kyries" (bars 65 - 87) and (137 - 163) . 

Sections A 3 and B2 are treated differently : all the voices canbine in an 8 

part horrophonic texture. B2 has the original opening (12 bars) transJXlsed 

an octave lower and the fonner polyphony of the closing 'Kryies' is 

replaced by a Simple, but effective chordal texture with antiphonal writing. 

The 3 Psalms, Op.78 include psalms 2, 43 and 22. Because of their verse 

structure, the music is sectional and is through-cc:rnposed. The sectionalism 

is underlined by key and/or time changes. Key changes are especially 

noticeable in Psalm 2, as may be seen fran the follOWing table : 

Ps.2 

Bars 

Key &) 
Time ) 

1 - 38 

-(4) 
g 

(4 ) 

40 - 62 

Ef+(4) 

(4 ) 

63 - 103 

- (3) 
C 

(2) 

104 - 111 

-(4) 
C 

(4 ) 

112 - 142 

G+(4) 

(4 ) 

Gloria 

143 - 162 

C+(4) 

(4) 
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Ps.43 

Bars 1 - 33 34 - 72 73 - 103 

d 
- (4) - (3) 

d D +(4) 

(4) (8 ) (4 ) 

Ps . 22 

Andante Assai 

conrroto Animato 

Bars 1 - 57 58 - 83 84 - 102 103 - 150 

- (4) 
e e 

- (4) E+(4) 

(4) (4 ) (4 ) 

The expressively sanbre character of the music rratches the penitential 

nature of the texts. Mendelssotm avoided melodrarratic effects ho~ver, 

and instead, used the style of the old psalm-tones, their reiterated 

notes emphasiSing free speech rhythm. This element underlies the austere 

melodic lines , set in a predcminantly chordal texture which is tonic/ 

dcminant orientated. Unity between the 3 Psalms is further achieved by 

the prcrninent use of the interval of a 5th in all three openings, and also 

the great similarity in the openings of Psalms 43 and 22, which are based 

on the same intervals. 

Ex. 46: Openings of the 3 Psalms 

o,.1''l.:'i~ I. 

c---... ,~ ... 
, 

• !oprLllo . 

.. .., ~::=~~~=::~2~~!~;:: DU'O~ ,,~....;;:: 

Bopn.no. 

::i 1~~~~11~1JiJ.~¥i'i=lid}:t§iJ'~ ~-:~ '~. Alto . 
0 

Tonore "' 0 .., 
0""0. 
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tor ,'o ••• ' ~ . 

.h~ .... t" . C •• ,..!n ,_, .. 

Bang I U . "~~~~~~~~ 

Irnj:ortant in these works is the element of =ntrast, aChieved by dividing 

the singers into two S.A.T.B. choirs in Psalms 2 and 22, and into a 4-

part male and 4-part fenale choir in Psalm 43. 

are treated antiphonally. In addition to this, 

The tv..) groups so forrred 

psalms 2 and 22 include 

solo sections, the treatment of which produces a concertato effect. 

is particularly evident in Psalm 22 I·mere both S.A.T.B. choirs sing 

This 

the same parts as far as bar 102, =ntrasting with a 4-part soli group. 

Fran this point choirs I & II separate, and the 4-part soli group is replaced 

by Choir I, thus ocntinuing the 8-part texfure. 12-part writing exists in 

the closing bars of Psalm 2 (bars 140 - 142) . Here the 4-part soli group 

is treated as a third S.A.T.B. choir in canbination with choirs I & II 

which sub-divide parts at this point. 



67. . 

Further striking individual features of the w:>rk are 

i) Psalm 2 ends with a "Gloria Patri", written as a 4-part canon. 

ii) an obvious unifying element is found in Ps. 43 where the opening 

4 notes are used to introduce the 2nd section in bar 34. 

4 notes are also found in bars 63 & 63 (in the tenor) . 

These 

iii) the dramatic quality of Psalm 22 is oonveyed in the use of recitative 

sections given to a solo tenor in the opening of the = rk. This 

seems to underline the lonely, forsaken feeling of the psalmist. 

An 

84 

1b counterbalance the opening recitative, which is an imr:ortant 

element up to bar 46, are-appearance oc=s towards the end of the 

w:>rk, this time shared with a solo soprano (bars 126 - 132 and 

136 - 140) . 

unusual fonn of overlapping the choir parts exists in bars 69 - 80 and 

- 102. While the two choirs are treated antiphonally (in b. 69 - 80), 

each sustains the last notes of their phrases mile the other continues 

with its next entry, producing thus a type of pedal point effect, but on 

a chord. 

The Santus opens with an imitatory section based on a simple yet effective 

head rrotif : each successive voice enters a 3rd lower, viz·, on d b g e 

c sharp a f sharp d. 

Ex. 47: Opening of "Sanctus" 

(see overleaf) 
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lIei · I ig, 
flf) . 1.1', 

hei - liG, 
JIfJ - 1.\', 

hei 
/i f} 

lir, __ _ 
1.1'. ___ _ 

Ilei . lip" 
I/o - 1.1'. 

s. ~~ 
Hci· lig, 
110 - I),. 

hei - liG, 
ho . 1.1' , 

-

hei 
ho 

lIei - lig, 
110 ' 1,1'. 

-I-

hei lig, 
110 - Iy. 

o 4j J I 
----------hci 

I/O 

}J I ("rcsr', 

:lgJ' ,;:I-I' ::-;!-===-d-=:j 
lIei ,l ig, 
110 - !y . 

he i lig, 
11o 1.1'. 

I =:::!!::::~:::::::::::=±==----=- -=L:---·:t=-,:' '-'" ,-,·::I'---~-:L _,.-_E __ -~tj 
,~ t _E - _ l-------L:.--------====='l 

The 8-part texture thus created produces an effect of unceasing praise on 

the word 'holy ' . An adaptation of this technique occurs in bars 42 - 45 , 

but here only 4 =tes are used, viz. b g e c sharp (the voices double on 

each note). Apart from bars 1 - 8 and 42 - 45, which a:-e given polyphonic 

treatmenf , the work is chordal, alt110ugh phrases overlap in the antiphonal 

section (bars 19 - 42) . 
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The "Sechs Spruche" is a set of 6 notets written for the following 

seasons of the Church year: Christmas, New Year's Day, Ascension, 

Pass iontide , Advent, and Cood Friday. The texts are taken from the 

Psalms or the Gospels. An 8-part choral texture, consisting of a 

4-part male and 4-part female choir, prevails in all six notets. With 

this arrangeIT'el1t of the voices one would expect one of the nain 

characteristic features to be that of contrast in vocal timbre, manifestin:r 

itself in much antiphonal writing. This is not the case. Some 

antiphonal wr~ting however does exist in IlDtet No. 1 (bars 1 - 6) and 

jib. 2 (bars lOff and 23ff) . A varied mixture of chordal and polyphonic 

styles are to be found in all six IlDtets. 

Fbrmal structures used are of 3 types, viz. tripartite (nos. 1 & 2), 

pseudorondo (no 3), and binary (nos. 4, 5 & 6). (Plus "Alleluias"). 

A l:l Bl Openin:r Phrase & Alleluia 

No. 1 Bars 1 -10 11 - 18 19
1 

- 29 29
4 

- 33 
(May also be classed as 
"inverted binary" form) 

A B C Bl 2 Alleluia 

No. 2 Bars 1 - 5 6 - 17 18 - 23 23 - 29 30 - 35 35 - 40 

A B Al C Alleluia 

No.3 Bars 1 - 7 7 - 18 18 - 24 24 - 28., 28 - 32 

a b a c Alleluia 

No. 4 Bars 1 - 4 4 - 8 9 - 12 12 - 20 202 - 24 

A B Alleluia 

No. 5 Bars 1 - 17 17 - 29 29
3 

-; 34 

A B Alleluia 

No.6 Bars 1 - 8 9 - 16 16
3 

- 20 

From the table it will be noted that each IlDtet ends with an 'Alleluia' . 

Numbers 4 and 6, for Passiontide and Good Friday respectively, therefore 

deviate fran the custan of not appending 'alleluias' to Lenten music. 

an 
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*1 11"1e short sett:ings of these 'alleluias ' are either chordal or 

JX)lyphonic. 

Further noteworthy individual characteristics are 

i) :in No. 1 both B and Bl sections end with "alleluias" : bars 30 - 33 

therefore assume the character of a oodetta, starting with a 

restatement of the opening phrase over a 'chordal pedal JX):int', 

and ending with an "alleluia". 

ii) Although it is not custOIPary for Mendelssohn to 'word-paint', this 

technique is evident in IlDtet No.3, bars 7 - 18. A prolongated 

effect is achieved on the words "Thou dost reign eternally" by 

overlapping the phrases in a highly polyphonic texture. 

Another instance of where the text dictates the IlDOd and texture 

of the music may be found in IlDtet No. 6 for Good Friday. Here 

the sombre IlDOd is portrayed in the chordal writing with reiterated notes, 

a psalm-tone rhythmic quality which emphasises the words . 

iii) the use of 'soli' in No. 4 to introduce the openin::r phrase of each 

section viz . an S.A.T. texture in bars 1 - 4
2 

and S.A.T.B. in bars 

9 - 123. As this work is of a penitential character, the soli 

sections serve as :invocations, answered, as in a litany, by the 

full body (of sin::rers) . 

iv) the opening head-rrotif of No.5 (for Advent) is based on the 1st 

line of the Advent chorale "Wachet auf ruft uns die Stimne". 

Ex. 48: Opening head--motif & first line of Chorale 

Twor 1 ~f t 
F I f" F I d .. I r 

Las set Ilns froh 10k· ken, 
Let us all be joy - Jul, 

1) the maximum length is 5~ bars 
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HYMN 55 Sleepers, wake - 8 9 8. S 9 8. 6 6 4 448 P. Nicolai, 1556- r608 

C) Three - and four part rrotets with instruIrental accompaniment 

"Grant us Thy peace." 

"Jesu rreine Freude" 

Veni DJmine, Op.39 No.1 

Landate pueri, Op.39 No.2 

o beata et benedicta 

Psalm 98 : Singet dem Herrn ein neues Lied 

Te Deum (English) 

Vespergesang : 'Allspi ce lXlmine. ' 

The rrotet "Grant us Thy peace" is structured very simply. It consists 

of one stanza repeated three times: first by the bass (solo or full) , then 

soprano (solo or full) while the bass sings a counterline, and lastly 

as a h"",rronised version for S.A.T.B. choir. The melody remains unaltered 

throughout, except for the extension at the end o f its third statement 

(bars 86 - 98) when the writing takes on a p::llyphonic style . The 

accompaniment, originally for strings, consists of a simple flawing 

quaver pattern. 
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*1 The chorale-setting "Jesu maine Freude" is so Baroque in style, it 

almost seems out-of-place as a Romantic composition. This observation 

w::>uld also include the style and treat:Irent of rhythmic units and the fact 

that the ac=mpartilrent is s=red for a small string =chestra. 

Being chorale-and text-bound, it is divided into two sections, the 

first being repeated, unaltered. Throughout, the chorale melody is given to 

the soprano while the remainirg three voices (A. T .B.) supply an ornamented 

accompaniment. For the first two lines, viz. bars 9 - 36, (repeated 

in 57 - 84 and 162 - 176), this accompaniment in=rporates the Baroque 

technique of pre-imitation based on the respective lines; new material is 

used for the accompaniment of the remaining lines . 

Ex. 49: Introductions of 1st & 2nd lines 

1l 10 Soprano 12 

" Alto -
de, Je -

LII- f.~~« : loire, J. -

"f". 

Je 
J. 

14 

su, 
'., 

de, 
ure, 

J. . SU, mei- ~. Freu cie, 
ure, 

~.i - no Freu ~ de, 
J. . 'IJ, 

Basso 
thou my pJecu .. ' 

Je 
J. 

, -.. 

su.rne~~- Frcu 
'u, thou my plea. 

1) Only the vocal soore was available 

Je . 61t, thou ___ my 

- de, mei· nc_ Freu 
- loire, thou my_ plea. 
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~ " 
loJ 

" 

de, 
ure, 
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• 24 

-
-

'. ~:~. meines Herzcns 
And m y heart'. o w .. '"' ... 

Je SU:I~'~ Freu . de, 
J. lU,' my ptecu . ure, 

, 
de, 
urt>. -

~ 
tretu . 

Violoncello I Con(rabbasso 

27 

mci 
And 

nos 
my 

". H- W' memes er.lens el ' 
ond my heort~ own trea. . 

de, 
urc, 

" . 

29 

Her· 
heart " 

, 

mei . nes Hcrzcns Wei· 
anti my I, I!/Jrl', a lUM '''~I'' . .-

de, mci - nes 
ure, and my 

Her - zcns Wei -
heurt', ___ OW" freal . 

The harrronic language too proves interesting: for the second half of 

the chorale (bars 102 - 147) the key changes fran the tonic , e minor , to 

E major, a l though the tv.D chorale-entries remain within an e minor tonality. 

Typical Baroque cadences are enoountered in bars 125 - 128 and 141 - 145. 

A striking similarity exists between the closing bars (178 - 184) and 

those of Bach's last com]:Osi tion , the chorale prelude "Wenn wir in hOchsten 

NOthen sein. " 

' Veni IX:mine' and 'Laudate pueri' are the first tv.D of Three M:Jtets *1 

for I'bmens' Chorus, Op. 39. Dated Rome , 1830, these works with Latin 

texts were written for the nuns of the Trinity de M:Jnti Convent. Both 

1) The third "Surrexit pastor bonus" will be discussed later in the group 
M:Jtets for Soli, Chorus , and Accompaniment , page 106 
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are scored for S.S.A., and are polyphonic in style, although the 

organ acoompanirnent is mainly chordal. 

Formally, No.1, Veni D::lmine follows a ternary design with introduction. 

Introduction 

Bars 1 - 8 

Time Signature 'con:m:::Jn time I 

A 

9 - 51 
6 
8 

B 

52 - 75 
3 
4 

Al 

76 - 95 
6 
8 

The invocation-like Introduction ended, the next section (A) follows in 

a through-ccrnp::>sed, but uneventful way, giving rise only to sorre rrediocre 

3-part imitative writing. Section B follows an 'a' (52 - 62), 'al , (62 - 72) 

plan, the 'al , section being a 3 part hanronised repetition of 'a', which 

is given to the Soprano I alone, except for bars 563 - 582 where the other 

two voice parts join in on the v.ords 'oorre now' • 

of section A is also found in Al 

The mediocre writing 

The seoond IIDtet, "Laudate j:?Jeri" however, proves IIDre interesting, as 

Mendelssohn uses the Gregorian antiphon 'Assumpta est' as the basis of 

the composition, and works it into a delicate polyfhonic fabric. *1. 

Ex. 50: "Assumpta est" & Opening of "Laudate j:?Jeri" 

Ssurnpta est lIIa-ri· a in cae-l urn : • gaudent An-
r - --, .. • 

b. I ~ • '" - f-" • , • •••. lI
i '·'53 

ge·Ii, laud antes be-nedi-cunt Dorninurn. E u 0 u a e. 

1) Werner, E_, Op.cit. p.2ll 



Sopran I 
(cs f -as2 ) 

Sopran II 
(e L g2 ) 

Alt 
(as -c2 ) 

J 

I-

~-

75. 

, . [) 

. 

, 

, Tutti 

Allegro moderato assai Lau -do-Ie 

Orgel ' 
oder 
Klavier 

, 

i' 

ro 

~. 

" , 

ro: 

,..--. 
,~ 0 ye that 

- -

i • 

• • r~1 I r ""'(---.- ,-----0 

P (I J "'I J ~hJ. IJ"J J I ---- -
-- --------------- ---------f 

I '" --
8 10 12 

, 

I ~ " Do mi lau do - Ie 
, 

do - mi - ni, no-men Do mi-pu . e · n . - num, . no - men 
.erve the Lord, praise tile Lord, 0 .Ing and praise Ilia g/o - riou. name, praise hill alo - riou" 

------- .-=--
~ . 
~ -r ~ T :f:~ r I:r iI· --.,: -.. ~. r

l ~ 
, I I 

- 0 
'!:.../ 1 -0 

The text, taken from Psalms 113, verses 1 & 2, and 128 verse 1, dictates 

the tv..o-part structure, although not a binary fonn. 

A (E flat major) 

1 - 109 

B (A flat major) 

100 - 178 

J J 

The time and key t= change for each section in order to suit the words : 

in 'A' (which deals with praise) the speed indication is 'Allegro rroderato 

assai' , (~ time) whereas in 'B' it is ' adagio ' in g time, producinj a calm 

and peaceful effect for the words "How blessed are they that fear the Lord". 

--
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'Ille A section is further divided into 3 parts, one part for each of the 

2 verses, and the third tor a ccrnbination of both verses. 

Verse 1 

1 - 39 

A 

Verse 2 

394 - 63 

Verses 1 & 2 

66 - 109 

The accompaniment too changes for each verse : for verse 1 it is chordal, 

and for verse 2 it consists of flowing arpeggiated chords in the R.H. 

These two respective types of accompaniment are repeated for the 

corresponding verses in the 3rd sub-section of A, i .e., bars 70ff and 86ff. 

Section B (Terzetto) Which does not contrast strongly with Section A, 

consists of alternating" soli and tutti passages in ternary + Coda foun . 

A B 

110 - 124 1243 - 144 

Al 

144 - 160 

Coda 

160 - 178 

'Illis section tends to be hc:m::>phonic as IlDSt of the rtelodic interest is 

given to the Soprano 1. A short staterrent of the opening vocal figure 

(bars 7 - 10) is to be found in bars 149 - 1511 (Soprano I) . 

Another work also written in Rome in 1830, and also for the Trinity de 

M::mti Convent , is "0 beata et benedicta". Apart from the hollDphonic 

treatment of the voioe parts (being written for S.A.A.), the organ 

acoampaniment is chordal with sare passing notes. 

of the work is as follows : 

Organ Introduction 

A B 

Bars 1 - 3 4 - 13 14 - 31 

'Ille formal lay-out 

Coda 

32 - 37 

Being written for the festival of Trinity, it is not surprisin;)" that the 

entire work is worked out in threes. Phrases, Which are grouped in threes, 

are clearly demarcated by the use of a pause at the end of each. Set in a 

bright key of A major (3 sharps), the work opens with a 3-bar introduction. 
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Section A censists of 3 phrases - bars 4 - 61 , 63 - 91 and 93 - 13 

so tee section B, which has the 'Gloria Patri' and 'Alleluias' for its 

text. 'Word-paintiIlJ' is evident here as each phrase of the 'Gloria 

Patri' is written higher than the preceding one, thus creating an up.vard 

(heavenly) noverrent. The 'alleluias' in this section may also be 

divided into 3 parts, viz. bars 213 - 25, 253 - 31 and 32 - 37. As 

will be noted fran this division, only two 'a;l.leluia' phrases fal l within 

section B, the third being reserved for the final 4 bars of the Coda. 

This delay, on the one hand, builds up a sense of expectation, and on 

the other, helps emphasise the third phrase of the alleluias. 

The Coda is unified with the Introduction by having the same accompaniment, 

but in an augmented version. 

The ten verses of Psalm 98 are set in 4 sections 

Verses 

Section 

Bars 

1 & 2 

A 

1 - 61 

3 & 4 

B 

62 - 88 

5 - 7 8 & 9 

C 

89 - 145 

10 

D 

146 - 237 

Sections A and D, both in D major, frame the two inner sections, in 

b minor and G major respectively. Contrast between the sections also 

exist in the tempi : A and D are both marked 'Allegro', while B and C 

are 'andante lentc' and 'andante cen noto' . Section B differs further 

frcrn the other sections in that it is written in triple rather than 

quadruple time. 

The singers are divined intc two S.A.T.B. choirs, although a full 8-

part texture does not prevail thJ:-oughout, e.g., in section C the choirs 

sing in unison with bar 118, then break intc a 4-part (S.A.T.B.) texture 

until the end of the =rk. 

In section A the highly [Xllyphonic writing is based on two head-notives, 

one for each of the two verses. 'l'he head-notif for verse 1 has a snooth 

strong, melodic character, whereas that of verse 2 stresses the rhythm of 

the =rds (bar 13ff). At this [;oint the choirs are used antiphonally. 
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Once both verses with their respective head~tives have been stated 

(ending at bar 172), Mendelssehn 'develops' both verses in a polyphonic 

texture, often superirnp:lsing both, e.g., bars 18ff and 49ff. Antiphonal 

writing too i s strong in bars 24 - 28. Both choirs combine in a chordal 

texture frcrn bar 534 , concludin] this section with a huge clural sound, 

reminiscent of Handel. 

Section B is a predcrninantly chordal setting of verse 3, with emphasis on 

melody. Contrast in sound is obtained by 'splitting Choir I into a 

soli- and tutti section. *1 The pedal points, alse encountered in No. 3 

of "3 Psa.J.ms", Op.78, are used here in bars 64 - 68 in canbination with 

a 3-part Soli phrase. 

In section C the choirs sing in unison, although separated for anti-

phonal effects. An important feature is verse 7 which 

starting in bar 100, and ending in bar 

is set 

1153 . 

in canon 

The (at the unisen) , 
*2 accompaniment takes on an interesting turn frcrn bar 118 (for verses 

8 and 9), breaking into repetitive triplet figures depicting thus the 

powerful waves of the sea and then the rippling water brooks mentioned 

in the text. The 4-bar rising sequence (bars 118 - 127) further word­

paints the u~ard 'progression' frcrn sea - to earth - to water brooks and 

mcuntains. 

Not only does section D balance section A in key and time, but also by 

starting in a similar way, although replacing the 8-part polyphonic 

texture with 4-parts. The same opening head-mctif is used here and alse 

throughout the section, in combination with a new one (bar 154ff) which 

is treated in fugato style. 

Ex. 51: Opening head-rrotif; Bars 146 - 149 & 2nd mctif - bar 154 , 

BASS. 
• ~oio . < (\ F r· p I r IT I r IT I 

Sin· get dem Herm ein neu . es 
Sing IIOW to God new songs o[ 

.n..~ 

IfF r· 
1\Jtti 

Lied,_ Sin· ge 
praise, _ Sing no 

1) A selo bass from Choir II alse makes its appearance in bars 81 3 - 841 . 

2) According to E. Werner, this Psalm has a full orchestral accorrg:>animent. 
See Mendelssohn, p.4l6. The available score gives only an organ 
arrangement of the accompaniment for sections C & D, sections A & B 
being therefore unaccompanied. 
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'rl II 14 6 All egro 118 ro D 

s. -I::: 
• Er ' 

, " For 

A. 
10) tr 

II " 
, _Fur 

I. I-J': 

I ~ Er wird den Erd·kreis r\cht~n ~it Ge· rech· tig· ~ei[,_ 
I.,..... J~r he will juuge tile • ...... ------.p. 

'S. 
~r wird den Ercl·kreis rich ten mit Ge· rech· tig.keit,_ 

II 
For he wi// judge the no-lions with IIil' right- eoumess. __ 

i" id .. 
I 

"1I 154 f' 

s. 
~ undJlie Volker r:;'it 

, " p 
and the pea-pies with 

A· 

I' lll;"'d die Volke, ~it Recht, die 
, II and the peoples wi'h Irlltll, Ihe 

-r. 
~ 

e. 
~ 

III 

Ofla.. ~"" jr I I · U -I -I 
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'l'he Te Deum "is the first of four piece s for the Anglican service ; later, 
there follCMed 'Nunc D1ITIittis', 'Jubilute", and 'Magnificat', aU with 
English tests." *1 

It was written in England for a 4-part (S.A.T.B.) choir and organ. The 

organ part is a mere doubling of the voice parts. 

E. Werner describes this work as sh=in::r "Mendelssohn's art at its peak", 

but this may be dcubtful as compositionally, it displays no individual 

elements in its form and style. Instead, it meanders on, progressing 

through conventional harmonic schemes and elementary contrapuntal writifB" 

hardly worthy of being labelled a great composition : melody too is not 

particularly interestin::r. The only section which exhibits technical 

ingenuity is the double canon (bars 169 - 193) • The male voices start 

the first canon (at the 6th), followed by the female voices with the 

second canon (at the 4th) . Both canons are related : canon II has the 

same beginning as canon I, but changes as fran its 3rd bar (Le., bar 176). 

The 29 verses are treated sectionally, and in a through-composed style. 

The sectionalism is Emphasised by the alternation of clearly defined 

chordal and contrapuntal passages. 

The alla breve time i s interrupted twice with the insertion of passages 

in carm::m time, viz. bars 93 - 106 and 169 - 210. 

While being strongly sectional, certain elements serve as unifying factors 

a) the harmonies remain within the A major tonalities 

b) the same small thematic components re= throughout the work, e.g., 

prominent intervals (the 4th) and certain melodic 'turns'. 

c) the use of the same material for different verses, e.g., the music 

for verses 14 & 15 (bars 107 - US) is a varied repetition of that 

for verse 1 (bars 1 - 9) : the first phrase remains the same, but 

some melodic and harmonic alterations take place in the second ]:hrase. 

1) Werner, E., op. cit. pA17 
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Ex. 52: Bars 1 - 9 & 107 - 115 

d ' " ~ /" . • ~ 

s. 
I~ Prcis_ sci dir, Galt! Wir be ken· 

, 
0 __ nen_ 

We_ prai.~e thee, 0 __ God; we oo knowl· edee_ 

~" ~ .., 
A. 

OJ '---" ~ 

rl~ Preis sci dir, a __ Gatt! Wir be . ken· nCIl_ 
We praise ___ thee, 0 __ God; we ac know l · edlf6_ thee __ 

~ J' ..----..~ 

Preis_ sci dir. __ 0 Gott! Wir __ . be ken· 
lVe __ 1'rO;,6 __ thee._ 0 Ood; we __ ac kn(lw' 

J' ~-..-----... 

B. 
Preis sci ~Ii:;, 0 Gott! Wir be . ken· nen~ 
We praise 0 GocJ.; we ac know) . edre_ 

Andante con moto 
fI , Ii ,/- I{'" 1 'I I' --... I 1- ,----

It) r.. r/...I-- -r . ...l. /1 I~ r----
f ~ --.~~ [0: ",I 1...-1---1 J..--~L J--------

I 1 I 1 I 

j 1\" d 7 

s. 
t) 

diCh als Herrn. 
I 

un . scm 
thee 'a be_ Ihe Lord . 

fI" a 

oJ -- -,t 

----------
~v 

- als un . scm Herm. 
- 'a be 'he Lord, 

" Ii 
. 

I~ _ nendich als un . scm Herm. 
_ . _ edie thee 'a be me Lord. 

E>. 
~ 

dich als Un . sem Herm. 
thee '" be tlie Lord. 

I. I! 
-

OJ ~I r r' /r Hj 
~J . 1 

I 1 -"'- . 

1 .... 
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L£II 

A~antc come I 
• \ LI- 107 V . ~ --- "..... /"\ 

-..; -• Du bist der FUrst __ dcr Eh - reno Christ, von E· wig- keil zu E - wig-
II Thou a't tllI~ King o{ Clo· ry, 0 Christ. 'J'IIOU art ti ll! ell' er '08t in" . 

,- tu ~ 

bisl dcr FUrst ___ dcr Eh - ren, a Christ, von E - wig· keit zu E - wig-
. I! 'rIIOU ",t tlu· Killil o{ CILI • ry, 0 Cllrist. Thou art /III! eu· er ''''' ini 

~ 

- -
1 Du bist dcr FUrst der Eh ~ ren, a Christ,_ von E . wig· keit zu E -wig keil, __ 

'J'lwu a" /IIi! Kil'lI of Glo- ry, 0 Cbrist._ Thou ad the eu • er lad · inK Son_ .-±=r==r=::n= 4#**1#' pi F r J--=I] ± #F 
Du bisl der JiUrst_ der Eh rell, 0 Christ, von E - wig - keit zu E - wig· 

Thou ad tile King __ of Oto no, 0 Christ. Thou a,t a",! eLI • ., 'wt i1l8_ 

rt Andante eo me I 
1'1" ............ ~ , , , '1 . , 

),. '4(.: , 

.t~ 1 -r~1 r-.........l...-' I 
j.---... L L J~ 

'~9 r-
.~ ~-I ..)-

- ~ , I 
--1- -j- , I 1- -

113 
V\6 

.J • d ' ... - Soli 
-;<--.. k~lt . dcr Sohn Got l.es. 

, II Son of the Fa ther. 

• keit, der Sohn G'Ot - i:., Zu 
.. ':' "Sun den Joel er 10 - sen die Well von der -

S01l of the Fa ther. When thou 10011 'it up - (m thee to d. fiu ., ma' 
fL. !l ,--.. 

--

~ --- der Sohn Got tes. Zu er - 10 - sen die Welt von der Slin - den Joe 
--- of the Fa thcr. When tllOU took 'lit up . on /lIce to de lit) ., mal 

n ~...,.. 

_. 
keit, der Sohn Got - l.eS. ZU er - 10 sen von Slind_ uns 
Son of the Fa ther. Whim 111011 look· ell up on __ thee 

~ M ...----;----. 

),. ~ ..,. ~ :&! 41-.....J r * r - ---' ''-..---. 

~ -J~ J ..-,-..1 I 

Likewise, similar material is used for verses 16 and 17. 
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Elanents of a:mtrast exist in 

a) the texture : chordal and contrapuntal sections often 

alternate: each contrapuntal passage is based on a different 

head-motif, although ocnm::m elerrents are present. 

b) concertato effects - 'soli' passages alternate with 'tutti', e.g., 

in bars 1492 - 168 (verse 20). 

c) vccal timbre : the dark quality of the A. T .B. is contrasted with 

the light quality of S.S.A. in bars 212 - 36. 

The chordal sections pcssess at times a somewhat hymnic quality, especially 

noticeable in the final verses of this work (bars 221 - 258) where the llUlsic 

almost resembles the chorale which traditionally closes a Baroque Cantata. · 

The Latin Vesper hymn, 'Adspice Domine' (Op.121), scored for male chorus 

(TI'BB) with cello and double bass acoompaniIrent, was written in 1833. 

It is a sectional work, in the style of a mini cantata. 

A B C · D E & Coda 

Bars 1 - 108 109 - 113 114 - 204 205 - 235 236 - 251 252 - 259 

Time 4 2 3 2 4 
4 4 4 4 4 

Tempi Allegro Adagio Con M::lto Adagio Andante 
m:Xierato 

Key a minor d minor P major d minUL A major 
or A or A 
Phrygian Phrygian 

The arrangEroent of the different time, tempi and keys displays M:mdelssohn' s 

keen sense for syrmretry. 

*1 A 3-part p:llyphonic texture prevails in section A, based on three 

head-motives, the first of WHich (bar 8) resembles the curve of a psalm 

tone. 

1) 3-part in this section as the Tenors I & II canbine 
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Ex. 53: Psalm tone VIII & 1st head-motif (bar 8 ff) 

s/ I 

Ad ,pi - ~e 
Schau - e her 

= -

-
, , ..---. 

::1-

a, de se - - - de 
ne, oon dei - - - nem_ 

, 

f 

Ad - spi ce Do . mi - ne de 50 . de 
Schau e her - ab, 0 Herr, von dein em 

- I ..... 
.. -,J 

10 

Do · mi - lie de se - de san - ~ta tu . 
ab, 0 Herr, uon dei - nem heif' - gen Tliro -

- I I 

13_ -
~~+ -t:;J::.t-:-'--- -

san - - - - - -
lIei!' -

-i. -, 

Ad spi ce 
Schau e her 

san - cta tu a, de 
heil ' - gef) Thro ne, von 

+-0 
~.-,J#. :J -, 

The accompaniment consists of a Baroque-inspired obbligato line, mainly 

CJ 

-

.. 
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in quaver motion. M:>stly, it is independent of the vocal lines, with some 

repetition (cf. bars 3 - 71 
and 432 - 471) but occasionally doubles the Bass 

3 1 3 1 II e.g., bars 38 - 43 and 53 - 61 . 

Section B is a short, \ll1accornpanied recitative - like phrase for solo 

tenor, again in the manner of a shnr t resp:mse. 

Ex. 54: Section B (109 - 113) 

109 2.Adagio 

l 

Tenore solo I ~ 

A ." pe· ri o· eu -los tu· os 
Wen· de, 0 Herr, de;· ne Au - gen 
Basso /':\ 

111 
L • L 

et vi· de lri· bu . la - ti - 0 - nem 
und sieh aUf uns'·re gro - De Angst und 

Section C falls into a tripartite structure, 

a b a l 

Bars 114 - 146 146 - 177 177 - 204 

dictated by the text: the 'a' and 'al , sections deal with the pleas 

to God, while the 'b' section conta ins the 'Gloria Patri' . Although 

this whole section is treated polyphonically, the only part having 

definite head4UOtif is part 'b', i.e., bars 146 - 177. 

113 

no - stram. 
Trub - sal! 

{.\ 
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Ex. 55: Bars 146 ff 

2 _------::-_144 14 ______ u ~ II • ----,... 146 

148 

I~ 

-~ 

-
ten -
hor' 

de, 
uns, 

de, in - ten - de, in· ten - de. 
Utls. er - 116r ' uns, er - lior ' UllS. 

in - ten - de, 
er - hor ' «us, 

in - ten - de, 
er - hor UIIS, 

in - ten - de. 
er - h6r' uns. 

-

IF 
-1' -- -J vaEf{ F r r r;g 

in - ten - - - - de, in len - de. Glo 
er - 11 0" Ur1S, er hur'_ -C.. __ _ UI1S . Ellr e.' _______ _ 

1 
ten-de, 
1Ior' UIIS, 

in - ten - de, in - ten - de. 
er - hor ' UllS, er - hor' uns. 

fp=¥Etr-$tirP¥;v -;a±Ftu 
f 150 -.-. . 

i -

-
Y2 Q . .-.-. 

Glo - ri - . . 
Jhr' u~d Ruhm, 

};Io - ri - a 
hr ' und R~hm, . 

lio -rl·. ~o - . 
hr ' und R'uhm, "r-'-

.-f """"1-

Glo . ,1 - " to . -:- - - . - ,I - " glo - - - ,I 
Ehr'und Ruhm. hr: 

, 
Ehr' und Ruhm Eh 

• -If. ' ~ b-lf. . 
.-

- - . Ii - a $a" - . . tri et fi - - Ii - 0, 
sci dem - - ier, dem Soli - - ne, Ehr ', 

.p 
'r-.-'..f. - I-I---l" - ill' 

GI ~. I to' ,1 · a ~o- - - - - ri - a 0 - n - 8, 
hr' und R~11m, hr' Ehr'und Ruhm, sci dem 

. 
, 

L-...:l I "'--"I I 
f 

The dotted-note rhythm which is found in all sections of the work, is 

used to good effect in the harnnerstroke-notives on the \>.Drd "gloria" 

(fran bar 148ff), echoed also in the accompaniment. 

Section D, for 4 soli (TTBB)/uses the r ecitative of section B., as a 

'cantus finnus,' which is stat ed 5 t:irres in succession, and on each 

- a, 
rc, 
~ 

flO --
~ 

~~ 
. 
-
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occasion with different material in the ac=mpanying voice parts. The 

final statement (bar 226ff) is extended by repeating the se=nd phrase, i.e., 

bars 231 - 233. Another interesting aspect of this section is the fact 

that the Cantus Firmus recitative remains throughout on the same level 

(viz. A. Phrygian) , whereas the "harrronisation" rroves through a mnnber 

of keys with cadences on D (bar 212), A (214) & F (219), and with turns 

to g minor (bb 420 225) and F major (bb 226 - 227) before finally returning 

to A Phrygian (bars 232 - 233). 

*1 Section E consists of a horrophonic hymn to the Trinity, set for tutti 

(TI'BB) , and a Coda based on the first phrase of the recitative (from 

Section B), but augmented , appearing first in Bass I (bar 252), and then 

in Tenor I (b. 254). 

D. Motets for Soli, Choir with accompaniment or 'a capella' 

"Aus tiefer Not" 

Ave Maria 

"Drei Geistliche Lieder" 

"Drei Motetten", Op.69 

Hear my Prayer 

Jube D::>Jlme 

Op.23 Nos. 1 & 2 

Kyrie in C minor (1823) 

Psalm 95 - Venite, Op. 46 

Surrexit pastor bonus, Op.39 No. 3 

Te Deum (Latin) 

"Wie der Hirsch schreit"(Psalm 42), Op.42 

Salve Regina 

"Zwei Geistlicher Lieder" 

'Aus tiefer Not' *2 is an unac=mpanied rrotet for S.A.'I'.B. choir using 

the chorale by the same name as the 'cantus finnus'. 

"In contrast to Bach's rrotets which use the chorale rror", for 'interpre­
tation' of the Biblical text, or dispense with the chorale altogether, 
here the chorale, note for note, forms the basis of the work. Also in 
its choral texture and structure, 'Aus tiefer Not' differs from Bach's 
type; the =unterpoints of the chorale themes change in every strophe, 

1) Note the similarity between the openin:j of this hymn and the hymn 
"Hail to the Lord's annointed", tune "Cruger" by J. Cruger, 1598 -
1662. 

2) w::>rds and melody by Martin Luther. 
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*1 but the 'cantus' itself remains alnos·t unchanged". Such treatment 

is reminiscent of the late Renaissance style, but Mendelssohn differs 

from these as his fluent polyphony is always harmony-bound. 

The Phrygian character . [ the chorale is hinted at towards the end of verse 
*2 5 (bars 295 and 300 - 301) only, while verses 1 and 4 are in the pure 

minor, completely. 

relative major. 

Verses 2 and 3, based on new material, are in the 

Immediately after the 4-part chordal setting of verse 1, there follows 

a strongly Baroque-inspired fugue, *3 which has as its subject the first 

line of the chorale. In the Enunciation each statement of the subject 

and its tonal answer is followed inrnediately (in another voice) by an 

'answering' phrase based on the openin:J of the second line. 

3 1 The chromaticism used on the wcrd 'hear', bars 23 - 25 , (bass), 

reappears fran time to time throughout the Middle Section, e . g., 

bars 323 - 341 (in bass), 813 - 823 (in soprano) and 972 - 98 (in alto) . 

1) Werner, E., op.cit. p.209 

2) For a more detailed discussion of this and related examples, see 
p. 142 

3) Unaccompanied 
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Ex. 56: Openin;! of Fugue 

15 r 'uge )7 ~9 

., 

, 

, 

,T.<l N flL. n"'SL·l. 

.. -.-.~ .. --.- - . ~:s~ -r tie.. cr Not schrei ich z . 
" depths of grilt! 1_ call 1 ... .. -"' . 

. /'--, 

IJ e,)" .. . Herr Gott, er hor -. Ru fen, hbr, 
, 

mCIn er ' 

'fIt' .fL ... -:.. 
Lord Cod, 0 hear fny __ cry ill/l, 0_ lIear, 

-p- • '19- ~ " . 

'Aus tic-fer Not schrei ieh zu dir , aus lie Cer Not schrei ieh zu dir , 
From depths of J/rie{ 1_ call to thee, from depth. of friel I coil to tllee; 

21 23 r- ' 25 

- - , 
Aus tie .. fer Not schrei ich zu dir, /6-From depth,o{ lrief l- eaH 10 thee; 

dir, ~us tie , , \:r Not ~~rei ifi; zu dir, Herr 
thee, {rom deplltr of ,riel I call 10 thee; Lord 

-- _---~rr-Ga.ib .. . er .. hor ~ein Ru , , fen, 
-- ____ - Lord God, '. ". 0 =r my , ,,> -' lnl/. 

/ '-h .- - . #' .p. -t9-

Herr Gott, er , hor mein Ru , fen, er , hor mein Ru fen, 
Lord God, 0 hear m> c,> IIlSf. 0_ hear m> cry i/ill. -

The Middle Section, starting at bar 32, contains 10 'middle entries' *1 

each of which uses the =rds of line 1 of the chorale , except for number 

6, which uses the =rds of line 3, and murbers 7 and 8 which both use the 

It-lOrds of line 5, The middle entries are set in a contrapuntal texture 

much in the style of a Renaissance chorale rrotet where each line of the 

chorale (in this case, lines 2 - 5) is treated separately. Each =rd-line 

however, does not repeat the original melody given to it line 2 being 

the exception, using the same rrelody given to it in bars 17 - 19. 

Gatt, er 
God, 0 

"" 
Herr_ 
Lord_ 

1) The 10 Middle entries are as follows : Bars - 40 (tenor in A flat major) ; 
59 (tenor, b flat miner)- 61 (alto, B flat major); 63 (tenor F major); 
65 (bass b flat minor); 69 (soprano, b flat minor); 75 (alto b flat miner) ; 
77 (soprano, f minor) 83 (bass c minor); and 87 (alto, c minor) , 
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The Final Section, starting at bar 101, contains three statements of the 

subject: bars 101, 103 and 108. '!'he oounterlines used with it in bars 

101 and 103 are an extension of the chromatic canp::ment (used for the first 

time in bars 23
3 

- 251). The text used here, in all parts including the 

subject statements, is that of line 7 , followed by a contrapuntal passage 

based on new material and using the words of line 6. As with rrost of 

Mendelssohn's fugues, this one ends in typical Handelian fashion (Le., 

the last phrase in chordal style preceded by a punctuating rest), using 

the original melody and words of line 7, written in min:ims. 

Verses 2 and 3 replace the chorale tune with a new lyrical Ire1.ody, sung 

first by a solo tenor (verse 2), with organ ac=npaniment, and then 

repeated in a 4-part arrangement for full choir (Le., verse 3), with only 

the bass being played on the organ. Phrases are joined by srrooth, over­

lapping part-writing in the lower voices. The melody, nON in the soprano, 

varies slightly fran the original (tenor solo) . 

The chorale melody, now augmented, returns for ve.rse 4 : given to the ·tUl . .i 

soprano, accompanied by 3 scli (A.T.B.) in a polyphonic texture. 

The treatment of this verse is similar in style to an organ chorale 

prelude where each line of the chorale is preceded by a contrapuntal 

introduction based on the opening of the line which it introduces. The 

introductory passages in verse 4 however, while containing imitatory part­

writing, are not based on the lines of the chorale melody, but, instead, 

use new material. 

The final verse (5) consists of a 4-part chordal arrangement of the chorale 

for full choir in the style of Bach. 

for these last two verses. 

There is no organ accompaniment 

The second of a group of 3 M:>tets which constitute Op. 23 *1, turns 

fran the Protestant chorale to the Roman liturgy for its basis. Usin:J 

a Latin text, the Ave Maria is scored for 8-part scli and double choir 

with organ accompaniment. The form takes on a teL"l1ary design : 

1) M:>tets Nos. 1 & 3 are both chorale rrotets, based on "Aus tiefer 
Not" and "Mitten wir im Leben sind" respectively. 
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B 

49 - 103 

Al 

104 - 143 

*1 
The A section has what E. WeJ:l1er so aptly describes as a 'responsorial' 

character. It opens with a saLutation-type introduction of 6 bars for 

tenor answered by the full choir. This technique is repeated in the tenor 

solo which follcws : the solo melody being repeated, line for line in 

a harrnonised version by the full choir. A slight deviation from the 

solo melody oc=s towards the end, i.e., fran bar 43. 

In section B (in the relative minor key) male and female choruses are 

separated, and treated antiphonally. The style adopted is that of the 

litany, with the strong male section in unison being answered by the lighter, 

gentle female section in a chordal texture. Fran bar 63 the antiphonal 

writin:r gives way to a gram 8-part polyphonic texture with irnitatory 

entries on the words 'sancta Maria', which sanet:iITes starts on a dcwn-

beat am other times on an up-beat, thereby chanjing the word-emphasis. 

When the phrase starts on a dcwn-beat, the anphasis is on 'San -cta', 

whereas when on an upbeat, then the stress is on the 'Ma-ri-a'. 'lhe 

animated stretto-like treatment of this [hrase, coupled with the shifting 

word-emphasis contrives to a build-up, climaxing in bar 85 on the word 

'ora'. The 'ora pro nobis', treated in responsorial style throughout 

this section is also used as a unifying element. Soli do not feature 

except for the tenor which overlaps the returning A section (varied) 

in bar 103. 

Section A 
1 contrasts the full 8-part soli with full 8-part choir. 

differs fran section A in that, while the tenor I repeats part of 

original solo (bars 103 - 128 being a repetition of bars 1 - 26; 

It 

his 

the rest 

of that phrase being given to the tutti soprano I, endinJ at bar 133), the 

other soloists canbine in a J:Dlyphonic texture, repeatirY;J the words 

'ora pro nobis' CNer and over (once Il'Dre litany influenced), although 

not with the same melody. When the full choir takes up the phrases in 

antiphonal manner, the words 'ora pro nobis' are given to the tenors while 

the other voices sing the normal text. This however, prevails only in 

1) In 'responsorial' technique the main bcdy of singers (tutU) 
alternates with one or two soloists. 
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bars 118 - 121. The 8-part choir closes the wurk in a chordal style, with 

the tenor solist making his final appearance for a salutation in bars 138 - 143. 

The acca~irnent too changes for each section: in A the solo passages 

have a chordal accanpanirnent for manuals only, whereas the chorus has 

only its bass line doubled on the organ pedals. In Section B the perlals 

supply an obbligato accarrpanirnent in quavers; fran bar 68 this changes 

to a hanrony-based polyphony in the manuals, Le., doubling the vocal 

lines. The accanpanirnent for Al follows the same pattern as for section 

A, although the chorus also has a full chordal accanpaniment fran bar 133 

to 139. 

The '3 Geistliche Lieder' f or solo alto, S .A.T.B. choir and organ has its 

first piece, 'Lass, 0 Herr, mich Hilfe finden', in ternary form: 

A 

1 - 24 

B 

25 - 47 

Al 

48 - 65 

Section A opens with a 10 bar solo passage, followed by the choir wiu1 a 

hanronised version of the same melody, although varied for its s eccnd half. 

In section B the IT'OOd is intensified by the use of rocdulation Urrough 

related keys *1 and ccntrapuntal writing in the choir part, which i s 

based on the two head-motives taken fran U1e preceding solo melody, 

i.e., bars 25 and 29. 

In the Al section, the solist repeats U1e first half of the original 

rrelody, answered by the choir with the second half in hanronised fonn. 

A short closing passage (bars 56 - 61) is given to the soloist with the 

choir entering only on the last tMJ chords . 

A simple accanpanirnent in chordal style supports the vocal part (s) . The 

wurk is framed by a short organ introduction and postlude. 

The seccnd piece, 'Deines Kinds Gebet errore' is labelled 'Chorale', 

and ccnsists of a simple original tune of 16 bars, stIDJ firs t by the solois t 

and then repeated by the choir. An equally simple chordal accanpanirnent 

1) The tonic key being E flat major, the related keys are : g minor (bar 28), 
c minor (33), d minor/major (38ff), and g minor (bar 45ff). 
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prevails throuqhout for both soloist and choir. 

Of greater CCil1p::>si tional interest is the third piece, 'Herr, wir trau' n 

auf deine Glite', in ternru:y form, plus Ooda. 

A B 

1 - 10 ; 11 - 26 27 - 41 

Al 

42 - 84 

Coda 

84 - 95 

The A section opens with a solo passage (bars 1 - 10) made up of 2 phrases, 

viz. bars 1 - 4 and 5 - 8 (9 & 10 being an extension of 7 & 8). This 

passage is then repeated by the choir (bars 11 - 26) in a relatively mild 

polyphonic setting. The dark quality of the solo alto voice is oontinued 

in the openin:j phrase of the choir which is given to the altos and basses. 

This same phrase is then taken over by the sopranos and tenors, with 

harrronies now llOVing to the dominant (i.e., fugal implications). Bars 

19 - 23 follow a hOllOphonic style while 23 - 26 oontain imitative part-writing 

based on the last 2 bars of the original solo. 

Not much oontrast is afforded by section B, perhaps only in key (starting 

in f minor and 
. I 1" I l..ll1l.t ,. , , • 

ending in c minor) . It is based mainly on the rhythmic 

, taken fran bar 5 . 

Section Al is a fugato setting of the original solo melody with emphasis 

given to the opening phrase, bars 42 .. 68. The soloist introduces the 

seoond phrase in bars 69 - 72, which is then taken up by the full choir in 

hOllOphonic style. A short contrapuntal setting based on the last 2 bars 

of the original melody (bars 7 & 8) concludes this section. 

The Ooda is in responsorial style, i.e., soloist alternatinq with tutti. 

The final tutti phrase is written in the Handelian tradition. 

The organ accanpaniment of this piece also offers little in the way of 

oontrast, continuing in the same vein throughout, oonsisting mainly of 

arpeggiated chords, al thou<]h doubling the imi tati ve vocal part-writing 

in places, e.g., bars 23 - 26, 50 - 60 and 77 - 84. 

The '3 M:>tets', * l Op. 69 =np:>sed in Baden-Baden, 1847, ccmprise: 

1) Although these pieces lack instrurrental acccrnpanimen't, they are 
included in this section of the analyses as they contain prcrninent 
soli parts. 
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iii) 

Nunc Dimittis 

*1 Jubilate Dec 

Magnificat 

94. 

Be:ing a sectional v..ork, dictated by the verses, the layout of the Nunc 

Dimittis is as follows: 

Verse 1 Verse 2 

Bars: 1 - 47 48 - 64 

Verse 3 

64 - 85 

Combination of 

verses 1, 2 & 3 

85 - 122 

Gloria Patri 

123 - 142 

The entire canticle is set contrapuntally. As each verse is divided 

into tv..o clauses, each clause is given a different head-m:::Jtif, followed 

by a contrapuntal section based on it. Verse 2 (bar 48) deviates fran 

this procedure :in the first clause: the contrapuntal section is omitted, 

the head-m:::Jtif beinJ stated only :in the soprano and bass. A further 

irregularity is that verse 2 is written for soli only, while the rest 

of the work is for full choir. 

The :interval of a 4th serves as a w1ify:ing elerrent as it is prcrninent in 

all sections, e.g., in verse 1, bars 3 & 6, verse 2, bars 53ff and verse 3, 

bars 64ff, a.o. 

Once all the verses have been stated, a a:::rnbination of all three, :in 

abridged form, with their respective head-m::>tives, appear in bars 85 - 122; 

the closing bars of this section, i.e., bars 112 - 122, rei'terate the open:ing 

of verse 1. 

style. 

The conclud:ing 'Gloria Patri' follows basically a horrophonic 

The sectionalism :in the Magnificat, apart fran being dictated by the verse 

structure, is emphasised further by the use of different keys and tempi 

:indications 

Verses 

Bars 

Key 

Tempi 

1 2 

1-39 40-56 

Bb ~ 
rnaj. rnaj. 

3 4 5 6 7 8 9 
Gloria 
Patri 

57-801 802-93 94-141 142-153 153-164 165-191 192-268 269-287 

d · b. P'Bb . b . Illll1. B rna]. ____ rna]. rna]. B rna]. 

Allegro Andante Maestoso Andante Allegro Grave 
IrOd. -------- con rroto ---

1) This work has been discussed earlier, see page 58 ff 
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A combination of contrapuntal and barophonic style is employed, although 

without any obvious incitation - so too the use of soli. Verses 2, 3 and 

8 are given to soli alone, while verse 5 is set in 'resp:msorial' manner, 

with soli alternating with tutti passages. 

While the various head-;rotives differ in character, a unifying elen:ent, 

as in the Nunc Dimittis, is the interval of the 4th, found in all verses, 

either as an obvious praninent leap or concealed in a scalic run =vering 

a 4th. 

An important feature of this work is the fugal setting of verse 9. The 

short introduction opens with the two-bar subject (haJ:m:>nised), then 

itself diverges into a short =ntrapuntal passage. The subject and 

tonal answer is then stated in a conventional Enunciation · (bars 200 - 208) . 

The Middle Section consists of 14 'middle entries' , *1 the last 4 of which 

are written in stretto (the openin'J interval being inverted f=n the 8th 

entry in bar 242) . 

Ex. 57: Bars 249 - 252 (Stretto) 

....... _ ... ·.r ... , 
,..._.,..~I . .. r /..... / .... 

nTpr--O:= J"f'':FEF~a;:-.'' :I:~':::_ r.~u:'4;: fig-~Ff::~ . 
..... _ I" .. II ... \ _ _ ••• _ \\~, _ 0,. A _\,.~ ... 4 .. ' _ ... s. _ .... 
j _ _ I....... I. ..r ___ /..... . j. _ /.I"., .1.''''' ..... J I. 'i ••• ...t, "" h. ,,,,_ 

1) The entries are: bar 218 (B flat maj); 220 (F maj); 222 (F maj) 231 (d min) 
232 (d min); 235 (g min); 236 (g min); 242 (A flat maj); 245 (E flat maj); 
247 (c min); 249 (B flat maj); 250 (f min); 251 (B flat maj); 252 (f min). 

, I 
(stretto) 
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Furthermore, thematic fra~tation also occurs in the Middle Section: 

a short head-notif based on the rhythm of the serorrl half of the subject 

is used as an imp:Jrtant structural element in the counterlines and for 

imitatory entries, e.g., 224 - 229. 

Ex. 58: Bars 224 - 229 

A. •• 
... .-.,;1 ,~ ,.. .. ,- , . .1 • .... /.,. 

, 
J..h.h .... 4 
~_jr""' • ..04 

kl~ ,.1... . 
I.~·._~ , 

~'ZztL 1."-

_ .. Is_Ii"", .-. 

_ ""'.IM., A _ 
_ _ Hr. " _ 

. , ' . 

~JEh"1ilL:~"1 
J. • ~"k •• u4 .<1 ... 

" _ ."oJ ••• ...I I. '" 

w.,_ A. \.t.I. ...... 4 • .1 ... S. """ 
. / .. .1 _ , .... 4,."" '" H. .,OJ /N 

.---.. ==- ~ 

.-. 

The Final Section opens with a harnonised restatement of the subject in 

soprano (bar 256), in combination with the rhythmic component. 

Ex. 59: Bars 256 - 257 

"or. I., 
I' - ,~, 

.h ... 1 _ . "._ U'., • 1,. A . ~' . k...... .. \ _ It. 
f. ", ___ /_ _ /_ _ """ .1 . .......... , f. Ii. "d. 

~" ... 
/. Ii. ,,"' _ _ 
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Sane effective imitatory writing, based on a descending scalic = (covering 

a 4th) is found in the closing bars of this section, Le., in bars 265 - 268. 

Unfortunately, the 'Gloria Patri', like t.lnse of the 'Nunc Dimi ttis ' 

and 'Jubilate', displays no carrp:lsi tional ingenuity, being se·t in an 

anaemic chordal style. Its simplicity may be excused in the Nunc Dimitt is, 

but as a conclusion to strongly joyful works such as the Jubilate or 

Magnificat, the 'Gloria Patri' settings produce a weak effect. 

The rrotet 'Hear IlJY Prayer' for soprano solo and S.A.T.B . choir with 

organ accompaniment is based on Psalm 55, verses 1 - 7. 

is as follows: 

The formal structure 

Verses 

Bars 

A 

1 & 2 

1 - 35 
*1 Subdivisions 

1-13;13-26;26-35 

a b a
l 

B 

3 

36 - 130 

36-63;63-78;78-130 

a b al 

C 

4 & 5 

131 - 145 

D 

6 & 7 

146 - 232 

146-173;173-197;197-223;-232 

a b a l 
Coda 

The sections are not related thematically, although the same petitionary 

mood prevails throughout. 

W::lrd painting is evident in bars 13 - 26 : the passing chromaticism and 

single line in the accompaniment (20 - 23) depict the 'entreating cry' 

and loneliness in 'having no guide' of the Psalmist very suitably. 

In Section Ba a resp::lnsorial style is adopted with choir repeating the solo 

passages line by line in bars 36 - 55 and 79 - 86. 

Apart fran Section Bb (Le., bars 63 - 78) oontrasting in contrapuntal 

style, it also affords an example of word-painting on the words "perplexed 

and bewildered" as the vocal lines 'go their separate ways' in the 

contrapuntal texture. 

In Section Bal (bars 79 

and oontrapuntal writing. 

130) there is a canbination of both respcnsorial 

1) The symbols for these sub-divisions, while implying related thematic 
material within a section, do not imply related material between the 
different sections i.e., between A, B, C or D. 
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Section C consists of a dramatic recitative for the soloist which further 

intensifies the troubled, disquieted situation, also by means of its 

chranaticism, folla-.>ed by the final outbursts for help by the full cmir. 

The calm, resigned D section opens with a solo passage which, in itself 

is a two-part structure with a coda. 

Section Da : Bars 146 - 155 

i 

155 - 167 

ii 

168 - 173 

Coda 

The full cmir enters in bar 173 for the next section (Db, ending bar 197) 

which, except for its closin:)" bars, is set contrapuntally, based on a 

rhythmically-conceived. head-motif. 

Ex. 60: Bar 173 ff 

.-'~ 

.v real 15- " " ... 
" 

Iv " 0 -b' 

iv ~T~gs, : :";n;~+ 
" 

Iv f' o lor the wing~ lor the Wings 01 • dove, lor 

~ 
~ 0 W, -b', for the wing. of .~ '0 for 

I" I f"':<::r r 1f"1't4- I' r I'!if 1.,..5" I T r', -,~i~ 1~3 

~ 
f 'F I I I 1---

Bars 197 - 223 contain a repetition of bars 146 - 173 with the solo part 

supported now by chordal passages for the choir (sane contrapuntal writing 

exists in bars 207 - 211). A short interpolation (bars 219 - 223) delays 

and return of the coda- like ending of the original solo !l'elody unt il 

bar 224. 

The a=n~t is typical of Mendelssohn, with srrooth quaver patterns 
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and doubling of the voice parts. A recurring feature in the acocmpaniment 

is the use of a pedal point , sometimes combined with the voice (s), e. g. , 

bars 1 - 5, 182 - 185 and 196 - 200. 

*1 
"Both the evening prayer, Jube D:::Jmne, and the Kyrie in c minor for 8-part 

double choir (with soli and unaccompanied) were dedicated to the dicilien 

Association, Frankfurt. They have their place in the liturgy : Jube 

lXlmne corres at the outset of Canpline *2, the last of the canonical hours 

of the day. The Kyrie is the first movemmt of the Ordinary of the Mass, 

and together with the Latin Gloria, fonned the liturgical text of the 

Lutheran 'Missa Brevis' in use up to and including the time of J. S. Bach. 

Canpared with the double choir motets of J.S. Bach, Mendelssohn's Jube 

Dcrnne renains melodic and hannonic orientated. *3" 

Although sectional *4 , the work is throu:rh-canp:Jsed. Both S.A.T.B. choirs 

are given declamatory homophonic passages, which are treated antiphonally, 

although rpt strongly so . TI1e concertato effect derived from the antiphonal 

writing reveals itself when a group of soli from the first choir ocntrast 

with the full second choir, e.g., bars 88 - 98 and 106 - 114. 

Contrapuntal writing prevails , although not on a very high level, except 

in bars 115 - 121. This strong passage is used to underline (word-paint) . 

the need to 'resist hill (the Devil) rrost strongly'. Further word-painting 

exists in the scalic runs in the bass parts (bars 75 - 84 and 99 - 103) for 

the angry lion, and in the dark hamDnic quality given to the word "diabolus" 

(Le., 'who hates the Lord') . An unexpected melodic and harm:mic turn 

takes place in bars 30ff where the key noves suddenly though only in 

passing, fran F major to D flat major . 

1) Comp:Jsed at the age of 13 years 

2). Being written for this service, the text is naturally in Latin 

3) Translated frarn the C~an Preface by Willi Schulze, (Stuttgart, 
Dec, 1979). 

4) The sections being: 

A B C D 
Bars 1 - 45 46 - 67 68 - 135 135 - 148 
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Ex. 61: Bars 29 - 33 

rec 
lad_ 

rec 
/Ullt 

fec 
last 

c 
rec -
la.;t 

" -IF 
e - tam, 

Ilight ,Lo /"d, 

tum 
hour 

tum 
hour 

tum 
hour 

tum 
hour 

. 

b#-

con· ce -
and bJeu 

w 

.-

-
• 

• 

dat 
jnl 

-

100. 

:11 
bn . ---
no - bis 
01 way., 

con - ce clat 
an" b/llss, in1l 

-~ ---
con - ce dat 
and bleSl- fnt: 

b 

con - ce dat 
and bless· i,,~ 

-

-. -

33 .. --.". 

--
Do -mi nus om ...... - ni -
may th'Al-might -)' __ grant 

no - bis Do- mi nus om- ni 
01 wuy. may tll'AI might - , 1lnmt 

no - bis Do- mi nus om - ni 
01 ", ways rna, tli 'AI - miS!ht- , grant 

+- ------
no- bis Do- mi nus om - ni 
01 - way ... rna, th',A.I mle/lt - , grant 

- - -- -. _ . 

- • 

~ . 

Being an early .....::>rk, it strongly resembles the Classical style in melody 

and harmony, thcugh -including sane passages which show individual 

approach, especially in the dramatic writing in the last section (bars 

135 - 148) . 

The Kyrie in c minor, can[Dsed when Mendelssohn was but 14 years old, 

-

is certainly not intended for liturgical use . 

as an exercise, like the Kyrie *1, in F major, 

It may rather be regarded 

K. 33, by M:)Zart. As 

... 

po 
to __ 

po -
10 

po -
10 

-/--

po -
10 

*2 
Werner [Dints out similarity exists in bars 25 - 27 (and again in 31 - 33) 

1) Written in Paris when M:>zart was 10 years old 

2) Werner, E . , op.cit. p.66 
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and the closing bars of M:lzart' s 'Ave Verum'. 

Ex. 62: Bars 25 - 27 & closjng bars of "Ave Verum" 

) 
25 

I 27 · p- - ::1---' +- ~l • · _fL - . 

t - I· ...... 
0 • 01 • . son, 

I · + -. 
t • TV-

0 0 . 10 . . 1- son, 

I , 

~ ~ i 0 0 . 10 . . . son, 

• n , ., .--- -

e e - lei - son, 

, 

'!he sectionalism is dictated by the ternary fonn of the text, the second 

Kyrie section bein:] further sub-divided: 

Bars 

Kyrie eleison 

1-67 

Christe eleison 

68-113 

Kyrie eleison 

114-169; 170-223; 224-289 

'!he first 'Kyrie' consists mainly of chordal writin:)' with sane antiphonal 

and contraptIDtal passages (bars 27 - 35 and 35 - 41; 46 - 63 respectively). 

Fonnally, the 'Christe eleison' may be divided into a two-part structure 

bars 91 - 113 being a varied repetition of bars 68 - 91. '!his section 

displays a more cantabile style and is in the relative major key. 
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Its rrelodic lines and clear texture in the part-writing echo the style of 

18th Century mass settings. 

Greater :imj:ortance however is placed on the final 'Kyrie' section (bars 

114 - 289) which opens with a short chordal passage involving both choirs. 

Choir II then proceeds with a fugal sub-section (bars 126 - 169), the 

subject of which opens with triadic intervals. Choir I jOins in at bar 

157 with two out=ies of 'Kyrie' and then =ntinues with Choir II tc bar 

169, thus producing an 8-part texture. Because of the feeling of 

finality at this point (cadencing in the tcnie) , the work =uld have 
*1 

ended here. The length of this section would have also been in 

proportion to the opening section. Instead Choir I introduces the 

fugue subject, starting in f minor, =mbined with a chromatic seoond subject 

for the 'Christe eleison', used earlier as a chromatic emit in bars 

75 and 98. This descending chrcrnatic subject was also alluded tc in bars. 

130 - 132 where it was used as a =untersubject. Now in this double fugue 

both subjects are stated simultaneously. As in the first fugue, so too 

here dces the 'other' choir group only enter tcwards the end of the sub­

section, viz. at bar 211, and once more with two outcries of 'Kyrie', 

followed by a canbined concluding passage in B flat rnajor, ending at bar 223. 

The syrrrnetry of this structure is enhanced by the fact that, in Fugue I 

Choir II presents the main part of the fugue with Choir I only joining 

in at the end. In Fugue II this procedure is reversed. ThL. =ncluding 

sub-section of the final Kyrie, i.e . , bars 224 - 289, embraces all 

elements found in the preceding sections: the chordal 'Kyrie' of the opening, 

the chromaticism of the middle section, ,md the fugal passages of the 

second Kyrie ~ 

Although U1is is an early work, it displays an overall concept of a greater 

foun, incorporating contrast between the different sections while, at 

the same tirre, achieving unity through thematic relationships. 

The setting of Psalm 95 (The 'Venite'), Op. 46, takes on the dirrensions 

of a psalm cantata. Written for 3 soli (S.S.T.) and a 4-part (S.A.T.B.) 

choir, it includes an ac=mpaniment for full orchestra and organ. The 

1) See W. Schulze's preface tc the rr~sic soore. 



103. 

following tdble shOws its sectional struc ture 

Nos. 1 

A 

2 

B 

Bars 1-134 135-261;262-322 

Stanzas 6 ~ 7 1, 2; 3, 

Keys ~ maj C maj.; c min. 

Tempi MJderato Andante/Allegro 

Time 4 
4 

Intro./ Assai 
Vivace 

6 
4 

2 
2 

Unfortunately this work, 

3 

C 

323-386 

4 (& 6 
interp:llated) 

Ab maj 

can moto 

4 
4 

4 

D 

387-490 

5 (&6,7 
interp:llated) 

~ maj 

Allegro 
MJderato 

4 
4 

5 

E 

491-687 

8,9,10,11 

g min. 

Andante 

3 
8 

"ends with an alIrost threatening penitential sermon (' fast drohenden 
Busspredigt') and musically the m:xxl. changes fran a bright beginning to 
a serious endinq which excludes a traditional build-up. *1 

This may account for the fact why this work is not so popular. 

states that, 

E. Werner 

"probably there was some negative reaction to this elegiac m:xxl.; therefore 
contrary to the intensions of the composer - in England, a brilliant 
chorus "Ihe sea is His' was allowed to close the work. However, this chorus 
was not planned in the final version of the Psalm; it appears as an intrusion 
in the whole . .. ••. (this) chorus, which Mendelssohn may originally have 
planned for the Psalm but which was then dropPed, does give the work a 
brilliant close, but spoils the liturgical simplicity, strictness and 
objectivity of the precedincr sections." *2 

The order of 

a setting of 

the stanzas is arranged rather strangely; 

stanzas 6 and 7, follC1t/ed by 1, 2 and 3 in 

section A opens with 

section B. The 

words of stanza 6 recur in section C, although with different music. A 

further recurrence of stanza 6 also appears in section D, this time with 

its original lllUSic. Stanza 7 too makes a reappearance in this section (D), 

also using the original music of stanza 6. 

1) Wolf, E., M:ndelssohn - Bartholdy, (lIarm::mie, Berlin, 1906) translated 
fran the Gennan text, see pages 137 - 138. 

2) Werner, E., op.cit. pp. 347 - 348 
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Section A begins with a 16-bar introducti.on to the tenor solo which 

suggests a ternary form ONi.ry] to a free retw:n of 'A' in bar 53ff, and 

sane contrasting ideas between 36 - 53. The dlOir then enters with a 

harrrDnised repetition of the solo passage, with sane variation in the form 

of contrapuntal writing in bars 69 - 75; 88 - 113; and 125 - 130. 

Section B, for choir, is introduced by an effective change from E flat major 

to C major. A 6· bar introduction given to the soprano soloist serves as 

an • invitation I a The tempo change to 'Allegro assai vi.vace ' in bar 141, 

and the use of dotted note rhythms contrive to making the music lively and 

exhilarating . ContrapuntaJ writing prevails, based on the fo11ONing 4 

head-motives of which the first makes its reappearance from time to t:iJre, 

e.g., bars 174 - 179, 219 ff, and almost daninates the final bars, Le. 

244 ff. 

Ex . 63: Bars 142, 165, 186, 217 

~t;== -_"E..;.. Vi oL Ii.:. J 

~To"'=-~If-=""-~ '-~--:I 

·tl=;e='",,~-,:,::== -,U==- ~;"= -,IC-'-,;.l 

~=- i.~ ~ , :i.1~f 
<~ ... ! 1 .• ·.\ ...... il I 

I bS" 

o'fI~'r::i';"[~'-; 1 
. r~ ... , .. 4 1'''~U ' , •• 

r~ •• , 

A chordal phrase in Handelian style ends tl1e first part of this section 

(261) . Bars 262 - 275 serve as an introduction to a Canon which starts in 

bar 276, introduced first by the separated female chorus (in unison) and 

fo11ONed by the male chorus (also in unison) 2 bars later. 



105. 

Section C is a lyrical duet for 2 sopranos, written in a 3-unit structure 

with no contrast in character but with varying key centres. The first 

unit begins in A flat major. 'The orientation towards this key di.mlllishes 

as fran bar 336 onwards until the rrodulation ends at bar 353 with a 

perfect cadence confirming the dominant )cey, E flat lnajor. The second 

unit soon reintroduces a leaning towards the tonic (A flat maj.), the 

key centre for the last unit which c:omnences in bar 367 with a varied 

repetition of the opening fran which point both sopranos sing together, 

mainly in tillrds, for the remainder of this rroverrent. 

*1 Section D, set in contrapuntal style for chorus, contains references 

to the theme of the opening rrovement, e.g., bar 390 (cf. bar 33) and 449 

(cf. bar 16). , Responsorial' technique is employed when the tenor 

soloist joins the chorus in bar 449. 

Section E follows a quiet, lyrical rrood until the sudden outburst of 'unto 

whan I sware in my wrath: that they should not enter into my rest', (verse ll) 

in bar 568. These words are set in recitative, producing a dramatic effect. 

The rest of this rroverrent returns to the style of its opening, interrupted 

by a further recitative passage in bars 604 - 614. II. short imitatory 

entry of the opening occurs in bars 617 - 621, while bar 627ff sees the start 

of a contrapuntal section based on a new motif. 

Originally the work ended with this l!\CJVernent, but, after its first 

performance in 1839 (perhaps as a result of public criticism), Mendelssohn 

added a closing chorus which takes up the original lyrical rrood of the 

rrovement once rrore. 

"This makes a rrore satisfa.ctory end, but, on the other hand, it is similar 
in mood to some of the earlier rrovements, it deals with verses that have 
been already set and it results in excessive len:rth." *2 

Striking elements in the accompaniment are 

i) the use of syncopation in section A 

ii) the organ, when used has not a separate part; it merely doubles the 

vocal lines, 

1) Although the opening is in the style of a fu'JUe, it is not continued 
as such, except for a last entry in the bass in bar 438ff. 

2) Radcliffe, P., or.cit. pp. 141 - 142 
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iii) concertato writing exists, e.0 . , in bars 153ff and 174ff, 

iv) sclcists are acoompanied mainly by strings alone; woodwirrl 

instrurrentF are added rrerel y for variety of tone colour, e. g. , 

section A, bar 16ff, !;ection C (duet) and section E. 

v) the choice of 'dark quality' instrurrents, viz. bassoon and viola , 

to match the serious \vords of section E. 

'*1 
'Surrexit pastor bonus' is the third of the 3 Latin l-btets, Op.39, 

~lritten for the 'Trinity de ~bnti' Convent. 

following sections: 

It is divided into the 

A B C D 

Bars 1 - 91 92 - 150 151 - 161 162 - 259 

In section A, 

"a sclo quartet (S.S.A.A . ) is set off against the chorus md the 'text 
i s perfor:med antiphonally. Mendelsschn remained close to the rreani.r:g 
of the text, and turned the beginning into a pastorale of the ' gcxxi 
shepherd' ." * 2 

A oontrapuntal passage for soli and choir ends thj s section . 

Section B, with its typically Mendelsschnian lyrici;;m, is a through­

composed setting for scprillio duet. 

Section C oonsistE; <,f a slnrt interlude for alto sclo. Being sc short 

it is welded into e~ work by possessing a unifyinq thematic element in 

the f otnl of repeated notes : an element, also cormon to sect.ion B (e. g . , 

bars 93, 101 & 110) and Section D (bars 171 - 173) . 

1) The other bolO rrotets are 'Veni Domine' and 'Laudate pueri', discussed 
on pages 74ff 

2) Werner, E., op.cit. p.2ll 
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Ex. 64: Section C 

151 3. Solo (Alto) 
153 155 1"7 161 v b , ~ 

It 

~ 

It 

.. ,. {.\ {.\ 

- I--I- t· ::==t~~I-"'. 
; 

.. - 1 

" " " U· CI , Q. 

Sur· reo xit Chri - stus, spes me . . a, sur· rc-xit Chri . - stus,spes me . - 8! 
Christ now ... ," <n. my com -fort, CI.ri&t now " ," ,n, my com -fort. 

r... , {.\ 

1t': tJ:: ~i;- ~~-6I- ~: -tt: ~. ~. _v -61-~ I~~#v~ #: ----
(.\ 1':)-. . -. . 

~. u· U· 'U. 
------~ 

The hymnic p3.ssage which ol.:.em the final section, for full choir, although 

expressive, is felt to remain, 

"on the earthly plane and does not approach heavenly r:~ions , as the 
t ext 'Surrexit spes mea' denands."*l 

TI1is passage brzaks into a freely treated fugue at bar 191. At thi.s r:oint 

the 2 alto p3.rts cClllbine, as do the 2 soprano parts , producin::r therefore 

a 2-part texture - soprano against alto. The fugue subject is introduced 

by the altos in bar 191 .. Lle the sopranos have a tonal answer in 195. 

'i'hese 2 groups 

from bar 211. 

subdivide once rrore into a 4-part (S.S.A.A.) tex':'ur= as 

The contrap.m.tal writing gives way to a chordal ~)ty Le 

for the closl.nJ bars, once rrore, displaying influence of Handel. 

The Latin Te Ileum in D major for double choir, soli and continuo is 

written in 12 ITOvanents. 

"The type of noisy and spectacular 'Te Ileum' with trumpets and timpani 
is here deliberately avoided , possibly under the influence of Thiba 
bcxJk 'tiber die Reinheit der llinkunst'." *2 

N:lt all 29 stanzas are used; their grouping is as follows: 

1) Werner, E., op.cit.p. 211 

2) Ibid. pp. 66 - 67 
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Stanza 

1 

1 

2 

2 

3 

3 

4 

4-6 

5 

7-10 

108. 

6 

11-13 

7 

14-15 

8 

20 

9*1 

22-23 

10 

24-25 

11 

26-27 

12 

28-29 

Although this work does not carpare in magnitude with the Te Dewn sett ing 

of Berlioz, it shares wit~ it the fact tilat it is not intended for liturgical 

use. Being an early work, 

strong Classical b1fluence, 

ccrnpleted in about 1825, the wri ting shows 
*2 although not excluding Baroque features 

such as the fugue (e.g., No.7, 'I'll rex gloriae & No. 12, }'iat miseri=rdia 

tua.) , and the use of continuo accanpan:iment throughout. 

Both these fugues of rrovements No. 7 and No. 12 are double fugues and are 

'treated in like manner : each 1st subject is introduced and developed 

to a certain degree in its awn enunciation and middle section respectively . 

'!he middle section is then interrupted by a se=nd enunciation, introducing 

the se=nd subject. '!his is then followed by a further middle section 

which also re-introduces the first subject, using it in combination with 

the second, sometimes in succession, other times in superimposition. 

A final section which in=rr:orates both , subjects brings the rrovement to 

a close . '!he subjects m 'e as follows : 

Ex. 65: Subjects I & II of No . 7 

!.[frI2=Ff-rf4.{=-~l~tEl~tl.rJ=t~!lt~)~~~~= -
'-U Rex c,.LO-RI-~e) Re:" G-tA __ _ ______ _ 

[e ., <5 l~&~lj~flJJ=-~-_~ 
CH~ ' - liTE". Iv ~-T~IS SeM.fI-Te,o: ___ _ 

1) Two versi ons of tilis rrovement exist 

2) See No. 8 bars 51 - 53 echo /obzart's 'Ave Verum' once rrore 
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Ex. 66: Subjects I & II of No. 12 

:r·~~tE1f;- - gr1l~~~;-~j f~· .JJ;.~-~~~- _. ~.~ 
IN TE) 1)o-1"l1- I'IE) :;PE-R'I _ ______ _ 

TI1e following table gives the formal structure of tl1ese two double 

fugues: 

Enun. I Mid. Sec I Enun. II Mid. Sec. II Fin. Sec. 

No . 7 : (Bars) 1-191 191-38 38-55 56-1041 1041-133 

No. 12: 1-26 26-38 38-48 48-53 53-81 811-96 
Intro 

While roth first subjects have real answers, subject 2 of No. 7 has a 

tonal answer, and that of No. 12 is armounced in stretto. fue final 

bars of No. 12 breaks into a massive 8-part texture, although it is 

inevitable that a doubling of sane notes occurs at tiJres_ 

Generally, the style of this work is oontrapuntal, although chordal passages 

are found. Antiphonal ~lriting is also enoountered, a good example being 

No.4, the ' Dc:minus Deus Sabaoth' section. Mendelssohn's individual 

style may be seen in tl1e melody lines of cmrdal passages which possess a 

hymnic quality (see e.g., No.3, 'Tibe omnes Angeli') and also in the 

advanced harrronic language, e.g., No. 11, especially the 'miserere ' section. 

While being through-a:rnposed sane thematic material is related and often 

restated, e.g., the opening of No. 1 ('Te Deum Laudamus') is repeated in 

No. 12, bars 22 - 26 and the opening of No.4 has a varied restaterrent in 
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the openinj of No. 12 (' Fiat nisericordia tua') . The key scherre too 
*1 

serves as a unifying element : keys used are closely related to the tonic, 

D major. 

The setitng of Psalm 42 ('Wie der Hirsch schreit nach frischem \~asser') 

was composed while Mendelssohn was on honeyrroon in Freiburg in 1837. 

"During the master's lifetime, it was the rrost fDpular of all his Psalms 
and also (probably for personal reasons) Mendelssohn's own favourite." *2 

The work is divided into 7 movements: 

MJv. No. 1 2 3 4 5 6 7 

Olorus Soprano Aria Soprano Olorus Soprano Quintet Olorus 
recitative recita·tive S .T.T.B.B. 
solo and 
chorus 

Stanzas 1 2 3,4,5 6,7 8,9 10,11 14,15 

Keys F. maj d. min a. min F. maj g. min g. min F . maj 

1 The first lIDvement, in ternary foon (A, 1 - 36;, B, 36 - 65; A , 66 - 86) , 

*3 "opens in a rhythm that carnes dangerously near to that of a slow waltz", 

although this feeling changes once the writing becares lIDre elaborate. 

The lIDtif wh;i.ch dominates the middle part is prepared for by the alto in 

bars 20 - 22. , 

Contrapuntal and chordal passages alternate throughout this rrovement. 

Chordal writing is particularly effective from 54 - 66, for the words 'so 

crieth my soul unto Thee 0 Cbd.' 

cry to God. 

The soprano aria (No.2), 

This produces the effect of a ccmnunal 

"With oboe obbligato is far less pretentious but has a gentle and appealing 
pathos." *4 

1) There is a preference for keys with a subdominant relationship 

2) Werner, E., op. cit. p. 346 

3) Radcliffe, P., op.cit. p. 141 

4) Ibid, p. 141 
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This movement is through-composed. 

M:Jverrent No. 3 opens with a recitative for soprano. Note the affinity between 

bars 2 and 3, and the first recitative of 'Elijah', bars 4 arrl 5. 

Ex. 67: I1:lvernent 3 Bars 2 - 3 & "Elijah" , 1st Recitative, Bars 4 - 5 

3.Recitativo 

A 
Non tcoppo lonto , I I 

) I 

It. Mei_neTbra.m:usiud UleiJ~~ 'Spei"" lfaIl"WldNll, 'ht. ","Unum ' \iijdith Iu mir S"K~t. ,tiig'IiKh zu mir sll-g"t: 

, 
It. ~ _#" • ~i 

.0. 

-
~CI v ----

ii) 

cjr= ." ~; ~~ 
'0 ..... , ____ ;d' iLoc,--' ______ , 

- , -_ .. ---==\= ~~ _\.-_ - '-=--= ----:==:t -- --- --'-----~---- .. -~ 

~=======~l ~ 
1~~~~~~~~~~~~~~~~~~~~~~~~~c~r'~'€-~.cen - do. N ----' -~------- @g;C -t>~--t-,:g 

.. _------- - __ ,7!_ Cl't.', - , _ Ctl~ - , do, ~? the i.n-fnlltchil ·urClln~for 
I j'ii'§~' :t'-~~~~~==~~~'" ~ r.: ~C:~=~ ==:± F ' ,., ,---, -' ;; r -i>"-- =t>=I<=" -- ==:::f 

'i'flc 111- (,U1t chil-tlrell u!>k for breaJ, 

.:k==~'''='~''-~'' ~~~-~j ' 
~= 'I). q8: ":T. 

-G;~; ~ .... ,-~-.... ~- .. ~-g 
-0-
~ 

-
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'l'he soloist then continues with a through-=np::lsed aria, later joined by 

the full sopranos and altos in a chordal repetition of the aria. A 

short coda and instnnnental pcstlude oonclude this IlDVane.nt. 

Number 4 starts with a unison passage for male voices only, followed 

by a full 4-part chordal section inoorpcrating some antiphonal writing 

in bars 35 - 42 (male against female chorus) . /-bst important in this 

section is the se-tting of the phrase 'Harre auf Cott', which is given the 

same music as the correspcnding VoDrds in Psalm 43, Op. 78, No. 2 (bars 80 - 88). 

Ex. 68: Psalm 42, /-bvement 4 & Psalm 43 Bars 80 ff 

i) 
, A T enore r' 

""'~ l J 5 7 t' 
- -.. , 
8 Vlas be - triibst du dJ(·h,mcl-ne See. .If', und bibt 80 - ru_hlg In mir? II ... -re ~ur un -

Basso .- .. • n j~ - ~ .... 
; --

<> 

I' ~ ~ "-- , v .,... .., .... 
~ f 

- - f 
" ~ J. ~ 

:: .... u W r;- .... ~ ~. ~ -
~ , U 

9 Sop 0 JA ,.';;/11 11 13 15 
Piu anima to 
I: 18 19 -

-
I" llltr- re auf Gott! bar - re auf Goltl 

Alto .- , 

-- == I" 
A 

~ 
-~ 

--<e>--

~ Gott! har-re auf GoHI d('lUl i(·h wer.dc ihm norh dall - - - krll! 
-B- ~-------.. 

-- --
~ 

A ~ 1:: J. t'.t ? I: • ~ 

I- v 
~ rz: -:ft~ ~ ~ f 

J J. f- ~ l: ~ ~ ~ I: ~ .c. 

~ -

.... ~ ;:. ~ - ~ '7 19: i :: :: :; l .. 
~ j ~ 
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ii) 
.~--

'i? o· 
- - ~ -

en: . :"'==-~ b~-~ 
r ... u. M.,_ ... a>OI 1' .... 11 I 

. ..L . 

t-II. .hr . ... ..t r. .. ,: 

The instrumental postlude also takes up the music of this phrase. 

The accompanied recitative (NO.5) for soprano is followed by a Quintet 

for soli S.T.T.B.B. While there is a free return of the onenin:J in bar 

95, the form of this movement cannot be classified as ternary as no contrast 

of character exists, except in key which starts modulating from bar 44, 

cadencing in c minor in 73, and IlDving back to a g miner basis by 95. 
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The texture is mainly chordal with sorre contrapuntal writ.i.n;J, e.g. in 

bars 80 - 86. The main feature of this rrovarent is that it makes use of 

sound timbre bebleen the male quartet and the soprano. Later it resenbles 

the concept of the ac=mpanied aria. In the opening is a suggestion 

of a harrronised psalm tone. Contrast also exists in the text. The 

bNo voice parts oornbine bNo different texts : the soprano sings of the 

anguish of loneliness while the male chorus sings of oonsolation and 

trust in the Lord, producing an effect of dialogue. 

1'hematically, rrovements 7 and 4 are strongly related, both using the 

same text. Like rroverrent 4, this final JroVarent opens with a passage 

for male voices with the female chorus joining in bar 7. Then follows a 

section based on the =rds 'Harre auf Gatt' , using the same rrotif as in 

No. 4 bars 8 & 9. The remainder of this stanza, i.e., 'derm ich werde 

ihm noch dar.ken' is given a new setting (bars l7ff), breaking into a 

oontrapuntal style in bars 25 - 33, and closing with a chordal pas sage. 

At this point, viz. bar 48, 

"Mendelssohn takes a liberty which might make sense in a liturgiml work, 
but is out of place in one intended for the ooncert hall. He adds to that 
text a 'Preis sei dem HerD1' (Praised be the Lord), obviously borrowing 
fran the idea of the catholic doxology of the 'Gloria Patri' ." *1 

This added section is written in a freely treated fugue fOnTI, ending 

at bar 197. While starting with a standard Enunciation, the Middle Section 

oontains only 1 middle entry, (soprano, bar 80), while the Final Section 

(163ff) opens with a varied restaterrent of the subject (harrronised), 

repeated in 171 before breaking into a Handelian-like chordal passage 

for the concluding bars (177 - 197), the final cadence of which echoes 

that of the chorus 'Thanks be to God' (Elijah). 

]lJ1 interesting aspect of thi s fugue is the treatrrent of the subject which 

follows Classical developnent technique. The bNo limbs of the Subject 

are separated and developed individually throughout the Middle Section. 

1) Wen1er, E., op.cit. p. 347 
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Ex. 69: Fugue Subject Bars 48 - 54 

'Ihe first limb perrreates all voice parts except for bars 118 - 126 which 

contain a sudden rhythmic change based on part of the second limb of 

the subject. 'Ihis may be seen as a partial relief and its oontrapuntal 

handling proves IIDSt effective. 'Ihereafter, the tw::> limbs are used in 

combination, e.g., bars 144 - 150. 

Ex. 70: Bars 144 - 150 

143 1·15 147 149' --= . .. . 
1.r.\\J -- -

t . 
E - ~ ,,is' - _ kf'it. nUTI fln his in E - "ig - kf'it f Preis yon - - -

- "$d+# A 8-=1 I j EJ I j I 

t.' - tr 

r 

sci (\PIl1 

J4@ 
- - ~~g- - krit 1 Prt'is sei dem Ht'rrn, dt'JIl GuU I _sra_f'ls, '"on nun ;:In bis ill - • 

-
\' els. )"(01 nWI an his in E - - - _ wig - keit! Preis St·j dem Hprrn. dj'rn 

. -(> .. ~ ~ 

- . , --<> =l 

f\ 
, 

Prf'is sci dem H(I rn, dem Got! I - ,{,." - rIA, nlll1 an bi!<\ in E _ - Yon - -
J I. • "..t ..... ~ -Ot J I I ~ 

\" -
• , 

I I I I 
9- J, ,.I> 

II:J;: . 
I I ~ < ~ "6 ~ >. ~. i Z :: . --= 

;; 



116. 

150 152 I , 
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A sense of syrrmetry is seen in the a=angement of the rrovements and their 

respective keys : MJvements 1, 4 and 7 for chorus are all in F major. 

In this work Mendelssohn makes use of a recurring rrotif *1 This 

IOC>tif however, does =t appear in all the nDvements, and is subject to 

slight variaticn when used. 

Ex. 71: MJvement 1 Bars 9 - 10 

(see overleaf) 

1) 'lhis IOC>tif is similar to the 'Credo' rrotif of MJzart' s Missa Brevis 
in F major, K. 192 
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1. Coro _------ ---"1 
Lento ersostenuto ~ 
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Ex. 72: M;)vement 3 Bars 9 - 10 

9 All ellfo assai , <> 

I~ Deuu i"h wall . . Ie gern 11111 - ge - "hen 
- . =-:oi. --< = .-

~ 

.• . 
It: .. - .. 

0 

pp "/(lfcil/n 
. 

r 

- -= -= ~ :j ; • 

Ex. 73: M:lvement 4 Bars 1 - 2 

4.COro 
AUegro macstoso assai 

) , 
T I. enore '1' <- 0 3 5 7 r 

-

'" " W .. be - trilhltt du dic·h,mei_De See_ _lp., 1I1ldblbt 50 un - - ru - hlg In mit? Uttf- re auf 
Basso ~ - .... .... J;" -: 

1\ <>-

I" 
. 

~ .... "- y .6J- ... ~ 

~ f f ~ ~ J. ~ . 
. -: .eo -cr - ~ 17 .... ~ 0:. ~ ~ t:f . 



Ex. 74: Movement 7 Bars 1 - 2 

20 
7.Coro 

Maestoso assai 

118. 

, . 3 5 7 I'. r J ~ ~ I J . 9" 
- -

OJ 
. \Va~ be_tr~t du dh'h.meillc 

~ 

.T 
I,. , w." Le -tr'Ubst du di(oh.meille 

:>-

-
If w •• be_Itiib,l du dich,melne See · - lei undbist so un - - ru- hig in mir1 

I' ';:- . "" :... ...... ---....-
: 

Was be-lriihst. du dich,meiqc See ' - let und his! 80 un - - lu-hig In mir~ 

• 

\e- l ~ '7~ -. i!5 

f ~ ~ 

-, f P- ~ 
-e- U" -

=- -
:; -cr 

*1 
The aCCXlll1pCU1:iment, when not chOrdal, tends to oonsist of oounterlines 

in quavers and semi-quavers based on arPeggiated chords. 

"The composition of 'Salve Regina' came abcut in the ooIllfOser's early 

years, even before he had been in Venice and lbire and had admired the 

paintings and sculptures there in honour of the Blessed Virgin; it is thus 

all the rrore astonlshing with what sensibility the 15 year old youth was 

able to interpret the midieval verses. *2 

After 1600, settings of the ' Salve Regina' chimged fran being p:>lyphonic 

(inoorp:>rating Gi-egorian rrelodies) to a freer 

"treatnEnt of TIUlsical material so that down into the nineteenth oentury we 
find compositions for chorus, or solo voices am::mg the 'lesser church 
works' of the great masters...... A proximity to M)zart is urunistakable, 
not only in certain rrelodic strains, but also in the fonnal shaping of 
the cx:xnposition like a song-'-type aria." *3 

1) only the 'closed soore', i.e., with pian:) aCcOmpanirrent, was available 

2) English translation by E.D. Echols of the Gennan notes by W. Schulze­
see TIUlsic soore (Stuttgart, 1979). 

3) Ibid 

meine 

-

See 

See 

Be-c . 
~ 
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Written in ternary form, the sections are as follows: 

A 

1 - 49 

B 

49 - 103 

Al 

103 - 141 

The two outer sections which are invocations to the Blessed Virgin Mary, 

contain simple, tuneful, almJst folk-like rrelodies, while the middle 

section (B) contains austere writing with dark harmonies giving musical 

expression to the words 'with weeping and pleading, in this dark and 

sorr=ful valley'. 

"The instrurrental writing not only takes tonal beauty into consideration 
but also employs great variation in accompanying the melodic developl'ent, 
altering strengthenirig, refining the whole." *1 

The '2 Geistiiche Lieder', Op. 112 are short , simple settings for high voice 

(soprano or tenor) of words taken from Psalms 25 and 90 respectively. 

The first, 

form (A, 1 

'Doch der Herr, er leitet die Irrenden recht' is in ternary 
1 - 16 ; B, 16 - 36, A, 37 - 62). Not much contrast however 

is afforded by the B section which continues in the same style as the A 

sectiOn, varying only in key. 

The seccnd piece, 'Der du die r!enschen Lassest sterben', was originally 

=nposed for the oratorio., 'St. Paul', and is written in a through-composed 

style. Unfortunately, due to the absence of dramatic quality, the music 

does not always match the serious m:x:xl of the words, especially noticeable 

on the words 'it quickly blossans and must wiLl.ct" . 

The organ accompanirrent follows IlOstiy a chordal style based on the harrronies 

of the rrelody line; same individual treatment is encountered however in 

No.2. The general style of the acccnpanilrent is rrore suited to the 

piano. 

1) Echols, ' E.D.,op.cit. 
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The Cantatas: 

'Christe, du Lamm Gottes' 

'0 Haupt voll Blut und Wunden' 

'Wir glauben all an einen Gott' 

"1'11e 19th century used the tenn 'Cantata' to embrace the rrost diverse 
forms of mixed vocal and instrurrental works to sacred texts. However 
the fact that 'Christe, du Lamn Gottes' is written in only one rrovement 
using the same rescurces throughout, warrants its description as a 'chorale 
fantasia', especially since that would indicate the free fonn of the work. " *1 

'l'his work was dedicated to l1endelsschn ' s sister, Fanny, for Christnoas Day, 

1827 : Written for 4-part chorus with small orchestra, it is based on the 

chorale which bears the same name. This chorale, by Martin Luther, is 

a German metrical version of the 'Agnus Dei', the 3-part structure of 

which dictates the ternary fom' of the work: 

Section 

Bars : 

Key plan 

1 

1 - 59 

F major 

2 

60 - 106 

f minor 

'!'he chorale, used as a 'cantus finnus' 

3 

107 - 164 

d minor - F major 

"appears three times (once in each section), as a polarising elerrent bedded 
in a polyphonic web with thematic material drawn from the chorale rrelody. 
The fact that Mendelssohn had been studying the choral works of Bach and 
Handel is unmistakeable here in the contrapuntal writing, but they serve 
him only as a stimulus arrl a basis for his own personal rrode of expression." *2 

The orchestral introduction which opens section 1 uses an imitatory quaver 

pattern incorporating the opening notes of the chorale rrelody. This 

pat·tern then continues to fonn the basis of the strong contrapuntal 

writing of the ac=npanirrent. Throughout the work the chorale rrelody is 

doubled by flutes, oboes and clarinets (ad lib) . In this 1st section 

the vocal entries always overlap vlith phrase ends of the instrurrental 

parts. 

1) From the Translation by D.McCulloch of the German Preface by Oswald 
Bill. (see music score, Dannstadt, 1977). 

2) Bill, 0., (translation by D.McCulloch), op.cH. 
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Ex . 75: Opening of "Christe, du Lanm Gottes" 

(1) And' ntc " ~~-f::. fL-' -,..,. -----
Violino [ 

Violil1o II 

Viola 

Violoncello 
Contrabbasso 

Flauto, Oboe, 
Clarinetto (ad lib.) 

Soprano 

Alto 

Tenore 

Basso 

.. 

... ,-- .. fL-
'-IITh-

P 

P 
-

.. 

.. 

~ 

---. p 
-'-

. . "-... -
p , 

l£: -:,.. n ... .,.:-... 
-

-

I • 

The Chorale is given to the soprano throughout the w::>rk while, in the 

first section, the remaining 3 voices supply a contrapuntal background. 

Each line of the chorale is furthennore introduced by a short oontrapuntal 

passage, not necessarily based on the melody line which it preceeds, 

except for the opening (bar 8) where the alto states the first line of 

the melody in its entirety, although rhythmically varied, before the 

'proper' entry in the soprano 5 bars later. However line 3 (bar 43ff) 

has no introduction and the melody is stated in harnonised form. A short 

contrapuntal postlude follows the statement of this line oontaining 

t= elements used prominently in section 2, viz. the ascending octave 

leap and a descending chromatic line tl,at is almost identical to the 

fugato subject in bar 61ff. 

-
rl-

~ 

L 
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Ex. 76: Bar 51 ff (Alto) & Subject of Middle Section (Bars 61 - 64) 

In section 2 the contrapuntal writing, in both the instrurrental and 

vocal parts, which introduces and accompanies the chorale melody lines 

is in fugato style. A tonic/dominant relationship is given to the entries 

of the Subject as quoted above. 

Mendelssohn relies on 3 factors. 

1b intensify the word-rreaning , 

a) me change in key to the tonic minor, i.e., f minor 

b) a strong Baroque rhythm and 

c) descending chromaticism traditionally used to denote passion and 

grief 

As in the first section, the 3rd line of the rrelody, i.e., the prayer 

for mercy, is treated somewhat differently in-so-far as a new rrotif appears 

in the contrapuntal accompaniment derived fran the fugato subject which 

makes its last appearances in the alto part, bar 100 and the short 

postlude which follows. (bars 102 - 106) 

Section 3 returns to the tonic key of F major and opens with an 

orchestral introduction based on the sane rrotif as used in sec-tion 1. 

Consequently the style of the accompaniment is similar. The chorale 
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is used in hannonised form, dispensing therefore its vocal contrapuntal 

web. A short vocal postlude based on new material is found in bars 151 -

156, followed by a closing passage for orchestra . 

The lliu:rronic style of this work shaNS sane interesting features. A different 

harmonic scheme is used for each of tile three appearances of the chorale 

al though sonE chord progressions remain the same in the two outer 

sections, e.g., bars 16 - 17 ill1d 119 - 120; and 43 - 45 and 141 - 143. 

A particularly interesting pseudo-bitonality appears in section 2: while 

the tonic minor underlies this ITOvement, the chromatic writing still 

allows the chorale to be stated in the tonic major. This oo-existence 

leads at times to unexpected progressions as in bars 88 - 89 ill1d 94 - 97. 

Ex. 77: Bars 88 - 89 & 94 - 97 

87 ~,a..~ .,L jt.~.k ,, ~...- fL.,.. • 1, • b ..... ~ , 
- i +----4-+-1-

t 

- fL • b .... • J? ~ 

-,-- - - - . f--+-
, 

...... ..- , 
--

, 

".::.:::.." ~4- ~J-':-+-
.--j~ 

• , , 
"87 I 

-

0-
tragst die SUn . d~ " Welt, - der 
blWr the sins of the world, , 

-

t ---:--------:- . -" 4/--' d!" ----- - d~ - - - tes, der !rags! 
- - - - ~~'O dOl'! bear. the , 

~ tr'.igst 
, 

die SUn de der Welt, - - -
bear the si"s of the world. .,.. ---- - • -f'- .... ~ , 

.. -~- 11"-----
\ der dll tragst die SUn de dcr 

who dost bca~' _________ the sitlS ___ _ of 'he 



ii) 124. 

L ~. F -,,--!WP~1: • . ~ .. 
~--7 01"- -

-
\ 

,b,-l>--=r=hI~ F F ~j§-H+ ::t: - _.- .. . 

~W-f-m#f- - -f--

t ~. .--- yO' -4;-

=1~; -+-+ -f-t-+ 
:I> 

-
B - b -

I ....... '--" • If ... -.J 

?l~~~r~ ~r -=f= :1="1"- B=:j: :3i:--J::: 

93 
I ~ -

t 

I 
. -~ 

t 

LF= 

~ 

J9, 
I .-

~ 

I 

:Ill3 

,Di 
L 

• 
I 

" I 

~ 

"-' 

harm 
u, ,/" 

I 

----: 
------

barm ___ _ 
"' ____ _ 

......... 

dich 
lhy 

dich 
thy 

dlch 
thy 

... 

- .. 
cr -

U1QIV 

w-=- ~ ------• ~ 
-(if-

- ~ 
cr - barm 
sltow u, 

---er - - barm 
show u, 

~.,L .,;.- r.,L .. 
er - - barm. _____ _ er -
show us, ______ _ show 

qr~ i'" #~ ~ ~i q.,L 1;,.------------

b~.Jl 

un -
mer 

,. 
un . 
mer 

un . 
mer· 

un 
mer 

- · 
· 

- · 
· 

. · 

" 

- ser. 
- cy. 

. ser, 
- cy, 

I . 
-

I. I 

--

I . scr I 
cy . 

I 

I 
scr, 
cy. 

~ • I: -

q--- ~-.-

I 

-, 
cr 
thy 



125. 

Similarly unexpected hanronic 'turns' often result in cadences with .all 

interrupted effect, e.g., bars 33 - 34 with its parallel in 134 - 135, 

and bars 121 - 122. Another interesting feature of this v..Grk is the use of 
*1 falling thirds, e.g., mrs 30ff J=Ossibly an inversion of the ascending 

arpeggio pattern frequently found in the final bars of an instrumental 

wcrk or in acccrnpanirnents : both are triadically orientatL'<i. 

'11,is is possibly an inversion of what was described earlier as his 

'hallmark' *2 as both are triadically orientated. A good example of 

falling thirds ll\3.y be seen in the bass line of bars 30 and 31. 

In the chorale cantiltas, Mendelssolm does not use the large scale structure 

of the l ate BarCXlUe cantata with its oombination of choruses, recitatives 

and arias. Nevertheless the cantata '0 Haupt voll Blut und Wunden' for 

solo Bass, S.A.'r.B. choir and orchestra, oomposed in Vienna in 1830 

while en route to Italy, has as its middle rrovement an aria, the chorale 

being stated twice , once in each of the tv..G outer rrovements. 

In the first rroven~nt the chorale is treated as a cfDrale rrotet, as it 

oonsists of a series of fugal sections, each based on one of the successive 

lines of the chorale. 

often combines various 

sections in bars 272 -

However, this treatJnent is free as Mendelssohn 

lines am hence also the text, 
2 30 and 49 - 50 where both use 

first and second lines of the chorale in oombination. 

e.g., ~1e introductory 

the openings of the 

1) Even though this pattern foreshadows a favourite progression of Brahms' , 
its use here cannot be oonnected with programnatic oonnotations as is 
so typical of ~1e later =poser : "Fbr Brahms, death suggests the 
sequence of falling thirds which roots the music harrronically, in the 
earth. Dust returns to dust." ((Harman & Mellers, Man and his Music 
(Barrie & Rackliff, London 1968), p.701) ). 

2) i.e., an ascending arpeggio pattern sometimes found in the final 
bars of an instrumental v..Grk or in acoompanirrents, e.g., the final 
bars of Allegro in B flat, for organ. 
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Ex. 78: Bars 27 - 30 & 49 - 50 

27 29 31 
1 

• 

• vall Schmerz und 
With pain uTid 

1 -._ - --+ ,..., --.., 
• 

• vall Schmerz lind v61 . I~r Hohn, 
With poin ond bit· ler ,corn, 

L =--fL-. -#- - ~ 

, y 
0 Haupt vall mut und Wun den, voll Schmerz und vol ler __ 
a Head, .0 bruised and wound ,d, With pain ond bit ,,,--

- L - - -;----.. 

...... 
voll Sc:hmerz und vol·ler Hahn, voll Sehmen, vail __ 

With puin und bil . ter 'COl"lI , with pain, .wiJh --
11 iii\' ~y. 

r,) 
47 49 51 

I 

7J -
' .. 

mit ei ner 
Wilh dinK in~ 

1 -~ .. '-t hi·: 

.. .~~ .... ....... 

~ 

ml Cl - ner Dar 
With ,lfn6 • int crowr. 

1 -- Ii-

Hnuj't, zum Spall go 0 
0 Jleu. in ,plte IIUr • 

-)=.11*- -w ~ ... ------
mit ci - ner Dor - ncn . kron, mit_ 

IVIIII dill" . (fill cruwn of tliorn, wflll __ 

At t:irres oontrarxmW introductions may be built on new material, e.g., 

bars 684 - 75, 

r 
bun 
round 

+ 
ei ner 

.t11l6 filii 
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Ex. 79: Bars 68 - 75 

70 72 

- -

Ip-~~~~~~:: r: -~~L~1=~~§'~fo\j 

net mit 
ry. With 

hochsler Ehr und Zlcr, 
high· est power end grace, 

mit hach· ster Ehr und Zier, 
Willi high - ell power .. HId I/ru cc, 

mit_ 
with_ 

hoc:h 
high 

sLer, ho ch 
c&l, h ig h 

mit_ 
with _ 

mit 
With 

73 '15 77 , 

g-'" - r- ir- . lit 3 r • mit haeh ster Ehr und 
With Ide/I ~.$t power alld 

- ster Ehr und 
- es t powerotld 

I 

1~~=~R'~~~~~~~~~~' ~~JTI~'~§~ ~l=~~ffift~~ 
1 hoch-ster Ehr und Zier, Illit _ hoch ster, hach ster Bhr und 

lIigll· e,;t power OIJU gru ct.!, wil li _ II il: II - "Il t, higJi cd power and -­..,.. 

ster Ehr lind Zier, 
cd puwer <I/ul I:I"I./ C'-' , 

mit hoeh·ster 
with higll - cst 

or be based on earlier lines, as e.g., bars 60 - 63, whi ch return to the 

opening phrase. 
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Ex. 80: Bars 60 - 63 

56 58 , .~ , , - ..... , - 60 62 
. . 

0; I I I 

. . --v ~ .. TT .. T I '---"" 

~ 
1~42- .. , 

I 

5X 58 , 60 62 

oJ 
Leid 5011 uns wi- der - Cah - oren, \lOS wi - der - fah - - - - -
w row IUJUe no do - min -Ion, haue no do m in --

'---"" 
kein_ Leid soil uns wi - der- fah - - - ren, soli 

~ That_ '0' . row houe no do - min .ion, '0' 
. -

j will weh kein _ Leid soli uns w i - dec - '. - - er - ren, - fah -
-- will de - re;d u" That _ '0' 'ow ha !!!! no do - min 

"-, .", 
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kein Leid soli uns wi- tier· fah ren, uns wi - dec - r~h ren; 
That '0' row !l ave no do - min ion, IlOue no do - min lon, 

I I . I I I I I I I I I I I I 

i · I[ I 1 [ "I I I I r r I I 1--!r 'r 1 I 1 r lij P- r~ 
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.n ------.. 
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-
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Throughout, the chorale melcx1y is given to the soprano, with the remaining 

voices (A. T . B.) providiJ1(T a contrapuntal accompan:iJrent, except for the 

last line (bars 1163 - 119) "ihich is set in chordal style. The hannony 

is very Baroque-soundin;J with good use bein:; made of secondary dominants, 
4 e.<J., bars 32, 52, 76 and 103. Although the first 2 lines of the 

chorale are repeated, the accompanying contrapuntal passages and 

hanronies are slightly varied the second time. 

The grave word-~g is portrayed by a dark quality created by the 

accompaniment of the lower strings, bassoons and continuo. T'he upper 

woodwirrls (flutes, oboes and clarinets), violins and organ double the 
*1 chorale melody in ordU " to make it stand out, except for line 5 

(bars 63 - 68) ' vihich is doubled only by flutes, violins and organ. 

The polyphonic acccrnpaniment uses throughout, material which is irrlependent 

from the various strains of the chorale. 

Moverrent 2 consists of a lyrical aria in ternary form for the bass 

soloist. It is written in the relative major key (E flat major). 

A B Al 

1 - 67 67 - 107 108 - 163 

Although new material replaces the chorale melody, there is a short 

reference to the chorale in bars 363 - 40 . 

The lyrical rrood of section A changes to a dramatic one for section B. 

This is achieved by a shift back to the original key of c minor and the 

use of chranaticism. Further intensification of the grief and pass ion 

is afforded by the use of diminished 7th chords, written in such a way 

as to cause dissonances vihich do however resolve. 

Instnnrental accompaniment does much to ccrnplement the rrood of the 

movenent. In sections A and Al the strif)Js supply the accompaniment 

for the soloist, with the wocdwinds and horns addinJ sane colour in places 

to avoid monotony. In the B section however, a fuller texture is 

obtained by combining all the instrumental parts in order to enhance 

the dramatic mood. 

1) This technique was also encountered in the chorale cantata 'Christe, 
du Larrrn Got tes' . 
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A simple hanronised version of the chorale daninates movement 3, supported 

by an instrumental accompaniment, based on repeated chords in quaver 

motion. 

The chorale melody and openinq alto parts are doubled by the oboes and 

clarinets. Saretimes these woodwind parts deviate from the chorale 

melody and take up the counter line based on ascending octave leaps, 

introduced first by the horns in b.5ff. Other times this doubling is 

abandoned altogether as in bars 27 - 31 and 47 - 53, and replaced by 

rests. 

Unfortunately this movement like sane other finales does not reach the 

power and contrapuntal interest prevailing throughout the opening movement, 

but produces an anticlimax. The repeated quaver motion in the strings are 

a weakening element and result in monotony. 

The Lutheran chorales, 

"interpret Luther's theology in a masterly language. This applies 
especially to the creed song ('Wir glauben all an einen Gatt'). 
Originally a song of praise for the feast of Trinity, it was declared 
the Gennan 'Credo' in the Erfurt Enchiridion as early as 1525 and, in 
the same year, by the Strassburg Kirchenamt. After Luther had authorised 
the function of this hymn for the Gennan Mass, it was regularly sung in 
Lutheran services in place of the creed up to the time of J. S. Bach." * 1 

In the cantata based on this chorale, 

"the patterns for the cantus finmls treatment were the correspondi.ng 
motet and cantata settings by J.S. Bach, with which Mendelssohn had 
become acquainted in the choral exercises of the Berlin Singakademie. 
There he found all the various chorale arrangements fran plain choral 
settings to motet-like structures with obbligato instrumental parts, 
which were to serve as patterns for his own cantatas." *2 

Structurally, the work falls into 3 movements, based respectively on 

the 3 stanzas of the chorale, of which only the first and second melody 

lines are used with some slight rncdifications. According to W. Schulze 

1) From the translation by Stefan Schulze of the Gennan foreword to the 
music score by Willi Schulze (Stuttgart, 1979). 

2) Ibid. 
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in his preface to the music score, it was Mendelssohn's original 

intention to have this work written in the form of '3 great fugues.' 

However, a fugato style resulted. In the first rrovement the 2 opening 

lines, 

lines, 

along with new I'laterial 

are developed in LUgato 

in the sarre idicm for SOll"le of the remaining 

style. The voices open in the style of a 

fugue, using the first IIElody line as the subject; the' answers' are in 

the sub-dominarit rather than the dcminant key. This 'Enunciation' (1 - 18) is 

accompanied only by the organ continuo which provides supporting 

harrronies and an ever-rroving bass line. The bass line ends with a pedal 

point passage in bars 69 - 84. The strings (violins 1 & 2 and viola) 

enter with the first line of the chorale in bar 173 , overlapping thus with 

the conmencernent of the second line in the (vocal) bass part, bar 19. 

The fugato entries of this second line (21, 22, 23) also reveal sub-

dcminant leanings as each enters a 4th higher. 

Ex. 81 : Bars 19 ff 

16 18 20 ..,. n ..,. 

..,. n ..9-

~ -

/:t;. lu~~ ~ l-f-~~ - - - -

20 16 18 -- "Co, - :::t=r~~ - -- -

glau ben all an ei - nen Gott, an ei - - -
,1/ b. - - lieue in on. true God, in one 

_. 
~ wir gJau - - - - - ben all an ei nen -

we ,/I b. - - lieve in on. true 

--
-, , 

- - - - - ben all an_ ei - ncn_ Gott, 
b. - lieue in_ one_ true_ ,GOJ. 

b..,. - p. - _. 

., , I 
- - -nCIl_ Golt, Schop- fer Him- mela 

lrue_ God, Mah " of Ih. 

I 

- --
i r f IF' r ."' If'fT. I"f' i r f~ ~ri i 

I I I -~- .. 
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Thereafter the voices and violins =nbine in a contrapuntal texture, 

introduc ing a line . consisting of new material (bar 26), but bearing 

resemblance to the opening line of the chorale '0 Haupt voll Blut und 

Wtmden' . Once rrore, sub-dominant leanings are noticeable in the first 

three entries. Fran bar 34 the violins freely double the soprano and 

"I 

alto parts. Bars 54 - 60 contain jmitatoD.! writing bas ed on a rhythmic 

fragrrent - J ,1IJ J - introduced for the first tine in bars 50 - 51. 

(soprano) . 

. 

r T 
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Ex. 82: Bars 50 ff 

, I I 
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In bars 67 - 74 melody lines 1 & 2 appear in aUo and soprano r8spectively, 

the alto part hwever sin<Jing the text of the seoorrl line. 

The first l1'Dvernent errls with an open cadence on the dominant. 

The orchestral accompaniIrent for the 2nd ITOverrent is s=red for wcxXlwinds 

(oboes, clarinets, bassoons), brass (horns arrl clarino tnunpets), strings , 
(violins 1 & 2, viola) and organ continuo. The instrumental prelude 
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introduces in bar 5, an 

throughout. 1'he voice 

obbligato quaver line for violins which continues 

parts "'hid; fmter in fugato style in bar 10, are 

freely duplicated in the woodwinds , which therefore also follow a 

contrapuntal style. 111e free treabrent of the w:xXIwind parts however, 

SOIret:ilreS produces a different character, e . g., bars 26 - 37, 59 - 65 and 

74 - 81. Similar doubling of vocal parts oc=s in the continuo. Like 

the preceding Il'Ovanent, this l!lOvanent 

in the final 16 bars, and cadences on 

also ends with a pedal point passage 

the daninant. Such open cadences 

give a feeling of continuity, or progression to the whole =rk. Note 

also the similarity of the lines and hannonies in bars 40 - 43 of this 

rroverrent and bars 45 - 48 of Il'Ovanent 1. 

In the third movanen't the 'Full' orchestra (as in rrovement 2 with the 

addition of timpani and tranbones) is put to use, opening with an 8- bar 

to that which opens rrovement 2. A triplet (~ver fugue prelude, similar 

is introduced by the violins in bar 6 which continues to bar 134, at 

which point all instruments and voices oombine for the closing chordal 

passage. Apart fran the strings, the other instruments serve no other 
~ . *1 

purpose than to double the chorale melody which is sung by the voices 

in unison with a few occasional sustained harrrony notes between the 

entries of the chorale lines e. g ., bars 101 - 103, 115 - 118 and 129 - 132. 

"While following the closely connected verses, one gets the impreSSion 
as if the intensity of the music in=eases fran one verse to the other 
until in the third verse the climax is reached in the choral unison, 
though in this verse the original melody has been altered by Mendelssohn. , 
'I'his third verse probably depends on Bach's wall-known arrangement of 
Luther's 'Und wenn die 1'7elt voll Teufel War" in the cantata 'Ein feste 
Burg ist unser Gatt', where Bach also uses a choral unison. In 
Mendelssohn's setting the share of the orchestra is less important than 
in Bach's cantata •.• . ... The listener is so much the rrore , irrg?ressed 
by the choral unison, which is intensified by the wind instruments and 
which, towards the end after a few four-part bars, leads into the 
lapidary one-part 'Amen' of the whole ensemble". *2 

1) In this rrovernent too, only the first t= lines of the chorale melody 
are used, new material being used for the remaining words. 

2) Schulze, W., (tranSlation by S. Schulze) op.cit. 
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CHAP1' ER III 

AN EVALUATION OF' THE SACRED CIDAAL IDRKS 

Aspects of form 

The fonus used riIDJe fran simple, short strophic or through-cOl'!.Xlsed 

notets to extended settio:1s such as the cantatas. Whatever form is 

used, sectionalism plays a vital role, being cpnditioned either by verse 

structure or text-meaninj. In the shorter =rks this sectionaliSm is 

built into the music, often as a result of a succession of either 

contrapuntal sections, e. <J ., Psalm 100, or of short chordal and polyphonic 

passages, e.g., the Gloria, where the texture is dictated to a certain 

degree by the word--meaning. Sanetimes sectionalism is also brought 

abcut by the alternation of solo passages with those for tutti, e.g., 

the Nunc Dimittis. In the longer works it is obvious in the division 

of the work into a number of clear-cut lOClvements, e.g., Adspice ]):)mine, 

Psalm 42 and the chorale cantatas. 

On the other hand, 100:1er works often adopt a through-canposed plan, 

e.g., Psalm 95 (Venite) and the Magnificat , whereas strofhic treatIrent 

is used IllDstly in chorale settings as the coorale is repeated for each 

of the stanzas, e.g., 'Mitten wir im Leben sirxl.' and 'Aus tiefer Not 

schrei ich zu dir', and 'Jesu meine Freude' . 

Saretimes a work may be set either ccntrapuntally throughout (e.g., Ps. 100) 

or purely chordal (e. g ., '0 beata et benedicta' or No. 6 of 'Sechs spruche') . 

Other times these t= styles exist in canbination, often alternating one 

with the other. Mendelssohn was not a canposer who 'word-painted' in his 

music. W:Jrd-meaning therefore, was rnt a determining factor as to whether 

a contrapuntal or chordal texture was to be used. An exception to this 

possibly being 'Hear my Prayer', bar 63ff, where contrapuntal writing 

seans to under line the meaning of the words 'perplexed and bewildered' 

Le., with each voice going its own way. Preference for chordal writing 

mwever, is given to soort =rd phrases, e.g., in the Gloria, bar 32ff 

on the words 'Herr Gott' ! - H.i.rrmlische Konig! - Allmiichtiger Gatt! 
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which are written in the style of Handelian 'hallmerstrokes'; or in the 

Latin Te Ileum, No. 4 (Tibi Cherubjm). where the word 'majestatis' is 

treated in smilar fashion (bar 56ff) , being superirrposed with a longer 

phrase on the words 'pleni sunt ooeli et terra. ' From these examples it 

may be seen that polyphonic or contrapuntal treatment is usually given 

to the longer phrases. It may be deduced therefore that the alternation 

of ch:>rdal with contrapuntal passages does not depend on textur:al oontrast 

as such, but is used to afford variety. 

Coupled with the chordal setting of shorter phrases is antiphonal writing 

which is a.!!Ployed in works written for double chorus. (The Gloria, bar 32 

ff, may once rrore be cited as an example) . 'I'his technique of antiphonal 

writing was inspired by the Venetian masters. 

Apart fran the through-canposed free forms, other forms used are ·the 

smple ternary, recitative, canon and fugue. 

The 19th century saw the rise of miniature character pieces such as 

Mendelssohn's Songs without \'brds, Schumann's Novellettes, Chopin's 

Nocturnes and Brahms' InterIctezzi . Practically all such pieces were 

written in ternary form. Quite naturally, Mendelssohn's lyrical sacred 

choral works or rrovanents thereof also use this form. Frequently hCMever, 

the B (middle) section does not afford great contrast to the outer A and ' 

Al sections, and continues in the same style, differing only in key. 

Examples of such are Beati rrortui, Veni D:::l!n.ine, 'Herr, wir trau' n auf deine 

GUte' and l-bvement No.1 of Psalm 42. There are instances where the 

B section is so similar in character to ·the A section that they tend to 

merge into one. One would therefore overlook the ternary design were it 

not for a definite (though varied) repetition of the A section later in the 

work, see Nos. 1 & 3 of Psalm 95. Greater contrast of character is exhibited 

by the B section of Salve Regina (bars 49 - 103) and rroVe!l¥2Ilt 2 (bars 

68 - 107) of the cantata '0 Haupt voll Blut urrl Wunden'. The ternary 

structure, is sanetimes dictated by the text, e.g., in 'Ave Maria', 

'Lass, 0 herr, mich Hilfe Fin:len' and the Kyrie in c minor. 

The recitative does not have a big role, but is fourrl in works divided 
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into several movements, e.g., movarents 3 and 5 of Psalm 42 an:'! in 'Hear 

my Prayer' (bars 131 - 133). In these works the recitative passages 

are not treated as separate entities , but are built into the works without 

any breaks (the traditional final instrumental V -I cadence is therefore 

not required) . The recitative is used for dramatic effects in Psalm 22, 

being treated in responsorial manner - i.e. , answered by the full choir. 

Mendelssohn was a master at counterpoint. 'This is revealed not only in 

=ntrapuntal passages, but also in the form of canons and fugues. Five 

of the works analysed include canonic writing . They are Kyrie in A 

major, where the first 2 phrases are treated in canon; 'fhe Gloria Patr"i 

of Psalm 2, written in 4-part canon; Psalm 95 (bars 276 - 322) and 

98 (bars 100 - 115) both written as 2-part canons; and the Erljlish 

Te Deum in A major (bars 169 - 193), written in double canon with the 

openings of both related. 

Of far greater interest and importance is his fugal writing. 'I'he fugue 

form is not used for an entire work, but rather for a movement or part 

thereof. 'Ihree of the choral works contain movements set in standard 

fugue f orm. They are : 'Aus tiefer Not schrei ich zu dir' (1st rrovement 

bars 15 - 122) , the Magnificat (last r.-ovenent bars 200 - 268) and 

Psalm 42 (last movement bars 48 - 197). In all three fugues the sub-

sections, i.e., enunciations , middle sections and final sections, are e11l 

present and clearly demarcated. 

The third section of the Kyrie in c minor contains a single and a double 

fugue, the subject of the former being ccrnbined in the latter with a chranatic 

unit previously encountered on the words 'Christe eleison ' in bars 69 - 70 , 

75 - 76 and 98 - 99. It is interesting to note that the original text of 

this unit is retained throughout this double fugue, resembling the 

bi-textuality occasionally found in the sacred music *1 of J.S. Bad1. 

1) e. g., Kyrie - Christe du Larnn CDttes, in c minor, B. W. V. 23 3a 
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Ex. 83: Bars 170 - 173 
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Both these fugues in the Kyrie are m:::xlified fran their middle sections 

to the end. 

~ double fugues are also fOillld in the Latin Te Ileum : in IlOIlarents No. 

7 and 12. As has been stated in their analyses, both fugues urrlergo 

the same treatment. The first subjects are statal separately , follo.val 

by a 'middle section' which is interru'?ted by a second enilllciation for 

the second subject. Then follo.vs a second middle ' section which combines 

both 1st and 2nd subjects. Finally the final section, also cx:rnbining both 

subjects, brings the fugue to a close. 

A freely treated fugue, more in fugato style, is fOillld in the final 

IlOveroont (fran bar 191) of 'Surrexit pastor bonus'. 'Ihis 'fugue' 

starts off in 2-part writing (sopranos versus altos), but charges to a 

4- part texture during the course of the 'middle section '. 

Although the cantata, 'Wir glauben all an einen Gott' was originally 
*1 

planned by M=ndelssohn to be written in 3 fugal IlOvarents " the first 

IlOIlanent only opens with a fu::lal enilllciation, later changing to a fugato 

style which is continued for the second movenent. 

vocal style replaces the fugato writing. 

1) Schulze, W. , op.cit. 

In IlOvenent 3 a illlison 
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Often choral and organ works written in cyclic form terri to exhibit a 

feeling of anticlimax, achieved in the followirlq way : the opening m::JVanent 

terrls to be pc:tWerful, frequently in the style of a choral fantasia, or 

a fugue. The tension, instead of building up to a climax which is reached 

only in the finale, attains its zenith in the openinJ moverrent and 

thereafter diminishes in intensity in the successive m::JVanents. A 

good example * 1 of this may be seen in the cantata, '0 Haupt voll Blut und 

Wunden'. Mendelssohn may have been influenced by Heinrich Heine (1799 -

1856) and others who incorporated this technique, known as 'Gennan 

Ranantic irony' in their works. '!his technique is based on the 

realization that the gap between the freedom of fantasie and the strictness 

of form CaIUlOt be bridged. In literature therefore, it leads to a tendency 

to over-intensify subjectivism. It can also lead to an ironic approach, 

Le., a build up of tension, then a definite anticlimax. Heine often 

used it in a cynical, critical sense: Merrlelssohn possibly used it to 

counter-balance a particularly iI1I3.ginative work with formalism. *2 

A strong sense of unity prevails throughout Mendelssohn's works. '!his 

is achieved through various factors such as 

i) use of related keys, 

ii) use of chorales (or antiphons as in a few of the Latin motets) , 

iii) use of certain intervals, motives and musical phrases, 

iv) 

Ad i) 

use of word and/or stanza repeats with the same or different 

Imlsic, often in the same style. 

The principle feature of the key structures is that Mendelssohn 

always keeps to closely related keys . Nurrerous examples of modulations 

to the relative major or minor may be cited from works written in ternaJ:y 

form which naturally lend themselves to such a key structure, e.g., 'Ave 

Maria' (A major, f sharp minor, A major), and 'Aus tiefer Not' (f min::>r, 

1) In the orgarM::lrks, Sonata No. 3 may be cited as an example of the above 

2) A similar caTibination of fantasie and strict form is often found in 
Bach's Preludes and Fugues from his W.T.C., e.g., Vol. I, No. 8 in 
E flat mwor, and No. 22 in b flat minor. In these v,Qrks hcMever, 
the second movanent, Le., the fugue does not result in an anticlimax. 
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A flat major, f minor). Similarly, this key structure may also be used 

on a larger scale, e .g., in a work divided into 3 ITOIlernents, with the 

middle moveIreIlt written in the contrasting though related key. An example 

of this is 'Surrexit pastor bonus' where the first and third movanents are , 

in G major while the second rrovement is in e minor . 

A nodulation or shift to the mediant proves most effective. Examples 

may be found in Psalm 100, which is in A major and has its 'Gloria 

Patri' in F major, and in Psalm 95 where the E flat major tonality of the 

first movanent suddenly shifts to C major for the second movarlellt. ('Ibis 

llPVerent then eros in c minor and changes to A flat major for the 3rd 

moVE!lIellt. ) 

Dc:minant ,relationships are more ccmron, existing within movE!llellts as part 

of the harmonic progression, or between 2 rroVeIreIlts, e. g ., in 'l\dspice 

D:rnine' moveIreIlt 4 is in d minor while rrovement 5 is in A major. Saretiroes 

a work may ~e its tonality fran a minor key to its tonic major, e.g., 

Psalms 43 and 22, or just remain in the same key throughout, e.g., the 

En:Jlish Te Deum and the Nunc Dimittis. 

A further noticeable feature in Mendelssohn's key structures is his 

partiality for nodulations to sulrdaninant re:Jions which tend to produce 

a somawhat 'dark' quality, e.g . , 'Be,ati rrortui' - is in C major with the 

middle section of its ternary fonn in F major, and Psalm 2 which is in 

g mioor with its 'Gloria Patri' in C major. 

In oonclusion therefore, while nodulation to other keys is necessary 

in order to afford a certain ar:ount of oontrast, Mendelssohn never 

nodulates to distantly or remotely related keys, achieving therefore 

unity by means of his closely related key centres. 

Ad ii) Clx>rale-based compositions are divided into a nllllDer of movE!llellts, 

each containing a setting of one (or IlDre) stanzas of the chorale, 

resulting therefore in a pseudo-strophic design as the treatment of each . 
movenent is not always the same, e.g., in the cantata, 'Wir' glauben all an 

einen GJtt'. 
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In this work the first movement opens in fugal style , although this 

progresses into a freer fugato style . '!'he second movement continues in a 

fugato style while the third movement has the chorale written .in unison . 

Often as a folT.\ of digression, a movanent may abandon the chorale mel ody 

and introduce new material. HOvlever , such new material may include 

quotes from the Original chorale melody , e .g. , the cantata , ' 0 Haupt 

voll Blut und Wunden ' has new llliltcriill introduced in IlDvement 2 , al though 

a quote from the chorale melody appears in bars 36 - 40. An example of 

where new material i s introduced without containing quotes from the chorale 

melod\' is found in the second !!Dvemcnt of the motet ' l\us tiefer Not schrei 

ich zu dir ' . 

The IlDtet , 'Jesu meine Freude ', written in a single movement follows a 

through- composed style as only the first stanza of the chorale is used. 

Strong Baroque influence prevails in works which , are based on a chorale . 

The rrotet , ' Jesu meine Fr eude ', for example , is so strongly Baroque in 

texture and treatment that it may well be mistaken for one of Bach ' s 

compositions. In this work the complete chorale is used as a cantus finnus 

and is stated in its original form. Frequently however , the chorale 

r eceives free treatment and undergoes certai n alter ations as e . g ., in 

the l1'Otet , 'l1itten wir ill Leben sind ' and the cantata , ' l'lir glauben 

all an einen Cott ' . In such works Mendelssohn used the chorale as a 

starting point and stimulus , fulfilling therefore his intentions to 
*1 retain the "ol d melodies" without "strictly binding himself to them" . 

I t is known that he was a brilli ant extemJX>rizor on the organ , and this 

g i ft surely helped him to compose variants on the original chor ale melodies. 

Such examples oc= in 'ltitten wir in Leben sind ' and 'Wir glauben al 

an einen (",ott ' . 

FurtherIlDre in c~orale-based compositions the melody is sometimes 

introduced and accompanied , line by line , by fu,]ato passages based on the 

successive lines of the chorale as in a Baroque chorale motet. Thi s 

practice is dispensed vii th i n some instances , the choral e being stated in 

a simple chordal style, e.g. , ' Deines Kinds Gebet erhOre' *2 and ' Mitten 

wi r im Leben sind . ' (In the Latin motets which use antiphons as their 

1) Schulze , W. , op.cit 

2 ) This chorale-like tune is Mendel ssohn's own 
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basis, e.g., 'Adspice Danine' and 'Laundate Pueri', the original antip.on 

melody serves only as a stllTIUlus and statements thereof are greatly altered. 

Since the chorale is associated with the Baroque Period, it seems 

appropriate that Mendelssohn set some movements in chorale-motet and fugue 

form, respective examples being 'Jesu, meine Freude ' and the first 

m:J\TaTlent of 'Aus tie fer Not'. An example of antip.onal writing too is found 

in the first two stanzas of 'Mit ten wir im Leben sind. ' 

Ad iii) Unification by the use of certain intervals oc=s in several 

works. Ascendi.nj octave leaps, for example, playa pr ominent part in 

sections of the ' Gloria' (bars 13 and 50ff). Similarly the interval 

of a 5th is a ccmron elanent in the openinJ bars of the '3 Penitential 

Psalms '" Op. 78. In Psalms 43 and 22 the degree of unification is further 

enhanced by the addition of a minor 6th*1. 

Ex. 84: ()penin;Js of Psal ms 43 & 22 
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1) Mendelssohn here used one of the oldest melodic formulas of Western 
llUlsic, reaching back to the times of the Gregoria,n chant. 
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Sopu . .D.O I. O . 

.Alto I. n. 

TenDMI I . U. 

Buso I. IJ. 

, 

Mendelssol:m's favourite interval however, is the 4th, which appears either 

in the shape of an ascending leap or concealed in a scalic = coverin:;r a 

4th.e.g.in the 3 l-btets, Op.69 (Ntmc Dimittis, Psalm 100, Magnificat), 

the rrotet Periti Autem and in the En:Jlish Te Ileum. Repeated rrotives 

or phrases often unite sections of a work, especially if the work follows 

a through-oomposed plan. Fran numerous examples, the followin:;r may 

suffice to illustrate this rrethod: Psalm 100 oonsists of a succession of 

oontrapuntal sections based on different head-rrotives , but a r epetition 

of the one found in bars 12 - 14 (soprano) oc=s in bars 130 - 132 (alto). 

On a larger scale, various rrovernents may be linked, e.g., in the Latin 

Te Ileum. While being through-<XJ!l1IXlsed, the opening material of rrovement 

No. 1 is repeated in No. 12 (bars 22 - 26), and the opening of No. 4 is 

restated in varied fonn in the openin:;r of No. 12. In Psalm 98 the outer 

sections (A & D) o f a 4-IIDverrent structure are related by sharing the same 

opening (although varied slightly in section D to acccrnrodate the different 

words, and set in a 4-part texture rather than 8), and, as in section A, 

so too in D is this opel1.iIB head-rrotif used throlljhout the rrovement. 

In the latter section it is canbined with a new IIDtif introduced in bar 

154. Here, a fugato style replaces the antifhonal writing found in 

Section A. 



Although Mendelssohn does not consctously 'borrw' iran other ~ks -

either his own or those of other composers - as was customary in the 

Baroque Period, there are instances where certain nusical firrases 

are very similar, if not the same. The rrotet, 'Mitten wir im Leben sirrl' 

has a quote fran the coorale '0 Haupt voll Blut und Wurrlen' in the 

following bars : 20 - 28, 107 - 115 and 184 - 192. In Psalm 42 IIOVerrent 7, 

bar l4ff the music for the words 'Harre auf Gott' is the sane as found 

in Psalm 43, bar 8Off. This I1'Otif then proceeds as the subject of the 

fugue Which follows in Psalm 42 (I1'Ovement 7, bar 48ff), although now 

with new v.m:ds (' Preis sei dem Herro') . One last example is fourrl in 

'Hear my Prayer' (bars 31 - 32) ani in the Prelude fran J;'relude & Fugue 

in G major, Op.37, No.2, (bars 81 - 82) Where the same cadential 'turn' 

is used, but this may have been purely coincidental. 

Ad iv) Unification of a work may be further achieved by text repetition. 

A unifying elen-ent in the otherwise six different rrotets which oonstitute 

the 'Sechs Spruche' is the carm:Jn ending on the word 'alleluia'. Text 

repetition also occurs in Psalm 95 : the words of stanza 6 are used in 

3 of the 5 moven-ents, viz. in Nos. 1, 3 and 4, While st:.ilza 7 appears in 

roth rroven-ents 1 and 4. 

Aspects of s tyle 

Mendelssohn, "was no innovator, no epoch-P.1aker, no man with a mission 
to regenerate the 1I.Drld; but an artist, to make music, ani to make it ~ 
on the lines of the great masters. He accepted their 1I.Drks as m:Jdels, 
but he was no slavish imitator. Everything he produced was characterised 
by a beauty of fonn, a grace and finish that belonged to himself alone." *1 

In the simple song-type l1'OVements, e.g., 'Grant us Thy peace', ani hannonised 

settings of ch:lrales, e .<J. , the opening of 'Aus tiefer Not', an obvious 

hanophonic style prevails; also in ch:lrdal passages, Which tend to have 

a hymnic quality. An example of this is the opening bars of I1'Oven-ent 

No.3 of the Latin Te Deum. 

As previously discussed, coordal and contrapuntal passages may sanetin-es 

alternate within a work, or the entire 1I.Drk based solely on contrapuntal 

writing. Whichever style is adopted, contrapuntal texture may vary fran 

mild, e.g., bars 8 - 14 of the Kyrie in A major, to intense, e.g., 'Jesu, 

1) Stratton, S., Mendelssohn (J .M. Dent & Co., London, 1904), p.189 



145. 

meine Freude ' or the middle section of 'Christe, du Lamm Gottes ' . 

Mendelssohn was ocnsciously aware of the effective differences in vocal 

timbre , often separating therefore the male and female voices to · achieve 

tonal contrast, e.g. , 'Mitten wir im Leben sind ' and in the ' Sechs Spriiche ' . 

In most of the 8-part motets howeve r , the singers are grouped into two 

4-part (S.A.T.B .) choirs. In such works he returned to the Reroissance 

style of antiphonal singing arrl concluded them with a massive- sounding 

8- part chordal texture. The 'Ave Maria ' may be cited as an example. 

Responsorial technique, i.e. , a solo passage , answered by the full choir , 

is also used in some works , e . g . , the 1st and 3rd sections of 'Ave Maria' . 

In his choice of keys for the choral works in 'Jeneral, Mendelssohn confines 

himself to those with no more than 3 sharps or flats . Choice of keys for 

the individual movements of larger Y.Drks and also modulatory routes are 

limited to those closely rela ted such as the dominant and relative major 

or minor, e .g ., Psalm 42 and the Latin Te Oeum. Often prefer ence is 

given to keys with mediant rel ationships , e.g., those of the dif ferent 

movements of Psalm 95. 

Being strongly influenced by tl1e Renaissance style , Mendelssohn sometimes 

incorporates modal implications in his harmonic language. In movements 

2 arrl 4 of 'Adspice Domine' the tonality may be classified as being either 

d minor or A Phrygian , and in 'Aus tiefer Not' the Phrygian character 

of the chorale is hinted at towards the end of the 5th stanza · (bars 295 

arrl 300 - 301). 

His harmonic language is diatonic a lthough chromatically altered chords 

such as auxiliary dc:rninants and especially diminished 7th are included . 

Chrc:rnaticism i s used , not for sopry sentimental effects as with the 

minor Romantic cc:rnposers, but rather to enhance the harmonic scheme or 

as a means to incr ease tension, e . g. , the rising sequence in bars 118 - 134 

of Psalm 98 , or for modulatory purposes , e.g. , 'Gloria ' bars 32 - 45 and 

Psalm 98 , bars 93 - 97. Chrc:rnatic IXIssing notes also prevail, although 

strengthening rather than weakening the effects of passages as found 

in movements 2 and 3 of the Kyrie in c minor (the 'Christe ' motif). 
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Although the harmonic language is basically rather conventional in an 

early Romantic styie, it is never dull: unexpected harmonic turns, e.g., 

Psalm 100, bars 76 - 77 , and harmonic shifts to unexpected keys, e .g., 

Jube DolTU1e, bar 31 are encountered. Some advanced hannonic languuge is 

also found , e.g., in the Latin Te Deum, rrovement 10, bar 27ff. Although 

this is an early work (completed in about 1825) *1 some of its harmonies 

p::lint to those of Wagner. A further exampl e would be his unpublished 
*2 rrotet '0 Lux Beata ' . 

Writing about Mendelssohn ' s harmonic style , Louise and Hans Tischler 

state the following : 

"Measured by Romantic standards he remained a Classic , but he neverthe­
less cultivated certain harmonic effects in a thoroughly personal way. 
While other romantics explored the possibilities of chromatic and en­
harmonic modulation, he delighted in the profuse employment of non­
hannonic tones . He enriched the static chord , while others enhanced the 
p::ltentialities of the sequence of chor ds. Typical of Mendelssohn 
are the many secondary seventh and ninth chor ds , usually resulting from 
non harmonic ornamental tones .... . . This terrlency •.... led Mendelssohn 
to a number of attractive changing and passing tone combinations that 
enliven and colour his simple harmonic scherres " *3 

Although this was written with reference to his 'Songs without Words' 

for piano, it may also be said of his sacred choral works. 

Mendelssohn cultivated an irrlividual lyrical 

instrumental arrl vocal works . His melodies 

style , using it in beth 

keep within the range of 

the human voice arrl avoid chromaticism. An llnp::lrtant feature is the 

symmetrical construction of phrases, which are usually well balanced: 

a fore-phrase will usually be balanced by an equally long after-phrase , 

e.g. , in movement 2 of 'Aus tiefer Not ' and the 1st section of Ave Maria, 

where a 4-bar phrase is answered by another 4-bar phrase. 

The predilection for 

influenced by Italian 

a ' female' endiDJ to a 
*4 folk and art music . 

phrase seems to have been 

This type of ending is 

often achieved by the use of an accented passing note, the accented 

1) See Werner , op.cit. p.66 

2) Ibid., p.206 

3) Louise & Hans Tischler, Mendelssohn's Style , (Music Review, VIII , 
1947 , p.256 

4) Ibid. , p . 262 
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note being prepared as a consonant note in the preceding chord. Examples 

of such 'fenale' errlings may be found in Psalm 95, movement 5, 'Lass, 0 

Herr, mich Hilfe finden' and 'Herr, wir trau ' n auf deine Gute ' . 

Awkward leaps are avoided in the l'1.elody lines, praninence being given 

to intervals of a 4th and 6th , the latter possibly influenced, once more , 

by folk music. Often melodies open with the rising notes of the triad, 

either unchanged or filled in with passing notes , e.g., the 4th movEment 

of 'Surrexit pastor bonus ', 'Ooch der Herr, er leitet die Irrenden recht' , 

' Laudate pueri ' and the 2nd movanent of '0 Haupt vall Blut und Wunden' . 

In the 6th movement. of the Latin Te Deum and in 'Salve R£gin'-' , Lhis 

triadic opening is used in inversion. 

Ex. 85: Opening of "Surrexit Christus" 

162 

4. Chorus 
Allegro molto 

TlIlti 

~~ Flr r FW1=t=$~ .-

fft,r:9¥ 
I • Sur - re . xil Chri · slus,spcs me- " ,u Chriltt now ;, ru lien, my com - fo r t. e 

-1£ 
• -, . -. , -

Sur· rc - xit Chri . SlU5,SPCS me - a, 
u ClIrist now ;, ris en, my com - fort, e 

, - i-

it -i~ -~~ -xit 
-, , 
CI.lfi - slus,spcs me - a, 

,u Christ now ,., ru en, my com - fori, e 
-,- ,---+ =t:. 

"'--I 
~. -jF .. -@-

Sur - rc - xil Chri - sllls,spcs me - a, 
C/lri.~t now I .• rill en, my corn -fort, ( 

, u ' 

!~ 
~ 

f~ --L~ 
N 

Pcd 
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Ex. 86: Openillg of "Doch der Herr" 

Singstimme 

Klavier 
oder 
Orgel 

Allegretto 

Tenor vder Sopral1 

Doch 
Now 

dcr 
'he 

~------

Herr, __ 
Lord. __ 

(can Pedale ad libitum) 

Ex. 87: Opening of "Laudate pueri" 

Sopran I 
(es l -as2) 

Sopran If 
(c l -g2 ) 

All 
(<<s- c2 ) 

• 

.. 

, .. 

1. Coro 
Allegro moderato assa i 3 

I 

I 

I 
Allegro moderato assai_ 

~ 

-

3 

cr lei -lel die Ir . rcnden recht, 
lie guide. ev'-ry _in· ner a - righ t; 

5 

. -

~ 

Orgel 
oder 
Klavier 

~ .. 
P ( I 

::J--
• 

J.- WIt'" ·:rr ..... i.+ 
~. ,------" 

~:J:: ... d:r:D -19=U: ~-=r=-.. - r-
J I 

. . 
- j. 

.e- -- I " 

, 8 

I' 
I 

... 
I . 

It I r I. 
Do mi pu - e - TI . nurn, 

scrue the Lord, praise lite Lord, 
~ 

~ .. ... ::: it I :J:~ r 
~ 

-I-.. 

Tutti 

Lau·da· te 
0 ye tha t 

---- -
-& 
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Ex . 88: "0 Hallpt voll Slut und Wunden", 2nd M::lv., Bars 21 - 25 

21 2 3 25 

-
Du. drs -sen To· des . wun -den die sUlid 
YOU,wlIOle tor - ment . ed bod · >' He _ deem 

Ex. 89: Latin Te Deum Opening of rbv. 6 

6. Patrcm 1111111CnSae majestatis 
I rl II 

Sopra no Solo 

A lt ~ Solo 

Tenore Solo 

Basso Solo 

Continuo 

-... 
l-fi II 

- - sat: rna - il ~ - sta - ti s , 
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Ex. 90: "Salve Regina" Bars 6 ff 

6 
8 10 12 , 

. , ~~ .. ~ P.]1 --' ~',-- ',- I--' ---=-------- -

• 

I, 

it 

: 

--. 

~. ~~ ~~- i=i- 77 T 1* * ~~ q~J 

. -, 
,~, -" 

, 

Sal - • J • , I. .e re ' gi . . . na, sal - ve re - - gi . na, 
Hail. b le,,-ed La • dy . hail. bleBl . ed_ Lo .y. 

, 
" P.]1' I' , 

P.P 
, 

, ~ .. ----------- --------
("rtF I~_ -.J ~ L~ jj f i ~ It r LS qr---../f ~ 

,ft-..... '--' , . , 
-- -

r r...u r~---r 

It is interesting to note that this triadic opening is encountered in 

many = r ks by various canp::>sers , also in numerous hymn tunes. 

book, ' The Musical Wesleys' , E. Routley p::>ints out that , 

In his 

"this phrase, the direct and uninterrupted striding over the notes of 
the ccmron chord for four or even as here five degrees is just about the 
one distinctive 'carq:x:rser's signature ' in Samuel Sebastian's music." *1 

A melodic formula, referred to in previous chapters as a ' hallmark ' is 

frequently encountered in the final bars of both instrurrental and vocal . 

works. It consists of an ascending arpeggiated t onic triad , extending 

normally over two octaves . 

1) Routley, E . , op.cit ., p.148 
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Whether written in t ernary or throogh- ccmposed fonn, lyrical Il'Ovements 

tend to retain a unified I!1OCld throughout, Il'Oving always at a comfortable 

, andante' pace. 

In his choice of tine signatures , Hendelssohn preferred triple or ~ tine 

for his flowing melodies. In ~ tine the quavers are grouped not as 

m m , but rather .t .t'.' .... Syncopation is frequently found in 

triple, compound duple & quadruple times , achieved either by replacing 

the strong beats with rests , or by using tied notes , e.g. , the Fugue of 

Prelude & Fugue No. 1. Three dotted rhythmic fonrulae recur fran time to 

tine in works written in canron tine , these are : ,t .• t.J '01 J .. to and 

.t. J J. }' • 

Organ accanpaniments show no individuality , but follow the style of the 

day , consisting of a chordal doubl ing of the voice parts or a harIl'Onisation 

of the solo melody. Except for perhaps certain peculiarities such as 

pedal points , the idian is such that it is possible to replace the organ 

with the piano. 

As in the vocal parts, so too in the orchestral acoanpaniments the texture 

is always clean and transparent . 

"The maintenance of a clear distinction between the colours of the three 
main groups of orchestral instnnnents i s a sound feature of Mendelssohn's 
orchestrati on which keeps his contrasts of tone-colour clear and decided." *1 

The strings usually have an independent accanpaninent of their own, often 

even incorporating different rhythms. Mendelssohn sometines exploits 

the thicker l~lying hanmonic textures, achieved by dividing the violon­

cellos and anitting a part for the violins, e.g. , in the 1st movement of 

'0 Haupt voll Blut und Wunden' . The viol oncello is also no longer treated 

as a mere bass instrument, but is given melodic lines, e.g., the introduction 

to the 1st Il'Ovement of Psalm 95. Note too how a dark texture produced 

by two bassoons, and two violas and bassi is introduced in Il'Ovement No. 5 

of this work - to match the serious I!1OCld of the text, while all the 

strings supply a tremolo acooT11flClI1iment for the recitative passages . 

1) Carse, A., The HistDry of Orchestration (D:Jver Publications, New 
York, 1964) p.262 
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Unfortunately the woodwind and brass se ctions are not expl oited in the 

aCCXJrnpaniments : the former instruments are used IT'Ostly to double the vocal 

lines - especially the choral e melodies in the cantatas - while the latter 

are reserved for tutti passages when they sustain harnony notes. Some­

times however the l>.DOdwinds are given independent parts, e.g., in Psalm 

95. 

M:)s t of the texts used in the sacred choral works are taken fran the Psalms. 

These works, "Regarded fran a purely artistic viewp::>int, certainly present 
his own style of religious music in its purest form." *1 

Apart from Biblical texts , Mendelssohn also used liturgical IlDvements, e.g . , 

the Kyrie, Sanctus, Gloria and Jube Damne . 

Being a linguist, Mendelssohn pays great attention to word and music 

accents, the music always reflecting the rhythm of the words. Unfortunately, 

in translated texts, these accents obviously do not always coincide. 

Often t= stanzas of a work, after being treated separately, may be restated 

in canbination, e .g. , Laudate pueri ("ection A, bars 66 - 109), and Psalm 98 

(1st novernent, bar 17ff). This technique is used for musical rather than 

liturgical effect. 

Mendelssohn was 00 word-painter. There are however few occasions when 

word-painting is encountered, its effect being IT'Ost satisfactory, e.g. , 

in Psalm 98 , bar 118ff, the waves of the sea and the rippling water 

brooks are depicted by triplet figures in the accompaniment; and in 

'Jube Danne ' , bars 75 - 84 and 99 - 103 where scalic runs in the bass 

part depict the roar of the angry lion. 

1) Werner, E. , op.cit., p.346 



153. 

CONCLUSION 

Felix Mendelssohn-Bartholdy died in Leipzig on 3 November, 1847. 

"All Leipzig mourned. 'An awful stillness prevails', "lrote an EnrJlish 
student at the Conservatoire; 'we feel as if the King were dead. ' Indeed, 
half Europe rrourned, and during the winter rnenorial concerts were given 
in Leipzig, Berlin, Vienna , Paris and LonClon." *1 

*2 Even Queen Victoria and the Prince ~nsort, who were friends and 

admirers of Mendelssohn, were deeply grieved by his death. 

When one considers his considerable comr-ositional output and vast achieVEments 

and successes throughout Europe, one realises his greatness; on studying 

his music, one acknowledges a genius. 

Travelling so widely as he did, he carne in contact with all the great 

ImlSicians of his day, and was exposed to various styles of composition. 

Being strongly influenced by the music of the Renaissance, Baroque and 

Classical periods, he frequently turned to these styles for inspiration 

and stimulus, adopting certain of their elements in his own music. 

However he did not copy these older 

vehicle for his own personal style. 

handled form, especially the fugue, 

styles slavishly, but used them as a 

Although he was no innovator, he 

with the utmost skill. In this 

respect he was undoubtedly a Classicist. Various elements in his style 

foreshaclbw later ranantic =r1pOsers such as Brahms, Wagner and 

Rheinberger. 

"Mendelssohn's rrotets occupy a place in the history of religious choral 
ImlSic as well as in his own creative development. Drawing on the past, 
they pointed the way towards a stylistic and formal reassessment of the 
rrotet in general - a way which was quickly to lead to Brahms and Reger , 
and has continued with Distler, Pepping and Schroeder right up to our 
awn times." *3 

1) Blunt, W. , On Wings of Song (Hamilton, London, 1974), p.268 

2) Mendelssohn frequently rrade visits to Buckingham Palace, by royal 
corrmand. 

3) From the translation by C. Skrine of the German notes by J . AlL 
(See sleeve notes of choral works recording.) 
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MJst of the rrotets were =rrmissioned by the King of Prussia for the 

Berlin Cathedral and were therefore intended for liturgical use. 

Mendelssolm retained the contrapuntal style of Lutheran church Il1L1sic, 

but enriched it with antiphonal and responsorial writing taken from the 

repertoire of Italian Church Music. 

Unfortunately, the liturgical use of his rrotets has never been universally 

widespread. E. Werner gives the following criticism : 

"In spite of all his critical gifts Mendelssohn never understood or 
even recognised the difference between liturgical and sacred Il1L1sic. 
He generally lumps together all VJOrks of a sacred nature as 'church 
IrnlSic', or 'Geistliche Musik', no matter whether they are to serve the 
real church or an ideal one. That is the principal reason, aside fran 
lesser practical considerations, why his Il1L1sic was never accepted as 
truly liturgical". *1 

In the organ VJOrks, on the other hand, Werner points out that the 

"churchly spirit of the Sonatas comes rrost clearly to light when 
Mendelssolm uses chorales." *2 

Both the Sonatas and Preludes & Fugues have enjoyed continuous performance 

and sound well whether appended to a divine service or included in a 

recital programme. 

Many of Mendelssohn's compositions exist still in manuscript in various 
*3 libraries in Germany. After his death, his widow, Cecile was not in 

favour of havirq any of the unpublished VJOrks published as these had not 

undergone revision by her late husband. *4 In recent years many of these 

VJOrks have been published, perhaps unfortunately, as such unrevised VJOrks 

may exhibit sane weakness for which the =poser' s mlllE Il1L1st suffer. 

However let us hope and trust with Hermann Kretzschmar that, 

"after a period of rest his compositions will rise again in their full 
freshness. 'I11ey are certain to have a great and lasting future, like all 
VJOrks of art in which a real artist's individuality manifests itself in 
masterly ,fashion." *5 

1) Werner, E., op.cit. p.208 
2) Ibid., p.426 
3) nee Jeanrenaud to whom Felix was married on 28th March, 1837 
4) Felix was severly critical of his VJOrks and VJOuld , only publish a 

COmposition after careful revision 
5) Werner, E., op.cit., p.128 
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