
THE UNACCOMPANIED CHORAL MUSIC OF

FELIX -ADELS S N

APPROVED:

a or Proeser

Cx -IOV itA~l ,
giiior ?refe suer

sam he Graduate eoof

-4 L ~heGrdua eSho



/V {

Ao I 6

TI UNACCOMPANIED CHORAL MUSIC o

FELIX iTDELSSON

THESIS

Presented to the Graduate Council of the

North Texas State University in Partial

Fulfillment of t he Requirements

For the Degree of

MASTER OF mUSIC

By

Clarence Maynard Sheerer, Jr., B. N. E.

Denton, Texas

January, 1967



PREFACE

A considerable amount of study has been given to

the areas of music history, interpretation, and analysis;

however, little study has been given to the integration

of these three, Although this study is largely an analy-

zation, it is intended to show how stylistically correct

interpretations cannot be made unless they are coupled

with a thorough knowledge of history and analysis. The

absence of any one of these elements will not give the

performer, be he conductor, singer, or instrumentalist,

the proper perspective upon which to base his interpre-

tation; therefore, the musical style of a composer, for

which all music performers must be in search, is

the composite character which results from the
composer's treatment of the constituent elements,
a treatment which, in turn, derives at least
in part from a combination of certain backgroun 9
influences, and certain technical determinants.

4usic and the theater have in common one element that

d is t inguishes then from the other arts: both require an

interpreter to set before us the patterned ideas of the

composer or playwright. Therefore, the goal of an analysis

should be interpretation, and this should ultimately result

in performance.

1Lloyd Hibberd, "A Note on Musical Style," Music Quar-
t L1, XIX, No. 3 (August, 1958), 201.
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The musical system must be heard if it is to have
significance, for though the written symbols can
be understood visually, they are merely a highly
stylized representation of the music and not the
music itself. To think otherwise, to analyse the
black dots as though they were music, to compose
them into an intellectually or visually pleasing
pattern without reference to their implied sound:
activities of this kind are not concerned with
music but with its symbols, and in music the ear,
not the eye, is the only judge.2

The unaccompanied choral music of Felix Mendelssohn

was selected for this study because of its unquestionable

beauty and its unfamiliarity to American choral directors,

These works are ideal for many types of choral organizations.

Writing as a composer whose amiable character is always

ubiquitous in his works, Mendelssohn fuses the textures

of the sixteenth century, the lyricism of the eighteenth

century, and the emotional qualities of the nineteenth cen-

tury into a style of choral writing that is of the highest

nature,

Mendelssohn's unaccompanied choral music has remained

relatively unknown because it has not been made available

to today's choruses in practical octavo editions.

2 Thurston Dart, The Interpretation of Music (New York,

1963), p. 12.
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CHATE I

B.STATEMENT4 y._Rg"-- IFTHE PROBLEM~~yyy j

The Purpose

e purpose f ths s dy was to analyze for res-

sone U inrtaton tohe unacompanied choral music of

1elixBride lss ohn.

Sub-robles

ht are the stylistic characteristics in each of the

C0!pOSits elected for examination in this study?
Cat corisPt

.Tons r conclusions based, on the un&Lses

can e mAd o rinj the character of compositional style

i e Pendieisohn's unaccompanied choral tusic?
V conclusions ean be iade concerning the I rpre-

'tioc of eI twcdeeIshn'snao mparied chor"l music

based on th eopositinwI style o nismusec and an nder-

staing?7 o his xuseKca attributes

ieInitdon o Teras

Th tem alz refers to the process of study of the

unaccompanied choral music with emphasis on medium, text,

tonality, melody, elements of time, harmny, texture, and

:orr.

I



2

The phrase unaccompanied choral music refers to works

written specifically for chorus without instrumental accom-

paniment.

The name Felix Lendelssohn refers to Jacob Ludwig Felix

Mendelssohn-Bartholdy, b. 1809, d. 1847, son of Abraham and

Lea Meadelssohn.

The term interpretation is the result of the study one

undertakes in the preparation of conducting a choral work

based on a thorough understanding of the technical aspects,

standards, and styles of the music.

The phrase stylistic characteristics refers to the

most typical compositional traits which combined form Felix

Mendelssohn's compositional style.

The term com2 arison refers to the similarities and

differences of Felix Mendelssohn's compositions under study.

The term conclusions refers to how these similarities

and differences are determined by the character of the text

and the purpose for which the music was composed.

Delimitations

This study does not include all of Mendelssohn' unac-

companied choral music but is confined to a representative

portion of his works which was selected by a committee of

university instructors. The works do, however, include

all of the unaccompanied sacred works for mixed and male

voices. Only three secular works for mixed voices and three
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secular works for male voices from endelssohn's part-songs

have been selected.

Basic Hypothesis

The basic hypothesis of this study is that a deeper

understanding of the composer, period of composition, and

theoretical structure of the Music will enable the director

to conduct more effectively.

Basic Assumption

The basic assumption is that the twenty-three sacred

compositions selected for study will be an adequate repre-

sentation of Felix Mendelssohn's unaccompanied sacred choral

music and that the six secular choruses chosen are represen-

tative of Mendelssohn's unaccompanied secular choral music.

Only six secular compositions were chosen because Mendels-

sohn's compositional style is less diverse in his secular

music than in his sacred compositions.

Plan for This Study

The following chapters are designed to present infor-

mation concerning the life and the unaccompanied choral

music of Felix Mendelssohn.

Chapter II presents the condition of choral music of

the nineteenth century and the life, background, musical

training, and conducting ability o Felix kMendelssohn.



Through a knowledge of these elements, much insight can be

gained in the understanding of his music and his intentions

as a composer,

An analysis of each of Mendelssohn's unaccompanied

sacred choral compositions as well as six selected part-

songs for mixed and male voices is presented in Chapter

II1. Each work is analyzed according to medium, text, ton-

ality, melody, elements of time, harmony, texture, and form.

The compositions are grouped into nine sections, and a sum-

mary is offered at the conclusion of each.

A comparison of the different usages of compositional

elements is found in Chapter IV. These comparisons are

drawn from the analyses in the preceding chapter and show

the deviations, if any, in the usages of compositional ele-

ments and compositional style between Mendelssohn's sacred

and secular works.

The final chapter, Chapter V, contains summations and

conclusions of the preceding chapters with emphasis placed

on the application of the history and analysis of the com-

poser's works as they relate to interpretation. Recommen-

dations are made to conductors for performances of these

works, to student researchers for greatly needed future

study, and to music publishers for the future publication

of octavo editions of these compositions.



CHAPTER I

BACKGROUND FOR THE STUDY

The State of Choral Music in the
Nineteenth Century

The cultural, economic, political, and social orders

of the nineteenth century were greatly affected by the tre-

mendous progress made in the fields of science and mechanics.

The Industrial Revolution brought about new social and eco-

nomic problems and produced a century of great contradictions:

freedom and oppression, science and religion, capitalism and

socialism.1 Further, the world was witnessing a great popu-

lation expansion. Between the years 1800-1880, both Paris

and London quadrupled their populations. This placed the

composer in a new and completely different environment

than his predecessors. No longer was he the focal point of

a small ethnic society but a member of a large complex of

expansion.

With the ever-increasing social changes of the day,

there was a rise in the interest in music among the middle-

class public which fostered a more active role in the schools

toward music education and the establishment of a greater

number of conservatories and schools of music. One of the

avid D. Boyden, An Introduction to Music (New York,
1956), p. 282. ~~ ~

5
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most important social changes related to musical life was

the gradual death of the old patronage system. This helped

bring about commercial operas, commercial concerts, and the

traveling virtuoso. Further, a greater number of music

critics was needed to fill the widening gap between the

composer and his audience.2

Toward the mid-nineteenth century, the process of music

printing was greatly improved; and, with the advancements

made in the manufacturing of paper, music became more plen-

tiful and less expensive. With men such as Alfred Novello

and Henry Littleton supplying well-printed, adequately

edited, and low-priced music to the general public, even

another stimulant was offered to the lay musicians who con-

stituted the membership of the various singing societies,

church choirs, and concert audiences.

The Viennese composers of the Classical Period were

supremely oriented instrumentally and they looked upon

choral music as the servant of the Church, and only in churches

or private chapels could it be found. Public performances

of choral music were rare except perhaps during the Lenten

season when one might by chance hear a Mass at one of the

local theaters. The performances in Vienna around 1800 of

Haydn's The Creation and The Seasons seem to have sparked

the public interest in performance of choral music.

2lbid., pp. 285-286.
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Another stimulant of public performances was the cho-

ral festivals organized in the eighteenth century. These

festivals demanded large-scale works and provided a fruitful

incentive for composers. The Three Choirs Festival, which

combined the cathedral choirs of Gloucester, Worcester, and

Hereford, had its beginning in 1724. Other festivals were

instituted at Leeds (1767), Birmingham (1768), and Norwich

(1770). There were many more festivals in other cities and

these numbers increased until they were especially great in

the early years of the nineteenth century.3

Choral music of the nineteenth century can be separated

into three classes: (1) part-songs; (2) music on liturgical

texts or intended for church services; (3) works for chorus

and soloists and orchestra, usually of a secular nature.

The first of these groupings was the part-song or short

choral piece written for choruses of male, female, and mixed

voices. These songs, for the most part, were to be sung

unaccompanied. They were usually of a homophonic nature

with the top voice carrying the melody. 4  The composition

of part-songs, which got its start with the English glees

of the eighteenth century,5 fell quite naturally into the

sentiment of the Romantic Period. The rise of nationalism

3Willi Apel, "Festival," Harvard Ditionary of Music
(Cambridge, 1964), p. 262.

Apel, "Part-song," Harvard Dictionary, p. 556.

5 Apel, "Glee," Harvard Dictionary, p. 298.
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and folksongs along with the multiplication of singing

societies and festivals throughout Germany and France sup-

plied the need for these compositions, Weber, who in 1814

set a group of stanzas from K8rnerts Leier und Schwert,

was among the first of thousands of composers who wrote

such pieces.6 Weber was joined by Schumann, Mendelssohn,

Perry, Stanford, ELgar, Schubert, Gounod, Liszt, and prac-

tically every other European composer in the writing of

these part-songs.1

The second division of the nineteenth century choral

music is music based on liturgical texts or that which was

intended for use in the church. From the middle of the

eighteenth century, great church music became more scarce

and was furthered only by isolated masterworks rather than

the continued development which it had experienced for so

long. Even the oratorio, which could boast of an almost un-

interrupted line of composers, eventually fell prey to the

concert halls. 8 Around the mid-nineteenth century a group

of German musicians, who were influenced by a reform move-

ment in the Roman Catholic church music that was initiated

by K, Proske and named after St. Cecilia, the patron saint

of music, organized themselves into a society known as the

6 Donald J. Grout, A History of Western Music (New York,
1960), pp. 506-507.

7 lbid., p. 507.

8 Ape1, "Church music," Harvard Ditionary, p. 149.
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CAcilienverein (1867). Their primary task was to work

toward reviving the supposed a cappella style of the six-

teenth century and the restoration of the Gregorian Chant. 9

The Cecilian movement, as it was later referred to, and

which denotes the puristic and generally rather reactionary

tendencies toward its contemporary society, brought about

the publication of many editions of the music of Palestrina

and other collections of similar composers. The Cecilians

revived masses and motets of the old masters and also com-

posed in the sixteenth century style.10 In addition to the

Cecilians, France also had interest in sixteenth century

music, In 1817, Alexandre Charon founded the Royal Insti-

tute of Classic and Religious 4usic, and in 1835, Louis

Niedermeyer, who was interested in reviving sixteenth cen-

tury music,.founded the Niedermeyer School, which had an im-

portant influence on French composers such as Gabriel Faure.

The Schola Cantoru r was founded in Paris in 1896 by Alexandre

Guilmant and Vincent D'Indy for the express purpose of singing

old music.12 The antiquarian interest of these Romantics

and the rejection of the florid eighteenth century style

had its effect on nineteenth century choral music; however,

these effects were of very little consequences 3 The

9Grout, p. 507. 1Coyden, p. 329. 1Ibid.

12 Apel, "Schola (cantorum), " Harvard Dictionar, p. 666.

13Grout, p. 507,
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fostering and continuation of "true church music" 4 was

left in the hands of a few individual composers.15 in

contrast to the ancient style, composers such as Mozart,

Haydn, Beethoven, and Berlioz made full use of the resources

of the chorus and orchestra, especially in their Masses,

much to the dissapproval of the Papacy.16 Some of the

finest Catholic music came from Luigi Cherubini and Franz

Schubert in the early part of the nineteenth century. The

sacred choral works of Mendelssohn and the anthems of Samuel

Sebastian Wesley best represent the Anglican and Protestant

contributions. In Russia, Dimitri Bortniansky, who was

director of the Imperial Chapel at St. Petersburg after

1796, was the first among many Russian Orthodox composers

to establish new ideas in church music which continued

throughout the nineteenth century. 1 7 Many dazzling and

dramatic religious works, which are not, however, suited to

the church service, were written by composers such as Berlioz,

Rossini; Verdi, and, with the exception of their smaller works,

Liszt and Bruckner, Mendelssohn and Liszt both recognized

the tremendous problem that the Romantic compositional ele-

ments presented in relationship to church music. Mendels-

sohn wished to resolve the problem by turning to the six-

teenth-century Italian composers for guidance and by

1Alfred Einstein, Music n the Romantic Era (New
York, 1947), p. 78,

1-Grout, p. 507. kBoyden, p. 329. 1 7 Grout, p. 507.



11

conservatively app lying the contemporary compositional

elements, By doing this, Mendelssohn hoped to arrive at

an acceptable style of church music composition.18 Liszt,

on the other hand, wished to bring liturgical music closer

to the contemporary style of composition. In 1834, Liszt

expressed his feelings regarding church music:

For want of a better term we may call the new music
Humanitarian, It must be devotional, strong, and
drastic, uniting on a colossal scale the theatre
and the church, at once dramatic and sacred, fiery
and free, stormy and calm, translucent and emotional. 1 9

In the musical style of the fourteenth century, there

was a marked separation between church and non-church music,

especially in the works of Machaut (1300-1377). If the

music was destined for religious use, it was written in

the traditional ars antiqua style; whereas that for enter-

tainment and pleasure was cast in the style of the modern

ars nova.20

Unfortunately, the separation of the church and non-

church styles was not as marked in the nineteenth century,

especially in the Protestant-Anglican churches. In addition

to these two styles, there were set up the significant pairs

of opposites in church music: subjective-objective and

l 8Einstein, p. 78.

19Franz Listz, Gesaxmelte Schriften (Leipzig, 1881),
pp. 55-57.

20Elwyn A. Wienandt, Choral Music of the Church (New
York, 1965), p. 25.
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concertante-functional. These subjective-objective and

concertante-functional classifications (functional, in this

case, refers to the German Gebrachsmusik as it applies to

the church), as problems or as criteria of judgment, have

dominated liturgical music ever since. 2 1

The third and final division of the nineteenth century

choral music was of a dramatic or narrative-dramatic char-

acter for orchestra, chorus and soloists and intended for

concert rather than stage performance. In such works, the

chorus played two roles. First, the chorus was used as

part of the orchestral complex by composers such as Berlioz

and Liszt. It is interesting to note, in relation to this

use, the instrumentation of Berliozt "Dream Orchestra."

This orchestra, totaling 465 instrumentalists, was to be

supplemented by a chorus of lesser size (360) that would

bring the total performers to 82$,22 Second, composers

such as Mendelssohn and Brahms used the chorus as the focus

of interest. 2 3 This division of nineteenth century choral

music deals with works written on a secular text and some-

times noted as a cantata either by the composer, the pub-

lisher, or the historian. With the exception of the text,

these works cannot be distinguished from the later, more

2 1 Eric Werner, endelssohn: A New Image of the Com-
poser and His A (New York, 1964), P-4l2.

2 2Frederick Dorian, The Hist orof Music in Performance
(New York, 1966), p. 245.

2 3 Grout, p. $06.
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dramatic sacred works. This grandiose type of choral music

comprises the bulk if choral literature of the nineteenth

century.

Felix Mendelssohn

B~iography

Felix Mendelssohn (full name Jacob Ludwig Felix 'endels-

sohn-Bartholdy) was born in Hamburg, Germany, February 3,

1809, to the well-known banker Abraham Mendelssohn. Felix

was the second of four children: Fanny Caecilia (b. 1805),

Jacob Ludwig Felix (b. 1809), Rebecca (b. 1811), Paul Her-

mann (b. 1813). In 1811 the Mendelssohn family left Hamburg

and moved to Berlin due to the influx of the French troops

and the uncomfortable living conditions which the French

soldiers brought about. 4  Both Felix and his sister Fanny

displayed exceptional musical talent and were first given

piano lessons by their mother, Lea Salomon Bartholdy (her-

self an excellent pianist and adherent of the Bach school2 5 ),

at an early age. After being taught only a short while by

their mother, Felix and Fanny began taking lessons from

Ludwig Berger. Berger, a disciple of Clementi and Field,

taught the two youngsters in the art of Clementi's arti-

culate technique and Field's artistic post-classical can-

tabile style.26 These two styles were of great significance

4 qerner, p. 13. 25lbid, p. 14. 26Ibid, pp. 14-15.
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to Felix as he cultivated them throughout his compositional

career.

Felix studied violin with Carl Wilhelm Henning but

decided later to take lessons from his close friend, Edward

Rietz. 7 Later on, Felix studied the viola and the cello,

thus becoming familiar with all the stringed instruments.

His vocal training was among the finest available at

that time. At the age of ten, he was enrolled in the sing-

in classes of the iakademie, then under the direction

of his composition and thorough-bass teacher, Karl Friedrich

Zelter. Felix sang alto in the adult choir2 8 until he was

sixteen, at which time his voice changed and he began singing

tenor. On September 18, 1819, only a matter of months after

he became a member of the Akademie, one of his compositions,

the Nineteenth Psa,29 was performed by the Akademie: This

launched his choral music to the public. This composition

was heartily received by all and remained in the Akademie'is

repertoire for many years. 3 0  He practiced for many years

271bid., p. 15.

2BNicolaus Slonimsky, editor, "Felix Mendelssohn-Bar-
tholdy, " Baker's Biograh.ical Dictionary of Musicians (New
York, 1957,, p. 1C7.

2 9Unfortunately this Psalm seems at present to be non-
extant. The earliest known composition which bears the com-
poser's autograph and date is a Cantata entitled In rdhrend
feterlichen T8nen, January 13, 1820. W. S. Rocks ho, Felix
Mendelssohn-Barthold (London, 1934?), p. 12. (For a com-
plete list of Mendelssohn's choral compositions, see Appendix
A, page 176.)

30 "Feltx Mende is s ohn-Bartholdy, " Bakers Dic tionary,
p. 1065.



in the Akademie, enabling "the mature composer to write in

a most enchanting and effective choral style. Only in this

way, not in classrooms, does the vocal composer gather ex-

perience, as the cases of Handel, Haydn, Mozart, Schubert,

Mendelssohn, and many others show. "3 In his ninth year

as a member of the Akademie, Felix became an assistant to

Zelter; and, as such, he conducted the first performance of

the St. Matthew Passion after Bach 's death.

After 1750 performers were, for the most part, con-

pltely ignorant of the wealth of music which Bach had left

behind.32 "While occasionally quotations roi the elI-

TeGpered Clavier appeared as examples in treatises on counter-

point, not one of his works formed part of regular repertory

anywhere in Europe.113 3 Around the turn of the century, Bach's

music began to come to life. Kollmann published some of

Bach's works for the organ and the clavier; these works were

greatly praised by Samuel Lesley, C. J. Horn, and Charles

Burney.31  Bach's name was kept alive from this time on by

the efforts and interest of Johann Nicolaus Forkel (Bach's

first biographer), Carl Maria von Weber, E. T. A. Hofmann,

and many of his personal disciples. Karl Friedrich Christian

Pasch, who founded the iverin, later called the Sing-

akade ie, in 1791 (at that time it numbered twenty-seven

3 1 Werner, p. 15. 3 2 Dorian, p. 228. 3 3 Berner, p. 95.

3 Ibidt, p. 96.



singers), was a colleague of Philipp Emanuel Bach and Kirn-

berger, who were both personal disciples of Bach.35 Zelter,

who succeeded Fasch in 1800 at the Akademie, had been a

student of Fasch and Kirnberger.3 6 It was mainly through

the efforts of Zelter that Bach's vocal music again came

to life through his gradual introduction of these works

to the Singakademie, which by 1802 had grown to over two

hundred voices.37 Zelter had acquired the manuscript of

the St. Matthew Passion from the estate of a cheesemonger.3 8

The reasons that Zelter did not take it upon himself to

perform the Passion were several: the many vocal diffi-

culties of the work, his personal distaste for the text, in

which his close friend Goethe heartily agreed, and lack of

interest for the listener. 3 9 Felix learned in 1828 that

Zelter owned a complete manuscript of Bach's St. Matthew

Passion. The score, although not a Bach autograph, was a

faithful copy.40 At various times Zelter shared the score

with Mendelssohn, but when Felix asked to copy the work

he refused.)4 Later, on the Christmas of 1823, Mendelssohn's

grandmother, Salomon, presented him with an exemplar of

3 5 lbid.

36"Fejix Mendelssohn-Bartholdy," Baker's Dictionary,
p. 1842.

37Werner, p. 96. 3 8 Dorian, p. 229. 3 9 Werner, p. 97.

4 0Philipp Spitta, Johann Sebastian Bach (New York,

1899), II, 504-505.
4 lDorian, p. 229.

16
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Zelter's score. 4 2 And so it was that the memorial perfor-

mance on March il, 1829, came about; and, although this was

the primary force which perpetuated Bach' s music throughout

Germany, it must be realized that Mendelssohn was by far

not alone in his endeavors to bring the great Baroque com-

poser to his proper place in the world of music.

The experience which Mendelssohn gained as a member

of the Akademie enabled him to gather a wealth of information

and understanding concerning choral music.4-3 There are no

areas of choral composition that Mendelssohn did not culti-

vate; "he was familiar with all types, forms, and styles of

choral music.t: 4

Such composers as Mozart, Weber, and Beethoven had a

profound effect on the compositional style of Mendelssohn;4

however, their influence is most apparent in his instrumental

music. Such composers as Bach, Handel, Lotti, and other

sixteenth century masters served as models for Mendelssohn' s

earlier choral music; and the influence of these composers,

coupled with Mendelssohn's own individual traits, constitute

the choral style of Mendelssohn's middle and later compositionsQ46

42Werner, p. 98.

4 Eric Werner, "Mendelssohn's Choral Music," American
Choral Review, VII, No. 2 (December, 1964), 1.

44ib.., p. 2.

45Louise H. and Hans Tischler, "Mendelssohn's Style,"
Music Review, VIII (1947), 256-257.

-erner, "Mendelssohn's Choral Music," p. 4.



Mendelssohn, and with him many of his contemporaries, looked

upon the Masses, Psalms, and motets of the sixteenth century

as the only "true" church music.47 He expressed his feelings

on this matter in a letter to his close friend, Pastor Bauer,

on January 12, 1835, in which Mendelssohn states, "As for

actual church music, or if you like to call it so, music

for public worship, I know none but the old Italian compo-

sitions for the Papal Chapel. . .,.

Mendelssohn's sacred music far outweighs his secular,

and he avoids the traditional romantic elements in all his

choral music with the exception of his part-songs and cer-

tain passages fromalpurgisnacht.

An of the Composer
and the Man

Throughout his life, Mendelssohn enjoyed great success

and a life of comparative ease and luxury. He was raised

in a highly cultural climate, especially in his home. The

physical lives of Mendelssohn and his grandfather were quite

different; however, in other areas Felix Mendelssohn was

much like his grandfather, Moses 'endelssohn (1729-1786),

especially in his dedication nd restlessness. Moses Men-

delssohn was born in Germany at a time when the separation

47Einstein, p. 78.

SG. elden-Goth, editor, Felix Mendelssohn: Letters

New York, 1945, p. 235.

49Werner, "endelssohn's Choral Music," p. 4.
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between the Jews and Gentiles was great and animosities were

constantly high. He was himself a Jew and, throughout his

life, resisted attempts from his friends to persuade him

to become a Christian. He was a small and humpbacked person

who was sustained by a burning idealism and a finely-balanced

mind.50 A voracious reader and student, he managed to learn

French, English, Latin, and creek all within a five-year

period. As an author, he cultivated the fields of theology,

philosophy, and literature. His most important contributions

were in the field of religion, in general, and Judaism, in

particular.51

Abraham Uendelssohn was born in Berlin in 1776 and

was one of three sons born to Moses. Abraham was a most

successful banker and, although not a practical musician,

he had a strong musical feeling which his son Felix held in

high regard. Felix' mother, Lea Salomon, generated the high

cultural standards in which Felix was raised. An accom-

plished musician and an artist, she was able to read English,

French, Italian, and Greek.52

Although there were those who thought Felixt music

cold and unexciting, nevertheless he received high acclaim

from his colleagues and admirers. Those in contravention

to Mendelssohn were, for the most part, the more progressive

5OPhilip Radcliffe, lendelssohn (New York, 1954), p. 14-

$1ierner, lendelssohn, pp. 2-4. 52Radoliffe, p. 18.
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romantics who were seeking extreme emotionalism in their

contemporary music. These critics felt that his musical

charm was "a symptom of superficiality and his cultured and

luxurious environment to have led merely to sluggishness

and complacency.3 lMendelssohn's music suffered the same

kind of condescending remarks in his lifetime that it does

today. Stanley Bayliss points this out in his article

h9endelssohn: A Present-Day Appraisal" as he relates pub-

lic opinion of the nineteenth century to that of the twen-

tieth century.

Sir George Grove . . . gave as much space in his
Dictionary to Mendelssohn as he did to Beethoven
and Schubert, providing an almost day-to-day
record of his life, and superficially that fact
does not appear to be a critical aberration. . . .
I fBaylis was surprised to find that his Grovej
summing-up was not so very different from that of

general critical opinion today. He singles out
the orchestral works that are s till in the current
repertory; he recognizes that Mendelssohn does
not go very deep; and asks "Who can wish that
bright, pure, aspiring spirit should have been
dulled by distress or torn with agony? It might
have lent a deeper undertone to his Song, or have
enabled the Adagios to draw tear where now they
only give a saddened pleasure.

During Mendelssohn's life the controversies were kept

under control due largely to Mendelssohn's presence and

his sincere and honest attempts to produce what he felt

was art and to express it as he saw it and felt it. He

3I ., p. 13.

54stanley Bayliss, "Mendelssohn: A resent-Day Ap-

praisal," The Musical Times (February, l959), p. 76.
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could not let himself be caught up in the emotional frenzy

of his contemporaries.

Shortly before and particularly after Mendelssohn's

death, Wagner, who never could accept Mendelssohn's musical

style of composition, began to attack the neo-classic com-

posers and especially Mendelssohn and his musical efforts.

In Wagner's pamphlet, Judaism in Music, published under the

pseudonym K. Freigank, and in which he began his polemic

writings, he condemns such composition and begins a rally

of nationalism in music which started the devaluation of

Mendelssohnts music inGermany.

Under such vicious attacks on Mendelssohn and his

music by Wagner, and even more so by other German literary

writers of the time, Sebastian Hensel, Felix' nephew, wrote

the famous biographical "source work," Die Familie IMendels-

sohn. This work became the matrix for later memoirs and

biographies; and with the exception of three collections

of correspondence with Carl Klingemann, Felix' most intimate

friend, Eduard Devrient, and A. B. Marx, later writings

are nothing more than stereotypes of Hensel's original work56

These carefully edited biographies, letters, and memoirs

have, in most cases, painted a very distorted picture of

55Werner, Dendeissohn, p. 508.
51Oric Werner, "Mendelssohn Sources," Notes, XII (March,

1955), 202.
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Mendelssohn. A careful study of the original documents

and letters has been made by Eric Werner:5

Do all these papers and documents impart to us
new aspects of the composer's work and personality,
facets hitherto unknown? Such a question c an be
answered with an emphatic tYes !" To be sure, the
Felix Mendelssohn who emerges from these private
and hitherto closely guarded letters is not the
nice, merry, harmonious, debonair man depicted
in most of the biographies. He appears rather
as an autocratic, high-strung, irascible, extremely
sensitive, proud, almost haughty personality;
worst of all, he is possessed by an eternal rest-
lessness. . . . Certainly Felix Mendelssohn was
not a man with "peace of mind;" nor did he consider
this a desirable goal in life.

At the same time, his selfless generosity,
captivating charm, warm feeling, impeccable inte-
grity, and great noblesse shine radiantly forth
from those old pages. Moreover he was probably
the least vain artist in history. Not the faintest
trace of conceit, smugness, or even complacency
can be found in these intimate letters. He appears
as a human being of flesh and blood, not a Sunday-
school-book figure with a halo of "niceness."
Many layers of legend, Victorian priggishness,
and false tradition will have to be chipped away
in ordg to retrieve the true contours of his
image.

An Iage of the Conductor

Of all Felixt teachers, it was Karl Friedrich Zelter

(1758-1832) whose influence proved to be most important.

To best understand MendelssohnK s conducting and composi-

tional training, let us first look at the background of Zelter.

57list of all of the known Mendelssohn sources is

found in Appendix B, page 193.

58Werner, "Mendelssohn Sources, " p. 204.
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Zelter, the son of a bricklayer, studied organ and,

at the age of eighteen, had one of his cantatas performed

in a church. Shortly thereafter, he became a pupil of

K, F. C. Fasch (1736-1800) and J. P. Kirnberger (1721-

1783).9 Kirnberger, a pupil of J. S. Bach, was a noted

theorist of the mid-eighteenth century and strove to estab-

lish a scientific approach to music writing.60 Fasch, a

student of Kirnberger, organized in 1790 a choral society

which led to the foundation of the Singakademie.61 Both

of these men, especially Fasch, were well versed in choral

composition and conducting. In 1791 Zelter joined the

Singverein (later Singakademie), then directed by Fasch,

and often acted as his assistant. In 1800 Zelter succeeded

Pasch as director of the Akademie. Zelter formed the Lie-

dertafel in 1809, a pioneer men's choral society, which led

to the formation of similar organizations throughout Ger-

many and later in America.62 Felix' father was well aware

of Zelter's shortcomings and of his strengths. "It is true

that as a composer Zelter did not stand out above many of

his fellowcraftsmen, but as a teacher, conductor, and man

of strong character he was extraordinary for his time. It

59"Karl Friedrich Zelter," Baker's Dictionary, p. 1842.

6 0 Ibid., "Johann Phil'pp Kirnberger," p. 832.

6lIbid., "Karl Friedrich Christian Pasch," p. 462.

62Ibid., "Zelter, " p. 1842,
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was this strength and robustness that. . ,to a great extent

prevented Felix from becoming a pampered hothouse plant."6 3

It was therefore under the guise of this pedantic

personality that :endelssohn learned, and learned well.

Their relationship always remained close despite Zelter's

occasional tactless contents, 6 4 as can be seen through

their many personal letters.

The nineteenth century witnessed an important tran-

sition in conducting. By the eighteenth century, the first

violinist had acquired enough authority that the responsi-

bility of leading the orchestra shifted from the keyboard

to the violin. By the mid-eighteenth century, due to the

influence of the Mannheim School, which subjected the or-

chestra to refinements hitherto unknown, the conductor was

forced out of the violin section and onto the podium.

This process was slow and met its greatest opposition in

England. It was not until around 1850 that the baton had

gained universal appeal with the exception of a few choral

societies in America, which were led by the strongest singer

in the choir, who stood in front of the group and nodded his

head in conjunction with the rhythm of the music.65

German history traditionally dates the inception of

the Romantic movement from the deaths of Beethoven and

Goethe. But romanticism is an eternal factor in the

6 3 Werner, Mendelssohn, p. 16. 64lbid., p. 17.

65Apel , "Conducting," p. 178.



performance of all ages. If romanticism, by its very defi-

nit ion, is a more humanistic involvement in the music with

subjective emphasis on the emotional, fantastic, and the

virtuostic elements, then it cannot be said to have its

claim only on the music of the nineteenth century. However,

in the mid-eighteenth century, a new musical style appeared

which was partly based on the highly emotional nature of

the seventeenth century, a tendency toward expressive music,

and the eighteenth century interest in timbre. A new sen-

sitive, cantabile style appeared first in the scores of

Phillip Emanuel Bach and later in the works of Mozart.

This new trend seemed to become dormant for a while and

then began to emerge again to dominate the musical style

of interpretation of the nineteenth century. 6 6

In 1835 Mendelssohn became director of the Gewandhaus

in Leipzig, where, with the help of the concertmaster

Ferdinand David, he developed one of Germany's most out-

standing schools of interpretation. Mendelssohn's inter-

pretive school was based on the premise "of conserving class-

,67
ical tradition and reforming the contemporary taste. .. "

Lampadius, a personal friend of Mendelssohn and an amateur

musician, in his biography of Mendelssohn's musical career

written shortly after Mendelssohn's death, relates Felix'

tenure as director of the Gewandhaus orchestra as

. .1..an epoch full of the richest, most varied,
most untiring activity for himself Uvendelssohl ,

67lbid, p. 230.6 6Dorian, pp. 217-218.
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and one of such splendor in the musical life of
Leipzig as can hardly be expected to come again.
. . . He knew how to command the resources of the

place perfectly in orchestra, dilettanti, and
chorus singers; to bear with them with the greatest
patience; to stimulate them all into activity;
and th s to obtain effects almost unequalled until
then.6

Mendelssohn, a product of the new baton technique of

conducting, based his interpretation "on classical prin-

ciples, fluent, elastic, elegant; and the highly declamatory,

so called 'neo-German' performance, of which Liszt was the

inaugurator and Wagner the most important exponent." 6 9

The Liszt-Wagner doctrines of interpretation favored broad

singing melodies and rhapsodic liberties of tempo which

contrasted with the compact, formal "classic" treatment

which YMendelssohn favored. 7 0

Mendelssohn's fondness for rapid tempi cannot be dis-

puted. It is this single factor more than any other that

brought hin the greatest amount of criticism from his con-

temporaries.

" endelssohn won disapproval of Berlioz, Schumann,

and Wagner for performing the works of Beethoven with a

rapidly [rapidity] that was far too great."7 1 Further

testimony of Mendelssohn's fondness for fast motions is

best illustrated by an observation made by Tovey concerning

68W. A. Lampadius, Life of Felix endelssohnBarthold

(Boston, 1865), p. 42.

69Dorian, p. 230. 70I., p. 231.

71Robert Schumann, Memoirs of Felix endelssohn (Ro-

chester, I. YO,, 195l), p. lb.
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Mendelssohn's annotated conducting score to Handel's Israel,

in which Mendelssohn has marked out Handel's original tempo

marking largo and written in allegro moderato,?2

lendelssohn was deeply concerned with the exactness

of the music and his rehearsals were many and lengthy.

He could never be satisfied until all technical problems

had been overcome and afterward he made certain that the

musicians thoroughly understood both the style and inter-

pretation of the work under study. The rehearsals in

preparation for the monumental performance of Bach's St.

tatthew Passion illustrates this fact graphically.

What endless patience and pains the first double
chorus cost, with its strangely interspersed,
but very effective questions l At the first two
rehearsals, when this chorus was attempted, there
was a truly comical falling-apart; and despite
the very serious nature of the piece, Mendelssohn
himself could not refrain from hearty laughter.
But he did not cease his efforts till everyone
of these questions was rightly thrown in, and
till the whole chorus went exactly to his wish.
. . . and when he was sure of the notes, he went
on to Thow the character o each passage, and
how each one must be sung. 3

The following quotation about Mendelssohn's conducting

by Lampadius defends Mendelssohn against Wagner's severe

criticisms.

7 2 Donald Francis Tovey, Ess in Musical Analysis,
Vol. V, Vocal Music reviewed in Ernest Walker, Reviews of
Books," Musi Quarterly, XIX, o. 2 (April, 1938), 216.

7 3 Lampadius, p. 99.
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He was as great as a conductor, as he was a vir-
tuoso and composer. . . . Vendelssohn conducted
not only with his baton, but with his whole body.
At the outset, when he took his place at the
music-stand, his countenance was wrapped in deep
and almost solemn earnestness. . . . As soon as
he had given the first beat, his face lighted up,
every feature was aflame, and the play of coun-
tenance was the best commentary on the piece.
Often the spectator could anticipate from his
face what was to come. The fortes and crescendos
he accompanied with an energetic play of features
and the most forcible action; while the decres-
cendos and pianos he used to modulate with a mo-
tion of both hands, till they slowly sank to al-
most perfect silence. . . . He had no patience
with performers who did not keep good time. His
wondrously accurate ear made him detect the least
deviation from the correct tone, in the very
largest number of singers and players. . . . To
singers, his rehearsals were a constant enjoyment.
His praise was always delightfully stimulating;
his criticism, not chilling nor disheartening.
By throwing all kinds of bright and merry words,
he knew how to rouse the most indifferent and
idle to the best performance they were capable of,
and to keep the weary in good humor. Repeated
and perverse carelessness would provoke him, but
never to a coarse or harsh word. . . . All pro-
longing of the tones beyond the time designated
by the written notes, he would not suffer, not
even at the close of the chorus. . . . The pianos
could not be sung too softly for him.7k

During Mendelssohn's life, he was as renowned a con-

ductor as he was a composer. His conducting style and

thoughts on interpretation became the matrix which many

others strove to emulate. Mendelssohn's strict training,

sensitivity, jovial and yet refined personality made it

possible for him to bring out only the best in a performer.

He was revered by many and scoffed by few and, by his con-

temporaries, considered one of the finest conductors of his day.

74xbid., pp. 172-174.
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Psala sor th Berlin Cathedral Choir

The three Pslems a .' 78 were written for The Ber-

I .thdr oit at the request of the ing of Prussia

who was extremely fond of Mendelsohn's music and thought

hihy f a aa micia lThese Psalms were composed

in Ii4 (Op. 7, No. 1) and 1 (p. 7, os 2 and 3)

Nederk N ,illiam IV, Kn of Prssih, from he dy c

runted the throne, sia . .ndattempted to draw around him

alth n. oo of nobles - genius iGerrmany. The King shorty

acquired tried osson as his kpejlmeister and ofered him a

handsuie s aary.2 Mendels shr 1t the time was conductor of

the Gewandhaus Orchestra in Leipzig and was very proud of

the senstvity and pol sh tr hch it had rise under his

Sad rhip. Dtrin this time h had. also been responsible

for several concerts which were ive in an effort to raise

y to erect a monument in honor f Bach This was

!.a ,. iaspadus, ie of Felex sed ssFohn.arthLd
(Boston, 165), p. 101.

2

29
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eventually accomplished and the monument was placed on the

Promenade just outside the window of Mendelssohn'5s study.

So, it was with deep regret that he left Leipzig, to be-

come kapellmeister to King illiam.3

Warum toben die He iden, "

Medium.--The work calls f or a mixed chorus of eight

voices and soloists. The ranges of the voice parts are

well within the capabilities of the average singers.

Text.--The text is taken from the second Psalm.

'onality.--This work is divided into five sections

with a tGloria Patri" which is found in the last twenty

measures, The tonalities of these five sections and the

"Gloria" are as follows:

Secot ion: I~~~

Keys: xGra-Bb -------- - kM--- -- FM--E N

Measures: 1 17 30 40 63 76 81

Secot ion:* (II)I1V - Gloria

Patri

Kejs: Cm Gm--- G G ---E-i-m--G.--QN

Me sures: 103 104 119 123 127 132 144

Fig. l--"'arum toben die Heiden": key c changes

3Schima Kaufman, Mendelssohn, "A Second Eljjh" (New

York, 1934), pp. 271 and 277.



Elements of time.--jection One is marked Moderato
and is in C time. The opening statement of the first cho-
rus contains the important rhythmic pattern, a dotted eighth
note followed by a sixteenth note, which is used periodi-
cally throughout the composition and becomes quite important
in Section Five,

fo$er

Utnddle Leag deso I

Fig. 2--"Warun toben die Heiden, "' measures 1.4

The above rhythmic motif is not distinctly heard again un-
til the beginning of the fourth section; however, it is men-
tioned in measures 56-57 in Section Two.

Part Two of the Psalm remains in the same meter as Part
One, but there is a tempo change from the Hoderato of Part
One to Anc.nte, wich is accompanied by a key change. Section

31
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Three, which is much faster, is marked , Con nmoto. Sec-

tions Four, Five, and the "Gloria Patri" are in common time

and marked Andante. The rhythmic pattern mentioned in Sec-

tion One returns quite obviously in Section Four, Here it

is stated by the sopranos and altos of the first choir and

then by the sopranos and altos in the second.

APncen+e

jo Jasseteumch nvnweisenhr Wek n qe,

Fig. 3--"Warum toben die Heiden, " measures 104-106

Section Five is sung by the solo voices with an occasional

entrance by the chorus.

felody.--The melodic interest of this work is relatively

unimportant due to the fact that the texture does not lend

itsel to long melodic statements. The melodic fragments,

when they do occur, are usually conjunct with relatively

simple skips.

Mdret.

Fig. 4--"Warum toben die Heiden, " measures 13-14
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der

Fig. 5--Warum toben die Heiden, i measures 31-34

Con ma"to

Fig. 6--"arum toben die Heiden," measures 63-67

On occasion the melodies are written with large intervals

in order to draw attention to themselves. The following

melody enters at the end of a phrase while all the voices

are singing and continues alone. The octave skip no doubt

is intended to draw attention to the ascending and descending

half-step which occurs several times throughout the compo-

sition.

Moderafo ,",

Fig. 7--"Warum toben die Heiden," measures 29-32

Harmony.--The harmony is in contrast to the simple

melodic structure of this work. The composition contains
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many diminished seventh chords, major and minor seventh

chords, long sustained pedal-points,sand various types of

chromatic harmonies.
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Fig. 8--"Warum toben die Heiden," measures 71-78
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And ante-

- -a-ip

Fig. 9--2 Warum toben die Heiden," measures 140-143

Fig. 10--"Warum toben die Heiden," measures 82-89

&The rhythm in Fig. 10 has been simplified to conserve
space and to make the chord progressions clearer.
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Texture.--This work is exemplary of Mendelssohn's anti-

phonal writing. The first section contains responsory state-

ments between the two choirs (see Fig. 2), which give way

to a more vertical structure in eight parts. This quickly

changes to a more linear texture at measure 22.

Section Two begins in much the same way as Section One,

but the antiphonal responses occur between the solo voices

rather than the chorus. Toward the middle of this section,

the full chorus enters.

Section Three is again similar to the first part in

its antiphonal writing which eventually becomes eight-part

vertical structure; however, this piece differs greatly from

Section One in tempo and harmony.

The last section is sung mainly by the solo voices with

the chorus entering in unison on a short statement which

occurs three different times.

After Section Five, the two choruses are combined for

the "Gloria Fatri," a simple and almost perfect four-voice

canon. The work ends with a three-fold amen that overlaps

the concluding voices of the canon,

Form.--The overall form of this work is through-com-

posed. Although each section is different, there are simi-

larities in texture, rhythm, and in the melodic fragments

giving the composition a certain amount of balance and unity.
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"Richte mich, Gott,"
Qp. 7,87W. T2

Medium.--"Richte mich, Gott" is c imposed for an eight-

part chorus. The chorus is divided into the male and female

voices which periodically alternate antiphonally. The fe-

male voices are divided into four parts in most of the anti-

phonal singing whereas the ments voices are found mostly

in unison. When both sections are singing, there is usually

a divisi within each section of the choir.

The vocal ranges present no problem with the exception

of the bass part beginning at measure 73 to the end. The

low D is obviously optional as indicated by the score, but

the E is most important and cannot be transposed up an oc-

tave without causing an awkward crossing of voices when

moving from the F#-A to the B-D in measure 78.

flle ro ,nodrro

Fig. ll--"Richte mich, Gott," measures 76-79

From measure 92 to the end of the composition, the bass

part lies low in the bass register. At times it is doubled



an octave higher by the baritone part, especially on the

lowest tones.

Fig. .12--"Richte mich, opt,, " measu: es 92-96

Text.-This work is a psalPodization of the Forty-

third Psalm.

Tonality.--D minor, which becomes i major in Section

Three, is the prevailing key i the first two sections of

this work. In the first portion o the work, there is a

temporary modulation to C major and then to F major,.This

section returns to DJminor which dominates all of Section

Two. The final part maintains a D major tonglity t hrough-

out.

Elements of time.--Parts One and Two are- dtitinguished

from each other br their rhythm and meter changes. This
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work begins in C, on moto and in Section Two changes to

Andante. The last section, which is characterized by

a key change from the minor to the parallel major, is

marked C, Allero moderato.

4eld.--The opening phrase, which is disjunct, is con-

trasted by the consequent phrase, which is conjunct. However,

the melodic interest in the consequent phrase is not as
4

important as the harmony and structure, as seen in the fol-

lowing example.

Con rng a! 2. 4 - V

io

armor_ _ _ _ _ _ . '. -'>

x t /2

+ _V__'t
-F11=E

Fig, 13--"Richte mich, Gott, " measures 1-10

Toward the end of this section, the melodic construction

becomes even more disjunct and pulsating as the texture

becomes more vertical.
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I con mot'

I LV
V

1 1E I I

Fig. 14.--W 0Ri.hte ch, Gott," Measures 21-25

The melodic construction of the second section is similar

to the beginning with the exception of the rhythmic change.

Andante

AIp
Now
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Fig. 15-"NRichte mich, Gott," measures 34-45
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The melody of the last section is borrowed from an earlier

composition for orchestra and chorus, Op. 42, Psalm Fol-

Two.

Alleso m s*o asset

t-1-

Was be -trubstdudkNt,m$e-ne See - Ie, und best 30 un- - rt-hi hi , ir?
Ae to mais t'oso ea

t

Fig. l6--Wie der Hirsch schreit nach freisohem asser,
Op. 42, No. 4, measures 1-7

p 4ojmgw erato

-- I--- -- -- --

Js be--jtabat3du Znie -nt.

flit

r

ka o -V .

-I

See. 4

I - -

e nd b st o3 Lu -,-

me n aott, ... f . I ne n 8o+

ein Go 1  ein0 4

mein 04, re n eot,

Fig. 17--"Richte mich, Gott, " measures 73-79
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Harmony.--The harmonic progressions in this work are

relatively conventional. The pedal-point is used greatly,

occurring five times in Sections One and Two at the end of

the men's solo (see Fig. 13). Iendelssohn uses not only

melodic range to build a climax but also expanding vocal

registers. These expanding registers usually occur between

the bass and the soprano. In the following example this

expansion can be seen between the bass and first tenor parts.

Even though there are no dynamic markings written, the music

creates its own.

Fig. 18--"Richte mich, Gott," measures 84-87

Texture.--The first two sections of this work are

basically homophonic with antiphonal alternations between

the male and female voices. The last portion is in a ver-

tical texture.

Form.--This work as a whole is through-composed; how-

ever, certain similarities can be found in the individual

musical elements of the three sections.
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Section I Section 11 Section III

Melodies A a B

Harmonies A a B

Rhythms (patterns) A B C

Textures A B C

Tempi A B A

Fig. 19--"Richte mich, Gott": comparison of musical
elements

"Mein Gott, warum hast du mich verlassen?",

Medium.--Written for an eight-voice choir, which is

divided from time to time into two choirs, and soloists,

this work contains a unity and purity of style which were

rarely matched in the nineteenth century.-'

Text.--This work is an example of Mendelssohn's strict

concept of liturgical music. Psalm Twenty-Two (My God, my

God, why Last thou forsaken me?) could, and so many times

has, lent itself quite well to melodramatic effects, but

there is no apparent overdramatization present in Mendels-

sohn's setting.

Tonalt.--The two predominant keys are E minor and

its parallel major (E major). The key change does not occur

until midway through the second section of the work, Unlike

SEric Werner, Mendelssohn: A New Image of the Composer
and His Aae (New York, 1964,p. lr
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most other works, the key change is not accompanied b a

meter or tempo change.

Elements of time.--Although this piece as a whole has

an extreme amount of rhythmic variety, it cannot be said

to contain any regularly recurring rhythmic patterns. For

the most part, the rhythmic perpetuation rests largely with

the syllabic declamation of the words within the prevailing

meter and tempo.

Of all the unaccompanied choral works by Mendelssohn,

this is the only one which contains recitatives. No doubt

Mendelssohn allowed a certain amount of liberty in decla-

mation with his recitatives as, after each one, he has in-

dicated either a tempo marking or a tempo. He clearly dis-

tinguishes between the solos and the recit atives by marking

them as such. There are no tempo indications after a solo

passage.

This work, marked , contains no meter changes but
4

does have four tempo alterations: Andante, a temp. llero,

Andante con roto, Assal animate.

Nelod.--The ascending and descending minor second

plays an important role in the melodic structure of this

work, especially in the recitatives and solos.



RGCfa+;04?

Mein Go+t4,rne n 6++, wa-rmhsidu mnich der - -se"?

Fig. 20--"Mein Gott, warum hast du mich veriassenA,
measures 1-3

Reo+o-tv e _--___

Ich ab- er in ein Wunn und kein Men soh

Fig. 21--%Mein Gott, warum hast du mich verlassen"A,
measures 35-38

This minor second is changed to a major second after the

key change.

Reitethrue

Die E- )en-Jen sol-len es- sen)dass sie sa& wer-deen

Fig. 22--"Mein Gott, warum hast du mich veriassen.",
measures 126-129

A second theme, which is disjunct in contrast to the first,

is forecast by the chorus in the arpeggiated chords before

the key change at measure 84. The soprano solo enters at

measure 84 with the new theme which is heard several times

before the conclusion of the work but never appears in the

chorus.
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Andan+e con ma

A- ber du, Herr, sei nich{ er-ne.

Fig. 23--"Mein Gott, warur hast du mich verlassen?",
measures 34-35

Harj:n..--The melodic and harmonic progressions, which

can be seen in this example, create a crescendo as the har-

mony expands and becomes more dissonant,

, .. -Andanferonmt

Fig. 24--"ein Gott, warum hast du ot h verlassen?",
measures 57-60

The above example is part of an extended nine-measure cres-

cendo which consists of chromatic harmonies and a melodic

line of an ascending chromatic scale,

The use of the minor subdominant chord which is fre-

quently employed in Mendelssohn's instrumental and choral

writing is seen here.

tffrr ir~
__0C 444P
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Fig. 25--"ein Gott, warum hast du aich verlassenV?",
measures 147-150

Texture.--Vertical sonorities dominate this work.

There are frequent antiphonal sections occurring between

the chorus and the soloists. The most outstanding aspect

of this composition is the use of and distinction between

the solos and the recitatives as mentioned earlier.

Form.--This work is through-composed but is unified

by melodic fragments as has been mentioned above.

Summary

The three Psalms for double chorus contained in Op. 78

represent Mendelssohn's most profound attempts in composition

for the unaccompanied chorus. They are large in scope and

impressive in sound, employing a full range of compositional

elements; yet the technical difficulties are kept to a mini-

mum.
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General Psalms

"Singet dem derrn em neues Lied.,"
a, 91

Medium.--"Singet dem Herrn ein neues Lied" is written

for double chorus, soloists, and orchestra. The two sec-

tions of this Psalm which will be analyzed are written for

unaccompanied chorus. Because of the orchestration, this

work met with opposition from the clergy due to the use of

the harp which enters after the 3 section.6
4

Text.--"Singet dem Herrn" is taken from PsaLm Ninety-

Eight.

Tonality.--The first section of this work is written

in the key of D major and the second in B minor. Both

parts adhere closely to their keys. There are a few tran-

sient modulations to closely related keys, but they do not

remain for any length of time and, as far as the overall

tonality is concerned, these modulations are relatively

unimportant.

Elements of time.--The first and longest section of

this work is in C time and is marked Allegro. Section Two
is an Andante lento in time.

The predominating rhythm pattern of the first section

is a quarter note followed by two eighth notes. This

6Werner, Mendelssohn, p. 417.
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rhythmic pattern occurs after twelve bars of introduction

which is slow in comparison to the faster, more rhythmic

section. The following is an example of the first and

second rhythmic patterns which are combined, beginning at

measure 18. These two patterns are interspersed with one

another throughout the first portion of the composition.

Sirnet demHerrn cia neu.-es Lied)

Fig. 26--"Singet dem Herrn," measures 1-4

Fig. 27--"Singet dem Herrn," measures 12-17

The rhythm of the second part of this Psalm contains

no outstanding patterns. It is quite consistent and flows

in a slow 3 time.
4

Helody.--The two melodies of Part One are contrasting

in both linear motion and rhythmic interest (see gig. 26

and Fig. 27 for examples of these two melodies). The first

melody ascends the interval of an octave whereas the second

is dominated by its rhythm. The melody of the second section



50

is made up of three periods, the first two being parallel
and the third contrasting, and is in the relative key of
B minor.

Hillythis Psalm is not at all com-
plex. Most progressions are simple and traditional. Men-

delssobn s fondness f or chromatic motion is again seen at
measures 34-37 which is followed by a six-reasure pedal-
point on the dominant (A). Another pedal-point occurs in
the second section, again on the dominant tone (Rg)

Texture.-f-The texture of the first portion of this
work is an antiphonal alternation of the two choruses,
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measure 43, the two choirs begin to alternate the two
thematic elements.
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In contrast to the first section, Part Two is homophonic

with alternations occurring between the solo voices and

the chorus.

Form.--The form of this work is through-composed.

tJauchzet dent Herrn alle Welt, "

Medium.--"Jauchzet dem Herrn alle Welt" (Psalm 100)

was written at the request of the Neue Tempelverein of

Hamburg, a liberal synagogue, for the dedicatory service

of their new temple, which took place during Pentecost of

1844. This Psalm was originally written for a four-voice

choir, with divis. in the middle section, and small orches-

tra; however, the orchestral score seems to be lost at the

present time and only the voice parts remain. Nevertheless,

when performed unaccompanied, the piece is quite complete.7

Text.--The text is taken from Psalm 100.

Tonality.--This work is divided into three sections,

each of which contains a key change. The first and last

sections are in the key of C major with the center section

in F major. There are few deviations from these keys and

when they do appear they are in the form of transient modu-

lations and quickly return to their original keys.

7erner, iendelssohn, p. 416.



Elements of time.--The ntire composition is written

in C time and contains only two tempo changes, at the start

of each new section. The beginning is in an Andante con

mota tempo, the second section is marked Poco lento, and

the third is Andante.

The predominating rhythm pattern is the quarter note

followed by two eighth notes; however, it does not appear

extensively until the final section where it dominates the

rhythmic interest.

MeLd.--After a three-measure introduction, the first

theme enters sung in unison by the sopranos and altos.

Fig. 30--"Jauchzet dem Herrn," measures 4-5

This ,elody does not enter again until measure 25 where it

appears in imitation.

Fig. 31--"Jauchzt dent Herrn," measures 25-29
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The second melody comes in Section Three; its beginning is

similar to the first theme in the manner in which it des-

cends a perfect fourth.
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-ig. 32--"Jauchzet dem Herrn," measures 64-71

This melody, which first appears in the alto voices, is

repeated an octave higher by the sopranos at measures 72-

80. The final five bars is a simple coda which consists

of the frst two measures of the melody and is stated in

simple imitation.
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F. 33--"Jauchzet dem Herrn," measures 80-84

Hrmonv.--The harmonic progressions are quite simple,

in keeping with the rest of the composition. Many chords

appear ir inversions as a result of Miendelssohn's allowing

all voices to move in melodic motions. Many times the bass

part will appear in parallel or contrary motion to the so-

prano voice, giving it a very smooth linear motion. (See

Fi:. 32, measures 68-71.) Section Two contains two examples

of expanded harmony which helps to regulate the dynamic

intensity..

Fig. 34--"Jauchzet dem Herrn," measures 32-33
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Fig. 35--"Jauchzet dem Herrn," measures 40-41

Texture.--There are two textures employed in this com-

position. These are vertical in the first and last sections

and antiphonal in the middle section.

Forr,--The form of this work is through-composed.

Similarities can be found, however, in the texture of the

three sections. As mentioned above, the first and last

sections are chordal with vertical construction whereas

the center section is antiphonal, calling for repeated re-

sponses from the male and female voices. Therefore, this

work does have a strong tendency toward ABA form, with the

similarities in the first and last sections being found in

the melodies, keys, rhythms, and textures; however, none

of these likenesses are literal enough to classify this

work in a tripartite for,

Summary

The two Psalms contained in Mendelssohn's general

Psalms are not as complex nor as brilliant as those in



Op. 78. "Singet dem Herrn" is a dramatic and percussive

work demanding much from the chorus with respect to dyna-

mics and intensity. As mentioned in the analysis, this

Psalm was written for chorus and orchestra, but this section

is for unaccompanied chorus and is complete in itself.

"Jauchzet dem Herrn" was written for chorus and or-

chestra. The orchestra parts are no longer extant, but

the Psalm is complete and musically stable without the

instrumental parts.

Music for the German Liturgy

The new A ende, or order of the liturgy, was introduced

into Germany by King Frederick William III (1816-1821).

This A de was fixed by law and was met with a great deal

of criticism. The Prussian Agenda basically "preserved

its connections with the usage of the Mass as they were

at the time of the struggles of the Reformation." 8

The puristic interpretations of the Agende were to

Mendelssohn an opportunity "of setting an example in the

controversial realm of Protestant church music. He kept

the choral movement simple and easily singable, without

any turn toward Gregorian psalmody, so that, perhaps, parts

of them might 'eventually also be accessible to the congre-

gation."9

8Werner, Mendelssohn, p. 450.

9I~b d.,p. 452. Some of these works which were hope-
fully to be sung by the congregation are listed in the un-
published choral works in Appendix A, page 176.



Of the published writings for the German Protestant

Church, two are presently published. Both are published

without opus numbers and are composed for two four-voice

mixed choruses. The works are harmonically and vocally

quite simply constructed; "precisely by this means, the

austere and lofty character of true liturgical music is

stressed anew,"l

endelssohn felt strongly about his liturgical style

of composition and concerned himself with stimulating other

Protestant church composers to create similar works. His

efforts were supported by the Berlin church officials and

were not in vain, as he made several personal contacts with

other contemporary composers in an effort to influence

them toward his style of church compositions.

"Heilig, heili ist Gott,
cer ZabaotE

Medium.,--"Heilig" is composed for two four-voice mixed

choirs. The range of each voice part is not overdemanding

with perhaps the exception of a low # in the bass part.

These low notes occur only three times in the first half

of the composition but are most important to the linear and

harmonic motion,

Text,--The text corresponds to the "Sanctus" of the

Mass and is composed in German.

10 lbid.



Tonality.--The work is written in the key of D major

with infrequent visitations to closely related keys achieved

by chromatically altered chords.

Elements of time.--Written in c, Con moto, the piece

has no other meter or tempo changes. The dotted quarter

followed by an eighth note rhythmic pattern dominates two

thirds of the composition, which is a contrast to the opening

sustained chords in the first fifteen measures.

Aelody.--The melodic interest is of little significance

as the majority of the composition consists of sonorous

textures. Several melodic fragments occur in the imitation

of the antiphonal sections. Their similarities occur mainly

in their rhythmic patterns rather than their intervalic

relationships.

Ho -si an-Ia n deri 1&h

Fig. 36--" eilig," measures 23-25

Ho- si-n-ns hinden NU

Fig. 37--"Heilig," measures 25-27
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Ge -- Iob+ ci $er da kort

Fig . 38--" Heijig," measures 30-32

Ge -lobFt 3e de da wnmmt

Uig. 39--"H eilis," measures 34-36

Harmony.--Mendelssohn's conservatism in harmony is

evident in this work. There is a minimum of altered chords,

few modulations, and what seventh chords do occur are the

result of suspensions and passing tones with the exception

of a few dominant seventh chords. The following example

shows Mendelssohn's careful handling of suspensions. No-

tice how each additional voice beginning with the fourth

through the seventh voices forms a dissonance with one of

the other sustaining members.
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can motor Ne -ibg, he-h' g, hei-----he- - - -
,-...-liq-

,i

Hei-g hei-U 3  hei- - - - - - - - - - -

146-Us, hei-Iig, heX---- - - -- N

9, hti-I?9g, hei- - - L
Hai-Iig, hai- 9 , he--- - --

ei-t% hei-1Ig, hei---

NeA-U 9 ht;-I;9

-aa- r nomsmrmbr ..-.-.

F-g. $--Keilig,," measures

Several chords appear in inversion as the result of

giving each voice a linear quality. In this figure is an

example of seventh chords occurring due to passing tones,

chords in various inversions, and contrary motion between

the two outer voices.
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At- toIe d-e I i e? h-eVol ?1

Li-f an c do3 9tnd '8-e~-evolt,

Fig .4l--"Heilig ,t" measures 16-19

Texture.--This piece consists of three contrasting

textures: linear, vertical, antiphonal. The work ends

with a somewhat similar character to the beginning, with

the exception of the dynamics, which are forte rather than

piano.

7
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Uo - Ruall ra

Fig. 4.2--"Heilig," measures 42-48

Form.--This work is through-composed.

"tKyrie eleison"

feditum.--"Kyrie eleison" is composed for two-four-

voice choruses. The voice ranges are very limited with the

exception of a low E and a low F# in the bass part of

Choir Two.

Tet..--The text contains the "Kyrie eleison" and the
tthriste eleison."

Tonality.--Transient modulations in the form of secon-

dary dominants occur periodically toward the middle of this

alltlQ -Si l-itb~de 1;

pil LH*14

_ _ _ _ _ _ _Iji i 2 -.
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work where the tonic key of A major is temporarily inter-

rupted but is firmly reestablished four measures before

the end.

Elements o tie.--This wor i written in C tie a

marked Andante sostenuto. Due to its extreme linear qual-

ity there are no pre filing rhythmic patterns of any conse-

quence. There Is great deal of emphasis placed on the

third beat of the measure, especially on the word eleison.

e e - -- , son

:g, I43--"Kyr~ eltel on, measures 6-1o

I ody,--Even though kendelssohn exercises much re-

straint in his music for the Agde, melodically this work

is very lyrical.

- e soto

-- ~ c -ri-- s l Son.$

-e e - 1fe-, C a

.4 3 

e i - s o n y - r - E - - e - - --

Fg, 44--"Kyre eleson, " measures 1
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Water the above theme is spent, the -melodic interest of

the final twelve measures of the composition is made up

of melodic fragments used imitatively (see ig. 43, first

three notes).

sarmony.--s mentioned earlier, the harmony of this

work is relatively simple. There are a few altered chords

and secondary dominant chords, but these do not force the

overall tonality of the composition far from the original

key.

Texture.--the overlying texture of this work is very

linear and lyical. ie first six bars are composed of

antiphonal statements between the choirs which in measure

7 become contrapuntal with. the melodic statement being made

by one voice while the others continue the counterpoint.

The imitation finally ;ies way to a more linear quality

in the final six measures of the work.

Form.--The form of this composition is through-

composed.

Sechsoirche, 2 _. 79

The Sechs Spr che, p. 79, consist of six short an-

thers which are arranged in accordance with the church year,

beginning with Christmas. The texts are verses from the

Psalms or the 2 ospes and are setf or eight-part chorus.

All of these works with the exception of No. 3 are
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through-composed. These pieces easily fit into the ende

and soon became Popular among the German Protestant Churches. 11

"eihnechten: Fr ohlocket, ihr V8lker
c Erden ,707, No.~

Me m. -- Froolocke t, ihr V&ker aufl ardent is written

for rus of eight voiceC and contains no problems in

regard to vocal range. this composition was written in

Text.-- The text is tken from the Gospels and is con-

cerned with the exultation of the birth of Christ: "%roh-

locket, ihr bV Ber auf rden, nd preiset Gott! De r eiland

st erschnen, d der ier yerese." (Be snJoyul all

people on earth and praise God! The Savior has appeared as

the Lord has promis d.)

Toli.--The key is G major with brie visitations

to the keys of and F major. All transitions to keys

ic regn to C are approached smoothly and present no prob-

lem.s i re turning to the r:mry key.

Elements of time.--the dominating rhythmic pattern of

this work, which is in time and marked Ille-ro moderato,

consists of a quarter note followed by two eighth notes.

It firs t appears in the opening unison statement by the

female vo:e.c

liWerner, endelssohn, P. 1.
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/1/Lro noaderato

Fig. 4--"Weihnachten, measures 1-2

This rhythmic pattern occurs alternately with a more fluid

rhythm consisting mostly of quarter notes (see Fig. 46).

Melody.--There are two major melodic elements that

dominate this composition. The first is stated in the

opening two measures of the work (Fig. 45) and the second

is contained in the tHalleluja"? section. This melody con-

sists of a descending scale pattern which encompasses a major

or minor third. The various entrances of the melodic frag-

ment are overlaid and create a cascading effect.



/Iiero rnoderato
Netle- - It- jo, Halle - uLAt- - ja, 14dI - La-:,

1- --a-IK- -- S l 11a u~- Na-- lc 1c 3a \

1 l!e. lt uL -j, eIt4t- -lt- 1u- jal

attf - - -to1 .Je i".-ji, a lHeo Ia-
a to Iu a 14 //e I t "-- a 14a~ . _ i 11. ....)

-- - J&,) fal le IL-- - - - - - &a, I ie- I. - - -

Fig, 46--"Weihnachten, " measures 24-30

Harmony.--IMendelssohn's fondness for seventh chords

is clearly seen in this work, where they occur as a result

of the linear motion of the voice parts. Mendelssohn re-

mains true to his post-Bach training and allows the seventh

to resolve in its proper direction; however, his-music

occasionally contains retardations. In the following ex-

ample, the G in the second alto voice of the first chord

is unresolved.

68
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lieg ro mocttraA o

Fig. 47--"Weihnachten, " measures 13-15

Texture.--Two textures are prominent in this work,

the predominating one being vertical, which is momentarily

interrupted by passages of imitation in the two "Halleluja"

sections.

Form.--The work is a rounded form consisting of alter-

nating textures and is concluded with a statement of the

opening melody (Fig. 45) that gives the composition a reeling

of formal balance.

"Am Neujahrstage: Herr Gott, du bist unsre
Zuflucht Trundir,'Q. lTW _

edium.--The "Am Neujahrstage" (New Yeart s Day) was

composed on Christmas Day, 1843. This work, composed for

eight voices, contains no problems in regard to vocal range.

Text.--The text deals with the eternity of God: "Bist

du Gott von Ewigkeit zu Ewigkeit" (Thou art God from ever-

lasting to everlasting), The dynamics are very subdued,
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thus allowing the text to be stated with a great deal of

reserve. Even the portion of the text just mentioned is

stated pianissimo the two times it appears.

Tonality.--This work is written in the key of D minor

and contains brief sections in F major and G- minor. The

overall key scheme is shown below.

Key: Dm-FM--Dm--Gm-Dm-----1

Measure: I 15 19 25 30 40

Fig. 48--"Am Neujahrstage t : key changes

Each of the transpositions is approached through a lengthy

series of chord progressions, thus producing very smooth

transitions both into and out of the secondary keys.

Elements of time.--Due to the slow steadiness of the

rhythm, which is marked Andante, , there are no outstanding

rhythmic patterns. Mention should be made, however, of a

measure of quarter notes followed by a measure of half notes.

These two measures, first stated at bar 6 and at bar 10,

become an important part of the antiphonal alternation be-

tween the male and female voices.,
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- t t4-1 t

Fig. 49--"Am Neujahrstage, t measures 10-13

slagy.--There are two contrasting melodic fragments

from which this work unfolds. One of these fragments is

simply a single repeated tone on the four quarter notes

and two half notes figure, as mentioned in the above para-

graph (see Fig, 49). This figure appears in imitation

beginning at measure 6 in the male voices. When the female

voices enter at measure 10, the texture changes to anti-

phonal (see Fig. 49).

In contrast to the above melodic fragment is the

melody contained in the opening five measures of the com-

position.

Andan te
E
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9ndiante

Fig. _--" FNeujahrstage," measures 1-5

There are two other similar melodies derived from the last

three measures of the above elod plus a slight extension

or three tones.

Anante

Fig. 51--"Am Neu ahrstage," measures 18-23

Fig. 52--"Am Neujahrstage," measures 30-L5

Hsrmony.--As in so many other similar compositions,

I endelssohn begins this work in unison which gives way to

he harmony after two measures. He employs the same har-

onic progressions in each of the modulatory sections.

his type of modulation consists of three chords whose root

ovement is a descending fifth and an ascending fourth.
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The chords appear in root position with the exception of the

second, which is almost always in first inversion. This

type of progression appears five times in this work.

Mocerctio

Fig. 53--'Am Neujahrstage, t measures 13-15

The strict teaching of Zelter is apparent in measures

28 and 29 where Mendelssohn, after using the German and

French sixth chords, avoids the parallelism by jumping the

two tenor voices down the intervals of a minor seventh and

a diminished seventh. These awkward skips, however, are

not in keeping with Mendelssohn's careful handling of the

linear motion of each voice part. Such awkwardness is

indeed rare in his music.



Andante I I

i_

Fig. 5L-"Am Neujahrstage," measures 27-29

Texture,--The alternation of textures is among verti-

cal, imitative, and antiphonal. The alternations occur as

shown in the following example.

Texture:

Measure:

6 I 1 8 2 V
1 6 10 1 23 29 40

ig. 55--"Am Neujahrstage%" texture changesR

For.-- The form ot this composition is through-con-

posed.

12The textures are indicated by V (vertical), I (imi-

tative), and - (antiphonal).

74
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"At Iirnnelahrtstage: vrhaben, 0 Herr,
~~~ar aLesL ," 9. 79, No. 3

edium.--A nimmelfahrtsage" (Ascension) is scored

for gan eightvoie chorus. The tesitura of t voice

parts i within a comfortable range for the singers.

Text.--The text is concerned with the exultation of

od who is above all glory and praise ("Erhaben, 0 Herr,

Ober alts Lob, ber il Herrichkeit").

oraY -- This pe is written in the key of B

mjor hch prev'Is throughout wth infrequent modulations

to closely related keys.

Oaments nf tie.--The tempo and peter of , Jlaqro

mastoo e moderato are maintained for the thirty-one

measures o the composition.

The dotte rhythms of the quarter aand. eigh notes

are the two most Obvious rhythmic patterns; however, these

rhythms, asin most of L nSsohn'c horal music, are a

by -product off the wor and of the t x t ual ar tt ulat ion.

a:lodwd.--There are two theme tic elements hichu are

used i& the development of this work. Both are cojunct

and encorpass no more than t) interval of aperfect fourth.

The firs t hme Istated solely the first tenor

section at the beginning of the composition.



p/et1a OmaeS+Dso e mod eraxo

Er ha- ben, o r ber a-L

2ig. 6---"A Wiihtstage," measures 1-3

At neas re , th' jul chorus enters and the telod; is oun

n the as part tilethe soprano has an entirely different

and more d j elody.

\egro naes+oso a mode rva

-lo-

r' I) LJ

3¬g. <7--"< :immelfahrtstage," mesres 3-

This theme re-enters i the alto voices at measure 18 which

begins the third section. The alto' entrance is silir

to the way in which the first tenor began the composition.

ft e l states the theme, the chorus enters as n

!I
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the beginning with the theme reappearing in the bass voice

while the soprano voice sings a contrasting melody as shown

in Fig. 57.

The middle section, which begins at measure 7, con-

tains the second most important melodic element. This

melody consists of a descending scale and is used for imi-

tative purposes. On the fourth entrance of this melodic

fragment, there appears an inversion in the bass voice

which is similar to the opening theme.

11le ro rnaestosoearnoctprafO

1~&w Pt1:
wfr

Fig. 38--"Am Hip elahrtstage," measures 10-12

Harmonj.--The harmony of this piece consists of tradi-

tional chord progressions but with an overabundance of added

sevenths. In almost every case the sevenths occur as the

=- _,
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result of the linear motion and appear as passing tones

or suspensions. The dissonances rarely linger more than

one beat.

Texture.--The textures are vertical and contrapuntal.

The coda has a vertical texture and an "Halleluja"t which

is linear in movement.

Form.--"Am Himmelfahrtstage" is written in a simple

two-part song form with a coda.

"In der Passionszeit: Herr,
ednke ~nicht 'belthaten,

+p. f_, N. 4

Medium.--"In der tassionszeit" (In the Time of the

Passion) is composed for eight-part chorus and is the shortest

of the six anthems (twenty-four measures) in Op. 79.

Text.--The text is taken from the Gospels.

Tonality.--The work is written;in minor and remains

in that key throughout the composition with only one cadence

in A minor.

Elements of time.--Ithythmically this work is slow

(jdjd, it) and sustained and contains no outstanding pat-

tern.

Melody.--The opening four measures contain the melody,

which is heard only one other time at measures 9-12. This

is an expressive melody containing a Phrygian quality.
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Uerra -den -ke nikhl unsrer U-beltha - ten,

Fig. 59--"in der Passionszeit," measures 1-4

The melodic interest in the rest of the composition is lost

in the vertical structure. It is important only to build

intensity such as in the "Hallelujas" or as it is contained

in the eight-measure crescendo at measures 12-20, where the

soprano voice makes a slow ascent to the apex of the cres-

cendo and then drops back down as it quickly decrescendos.

iar mny.--The harmonic progressions are fairly tradi-

tional, with the exception of the chord sequence which occurs

at measures 13-17. The expanding harmony helps greatly

not only to build the dynamic level of the chorus but also

to produce an enriching quality as it reaches the eighth

of the crescendo. The intensity of the crescendo is heigh-

tened by the division of the voice parts and by the crossing

of the lower voices above the higher and lighter ones.



80

0rttf

1 ,mo U!)

YT~ I 1) 1

gio1

Fig*.--"In der Passionszeit," measures 12-17

Texture.--A linear texture dominates this work with

one section of vertical writing that was mentioned above.

Form,--The form of this composition is through-com-

posed.

"I Advent: Lasset uns frohocken,"
92 1

Mediu.,--"Ir Advent" (Advent) was composed on October

, i846, for an eight-voice chorus. This work presents

no apparent problems as far as range is concerned.
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Text.--eTh text for this composition is taken from

the Gospels.

Tonality.--The tonality is entirely in G major and

has no modulations. There is an occasional secondary domi-

nant, but these cannot be construed as modulations.

Elements of time.--The eter and tempo are , Andante.4
The most dominating rhythm, a quarter note followed by two

eighth notes, begins to appear at measure 17. This is most

prominent throughout the last half of the composition as

it 's contained in the melody on which this section is based

The rhythm of the first half of the composition mainly con-

sists of quarter, half, and whole notes with an occasional

dotted rhytU, but these appear in no organized sequence.

Meldy.- -The first ten measures of the composition

are in a canonic style based on a melody that consists of

an ascending triad plus the note directly above the top

member of the triad which resolves back to the top triad

member.

4ndranea

Fig. 61--"I Acdvent," measures 1-2
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This melodic fragment is stated nine times in ten measures

and leads to the vertical section. This section has a six-

-easure crescendo from pianissimo to forte which is achieved

by a ascending melodic line in the soprano and is inten-

i ied by expanding harmonies.

Ahdan+e Cresc. I y nt

fi

In_

iT 40

k;J77ij-

40 AM

ar . Adsk

~'L).

Fig. 62--"Im Advent," measures 11-17

The final section consists of a lyrical melody which,

when stated, is lound parallel thirds, sixths, or tenths.

esndanb-rc

DerName es ermn se lo -be * - e9

Fig. 63--"Im Advent," measures 17-19
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Toward e end of the composition, as the linear complexIties

build, this melody is found being accompanied by its inversion.

This inversion occurs between the first soprano and first

tenor.

Ahdah+e

-~ ~ a 1a eIWO -e
I 1 hI iI --

4 Yor I P11-P
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Rupp, Amok,
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- ---- - I- t
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ci - r
F4g. 64--"Im Advent," measures 26-29

aron.--Due to the highly contrapuntal and linear

motion of this work, many of the chords are found in inver-

sions Thmis piece istypical of 'endelssoh s conservatism

n harmonic pr gre ions.

Mendelssohn was particularly fond of sustained cadences

containing pedal-ponts. Many times in such closing cadences

he employs either a minor subdominant chord or a tonic chord
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with a flatted seventh. In this work the tonic chord with

the lowered seventh is used.
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Fig. 65--"Im Advent," measures 29-34

Texture.--The textures of this work are a combination

o contrapuntal and linear sonorities.

Form.-Th is omposition is through-composed.

" Aph arfreitage: Ur unserer Sanden
willen hat sich Christus n2driet,

NKWMp . 9 , No . 6

e dium--A Char itage "(Good Friday) is a twenty-

measure composition that was written on February 18, 1844,

for a eigh.t-voice chorus. The voice ranges are limited

and remain relatively low.
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Text.--The text is taken from the Gospels.

>nswiiti--Twis pie e is written in E minor with a

brief visitation to the dominant key, B major.

.jo-TI-This o rork is entirely t'rai compotlon.

Shere i little interest created in melodic line .rather,

Sndelssohn places all of the aphasis on the narra tion

of thmp t.tT.e tirst kwght s res 6 Cre ;arkced g'ais-

siro and, eve. as the soprn o begins to ascend, the score

>s&iark d g pi g t22isur that the entreprs

wl11 ,;CTain:. sJt. I. the nitc easre, uherkisc a Icap

of an octe in the sOprano voice and a dynamic marking

of forte. At the cnge of dynamics, the female voices

divide into 'our parts,, hving previously been in two parts.

The t#ssitu remains hgh through the next ten measures,

which contain.no damilchange. in the last two-and-one-
half oswr:s, the emale vces go back to two parts and

the soprano arts drop down a perfect fifth. This abrupt

change is accotpanied by the dynamic marking of iano.

Harmoy. -- Th harmony helps to intensify the phrasing

and declamation of t.e text. The ollowin is an example

Of the harmonic progressions of the first eight measures.
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Fig. 66--"Am Charfreitage, t " measures 18l3

Texture.--The texture is linear throughout the com-

position.

Forra.--This work is through-composed.

Summary

Although Mendelssohn exemplifies restraint in these

works, the quality of the music does not suffer. They rep-

resent a puristic quality which is colored and enlightened

by varying textures, keys, tempi, and non-harmonic tones.

Even though these w orks are written for eight-voice choruses,

they are not difficult.

Music for the Anglican Service

At the request of Vincent Novello, music publisher,

Mendelssohn wrote a set of canticles in German and English

13 The rhythm has been modified to show only the har-
monic progress and to conserve space.
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for the Anglican Service. Mendelssohn did not feel at all

confident in such an undertaking as he had never composed

for the English church.lh The first of these canticles ap-

peared in 1832 and was written in English and translated

into German by the composer. The other works appeared in

1847 and are contained in Op. 69, No. 1, "Nunc dimittis, "

No. 2, "Jubilate," and No. 3, "Magnificat." At this time

Mendelssohn thoroughly revised the earlier "Te Deum.ttl

The Op. 69 were composed in German and translated into

English. These three later works are somewhat inferior to

the "Ta Deum." All of the compositions are written for un-

accompanied chorus with the exception of the "Te Deum",

which is scored for chorus and organ; however, the organ

part is nothing more than a reduction of the voices, and

the piece can easily be performed unaccompanied without

loss of any musical content.

"Ta Deun" in A

Medium.--This work is written for four-part chorus

and soprano, alto, tenor, and bass soloists. The tessi-

tura and ranges are quite accessible with the exception

of one high A for the tenor at measure 188 and one low E,

measure 210, for the bass.

14G. Selden-Goth, editor, Felix Mendelssohn: Letters

(New York, 1945), pp. 204-205.

lBwerner, Mendelssohn, p. 502.



Text.--The rhythmical accentuation adheres closely

to the text; therefore, there are no characteristic rhyth-

mic patterns set into play. The nuances of words and rhythms

are most complementary with the exception of the opening

statement, where, in the phrase "We praise thee, 0 God!",

the word accents of praise and thee come on the weaker

beats of the measure.

Wie praisC -thee O-0

Fig. 67-- "Te Deum, " measures 1-4

The text is taken from the Book of Common Prayer and

has been translated into German by the composer.

Tonalit~.--The entire work maintains a consistent

tonality of A major throughout with frequent passages occur-

ring in the relative minor (F#) and short but incessant

visitations to the key of G major.

The modulations are accomplished by means of altered

chords.

Elements of time.--There are five rhythmical variations

within this composition.
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C Andante con moto- Ij Adagio e lento--t
94 107

1 Andante come I Allegro moderato
169 210

4 Andante

Fig. 68--"Te Deur"i: rhythmical variations

Within each of the sections the work maintains a highly

r egular rhythmic pulse; it contains no ritards.

There are no outstanding rhythmic patterns in this

composition.

Meody. --The melodies in the more vertical and homo-

phonic sonorities have a much greater conjunct motion,

whereas the contrapuntal themes tend to be more disjunct.

The fLollowing illustration represents the variance of the

two melodies, the first one taken from the opening vertical

texture and the second taken from the contrapuntal portion

of Section One.

We praise thee &a---Go -

Fig. 69--"Te Deum," measures 1-4
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Anclan e con mofb

Heav e and earth are 4alI, heav n and earth are 4?fl

Fi4. 70--" Te Deum," measures 49-53

hendels on~ s affinity for melodies based on the chroma-

tically ascending scale are evident in the following examples

taken from Sections Two and Three of this work.

da. ;o e Iento

theFa therofan in- fi- nie, of1an n - ni~e m-je - sty,

ig. 71--l"Te Deurn," Measures 91-98

Andaniae come

We be - Ieve-thafthou sha I+coe to be our judge, o be our judge

Fg. 72 -- "Te eum," easures 12-149

Harmony.--T he harmonic complexities of this work are

kept to a rnium due to the rapidity of the tempi. when

harmonic complexities do occur, they are, in .most cases,

a result of the linear motion of the various voice parts

and sharp dissonances usually appear as a form of suspension

as in the following example.
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Andante come I

Fig. 73--"Te Deum, " measures 139-141

Texture.--Keeping in mind that this is Mendelssohnts

contribution to what he considered "true church music" or

liturgical 2brauchlusik, one can best understand the

textures employed in compositions of this type. Regardless

of the complexity of the texture, Mendelssohn always main-

tains the supremacy of the text. In his most complicated

polyphonic sections, he will repeat one section of the

text in all voices thus allowing the text not to become

obscure and to lose its prominence.

There are four overlying textures in this work: ver-

tical, contrapuntal, homophonic, and linear. The textures

appear alternately and do not correspond to the rhythmical

and metrical changes mentioned above.

Form.--The form of this work is through-composed, with

each verse of the text being set in a different meter, tempo,

key, and texture.
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"herr, sei dig" ("Lord, yH1 Mercy
upon Urs)

tendelssoh composed this work for the English Anglican

Church on March 24, 1833. This work was dedicated to Sir

Thomas Attwood (1765-1838), a life-long friend. It was

Attwood who introduced the young Mendelssohn to English

church music and, due to Attwood's concept of composition,l 6

greatly influenced 4endelssohn's attitudes toward English

cathedral music. 1 7  This work was first published in England

in Ewer's1 8 Orels, Book XI.19

Medium.--"Herr, sei gn~dig" is written for a four-voice

chorus of mixed voices. It contains no solo singing and

is very undemanding on the chorus in respect to range and

technicalities.

Text.--The text was originally conceived in German and

translated into English by the composer at the time of com-

position. The nglish text, however, adheres perfectly to

the German syllabic accentuation.

16Thomas Attwood was a student of Mozart and patterned
his church compositions after the earlier works of Mozart.

lWerner, Mendelssohn, p. 140.

1The Ewer was of the Ewer & Ewer Publishing Company
who commissioned Mendelssohn to write two large pieces for
the Anglican service. Later, Mendelssohn wrote several
works for the Church of England (of which the above is one)
which were published in England only.

19merner, Mendelssohn, p. 191.
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Tonalifl.--This piece is written in the key of A minor

and, with the exception of an occasional transient modu-

lation by means of altered chords, the work stays close

to the original key.

Elements of time.--Rhythmically and metrically there

is no alteration from the original signature of C, Andante.

Due to the shortness of the work (forty-four measures)

and its predominantly linear qualities, there are no out-

standing rhythmic patterns. The rhythm is left entirely

to the expressive intent of the text.

Melrdf.--This entire composition is based on one melodic

and very lyrical melody.

Lord, have mercy have her -- -Cy up-on us,

Fig. 74--"Herr, sei gndig," measures 3-6

he presence of this melody is felt throughout the compo-

sition with frequent statements of fragmental portions

or of slightly altered versions. When portions of the melody

are favored, they are most frequently the first two bars.
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and--- i-cline our heart

'ig. 7"--"Herr. l nelg," messrs 19-21

Onc interesLng characteristic of this melody is the

repeated no te over the (see the f ifth and sixth notes

of Fig , hisighing otif, or accent suspension,

preprees a dissonance o a nor seventh each time it is

stated which, when coupled with the text, closely resembles

romanticized ord painting but Mndelssohn never consciously

co tt himself to this technique.

g6--"r, stt jndig," measures 10-11

Another important melodic Invention of this work is

the ascending melodic scale consisting of five semi-tones.

This scale becomes associated with the principal melody

at the mid-point of the conposition.
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Andan te

_ _ _

ig. 77--"Herr, se ndig," mtay'sures 2-30

armany.-The harmlenc interest thi work is ree-

sonvbLr chromatic due to the nature of the melodic construc-

tion. Ben rimita tive throughut, the harmonic progressions

are by-products of the linear motion; however, there are

certain r'haronic sequences et ino play and these again

are due to melodic fttors.

Texture,--A stated earlier, the texture of this work

s entirely imitative, and the contrapuntal texture is

conceived trough prevaousiy discussed thematic material.

arx--The era 1s cuntinam th the exception of

the two-measure introduction. These nesures Consist of

two A minor cords on the word Lord; he second measure

appears in. e sitl different position a he sare chart



96

tor Lor d

Fig. 78--"Herr, sei gn dig,t" measures 1-2

"Herr, nun l&ssest" ("Lord, Now Lettest
hy er 'antDepart" ,

22,. 69.t, No.1

ediu.--"Herr, nun lilsest" was composed June 12,

1847, for four-part chorus and four soloists. The vocal

ranges are very limited and, for the most part, do not

exceed an interval of a tenth.

Text.--The text, which is taken from the Anglican

Service, is presented in both English and German. The

rhythmic accentuation of the text is closely adhered to in

the rhythmic content of the composition.

Tonalifl.--Tonally, this work remains in the key of

major with a middle section (measures 47-85) whose tonality

is somewhat unstable, moving through several keys by means

of chromatic alterations of the linear motion in the melodic

line. The relationship of the keys can be seen in the fol-

lowing example.

Andant
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7 63 89 122 1 i

Fig. (9--"Herr, nun I T ssest": tonal plan

There are short sections that are frequented by sharp keys,

but these only last for short periods and occur in the mid-

dle section of this work (measures 47-122).

Elements o+'time.--This composition remains in an

Andante, at e breve meter throughout with the exception

of the last part, the "Gloria Patri," which is marked An-

dante sostenuto, 4, The flowing rhythmic motion of the

first section, which consists mostly of quarter notes and

half notes, is contrasted by the second section which em-

phas izes the dotted-quarter- ollowe d-by-an-eighth-note

pattern. The rhythmic interest of the third portion of this

work comes from the fact that, although simple, it is very

steady and rhythmically consistent. The following examples

illustrate these rhythmic alterations; they appear in the

order in which they were discussed.

Anckante

g. 8O--'Herr, nun lUssest," measures 1-7
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Andan{ e

* ig3.1--"Herr, nun iassest, ' measures 100-10

Andan e sostenuto

Fig. 12--"Herr, nun lssest," measures 122-125

1ody.-Th e work opens with a melodic statement which

is canonically imitated throughout the first part (see

Fig. 80, measures 1-3) and is characterized by an ascending

interval of a fif th which descends scalewise. The conse-

quent phrase is contrasting and is an almost inverted retro-

grade of the antecedent phrase.

fndane

Fig. 83--"Herr, nun lissest," measures 11-15

Harmony.--be harmony is derived from the contrapuntal

and linear character of the composition. The root movements

of the chordal sections contain a great deal of variety in
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their inversions. The bass line, even in the most to o-

phonic sections, is always moving in a melodic motion.

Fig. 8--Herr, nuni lssest," measures 128-132

Texture,--A linear texture is predominant in the mid-

dle section where simple imitation is interspersed. The

following illustration shows this type of imitation.

I Anene

-H err, nun ilssst," measures 56-60

Although this type of imitative writing appears to be con-

trapuntal, it is not due to the fact that, immediately

following such imitation, the melodic content, in most cases

of this type of linear motion, ceases to b similar. To-

ward the end of Section Two, the contrapuntal texture which

appeared at the beginning returns. The "Gloria Petri,"

m sk o- h, y

j
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which is comprised of vertical sonorities, has a melody

which begins on the upper tonic note (E ) and descends

down the entire octave, corresponding to the words "Glory

be to the Father, and to the Son and to the Holy Ghost";

at this point, the melodic structure begins its upward climb

to the tonic note which is reached on the word world. The

three-fold amen begins on the fifth scale degree, descends

to the leading tone, and resolves at the end to the tonic.

Form,.--"Herr, nun lssest" is written in a three-

part song form which is made clearly evident by the con-

trasting middle section and the return to the beginning

contrapuntal material. The "Gloria Patri" consists of two

periods with slightly extended phrases.

" Jauchzet d em Herrn" ("0 Be Joyful
in the " LordWF. 6, 2

kedium.--"Jauchzet dem Herrn" was composed in 1847

for a mixed chorus of four parts with the exception of the

"Gloria Patri,"" which is divisi in all parts near the end.

Unlike the "Te Deum" and the "Herr, nun ltssest," there

are no solo voices called for in this piece.

Text.--The text is handled quite well in both English

and German. Although differences arise in rhythmical ac-

cents within the phrase, there is a most apparent effort

on the part of the composer to do justice to both languages.
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The f ollowing example shows how Mendelssohn handled the

two languages.

RI ro modereo

H errn- at - -
uI the .I+

Fig. 86--"Jauchzet dem Herrn," measures 4-7

One major exception to the above statement appears in the

"Gloria Patri," where the metrical pulsation of the words

does not complement the music. In this example, the Eng-

lish is by far inferior to the German text due to the loss

of the rhythmic drive.

jefZEtund im - - mer-- 4 ar unci von ---- w~Mi
now and - e - - - ver shatibe

Fig, 87--"Jauchzet den Herrn, " measures 158-165

Both languages overall are very similar in their rhythmical

accents; nevertheless, Mendelssohn does maintain a slight

individual character in each language, as further seen in

the following illustration.
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Moders* ''

Qehz s nenTho~href ern?

0 qo your way to NY3S qates I

Fig. 88--ttJauchzet dom Herrn, " measures 78-81

Tonait. -- This work begins in the key of A major and,

by means of a common chord progression at measures 30-32,

modulates to G major at measure 32.

AM: ii 6  V I IV

GM: V I V6

Fig. 89--tJauchzet dam Herrn": modulations, Section

One

The end of this section contains a modulation from G major

to A minor. This modulation is achieved by means of a tem-

porary modulation to E major, which becomes the dominant of

the new key, A minor.

GM: I V I ii

EM: iv V I

Am: V i

Fig. 90--"Jauchzet dem Herrn": secondary dominant
Modulations

Part Two of this work ends as it began, in A minor (measure

81). From here there is a direct modulation to the parallel

major key of A major with the cadence of Section Two con-

taining the tonic chord without the third, There appears 0
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between Section Three and the "loria atri" another direct

mc nation; however, this time it is to the completely n-

re late k C rof maOr.

aeirents o. a? e. --h: relationship of the keys of

the three sections a ( major, minor, A major) corresponds

to the hanezs in the cpomarkings which are , .

There is a slight deviation in the pulse rate of the first

and third sections, tAhefirst be ing marked Alle ro moderato

and the third ;arked Andante con moto. The "Gloria Patrit

is state in f ti.

eop.--T-t fact that Mendelssohn was a fine contra-

puntalst can .be seen i is ability to thematicalLy ger-

minate an entire composition from one melody. By analyzing

them carefully, one can see how each of the melodies in

this position an be related to the first melodic s tate-

ment. The folloWinJ are the eight notes which comprise the

opening theme.

jz2 345 678S

. 91--J'auchzet dem Herrn": tones of the opening
theme
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A melodic fragment used for imitative purposes f rom mea-

sures 12-30 is shown in Fig. 92. This melody corresponds

to tones 5, 6, 7, and 8 of the original theme.

Alaao moderate

5 (5) &7 S

Fig. 92--"Jauchzet den Herrn," measures 12-30

In Fig. 93 is the theme which is used for the contrapuntal

section from measures 51-81. Notice how the last four

notes of the theme correspond to the retrograde of t ones

5, 6, 7, and 8 of the original. Also note the ltwo inter-

vals of the perfect fourth, which suggest a tonal imitation

of the original tones 1-2 and 7-8.

Mcoe____

Fig. 93--"Jauchzet dem Herrn, " measures 51-53

In the above comparisons, it is important to note that

the melodic intervals which have been compared to the ori-

ginal theme are the ones from which each section of the

composition develops its thematic contrapuntal character.
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Many times th melodic character of the bass part will

be moving in contrary motion to the soprano line and, in

some cases, will be a retrograde inversion of the upper

voice a illustrated in the following example.

i. 9--" Jauc hzet dem Hern, measuree s I-45

Harmny.--The harmony of this work is relatively sim-

ple. any of the chord progressions appear in inversion

due to the linear and contrapuntal characteristics of the

piece.

Texture.-- contrapuntal texture prevails throughout

this work but is interspersed with short linear sections.

The second section is good example of Mendelssohnts abil-

-ty to build the texture of a workc by slowly compressing

the entrances of the canonic imitation. The theme used

in this contrapuntal section consists of the following

nine tones.

~~a~flZ IFr-Ir-
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Fig. 95--"Jauch et det Herrn"t: intervalic relation-
ships in contrapuntal theme

The theme, which is first stated with several beats occurring

between the second, third, and fourth statements,begins to

come at much closer intervals until at measures 70-76 it

is stated six times as illustrated below.

oerr -zzAEt I

- - - - - - t--- 14-Si44

Fig. 9--Jauchzet dt Herrn," measures 70-77

Forr.--The form of this work is through-composed.

"ein Herz erhebet Gott, den Herrn"

(" l Do th a fnib theLord"),

p. _9,10.

Me tdu 4 0 -Me Herz erhebe ;t Gott, en errn" is writ n

for our-part mixed chorus and soprano, alto, tenor, and

bass soloists. The txt, in both German and English, I

taken from the Anglican vagificat.

hA-

0I
I
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Text.-.-The rhythmical accentuation of the text co-

plments the melodic nuance of the words in both languages.

There are many places where notes are tied together or

divided to correspond to the syllabification of the text;

however, there are examples of melodic nuance and words

not complementing each other. One such case can be found

in the English verse appearing at the end of the "Gloria

Patri."

und von EC-- -- wi keit G- - -- wig kei+. / - -- men.
world without end. l --. . A - - - - - - - -men.

urd von j-ws kei*z--- - w-e- -Mel. A - -men.
wori c! without end, wi end,- R- -- - - m rn A---- men.

and von E-w-keitz C - - - - wi-ke -A - - - men.
world who4 end,-R.. - - - - - - - - -men.

uvcduonE-wiykeit zu-E-wC-keit. 1 - - -- mn
world withoutaerd. A - - - - men.

Fig. 97--YMen Herz erhebet Gott," measures 282-288

At the end of the merman text on the word :iLkeit, it is

melodically evident that the phrase ends and the Amen at

that point needs to begin a new melodic statement. In the
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English the melodic accents f all at rather irregular places

and are out of context with the rest of the work.

Tonality.--All the keys of the five sections of this

work are closely related to one another. The harmonic

progressions are f or the most part traditional with sev-

eral, temporary and transient modulations occurring, espe-

cially in Sections Two and Four 1 The transitions f rom one

key to the next are handled simply, with each section caden-

cing on a chord which has some definite relationship to the

new key in the following section.

Elements of time.--This work consists of six tempo

changes, including the "Gloria Patri," with no two being

alike.

4 Allegro moderato-... { Andande con moto-jj
93 ' 142

C Maestoso C Andante A 2  Allegro
l 5 l92 2 9

C Grave

Fig. 98--"1ein Herz erhebet Gott": tempo variants

There are no tempo similarities but there are rhythmical

ones. The dotted eighth note followed by the sixteenth,

or its equivalent, appears in Parts One, Three, and Five,

being most prominent in the first half of Sections One and

Three. There is a slight mention of the dotted rhythm in

the second part, but it gains no prominence.
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~elody.--Due to the predominantly contrapuntal tex-

ture of this work, the melodies primarily consist of frag-

mentary melodic material. The opening theme, which appears

first in the alto voice, consists of an ascending interval

of a fourth followed by a descending scalewise motion.

Fig. 99--'tein Herz erhebet Gott," measures 1-4

This melody is contrasted by the second theme which, melodi-

cally, is made up of an ascending scale in a dotted rhythm.

fygojModerato

Fig. 100--"Mein Herz erhebet Gott," measures 9-11

The opening theme can be related to the contrapuntal theme

at the beginning of Part Two of this composition. Note

particularly the large ascending skip followed by the de-

scending scale.



Fig. 1O1--"Mein Herz erhebet Gott," measures 94-97

Harmony.--The harmonic structure of this work is basi-

cally traditional and contains many inverted chords due to

the linear and contrapuntal motIon of the voice parts.

There is an abundance of diminished, major-minor seventh,

and borrowed chords. The following example shows Mendels-

sohn's handling of the diminished seventh chord and also

the contrary motion in the bass to the soprano which he so

frequently employs.

APiIn-ytmoderlo _i.-_., _ -

Fig, 102--tein Herz erhebet Gott," measures 83-89

In addition to the traditional dominant-to-tonic cadences,

Mendelssohn was particularly fond of the expanded cadences,

which would usually contain a pedal tone in the bass voice,

and at times a Phrygian cadence. Two examples of cadences
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are shown here; note the Phrygian cadence and the contrary

motion between the bass and soprano voices in the first

example and the omitted third in the F minor chord, mea-

sure 164, fourth beat, in the second example.

Ieiro rnadera*o

F1ig . 103 --" em Herz erhebet Gott,tit measures

Mees+o5o
i""_

- - -WINL2

-I I"~%~

I I 4 I

90-93

Fig. 10--H"ei nHer erhebet Gott," measures 163-165

Dissonances occur but are usually handled in such a way so

as not to be obvious and most often occur in the form of

a suspension.

Texture.--The predominant texture of this composition

is contrapuntal, with secondary sections of linear motion.

_
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Form. --The form of this work is through-composed.

Sumary

Of all the works written for the Anglican Service,

none are as outstanding as those contained in Op. 69.

These compositions are prime examples of Mendelssohn's

mastery of contrapuntal techniques. Careful attention

on the part of the composer was given to the linear char-

acter of each voice part, giving the pieces a singable qual-

ity which is present in most of Mendelssohn's choral music

but especially so in the works for the Anglican Service.

Minor problems arise in textural accentuations, but

these present no great disturbance.

Chorale Motets

There are eight works that constitute Mendelssohn's

chorale motets. These works are written for three-, four-,

and eight-voice unaccompanied and accompanied choruses.

"Aus tefer oth, " Op. 23, No, 1, and "Mittensir inin Leben

sind," Op. 23, No. 3, are for unaccompanied choruses of

four and eight parts respectively. The following are for

chorus and organ: "Ave Maria," Op. 23, No. 2, for eight-

part chorus; "Veni Domine," Op. 39, No. 3, for four-part

women's chorus. The three choruses for female voices were

composed for the nuns of Trinit$ deiMlonti. "Hymne, " Op.

96, is composed for a four-part chorus and orchestra.
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Schumann, Mendelssohn's close admirer and friend, upon

hearing the "Hymne" stated:

A uniquely beautiful composition, of whose effec-
tiveness one can hardly form an idea after merely
looking at the score. The little piece deserves
to be world-famous, and will be in future; Madonnas
of RaNael and Murillo cannot remain hidden for
long.

Later Mendelssohn, feeling the orchestration was not suited

for the piece, had the sacred verses of the "Hymne" sung

unaccompanied,21

Mendelssohn always took the chorale melodies of these

works seriously and was no doubt influenced by his father.

In a letter to Felix in 1835, his father warned him not

to stake liberties with the chorale.22 Mendelssohn adhered

to his father's advice for many years but in his later works

did allow himself occasional liberties in the citation of

the chorale,2 3

"Aus tiefer :Noth schrei' ich zu dir, "
QpT22L, No. Il

edium.--"Aus tiefer Noth," composed in 1830, is a

prime example of Mendelssohn t s compositional training, which

was steeped in Bach harmony and counterpoint. Radcliffe,

in his biography entitled Mendelssohn, makes this observation:

20Werner, 'endelssohn, p. 213. 2 1kbid.

22elden-Goth, Letters, p. 240, March 10, 1835.

23Terner, M uendessohn, p. 209.
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tHere Mendelssahn imitates the idiom of Bach with consid-

erable success, especially in the second (strophel , which

is a fugue."

endelssohn's setting of this chorale calls for an

unaccompanied four-part chorus with soprano, alto, tenor,

and bass soloists. The vocal range and tessitura lie in

a comfortable range with the exception of the fugue, which

is somewhat taxing for the sopranos and tenors.

Text.--This work contains a setting of all five strophes

of the chorale melody.

Tonality.--The original chorale melody was written

in the Phrygian mode but it appears in F minor in three

of the four strophes under study. 2 5 The final verse is

harmonized in the Phrygian mode,.

Elements of time.--Only one of the four settings of

the chorale melody contains a tempo marking; all the rest

are marked as "Choral" or "Fuge." The following illustra-

tion shows the different tempo and meter markings of all

five strophes.

24 Philip Radcliffe, Mendelssohn (New York, 1954),
pp. 154-155.

2 5 The third strophe, which is in the key of A major,

will not be contained in this analysis as it is for tenor
solo with organ accompaniment. In the middle of this sec-

tion, the chorus enters without accompaniment, but the score
reads "Orgel nit den Bass."I
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Strophe I

Strophe II

Strophe III

Strophe IV

Strophe V

Chorale-I-
I 1$

C Fugue
1 108

Adagio ---- 1

C Chorale,
Andante-
I 0

C Chorale-j-
1 1

(chorus, unaccompanied)

(chorus, unaccompanied)

(tenor aria with chorus,
accompanied)

(alto, tenor, and bass
soloists, with soprano
tutti, unaccompanied)

(chorus, unaccompanied)

Fig. $10--"Aus tiefer Noth': meter and tempo scheme

j ,lody.--The melodic interest of this composition is

based purely on the chorale melody.

Haron.--The harmony remains traditional throughout

with occasional altered chords and secondary dominant chords

occurring, especially in tie fourth verse which contains

the greatest amount of harmonic coloration. Chords con-

taining the C ( major and E minor) frequently display

the Phrygian character.

Texture.--Of the four strophes analyzed, three tex-

tares are apparent; these are shown in Fig. 106.

Strophe I

Strophe II

Strophe IV

Strophe V

Fi.106--"Aus

Homophonic

Fugue

Linear

Homophonic

tefer Not)': textures
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For. --

(A) Strophe I is a simple homophonic setting of the

chorale melody.

(B) Strophe ii is a double fugue whose two subjects

are shown in Pig. 107.

Fig. 107--"Aus tiefer Noth,tt measures 1-5

Measure 26, after the statement of both subjects has been

made in each of the voices, is the conclusion of the expo-

sition. Subjects I26 and II enter respectively in coordinate

voices (tenor and bass) followed by another statement of

Subject II in the soprano at measure 29. From this point

on, there are several false entrances combined with various

types of stretto and counterpoint. At measure 87, two of

the three closing statements of the chorale theme appear

in parallel voices (bass and alto) at a time interval of

two measures. Between the two statements, the tenor and

soprano have counterpoint in the form of a descending

chromatic scale. The final chorale subject is stated by

26For analysis' sake, the first chorale subject will

be referred to as I and the second subject as II.
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the soprano (measure 94); after four more measures of

counterpoint, there is a half cadence on a dominant seventh

chord in the first inversion (measure 104) followed by the

final four measures of the chorale stated in a homophonic

texture.

(C) Strophe IV is a ritornelle and chorale with the

three lower parts (all solo voices) supplying the linear

counterpoint while the soprano (tutti) sings the chorale

melody in its augmented form. After a six-measure pedal

tone in the soprano voice, the work comes to its final

cadence, which contains a Picardy third, but with the tonic

note omitted leaving only the third and the fifth.

Ancjane,Jolce

Fig. l06--"Aus tiefer Ioth, " measures 58-60

(D) Strophe V, as mentioned earlier, is a simple

harmonization of the chorale melody in the Phrygian mode.

This verse is quite linear containing many non-harmonic

tones. The example given below contains the final phrase

of the work and exemplifies the forward motion of the

three lower parts.



Fig. 109--"Aus tWefer Noth," measures 13-16

"4itten wir im Leben sind,"

Medium.--"iitten wir im Leben sind" is the third of

three chorale motets by Mendelssohn and is written for an

eight-part chorus. The chorus is divided between the male

and female voices periodically, giving the work an anti-

phonal effect in certain places. The voice ranges and tessi-

tura are not demanding, with the exception of the two "Kyrie

eleison" passages. In these two sections, the first and

second soprano tessitura is quite high, encompassing A's

and sustained G's. The baritone has one entrance on F1

which is not sustained and, other than this F, the range

is quite comfortable throughout, The other voice parts

lie well within the intended range of the singers.

Text.--This work contains a setting of three of the

chorale verses plus an added "Kyrie eleison" section at

the end of Strophes One and Two.
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Tonality.--DUe to the tonal structure of the chorale

melody, each verse of the chorale is found in C minor for

the first half and F minor for the last. At the end of each

strophe, there is a half cadence which is on 
a G major chord

in the first two strophes and becomes the dominant for the

new key (C minor) of the next verse. The final verse ends

on a half cadence in F minor (C major chord). The tonality

of the first two verses is fairly stable, staying in the

keys of F minor or C minor. However, the last verse has

several temporary modulations appearing at the end of each

phrase. The cadences of the last verse number ten. Of these

ten cadences, three are perfect and seven are half cadences;

of the seven half cadences, there are three i or I-V, two

iv-V, and two Phrygian cadences (iv6-V). The composition

ends on a half cadence (i-V) with a pedal-tone being held

by the soprano voice.

PP -- p - -

e- --eV---1---son.

ig llO--"Kitten wir i eben sino, "measures 223-229



120

Elements of time.--Each of the three strophes, with

the exception of the last, is divided into a slow and a

fast section, The following example shows the varying tempo

chang es.,

Strophe I t Chorale---l ( Vivace
1 2b 29 W7

Strophe II Tempo 1-- f Vivace----I
88 115 116 163

Strophe III 4 Tempo 1-
164.2.9

Fig. lll--"Mitten wir im Leben sind": tempo changes

The second halves of Strophes One and Two, marked Vivace,

gain the greatest momentum in the "Kyrie eleison;" which

is quite melismatic, containing an abundance of fast-moving

quarter notes.

Ky-ri - e e -e- -son, e - - - - --_ . _ .. _,- son

Fig. 12--"Mitten wir im Leben s ind, " measures 137-146

eljy .-- Unlike the "Aus tie fer Both," Mendelssohn

does take considerable liberties with the chorale melody

in this composition. Most of the alterations of the chorale

appear toward the last few phrases and are generally ex-

panded with the use of stretto to prepare for the contra-

puntal "Yyrie. elcson."
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Harmon .-'-The harmonic interest is relatively simple.

inversions are frequent, especially in the "Kyrie eleison"

sections of the first two strophes (see Tonality).

Texture.--The texture of the first two verses is homo-

phonic with antiphonal alternations between the male and

female voices in the first half of each strophe. The "Kyrie

eleison" sections are contrapuntal, with the bass voice

supplying the counterpoint.

The third verse is a statement of the chorale melody

with no changes in tempo or register and no additional

"Kyrie eleison."

Form.--There is a great deal of similarity in the first

two verses. Their formal structures are in three parts,

each of which is through-composed. The final verse, as

stated above, is the chorale melody in its entirety.

$urmmary

Of the two chorale motets analyzed above, "Aus tiefer

Noth" is more in keeping with those of J. S. Bach. "Aus

tiefer Noth" is based entirely on the chorale melody, but

"Mitten wir im Leben rind"uses the chorale only as a point

of departure.
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Sacred Choruses for
vixed Voices

"LEre sei Gott in der H8he"

edium.,--"Eh.re sci Gott" was composed in 1846 and is

written for a double chorus of mixed voices and soloists.

The vocal ranges are w ell within the capabilities of the

average choir with the exception of the bass; however,

where the bass range is particularly low, it is reinforced

at the octave by the baritone. There are several F#ts and

Ets and one low D at the final cadence.

Text.--The text is divided into four verses. Each

verse is handled with a different textural treatment to

adhere to the connotation of the text.

Tonalit.--Ths work opens with a short introduction

in A inor and modulates to the key of D major in which the

next section begins. This key is firmly held until measure

24; there begins a transition to F mnor, which is firmly

established at measure 33. F# minor remains dominant until,

at measure 72, there is a transposition to A major, in which

the work is concluded.

12 33 507"2:1
133Fig. 113--"Thhrc s lQottit: key scheme
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Elements of t ile .-- There is but one meter indication

and that is 4 time. Within this meter, there are four tempo

variants, which are Anante conmoto, A g (measure 13),

Adagio (measure 50), an dA te (measure 72).

A quarter note followed by a half note is the most

dominating rhythmic pattern of this work and becomes espe-

cially promnent in the Adagio section and is used anti-

phonally in the ALlero section, measures 34-37.

/ J t
_ Q/s.VVEEL.CSI C w IAI~l flU WWV

.1 1
,ryrrt t "r7e curl n ..

I I

tl 

3

AV _ mgmgl6fl / Mtl tliFPll

Imp
a4L 

3

md&g

Fig. l1l--"Ehre sei Gott, " measures 34-38

In the Adagq section, it is ised in the principal motif.
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Ptg. he s Cott," measures 50-52

In the final Allegro section, the figure becomes part of

the theme of the concluding contrapuntal section.

Fig. 116--"Ehre set Gott," measures 88-90

telody,--The melodic interest lies mainly in the con-

trapuntal sections which consist oif short melodic fragments.

The vertical structures do not merit any noteworthy comment.

In such case, the soprano or highest voice will usually fol-

low the curve of the demanding dynamic level. The following

is an example of the interest lying mainly in the texture

rather than the melody.
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, dAne net e nmed

Eh -ye,0- re, Eh-vesei Goff hnd

Fig. 117--"Ehre sei Gott," measures 1-6

In the antiphonal sections, the melodic interest consists

of disjunct fragments (see Fig. 114).

___ 1 -1-1-

-Alt

Fig, 118--"hre sel Gott,tt measures 72-76

Two of the three contrapuntal sections contain more con-

junct melodies with a more lyrical quality, which in turn

creates a pleasing contrast to the vertical and antiphonal

sections (see Fig. 115 and Fig. 116).

Contrapuntally, there is one opposition to the above

lyrical movement of the motives, and it occurs in the opening

Allegro section.
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Fig. 119-"Ehre sei Gott," measures 22-24.

Harmony. -- The harmonic stru ture of this work contains

a great deal of both major and minor seventh chords with

minor sevenths occurring mos tfrequently. Many first and

second inversions are used, especially in the linear sections.

When this happens, the bass part usually moves in contrary

motion to the uppr voice.

I .~& Eu~__

I _ S

I , --01,oI~A fLl

ig 120-"Ere sel ott," measures 102-108

Bass motion at a descending third is frequent. The

following is an example of just such a motion.

,

_ .

. :

ieq oo

--
.m +.x s .y _. ...
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g. 121--"Ehre sei Gott," measures 37427

Romantic inf luences are apparent in the harmony of this coM-

position, especially in two of the three final cadences in

which the peal-pcint is used to increase the intensity of

the dissomnces and the completeness which it brings at

the re olution. The phrase preceding the final Allro

section is shown here.

Fig. 122--"EhP sei Gott," measures 70-71

2 7
The rhythm has been altered but the harmnonic rhythm

is unchanged.
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Texture.--Tts work contains three basic sections

with a short introduction. The texture is quite varied

and changes frequently. The longest period any one texture

is heard is in the Adagio section, but this has its con-

trasts in the alternation of the solo voices and chorus.

The following gives the texture or textures within each

section and their duration.

Andante con moto Allegro
Introduction

Vertical I1Vertical- Contrapuntal--
12 22 33

(Allero) Adagio Allegro

Antiphonal-A-Contrapuntal-iIIAntiphonal
50 71 3

(Allegro) (Amens)

Contrapuntal- 4 Linear---jVerticalI
93 108 112

Fig 123-- Ehre sei Gott": textural scheme

Form.--This work, as mentioned above, is divided' into

four sections with an additional "Amen" section. It is

completely through-composed.

"Traueresang," Q. L. 116

Medium.--The "Trauergesang" (Funeral Song) was composed

July 8, 1345, in soden, Germany. It is written for a mixed

chorus of four voices and, in regard to range, places little

burden on the singers.
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Text.--The he t, y Fira lein Aulenbach, is divided

into two d-istinct sections. The first deals with the be-

reavement of the lover for the beloved: "Ach, ihr Liebling

ist nicht rnehr.' (Alas, her ]Lover is no more.). The second

section contrasts to the first by a change in the text from

the loss to the eternal peace of the departed: "Lachelnd

schlie er ein des >imels Frieden" (He smiles locked in

heaven's peace) .

Tona: ty.-- Lthe changes in tonality occur at the point

of th changes in the text. The first portion is in the

key of G minor and the s condo in the parallel major (G

ma jor).

leerents a'c Wi4e.--T two meter and rhythm changes

areI llustrated.in Fig. 14.

Andant e3 Andante con moto, dolceI
4 686

ig. Lk--"Traueresang"; meter and rhythm changes

'elodr.--Melodic interest of the first part is of little

importance as indicted by the vertical harmonic and rhythmic

sonorities and the incoherent phrases. In direct contrast

is the tematic material o the second section. Written

in a purely hormophonic style, the well-balanced sy retry

of the phrases produces a purely classical effect as seen

in g. 12.
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Andante con ma/B .6pceo

Fig 125--"Trauergesan~g," measures 37-43

The vertical structure of the first part and the homo-

phonic texture of the second part d ominate throughout this

work and allow complete attention to the text and melody.

There is a complete absence of any kind of contrapuntal de-

vices with the exception of a short passage of tonal imi-

tation which occurs in the first part between the alto and

soprano voices.

Andante

Fig. 126--"Trauergesang," measures 22-26

Harmony.--Harmonically, there is much difference in

the two sections of this work. The harmonies in the be-

ginning section are far more complex than the latter por-

tion, and the harmonic rhythm changes far more rapidly at

the beginning than at the end, The harmonic complexities

and harmonic motion of the beginning can be illustrated

by the follo ing example.
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2ig. 127--'Trauergesan,u" measures 7-9

TexLure.--As mentioned earlier, this work is composed

of two contrasting textures: vertical and homophonic.

The following example includes the last three measures of
the first section nd the first thre measures of the

second, end illustrates the change in character of the work.

Andante indnte GOD)ot, lee

Fg. l28--"rauergesang," measures 3439

0r M-Thiswork is t hrogh-composed in a simple binary

farm.

Afncani
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Sumary

These compositions, which seem not to have been written

with any specific liturgical purpose in rind, contain far

more Romantic qualities than Mendelssohn's other sacred

choruses.

Sacred Choruses for
Male Voices

There are two sacred choruses for male voices contained

in Op. I15, and these are the only published sacred works

for unaccompanied men's voices.

"Beati Mortul, '. _1_5, o, 1

iedium.--"Beati dMortui" is written for a four-voice

male chorus and soli. The solid sections occur in alter-

nation with the full choir. The ranges are moderate, es-

pecially in the two inner voices. The first tenor tessitura

lies between 1 and G favoring the three upper notes.

Text.--The text appears in both Latin and German, the

Latin being first, and is divided into three sections; the

first and last sections are the same.

Tonal ty.--This work is written in the key of C major

with frequent visitations to closely related keys.

Elements of time.--This work contains no tempi changes

from the origi nal tempo of Andante sostenuto.j=842 There

28The two compositions contained in Op. 115 are the only

sacred compositions that contain metronome markings.
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ar ,pre domina t ing ryth mi pa tterns ; a lt ho gh t he following

rhyhti. uuwappear sv rl times, there are no sequential inyth-

mic ccurren.es4

Anatessent.? 1

" and

.12f--"-Bt r.rtii:rhythmic patterns

,od:K--QThe relouic interest i subordinate to the

e1.f _r in Vhe greter mj ority of this work.

There c -eertain eodi s tiretnts o th e ord mort&.

which occur regularly in th fiist setior. The first

syllble oi the ord moifalls en . strong beat of the

measure@Qfd usually creates .d disonnce with another voic,

T rial twoVsyllables come on the solution of the ev-

nthrt by t : first syllable as illustrated below.

Aqdanta sosfenuto.#- "
may0emu- i

a- -_- Mir b

4 4 -LL

Ng. lJ--'Be8ti Norh'ul," measures (-7
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The ascending scale is used at measures 29-36 to build

a crescendo. The ntensity of the crescendo is strengthened

b the repeated C in the baritone voice.

Aci anteg f nio 4_

Fig. 131--"B& I Morti, 'measures 29-36

There is a short conjunct Melodic fragment, consisting

of an ascending leap o a fourth and a descending scale,

which is use imitatively in the fnaltwelve measures.

Andan e so+enuto. A=84

Fig. 132 -- "Beat hortui," measures 44-49

Harmony.--As mentioned earlier, there are frequent

visitations to closely related keys which are accomplished

r n 
.wP. x

" - s wnum pus

I I... I II I
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by secondary dominant chords and borrowed chords. Sevenths

occu r frequently and are, for the most part, products of

passing tones. Most sevenths resolve naturally, although

they may be prolonged over several measures a s seen in

F9, 1_.

iendelssohn' s harmonic progressions are traditional,

in keeping with the practice of the seventeenth and eigh-

teenth centuries; however, he does allow himself certain

harmonic libertie s as seen in t he retrogre sion I-V-IV-I.

Antanfe Sos-en t+o. .I=84

Fig. 133--"Beati hortui," measures 1-3

Texture.--The most dominating texture of the compo-

sition is vertical, allowing a clear declamation of the

text. There are two short sections of imitation which oc-

cur between measures 6-9 and 4-55.

Form.--An ABA fork can be found in the text, but musi-

cally this work is through-composed.



136

"Periti atem, O 15., No. 2

i edium.--This work is written for a four-voice male

chorus and, due to its forcefulness, contains a high tessi-

tura, especially for the first tenor whose highest note is

an A natural.

et.--The text appears in Latin and German respec-

tively.

ToyalQr.--"Periii autem" is written in the key of D

major and contains frequent visitations to closely related

keys.

Elements of time.--This work is a fast- oving and

pulsating piece. It is marked , Allegro vivace. J=96.
The last nine measures are marked marcato with. an Adagi

appearing at the final cadence.

There are many quarter notes which aid in the rapidity

of motion. The following rhythmic pattern is used greatly

throughout with particular attention given to the dotted

eighth followed by the sixteenth note.

Ails5,'0 ulvaca .4: 96

Fg. 134-- "eriti aut," measures 4-6
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_elody.--The opening melody consists of a period with

contrasting antecedent and consequent phrases. The con-

trastin character of the phrases is used throughout the

composition: the first phrase in the homophonic sections

a nd the second in the imitative sections.

aro.--The harmonies are relatively simple. There

are frequent uses of pedal-tones, quasi-modulations to

closely related eys, and seventh chords occurring as a

result of the melodic motion of the voice parts.

Texture.--This work, as mentioned earlier, is quite

dynamic and, :orcefl. The texture alternates between homo-

phony and imitation.

For .*--&he form is a strophic song with two verses.

There is a coda which occurs in the last nine measures

and is taken from the opening phrase.

Surmmai:

The two choruses for male voices "contained in Op. 115

are of contrasting character as seen in the anali nations.

"Beati Mortui" is slow and sustained, containing a very

lyric and Romantic application of harmony and non-harmonic

tones. ".er.ti autem" contains similar Romantic qualities

but is faster and more dynamic.



138

Secular Choruses for
$ied Voices

"telPriel," Q]j, No. 2

ie diun. --_-ie Prime" is compo se d for a four-voice

mixed chorus and contains a limited range and low-to-medium

essitura in all voices.

Text.--The poe, written by 1. Lenau, contains two

verses.

Tonalitr.-Ti's work is written n the key of major

and has very few altered chords and modulations.

:emqents a t i me.--The signature and tempo marking of

"Die ri el" are 2and Allegretto. The eighth note ol-

owed by two sixteenth notes occupies the position of

rhythmic importa a nd is used extensively throughout

t composition (see Fig. 135).

MelodLy_--Nelodicall this work is disjunct and lyrical.

AIteyret+o

Fg.- 3S -- "D e ime ,l meare1-
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Beginning at measure 3, thre is a short section of a musical

dialogue between the tenor part and the other three voices.

This dialogue sontiued until, a measure 11, the three

lower voices continue with a rhythmic and melodic figure

while the soprano sings on arpeggated descant.

Alegret+o

P PP ___________________________________

F g 13 -"Die Pri e,"ma s ure s 1-3

arony,--The haron' progressions of "D rimel"

are relatively simple. Ti complexities cc as a result

of the :on-hamaonic tones.

Texture.-- he texture of ths conpos i tion is homophonic.

Form.--This piece is a traphih song containing two

verses.

"I Gr nen," . .%, No. 1

Media .- " Grrnen' is written for a four-voice mix

chorus. Th voice ranges are quite limited: tenors' and
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sopranos' highest tones are El and E2 respectively, and

the lowest tone for the bass is A.

Text.-Th text is by Helmine v. Chezy and consists

of three stanzas,

Tnalil.--This work i written in. the key of A major

and contains only three transient modulations to closely

related keys.

Elements of time,--The meter and tempo marking are

Andante con motor. This piece, like many of Mendelssohn's

other secular songs and o ame extent the sacred works,

begins with a feminine anacrusis. There are no regularly

occurring rhythmic patterns.

S elody.-_-The melodic interest of this composition con-

sists of a period with two contrasting phrases, the last

of which is extended three measures. The antecedent phrase

is more lyrical and disjunct than the consequent phrase*

The examples below contain the first few measures of each

of these phrases.

Ardan+e aorimotaO9

Fig. 137 -- "I Grtnen, " measures 1-2
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Andante aono.

Fig. 138--"ImGrUnen," measures 4-6

Harnony.--The haronic progressions of this composition

are very simple. Pedal-points are used on two different

occasions: the beginning and the end of thework. The

following example shows the use of pedal-point at the be-

ginning of the composition.

Aindantea can rmM.

Fig. 139-- t Im rUnen," measures 1-2

The three lower voices are used as a type of accom-

paniyent troughout, sustaining a chord while the soprano

continues the melodic interest.
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Fig. 140--"Im Grtinen,'" measures 4 8

Texture.--The texture of this composition is homo-

phonic.

Fora.--'Im Grinen" is a strophic song containing three

verses.

4 1eujahrslied," 88, _No. 1

Medium.--"Neujahralied" is composed for a four-part

mixed chorus. The voice parts are low and are quite fea-

sible.

Tex .-- The text was written by J. P. Hebel and con-

tains rour verses.

Tonality.--This work is written in the key of E major

and contains a moderate amount of transient modulations.

Elements of time.--C, Assai sostenuto are the signature

and tempo marking. There are no predominant rhythmic pat-

terns. There are several measures which contain a dotted
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quarter followed by an eighth and two quarter notes, but

these cannot be construed as an important rhythmic pattern.

Melody.--The first three strophes consist of three

contrasting phrases, each containing certain lyrical qual-

ities. The first three strophes are exact repeats of the

music; however, a different musical treatment is used for

the final verse with the exception of the final four measures.

These measures are a duplication of the final four measures

of the first three strophes.

Harzonz.--This work contains several secondary domi-

nants and temporary modulations to closely related keys.

The harmonic progressions become quite complicated in the

fourth verse, as illustrated in the following example.

t I1 _t

Fig, 1--"Neujahrslied," measures 40-44

Texture.--The first three verses of "Neujahrsliedlt

are homophonic; however, verse four is more concerned with

the vertical structure and the sonorities created by the
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harmonic progressions. The final five measures of verse

four are ag ain homophonic.

Form.--This work is a :strophic sng containing four

verses with a slight musical deviation of the first nine

measures of the last verse which suggests binary form.

Summary

Mendelssohn, no longer bound by self-imposed litur-

gical limitations, allows himself more of a compositional

freedom in his secular works. There is, however, a concerted

effort expressed on the part of the composer to maintain a

simplicity which properly conveys the folk-song qualities

of these compositions. As in most of Mendelssohn's choral

works, the harmonic progressions are relatively simple;

and when complexites do occur, they are usually a result

of the texture.

Secular Choruses for
Male Voices

"Liebe und ein, "9Q.LL, o,

Medium.--"Liebe und Wein is written for a four-voice

male chorus and baritone solo. There are occasional soli

passage s, but the se do not require special solo voices.

As inmost of hendelssohn's male chorus music, the

ranges are moderate, but the first tenors range is high

with Al's and Bits. The bass part encompasses almost two

octaves from Elto F.
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Text.--The source of the text is unknown, but the

jovial character of Mendelssohn is apparent in this com-

osition. A short note of instruction is given to the

performer s s.Im betruke nen Ton Tu sin;en (Sin n 1n a drunken

tone ).

Tongl,. '--The first strophe of "Liebe und Wein is

in the key of G minor and the second is in the parallel

major. There are very few modulations and those that do

occur are usually of a transient quality.

Elements of tine.--'his work contains four tempo and

reter changes. These changes are illustrated in the fol-

lowing e example.

SMa e Qs4so f Allegro molto
13

5As)salae stoso-jj4Allegro molto
62 0

Fig, 12-Lp"Ltebe und ein": tempo-<eeter changes

In the quadruple-simple sections the dotted rhythms

are predorinant; in the duple-compound sections the dotted

quarter note followed by three eighth notes and the quarter

note followed by an eighth note are the characteristic rhy-

thaic pat erns.

%lod.--The first and third sections are made up of

the baritone solo with short responses f ron the chorus.
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The duple-compound sections are composed of canonic

imitation of the following melody.
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E bsin-geftns schneller-be, bran- Sa
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- uns schnell her-be ,

g 14--Le be nd Wein, me asures 62-65

rfony.--Th3 harmonic progressions conain a&geat

dead v senths. The ii is frequently used along with
5

the #;iv i h resolveto the f. The following is an

example of this progression.

a h~

I It I V

I I I or1

BF RCP 1. eere~ wa ~ r 1

Figs. ,47--"Li-ebe and Win:,"t measures 20-25

Romantic elem ents ,r apparent. T following are

threeIexamples of nL s. n I more progressve larmonic

wIrAtng. The first sadouble pedal-point with two voices

moving in parallel descending thirds.
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Allegro noL+ o

F1g. 50-"Liebe und Wein," measures 102-105

Textur.There are two strophes i this composition.

Each srophe, although in different keys, is t exturally

the same. They are divided into two sections, the first

part of which is for the baritone solo voice with the chorus

offering intermittent responses. Part Two is a fast-moving

imitative section.

Fori.- "Liebe und ein" is a strophic song, each verse

con airing two distinct sections (AB).

"Im Sden," Oj .120, No. 2

Medium. 1--"rIden" is compose dfor a four-voice male

chorus. The voice ranges and tessitura are excessively

hih.

Text.--The poem, whose author is unknown, contains

three stnzs.
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Tonaz.-This composition is written in the key of

B major and contains a moderate amount of secondary doti-

nant Chords.

Elements of tide.--The prevailing tempo and time sig-

nature are , Andante. There are no outstanding rhythmic

pat terns but rather the rhythm follows the accentuation.

helody. --This work is composed of one period consisting

of two lyrical and contrasting phrases. The second phrase

contains a two-measure extension. The following is the

melody on which this work is based.

Andati{a

Fi. )51--" Sden," measures 1-il

Hxaony:.--T e ha riony is relative ly simple in kee ping

with the simple folk-song character of the work. The fol-

lowing is an example of the internal direct modulations

employed in this work.
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Fig, 152--"Im Stden," measures 4-6

Texture.--This piece is written in a simple homophonic

texture,

Form.--."m S "den" is a strophic song containing three

verses.

"Abendsttndchen, " Op. $_, No. 2

Medium.--."Abendstgndchen" is composed for a four-voice

male chorus. The range and tessitura of the various voice

parts are not too taxing vocally.

Text.--The text was written by Joseph Eichendorff

(1788-1857), who was a German poet and one of the followers

of the Heidelberg romantics. During his life, his works

had a most popular appeal. His poems have been set to music

by several German composers of the nineteenth century, among

whom were Schumann, Wolf, Brahms, Pfitzner, and Strauss. 2 9

"Abendstandchent contains three verses.

2 9 Uillibald Erhard K.hler, "Joseph Eichendorff,I" Ency-
clopaedia Britannica, VIII (Chicago, 1963), 92-93.
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Tonaliy.--This composition is written in the key of

Bb major and contains transient modulations through closely

related keys, for the most part.

Elements of time.--The prevailing meter and tempo are

, Andante ss tenuto. There are no other tempo or meter

alterations in the score.

The dotted eighth note followed by a sixteenth note,

which appears on the third beat of the measure, is the most

outstanding rhythmic pattern and appears in six of the four-

tee measures.

elo dy.--This work consists of one pe riod and a six-

measure phrase extension. The period consists of two con-

trasting phrases which are conjunct and contain a certain

amount of yric quality.

HarmoL.--The harmony becomes somewhat chromatic toward

the last seven measures.

Anaanta soas enwoto

Fig. 153--"Abendstandehen," measures 6-1l
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Texture.--The texture is a simple homophonic style.

Form.-This work is a strophic song containing three

verses.

Summary

Sall of the unaccompanied music by hendeisson, the

works for male voices exhibit the greatest amount of Romantic

qualities. This is most apparent in the harmonies . s they

contain an abundance o sevenths and ninths which are always

approached in a s oot. linear motion so as not to cause any

problems or the singers. In most cass, these part-songs

are very dnandi: vocally and sound their best when performed

by more mature voices.



CHAPTER IV

ANALYTICAL COMPARISONS

Introduction

From the analyses presented in Chapter III, several

comparisons can be drawn regarding the compositional style

of Me delssohn's unaccompanied choral music. Although

Mendelssohn was not an original genius like Schumann, Chopin,

or Berlioz, his many innovations and idiosyncrasies are

hidden under a conventional technique of presentation; 1

therefore, through a comparative analysis of the various

musical elements in Mendelssohn's music, definite composi-

tional and characteristic traits can be identified.

The comparative analysis will follow the same outline

as the individual analyses of works in Chapter III; however,

all of Mendelssohn' s unaccompanied works will be considered

rather than individual works.

Medium

Number and Type of Voices

Mendelssohn's unaccompanied choral music is written

for either four- or eight-voice male or mixed choruses.

-Louise H. and Hans Tischler, "kendelssohn' s Style,"
Music Review, VIII (1947), 273.
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These choruses fall into six categories: our-voce cho-

ruses, eUght-voicechoruses, four-voice chorus and Sall,

eight-voice chorus and soli, eight-voice double chorus,

and eight-voice duble chorus with soli. The following

char is a] is t ng of the number of choruses written in

these different vocal combinations.

TABLE I

Ur e COMPOSITINIT....S ITTE
FOR Vja r UPE

Secular

Type of Chorus Sacred

ale Mixed

sour-voice chorus 4 9 28

Eight-voice chorus 5 0 0

Four-voice chorus 0
with solid

Eight-voicecaorus 2 0

Double chorus 1 0 0

Double chorus
with sol
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Voice Ran " and Tessitura

The voicaurange and tessitura of the unaccompanied

choral music 1 fFellI Mendelssohn are, for the most part,

moderate; however, there are works which contain cons d

rabl high notes in the soprano and tenor parts. The bass

voice also contains a feypassages which are quite low.
he olowing illustration shows the most extreme and

the most mm n ranges employed by endes ohn. Tones lying

between the Pairs of half notes indicate the most frequented

ranges whereas the tones between the half notes and quarter

n indicate the extreme ranges both the upper and
lower registers.

ig. 14--Part-songs for male chorus* vocal rang

and tessitura

U I

F g, 155-Part-songs for mixed chorus: vocal range
and t sstura
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Fig. 15--Sacred choruses for mixed and maile voices
vocal range and tessitura

Text

In contrast with Liszt and agn r, Mndelssohn was

no mood-composer id disdained the musical illustrations

of words and praes.2

Most of the texts for the sacred works are Biblical.

Many of the words in the accompanied and unaccompanied

works are from the Book of Psalms.

The secular texts are poetic and are taken from the

romantic erman works of Goethe, Eichendorff, Heine, Fal-

lrs'eabn, Scott, chert, Platen, H 81y, Uhland, Lenau,

hezy, Hebel, and Schttz. A majority of the texts are

taken from the first three poets listed above.

Character

Several of the poems contained in the part-songs are

of unknown origin, but are of a similar character to those

of known origin. . great majority of the poems are of a

2Eric erner, Mndelssohn: A New Image of the o-

Posr and is Age ( York,1964TTtp.~77-
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real or imitative folk quality dealing with subjects of

nature and love.

Tonality

IKys

TMendelssohn uses no keys of any more than four sharps

or flats in his unaccompanied choral music. He is by far

TABIE II

KEt RELATIONSHIPS

Major Keys Minor Keys

Type of Music Sharp Natural Flat Sharp Natural Flat

N K N K T K NK

Secular part- 2 GI 2 CM 1EM 1 Bm . ... 1 Gm
songs for 2 Di
male chorus 2 E

Secular part- 3 GM 2 M 1 F I . ... 1 Ar . ...
songs for D M 3 E M
mixed chorus AN 1 A

EN

Sacred mixed 2 GM 1 CM 1 IF 1 Em 1 Am ID.
and male 3 D 1 B M 1 Qm
chorus 2 A I E M 1 FM

9 2 2 4
Totals

42 3

*N, Number of keys ; K, Kind of key.
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more partial to maJor keys than minor, especially in the

secular part-songs; further, he preferred sharp keys to

flat keys. the above table, the relationship of keys

is evident.

Eight of the unaccompanied choral works begin in a

minor key and transpose to the parallel major key. Of the

minor to major tonality changes, three occur in the sacred

works, two in the secular part-songs for male chorus, and

three in the secular part-songs for mixed voices.

Modulations ard Key Relationships

With only rare exceptions.the relationship of keys

is close in Mendelssohn's choral music: to keys containing

the same signature or to'those containing an addition or

subtraction of one accidental.

Modulations are of three types: common chord, in-

ternal direct, transient. Direct modulations to closely

related keys are few and direct modulations to remote keys

are quite rare.

In the writings employing a vertical or homophonic

structure the common chord modulation is most used, whereas

the more horizontal structures use the internal direct or

chromatic modulation.

The sacred compositions contain an abundance of in-

ternal direct modulations. Modulations of this type will

be expsnded over several measures, sometimes dominating
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the entire middle portion of a section or a short composition.

en elssohn affinity for melodies based on chromatic scales,

specily ascendug ones, accounts for many of his extended

sequential modulations.

Anciante can rothb-i

atat v Stp 4

____ re rr~~ . r

I'Nnjante con ivigift)
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Fljg 17 -- "Der zweiundzwanzigste Psalm,! p. 78, No,

3, measures 62-67

odulatons the secular part-songs are rot as fre-

quent as those the sacred works. This infrequency of

brdulatort devi es i due mainly tMo mnde l sohn' s attention

to the olish smplicit of these works. Many of the

part-songs, however, are exemplary Mendelssohn' romantic

tendencies; unlike the sacred songs, they are not restricted

d'e to their intended musical usage.

I

.. / 

AOW

3

1214 4

7 "

-il
, V'-Fr - 5 5-Ir

I

.

I

,



161

Elements of Time

Time Signatures

in the n'cco i d chwral music of >endel sohn,

there is marked preference for simple rather than com-

poxd te sigatures. in the unaccompanied sacred music,

there are no compound meters, and in the secular pieces

over 80 per cent are in a simple meter. The following

table shows the nrber and types of meters used in Mendels-

sohn' s una companies choral mus c.

TABLE III

UMB:E AND TYPES OF MTRS

Simple Meter Compound Meter

Type of Kus:c
DT Q D y sT

Secular part-songs 4 3 0 0
for ma.e chorus

Secular part-songs 11 1 0
for mixed choru

Sacred mied and 4 0 10 0 0 0
male choruses

13 7 26 8 1 0

Totals

46/9

D, Duple; T, Triple; ' , adruple
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There are some works which contain combined meters. These

combined meters are listed below:

Secular: aru-son for male chorus

1 - quadruple simple to duple compound

Secular: Part-songs for mixed chorus

l - triple simple to duple simple

I - triple simple to dufle simple to triple simple

Sacred: Mixed and male choruses (all meters are simple)

3 quadruple to triple to quadruple

I - duple to quadruple

I - duple to quadruple to duple

l - duple to quadruple to duple to quadruple to

duple

1 - duple to triple to quadruple

- quadruple to triple

There are many more mixed meters among the sacred songs due

to their length and to the character of the text. The part-

son are generallyquite short in comparison with the sac-

rede works and contain very few time changes.

fhltuic Qatterns

Compared with other romantics, Mendelssohn's rhythmic

patterns are quite simpe and classic. Syncopes and triplets

are almost totally lacking in the melodies, as are fast

dotted rhythms. iuiet, evenly flowing rhythms with some

dactylic and trochaic dissolutions prevail.



163

Melody

Linear Character

The melodic structure of the sacred music consists

of small melodic fragments, thus placing the emphasis on

the d eclamation of the text rather than the lyric qualities

of the melody.

The secular melodies are of a folksong character and

contain a certain sy metry of forr. The periods and double-

periods are frequently used and are most often contrasting

as well as the antecedent and consequent phrases contained

within the periods.

Melodies are dominated by feminine beginnings and

endings. This predilection "seems to originate in Italian

folk and art music which iendelssohn absorbed on his trip

to Italy."3

Prominent Patterns

The use of diatonic progressions is apparent, es-

pecially in the beginning of the melodies. Opening phrases

outlining the tonic triad, either in its unchanged form or

by filling in the chord with passing tones, are often em-

ployed. When this is done, there will usually be an in-

terval of a third between the first two tones, as illustrated

by the following example.

3Tischler, pp. 261-262.
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)$

jig 1583- Melodic patterns

mEmphas on ZcaSleDgrees

The intensification of the fifth of the chord is often

achieved by temporarily raising it to the sixth and senti-

enally resolving it down. This is most frequently cnnd

in minor keys.

-- rr .-- :

AMea GQ44,tneIn 6.4) warumastJaamich uver- las -sere?

Fig. 19--1er zwe'tundzwanzigste Psalm," Ops 78, No.
3, measures 1-3

Qwm. end 4treaeteac %mi* ti-tarn I

Fig. 160--"Der zweite Psalm, "O. 78, o. 1, measures
110-112

There are occasions when Mendlssohn would favor the sixth

degree of th scale by leaping upward from the tonic or

mediant to the submediant and then resolving downward to

the dominant,

SOI b.ileetf

-,,, ,..

, ..-

. .. -
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Fig. 161--"Der dreiundvierzigste Psalm," Op. 78, No.
2, measures 1-6

Fig. 162--"Sechs Spr Iche: Am Neujahrstage,' "Op. 79,
No. 2, measures 1-5

Harmony

in harmony, also, Mendelssohn was an individualist.

Measured by Romantic standards, he remained a Classicist,

but nevertheless he cultivated certain harmonic effects

in a thoroughly personal way and thereby created his own

characteristic style. Whereas other romantics explored

the possibilities of chromatic and enharmonic modulations,

he profusely employed the use of non-harmonic tones, namely

the suspension and appoggiatura figure. Many secondary

seventh and ninth chords are found, usually as a result of

non-harmonic ornamented tones, among them especially the

chord of the sixte ajoutee (a chord with an added sixth),

resulting from pedal-points, anticipations, or passing tones.
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Non- armonic Tones

Mendelssrohn made great use of the suspension, especially

those of the double and triple f orms. Here he differed

from the Viennese Classics. The Classics would almost al-

ways prepare their suspensions, especially the double and

triple suspensions, but Mendelssohn' s suspensions would

more often appear as a result of the seventh and ninth

chords and were usually accompanied by contrary motion in

the bass)

Cadences

Many of Mendelssohn's cadences are extended by means

of a pe dal-point and often contain transient modulations

to the subdominant by means of the tonic chord with a flatted

seventh. The minor subdominant chord is frequently employed

in major keys.

Texture

Sacred Music

The textures employed in Mendelssohn's choral music

are largely dependent upon the texts and their characters.

This is especially true in the sacred works. Even in the

most contrapuntal involvement, the text always remains

clear and, usually to safeguard against misunderstanding

of the words, Mendelssohn will use only a small por tion

.ischle, p. 264.
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of the text, repeating it several times before continuing

with new textual material.

Secular Music

The part-son6 s are written in a homophonic texture

with a few notable exceptions. These exceptions are based

on canonic imitation between the ale and female voices,

The female voices, or the male voices, sing the entire first

phrase or period in parallel thirds and sustain the last

note in the form of a pedal-point while the other voices

repeat the previously sung melody. In some cases, the first

voices will sing a counterpoint to the second entrance of

the orinal melody.

In many of the sacred and a few of the secular works,

Mendelssohn makes use of an antiphonal alternation between

the chorus and soli voices. The soli passages, by all in-

dications of the scores, are for small ensembles rather than

one voice on each part and are designed to present a dif-

feren sonor ity of sound,

Voice Crossing and Doubling

There are places in these choral works where Aendelssohn

will cross voices for no harmonic or melodic reason. Such

crossings can only be construed as an attempt on the part of

the composer to enrich the quality of choral sound. Other

examples of such enriching vocal arranging can be found in
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the voice doubling. Many times in the male voice, the second

tenor will be found underneath the baritone voice, thus

thickenin the sound of the texture.

Form

Sacred Music

Due to the narrative-dramatic character of the texts,

most of the sacred music is through-composed. Many of the

sacred works open with a short introduction from two to

four measures in length, These introductions are usually

for a solo voice or a section of the chorus.

Secular Music

The greatest majority of the secular music is in stro-

phic song form; a few are bipartite, especially those with

a more folksong quality,

Conclusion

The unaccompanied choral music of Mendelssohn varies

greatly in quality and scope. Many critics of 4endelssohn's

rusic, both his contemporaries and those of today, disap-

prove of his works, and especially his sacred music, His

choral music always remained to him something of a func-

tional rather than a strictly artistic expression, and he

was constantly trying to find the proper balance between emo-

tionalism and puristic restraint. Looking further at Mendels-

schn's scores, it can be seen that an even greater refinement is
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apparent 'n his later unaccompanied music, This simplifi-

cation of his music was a quality which he had been striving

to find for many years. Even in his secular part-songs,

Mend elssohn restricts himself by maintaining a folksong

simplicity. Despite all these self-imposed bonds, the mas-

tery o Mendelssohn as a composer is clearly evident; and,

although some of his compositions are of a more excellent

quality than others, none can be said to be poor.



CHAPP iV

SUiAiY, C NCCLUIuN, AND

rEC 7flMENDATIONS

Summary and Conclusions

The Purpose of this study was to analyze for reasons

of int erpretation the unaccompanied choral music of Felix

:endelsson. In older to answer this problem, it was neces-

sary to answer the following three ques tons: (1) What are

the stylistic characteristics in each of the compositions

selected for examination? (2) What comparisons and con-

clsions based on the analyses can be made concerning the

character of compositional style in Felix Mendelssohn' s

unaccompanied choral music? (3) What conclusions can be

made concerning the interpret tion of Felix Mendelssohn' s

unaccompanied choral music based on the compositional style

of his music and an understanding of his musical attributes?

The state of choral music of the nineteenth century

was influenced greatly by the social and political orders

of the day. 'The Industrial Revolution brought about changes

in the economic and social status of the world which af-

fected the complexion of the music world,

In the nineteenth century, there are found three dis-

tinct types of choral music. These types were (1) part-songs,

170
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which were the favored music of the century, consisting of

folksong harmonizations or pieces of a folksong quality;

(2) music on liturgical texts or intended for church ser-

vices; and (3) works for chorus, soloists, and orchestra,

usually of a secular nature. The latter division of the

nineteenth century choral music was the type which allowed

composers more expressive freedom and, therefore, was the

more popular.

Felix Mendelssohn was born in the early part of the

century and cultivated all three areas of nineteenth cen-

tury choral music. His family was of a high social and

economic rank and, as a result, he was able to receive

some of the best academic and musical training available.

As a performer and composer, he blossomed at a very early

age, and his success as a. young musician parallels that of

Mozart. Unlike Mozart's, however, Mendelssohn t s later

musical growth seems to have leveled off, and, by the time

he was in his late twenties, he had reached the peak of his

compositional style.

Mendelssohn's contemporaries considered him as fine

a conductor as he was a composer. His conducting and inter-

pretation were of Classical origin, and his meticulous at-

tention to detail was heralded by many.

Mendelssohn was a noted church music composer and was

preoccupied with the thought that church music should be a

highly refined art composed of dignity and solemnity. He
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constantly strove to maintain a purity of style and was

overly onser ative in his application of contemporary

compositional elements. it is this factor which gyes some

of his unaccoan ed sacred music a bland and almost placid

qua lity. Despite these self-imposed bonds, the mastery 0

enu&delssh os a composer i clearly evident; and, although

some of his compositions are of a more excellent quality

than others, none can be said to be poor.

Based on the analyses of Chapters III and IV, the oNl-

lowing eonclu.ion are drawn regarding Mendessohn' treat-

ment o' compositional events: (1) the music is written
for four- or eight-voice male or mixed choruses (2) the

voice ranges and tessituras are moderate; (3) there is no

.vidence of ord painting"; ) he origi of the texts of

the sacred musicc s Biblical and the origin of the secular

music is taken largely from nineteeth century German poets;

There are o signatures of more than four accidental;

() the harmonic progre&sors dre simple; (7) the modulations

are mare frequent in the sacred works; () the modulations are

common chord, internal direct, and transient; there is a

Preference for simple rather than compound meters; (10) the

rhythmic patterns are quiet and even flowing with some dac-

tylic and trochaic dissolutions; (11) the melodies of the

sacredmusic are short and fragmental whereas the secular

melodies are more lyrical; (12) the melodic intensification

of the fifth of the chord is used; (13) the textures employed
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in the secular music are quite varied, whereas the secular

music is predominantly homophonic; and (14) the form of the

sacred Music is mostly through-composed, whereas the secular

music is largely strophic.

Recommendations

Recommendations to Conductors

With the exception of a few of the part-songs, junior

high choruses will find these works vocally too demanding.

These choruses would be useful to high school choirs as a

means of introduction to (1) modulations of various types;

(2) counterpoint and other forms of imitation; and (3) the

German language, especially-in the part-songs. There are

some compositions that are vocally too difficult for high

school choirs, employing extended ranges and long, high,

sustained passages, However, regardless of the work se-

lected, it would be a salutary addition to the repertoire

of any choir.

In regard to interpretation, the following recommen-

dations are made based on the findings of this study:

(1) the score should be approached objectively; (2) extreme

dramatization of ritards, dynamic inflections, word painting,

and tempi should be treated with conservatism; (3) a clean

well-articulated choral sound should prevail; and (.) the

sacred music should lean heavily toward Classicism whereas

the secular music can be somewhat Romanticized.
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e ommenation to the Student Researcher

To the student researcher, the following needs and

recommendations are cmae: (1) a. complete cole tion of

Menceissohn' s sources, (2) a study of his accompanied and
un.otp anide choral m , and (q) complete catalog o

,"end .e l s shn' hr., mt I .

Leco mes.ations the Publisher

c'n of the h ss trom Pienelssoh's oratorios are

available from mu-c publisher, ut at present there is

only vynumber of the unaccompanied choralworks

in modrn, p a tIz l edtior%. No doubt these works would

fn ret f appeal to the conductor and the chorus

Soctavo etiors wer to be ad ob tnable.
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APPENDIX A

CATALOG OF CHORAL WORKS

Preface

The following is a catalog of Mendelssohn's choral

music, which has been divided into three sections: (1) a

chronological listing of published choral music with a

portion listing those works without obtainable composition

dates; (2) the unaccompanied published choral music, con-

taining the part-songs for male chorus, part-songs for

mixed chorus, mixed chorus numbers which are unaccompanied

but are contained in larger works for some type of instru-

mental accompaniment; and (3) the sacred choral music --

as complete a list as possible of the unpublished choral

works, both sacred and secular.

The acquisition of a list of all published works was

taken on the authority of Breitkopf and Hartel's "Thematic

Catalog," Leipzig, 1873, Grove's Dictionar of Music and

Musicians, and other sources. The first account of Men-

delssohnts "Collected Works" was by his intimate friend,

Julius Rietz. But, as it is pointed out by Werner, "no-

where did Rietz render an account of the material he had

at his disposal except in his list at the end of the Briefe

(Vol. I, 1863, pp. 516-520) [in the translation by Lady
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_ p. 397-421. It is further in-

eresting:to note that the title page to the above mentioed.

ca:alok stats:

of

ALLUTHE MUSICAL COMPOSITE S

.,E.IX IENDEL S OHNBARTH LDY

I. TE PUBLISHED 'oKS, i\ CRNOGICA ODER

II. TEU qUBLI'iD 0Rs, LA$ IFE r
DIFFERENTEADS

collected 'principally from the author' original

manuseripts,

and accompanied by a preface,

by

JULIUSIET2

Werner continues to point out that "the first edition of

Grove already characterized [relating to the above mentioned

catalog] as both vague and incomrp.ete , 3  etz's second

Eric Werner, Mendelsohn Sources," Notes, XII (March,
19 201.

2J1lius Rietz, Letters of 2 elix Mendelssohn-Brt holdy,
from 1: to 1)(Boston, 173, P. 395.

3Cyril inn, Mend elsso hn (London, 1927), p. 201.



edition (1874-77) ofI endelssohn's music was finished for

Breitkopf and H.rte 1 inthe year of his death and, unlike

the first, was complete as any published since. By the

end of the n:eteenth century, a number of rather unin-

ortant works had not been published but remained in the

Berlin State Library.

At present only two scholars have taken pains to look

into these unpublished works: "Georg Schnemann, who pub-

lished an extensive study on the early operatic compositions

of Felix in the Zeitschrift frMusikwisns.echaft (Vol. V,

1923, op. 506- ); andR udol Werner, in his book Felix

Mendelssuhn-Brthodals Kirchenmu iker, Frankfort, 19 30.,"

Works are continually coming to light partly through

the efforts of the former Mendelssohn Society of Basel,

Swtzerland, which is now under the auspices of the Biblio-

thek der Stisfung Preusischer Kulturbesitz, Mendeblsohn-

Arch' v, 1, Berlin >, Archivstr. 11, Germany, Hr. Max F.

Schneider, director. The society is at present working to

edit the unpublished music of M ndelssohn. The first of

their efforts appeared in 1961 and contains a concerto for

two pianos and orchestra in E major. Two other volumes of

keyboard music appeared in 1962 and 1965, but as of this

date no choral works have been edited. 6 No doubt choral

music will be forthcoming.

Werner, "Sources," p. 201. rWinn, p. 201.

6Letter from Dr. L8hmann, business office, Staatsbiblio-
thek der St.ftn Preussischer Kulturbesitz, Germany, June
2T7,lW6
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The dates of the works included in this catalog are

those of the composer. Compositions which do not contain

the composer's autographed dates are given dates according

to publication or first Performance, in that order. When

obtainable, the location at which the music was composed

is given.

The unpublished works of tendelssohn number almost

two hundred. Dr. Donald Mintz, formerly of Cornell Uni-

versity,was preparing a list of these compositions, but

this list was never completed. A general summary of the

contents of the Berlin Manuscripts can be found in his dis-

sertation, Sketches and Drafts of Three of Felix iendelssohn's

aj1or Works, Cornell University, 1960.

The unpublished choral music contained in this catalog

is taken largely from Rietz's first efforts at compiling

a catalog of Mendelssohn's complete works. Other compo-

sitions have been collected through various biographies and

letters. Conjecturally speaking, this collection is some-

what inaccurate and can only be corrected through time and

a concentrated research on the part of scholars. Unfor-

tunately, of all Mendelssohn's choral music, 'lore than a

third of these compositions have not been published, and the

rest have fallen into oblivion.i

7 Letter from Donald {intz, music critic, The Qvenin
Star-Th Sundy Star, Washington, D. C., July 7l~1966.

tEric Werner, Mendelssohn: ANew Image of the Com-
ose~r and s Age (New York, 1964, p. 65
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A truly complete catalog of Mendelssohn's choral music

will indeed be a great task, as his sources are not easily

accessible, Werner points out that

With two important exceptionstthey Lsources3 are
all sheltered in private archives of members of
the Mendeissohn family. The f orty-four green
volumes of his musical autographs were deposited
by his heirs in the Berlin State Library in 1877.
. . . It was never quite easy to examine these
volumes; now they have become even more difficult
of access, as the Library is in the Russian Sec-
tor of Brlin.

All works marked choruss" imply four-part mixed chorus ,

unless otherwise indicated. Works are unaccompanied if

not specifically stated otherwise.

The Choral Music of Felix Mendelssohn:
Pub lished

1830

1. "Psalm XV. Nicht unserm Kamen, Herr," for chorus,
soloist,, and orchestra, Op. 31, Rome,

2. Three motets for female voices and organ, Op. 39,
Rome,

3. Three pieces of sacred music for soloists, chorus,
and:rgan, Op. 23, Rome.

1. "Die erste Walpurgis Nacht," a ballad f or chorus,
soloist, and orchestra, Op. 60, started in Milan (see
1832 and 1842).

2. t Verheih' uns Frieden," prayer for chorus and orchestra,
no opus number, Rome.

9Werner, "Sources," pp. 202-203.
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1. "Te eu,"rin A major, for chorus and organ (see 1847).

2. "Die erste alpurgis Nacht," a ballad for chorus,
solois t, and orchestra, Op. 60, finished in Par is
(see 1831 and 1842).

183;

1. "Lord, have mercy," chorus in A minor, no opus number,
Berlin.

1. Three part-songs for soprano, alto, tenor, and bass,
Op. 1, Nos. 1, L, 5, and 6.

2. " Todeslied des Bojaren," chorus for men's voices in
unison with wind instruments, in E minor, from Imxer-
nann' s tragedy Alezis, Dusseldorf.

183

1. Two 0lkson<s for soprano, alto, tenor, and bass,
Op. 41, Nos. 2 and 3.

1. "rsaln XLII. e der Birsch schreit, for chorus,
soloist, and orchestra, Breisgau and Leipzig.

2. Part-songs for male voices, Op. 50, Nos. 3 and Lh,
yp. 75, No. 3, Op. 76, Po. 1, Le pzig.

3. Fart-songs for soprano, alto, tenor, and bass, Op. 59,
Jo. 1, leBpzi.

1838

1. "Psal r V. Komn, lasst uns anbeten," for chorus,
soloist, and orchestra, Op. L6, Leipzig (see 1839).

2. art-songs for ale voice , Op. 50, No. 1, Leipzig.
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. "Psalm CXV. Da israil aus Egyptin zog, for an eight-
part chorus and orchestra, Op. Si, Horeheim.

2. Six part-scngs for soprano, alto, tenor, and bass,
4. <8, Frankfort and Leipzig.

3. Three part-songs for soprano, alto, tenor, and bass,
Op. , No. 3, Op. 100, No. 3 and 4, rankfort.

4. Three part-songs for male voices, Op. 50, No. 5, Op.
75, No. 2, and Ersatz fur Unbestand," no opus number,
Leipzig.

5. Final chorus of "Psalm XCV. Kommt, lasst uns anbe ten,"
for chorus, soloists, and orchestra, Op. 46, Leipzig.

1. "Hymn of Praise," a symphony cantata, Op. 52, Leipzig.

2. Festgesang, " for male voices and brass band, no opus
number.

3. Two part-songs for male voices, Op. 7 T, Nos. 2 and 6.

L4.. Part-sor, for soprano, alto, tenor, and bass, Op. 88,
No. 6.

t Hymne, 'for contralto, horus, and orchestra, Op.
9;, Leipzig. (This is the elaboration on a work for-
merly pblised b Simrock of Bonn, without an opus
number, entitled Three Sacred ongs for an Alto Voice,
horUs, and Orchestra.") (see 183).

18L 2

1 Choruses for Racine' s Athalie for female voices within
piano accompanirent, LeLpzg (see l843).

+, fya{htesang, chorus or end's voices, no opus number.

. "Die Stfungsfeer," for men's voices, no opus number.

3. "tie erste Wapur;is Nacht, a ballad for chorus,
soloists, and orchestra, Op. 60, rewritten in Leipzig
(see 1831 and 1832).
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1843

1. " C jm <VII. Singet d m Herrn ei neues Lied," for
chorus any orchestra, Op. 91, Berlin,

2. One Psalm, for che rus, Op. 78, No. 1.

3. Eiht part-songs for soprano, alto, tenor, and bass,
p >9, Nos. 2, 3, 4, 5, an 4, Op. 88, Nos. 2and

4., Op. 100, No. 2, Leipzig.

4. Final chorus of hymn for contralto, chorus, and orches-
tra, Op. 96, Leipzig (see 1840).

5. One anthr for eight-part chorus, Op. 79, No. 2, Berlin.

6. Choruses from Athalie by Racine instrumentated and
arranged for chorus, Op. 7!, Leipzig (see 1841).

1. "Hor' rue in Bit ten," a hymn f or a chorus of sopranos,
and organ, no opus number, Berlin.

2. T o Psalms or e ight-part chorus: "Ps alm XLIII., "
Op. 78, No. 2; "Psalm XLII., " Op. 78, No. 3; Berlin.

Three cart-snags for male voices, Op. 75, Nos. I and
., OP. 76, No. 2, Berlin.

4. Two part-songs for soprano, alto, tenor, and bass,
OP 68, No. 1, op. 100, No, 1.

. To anthems for eight-part chorus, Op. 79, Nos. 4 and 6.

{ 45

1. One anthem for an e ight-part chorus, Op. 79, No. 1.

2. "Trauergesang,"f or chorus. Op. 116, Soden.

1. "Sons of Art," a cantata for male voices and brass band,
dp. 68, Leipzig.

2. "Lauda Sion," for chorus, soloists, and orchestra,
OP. 73, Leipzig.



*. "liJah," an oratorio for chorus, soloists, and or-
chestra, Op. 70, Leipzig.

L. Fart-song for male voices, Op. 76, No. 3, Leipzig.

5. Two anthems for eight-part chorus, Op. 79, Nos. 3 and
5, Leipzig.

6. "Ehre sel Gott in der Jhhe," for double chorus of mixed
voices, no opus number, Leipzig.

7. "Kyrie eleison, for double chorus of mixed voices,
in major, no opus number, Leipzig.

1847

1. Three motets for chorus and soloists, Op. 69, Nos. I
and 3, Baden-Baden, No. 2, Leipzig.

2. Recitatives and choruses from the unfinished oratorio
Christus, Op. 97.

3. Three choruses from the unfinished opera Lorelei:
finale to Act I, "Ave Mara" for soloist and female
voices, and Vintage Chorus for male voices and orches-
tra, gp. 98, Leipzig.

L. Part-song for male voices, Op. 76, No. , .Frankfort,

5. Revision of "Te Deum" in major, for chorus and organ
(see 1832).

6. Part-son: for male voices, Op. 120, No. 2, Leipzig.

Composition Dates Unknown

arb-songs fo:r male voices.--

1. "Beati mortui - Wie selig sind die Foten," Op. 115,
No. 1.

2. "Periti autem - Es strahlen hell die Gerechten," Op.
15, :o. 2.

3. "Jagdlied: Au' ihr Herrn nd Damen schn," Op. 120,
No. I.

4. "I Sden: Ssse tf te," Op. 120, No. 3.

. "igeuneried: In Nebelger iesel," Op. 120, No. L.
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Choruses for mixed voices.--

.. "Heili, heilig is Gott, der Herr Zabaoth," no opus
number.

2. "Du t c.Land, " Odp. 88, No.

3. "De. Hundertest Psalm: Jaucbzet dem Herrn, alle elt, U

no opus number.

Unaccompanied Choral Works of
Felix I1endelssohn:

Publis hed

Choruses for Male Voices:
Par-5oWx

1. p. >0, o. 1, "TUrkisches schenkenlied: Setze mir
ncht," :L838.

2. ¬p. 50, No. 2, "D<r Jger bschied: er hat dici, du
ch8ner Wald, " 1& C.

3. Op. 50, o. 3, "Sommerlied: Wie Feld and Au," 1837.

4. Op. 50, No. , "Uasserfabrt: Am fernen Horizonte,"
1837.

5. Op. 50, No. 5, "Liebe and ein: as qualte dir dein
armed He z, u1839.

6. Op. SC, No. 6, "'anderlied: Vo Grund bis zu den
Gip fe in, " 1840 .

7. up. 7 T, o. 1, "Der frohe Wandersmann: Wen Gott will
recte Guns;t, 1844.

8. 0p. 75, No. 2, "Abendstandchen: ScMIafe Liebchen,"
1q39.

9, 0p. 75, 4. 3, "Tinklied: So lang' man ntchtern ist,"
1537.

10. Op. 75, No. , Abachiesta e: So rckt denn," 1844.

11. Op. 76,, No. I, Das Lied vom braven Mann: Gaben mir

Rat, 1837.

12. Op. 76, No. 2, "Hemneinlied," 1844.



186

I.. Op. 76, Io. 3, "Lied f:r dci reutscben in Lyon," 1846.

,.. OP. 76, No. , "Comita t: Nun zu guter Letzt," 1847.

1 . Op. 120, No. 1, "Jagdlied: Auf, ihr Herrn und .amen
schin."

16. Op. 120 No. 2, "Morgengruns des Thringischen Suger-
bundes , '1847.

17. Qp. 120, No. 3, "Im Sden: tBsse Diifte."

18. Op. 120, No. 4, "Zigeunerlied: Im Nebegeriesel."

19. No opus number, "Ersatz flr Unbestand: Lieblich mun-
det, 1839.

Choruses for Four-Part Hale Chorus:
Secular

1, o pus number, Nachtesang, 18 2.

2. No opus number, "Die ftitu.nsfeier," 1842.

Choruses for Four-Part Male Chorus:
Sacred

1. Op. 115, No . w, "Beati mortui: Wie selig aind die
Toten.

2. Op. 11, No. 2, "Periti auter: Es stra hLen hell die
Gerechten."

Choruses for Mixed Voices:
'art-Songs

1. Op. 41, No. 1, "Im valde: Ihr Vgel in den Zweigen,"
1 3)4,

2. Op. 41, Io,. 2, "Ent fieh mit mir (folksong ) , 1835.

c. !4, No. 3, "s 11fi en reif" (folksong), 1835.

L. OQ. d 1, Jo. ,, "Auf 1hrem Grab" (folksong), 1834.

5. Op. 41, No. 5, NMai Ied Der Schnee zerrinnt," 1834.

6. p 41, No, 6, Auf dem See: Und frische Nahrng,"
1834.
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7. Op. 8, ," Frt.ing fnung: 0 sanfter, stsser
auch," 839.

8. G . 48, io, 2, ".. Prime'; Liebliche Blume," 1839.

0. Op. 48,INO. 3, " r hlingsPeier: Ssser, ;oldner Fruh-

lings-tag," 1839.

. . 48, 7o. 4, Lerc engesang: Iie lieblicLer Kax,"

1o39.

11. 0p. JL,1, , Yorgegebeet: 0 vunderbares tfes
c hweigen," 1839.

12. Up. 6, No. 6, "Herbstlied: Holder Lenz, du bist da-
1839.

13. Op. 1, No, 1, 'L JrWn: ImG ar rwacht, 837.

14. Op. , No. , "Frhzeitiger Fr ing: Tage der onne,

13. a. 9, o. 3, "Abschied von Walde: 0T1eweit,"
.8 43.

6. Op. , No. 4, "ie Nachtigall: Die Nachtigall, sie
war entfernt," 1843.

17. , 59, To. - , " Iu:etal: Wew im. letzten bendstra 1,"
1843.

18. Op. $, . a, ."Tahdied: Durca sow nkenrde Wpe ,
18 3.

19. Op. 88N, o. 1, "e ujrs.led: Kit e Treude sieht
4 Schmerz," 1814.

20. Op. 88, No. 2, "Der C1ckliche Ich h en :.Liebehen,"
13IL83.

21. p. 8, No. , "Hirtenlied: 0 Winter, chlirer Win-
t e r," 1839.

22. p. 88, No. , "Die Waldv8gelein : Korat, Lasst uris
aaehn spaiere," 1243,

23. Op. 8 No., "Deutscian3," between 1839 and 143.

24L Op. 88, No. 6, "Der waydeIde Musikn: Durch ;eld

und. Buchenha.len, 184@.



2 15. , 100, - *'.:, "Aneik e: Die Ba me KG rnen Lf erall,"

26. Op. 100, No2. 2 r, " e s r4hlings: Saatengrum," 1843.

21 0p. 1c0, 0. ,, %r hVngs ld. Berg und Tal," 1839.

28. Op. 10C, No. , "I Wald: 0 Iald, du hlender Bron-

nen, 183UL9.

Choruses for Bixed Voices:
cred

1. Op. 69, N. 1 , "Herr, nun 'Asest du dedien Diener In
iritden -ahrer - Lord, now lettest Thou Ty servant
dcpart, motet, 1847.

2. gip. 9, -. 2, "Jauchzet den Berrn, alle welt - C be
joyful in the Lord, motet, 1847.

3. Op. 69, No. 3, "Mein Herz erhebet Gott, den Herrn - My
Sout d.oth magnify the Lord," mote t, 1847.

0 Ot. 78, Ke. 1, "Der zweite Psalm.: arum toben die
.in," 184.

. .- 8, No. 2, "Der dreiundvierziste iPaIm: icbte
sIeh, ott, nd fire meine Bache," '84.

. . 78, No. 3, "Der zeeiandzwanzigste Psalm: Mein
<Ott, Sarum ast du mich verlasent, 1844.

7, :. 79, 1. , "'We nacte. _trohlocket, 1hr V 1ker
:f Erden," 1845.

2, p. 7, e. 2, 'Am Ieujahrstoge. Herr Gott, du :?is

snare zuflucht," 18L3.

9. O. 79, Jo. ,Am V meLfhrtstage. Er.ahen, o Herr,
tber aIles Lob,t" 186.

10. p. 79, No. , "In der Lassionszeit. Herr,. gedenke
nich un.sta r tbelthaten," 18L44.

11. Op. 79, eNo., "1 Advent. La iet uns frolocken,"
1846.

12. Op. 79, No. 6, "A Charfreitoge. Urn unsrer Sllnden
willen," 18L4.

13. Op. 116, "Trerg'sang. hst du ihn hernieoersoweben,
1845.
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14. No opus number, "Der Hundertest ssalm: Jauchzet dem
Heerrn, wle It.

15. No opus u:ber, "Ehre sIGott der Lhe," 1>46.

16. No opus number, "Heilig, he l> ist Gott, der Herr
Zabaoth."

17. No opu s numb er, "Ky r'i e e le is on, "18i.

18. No opus number, "H, He HrrL se lgnUdig unserm FlehIn -
Lord, Lord, have erc upon us," 18334

19. Op. 23, No. 3, ".Mitten wir en Leben sind," 1830.1

20. Op. 23, NO. 1, "Aus tiefer Noth screi' ich zu adir,"
chorale motet for chorus, 1830.1
"Choral. Aus tiefer Noth screi' ich zu dir," 1830.
"Fugue. Aus tiefer ioth schrei' ich zu dir," 1830.
"Choral. Und ob as whrt bis in die Nacht," 1830.
"Choral. Ob bei uns 1st der Snden viel," 1830.

21. Op. 91, "Singet de Herrn e on neues Lied, 31843.1

22. No opus number, "Te Deu. We praise the, o God -
Frei se dir, o Gott," 1832 (see 1847).1

The Choral Music of Felix endelsson:
Unpublished

Sacred Music

1. "Manificat," for chorus and orchestra, in ) major,

2. "Juba Domine,"t for chorus and soloists, 1822.

3. "Gloria in E flat," for chorus and orchestra.

4. "Kyrie in C 'nor," for double chorus and soloists,
1823.

5. "ch bin durch der Hoffnung Band," chorale and fugue
for four- and five-voice chorus.

1There are some works that were, as a whole, written
for some type of instrumental accompaniment but which con-
tain choruses for unaccompanied voices.
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6. K:10je for chorus and orchestra, 1825.

7. "Und ob du mice Zuchtigest, Herr,' canon for five voices.

8. O Beata," chorus for female voices and organ.

9, " o Tehu Laudamus, " for eight-voice chorus in eight
movements, 1825.

10. "Tu es Petrus," for five-voice chorus and orchestra,
1827.

1. "Ach Gott von Himmgel sieh darein,t" chorale contata for
chorus and orchestra.

12. < kriste, du Lamm Gottes," chorale cantata for chorus
and strins, between 1830 and 1833.

13. " om Him el hoch, da kom' ich her," chorale cantata
for chorus and orchestra, Rome, 1831.

14. "lora est de somno surgery," for chorus.

15. "Ad vesperas Dom. xXI. post Trinitates. Responsoriu
et Hymnus," for three- and four-part male chorus.

16. Two English Psalm-tunes for chorus, 1839.

17. Nine pieces in the oratorio of St. Paul, subsequently
omitted: four choruses, three chorales, four recitatives,
a soprano aria, and a duet for tenor and bass.

18. "Herr Gott, dich lobey wir, chorale for double chorus,
organ, four trombones, and strings, 1843.

19. The German Liturgy for two four-part choirs.

20. "Wir glauben all' an ainen Gott," chorale cantata for
chorus and orchestra.

21. "Psalm XXI. Defend re, Lord, from shame," for chorus,
1839.

22. Psalm XCV., additional final choruses added, 1839.

23. A set of motets for chorus, 1821.

24. "O Haupt voll Blut," chorale cantata for chorus, soloists,
and orchestra, between 1830 and 1833.

25. "Psaim x.x.," for chorus and organ(?), 1820.



191

26. "In mArend feierlichen T8nen," cantata, 1820.

27. A set of motets for chorus, 1820.

Secular Cantatas

1. Grand Festival music for the Drer Festival, fourteen
numbers, instrumental introduction, soloists, fugues,
choruses, etc.

2. Festival music to be performed in the hall of the
royal Theatre at Berlin, for male voices, accompaniment
of clarinets, horns, trumpets, kettle-drums, violon-
cello, and double bass; contains seven numbers for
soloists and horus, 1827.

3. 'festal Song," for two male choruses and brass band.

ius for the tae

1. Music to Calderon's tragedy., The Steadfast Prince,
contains two choruses for male voices.

Choruses for -ale Voices

1. rA fisher Bua bin ich," 1833.

2. "Der welse Diogenes war der erste der griechischen
Sieben, canon for twice two voices, 1t3.

3. "usikanten Prugelei," 1833.

4. "Im Nebelgeriesel, im tiefen Schnee," for two two-part
choruses.

'. w orauf konit es berali an," 1837.

6. "Auf ihr Derr und amen sch n," 1837.

7. " eid gegr asset, traute Bruder," 'Morning Song of the
Thuringian Vocal Association, 1847.
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APEND IX B

WA)DELSSOHN SOURCES

The following information is given on the authority

of two magzine articles: "A: Oxford Collection of Wendels-

sohnana by Ernest Walker, Music >uarterly, Vol. X, No.

2, ujly, '938, pp. 426-428, and Mendelssohn Sources" by

Eri rner, Notes, Vol. XI, IMarch, 1955, pp. 201-204.

1. A list of the unpublished compositions of Mendels-

sohn consisting of almost two hundred works pre-

pared by Dr. Donald Mintz, Washington, * C.

2. A study of Mendelssohn's early operatic compo-

Sitton published by Georg Sch~nermann in the

Zeitschr ft Lf .ukwisren chaft, Vol. V, 1923,

pp. 916-545

3. Forty-four green volumes of hendeissohn's musical

autographs in the Berlin Mtate Library

. The Oxford collection, property of is Margaret
Deneke, Honorary fellow and Choirmaster of Lady

Margaret Hall, flror d, cntaining the following:

a, Autograshed music, published and unpublished

b. Pocket-books conta? ing drawings, fragments

of music and miscellaneous memoranda.

. Bo yishnotebooks on mathematics an 'story
any Swiss travel
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d. Reports on the pupils of the Leipzig Con-
servatorium and on proceedings of the Ge-

andaus concerts

. treat deal of pinted and manuscript music

from MendeLs ohn's library

Autographed documents connected with his
official life and drafts of oratorio libretti

. Between seven and eight thousand private
letters addressed to him

A ocarno ollection conainin seven volumes of

letters, about two thirds of which have never

been published, property of Mme Susie HelgI-Wach,

Locarno

6. More than three hundred letters in the Library of

Congress containing the entire correspondence be-

tween Mendelssohn and Julius Rietz, many letters

to his publishers, and a few letters from the

circle around Zelter

7. A collection of letters that was the property of

Professor Georg Hensel, Fanny Mendelssohn's grand-

sron, before 1939, now lost but felt to be located

in he astern oe of Berlin

c.Three minor collections in the hands of descendants

or relatives of the composer which consist of

drawings or uarelies by Mendelssohn
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