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PREFACE

A considerable amount of study has been given to
the areas of music history, interpretation, and analysis;
however,vlittle.stuﬂy 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 inbterpre-
tation; therefore, the musical étyla of a composer, for
which all music performers rmust be in search, is

the composite character which results from the

composer's treatment of the constitusent elements,

a treatment which, in turn, derives at least

%n part from a combination cf‘gertain bagkgroung

influences, and certain technical determinants,

Music and the theater have in common one element that
distinguishes them from the other arts: both require an
interpreter to set before ﬁs the patterned ideas of the

composer or playwright, Therefore, the goal of an analysis

should be interpretation, and this should ultimately result

in psrformance,

l1loyd Hibberd, "A Note on Musical Style," Musiec Quar-
terly, 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 nmusic, to composs

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 gelected 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 1s always
ubiquitous in his works, Mendelssohn fuses the textures
“of the sixteenth century, the lyricism of the eighteenth
century, and the emoticnal qualities of the nineteenth cen-
tury into a style of choral writing that is of the highest
nature,

Mendelssohn's unaccompanled choral music has remained
relatively unknoun because 1t has not been made avalilable

to today's choruses in practical octavo editions.

2Thurston Dart, The Interpretation of Music (New York,
1963), p. la.
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CHAFTER I
STATEMENT OF THE PROBLEM

The Furpose
fhe purpose of thie study was to analyze for rea-
gsong ol interprstation the uneccompanied chorsal music of

Felix Fendelssohn.

Sub=-froblems

dwhat are the stylistic characteristics in esch of the
compositions selected for examination In this study?

ahat comparisons and conclusions based on the analyses
can be made concerning the character of compositional style
in Felix Mendelssohn's unaccompanied choral music?

ahat conclusions can be made concerning the Interpre-
tatlon of iFfelix Mendelssohn's unsccompanied choral music

based on the compositlonal style of his music and an under-

standing of hils nmusical attributes?

Deflinition of Terms
Ihe term analyze refers to the process of study of the
unaccompanied chorsl music with emphasis on medium, text,
tonality, melody, elements of time, harmony, texture, and

form.



The phrase unaccompanied choral music refers to works

written specifically for chorus without ins trumental accom=

paniment.

The name Felix Mendelssohn refers to Jacob Ludwilg Felix

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

The term interpretation is the result of the study one

undertakes in the preparation of conducting a choral work
based on & 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 comparison 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 muslc was composed.

Delimitations
This study does not include all of Mendelssohn' unac-
companied choral music but 1s 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



secular works for male volces from Mendelssohn's part-songs

have been agselected.

Basgic Hypothesis
The basic hypothesis of this study is that a deeper
unders tanding of the composer, period of composltion, and
theoretilical structure of the music will enable the director

te conduct more effectively.

Bagic Assumption

The basic assumption i1s that the twenty-three sacred
compositions selected for study will be an adequate repre-
sentation of Felix Mendelssochn's unaccompanied sacred choral
music and that the six secular choruses chosen are represen-
tative of Mendelssohn's unsccompanied secular choral muslc.
Only six secular compositions were chosen because lMendels-
sohn's compositional style is less diverse 1n his secular

2 2

mugie than In his seacred compositlions.

Plan for This Study
The following chapters are designed to present infor-
mation concerning the 1life and the unaccompanied chorsl
mnusic of Felix Mendelsschn.
Chapter I1 presents the Qondiﬁion of choral music of
the nineteenth century and the life, background, musical

training, and conducting ability of Felix lMendelssohn.



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 1s presented in Chapter
111, BRBach work is’analyzed accerding 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-
nents 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 II
BACKGROUND FOR THE STUDY
The State of Choral Music in the
Ninsteenth Century

The cultural, economic, pelitical, and soclal 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.?! 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 rols in the schools
toward music education and the establishment of a greater

number of conservatbtories and schools of music, One of the

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




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 virtuocso. Further, a greater number of music
critics was needed to fill the widening gap between the
composer and his audience.z

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 musiclans who con-
stituted the membership of the various singlng societies,
church choirs, and concert audiences.

The Viennese composers of the Classical Period were
supremely oriented instrumentally and they looked upon
chorel 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.

21pid., pp. 285-286.



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 PFestival, which
combined the cathedral choirs of Gloucester, Worcester, and
Herefofd, had its beginning in 1724. Other festivals were
instituted at Leeds (1767), Birmingham (1768), and Norwich
(177C). There were many more festivals in other cities and
these numbers increased until they were especially great in
the early years of the nineteenﬁh century.B

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 solbists and orchestra, usually of a secular nature.

The first of these g roupings 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
uﬁaccompanieﬁ. They were usually of a homophonic nature
with the top voice carrying the mslody.h The composition
of part-songs, which got its start with the English glees
of the aighteenth century,s fell quite naturally into the

gentiment of the Romantic Period., The rise of nationalism

3Willi Apel, "Festival," Harvard Dictionary of Music
(Cambridge, 196L), p. 262,

uApel, "Part-song,” Harvard Dictionary, p. 556.

SApel, "Glee," Harvard Dictionary, p. 298.




and folksongs along with the multiplication of singing
sociseties and festivals throughout Germany and France sup-
plied the need for these compositions., Weber, who in 1814

set a group of stanzas from KBrner's Leler und Schwert,

was among the first of thousands of composers who wrote
such pieces.6 Weber was joined by Schumann, Mendelssohn,
Perry, Stanford, HElgar, Schubert, Gounod, Liszt, and prac-
tically every other European composer‘in the writing of
these part—songs.7

The second division of the ninstesnth century choral
music is music based on liturgical texts or that which was
intended for use in the church. From the middle of the
elghteenth century, great church music became more scarcse
and was furthered only by isolated masterworks rather than

the continued development which it had experienced for so

long. Hven the oratoric, which could boast of an almost un-

interrupted line ol composers, evenbtually fell prey to the

concert halls.8

Around the mid-ninetesnth 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 masic, organized themselves into a society known as the

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

T1pid., p. 507.

8Apel, "Church music," Harvard Dictionary, p. 149.




CHcilienverein (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 Ghant.9
The Cecilian movement, as it was later referred to, and
which denotes the puristic and generally rather reactionary
tendencies toward its contemporafy 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.lO In addition to the
Cecilians, France also had inberest in sixtesnth century
music, 1In 1817, Alexandre Charon founded the Royal Insti-
tute of Classic and Religious Music, 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 Faurg;ll
The Schola Cantorum was founded in Paris in 1896 by Alexandre
CGuilmant and Vincent D'Indy for the express purposs 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 c@nsequence.l3 The

YGrout, p. 507. lOBoydan, P. 329. Hipig,

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

13Grout, p. 507.
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fostering and continuation of "true church music" U wag

left in the hands of a few individual composers.15 In
contrast to the anclient style, composers such as Mozart,
Haydn, Beethoven, and Berlioz made full use of the resources
of the chorus and orchestra, especially in thelr Masses,

16 Some of the

mueh to the dissapproval of the Papacy.,
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 ldeas in church music which continued
throughout the nineteenth century.lT 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 else-~
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

g rreq Einstein, Music in the Romantic Era (New
YOI”}{, 1947)3 P 78»’

15@rout, pe. 507, 1§Boyden, P. 329. l?Grout, P. 507.
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conservatively applying the contemporary compositional
elements. By doing this, Mendelssohh hoped to arrive at
an acceptable style of church music composition.l8 Liszt,
on the other hand, wished to bring liturgical music closer
to the contemporary style of cbmposition. In 183L, Liszt
expressed his feelings regarding church muslc:
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,L?
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 arg antigua style; whereas that for enter-

tainment and pleasure was cast in the style of the modern
EEE.EEZE-EO

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 palrs

of opposites in church music: subjective-cbjective and

Bginstein, p. 78.

19panz Listz, Gesammelte Schriften (Leipzig, 1881),
PP. 55"57-

ZOElwyn 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

cass, refers to the German Gebrachsmusik as it applies to

the church), as problems or as criteria of judgment, have
dominated liturgical music ever since,.2l

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 twd 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 Berlioz! "Dream Orchestra."
This orchestra, totaling 465 instrumentallsts, was to be
supplemented by & chorus of lesser size (360) that would
bring the total performers to 825.22 Second, composers
such as Mendelssohn and Brahms used the chorus as the focus
of intsrest.23 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

2lgric Werner, Mendelssohn: A New Image of the Com-~
pogser and His Age (New York, 1964), p. L4l2.

22ppederick Dorian, The History of Music in Performance

(New York, 1966), p. 245.
2BGrout, pe 506.
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dramatic sacred works. This grandiose type of choral music
comprises the bulk of choral literature of the nineteenth

century.

Falix Mendelssohn

Biography

Felix Mendelssohn {full name Jacob Ludwig Felix Mendels~-
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 Pelix (b, 1809), Rebecca (b, 1811), Paul Her-
mann (b, 1813), In 1811 the Mendelsschn 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.gu Both Felix and his sister Fanny
displayed exceptional musical talent and were first given
piéno lessons by their motner, Lea Salomon Bartholﬁy (her-
self an excellent pianist and adherent of the Bach schoolzs),
at an early age. After being taught only a short while by
thelr mother, Felix and Fanny began taking lessons from
Iudwlg Berger., Berger, a disciple of Clementi and Field,
taught the ftwo youngsters in the art of Clementi's arti-
culate technique and Field's artistic post-classical can-

tablle style.26 These two styles were of great significance

lyerner, p. 13, 25Ibid, p. . 20Ibid., pp. 1L-15.
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to Felix as he cultivated them throughout his compositional
career,

Felix studied violin with Carl Wilhelm Henning but
declded later to T ake lessons from his close friend, Edward
Rietz.27 Later on, Fellix studied the viola and the cello,
thus becoming familiar with all the stringed instruments,

His voecal training was among the finest available at
that time, At the age of ten, he was enrolled in the sing-

ing classes of the Singakademie, then under the direction

of his composition and thorough-bass teacher, Karl Friedrich

28 until he was

Zelter, Felix sang alto in the adult choir
sixteen, at which time his volce changed and he began singing
tenor. On September 18, 1819, only a matter of months after
he bscéme a member of the Akademie, one of his compositlions,

the Nineteenth Psalm,29 was performed by the Akademier This

launched his choral music to the public. This composition
was heartily received by all and remained in the Akademlets

repertoire for many years.30 He practiced for many years

2libid., p. 15.

28yicolaus Slonimsky, editor, "Felix Mendelssohn-Bar-
tholdy," Baker's Biographical Dictionary of Musiclans (New
York, 1958), p. 1065,

29Unfortunately this Psalm seems at present to be none
extant, The earliest known composition which bears the con-
poser's autograph and date is a Cantata entitled In rilhrend
feierlichen TBnen, Januaery 13, 1820. W. S. RocksTro, Fellix
Mendelssohn-Bartholdy (London, 1934%), p. 12. (For a com-
plete list of Mendelssohn's choral compositions, see Appendix
A, page 176.)

22"Felix liendelssohn~Bartholdy," Baker's Dictiocnary,
p. 1065. -
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in the Akademie, enabling "the mature composer tc 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."31 In his ninth yesar

as a memﬁer of the Akademie, Melix became an assistant to

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

the 8t. Matthew Passion alfter Bach's death.

After 1750 performers were, for the most part, com-
pletely ignorant of the wealth of music which Bach had left
behind.?¢ "While occasionally quotations from the Well-

Tempered Clavier appeared as examples in treatises on counter-

point, not one of his works formed part of regular repertory
anywhere in Europe."33 Around the turn of the cenbtury, Bach's
music began to come to life, HKollmann published some of
Bacht's works for the organ and the clavier; thess works were
greatly praised by Samuel Wesley, C. J. Horn, and Charles
Burney.BQ 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

Fasch, who founded the Singverein, later called the Sing-

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

31Wernér, p. 15. BEDorian, p. 228, 3BWerner, p. 95.
3h1pi4., 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,Bé It was mainly through
the efforts of Zelter that Bach's vocal music again came

to 1lifes 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.BB

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 c¢lose friend Goethe heartily agreed, and lack of
interest for the 1i_stener.39 Pelix 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.uO At various times Zelter shared the score
with Mendelssohn, but when Felix asked to copy the work

he refusedwul Later, on the Christmas of 1823, Mendelssohn's

grandmother, Salomon, presented him with an exemplar of

351bid.

Sié"Feiix Mendelssohn-Bartholdy," Baker's Dictionary,
p. 1042,

3Twerner, p. 96. 38Dorian, p. 229. 39WSrner, p. 97.

aOPhilipp Spitta, Johann Sebastian Bach (New York,
1899), 1I, 504-505.

Y1lporian, p. 229.
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Zelter's score.ug And so it was that the memorial perfor-
mance on March 11, 1829, came about; and, although this was
the primary force which perpetuated Bach's music throughout
Germany, it must be realized that Mendelsschn 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 galned as a member
of the Akademle enabled him to gather a wealth of information
and understanding concerning choral music.u3 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. "l

Such composers as Mozart, Weber, and Beethoven had a
profound effect on the compositional style of Mendelssohn;us
however, their influence is most apparent in his instrumental
music. Such composesrs 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 indlvidual traits, constitute

the choral style of Mendelssohn's middle and later compositionSahé

uEWerner, pPe 984

43gric werner, "Mendelssohn's Choral Music," American
Choral Review, VII, No. 2 (December, 1964}, 1.

Litpid., pe 2.

45T,0uise H. and Hans Tischler, "Mendelssohn's Style,"
Music Review, VIII (1947), 256-257.

u6Werner, "Mendelssohn's Choral Music," p. 4.
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lMendelssohn, and wlth him many of his contemporaries, loocked
upon the Masses, Psalms, and mot@ts of the sixteenth century
as the only "true" church music.t? 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 llke to call it so, music
for public worship, I know none but the old Italian compo-
gsitions for the Papal Chapel. . . .“48

Mendelssohn's sacred music far outwelghs his secular,
and he avoids the traditional romantic elements in all his
choral music with the exception of his part-songs and cer-

tain passagesfrom’%alpurgisn&cht.h9

An Imape of the Composer
and the lMan

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
physicel lives of Mendelssohn and his grandfather were quite
différant; however, in other areas Felix lMendelssohn was
much like his grandfather, Moses Mendelssohn (1729~-1786),
especially in his dedicationand restlessness. Moses Men-

delssohn was born in Germany at a time when the separation

hTEinstein, pe 78

hBG. Selden-Goth, editor, Felix Mendelssohn: Letters
(Wew York, 1945), pe 235.

L9%erner, "Mendelssohn's Choral Music," p. L.
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between the Jews and Gentiles was great and animosities were
constantly highe. He was himself a Jew and, throughout his
1ife, 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.SO A voracious reader and student, he managed to learn
French, English, Latin, and Greek all within a five-year
period. As an author, he cultivated the fields of theology,
philosophy, and literature. His most important contributions
were in thd field of religion, in general, and Judalsm, in
particularmsl |

Abraham Mendelssohn was bora 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 hls son Felix held in
high regard. Felix' mother, Lea Salomon, generated the high
cultural standards in which Felix was raised. 4n accom-
plished musician and an artist, she was able to read English,
French, Italian, and»Greck.sz

Although there were those who thought Felix' 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 Radeliffe, Mendelssohn (New York, 195L), pe lie

SI%aner, Mendelssohn, ppe 2=l. 5Z"Radcliffe, pe 18.




20

romantics who were seeking extreme emotionalism in their
contemporary music. These critics felt that his musical
charm wes "a symptom of superficiality and his cultured and
luxurious environment to have led merely to sluggishness
and complacancy.”53 Mendelssohn's music suffered the same
kind of condescending remarks in his lifetime that 1t does
today. Stanley Baylilss polnts this out in his article
"Mande lssohn: 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 E;%a‘ylissjp was surprised to f£ind that his [Grove
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 wlth agony? It might
have lent a deeper undertone to his Song, or have
enabled the Adagios to draw tearﬁ whare now they
only give a saddened pleasurs."5

During Mendelssohn's 1life the controversies were kept
under control dues largely to Mendelssohn's presence and
his sincere snd honest attempts to produce what he felt

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

531pid., p. 13.

5u8tanley Bayliss, "Mendelssohn: A Fresent-Day Ap-
praisal," The Musical Times (February, 1959), pe. 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 lMendelssohn's musical
style of composition, began to attack the neo-classic com-
posers and especilally Mendelsschn 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 cohdemns such composition and begins a rally
of nationalism in music which started the devaluation of
Mendelssohn's music in Germany.gs

Under such vicious attacks on Mendelssohn and his
music by Wagner, and even more 80 by other German literary
writers of the time, Sebastian Hensel, Felix' nephew, wrote

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

sohn. This work became the matrix for later memoirs and
biographies; and with the exception of three collections

of correspondence with Carl Klingemann, PFelix' most intimate
friend, Eduard Devrient, and A, B. Marx, later writings

are nothing more than stereotypes of Hensel's original work.56
These carefully edited biographles, letters, and memoirs

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

5EWerner, Mendelsschn, p. 508.

Sbmric 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 Worner: >

Do all these papers and documents impart to us

new aspects of the composer's work and personality,
facets hitherto unknown? Such a question can be
answered with an emphatic "Yes!" To be sure, the
Pelix Mendelssohn who emerges from these private
and hitherto closely guarded letters is not the
nice, merry, harmonious, debonair man deplcted

in most of the bilographies., He appears rather

as an aubocratic, 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. Moresover he was probably
the least vain artist in history, Not the faintest
trace of concelt, 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 laysrs of legend, Victorian priggishness,
and false tradition will have to be chipped away
in ordgg to retrieve the true contours of his
image.

An Image of the Conductor

Of all Felix' teachers, 1t was Karl Friedrich Zelter
(1758-1832) whose influence proved to be most important.
To best understand Mendelssohn's conducting and composi-

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

57A 1ist of all of the known Mendelssohn sourcss 1s
found in Appendixz B, page 193.

LJ n g “J
)BWerner, Miendelsschn 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 bécame a pupill of
K, ¥, C. Fasch (1736-1800) and J. P. Kirnberger (1721~
1783).59 Kirnberger, a pupil of J, 3, Bach, was a noted
theorist of the mid-eighteenth century and strove to estab-

lish a scientific approach to music writing.éo

Fasech, a
student of Kirnberger, organized in 1790 a choral society

which led to the foundation of the Singakedemie.®l Both

of these men, especially Fasch, were well versed 1in choral
composition and conducting. In 1791 Zelter jolned the

Singverein (later Singakademie), then directed by Fasch,

and often acted as his assistant., In 1800 Zelter succeeded
Fasch as director of the Akademie. Zelter formed the Lie-
dertafel in 1809, a pioneer men's choral soclety, which led
to the formation of similar organizations throughout Ger-
- many and later in America.éz Felix! father was well aware
of Zelter's shortcomings and of his strengths., "It is true
that as a composger 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

Sg“ﬁarl Friedrich Zelter," Baker's Dictionary, p. 1842,

601bi@,, "Tohann Philipp Kirnberger," p. 832.
éllbiq., "Karl Friedrich Christian Fasch," p. U462,

621biq., "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."63

1t was therefore under the guise of this pedantic
personality that Mendelssohn learned, and learned well,
Their relationship always remained close desplite Zelter's
occasional tactless comments,éu as can be seen through
their many personal letters.

The nineteenth century witnessed an important tran-
sition in conducting. By the eightesnth 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 éﬁd nédded his
head in conjunction with the rhythm of the music.65

German history traditionally dates the inception of
the Homantic movement from the deaths of Beethoven and

Gosthe, DBut romanticism is an eternal factor in the

63Werner, Mendelssohn, p. 16. 6u1bié., P. 17.

65Apel, "Conducting," p. 178.
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performance of all ages, If romanticism, by its very defi-
nition, 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 appesared
which was partly based on the highly emotional nature of
the sevenbteenth century, a tendency toward expressive musie,
‘and the eighteenth century interest in timbre. A new sen-
sitive, cantabile style appeared [irst 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.66
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 échools of interpretation., Mendelssohn's inter-
pretive school was based on the premise "of conserving class=-
ical tradition and reforming the contemporary ﬁaste.l. ."67
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

. « « an epoch full of the richest, most varied,
most untiring activity for himself [MMendelssohr],

66Dorian, pp. 217-218. 67Ibid., p. 230,
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and one of such splendor in the musical life of

Leipzig as can hardly be expected to come agalin.

. . . He knew how to command the rescurces 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 tggs to obtain effects almost unequalled until

then.

Mendelssohn, a product of the new baton technique of
conducting, based his lnterpretation "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 lmportant exponant.“69
The Liszt-Wagner doctrines of interpretation favored broad
singing melodies and rhapsodic liberties of tempo which
contrasted with the compact, formal "classic" treatment
which Mendelssohn favored. O

Mendelssohn's fondness for rapid templ cannot be dis=-
puted. It iz this single factor more than any other that
brought him the greatest amount of ecriticism from his con-
temporaries.

"Mendelssohn won disapproval of Berlioz, Schumann,
and wagner for performing the works of Beethoven with a
rapidly [%apiditi] that was far too great."’l Further

testimony of Mendelssohn's fondness for fast motions 1s

best 1llustrated by &n observation made by Tovey concerning

&8y, 4. Lempadius, Life of Felix Mende lssohn~-Bartholdy
(Boston, 1865), p. L2.

69porian, pe 230. 70Tpid., ps 231.

TlRobert Schumann, Memoirs of Felix lMendelssohn (Ro=-
chester, M. Y., 1951), pPo 16
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Mendelssohn's annotated conducting score to Handel's lsrael,
in which Mendelssohn has marked out Handel's original tempo

marking largo and written in allegro moderato,

Mendelssohn was deeply concerned with the exactness
of the music and his rehesarsals were many and lengthy.
He could never be gsabtisfied 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.

Matthew Passion illustrates this fact graphically.

What endless patience and pains the first double
chorus cost, with its strangely interspersed,

but very effective questions! At the first two
rehearsals, when this chorus was attempted, there
was a truly comlcal falling-apart; and despite
the very serious nature of the pilece, lMendelssohn
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,

« » » &nd when he was sure of the notes, he went
on to show the character o? each passage, and

how each one must be sung. 3

The following guotation about Mendelssohn's conducting
by Lampadius defends Mendelssohn against Wagner's severe

critbicisma,

72Dona1d Francls Tovey, Essays in Muslical Analysis,
Vol. V, Vocal Mugic reviewed in Ernest Walker, "Reviews of
Books, ~h Wusio Quarterly, $IX, No., 2 (4pril, 1938), 216.

T3Lampadius, p. 99.
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He was as great as a conductor, as he was a vipr-
tuoso and composer. « » » liendelssohn 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,
svery feature was aflame, and the play of coun-
tenance was the best commentary on the pilece.
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 planos 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 tc rouse the most indifferent and
idle to the best performance they were capable of,
and to keep the weary in good humor. Repeatsd
and perverse carelessness would provoke him, but
never to & 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. « « o The pianos
could not be sung too softly for him. (4

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-

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

ThIbid., pp. 172-17k.



CHAFTER IIL

AN ANALYSIS OF THS UNACCOMPANIED CHORAL MUSIC

P

OF FaLlX MENDELSSCHN

Fgalms for the Berlin Cathedral Choir
The three Psalms of Cp. 78 were written for the Ber-
lxn Cathedral Choir st the request of the King of Prussia,
who wes extremely fond of Mendelssohn's music and thought

1

highly of him as a musiclan, These Psalms were composed

in 1843 {0p. 78, Fo. 1) end 18LL (Op. 78, Nos. 2 and 3j.
Fprederick william IV, King of Prussia, from the day he
mounted the throne, aimed and attempted to draw around him
a1l the men of noblest genius in Cermany. The King shortly
acquired Mendelssohn as hi& kepellmeister and offered him a

ol

handsome salary.“ Mendelssohn at the time was conductor of

the Cewandhaus Orchestra in Leipzig and was very proud of
the sensitivity and polish to which it had risen under his

.....

leadership. During this time he had also been responsible
for several concerts which were given in an effort to ralse

money to erect a monument in honor of Bach. This was

Ly. &. Lempadivs, Life of Felix Mendelssohn-Bartholdy
(Boston, 1865}, p. 10l.

2Tb1d.
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sventually accomplished and the monument was placed on the
Promenade just outside the window of Mendelssohn's étudy.
So, it was with deep regret that he left Leipzig, to be-

come kapellmeister to King Williem.3

"Warum toben die Heiden,"

0p. 78, No. I

Msdiume--The work calls for 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 FPsalm.

Tonality.--This work is divided into five sections
with a "Gloria Fatri® which is found in the last twenty
measures. The tonalities of these five sections and the

"gloria" are as follows:

Section: I I1 IIT
Keys: Gm—DbB M (G B Me——Cn —Fn—>5 M

Measures: 1 17 30 Lo 63 76 Bl

Sections (111)—IV—V Gloria
Fatrl
G —— G = Bt A — GM—CM

Keyst Cm
Measures: 103 104 119 123 127 132 1y

Fig. l--"Warum toben die Heiden": key changes

30

38chima Kaufmean, Mendelssohn, "A Second Elijah" (New
York, 1934), pp. 271 and 277.
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Elements of time.--Section One is marked Moderato
and 1s in C time, The opening statement of the first cho-
rﬁs contains the important rhythmic prattern, a dotted eighth
note followed by a sixteenth note, which is useq periodi-
cally throughout the composition and becomes quite important

in Section Five,
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Fig. 2--"Warum toben die Helden," measurss 1=l

The above rhythmic motif igs not distinetly heard again un-
til the beginning of the fourth sectionj however, it ig men-
tioned in measures 56-57 in Section Two,

Part Two of the Psalm remains in the game meter gs Part
One, but there is a tempo change from the Moderato of Part

One to Andante, which is accompanied by a key change, Section
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Three, which is much faster, is marked %, Con moto. Secw-

tions Four, Five, and the "Gloria“PatPi" are in common tine
and marked Andante. The rhyﬁhmic pattern mentioned in Sec-
tion Une returns quite obviously in Section Four, Here 1t

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

then by the sopranos and altos in the second.

{ Andante .
K X \
i 2V el ] v I T T . L
‘r N\ ¥ [ X - v U o R i b WA Tt I
: b " Y ¥ ;l I 3 X

. ; I v
50 lasset euchiun wcisen!"ihr Ké‘l% - <l;e,

Fig, 3=-"Warum toben die Heilden," measures 104-106

Section Five is sung by the solo voices with an occasional

entrance by the chorus,

lielody.--The melodic interest of thls work is relatively
unimportant due to the fact that the texture does not lend
itself to long melodic statements, The melodic fragments,
when they do occur, are usually conjunct with relatively

simple skips.

= £
o

Fig, h--"Warum toben die Heiden,'" measures 13-1k4



33

bt o — 'arﬁrfﬂ%¥aw
b I - R —_ i e i i s
1 4 \./ ) l ¥ 4

N

1 | Conmdito

DT

0
1
g

P
€

B o |

f
Y
ety
QL
L
L

Fig. 6--"darum toben die Heiden," measures 53-67

On occasion the melodies are wriltten 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.
e e
odcrato - ee SF
o P
s oo O VA T
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Fig. 7--"Warum toben dle Heiden," measures 29-32

Harmony.--The harmony 1s in contrast to the simple

melodic structure of this work. The composition contalns
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many diminished seventh chords, major and minor seventh
chords, long sustained pedal=-points, and various types of

chromatic harmonies.
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Fig. 8~-"Warum toben die Helden," measures 71-78
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Figs 10--"Warum toben dle Heiden," measures 82-89k

LThe 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 responscry state-
ments between the twe choirs (ses 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 Cne,
but the antiphonal responses occur between the solc voices
rather than the chorus. Toward the middle of this sectlon,
the full chorus enters.

Section Three 1s 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 solce voices with
the chorus entering in uniseon on a short statement which
occurs three different times,

After Section Five, the two choruses are combined for
the "Gloria Patri," a simple and almost perfect four-vcice
canon., The work ends with a three-fold amen that overlaps

the concluding volices 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,"
Op. 78, No. 2

Medium,--"Richte mich, Gott" is composed for an eight-
part chorus. The chorus is divided into the male and female
voices which periodically alternate antiphonally. The le~-
male voices are divided into four pasrts in most of the anti-
phonal singlng whereas the men's voices are found mostly
in unison. When both sections are singing, there 1s usually
g divisi within each section of the choilr.

The vocal ranges pr@saht no problem with the exception
of the bass part beginning at measure 73 to the end. The
low D 1s 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 volces when

moving from the F#-A to the B-D in measure 78.
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Fig. 11--"Richte mich, Gott," measures 76-79

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

part lies low in the bass register. At times it 1s doubled



an octave higher by the baritone part, especlally on the

lowest tones.
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Fig. 12--"Richte mich, Gott," measumes 92-96

Lol

Text.=--This work is a psalmodizatlon of the Forty-

third Psalnm.

Tonglity.--D minor, which becomes D major in Section
Three, is the prevailing key in the Iirst two sections of
thils workf In the first porticn of the work, there is a
temporary modulation to C major and then to F major. ?his
section returns to D minor which dominates all of Ssction
Two. The final part maintains a D major tonality through-

out.

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

from each other by their rhythm and meter changes. This
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work begins in C, Con moto and in Section Two changes to
g, Andante. The last section, which is characterized by
a key change from the minor to the parallel major, is

marked C, Allegro moderato,

lelody.--The opening phrase, which is disjunct, is con-
trasted by the consequent phrase, which 1s conjunct. However,
ppe melodic interest in the consequent phrase is not as
important as the harmony and structure, as sesn in the fol-

lowing example.
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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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Fig. U--"Richte mich, Gott," measures 21-25

The melodic construction of the second section 1s sgimilar

to the beginning with the exception of the rhythmic change.
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Fig. 15-="Richte mich, Gott," measures 34-45



The melody of the last section is borrowed from an earlier

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

TwWOe
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Fige. 16=--"Wie der Hirsch schreit nach freischem Wasser,"
Op. 42, No. lj, measures 1-7 .

Allegro modersto

Fig. 17--"Richte mich, Gott," measures 73-79
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Harmony.--The harmonic progressions in this work are
relatively conventionals The pedal=-point 1ls used greatly,
ocecurring five times in Sections One and Iwo at the end df
the men's solo (see Fig. 13). Mendelssohn uses not only
melodic range to bulld 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 pdrtsg

Even though there are no dynamic markings written, the mﬁsic

creates 1is own.,.

¢ . Allegro modersts
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Fig., 18--"Richte mich, Gott," measures B4-87

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 1ls through-compcsed; 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 I1X

Melodies A ’ a B
Harmonies : A a B
Rhythms (patterns) A B C
Textures A B C
Tenpi ’ A B A

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

"Mein Gott, warum hast du mich verlassen?",
Op. 18, No. 3

Medium.--Written for an eight-voice choir, which is
divided from time to time into two cheirs, and soloists,
this work contains a unity and purity of style which were

, g
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 hast 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.

Tonality.~-~The two predominant keys are E minor and
its parallel major (E major)., The key change dces not occur

until midway through the second section of the work. Unlike

SEric Werner, Mendelssohn: A New Image of the Composer
and His Age (New York, 196L), p. L1l




most other works, the key change is not accompanied by a

meter or tempo change.

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

an extreme amount of rhythmilc 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.

0f all the unaccompanied choral works by Mendelssohn,
thig 1s the only one which contains recitatives. No doubt
Mendelssohn allowed a certain amount of liberty in decla-
mation with hils 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 recitatives by marking
them as such. There are no tempo indications after & solo
passage.

This work, marked u, contalns no meter changes but

L

does have four tempo alterations: Andante, a tempo Allegro,

Andante con moto, Assal animato.

Melody.=--The ascending and descending minor second
plays an important role in the melodlec structure of this

work, especially in the recitatives and solos.
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Fig. 20-~"Mein Gott, warum hast du mich verlassen?",
measures 1=-3

Recitative
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Fig. 21~-"Mein Gott, warum hast du mich verlassen?",
measures 35-38

Ihis minor second is changed to a major second afﬁer the

key change.
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Die E- len-den sdl-len es- sen,dass sie satt wer-den

Fig. 22—Q“Mein Gott, warum hast du mich verlassen?®®,
measures 126-129
A second theme, which is disjuncﬁ in contrast to the first,
la forecast by the chorus in the arpeggiated chords before
the key change at measure 8. The sopranc 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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“A-ber du, Herr, seinicht fer-ne.

Fig. 23»-“Mein Gott, warum hast du mich verlassen?®,
measures 84-85

Harmony.--The melodic and harmonic progressions, which
can be seen In this example, create a crescendo as the har-

mony expands and becomes more dissonant.
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Fig. 2L --"Mein Gott, warum hast du mich verlassen?",
measures 57-60

The above example 1s part of an extended nine-messure cres-
cendo which consists of chromatic harmonies and s melodic
line of an ascending chromatic scale.

The use of the minor subdominant chord which 1§ fre-

quently employed in Mendelssohn's instrumental and choral

wrlting is seen here.
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Fig. 25--"Mein Gott, warum hast du mich verlassen?",
measures 1lU7=150

Texture.--Vertical sonorities dominate this work.
There are frequent antiphonal sections occcurring 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 esarlier.

Form.--This work is through-composed but 1s unified

by melodic fragments as has been mentioned above.

Summary
The three Fsalms for double chcrus contained in COp. 78
represent Mendelssohn's most profound attémpts 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 difficultles are kept to a mini-

mum e
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General Psalms

"Singet dem Herrn ein neues Lied,"
Op. 2 ‘
Medium.~-"Singet dem Herrn ein neues Lied" is written
for double chorus, sbloists,'and crchestra, ﬁThe two sec~-
tions of this Psalm which will be analyzed afe written for
unaccompanied chorus. Because of the orehestraticn, this
work met with opposition from the clergy dueito the use of

the harp which enters after the ﬁ section.é

Text.--"Singet dem Herrn" is taken fromfPsalm Ninety~-

Eight.

Tonality.--The first section of this woﬁk is written
in the key of D major and the second in B miﬁor‘ Both
parts adhere closely to their keys. There aﬁe 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
tonallity is concerned, these modulations areirelatively

unimportant.

Blements of time.~~The first and longest section of

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

ls an Andante lento in i time,
The predominating rhythm pattern of the first section
is a quarter note followed by two eighth notes., This

6Werner, Mendelssohn, p. L17.
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rhythmic pattern occurs after twelve bars of introduction
which 1s 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.
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Fig. 26--"Singet dem Herrn," measures 1-l
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Fig. 27--"Singet dem Herrn," measures 12-17

The rhythm of the second part of this Fsalm contains
no outstanding patterns. It 1s quite consistent and flows

in a slow 3 tine,

L
Melody.-~The two melodies of Fart One are contrasting
in both linear motion and rhythmic interest (see Fig. 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
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is made up of three periods, the first two being parallel
and the third contrasting, and is in the relative key of

B minor.

Hﬁrmong.——ﬁarmonically this Psalm is not at all com=-
plex. lMost Progressions are 8imple ang traditional, Men-
delssohnjs fondness for chromatic motion is again seen at
measures 34-37 which is followed by a six-measure pedal-
point on the dominant (A)e Another pPedal=-point occurs in

the second section, again on the dominant tone (F#).

Texture.--The texture of the first portion of this

work is an antiphonal alternation of the two choruses,
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Fig. 28--"Singet dem Herrn," measures 12-17
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At measure 43, the two cholrs 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.

"Jauchzet dem Herrn alle Welt,"

no opus

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 tock place during Pentecost of
1844, This Psalm was originally written for a four-voice
cholr, with divisi in the middle section, and small orcheg-
tra; however, the orchestral score seems to be lost at the
present time and only the voice parts remain. Neverthsless,

when performed unaccompanied, the piece is quite complete.7
Text.~-The text is taken from Psalm 100,

fonality.~-This work is divided into thres 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 ¥ 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.

TWarner, Mendelssohn, p. L16.
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Elements of time.--The entire composition is written

in ¢ time end contains only two tempo changes, at the start

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

moto 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.

Melody.--After a three-measure introduction, the firsi

theme enters sung in unison by the sopranos and altos.

Andante con mots -

y
E:

R

Fig. 30=-"Jauchzet dem Herrn," measures [-5

This melody does not enter again until measure 25 where it

appears in imitation.
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Fig. 31=--"Jauchzet dem Herrn," measures 25-29
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The second melody comes in Section Three; its beginning is

similar to the first theme 1n the manner in which it des-~-

cends a perfect fourth.
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Pig. 3°~~"Jauchzet dem Herrn," measures 6l~=71

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

repeated an octave higher by the sopranos at measures 72w

80.

the final five bars is a simple coda which consists

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

gimple imitation.
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fig. 33--"Jdauchzet dem Herrn," measures 80-8l

Harmony.--The harmonic progressions are quite simple,

in keeping with the rest of the composition. Many chords

appear 1n inversions as a result of Mendelssohn's allowing

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

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

pranc voice, giving it a very smooth linear mction. (See

Fig. 32, measures 68-7l.) Section Two contains two examples

of expanded harmony which helps to regulate the dynamic

intensity.
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Fig. 34-=-"Jauchzet dem Herrn," measures 32-33



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

Texture.,--There are two textures employed in this com-
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position, These are vertical in the first and last sections

and antiphonal in the middle section,

Form.-=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 ffom 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 form.

Summary
The two Psalms contained in Mendelssohn's general

Psalms are not as complex nor as brilliant as those in
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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 unaccompanised 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 Llturgy

The new Agendes, or order of the liturgy, was introduced
into Germany by King Frederick William III (1816-1821).
This Agende was fixed by law and was met with a great deal
of criticism, The Prussian Agende 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 Nop setting an exémple 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.’“g

8werner, Mendelssohn, p. L50.

9gg1g., 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,
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0f 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 hafmonically and vocally
quite simply constructed; "precisely by this means, the
austere and lofty character of true liturgical music is
stressed anew,":0

Mendelssohn 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 perscnal contacts with
other contemporary composers in an effort to influence
them toward his style of church compositions,

"Heilig, heilig ist Gott,
der Zabaoth®

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 F# 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.

01p14.
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Ionality.--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 ¢, Con moto, the piece

has no other meter or tempo changes, The dotted quarter
followsed 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,

Melody.-~The melodic interest is of little significance
as the majority of the composition consists of sonorous
textures, BSeveral melodic fragments occur in the imitation
of the antiphonal sections, Their similarities occur mainly

in their rhythmic patterns rather than their intervalic

relationships.
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Fig. 36--"Heilig," measures 23-25
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Pig. 37-~"Heilig," measures 25-27
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~ Ge - lobt sei derda kommt

Fig. 38--"Heilig," measures 30-32
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Ge — lobt gser den da kommt

Fig. 39=--"Heilig," measures 34-36 -

Hayrmony.--Mendelssohn's conservatism in harmony 1s
evident in this work. There is a minimum of altered éhords,
- 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 volces forms a dissonance with one of

the other sustaining members.
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Fig. 40--"Heilig," measures 1-8

Several chords appear in inverslon as the result of
giving each voice a linear quality. In this figure is an
example of seventh chords occurring due to passing toﬁes,
chords in various Inversions, and contrary motion between

the two outer volces. *
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Pig., 41--"Heilig," measures 16-19

Texture.--This plece 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

plano,
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Fig. L2--"Heilig," measures 1 2-48
form,-~This work is through-composed,

"Kyrie eleison"

Medium,.--"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,

Text.--The text contains the "Kyrie eleison" and the

"Christe sleison,"

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

dary dominants occur periodically toward the middle of this
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work where the tonic key of A major 1is temporarily inter-

rupted but is firmly re tablished four measures before

o
a8

the end.

Glements of time.--This work is written in C time and

marked Andante sostenutc. Due to 1ts extreme linear qual-

ity there are no prevailing rhythmic patterns of any conse-
quence. Jhere 1ls a great deal of emphasis placed on the

-

third beet of the mesasure, especially on the word elelson.

son,
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Fig. L3--"Kyrie eleison," measures 8-10

lelody.~-~Even though Mendelssohn exercises much re-
straint in his music for the Agende, melodically this work

is very lyrical.
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Fige Lli--"Kyrie eleison, " measures 1-0
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After 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 Fig. L3, first

three notes).

Hdarmony.--As mentioned esarlier, the harmony of this
work 1s relatively simple. There are a few altered chords
and secondary dominent chords, but these do not force the
overall tonallity of the composition far from the original

key.

Texture.=--The overlylng texture of this work is very
linear and lyrical. The first six bars are composed of
antiphonal statements between the cholrs which in measure
7 become contrapuntal with the melodic statement belng made
by one volce while the others continue the counterpoint.
The imitation finally glves way to a more linear quallty

in the final six measures of the work.

Form.==The form of thls composition is through-

composed.

o

Sechs Sprliche, Op. 79

The Sechs Spriche, Cp. 79, consist of six short an-
thems which are arranged in accordance wilith the church year,
beginning with Christmas. The texts are verses from the
FPsalms or the Gospels and are set f or eight-part chorus.

A1l of these works with the exceptlion of No. 3 are

Skt e W e e
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through-composed. These pleces easlly fit into the Agende

and soocn became pepuler among the German Protestant Churches .11

"welhnachten: Prohlocket, ilhr V8lker

Medium.=--"Frohlocket, ihr VBlker auf Erden" is written
for a chorus of eizht volces and contalns no problemg In
regard to vocal range. Lhis composition was written in

1845,

Tezxt.-~The text is taken from the Gospels and is con-
cerned with the exultation of the birth of Christ: "Froh-
locket, ihr VBlker auf Erden, und preiset Gott! Der Heiland
ist erschilenen, den der Herr verheissen." (Be joyful all
people on earth and pralse God! The Savior has appeared as

the Lord has promised.)

N

Pfonality.-~The key 1ls G major with brief visltations
to the keys of C and ¥ major. All transitions to keys
foreign to ¢ are approached smoothly and present no prob-

lems in returning to the primary key.

Elements of time.--The dominating rhythnic pattern of

i)

s work, which is in I time and marked Allegro moderato,

the

i

consists of a quarter note followed by two eighth notes.
It first appears in the opening unison statement by the

female voices.

llWarner, Mendelssohn, p. 41i.
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Fig. 5~-"deinaachten," measures 1-2

This rhythmic pattern occurs alternately with a more fluild

rhythn consisting mostly of quarter notes (see Fig. U46).

Melody.=~There are two major melodic elements that
dominate this composition. The first is stated in the
opening two measures of the work (Fig. 15} and the second
is contained in the "Halleluja" section. This melody con-
sists of a descending scale pattern which encompasses a me jor
or minor third. The various entrances of the melodic frag-

ment are overlaid and create a cascading effect.
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Fig. Lb6--"Weihnachten," measures 24-30

Harmony,.--Mendelssohn'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 1n its proper direction; howsever, his-music

occasionally contalins retardations,

In the following ex-

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

is unresolved,
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Fig, 4L7--"Weihnachten," measures 13-15

Texture,.,--Two textures are prominent in this work,
the predominating one being vertical, which is momentarlily
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 feeling
of formal balance,

"Am Neujahrstage: Herr Gott, du bist unare
zuflucht fUr und f8r,T Op. 79, No. 2

Medium,~-The "Am Neujahrstage' (New Yearjs 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,

R O s e i S S e R L AR R M, B 6 ek we e

s B -



70

thus allowing the text to be stated with a great deal of
reserve. BRven the portion of the text just mentioned 1is

sbated planissimo the two times 1t appears.

Tonality.--This work is written in the key of D minor
and containg brief sections in F major and G mirdor, The

overall key scheme is shown below.

Key: Dt~ FM D Gm Dm I

Measure: 1 15 19 25 30 110
Fig, L8--"Am Neujahrstage": 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, t, 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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Fig. 49--"Am Neujahrstage," measures 10-13

Melody.~-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, L49).

In contrast to the above melodic fragment is the
melody contained in the opening five measures of the com-

position,
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Fig. 50--"Am Neujahrstage," measures 1-5

There are two other simllar melodies derived from the last

three measures of the above melody plus a slight extension

of three tones.

Andante
31
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Fig. 5l--"Am Neujahrstage," measures 18-23
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Fig. 52--"4m Neujahrstage," measures 3045

Hermony.~-As in so many other similar compositions,

Mendelssohn begins this work in unison which gives way to

ey

the harmony after two measures. He employs the same har=-
monie progressions in each of the modulatory sections.
il

fhis type of modulation consists of three chords whose root

movement is a descending f1fth 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.

. Moderato . 4 - ‘
= ===

Fig., 53--"Am Neujshrstage,” 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 benor 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
1inear motion of each voice part. Such awkwardness is

indeed rare in his music.
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Fig. S4=-"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: Vv I A v ”
1 6 10 18 23 29 1o
12

Measure:

Fig. 55--"Am Neujahrstage': texture changes

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

posed.

12me textures are indicated by V (vertical), I (imi-
tative), and A (antiphonal).



"Am Himmelfahrtstage: Erhaben, QO Herr,
Ther alles Lob," Op. 79, No. 3

k4

Medium.--"4An Timmelfahrtstage™ (Ascension) 1s scored
for an eight-volce chorus. The teseitura of the volce

2

parts is within a comfortaeble range for the singers.

Pext.--The text is concerned with the exultation of
God who is sbove all glory and praise ("Erhaben, 0 Herr,

ber alles Lob, Ulber alle Herrlichksit").

Tonality.--This plece is written in the key of B

f)

major which prevails throughout with infrequent modulations

to closely related keys,

ilements of time.--The teupo and meter of ﬁ, Allegro

maestoso e moderato are maintained for the thirty-one

measures of the composition.

The dotted rhythms of the quarter and gighth notes
are the two most obvious rhythmic patterns; however, these
rhythms, as in most of mendelgsohn's choral music, are &

by~product of the words and of the textual articulation.

T4
I

telody.~=There are two thematic elements which are
used in the development of this work. Both are ccenjunct
and encompass no more than the interval of a perfect fourth.

The first theme is stated solely by the first tenor

section at the beginning of the composition.
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fMge S6--"An Himnelfahrtstage," measures 1-3
At measure 3, the full chorus enters and the melody is found

in the basa part while the soprano has an entirely different

and more disjunct melody.
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57--"4n Himmellfahrtstage," measures 3-5

Thig theme re-enters in the alto voices at measure 18 whiech
begins the third sectlon. The alto's entrance is similar
to the way in which the first tenor began the composition.

After the alto states the theme, the chorus enters as In

K
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the beginning with the theme reappearing in the bass volce
while the sopranoc volce sings a contrastine 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 13 similar to the opening theme.
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Fig. 58--"Anm Himmelfehrtstage," measures 10-12

Harmony.--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 disscnances rarely linger more than

one hest,.

Texture.--The textures are vertical and contrapuntal.
The coda has a vertical texture and an UHalleluja" which

is linear in movement.

Form. --"Am Himmelfahrtstage" is written in a simple
two-part song form with a coda.

"In der Passionszeit: Herr,
“edenke nichi Woelthatem, "

0. 19, Fo. L

Medium.--"In der Passionszeit" (In the Time of the
Passion) is composed for eight-part chorus and is the shortest

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

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

Tonality.--The work 1s written in D minor and remains
in that key throughout the composition with only one cadence

in A minor.

Llements of time.-—ﬁhythmically thls work is slow

(Agagid, ﬁ) and sustained and contaﬁns no outstanding pat-

tern.

Melody.--The opening four measures centain the melody,
which 1s heard only one other time at measures 9-12. This

is an expressive melody containing a Phrygian quality.
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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 bulld
intensity such as in the "Hallelujas" or as it is contained
in the eight-measure crescendo at measures 12-20, where the
sopranc voice makes a slow ascent to the apex of the cres-

cendo and then drops back down as it quickly decrescendos.

Harmony.--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
tocproduce an enriching quality as it reaches the heighth
of the crescendo, The intensity of the crescendo is héigh~
tened by the division of the volce parts and by the crossing

of the lower voices above the higher and lighter ones,
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Fig. 60--"In der Passionszelt," measures 12-17

Texture.--A linear texture dominates this work with

one section of vertical writing that was mentloned above.

Form.=-The form of thls composition is through-com-

posed.

"Im Advent: Lasset uns frohlocken,"
Op. 79, No. o

Medium.--"Tm Advent" (Advent) was composed on Uctober
5, 1846, for an eight-voice chorus. This work presents

no apparent problems as far as range is concerned.
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Text.-~The text for this composition 1s taken from

the Gospels.

Ponality.=--The tonality is entirely in ¢ major and
has no modulations. There is an occasional secondary domi-

nant, but these cannot be construed as modulations.

Blements of time.=--The meter and tempo are i, Andante.
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 is 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 rhythm, but these appear in no organlzed sequence.

Melody.-~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.,
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Fig, 61=--"Im Advent," 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~

measure crescendo from pianissimo to forte which is achileved

by an ascending meledic line in the soprano and lsg inten-

sified by expanding harmonies.
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Fig., 62-=-"Im Advent," measures 11=17

The final section consists of a lyrical melody which,

when ststed, is found in parallel thirds, sixths, or tenths.
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fig. 63--"Im Advent," measures 17-19
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Toward the end of the composition, as the linear complexities
build, this melody is found beilng accompanied by its inversion.

This inversion occurs bstween the first sopranoc and first

tenor.
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Fig. 6Lh~~"Im Advent," measures 26-29

Harmony.~--Due to the highly contrapuntal and linear
motion of this work, many of the chords are found in inver-
sions. This plece 1s, typlcal of Mendelssohn's conservatism |
in harmonic progressions. |

Mendelssohn was particularly fond of sustained cadences
containing pedal=-points. Many times in such closing cadences

he employs elther a minor subdominant chord or a tonlc chord



with a flatted seventh., In this work the tonic chord with

the lowered zeventh is used.
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Pig. 65--"Im Advent," measures 29-34

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

of contrapuntal and linear sonorities.
Form.-~This composition is through-composed.

"am Charfreitage: Um unserer Slnden
willen hat sich Christus erniedriget,"

Op. 79, Ho. &

Kedium.~--"&m Charfreitage" (Good Friday) 1s a twenty-
measure compositlon that was written on February 18, 184,
for an eight-volce chorus. The voice ranges are limited

and remain relatively low.
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Text.-=-The text 1s taken from the Gospels.

Tonality.--This plece 1s written in & minor with a

brisef visitation to the dominant key, B major.

belody.==ihis work is entirely & textural composition.
There 1a 1ittle interest created in a melodic line; rather,
fendelssohn places all cf the emphssils on the narration

of the text. The first eight meagures are marked planls-

sime and, even as the sopreno begins bo esscend, the score

is marked gemnre pilanc to insure that the entire phrase

will wemaln soft. In the ninth measure, there 1s a leap

of an cctave in the soprano voice and a dynamic marking

of forte. At the change of dynamicg, the femsle voices
divide into four perts, having previously been in two perts.
The tessiture remains high through the next ten measures,
which contain no dynamic change. In the last two~-and-one-
half measures, the femasle volces go back to two parts and

the soprano paris drop down a perfect fifth. This abrupt

change is accompanied by the dynamic marking of piano.

Harmony.=-~The harmony helps %o intensify the phrasing
and declamation of the text. The follewlng is an example

of the harmoniec progressionsg of the [lrst elght measures.
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Fig, 66--"Am Charfreitage," measures 1-»813

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

pesition,

Form,=--This work is through-composed.

Surmary
Although Mendslssohn exemplifies restraint in these

works, the gquality of the music does not suffer, They rep-
resent a puristic quality which is colored and enlightened
by varying texbtures, keys, tempi, and non-harmonic tones,
Even though these works 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

13The 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.lu 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.??l5

The Op., 69 were composed in German and translated into
English, These three later works are somewhat inferior %o
the "Te 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 plece can easily be performed unaccompanied without

loss of any musical content,
"Te Deum" in A

Medium.-=-This work is written for four-part chorus
and sopranoc, alto, tenor, and bass soloists, The tessi-
‘tura and ranges are quite accessible wlth the exception
of one high A for the tenor at measure 188 and one low E,

measure 210, for the bass.

1AG. Selden-Goth, editor, Felix Mendelssochn: Letters
(New York, 1945), pp. 204-205.

1SWBrnar, Mendelssohn, p. 502,
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Text.--The rhythmical accentuation adheres closely
to the btext; therefore, there are no characteristic rhyth-
mic patbterns 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, O Godl",
the word accents of praise and thee come on the weaker

beats of the measure,
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Fig. 67-="Te Deum," measures 1-i

The text is taken from the Book of Common Prayer and

has been translated into German by the composer,

Tonality.--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 altereé

chordsa,

Elements of time.--There are five rhythmical variations

within this composition.
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C Andante con motoum—JL ﬁ Adagio e lento——]
9 107

|

210

¢ Andante come 1

g ﬁ Allegro moderato
169 ,
¢ Andante

Fig, 68--"Te Deum": rhythmical variabtions

Within each of the sections the work maintains a highly
regular rhythmic pulse; it contalns no ritards.
There are nc ocutstanding rhythmic patterns in this

composition,

Melody.--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 following 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 Cne.
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Fig. 69--"Te Deum," measures l-4
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Heav'n and earthare full, heav'n and earth ave fall
Fig. 70=-"1e Deum," measures 49-53

Mendelssohn's affinity for melodies based on the chroma-

tically ascending scale are evident in the following examples

taken from Sections Two and Three of fthis work.
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fig. 71--"Te Deum," measures 9L4-98
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Pig. 72--"Te Deum," measures 142-149

Harmony.=-~Ihe harmonic complexities of this work are

kept to a minimum due to the rapidity of the tempi. When
harmonic complexities do occur, they are, in most cases,
a result of the linesr motion of the various volce parts

and sharp dissonances usually appear as & form of suspension

as in the following example.



‘ Andante come L
B i

e T =
T VT |&=F N
) & Tagdd | <
s E— o —— i —

/I . T T \ f)

Fig. 73--"Te Deum," measures 139-1l1

Texture,--Keeping in mind that this is Mendelssohn's
contribution to what he considered "trus church music" or

liturgical gebrauchsmusik, one can best understand the

textures employed in compositions of this type. Regardlsss

of the complexity of the texture, lMendelssohn always main-
tains the supremacy of the text, In his most complicated
polyphonic sections, he will repeat one section of ﬁhe
vext in all volces thus allowing the text not to become
obscure and to losse 1ts prominence.

There are four overlying texbtures 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
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each verse of the text being set in a different meter, tempo,

key, and texture.
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"Herr, sei gnHdig" ("Lord, Have Mercy

upon Us™)

Mendelssohr 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 ﬁusic and, due to Attwood's concept of ccmposition,lé
greatly influenced Mendelssohn's attitudes toward English
cathedral music.17 This work was first published in England

in Ewer’sle Orpheus, Book XII.lg

Medium.=--"Herr, sel gn#dig" 1s written for a four-voice
chorus of mixed volces. It contalns no solo singing and
is very undemanding on the chorus in respect to range and

technicallties,

Text.--The text was originally conceived in German and
translated into English by the composer at the time of com-
position. The English text, however, adheres perfectly to

the German syllabic accentuation.

16Th0mas Attwood was a student of Mozart and patterned
his church compositions after the earlier works of Mozart.

lPerner, Mendelssohn, p. 140,

187he Hwer was of the Ewer & Ewer Publishing Company
who commissioned Mendelssohn to write two large pleces for
the Anglican service. Later, lendelssohn wrote several
works for the Church of England (of which the above 1s one)
which were published in England only.

1%erner, lMendelssohn, p. 191.
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Tonality.--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 elteration 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.

Melody.-=This entlre composition is based on one melodic

and very lyrical melody.
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Lovd, have mer-cy have mer---cy up-on us,

Fig. 7h--"Herr, sel gnldlg," measures 3-6

The 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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Pig. 75=-="Herr, sei gnldig," measures 19-21

Une Iinteresting characteristic of this melody 1s the
repeated note over the bar (see the Fifth and sixth notes
of Pige T7h)s This sighing motlf, or sccented suspension,
prepares a dissonance of a minor seventh each time it 1s
stated which, when coupled with the text, closely resembles
romanticized word painting but Mendelssohn never consclously

committed hiwmselfl to this technique.
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fig. 76=="Herr, sel gnldig," measures 10-11

Another important melodic invention of this work ls
the ascending melodic scele congisting of five semi-tones.
This scale becomes associated with the princlpal melody

at the mid-point of the composlticn.
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ig. . 77=="Herr, sei gnHdig," measures 24-30

Harmony.-=The harmonic interest of this work ls rea-
gonably chromatic due to the nature of the melodlc construc=-
tion., Being imitstive throughout, the harmonic progressions
are by-products of thevlinear mehbion; however, there are
certain harmonic sequences set into play and these agsin

are due to melodle factors.

Texture.-=Ag stated sarlier, the texture of this work
is entirely imitative, and the contrapuntal texture 1is

conceived through previously discussed thematic material.

Form.=-The form is continuous with the exception of
the two-measure introduction. These measures consist of
two A minor chords on the word Lord; the second measure

appears in a slightly different position of the same chord.
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Fig. 76--"Herr, sei gnldig," measures 1-2

"Hepr, nun lissest" ("Lord, Now Lettest
Thy Servant Depart'),
Op. ©9, No. 1

Medium.--"Herr, nun 1l8ssest™ was composed June 12,
1847, for four-part chorus and four sololsts. 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, 1s presented in both English and German. The
rhythmic accentuation of the text is closely adhered to in

the rhythmic content of the composition.

Tonality.--Tonally, this work remains in the key of b
major with a middle section (measures h?~85) whose tonallty
ie 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.
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Figs 79--"Herr, nun l¥ssest™: tonal plan
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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).

Blements of time.--This composition remainsg in an

Andante, alla breve meter throughout with the exception

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

dante sostenuto, ﬁ. 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~

phasizes the dotted-quarter-followed-by-an-eighth-note

pattern., The rhythmic interest of the third portion of this

work comes from the fact that, although simple, it 1s very

steady and rhythmically consistent. The following examples

illustrate  these rhythmic alterations; they appear in the

order in which they were discussed.
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Fig. 80=--"Herr, nun 1Hssest," measures 1-7
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fig. 81l--"Herr, nun 1llssest,” measures 100-104

Andante sostenuto
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Fig. 82--"Herr, nun 1l#ssest," measures 122-125

lielody.=-The work opens with a melodlc statement which
is cenonically imitated throughout the first part (see
Pig. 80, measures 1-3) and is characterized by an ascending
interval of a fifth which descends scalewise.

The conse=-

quent phrase 1s contrasting and is an almost Inverted retro-

grade of the antecedent phrase.
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Fig. 83--"Herr, nun l¥ssest," measures 11-15

Harmony.-~The harmony 1s derived from bthe contrapuntal
and lineasr character of the composition., The root movements

of the chordal sections contain a great deal of variety in

0L
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their inverslions. 'T'he bass line, even in the most homo=-

phonic ssctions, 1s always moving in a melodic metion,

RAndante L e
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Fig. Ol--"Herr, aun lHssest," measurss 128-132

lexture.--A linear texture is predominant in the mid-
dle sectlon where simple imitation is interspersed. The

following 1llustration shows this type of imitation.
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Pig. 85--"Herr, nun 1Hlssest," measures 56-60

although this type of imitative writing appears to be con-
trapuntal, it 1s not due to the fact that, immediately
following such imitation, the melodic content, in most cases
of this type of linear motion, ceases to be similar. To-
ward the end of Sectlon Two, the contrapuntal texture which

sppeared at the beginning returns. The "Gloria Patri,"
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which is comprised of vertical sonorities, has a melody
which begins on the upper tonic note (Eb) and descends

down bthe entire octave, corresponding to the words "Glory

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

at this point, the melodic structure begins its upward climb
to the tonic note which is reached on the word world. The
thres-fold amen begins on the fifth scale degree, descends

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

Form.--"Herr, nun lissest” is written in a three-
part song form which 1s 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 dem Herrn" ("0 Be Joyful
In the Lord"), Op. &9, No.

Medium,--"Jauchzet dem Herrn" was composed in 1817
for a mixed chorus of four parts with the exception of the
"3loria Patri," which is divisi in all parts near the end.
Unlike the "Te Deun" and the "Herr, nun 18ssest," 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-
conts 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 following example shows how Mendelssohn handled the

two languages.

Allegro modersato

- 4;:.:&
5 &‘4? OO TS o X
nE H — TR
errn — a8\ — - ' ey,
joy - — = 2ul in the Lovd,

Mg, 06--"Jauchzet dem Herrn," measures l-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, Tthe Eng-
lish is by far iﬁferior tothe German text due to the loss

of the rhythmic drive,

. ___Maestoso N e e e e & & V‘A- et o o
" i FO— @IS T lfgfwﬁﬁzrf
V4 (/@) J ] | ) 1 [
) ‘ sfw i)
jetzt,und im-- mer —dar, und von E - — — — —wi - keit
; and — € — — — —  vershal be

i how

Fig. 87--"Jauchzet dem Herrn," measures 158-165'

Both languages overall are very gimilar in their rhythmical
accents; neverthelsss, Mendelssohn does maintain a slight
individual character in each language, as further seen in

the following illustration.
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Mederato ‘ — )

yan S T I S ﬂ:

. - ; * O 4l e o)

e S M 0 M= Al —

T Ogehf‘zct Se+=— henTho"ren  &in .’[ ‘
0 ge gour way in——  toHis qgates,

Fig. 88--"Jauchzet dem Herrn," measures 78-81

Tonality.-~This work begins in the key of A major and,
by means of a common chord progression at measures 30-32,

modulates to ¢ major at measure 32.

a1, vo1o || v
GM: \'l I Ve
Fig. 89--"Jauchzet dem 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.

eM: I Vvl 1 i1

am: vl s
Fig., 90--"Jauchzet dem Herrn": secondary dominant
modulations
Part Twe 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 appear:s.
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bvetween Section Three and the "Gloria Patri" another direct
modulation; however, this time it is to the completely un~

it

related key of & major.

wlements of sime.--The relatlonship of the keys of

the three sections (A najor, & aminor, A major) corresponds
to the chenges in the %empo markings which are ¢, ﬁ, ¢,
There ts a slight deviation in the pulse rate of the first

and third sections, the first being marked Allegro moderato

and the third marked Andante con motc. The "Gloria Patpi®

ig stated in ¢ time.

lielody.=-lhe fact that Mendelssohn was a fine contra-
nuntelist can be seen in hils ablllity to thematically ger-
minate an enbire composition from one melody. By analyzing
them carefully, one can see how each of the melodiles in
this composiftion zan be related to the first melodic state=
meﬁﬁ, The Following are the elght notes which comprise the

opening theme.

mm_ngjé

) H# - S =

T 58 a0

’ w\_ } C el
{ 2 2 4 5 6 T B8

#ig. 91-="Jauchzet dem Herrn": fGones of the opening
theme
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A melodic fragment used for imitative purposes from mea-
sures 12-30 1s shown in Fig. 92. This melody corresponds

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

Rilegro moderate R
o TS
| e =
10 feo & ? !
o \ o M . ._}1
i
!

5 & 6 T 8
Fig. 92-«"Jauchzet dem 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 tones

5, 6, T, and 8 of the original. A&lso note the bwo inter-
vals of the perfect fourth, which suggest a tonal imitation
of the original tones 1-2 and 7-8.

Moderato B , :

! 3 4. A I I H
ya ar—';gqi‘ :

' T j . r — \‘ - é——__é:)«l—_—-

87 65

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

Tn the above comparisons, it is important to note that
the melodiec 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 the melodlc character of the bass part will
be moving in contrary motion to the soprano line and, in
some cases, wlll be a retrograde inversion of the upper

voice as illustrated in the following example.

4 Allegra moderto
i ] I i I
’...;JJ ..
2 hetll ) _I; d -~ d CJ' /—‘\c)l ’J‘ j“ l#‘ rv :
g 5 :
R N Lo 1 ! b (2
A W - o5& ? -
o2 10O { 1 —

Fig. 94--"Jauchzet dem Herrn," measures L1-45

Harmony.~-The harmony of this work is relatively sim-
ple. Many of the chord progressions appear in inversion
due fto the linear and contrapuntal characteristics of the

pilece.

Lfexture.--A contrapuntal texture prevails throughout
this work but ls interspersed with short linear sections.
The second section is a good example of Mendelssohn's abil-
ity to build the texture of a work by slowly compressing
the entrances of the canonic imitation. The theme used
in this contrapuntal sectlon consists of the following

nine tones.
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0

Pig. 95--"Jauchzet dem Herrn™: 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 1llustrated below.

p Moderats | . I .
IAE i T
A8\ e WS — ] - ..o W, T
= s
|
- 4 ,Lﬁ;ﬁéﬁéégﬂ%ﬁi Ci (14 i,Lé;J&éEngﬁiﬂ
: P e — e i H

Pig. 96--"Jauchzet dem Herrn," measures 70-77
Forme.-~The form of thig work is through~composed.

"iyein Herz erhebet Gott, den Herrn"
ﬁ”gl Soul Doth Magnify fthe Lord"y,
Op. 63, Tov 3

Medlum,-="Mein Herz erhebet Gott, den Herrn" 1s written
for & four-part mixzed chorus and scopranc, alto, tenor, and
bess soloists. The text, in both German and English, is

taken from the Anglican Magnificat.
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Text.-~The rhythmical accentuation of the text com-
plements the melodic nusnce of the words 1In both languages.
There are many pleces where notes are tied together or
divided to corrsspond to the syllabification of the text;
however, there are examples of melodic nuance and words
not complementing sach other. One such case can be found

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

Patri.®
, G’rawe P J— /7y
et i bl = =< :
3 ““j’i — f’ 0 A ol o MO ISP e =
N bl | '
und von |E — — -] wigkeitzy E — - —|- wiqkeit| A - — — | men
world without|end. A -]~ ——men| A - - 4 — = - == = - | men
4 b FaN I -
” N i L ] i Y
Ah—— I - 35“‘1.1?C}" I N N
P il BN T :
—a Lot glet EﬂywzeFMﬁ%ﬂf#»wmgqu,F’ -
uhd von |&E= wig-tkeit2d £ |-~ ~ wiy- keit., A — — — — - men,
world withoud end, withagend, ———a—u A — = — — - men A — — —| men.
P pura ]
o, . & & P samm— S o
- W Tl TN 8 O o 0 o= D =il Y el = S S =
A3 Ne L LR \ vl el | i 1 { N
t1/ 1 -t
8 und von |E-wig-kei = {9~ ket '
j-k!!ftll E - = ] ~ wi ~keig— A= -~ men.
world witheut] end, oy A - e - — _3. T T
~T
XN P W o N W N P -
JiDry Lend — i1 J®] ] 1] ! o
/ b N S ® " i . 1 e
‘I e . : . ; et
undvanfwig-keit zu —F& - wig-keit, A — —~ ~ - men.
 world withoutend . A

Pig. 97--"liein Herz erhebet Gott," measures 282-288

A4t the end of the German text on the word Bwlgkeit, 1t is
melodically evident that the phrase ends and the Amen at

that point needs to begin a new melodic statement. 1In the
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English the melodic accents fall 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., 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.
¢ Allegro moderabo-———“ % Andande con moto————4l
93 2
¢ Masstoso I ¢ Andante y C Allegro
‘ 2

2As

165 1
C Grave-——-%
: 238

Fig., 98--"Mein Herz erhebet Gott": tempo variants

There are no bempo 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 3ections 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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Melody.=-Due to the predominantly contrapuntal tex-
ture of this work, the melodies primarily consist of frag-
mentary melodic material. The opening fheme, which appears
first in the alto voice, consists of an ascending interval

of a fourth followed by a descending scalewlse motion.

Alledro moderato

h \ o
g

] g
()

TO'
0
)

N
N/

Fig. 99-=-"Mein Herz erhebet Gott," measures 1=l

This melody is contrasted by the second theme which, melodi-

cally, is made up of an ascending scale in a dotted rhythm.

) Allegro Moderato
n 174 . {m]
r ‘

= ! PR I
S e e

0

Fig. 100--"Mein Herz erhebet Gott," measures 9-11

The opening theme can be related tc the contrapuntal theme
at the beginning of Part Two of this composition. Note
particularly the large ascending skip followed by the de-

scending scale.
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Harmony.=--The harmonic structure of this work 1s basi-
cally traditional and contalns many inverted chords due to
the linear and contrapuntal motion of the volce parts.
There is an abundence of diminished, majorfminor seventh,
and borrowed chords. The following example shows Mendels~-
sohn's handling of the diminished seventh chord and also
the contrary motion in the basg to the sopranc which he so

frequently employs.

Alleqro moderto i é J]
) e f—*ee 14 ] |
b.i ) . — ’.__‘-"! =
ZINY P 16— : p Ny hadill el — O (S
N I S LI o o
\ 1A ‘
| dldd |dJlddidddld dld ||
7 " | i
e e e e & G B e 5
, S A |

Fig. 102--"Melin Herz erhebet Gott," measures 83-89

In addition to the traditlonal dominant-to=-tonic cadences,
Mendelssohn was particularly fond of the expanded cadences,
which would usually contain a pedal tone in the bass volce,

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 firs®
example and the omitted third in the F minor chord, mea-

sure 16, fourth beat, 1n the second example.

p\\eq;o moderato
i

/)
- Y
L e P = i - =N

N [ O IV gy
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Doy

Fig, 103--"Mein Herz erhebet Gott," measures 90-93
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Fig. 104-~"Mein Herz 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.

Summary

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 lMendelssohn'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 musiec
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 tiefer Noth," Op. 23, No. 1, and "Mitten wir im 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
kwomen's chorus. The three choruses for female voices were

composed for the nuns of Trinitf dei Monti. "Hymne," Op.

96, is composed for a four-part chorus and orchestra.



113

Sehumann, Mendelssohn's close admirer and friend, upon
hearing the "Hymne" stated:
A uniquely besutiful composition, of whoge 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 Rag%ael and Murillc cannot remain hidden for
long.

Later Mendelsaohh, feeling the orchestration was not suited
for the plece, had the sacred verses of the "Hymne" sung
unaccompaniedle

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 take liberties with the c:}:lor':en].e.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,ZB

"pgus tiefer Noth schrei' ich zu dir,"
Op. 23, No. 1

Medium,~-=-"Aus tiefer Noth," composed in 1830, is a
prime example of Mendelssohn's compesitional training, which
was steeped in Bach harmony and counterpoint. Radcliffe,

in his biography entitled Mendelssohn, makes thls observation:

ZOWerner, Mendelssohn, p. 213. lebid.

223¢1den-Goth, Letters, p. 240, March 10, 1835.

2BWGrner, Mendelssohn, p. 209.
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"Hepre Mendelssohn imitates the idiom of Bach with consid-
erable success, especially in the second'[btrophé], which
is a fugue."zu

Mendelssohn's setting of this chorale calls for an
unaccompanied four-part chorus with sopranc, alto, tenor,
and bass sololsts. 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.

Poxt,--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.25 The final verse 1s

harmonized in the Phrygilan 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 meber markings of all

five strophes,.

2ipni1ip Rageliffe, Mendelssohn (New York, 1954),
pp. 154~155.

257me third strophe, which is in the key of AP major,
will not be contained in this analysis as 1t is for tenor
solo with organ accompaniment., In the middle of this sec~
tion, the chorus enters without accompaniment, but the score
reads "Orgel mit den Bass."




Strophe I

Strophe IIX

Strophe IIX

Strophe IV

Strophe V

C

C

Fig. l05--"Aus
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Chorale———l (chorus, unaccompanied)
1 15

Fugue “ (chorus, unaccompanied)

L 108

&dagla P (tenor aria with chorus,

loh accompanied)

Chorale, (alto, tenor, and bass

Andante———“ sclolsts, with soprano
60 tutti, unaccompanied)

Chorale———g (chorus, unaccompanied)

1 1

tiefer Noth": meter and tempo scheme

Melody.=--The melodliec interest of this composition is

based purely on the chorale melody.

Harmony . --The harmony remalns traditional throughout

with occaslionsal altered chords and secondary dominant chords

occurring, especially in the fourth verse which contains

the greatest amount of harmonic coloration. Chords con-

taining the Gb (Gb major and,EF minor) frequently displsay

the Phrygian character.

Texture.--0f the four strophes analyzed, three tex-

tures are apparent; these are shown in Fig. 106.

Strophe
Strophe
Strophe
Strophe

I
IT
v

v

Homophonic
Fugue
Linear

Homophonic

Fig. 106--"Aus tlefer Noth": textures
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Form,=--

(4) Strophe I is a simple homophonic settiag of the

chorale melody.

(B) Strophe II is a double fugue whose two subjects

are shown in ¥ilg. 107.

F‘u. ue 3 2 . ! ‘\ é } |/1 _A_
T 3 ?h 'T‘ ) T»fo”f! 1;- —G - ‘?kup*“ Jg&”
TS | wil o N ! L. v i

7+ o ) & {

Fig. 107--"Aus tiefer Noth," measures 1-5

Meésure 26, after the statement of both subjects has been
mede in each of the voices, is the conclusion of the expo-
sition. Subjects 126 and II enter respectively in coordinate
volces (tenor and bass) followed by another statement of
Subject II in the soprano at measure 29, From this point
on, there are several Talse 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 counterpeint in the form of a descending

chromatic scele. The final chorale subject is stated by

26por analysis' sake, the first chorale gubject will
be referred to sas I and the second subject as I1I.
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the soprano (measure 94); after four more measures of
counterpoint, there is & half cadence on a dominant seventh
chord in the first inversion (measure 10l.) 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 contalins a Picardy third, but with the tonic

note omitted leaving only the third and the fifth,

Andsnte, dolce
. 4 = S
C - T\‘}e - o)
gF ]‘ (=)
:r.l:rzb & (=) -

P

Fig., 108--"Aus tiefer Noth," measures 58-60

(D) Strophe V, as mentioned earlier, is a simple
harmqnization 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.
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Fig., 109--"Aus tiefer Noth," measures 13-16

")Mitten wir im Leben sind,"
Op. 23, No. 3

Medium,--"Mitten wir im Leben sind" 1s the third of
three chorale motets by Mendelssohn and 1s written for an
eight-part chorus. The chorus is dividedvbetween the male
and femasle 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 btessitura ls quite high, encompassing Ab's
and susbained G's, The baritone has one entrance on Fl
which is not sustained and, other than this F, the range
is quite comfortable throughout. The other volce parts

1ie 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 ¥ 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 stabls, staying in the
keys of F minor or C minor. However, the last verse has
several temporary modulations appearing at the end of sach
phrase, The cadences of the last verse number ten, Of these
ten cadences, three are perfect and seven are halfl cadences;
of the seven half cadences, there are three i or I-V, two
iv-V, and two Phrygian cadences (iv6-V). The composition
onds on a half cadence (i-V) with a pedal-tone being held

by the soprano voice.

| Tempo L
4 LE | o, —— R r—
I x) . 1 i CJ I (@) rars]
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PPZ z lz. 1l
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, F.H‘g (] i@ Y ) ] V)
() (@) [@)
e

- --let—- t-~ son.

Fig., 110--"Mitten wir im Leben sind," measures 223-229
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Elements of time.,--EZach 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 btempo
changes.
Strophe I ¢ Chorale—m——g ¢ Vivace———gg
1 2

Strophe 11 Tenpo I—— Vivaceh___4|
¢ 88 195 ¢ 116 163

Strophe II1 ¢ Tempo I—
ig, 1ll--"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

gquarter notes.

Vivace o

‘f?%”%af T

Fig, 112--"Mitten wir im Leben sind,"” measures 137=-146

Melody.--Unlike the "Aus tiefer Noth," Mendelssohn
does take considerable liberties with the chorale melody
in this composibtion. Most of the alterations of the chorale
éppear~toward the last few phrases and are generally ex-
panded with the use of stretto to prepare for the contra-

puntal "Kyrie eleison,”
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Harmony.--The harmenic interest is relatively simple.
Tnversions are frequent, especially in the "Kyrie eleison"

sections of the first two strophes (see Tonalitz).

Texture.--The bexture of the first two verses is homo-
vhonic with antiphonal alternations between the male and
female volces in the first half of each strophe. The "Kyrie
eleison” sections are contrapuntal, with the bass volice
supplying the counterpoint.

The third verse is a statement of the chorale melody
with no changes in tempo or register and no additicnal

"Kyris eleison,"

Form.--There i1s 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.

Of the two chorale motets analyzed above, "Aus tlefer
Noth" is more in keeping with those of J., S. Bach, "Aus
tiefer Noth" is based entirely on the chorale melody, but
"uitten wir im Leben sind" uses the chorale only as a point

of departure.
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Sacred Choruses for
Mixed Volces

"ihre sei Gott in der HEhe!

Hedium,--"Ehre sei Gott" was composed in 1846 and is
written for a double chorus of mixed volces and soloists,
The vocal ranges are well within the capabilities of the
average choir with the exception of the bass; however,
where the basa range is particularly low, it 1s reinforced
at the octave by the baritone. There are several F#'s and

-

Ets and one low D at the final cadence.

Text,~-The text 1s divided into four verses. Bach
verse is handled with a different textural treatment to

adhere to the connotation of the text.

Tonality.--This work opens with a short introduction
in A minor and modulates to the key of D major in which the
next section begins., This key is firmly held until measure
2lis there begins a transition to F# minor, which is firmly
sstablished at measure 33, Ff minor remains dominant until,
at measure 72, there 1s a transposition to A major, in which
the work 1s concluded.

-M’——-SI_ E—DI'T—-—BF-“F#M 45‘% Al Jg

72 11

Fig. 113--"Ehre sei Gott": key scheme
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flements of time,--There is but one meter indication

and that is § btime. Within this meter, there are four tempo

variants, which are Andante con moto, Allegro (measure 13),

Adagio (measure 50), and Allegro (measure 727

A gquarter note followed by a halfl note is the most
dominating rhythmic pattern of this work andé becocmes espe-
cially prominent in the Adagio section and is used anti-

phonally in the Allegro section, measures 3U-37.
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Fig., 1lll--"ihre sei Gott," measures 34-38

In the Adagio section, it is used in the principal motif,
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Fig. 115--"Bhre sel Gott," measures 50-52

In the final Allegro section, the filgure becomes part of

the theme of the concluding contrapuntal section.

4 ﬁ*ﬁmﬁlle;ro : —

St " T i & e
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Fig. 1l6--"Ehre sel Gott," measures 88-90

ﬁg&g@l.-ufhe melocdic interest lies mainly in the con-
trapuntal sections which consist of short melodic fragments.
The vertical structures 4o not merit any noteworthy commenta
Tn such case, the soprano Or highest voice will usually fol-
low the curve of the demanding dynamic level. The following
i1s an example of the interest lying mainly in the texture

pather than the melody.
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Andante conmelb
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Pig, 117--"Ehre sei Gott," measures 1-6

In the antiphonal sections, the melodic interest consists

of disjunct fragments (sees Fig. 1ilh).

Al JFeQ no ,g
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Fig. 118--"Ehre sei Gott," measures 72-76

Two of the three contrapuntal sectlons contain more con-
junct melodies with a more lyrical quality, which in turn
creates a pleasing contrast to the vertical and antiphonal
secbions (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 gectlion.
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. Allegno
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Fig, 119--"Ehre sei Gott," measures 22-2l

Harmony.=~The harmonic structure of this work contains
a great deal of both major and minor seventh chords with
minor sevenths occurring most frequently. 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 upper volce.

Alleqro ‘ .
" ?,¥E:§L~19 -€)
rdin L) 1—1!' L - :f%:¥%' e —
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A\? | 1 - . l‘ 3!‘ H—tt

Fig. 120--"Bhre sei Gott," measures 102-108

Bass motlon of & descending third is frequent. The

follewing 1s an example of just such a motion.
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Fig. 121--"Ehre sei Gott," measures 37-&027

Romantic influences are apparent in the harmony of this com-
position, especlally in two of the three final cadences in
which the pedal-point is used to increase the intensity of
the dissonances and the completeness which 1t brings at

the resolution. The phrase preceding the final Allegro
section is shown here.

s g uhdasiod pp

.

#H L

Fig., 122--"Ehte sel Gott," measures 70-71

2T 7he rhythm has been altered but the harmonlc rhythm
is unchanged.
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Texture.--This work contains three basic sectilons
with & short introduction. The texture is quite varied
and changes frequently. The longest periocd any one texture
is heard is in the Adagio section, but this has 1ts con-
tr@sts in the alternation of the solo voices and chorus.
The following gives the texture(or textures within each

gectlon and their duratione.

Andante con moto Allegro

Introduction
Vertical: ﬂ Vertical————J Contrapuntal————J
22 33

(Allegro) Adagilo Allegro

Antiphanal———;" Contrapunﬁal————" Antiphonal-———éé
50 71 '

{Allegro) (Amens)

Contrapuntal———gé Linear—~—z—é V@rtical——————u
7 O

112

Pigs 123=-"Bhre sei Gott": textural scheme

Torm.=--This work, as mentioned above, 1s divided into
four sectlons with an additional "Amen" section. It is

completely through-composed.

"Trauergesang," Op. 116

Medium.--The "Trauergesang" (Funeral Song) was composed
July 8, 1845, in Soden, Germany. It is written for a mixed
chorus of Tour voices and, in regard to range, places little

burden on the singers.
L)
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Text.--The text, by fralilein Aulenbach, is divided
into two distinet sections. The first deals with thebe=-
reavement of the lover for the beloved: MAch, ihr Liebling
ist nicht mehr!“ {Alas, her lover is no more.). The second
sectlon contrasts to the first by a change in the text from
the loss to the eternal peace of the departed: "Lichelnd
schliel er ein des Himuels Frieden® (He smiles locked in

heaven's peace).

fonality.--The changes 1n tonality occur at the point
of the changes in the text. The first portlon is in the
key of ¢ minor and the second in the parallel major (G

major).

Zlements of Lime.-~-The two meter snd rhythm changes

are 1llustrated in Fig. 124.
% Andanke—————~—ﬂ i Andante con moto, dolce—————él
I , 3 : .

Mig. 1l2L~="Travergesang": meter and rhythm changes

lig lodys~=lelodic Interest of the Tirst part is of little
importance ag indicated by the vertical hermonic and rhythmic
sonorities and the incoherent phrases. In direct contrast

the thematic material of the second section. Written

[
in

in a purely homophonic style, the well-balanced symmetry
of the phrases produces a purely classical effect as seen

& [ et
in fg. 125.
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Fig, 125--"Trausrgesang,"” measures 37-43

The vertical structure of the first part and the homo-
phonic texbure of the second part dominate 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 iml-
tation which occurs in the first part between the alto and

sopranoc voices,

dant | >
i?A" s ) N \ BRIl oo Ja :5 :

3
—A=r = - 7 il
ALULZ

R LS i

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 &t
the beginning than at the end, The harmonic complexities
and harmonic motion of the beginning can be illustrated

by the following example,
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Fig. 127-="Travergesang," measures 7-9

lexture.--is 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 and the first three measures of the

second, and illustrates the change in character of the work.,

L, Andante s
L
\.—J"’m—JmJ_m.
i =t
(): b -J——'.I__._l_
L. P
v { v’ "

Fig. 128--"Trauergesang," measures 3}-39

Form,-~Ihis work is through-composed in a simple binary

form.
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Sumnary

These compositions, which seem not to have been written
with aﬁy gpecific liturgicael purpose in mind, contain far
more Romsntic qualities than Mendelssohn's other sacred
choruses,

Sacred Choruses for
Male Voices

Phere are two sacred choruses for male volces contained

in Op. 115, and these are the only published sacred works

for unaccompanied men's volces.

"Beati Mortui," Op. 115, No. 1

Medium.--"Beatl Mortui" is written for a four-voice
male chorus and scoli. The soli sections occur 1ln alter-
netion with the full choir. The ranges are moderate, es-
pecially in the two inner voices. The first tenor tessitura

lies between Cl and ¢l 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.

Tonality.-~-This work is written in the key of C major

wilth frequent visitations to closely related keys.

Zlements of time.--This work contains no templ changes

from the original tempo of Andante sostenuto.J’—'BL;za There

nghe two compositions contained in Op. 115 are the only
sacred compositions that contaln metronome markings.
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are predominating roythmic patterns; although the following
rhythms appear several times, therc are no sequential rhyth-

mic CoUUrTences.

&ndante sostenubo. J =8

¢ ddd e JII

Fig. 129=-"Beat. Mortui": rhythmic patterns

jelody.=-1lhe melodic interest is subordinate to the
vertical texture Ln the greater majority of this work.
There are certain melodlc treatments of the word mortul
which occur regularly in the first section., lhe first

syliakle of the word mortul falls on a strong beat of the

#

5

measure end usually creates a dissonance with another voice.
The final two syllables come on the resolutiocn of the sev-

enth created by the first syllable as illustrated below.

dante sostenuto. o=B4
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Fig. 130=--"Beati Mortui," measures 6&-7
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The ascending scale is used at measures 29-36 to build

a crescendo. The intensity of the crescendo ls strengthened

by the repeated C 1n the baritone voice.

Andante esosten n-t:“ lJ.—.'SLI-
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Fig. 131--"Beatl Mortul," measures 29-36

here is a short conjunct melodic fragment, consisting
of an ascending leap ol a fourth and a descending scale,

which is used imitatively in the final t welve measures.

Andante sostenuto J_:ﬁil ¢
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Flg. 132--"Beati Mortul," measures LL-L9

Harmony.--As mentioned earlier, there are frequent

visitations %o closely related keys which are accoMplished
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by secondary dominant chords and borrowed chords. Sevenths

occeur frequently and are, for the most part, products of
paésimg tones. lMost sevenths resolve naturally, although
they may be prolonged over several measures as seen in
Fig. 131,

Mendelssohn's harmonic progressions are traditional,
in keeping with the practice of the seventeenth and eigh-

teenth centuries; however, he does allow himself certain

harmonic liberties as seen in the retrogression I-V=-IV-I.

Andante 30.§+en|u+c:. =84
I

[t
NS WU AW R
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Y

Pig. 133--"Beatl Mortui," measures 1-3

Lexture.--The most dominating texture of the compo-
gition is verticel, allowing a clear declamation of the
text. There are two short sections of imitatlion which oc-

cur between measures 6-9 and LL-55.

Form.=-=-An ABA form can be found in the text, but musi-

cally this work is through-composed.
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"Periti autem," Op. 115, No. 2

Medium.~=-This work is written for a four-voice male
chorus and, due to its forcefulness, contains a high tessi-
tura, especlally for the first tenor whose highest note 1s

an A natural,

fext.--The text appears in Latin and German respec-

tively.

Tonality.~-"Periti autem" is written in the key of D
me jor and contains frequent visitations to closely related

keys. .

Llements of time.--This work is a fast-moving and

pulsating plece. It 1s marked ¢, Allegro vivace. C’=96.
The last nine measures are marked marcato with an Adaglo
appearing at the f{inal cadence.

There are many quarter notes which ald in the rapidity
of motion. The following rhythmic pattern is used greatly
throughouvt with particuler attentlon glven to the dotted

gighth followed by the sixteenth note.

N'&g ro vivace.d: 96

5 [P gl
T e
2

y

Fig. 13}--"Feriti autem,® measures L=6
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Melody.--The opening melody conslsts of a period with
contrasting antecedent and consequent phrases. The con-
trasting character of the phrases is used throughout the
composition: the first phrase in the homophonic sections

and the sscond in the imitative secticons.

Harmony.--The harmonies are relatively simple. There
are frequent uses of pedal-tones, quasi-modulations to
closely related keys, and seventh chords occurring as s

result of the melodic motion of the voice parts.

fexture.--This work, as mentloned earlier, is quite
dynamic and forceful. The texture alternates between homo-

phony and imitation.

form.--Ihe form 1s a strophic song with two verses.
There lg a coda which occcurs in the last nine measures

and 1s taken from the opening vhrase.

Summary
The two choruses for male voices"coﬁtainéd in Op. 115
ars of contrasting character as seen in the anallzations.
"Beatl Mortuli" is slow and sustained, containing a very
lyric and Romantic application of harmony and non-harmonic
tones. "Periti autem™ contains similar Romantic qualities

but 1s faster and more dynamic.
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Secular Choruses for
Mixed Volces

"Dle Primel," Op. 48, Ho. 2

Medium.--"Die Frimel" 1s composed for a four-voice
mixed chorus and contains a limited range and low-to-medium

tessitura in all volces.

Pext.--The poem, written by N. Lenau, contains two

Versad.

Tonality.--This work is written in the key of 4 major

and has very few altered chords and modulations.

Alements of time.--The signature and tempo marking of

"Die Primel" are i and Allegretto. The eighth note fol-

lowed by two sizteenth notes occupies the position of

rhythmic importance and is used extensively throughout

the composition (see Fig. 135).

Melody.=-Melodlcally this work is disjunct and lyrical.

Allagre'H'o P P
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Fig. 135--"Die Primel," measures 1-3
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Beginning at measure 3, there 1s a short section of a musical
dialogue between the tenor part and the other three voices.
This dislogue is continued until, el measure 11, the three
lower volces continue with a rhythmic and melodic [igure

while the soprano sings an arpegglated descant.

Bllegretto o
o 2p . 22 P mié::¥wﬂﬁm

(=Y

Fig. 1356--"Die Primel," measures 11-13

Harmony . --The harmonic progresslons of "Die Primel™
are relatively simple. The complexitlies occur as & result

of the non-harmonic toness.
lexture.--The texture of this composltion 1s homophonic.

Form.--This piece is a s trophic song containing two

VEersesa.
"o Grlinen," Op. 59, No. 1

Medium. --"Tm Griinen' 1s written for a four-voice mixed

chorus. The voice ranges are qulte limited: tenors' and
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soprancs' highest tones are El and E° respectvively, and

the lowest ftone for the bass is 4.

lext.--The text is by Helmine v. Chezy and consists

of three astanzag.

fonality.--This work ls written in the key of A major
and contalns only three transient modulations to closely

related keys.

mlements of time.--The meter and tempo marking are

g, Andante con moto. This plece, like many of Mendelssohn's

other secular songs and to some extent the sacred works,
begins with a femlinine anacrusis. There are no regularly

occurring rhythmic patterns.

'ﬁglggz,—wThe melodic interest of this composition con-
sists of a period with two contrasting phrases, the last
of which 1s extended three measures. The antecedént phrase
ls more lyrical and disjunct than the consequent phrase.
The examples below contain the first few messures of each

of these phrases.

Andante con mets: y
‘ //-4‘! o) 7t
’ = my_wg,.-mmm | [+ T “- .
4 » )24 L & I ¥
v O oo = —'%l—

Filg. 137--"Im Grlnen," measures 1-2
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Fige 138--"Im Grlinen," measures uéé

Harmony.--The harmonic progressions of this composition

are very simple.

occaslions:

the beginning and the end of the .work.

Pedal-points are used on two different

The

following example shows the use of pedélupoint,at the be-

ginning of the composition.

Andante con motéd:

} \
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Fig

L4

139~="Im Grlnen," measures 1-2

The three lower voices are used as & type of accom-

paniment througheut,

continues the melcodle interest.

sustalning a chord while the soprano
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Fig. 140=="Im Griinen," measures l-8

Texture.--The texture of this composition is homo-

phonic.

Form,--"Im Griinen" is a strophlc song containing three

verses.

"Neujahrslied," Op. 88, No. 1
UB« S0, 0o L

Medium.--"Neujahrslied" is composed for a four-part
mixed chorus. ‘The volce parts are low and are qulte fea-

aible,

Texta.--The text was written by J. F. Hebel and con=

talins four verses.

Tonallty.=--This work is written in the key of Eb ma jor

and contains o moderate amount of transient modulations.

Elements of time.--C, Agsail sostenuto are the signature

and tempo marking. There are no predominant rhythmic pat-

terns. There are several measures which contaln a dotted
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quarter followed by an eighth and two gquarter 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 duplicabion of the final four measures

of the first three strophes.

Harmony,~-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.

L
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Fig, lLhl~--"Neujahrslied," measures 0=l

Texture,--The first three verses of "Neujahrslied"

are homophonic; however, verse four 1s more congerned with

the vertical structure and the sonorities created by the
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harmonic progressions. The finel five measures of verse

four are again homophonic.

Form.~--This work is a 'strophic song containing four
verses with a slight musical deviation of the first nine

measures of the last verse which suggests binary form.

Mendelssohn, no longer bound by self-imposed litur-
gical limitations, allows himself more of a compositional
freedom in his secular works. There 1is, however, a concerted
effort expressed on the part of the composer to malntain a
simplicity which properly conveys the folk-song gualities
of these compositions. As in most of Mendelssohn's choral
works, the harmonic progressions are relatively simple;
and when complexities do occur, they are usually a result
of the texture.

S8ecular Choruses for
Male Volces

"Lisbe und Wein," Op. 50, No. 5

Medium.--"Liebe und Wein" is written for a four-volce
male chorus and barlitone 3016. There are occasional soll
paséages, but these do not reguire special solo volces,

As in most of Mendelssohn's male chorus nusic, the
ranges are moderate, but the first tenors' range is high

with Al’s and Bl's. The bass part encompasses almost two

octaves from El to P,
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Text.==The source of the text 1s unknown, but the

jovial character of Mendelssohn 1s apparent in this com-
pogition. A short note of instruction 1s glven to the

performers:  Im betrukenen Ton zu singen (3ing in a drunken

tone).

Tonality.--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

cceur are usually of a transient quality.

meter changes. These changes are illustrated in the fol~-
lowing example.

U Maestos o——«—ﬂ g Allegro molto————y

l

¢ Assal maestoso I & Allegro molto- J
b2 © 10

Pig., 1h2--"Liebe und Wein": tempo-meter changes

In the quadruple-simple sections the dotted rhythms
are predominant; in the duple-compound sectlcons the dotted
quarter note followed by three eighth notes and the quarter
note followed by an elghth note are the characteristic rhy-

thmic patterns.

helodz.w~whe first and third sections are made up of

the baritone solo with short responses £ rom the chorus.
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Fig. lil--"Liebe und wein,'

_Al- ter Wein!

' measures L6-49

The duple-compound sectlons are composed of canonic

imitation of the following melody.

Allegro molto )
I | E"i das hast du cchlimm be-dacht,
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Fig. 15--~"Liebe und Wein,'

' measures 14-17
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Allegro molto A o L
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fige 1h6--"Liebe und Wein," measures 62-65

Hapmony.=--Th: harmonic orogressions contain a great
o - ral 1 i 2 ° 3 . v
deal of sevenths. The iie is frequently used along with
5
e d'7 s ¥ ) 3 °
the #iv~ which resolves to the i,. The following 1s an
I+

example of thils progression.
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Fig., 7--"Liebe und Wein," measures 20-25

Romantic elements are apparent. The following are

& w2
three sxamples of Mendelssohn's more progressive harmonic
wrlting. The first 1s a double pedal-point with two volces

moving in perallel descending thirds.

i
L)
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Allegro molto

Fig. 18--"Liebe und Wein," measures 79-83
the second is a set of t wo parallel thirds moving in con-

trary moblon.

Allegro molto
rIn }

vii
/4

F oy

(A

fig. U9--"Liebe und Wein," measures 87-89

The third 1ls an example of expeanding harmony.



Allegro molto
)

f1g. 150--"Liebe und Wein," measures 102-105

Texture.--There are two strophes in this composition.

'5"" el

tach strophe, although in different keys, is texturally

»

the same, They are divided Into two sections, the first
part of which ig for the baritone solo voice with the chorus
of fering intermittent responses. Part Two is & fast-moving

imitatlve sectlon.

Form.-~"Liebe und Wein® is & strophic song, each verse

containing two distinct sections (AB).
"I g¥den," Op. 120, No. 3

Medlum.=-~"Im shaen® is comoosed for a four-voice male
chorus. The volce ranges and tessltura are excessively

higho

Text.-~The poem, whose suthor is unknown, contalns

three stanzas.
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Tonality.--This composition is written in the key of
B° major and contains a moderate amount of secendary domi-

nant chords.

Blemenks of time.--The prevailing tempo and time sig-
nature are G, Andante. There are no outstanding rhythmlc

patterns but rather the rhythm follows the accentuation.

Melody.--This work 1is 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.

Andante
|
K I . ol 1T o3 — 0 W N D7 ]
B i ST e e e i A
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Fig. 151--"In Slden," measures 1-11

Harmoqz.—~?&@ hermony is relatively simple In keeping
with the simple folk-song character of the work., The fol=-
lowing is an example of the internal direct modulatlons

employed in this work.
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Fig, 152--"Im SHden," measures l-6

Texture.--This piece 1s written in a simple homophonic

texbure,

Form,-~"Im Stlden" is a strophlic song containing three

verses,

"Abendstindehen," Op. 75, No. 2

Medium,~-"Abendstdndchen" is composed for a four-voice
male chorus, The range and tessitura of the various volce

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 Heldelberg romantics, Duriné his life, his works
had a most popular appeal, His poems have been set to music
by several German compcsers of the nineteenth century, among
whom were Schumann, Wolf, Brahms, Pfitzner, and Strauss.29

"sbendstdndechen" contains three verses,

29i1libald Erhard K8hler, "Joseph Eichendorff," Ency-
clopaedia Britannica, VIII (Chicago, 1963), 92-93.
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Tonalitys=--This composition is written in the key of
Eb major and contains transient modulations through closely

related keys, for the most part.

Elements of time.--The prevailing meter and tempo are

i, Andante sostenuto. <Lhere are no other tempo or meler

alterations in the score.

The dotted eighth note followed by 2 sixteenth note,
which appears on the third beat of the measure, ls the most
outstanding rhythmic pattern and appears in six of the four-

teern measures.

Melody.-=-This work consists of one period and a six-
measure phrase extension. The period congists of two con-
trasting phrases which are conjunct and contain a certain

amount of 1yric quality.

Haermony.~-The harmony becomes somewhat chromatic toward

the lagt seven measures,

Andan*a‘ sestenuto -
j } L - N h A <3I Q‘ J. ‘P — “‘l:r n
s ™ 7t o ot 7 s o (@i eie
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Fig. 153--"Abendsténdchen," measures 6-11
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Texture.--The texture 1s a simple homophonic style.

Form.--This work is a strophic song containing three

VerSe 3.

Summary

Of all of the unaccompanied music by Mendelssohn, the
works for male volces exhibit the greatest amount of Romantic
qualities. This is most apparent in the harmonies as they
contain an abundarnce of sevenths and ninths which are always
approached in a smooth linear motion so as not to cause any
problems for the singers. In most cases, these part-songs
are very demanding vocally and sound their best when performed

by more mature voices.



CHAPTIER IV
ANALYTICAL COMFARISONS

Intrecduction

From the analyses presented in Chapter III, several
comparisons can be drawn regarding the compositional style
of Mendelssohn's unaccompanied choral music. Although
Mendelssohn was not an original genius like Schumann, Chopin,
or Berlioz, his many innovetions and 1ldiosyncrasies are
hidden under a conventional technlique of presentation;l
therefore, through a comparative analysis of the various
musical elements in Mendelssohn's music, definite composi-
tional and characteristic traits can be ildentifiled.

The comparative analysis will follow the same outline
as the individual analyses of works in Chapter III; however,
all of lMendelssohn's unaccompanied works will be considered

rather than individual works.
Medium

Number and Iype of Voices

Mende lssohn's unaccompanied choral music is written

for either four- or esight-voice mele or mixed choruses.

lrouise H. and Hans Tischler, "Mendelssohn's Style,"
Music Review, VIIT (1947), 273.
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These choruses fall into six categories: four-voice cho-
ruses, elght=-volce choruses, four=volce chorus and soli,
eight-volce chorus and soll, eight-voice double chorus,
and eight-volece double chorus with seoll., The following
chart is a listing of the number of choruseg writien in

thege different vocal combinations.

TABLE 1

NUMEBER OF COMPCSITICNS WRITTEN
FOR VARIOUS CHORAL TYPES

T g e e e L s iy
Secular
Type of Chorus | Sacred
Hale Mized

Four-volce chorus Iy 9 28
Eight~voice chorus 5 0 0
Pour-volce chorus .

with scll - L1 0
Eight-volce chorus .

with zoli 2 O 0
Double chorus 1 O o
Double chnorus

with soli . 2 0 0

15

5‘
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Voice Rance and Tessitura

The voice range and tessiturs of the unaccempanied
choral music of Felix Mendelsschn are, for the most vart,
moederate; however, there are works which contaln consid-
erable high notes In the sopranc and tenor parts. The bass
volce also contains a few passages which are quite low.

fhe following illustration shows the most extremé and
the most common fang@s employed by Mendelsschn. Tones lying
between the pairs of half notes indicate the most frequented
ranges whereas the tones between the half notes and quarter

notes indicate the extreme ranges in both the upper and

lower reglsters.

o o o -
7 I — : - I !
LN - 7 > 7 d ‘
Fig., 15L--Part-songs for male chorus: vocal range
and tessitura
ol o "y sow
3 A i T {
M = ya l — —
D v ! > g 7 (o)

Figs. 155--Part-songs for mixed chorus: vocal range
and tessitura
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Fig., 156--3acred choruses for mixed and male volces:

vocal range and tessitura

Text
in contrast with Liszt and Wagner, Mendelssohn was
no mood-composer and disdained the musical 1llustrations

of words and phrases.2

Urigin

Most of the texts for the sacred works are Biblical.,
Many of the words In the accompanled and unaccompanied
works are from the Book of FPsalms.

‘The secular texts are poetic and are taken from the
romantic German works of Goethe, Eichendorff, Heine, Ial-
lersleben, Scott, Rlichert, Platen, HBlty, Uhland, Lenau,
Chezy, Hebel, and Schlitz. A majority of the texts are

taken from the first three poets llisted sbove.

Character
Beveral of the poems contained in the part-songs are
of unknown origin, but are of a gimilar character to those

of known orlgin. A great majority of the poems are of a

2gric Werner, Mendelssohn: 4 New Image of the Com-
poser and His Age (Tew Zork, 19647, De G1h.
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real or imitetive folk quality dealing with subjects of

natura'and love,
Tonality

Keys
Mendelssohn uses no keys of any more than four sharps

or flats in his unaccompanied choral music. He is by far

TABIE II
KBY RELATIONSHIPS

Major Keys Minor Keys
Type of Music | Sharp | Natural | Flat | Sharp |Natural | Flat
k¥l v |k |y x |wlx [ 8]k |§]|K
Secular part- |2 lom| 2 | oM | 1B |1 |Bn| . |... ] 1|cnm
songs for 2 | DM
male chorus 2 | BM
Secul&r’ p&r‘t- 3 GI‘{}. 2 CM l }?Ei - LS l Am » *w e
gongs for L | DM 31BN
mixed chorus o1 AM 1AM
L | BEM
Sacred mixed 2 | GM 1L CM|1 FE 1 |En 1 | Am | 1 | Dm
and male 3| DM 1 EbM 11}Cm
chorus 2 | Al 1" M 1|Fm
28 5 9 2 2 I
Totals
L2 8

BN, 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. In the above table, the relationship of keys
is evident.

Zight 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 cccur in the sacred
works, two in the secular part-songs for male chorus, and

three in the secular part-songs for mixed voices.

Hodulations and 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
subtractlon of one accldental.

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 modﬁlation is most used, whereas
the more horizontal structures use the internal direct or
chromatlic modulation.

The sacred compositions contaln aan abundance of in-
ternal direct mecdulations. Modulatlons of this type will

‘be expanded over several measures, sometimes dominating
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the entire middle portion of a gsection or a short compositlon.

Mendelssohn's affinit

especially ascending

sequential modulations.

Andante con motb-

for melodies based on chromatic scales,

ones, accounts for many of his extended
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Andante con mato

Fig. 157--"Der zwelundzwanzligste Psalm,!

3, measures 62-67
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Modulations in the secular part-songs are not as fre-

quent as thoge of the sacred works.

modulatory device

&1

P

[x]
L]

due mainly to Mendels

W]

")

This infrequency of

to the folkish simplicity of these works. Many of the

sohn's attention

part-songs, however, &are exemplary of Mendslssohn's romantic

tendencies; unlike the sacred songs, they are not restricted

due to their intended musical usage.
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Blements of Time

Time Signabures

Tn the uvnaccompanied choral music of lMendelssohn,
there 1o a marked preference for simple rather than com-
pound time signatures. In the unaccompanied sacred music,
there are no compound meﬁeﬂg, and in the secular pleces
over 80 per cent are in & simple meter., The following
table shows the}nﬁmber and types of meters used 1n Mendels~-

sohn's unaccompanied choral music,

TABLE III
WUMBER AND TYPES OF METERS

T T e etbcmmteri

S " - M«————-—orwwmw‘—"‘:
Simple HMeter Compound Meter
Type of Husic :

¥ i g* D T Q
Seculsr part-songs y
for male chorus & . 5 3 0 0
Secular pert-songs o A 11 g 1 0
for wmized chorus 7 -2
Zacred mixed and .
male choruses b 0 +U 0 0 0

13 7 26 8 1 0

Totals
L6 9

*D, Duple; T, Triple; 4, Quadruple
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There are some works which contailn combined meters. These
combined meters are listed below:
Seculsr: Part-gsongs for male chorus
1 - quedruple simple to duple compound
Secular: Part-songs for mixed chorus
1 - triple simple to duple simple
1 - triple simple to duple simple to triple simple
d: Mixed and male choruses {all meters are simple)
37 - quadruple to triple to gquadruple
1 ; duple to quadruple
1 - duple to quadruple to duple
1 = duple to guadruple to duple to quadruple %o
duple

1 - duple to triple to quadruple

2 quadruple to triple
There are meny more mixed meters among the sacred songs due
to their length and to the character of the text. The part-

songs are generally quite short in comparison with the sac-

red works snd contain very few time changes.

Rhythmic Fatterns

Compared with other romentics, Mendelssohn's rhythmic
vatterns are gquite simple and classic. Syncopes and triplets
are almost totally lacking in the melodles, as are fast
dotted rhythms. Quiet, evenly flowlng rhythms with some

dactylic and trochaic dissolutlons prevaill.
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Melody

Linear Character

The melodic structure of the sacred music consists
of small melodic fragments, thus placing the emphasis on
the declamation of the text rather than the lyric qualities
of the melodye.

The secular melodies are of a folksong character and
contain a certain symmetry of form, The periods and double-
periods are frequently used and are most often contrasting
as well as the antecedent and consequent phrases contained
within the periocds.

Melodies are dominated by feminine beginnings and
endings. This predilection "seems to originate in Italian
folk and art music which Mendelssohn absorbed on his trip
to Ttaly,!d

Prominent Patterns

The use of diatonic progressions is apparent, es-
pecially in the beginning of the melodies. Dpehing phrases
oublining 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,

3pischler, pp. 261-262.
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FPig. 158-- Melodic patterns

Emphasig on Scale Degrees

The intensification of the fifth of the chord is often
achieved by temporarily ralsing 1t to the sixth and senti-
mentally resolving it down. This is most frequently found

in minor keys.

Sola. Recit: [T
Fa i ‘ —_——)
/S SN 3 - - — Qw_..m
= IV ‘;)I:L'V v!: m? 4

Mein Gotmein Gott, Wavambastdumichver-las-sen?

Fig. 159--"Der zweiundzwanzigste Psalm," Op. 78, No.
3, measures 1=-3

| Vil 4 — =T
THh.V 1l
LTS il

i - 4. ’. c '
@m. und ereuetcuch mit Zrl’{‘a'rrl: ]

Fig. 160--"Der zweite Psalm," Op. 78, No. 1, measures
110-112 _

There are occasions when Mendelssohn would favor the sixzth
degree of the scale by leaping upward from the tonic or
mediant to the submediant and then resolving downward to

the dominanta.
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Fig. 161--"Der dreiundvierzigste Psalm," Op. 78, No.
2, measures l-5

Andantie
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Pig. 162--"Sechs Sprflche: Am Neujahrstage," Op. 79,

No. 2, measures l-5
Harmony

In harmony, also, lMendelssohn was an individualist,
Measured by Romantic standards, he remained a Classlcist,
but nevertheless he cultivéted certain harmonic effects
in a thoroughly personal way and thereby created his own
characteristic style. Whereas other romantics explored
the possibillities of chromatie 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 ténas, 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-Harmonic tones

Mendelssohn made great use of the suspension, especilally
those of the double and triple forms. Here he differed
from the Viennese Classics. The Classics would almost al-
ways prepare thelr suspensions, especially the double and
triple suspensions, but Mendelgsohn's suspensions would
more of'ten appear as a result of the seventh and ninth
chords and were usually accompanied by contrary motion in

the bass.h

Cadences
Many of Mendelssohn's cadences are extended by means
of a vedal-point and often contain transient modulations
to the subdominant by means of the tonic chord with a flatted
geventh. 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 end 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 portion

uTischler, ps 26k,
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of the text, repsating it several times before continuing

with new textual material,

Secular Music

The part-songs are written in a homophonic texture
with a few notable exceptions. These exceptions are based
on canonic Iimitation bebweon the male and female veices,

The female volces, or the male volces, sing the entire first
phrase or perlod 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
volces will sing a counbterpoint to the second entrance of
the original 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 volces, The soll passages, by all in-
dications of the scores, are for small ensembles rather than
one volce on each part and are designed to present a dif-

ferent sonority of sound,

Voice Crossing and Doubling

There are places in these choral works where Mendelssohn
will cross volces 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 volce doubling. Many times in the male voice, the second
tenor will be found undsrneath the baritone voice, thus

thickening the sound of the texture.

Form

sacrsed Musie

Due to the narrative-dramatic character of the texts,
most of the sacred muslc 1s through-composed. HMany 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-
pnlc 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 lMendelssohn's
music, 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-
ticnal rather than a strictly artistic expression, and he
was censtantly trying to find the proper balance between emo-

tionalism and puristic restraint., Looking further at Mendels-

sphn's scores, it can be seen that an even greater refinement is
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apparent In 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,
Mendelssohn restricts himself by maintaining a folksong
simplicity. Despite all these self-imposed bonds, the mas-
tery of Mendelssohn as a composer is clearly evident; and,
although some of his compositions are of a more excellent

guallty than others, none can be said to be poor,



CHAPTER V

UMMARY, CONCLUSIONS, AND

RECOMMENDATIONS

Summary and Conclusions

The purpose of this study was to analyze for reasons
of interpretetion the unaccompanied chorsl muslc of Felix
Mendelssohn., In order to answer this problem, it was neces=-
sary to answer the followlng three questions: (1) What are
the stylistic characterigtics in each of the composlitions
gelected for examination? (2) What comparisons and con-
clusions based on the analyses can be made concerning the
character of compositicnal style in Felix Mendelssohn's
unaccompanied choral musie? (3) What conclusions can be
made concerning the interpretstion of Felix Mendelssohn's
unaccompanied choral music based on the compositional style
of his music and an understanding of hils musicel attributes?

I'he 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 econocwmic and social status of the world which af-
fected the complexilon 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 pileces 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 exprassive fresdom and, therefore, was the
more popular.

Felix lMendelssohn was born in thg sarly part of the
century and cultivated all three areas of nineteenth cen-
tury choral music, His family was of a high social and
gconomlc rank and, as a result, he was able to receive
some of the best academic and musical training avallable,
As a performer and composer, he blcssomed at a very early
age, and his success as a young musiclan parallels that of
Mozart, Unlike Mozart's, however, Mendelssohn'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
compositicnal style.

Mendelsschn's contemporariss 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 detall 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 maintsin a purity of style and was
overly conservative in his spplication of contemporary
compositional elements. It is this factor which gives some
of his unaccompanied sacred music a bland and almost plecid
guallty. Despite these self-imposed bonds, the mastery of
Mendelssohn as a composer is clearly evident; and, although
some of his compositions are of a more excellent quality
than others, none cen be said to be poor.

Based on the analyses of Chapters III and IV, the fol~-
lowing conclusions are drawn regarding Mendelssohn's treat-
ment of compositional elements: (1) the nmusic is written
for four- or egight-voice male or mixed chorusss; (2) the
volece ranges and tessituras are moderate; (3) there iz no
gvidence of "word painting"; (I) the origin of the texts of
the sacred music is Biblical and the origin of the secular
muslc 1ls taken lergely from nineteenth century German poets;
{(5) there are no key slgnatures of more than four accidentals;
(6} the harmocnie progressions are simple; (7) the modulations
are more frequent in the sacred works; () the modulations are
common chord, internal direct, and trensilent; (9) there is s
preference for simple rather than compound meters; (10) the
rhythmic patterns sre qmigt and even flowing with some dac~-
tylic and trochaic dissolutions; (11) the melodies of the
sacred mugic 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 1s predominantly homophonic; and (1) the form of the
sacred music is mostly through-composed, whereas the secular

music is largely strophic.
Recommendations

Recommendations tc Conductors

With the exception of a few of the part-songs, junior
high choruses will find these works vocally tcoo 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 (l}) the
sacred music should lean heavily toward Classicism whereas

the secular music can be somewhat Romanticized.
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Recommendations to the Student Researcher

Yo the student researcher, the following needs and
recommendations are macde: (1} a complete collection of
Mendelssohn's sources, (2} a study of his accompanied and
unsccompanied choral music, and (3) a complete catalog of

Mendelssohn's ochoral music,

Recommendstions to the Fublisher

Many ol the choruses [rom Mendelssohn's oraztorios sre
avalilsble from music publishers, but at present there 1s
only & very small number of the unaccompanied choral works
in mwodern, practical editions. Wo doubt these works would
find a variety of appeal to the conductor and the chorus

el

if cetavo edibions were to be made obteinabls.
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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 aocémpaniment; 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 1list of all published works was
taken on the suthority of Breitkopf and Hirtel's "Thematic

Catalog," Leipzig, 1873, Grove's Dictionary of Music and

Musiciang, and other sources. The first account of Men-
delssohn's "Collected Works" was by his intimate friend,
Julius Rietz. But, as it is pointed out by Werner, "no-
where did Rietz rendsr an account of the material he had
at his disposal except in his list at the end of the Briefe

(Vol. 11, 1863, pp. 516-520) [in the translation by Lady

176



177

wallace, Lettors, 1863, pp. 397-421]."* It is further in-
teresting to note that the title page to the above mentioned

cataloz states:

ALL THE MUSICAL COMFOSITIONS
of |

FELIX MENDELSSOHN BARTHOLDY
L. THE PUBLISHED WORKS, IN CERONCLOGICAL CRDER

Li. THE UNPUBLISHED WORKS, CLASSIFIED UNDER
DIFFERENT HEADS
Collected principally from the author's original

manuscripts,

and accompanied by a preface,
by
JULIUS RIETZ

Werner contlnues to point out that "the first edition of
Grove slready charscterized [relating to the above mentioned

catalog] as both vague and incomplete."? Rietz's second

leric Werner, "Mendelssohn Sources," Notes, XII (March,
1955), 201. —_

2Julius Rietz, Letters of felix Mendelssohn-Bartholdy,

from 1833 to 1847 (Boston, 18863}, p. 355,

3Cyril‘Winn, Mendelssohn (London, 1927}, p. 201.
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edition (1874 ~-77) of Mendelssohn's music was finished for
BPreitkopf and Hirtel in the year of his death and, unlike
the first, was as complete as any published since. By the
end of the nineteesnth century, & number of rather unim-
portant works had not been published but remained in the
Berlin State Library.lt

At present only two scholars have taken pains to look
into these unpublished wofks: "Georg Schliltnemann, who pub-
Llisghed an extensive study on the early operatic compositions

of Felix in the Zeitschrift flr Musilkwissenschaft (Vol. V,

1923, pp. 506-5L5); and Rudolf Werner, in his book Felix

Mendelssohn=-Bartholdy als Kirchenmusiker, Frankfort, 1936."5

Works are continually coming to light partly through
the efforts of the former Mendelssohn Society of Basel,
Gwltzerland, which is now under the auspices of the Biblic~

thek der 5tiftung FPreussischer Kulturbesitz, Mendelssohn-

Archiv, 1, Berlin 33; Archivstr. 11, CGermany, Mr, Max F,
Schneider, director. The soclety 1s at present working to
edit the unpublished music of Mendelssohn. The first of
their efforts appeared in 1961 and contains a concerto for
two plancs and orchestra in E major. Two other volumes of
keyboard music appeared in 1962 and 1965, but as of this

6

date no choral works have been edited. No doubt choral

music will be forthcoming.

MWerner, "Sources," p. 201. 5'iﬂ%’:u::crz, p. 201.
6£etter from Dr. LBhmann, business office, Stastsbiblio-
thek der Stiftung Preussischer Kulturbesitz, Germany, June

23, 1966,
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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 glven dates according
to publicetion or first performance, in that order. When
obtainable, the location at which the muslc was composed
is glven.

The unpublished works of Mendelssohn number almost
two hundred. Dr. Donald Mintz, formerly of Cornell Uni-
versity, was preparing a list of these compositions, but
this 1list was never completed. A general summary of the
contents of the Berlin Manuscripts can be found in hils disg-

sertation, Sketches and Drafts of Three of Felix lMendelssohn's

Major Works, Cornell University, 1960.(

The unpublished choral music contalned in this catalog
is taken largely from Rietz's first efforts at compiling
a catalog of lendelssohn's complete works. Other compo-
sitions have been collected through various biographies and
letters, Conjecturally spesaking, this collection l1s some=-
what inaccurate and can only be corrected through time and
a ccncentrated research on the part of scholars. Unfor-
tunately, of all Mendelssohn's choral music, "more than a
third of these compositions have not been published, and the

rest have fallen into oblivion."®

TLetter from Donald Mintz, music critic, The Bvening
Star-The Sunday Ster, Weshington, D. C., July L, 1966.

8Eric Werner, Mendelssohn: A New Image of the Com-
poser and His Ape (Wew York, 1964), D 05.
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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

acceasible, Werner points oubt that

With two important exceptions'.they sourceé] are
all sheltered in private archives of members of
the lMendelssohn family. The forty-four gresn
volumes of his muslical autographs wsre deposited
by his heirs in the Berlin State Library in 1877.
« » » Lt was never quite easy to examline these
volumes; now they have become even more difficult
of access, as 5ha Library is in the Russian Sec~-
tor of Berlin,

All works marked "chorus" imply four-part mixed chorus,

unlsss otherwise indicated. Works are unaccompanied if

not specifically stated otherwise.

1.

2e

The Choral Music of Felix Msndelssohn:
Published

1830

"Psalm CXV, Nicht unserm Namen, Herr," for chorus,
soloist, and orchestra, Op. 31, Rome,

Three motets for female voices and organ, Op,., 39,
Rome,

Three pieces of sacred music for soloists, chorus,
and .organ, Op,., 23, Rome,

1831

‘"Die erste Walpurgls Nacht," a ballad for chorus,

soloist, and orchestra, Op., 60, started in Milan (see
1832 and 18L2).

"Verheih' uns Frieden," prayer for chorus and orchestra,
no opus number, Rome,

9Weﬁner, "Sources," pp. 202-203,
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lgig
"Te Deum," in A major, for chorus and organ (see 18L7).

"Die erste Walpurgis Nacht," a ballad for chorus,
soloist, and orchestra, Op. 60, finished in Paris

(see 1831 and 1842).

1833
i} . oy o i}
Lord, have mercy,
Berlin.

chorus in & minor, no opus number,

1834

Three part~scongs for soprano, alto, tenor, and bass,
Cp. U1, Nos. 1, L, 5, and 6.

"Podeslied des Bojaren," chorus for men's voices in

unison with wind instruments, in E minor, from Immer-
mann's tragedy Alexls, Dusseldorf.

~

1835
Two folksongs for soprano, alto, tenor, and hass,

Gp. 41, Hos. 2 and 3.

1837

"Psalm ALII. Wie der Hirsch schreit," for chorus,
gsoloist, end orchestra, Brelsgau and Lelpzig.

Part-songs for male volces, Op. 50, Nos. 3 and I,
Cp. 75, No. 3, Op. 76, Ho. 1, Leipzig.

Fart-songs for soprano, alto, tenor, and bass, COp. 59,
No. 1, Leipzig.

1838

"Psalm XCV. Kommt, lasst uns anbeten,™ for chorus,
scloist, and orchestra, Op. L6, Leipzilg (see 1839}.

Fert-songs for mals volcew, Op. 50, No. 1, Lelpzlg.
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"psalm CKXIV. Da Israil aus Egyptin zog," for an eight-
BV Es £

part chorus and orchestra, Op. 51, Horcheim.

six parte-scngs for soprano, alto, tenor, and bass,
bp, 48, Prenkfort and Leipzig.

Trree parit-songs for sopranoc, alto, tenor, and bass,
o, (] Y X . -
Op. 88, No. 3, Up, 100, Nes. 3 and li, Frankfort.

Three part-songs for male voices, Op. 50, No. 5, Op.
75, No. 2, and "Ersatz flr Unkestand," no opus number,
Leipzig. '

Pinal chorus of "Psalm XCV. Kommt, lasst uns anbeten,"
for chorus, soleists, and orchestra, Cp. 6, Leipzig.

1810

' a symphony cantata, Op. 52, Leipzig.

"Hymn of FPraise,'
"Festgesang," for male voices and brass bend, no opus
number.

Two part-gongs for male volces, Cp. 50, Nos. 2 and 6.

Part~song for soprano, alte, tenor, and bass, Op. 838,
No. 6.

"Hymne," for contralto, chorus, and crchestra, Op.

96, Leipzig. (This is the elaboration on a work for-
merly published b? Simrock of Bonn, without an cpus
number, entitled "Three Sacred Songs for an Alto Voice,
Chorus, and Orchestra.") (see 1843},

184

o —lm o

frd

Choruses for Racine's Athalie for female volces with
piano accompaniment, Leipz

ig (see 1843).

1812
"Wachtgesang," chorus for men's volces, no opus number.
"Die Stiftungsfelier," for men's volces, no opus number.
"hie erste Welpurgis Nacht,™ a ballad for chorus,

soloists, and orchestras, Op. 60, rewritten in Lelpzig
(see 1831 and 1832).
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1843

"Pesalm XCVIII. Singet dem Herrn ein neues Lied," for
chorus and orchestra, Op. 91, Berlin.

Cne Fsalm, fer cherus, Cp. 78, No. 1.

Light paert-songs for soprano, alto, fenor, and
. ;

d
Cp. 59, Nos. 2, 3, li, 5, and 6, Op. 88, Wos. 2
i..}.,, Dpo lQO, Ko 2, ﬂeipzig»

Final chorus of hymn for contralto, chorus, and orches-
tra, Op. 96, Leipzig (see 1840}.

One anthem for elight-part chorus, Up. 79, No. 2, Berlin.
Choruses from Athalie by Racine instrumentated and

arranged for chorus, Op. 74, Leipzig (see 1841},

18

"Hor' mein Bitten," a hymn for a chorus of sopranos,
and organ, no opus number, Berlin.,

t

Two Psalms for eight~part chorus: "Psalm XLIII.,"
Op. 78, Wo. 2; "Psalm XLII.," Op. 78, No. 3; Berlin.

Three part-scngs for male voices, Op. 75, Nos. 1 and
iy Op. 76, No. 2, Berlin.

Iwo part-songs for sopranc, alto, tenor, and bass,
QE}Q 863’ NOQ 15; O};}C IOD, ‘/NTO'D 1'

Two anthems for eight-part chorus, Op. 79, Nos. 4 and 6.

18L5

One anthem for an elight-part chorus, Up. 79, No. 1.

"iravergesang," for chorus, Op. 116, Soden.

1846

"Sons of Art," a cantata for male voices and brass band,
Co, 68, Leipzig.

"Lauda Sion," for chorus, soloists, and orchestra,
Cpo 73, Leipzig.
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"Elijah," an oratorio for chorus, soloists, and or-
chestra, Op. 70, Lelpzig.

Fart-song for male volces, Op. 76, No. 2, Leipzig.

Two anthems for eight-part chorus, Op. 79, Nos. 3 and
5, Lelpzig.

"Bhre sel Gott in der HBhe," for double chorus of mixed
voices, no opus number, Lelpzig.

"Kyrie eleison,"™ for double chorus of mixed voices,

in A major, no opus number, Leipzig.

1847

Three motets for chorus and soloists, Op. 69, Nos. 1
and 3, Baden=-Baden, No. 2, Leipzig.

Recitatives and choruses from the unfinished oratorio
Christus, Op. 97.

three choruses from the unfinished opera Lorelei:
finale to Act I, "Ave Maria" for soloist and female
volces, and Vintage Chorus for male voices and orches=-
tra, Op. 98, Leipzig.

Part-song for male volces, Op. 76, No. li, Frankfort.

Revision of "Te Deum" in A major, for chorus and organ
(see 1832).

Part-song for male voices, Op. 120, No. 2, Leipzig.

Composition Dates Unknown

Part-gsongs for male volceg.--

1.

2

"Beatl mortul - Wie selig sind die Foten," Op. 115,
Nos 1.

"Periti autem - s strahlen hell die Gerechten,™ Op.
115, No. 2.

"Jagdlied: Auf ihr Herrn und Damen schBn," Op. 120,
i\{O: l*

Wim SHden: Slsse Difte," Op. 120, No. 3.

"Zigeunerlied: Im Nebelgeriesel," Op. 120, No. l.
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Choruses for nixed volces.,--

1. "Heilig, hellig is Gott, der Herr Zabaoth," no opus
number.

2. "Deutschland," Op. 38, lo. 5.
3. "Der Hundertest Fsalm: Jauchzet dem Herrn, alle Welt,™

1o opus number.

Unaccompanied Choral Works of
Pelix Mendelssohn:
Fublished

Choruses for Male Volces:
Part-songs

1. Op. 50, No. 1, "Mrkisches Schenkenlied: BSetze mir
nieht,™ 1838.

2. Ope 50, No. 2, "Der JHger Abschied: Wer hat dich, du
schBner Wald," 1840.

3. Op. 50, No. 3, "Sommerlied: Wie feld and Au," 1837.

.« Op. 50, No. L, "Wasserfahrt: Am fernen Horizonte,"
P

1837,

5. Op. 50, No. 5, "Liebe und Weln: WuWas qualte dir dein
armes Herz," 1839. |

6. Opa 50, No. b, Mdanderlied: Vom Crund bis zu den
Gipfeln,™ 1840,

T 0p. 75, No. 1, "Der frohe Wandersmann: Wen Gott will
rechte Gunst," 18L4.

8. Og. 75, No. 2, "Abendstlndchen: Schlafe Liebchen,"
1839

[
R

9. Ope 79, No. 3, "Trinklied: So lang' man nlichtern ist,"
1837,

10. Op. 75, No. L, "aAbschiedstafel: So rlckt denn," 184L.

11. ©Op. 76, No. 1, "Das Lied vom braven Mann: Gaben mir
Rat," 1837.

12. Op. 76, No. 2, "Rheinweinlied,™ 184l.
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(}po 76, ’E‘:EQO 3,

{Dpu ?6, NOQ L}‘,
Cps 120, No. 1,

schBn.!

Op. 120

, o 2,
bundes, "

1847,
Op. 120, No. 3,
Op. 120, Ho. L,
No opus number,
det,™ 1839,

Choruses
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"Lied fHr die Deutschen in Lyon," 1846.

"Comitat: Nun zu guter Letzt," 1847.
Mdagdlied: Auf, ihr Herrn und Damen

"Morgengruss des Thlringischen SHnger-

"7m Slden: Sllsse DHfte.M

"Zigeunerlied: Im Nebelgeriesel."
g g

"Breatz flr Unbestand: Lieblich mun-

No opus number,

No opus number,

Choruses

for Four-Part Male Chorus:
Secular :

"Nachtgesang," 1842.

"Die Stiftungsfeier," 1812,

for Four-Fart Male Chorus:

Op. 115, No. 1,
Toten."

Ope 115, No. 2,
Gerechten.”

sacred

"Beatl mortul:s Wie selig sind die

"Feriti autem: Hes strahlen hell die

Choruses for Mixed Volces:

Op. L1,

Op. 41,

No. 1,

2
3,
b,

Cp» l;.l,

Op. L1,

e U1,

o)

Cpe 41,
183,

"Tm Walde:

FPart-Songs

Thr VBgel in den Zweigen,™

"Entflieh mit mir" (folksong), 1835.
"We fiel ein Reif" (folksong), 1835.
auf ihrem Grab™ (folksong), 183l.

"Mailied:

Der Schnee zerrinnt,™ 183L.

"iuf dem See: Und frische Nahrung,"
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18,

Cp. 48, o,

Hauch,
Op. L&, No,
Op. 48, No
lingstag,"

Cp. L8, Ho.
1839,

Op. 40, No.
Schwel fcn,

L\JQ "—#\35
hin, " lﬁ?

Cp.

~

sy .

L

3

-
-
O

? Nos

<.

UL
1843
Cpe 59, o,

1843,

Fa g ")
Ope BY%,

ok

No.

war entfernt,”

L] E; {',e‘ * ND »

LG43
Op. 88, To.
cfer Schmerz,®
Op. BE, No.
184 3.

Cp. 88, No.
genn s

Cp. 88, No.
Ope 88, Noa

und

i, "Lerchengesang:

o
5

5, "Deutsch

187

1, "Frliihlingsahnung: O sanfter, slaser

f 1839,

2, "Die Primel: ILiebliche Blume,™ 1839.

"oplhlingsfeier: Slisser, goldner Pruh-
ot &

o]

ey
1838.
3

Wie lieblicher Xlan,"

5, "Horg enbebet' 0 vunderbares tiefes
1339,

. 6, "Herbstlied: Holder Lenz, du bist da-
1, "Im Zrlnen: Im Grln erwacht," 1837.

2, "irlilhzeitiger Frithling: Tage der Wonne,"

, "Abschied vom Walde: O THler welt,"

o
2>

Nechtigall:

.y Die Wachtigall, sile

"Ruhetal: Wenn im letzten Abendstrahl,”

&, "Jagdlied: Durch schwankende Wipfel,™

]

1 “”6QJQhPSE¢9d‘ Mit der Treude sieht
134k,
2, "Der Gllckliche: Ich hab ein Liebchen,™

2, "Hirtenlied: ¢ Winter, schlimmer Win-

i, "Die Weldvlgelein: Kommt, Lasst uns

Daziereﬂ,' 1843,

land," vetween 1839 and 1843,

&, "Der wandernde Musikant: Durch Feld

Bbchuﬁhdlﬂen,“ 1840.



Y]
-3

3]
A8

v}

188

0o, 100, No. 1, "Andenken: Dile Ballme Grlnen fberall,"
,1. ;:: ;.i,ib; »

Cp. 100, Ho.

(AN

, "Lob des Frllhlings: Saatengrun,™ 1843.

po]

Cp. 100, Yo. "erlhlingslied: Berg und fal,™ 1839.

el
L]

-

Cpe 100, Wo. !, M™Im Wald: © Weld, du kithlender Bron-
nen, " 1839.

Choruses for Mixed Volces:

sacred
Op. 6%, No. 1, "Herr, nun 1lHssest du deinen Diener in
i den fahren ~ Lord, now lettest Thou Thy servant

depart,™ motet, 1847.

Cp. 69, No, 2, "Jauchzet den H@rrn, alle welt ~ € be
joyful in the Lord," motet, 1847.

Op. 69, No. 3, "™Meln Herz erhebet Gott, den Herrn - My
soul doth magnify the Lord," motet, 1847.

Om. 78, No. 1, "Der zwelte Psalm: Warum toben die
me lu{uﬂ f 182.%3:

Co. 78, No. 2, "Der dreiundvierzigste Fsalm: Hichte
mich, Gott, und flhre meine Sache," 18Ll.

Op, 78, No. 3, "Der zwelundzwanzigste Psalm: Mein
Gott, werum hast du mich verlassen?', 18LL.

Cpe 79, Hoe 1, "Weihnachten. Frohlocket, ihr VBlker
auf Brden,' 1045,

Cp. 79, No. 2, "Am Neujahrstage. Herr Gott, du bist
unsre zuflucht,™ 1843,

Cp. 79, No. 3, "Am Himmelfahrtstege. Irhaben, o Herr,
fber 2lles Lob,™ 1846.

Ope 79, YNo. 4, "In der Passionszeit. Herr, gedenke
aicht unsrer foelthaten,™ 184l.

Op. 79, No. 5, "Im Advent. Lasset uns frohlocken,"

Co. 79, No. &, "Am Charfreltage. Um unsrer Slnden
willen, 1841,

Op. 116, "fravergesang. Sshst du 1hn hernlederschweben,”

18L5.
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No opus number, "Der Hundertest Psalm: Jauchzet dem
Herrn, alle Welt."
Jo opus number, "Ehre sei Gott in der HBhe,'" 1846,
3y

No oous number, "Hellilg, heilig ist Cott, der Herr
Zabaoth."

No opus number, "Kyrie eleison,™ 18L6.

No opus nurber, "Herr, Herr, sei gnBdig unserm Fleh'n =
Lord, Lord, have mercy upon us,' 1833.

Op. 23, Ho. 3, "Mitten wir ein Leben sind," 1830.1

Op. 23, No. 1, MAus tiefer Noth_schrei' ich zu dir,"
chorale motet for chorus, 1830.

"Choral. Aus tiefer Noth schrei' ich zu dir{“ 1830.
"Fugue. Aus tlefer Noth schrei! ich zu dir," 1830.
"Choral. Und ob es wBhrt bis in die Nacht,' 1830.
"Choral. Ob bei uns ist der Slnden viel,"™ 1830,

Op. 91, "Singet dem Herrn ein neves Lied," 18&3.1
Ho opus number, "Te Deum. We praise thie, o God =~

Prei sel dir, o Gott," 1832 (ses 18L7).

The Choral Music of Felix Mendelssohn:
Unpublished

Sacred Music

"Magnificat,”

1822,

for chorus and orchestra, in D major,

"Juba Domine," for chorus and soloists, 1822,

"Gloria in E flat,'" for chorus and orchestra.

1

"Kyrie in C minor," for double chorus and soloists,

1823,

"Ich bin durch der Hoffnung Band," chorale and fugue
for four- and five~-voice chorus.

lThere are gome wWorks that were, @z a whole, written

for some type of instrumental accompaniment but which con-
tain choruses for unaccompanied voices.
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"Kyrie," for chorus and orchestra, 1825.

t

"Und ob du mich Zuchtigest, Herr," canon for five volces.

"0 Beata," chorus for female volces and organ.

"Te Deum baudamue," for eight-volce chorus in eight
movements, 1¢zb.

"7y es Petrus," for five-volce chorus and orchestra,
1827,

1

"ich Cott vom Himmel sieh darein," chorale cantasta for

chorus and crchestrsa.

"Christe, du Lemm Gottes,'" chorale cantata for chorus
and strings, between 1830 and 1833.

"om Himmel hoch, da komm' ich her,™ chorale cantatas
for chorus and orchestra, Rome, 1831,

i

Hora est de sommo surgere," for chorus.

"Ad vesperas Dom. XXI. post Trinitates. Responsorium
et Hymnus," for three- and four-part male chorus.

Pfwo Bnglish Fsalm~tunes for chorus, 1839.
HMine pleces in the oratorio of St. Paul, subsequently
omittedt four choruses, thrse chorales, four recitatives,

a gopranc arla, and a duet for tenor and bass.

"Herr Gott, dich loben wir," chorale for double chorus,
organ, four trombones, and strings, 1843.

The CGermsn Liturgy for two four-part choirs.

"iir glauben all' an einen Gott,"™ chorale cantata for
chorus and orchestra.

"Pgalm XXXI. Defend me, Lord, £ rom shame,” for chorus,
1839,

Psalm XCV., additional final choruses added, 1839,
4 set of motets for chorus, 1821,

"0 Haupt voll Blut," chorale cantata for chorus, soloists,
and orchestra, between 1830 and 1833.

"Pgalm XIX.," for chorus and organ(?), 1820.
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"In riihrend feierlichen THnen," cantata, 1820.

A set of motets for chorus, 1820.

Seculer Cantatas

Grand Festival musilc for the Dlrer Festival, fourteen
numbers, instrumental introductlon, solcists, fugues,
choruses, etc.

Festival music to be performed in the hall of the

Royal Theatre at Berlin, for male volces, accompaniment
of eclarinets, horns, trumpets, kettle-drums, violon-
cello, and double bass: contalins seven numbers for
soloists and chorus, 1627.

"hegtal Song," for two male choruses and brass band.

Music for the Stage

Musilec to Calderon's itragedy, The Steadfast Frince,
contains two choruses for male voices.

Choruses for Male Volces

"A frischer Bua bin ich," 1833.

"Jer welse Diogenes war der erste der griechischen
Sieben," cancn for twice two volces, 1§

Musikanten FPrugelei,™ 1833.
"Tm Webelgeriesel, im tiefen Schnee,"
choruses.

for two two-part

"Worauf kommt es Hberall an," 1837.
"Auf ihr Herrn und Damen schBn," 1837.

"Seid gegrlsset, traute Bruder," Morning Song of the
Thuringian Vocal Association, 1847.
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APFENDIX B

MENDSLESCHN SC%RC 3
The following information is given on the authority
of two magazine articles: "An Oxford Collection of Mendels~-

sohniana® by Ernest Walker, Music guarterly, Vol. XIX, No.

2, Jduly, 1938, pp. L426-128, and "Mendelssohn Sources" by
Eric Werner, Notes, Vol. XII, March, 1955, pp. 201-20L.
1. A list of the unpublished compositions of Mendels~
gohn consisting of almost two hundred works pre-
pared by Dr. Donald Mintz, Weshington, D. C.
2. 4 study of Mendelssohn's early operatic compo-
sitions published by Georg Schitnemann in the

Zeltschrift flr Musikwissenschaft, Vol., V, 1923,

Poe H06-545

3. forty-four green volumes of I Mendelssohn's musical
sutograrhs in the Berlin State. Library

L. The Oxford ccllection, property of Miss Margaret
Deneke, Honorary Fellow and Choirmaster of Lady
Margaret Hall, Cxford, containing the following:
B, Autographed nmusic, published and unpublished

De Pocket-books containing drawings, fragments
of music and mlscellansous memorands

S Boyish notebooks on mathematics and history
and Swiss travel

193
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da Reports on the pupils of the Leipzig Con-.
servatorium and on proceedings of the Ge-~
wandhaus concerts

S A great deal of printed and manuscrlpt music
from Mendelssohn's library

T Avtegraphed documents connected with his
of ficial life and drafts of oratoric libretil

Ee Petween seven and eight thousand private
letters addressed %o him

Locarno collection containing seven volumes of
letters, about two thirds of which have never

been published, property of Mme. Susie Heigl-Wach,
Locarno

More than thres hundred letters in the Library of
Congress contalning the entire correspondence be~
tween lendelssohn and Julius Rietz, many letters
to his publishers, and a few letters from the
clrcle around Zelter

A collection of letters that was the property of
Frofesscr CGeorg Hensesl, Famny Mendelssohn's grand-
son, before 1939, now lost 5ut felt to be located
in the Eastern Zone of Berlin

Three minor collections in the hands of descendsnts
or relatives of the composer which consigt of

drawlngs or aguarelles by Mendelssohn

p
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