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I. INTRODUCTION

Previous to 1963, and the publishing of Eric Wernmer's

Mendelssohn, A New Image of the Composer and His Age,1 the

little that was known of Mendelssohn was derived from the
romanticized versions of his life. Since the printing of
Werner's book, however, a vast resource of knowledge about
the composer's life and works has become known and studied
by musicians throughout the world. From this source the
author first galned interest in the youthful symphonies of
Felix Mendelssohn. Although they are mentioned along with
other unpublished works, Werner does not enter into any
lengthy discussion of the details of the symphonies.

Dr. Hellmuth Christian Wolff, well-known European
musicologist, has become the editor of the symphonies for

the Leipziger Ausgabe Der Werke Fellx Mendelssohn Bartholdzg?

which is presently being completed. Of the twelve symphonies
recognized as the youthful symphonies, publication has been
made of the last four, elght through twelve. It is perhaps
slgnificant that thls paper explore only those symphonies
which have not yet been published.

1Erio Werner, Mendelssohn, A New Imsge o0f the Com-
poser and His Age, trans. Dika Newlin (London: The Free
Press or Glemcoe, 1963).

2Hellmuth Christian Wolff, ed., Lelpziger Ausgsbe
Der Werke Felix Mendelssohn Bartholdys (Eegpzﬁg: Deutscher
Verlag Fur Muslk, 1967(), series Il.

1
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2

It is the purpose of thls document hereinafter to
investigate the seven symphonies and perhaps to shed some

light on the composer's compositional development.
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II. BIOGRAPHICAL BACKGROUND

Jacob Ludwig Felix Mendelssohn was bora in 1809 in
Hamburg of a Jewish family. Shortly following his birth
his family moved to Berlin, in which city Abraham, Felix's
father, founded a2 banking and import buslness that soon
brought financial stability to the Mendelssohn family.

The environment provided by Mendelssohn's parents
brought forth the foundation for the youngster's interest
in music. His mother was a pianist of some capability;
she introduced young Felix and his sister, Fanany, to the
piano at an early age. PFelix's father was a lover of opera,
especially those of Gluck, Gretry, and Cherubini.! It is
interesting that Mendelssohn's family encouraged the
children's interest in music but were never entirely con-
vinced that their son should make a career of musle. The
encouragement of music and the arts as well as the order
and discipline of the youth's formal tralning are extremely
important to the composer's development as a whole musician.

4 feature whlich was very influential to the young
Mendelssohn was the artists and musiclians who frequented
the Mendelssohn home. Horsley recalls frequeﬁt visits by

such famous musiclans as Moscheles, Hummel, Paganini, and

1Werner, op. cit., p. 13.

5
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4

! The music teachers chosen by his parents for

Spohr.
Mendelssohn were obviously influential to hls development
as a composer. An early teacher was Ludwlg Berger, student
of Clementi and Fleld, who taught plano to both Fellx and
Fanny; Berger used the works of Bach, Mozart, Beethoven,
Weber, Scarlatti, and Frescobaldi as teachlng materlals.2
Mendelssohn also studied violin with Carl Wilhelm Henning
and Eduard Rietz, and he later became a competent violist
and continued to play throughout his life. It 1s alsc

known that he studlied violoncello for a period of time;

thus one can see how Mendelssohn developed a fine under-
standing of good string writing.

The teacher most influential to Felix was Karl
Friedrich Zelter, with whom he studied harmony, counterpoint,
and composition. Through Zelter, Felix was flrst introduced
to Paganinl and Spohr and his further association with
Zelter brought acquaintance with Weber, Spontini, Cherubini,
and the famous Goethe.

This man became the supervisor of the Mendelssohn
children's musical education. He imparted all his
knowledge, which was of comslderable profundity, to
Fellx. His teaching was of a standard that towered
above the genersl level of musical educagion in an
era whose taste left much to be desired.

Other men of influence to Mendelssohn in his youth

include Eduard Devrient, the famous actor, Ignaz Moscheles,

1 " n ]
Horsley Remlniscences of Mendelssohn Dwight s
Journal, XXXII, No. 18 (1872), 346. .

2Werner, op. cit., p. 13, 3I‘oid., p. 16.
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friend of Beethoven, who was a planist and composer, and
Adolf Marx, a theorlist and music historian. The composi-
tional techniques of Moscheles and Marx were of no influence
to Mendelssohn at the time of the composition of the youth-
ful symphonies since they met Mendelssohn after the youthful
symphonies were finished.

In a definitive article by Wolff, other composers are
mentioned who were influentlial to Mendelssohn; thus it seems
sufficlent to mention only those composers whom Wolff has
discussed. The unisons frequently used to open and close
the symphonies of C. P. E. Bach and the polyphonlc, lmitative
style of J. S. Bach can be seen in the early symphonies.

Note repetitions are as those used by Beethoven; the forms

of Pleyel and Dittersdorf are evident as well as the thematic
usages of Moz#rt. The forms and compositional techniques of
C. P. E. Bach, Beethoven, and especially Dittersdorf and
Pleyel are the most signiflcant influences to the young
Mendelssohn ln the early symphonies.

The foregolng brief blographical materlal may give
us a better background for understanding the music which

follows.

'Hellmuth Christian Wolff, "Zur Erstausgabe von
Mendelssohns Jugendsinfonien,"” Deutschen Jarbuch der Musik-
wissenshaft fur 1967 (Lelpzig, s DDe - .
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III. HISTORICAL BACKGROUND OF THE SYMPHONIES

The Wolff article previously referred to is the most
detalled source available at the present time concerning
the historical background of the youthful symphonies. The
material which follows 1s freely taken from that source. !

It is known that only a few close acquaintances of
Mendelssohn were aware that he wrote more than the symn-
phonies we know as numbers one throughifive. In 1878,
fifty-seven volumes of Mendelssohn manuscripts were bound
and carefully stored away. Of these, twenty were lost
during World War II and thirty-seven remaln. Since the
documents were basically works of Mendelssohn's youth, few
musicologists have ventured to study them. Within the
thirty-seven volumes we find the twelve symphonies ldentl-
fled as the youthful symphonles. Early acknowledgment of
the symphonles include few well-known sources. Sebastlan
Hensel, nephew of Felix, acknowledges at least six symphonles
for strings dating from the year 1822.2 Julius Reitz,
Mendelssohn's successor as conductor at Leipzig's Gewandhaus,
mentions ten symphonies for strings dating from 1820-1823.3
The Grove's Dictionary of Music and Musicians of 1879 speaks

of eleven symphonlies for strings and ome for full orchestra.4

1 2 4

Ibid., p. 97. Ibid. Ibid. Ibld.
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Only six youthful symphonies are mentioned by Ernst Wolf in
1906.I Some recent studies in the form of a dissertation
have been done by Eberhard Rudolph of the University of
Berlin; there was some confusion as to the numbering and
dating of the early symphonlies until they were clarified
through the findings by Rudolph.Z
The numbering and dating of these symphonies has now
been established. The numbering of at least the first nine
of the symphonies is by Mendelssohn himself; the original
dating is as follows:
Symphony #1 -- 1821
Symphony #2 -- 1821
Symphony #3 == 1821
Symphony #4 -- 1821
Symphony #5 -- 1822
Symphony #6 -- 1822
Symphony #7 -- 1822
Symphony #8 -- 1822
(both versions)
Symphony #9 -- 1823
Symphony #10 -~ 1823
Symphony #11 ~= 1823
Symphony #12 -- 1823
By comparing the above dates to the year of his birth
we see that Mendelssohn began composing the symphonies at
age twelve and the final symphony was completed when he was
Just fourteen years of age.
The evolution of Mendelssohn's symphonic style is
realized in the youthful works and the final four symphonies
are a harbinger of the composer's truly mature works. Since

Wolff's article has already discussed Symphonies Eight

2

Trotd., p. 97. Ibid.
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through Twelve, the following analysis wlll be restricted

to Symphonies One through Seven.
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IV. ANALYSIS OF THE SYMPHONIES
ONE THROUGH SEVEN

Of symphonies one through seven, the first six con-
taln three movements and the last is written in four
movements. The three movement forms follow the traditional
fast-slow-fast arrangement of the early classical perilod.
Symphony #4 is the only one whlich uses a slow introduction
to a movement; symphony #7 includes four movements with the
normal fast-slow-minuet-fast arrangement.

In form, it is easy to see the development from the
simple to the more extended types, from essentlially little
or no development to longer and more involved developmental
sections, and from almost monothematic design to a bl-thematic
scheme.

In harmony, the development is from a rather slmple
tradlition to a richer usage, and the lncreased use of
counterpoint 1s naturally of great significance to the richer
harmony. With the more extended forms and use of more
sophisticated developmental processes, the increase in
harmonic variety is an absolute necessity.

The instrumentation for all seven of the early sym-
phonies 1s that of a string orchestra of five parts. Within
the seven symphonies there 1s a gradual separation of violon-

cello from contrabass. In the first few symphonies, there

9
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is little or no separation of these two instruments; in
symphony #7 there are five staves used occaslonally, to
give a separate line each to the violoncello and contrabass.

The development of more 1ldiomatic string writling 1ls also

here apparent.

Symphony #1 - C Major

The first movement is an allegro movement in a very

simple sonata/allegro form. The exposition extends from
measure one to forty; it is monothematic in design. The
theme, measures 1-14, is a signal-like theme which Wolff has
related to a theme by C. P. E. Bach.1 A short transition
section, measures 15-26, consists of harmonic sequences of
dominant seventh chords moving by the circle of £fifths %o
arrive at G major and a closing section from measures 26-34,
which uses the opening theme. The developmental section,
measures 33«77, 1s simple and extremely repetitlious. The
passage begins with a IV to I harmonic movement 1in sequence
moving from Bb to C minor. The IV to I harmonic element is
the main aspect used for development and i1t is derived from
the theme. Mesasures 44-47 are sequenced up a step in
measures 48-51, from C minor to D minor, and faster harmonic
rhythm i1s the only new aspect of the sequential passage which
follows. Measures 69-72 are repetitions of measures 44<47,

but on Ab, and lead to the German augmented sixth chord in

measure 72, which unfolds the recapitulation.

'ivid., p. 107.
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The recapitulation, measures 77-103, 1is different
from the exposition in key arrangement. There 1s a sequence
by half step in measures 90-93; an interesting feature is
the cadence on A minor in the first ending, measures 98-103.
A closing section, measures 104-116, uses the IV to I harmonic
element as a final comment. Within this section Mendelssohn
uses BP ana F¥ to strengthen the subdominant and dominant
chords, respectively. A unison passage, found so frequently
in the symphonies, ends the movement.

Devices found within the movement include the important
IV to I harmonic progression, imitation and inversion as
in measures 24 and 25, and occasional suspensions. The
equality of all the parts and the polarity of the outer
volces are lmportant stylistic features.

The second movement, in A mlnor, is a slow movement
which Wolff has described as a "ballad" type in a variation
form. This is essentially true, as thé theme for all sec-
tions 1s basically the seame. However, the key arrangement
and theme usage would indicate an extremely well balanced
compound ternary form that might be dlagrammed as A B A; the
B section, 1in the parallel major, 1s a variation of the 4.
Since a compound ternary requires that at least one section
is in 1tself a simple binary or ternary deslgn, the andante
more than fulfills this requisite as all three sections are
so constructed.

The A section extends from measures 1 to 42 and is

in three parts: g (1-15), b (16-28), and a' (29-42). The
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b section of A 1s almost transitlional 1in character, remain-
ing basically in C major with a sequential pattern in
measures 22 to 28. The A sectlon cadences in A major as a
preparation for the B section which begins in measure 43.
The B theme is an ornamentation of the A theme and lasts
from measure 43 to 86. It appears to the author that the

B sectlon breaks into five almost equal parts. The first,
measure 43 to 51, begins in A majlor, touches on E major and
cadences in F# minor. Part two, measures 51 to 58, begins
on F# minor, sequences from E major to A meajor, and cadences
in B minor. In measures 58 to 69, the harmonic movement is
from B minor to D major, occaslonally touchlng transiently
on F# minor, E, A, and G major. The fourth section, measures
69 to 79, begins on D and centers around 4 major. The final
section, measures 79-86, is very simlilar to measures 43-51
with the exception that the final cadence is in A minor
rather than F# minor, a rather rare third relation.

If it were necessary to arrange the B sectlion in a
ternary design, it might be divided in the following manner:
the first part, ¢, 1s contained in measures 43 through 57
and cadences on B mlnor; the digression, d, which is somewhat
longer but very amuch related to the first section, is in
measures 58 through 78 and cadences on E majJor as a dominant
rreparation for a return of the ¢ sectlon in measures 79-8T73
the final c¢' is condensed and includes only eight measures
of the original ¢ and a dissolution in the final two measures

leads to the return of A minor and the opening A. It is
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questionable as to which of the two analyses Mendelssohn
used as a constructive principls.

The recapitulation of 4 in a somewhat altered form
occurs in measures 87 to 116. The a passage, 87-100, is
basically the same as measures 1-16 except that i1t moves
harmonically to E minor rather than C major. Measures
100 to 105 are nearly the counterpart of measures 16 to 29,
but are considerably shorter and are in E minor. A short
transitional passage, measures 106-109, is simlilar to
measures 29-42 and progresses to the final a' section,
measures 108-113; it is condensed and cadences in A minor
rather than in A major as in measure 42.

The theme of the movement is very lyrical and is
presented as a solo with accompanimental flgures in the
other three voices. The violoncello is used as a solo
instrument in measure 16 and a daring double suspension,
9«8 and 4-3, occurs in measure §9. Another feature 1ls the
chromaticism used in the accompanimental passages. Even
though this movement seems t0 be generally homophonlc, the
linear movement of the individual parts 1s important.

The final movement, an allegro in common time, uses
a theme which is very much like the theme of the flrst
movement. A short introduction of two measures leads to
the first theme; 1t is a "rocket" type in C major continuing
through measure 12. A shdrt transition section, measures
13-17, uses a sequence of secondary dominants to move to

the second theme which is of little contrast to the first
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and is in the anticlpated dominant key. The closing section
of the exposition presents the theme in the second violin
in octaves with the violoncello and contrabass.

The developmental group, measures 41-79, makes use of
both theme groups from the exposition. One can see perfecte
ly the immaturity in Mendelssohn's stylistic usage at this
voint. In measures 41 and 42 he prepares for the key of

b seventh chord while a transition section,

b

EP major by a B
measure 51-56, modulates to B~ major. The first theme is
used agaln in measures 57-64 and modulates to G minor,
whereas measures 65-79 show similarities to measures 17-24.
The repetition of thematlc material in an example such as
this draws one's attention again to the youthfulness of the
composer. The theme 1s motivic enough so that other types
of developmental processes could possibly have been used.

The recaplitulation is somewhat shorter than the
exposition; the first theme, in C major, is presented from
measures 81-88. There 1s no transition and the second theme
area, measures 89-101, 1s in the tonic of C major. In meas-
ures 99 and 100, Mendelssohn uses a German augmented sixth
chord much in the same way he used 1% in the first movement.
The c¢losing group, measures 101-114, is 1n the tonlec and
closely follows the closing of the exposition.

Interesting aspects ineclude the appogglatura Eb to D
occurring in measures 18 and 20. The use of imitation,
measures 21 to 25 as an example, is an aspect of counter-

point with which Mendelssohn becomes more involved as hils

style develops.
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There are certain traits which appear in the first
symphony that reoccur in almost all of the symphonies which
follow. The analysls reveals that Mendelssohn has a pre-
dilection for unison and octave theme presentations which
are similar to the "motto" beginnings of symphonies of the
Classical period by'the cémposers with whom Mendelssohn was
familiar. The appogglaturas and suspensions are frequently
seen in all seven symphonies. 4nd, finally, contrapuntal
technlques are seen in their embryonic stage throughout the
first symphony. Although it is immature in many ways, the
symphony shows much craftsmanship in the handling of form
and certain skills in treating rather fundamental harmonic

elements.

SzgghOnx #2 - D Ma;or

The first movement, an allegro in common time, is 1in

many ways a regresslon in form. The exposition, measures
1-33, is composed of two theme groups, one in D msajor and
one in A major, with themes which are almost lidentical.
This monothematlc tendency was seen in the first symphony
and will be seen in many of the symphonies which follow.
Themes one and two are separated by a two measure extension,
measures 11-13, and a brief extemsion, measures 27-33, cone
cludes the exposition.

The next section, which is developmental in some ways
but really 1s a transition, originates in measure 34 and
extends to measure 44; the passage is almost entirely com-

posed of an extenslion of the transitional passage, measures
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11=-13, which 1is presented in a contrapuntal fashion. The
developmental/transitional area revolves around A major but
touches on B minor, F# minor, A minor, and E minor in its
progression.

The recapitulation begins on measure 45 and continues
to measure 66; the entire section from measures 34 to 66 is
here repeated. The chromaticism used in the inner parts at
measures 65 and 66 is a very simple method of returning to
the transitlional passage. A closing passage, whlch includes
an octave theme presentation of four and one half measures,
completes the movement. The reference to G major, the
subdominant, is similar to that seen in the symphonies of
Classical period composers. The chromatic movement used in

measures 66 and 67 implies the Neopolitan of the dominant.
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The flrst movement is obvicusly not a full-dlown

sonata type. A rather new term, "sciolto," makes its ap=-

pearance here; the word means "in a free and easy manner."
It is one of the few terms used by Mendelssohn within the-
seven symphonies although twice he uses "Bis," which means
to repeat the measure. . |

The form of the second movement, a short andante in
B minor, is a simple ternary form which can be dlagrammed
as A B A'. The A section, measures 1-19, presents a theme
in canon at a one measure time interval between the first
and second vioclins. In only two places 1s the exact canon
altered: the use of a different serles of notes in measure
3 is shown in the second violin on the first beat; in
measure 9 1t is seen in the second violin on the third beat
where a Ct7appears rather than the expected C#. The B
section, measures 20-45, presents the main theme in imitation
in the viola and violoncello parts while a new theme, also
in imitation, 1s stated in the violins. The final passage,
A' measures 46-64, 1s very similar to A, however, the theme
material is not presented in canon. There 1s much use of
imitation and inversion within the closing sectlon; 1its
preparation includes a dominant pedal point in mesasure 44.
It is interesting to note the increasing involvement for
each individual part from the beginning to the close of the
movement. It begins as a duet, in canon, accompanled by the
other parts. As the movement develops, it enables all of

the parts to become involved in melodic activity rather than
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belng simply confined to accompanimental figures. Mendels-
sohn here attempts to create equality among the parts.

The final movement, marked allegro, 1s similar in
form and thematic usage to that of the first movement. The
first theme, measures 1-8, is in D major; a transitional
passage, measures 9-18, moves into A major. Theme two,
which is almost identical to theme one, is in A major from
measures 19-29. A closing passage, measures 29-45, repeats
the violin I theme from measure 19. The next sectlon is a
transition/development passage which 1s quite like the
transition/development passage in the first movement. It 1is
sequential and moves toward the dominant of D major as a
preparatign for the recapitulation, which extends from
measure 61 to the end. There is a suggestion of the sub-
dominant in measure 69 as there was in measure 9. A
sequential extension in measures 76-86 serves to lengthen
the recapitulation and the movement ends in octaves, typlcal
0of the fast movements composed by Mendelssohn at this tlme.
An interesting harmonic aspect is the G# dimlnished seventh
chord which occurs as a result of passing tones 1in measure
101. The G# diminished triad appears in the violin I while
the violoncellec and bass have Ftl E and D in passing.

The second symphony shows a gradual improvement in
Mendelssohn’s string writing; otherwise, the form of the
symphony remsins qulte simple.

‘§zgphonz #3 - E Minor

The formal outliine of the entire symphony is similar
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to that of the second symphoﬁy. The first movement,

marked allegro di molto, is monothematic and the main theme
is presented in measures 1-15 in E minor. The passage from
measure 16 to measure 30 is extremely unstable tonally and
contains many developmental aspects. The main theme and its
derivatlions are dispersed in several different key areas,
then finally cadence in G major. Measures 30-54, in G major,
make use of the main theme in various combinations. An
interesting diminished seventh sequence occurs in measures
47 and 48, |
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Musical example 2

The developmental area, measures 55-77, 1s somewhsat
longer than the similar area in the fast movements of
Symphony #2. There is continued use of contrapuntal elements

and the thematic ideas, which are so closely related, operate
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again simultaneously. The key areas touched upon are C
major, D major and minor, G major, & major, and E major and
minor. 4 scale passage in the contrabass and violoncello
leads to E minor and the recapitulation which is repeated,
as is the development. The recaplitulation 1is altered from
the exposition and consliderable use is made of repetition.

The second movement is in the form of a compound
ternary in which two of the three sections have slmple
binary outlines; thus, the form can be diagrammed as 4 (ab),
B (cd), A'. A is 32 measures long and comnsists of the two
following sectlons: +the first section, a, is from measures
1-22, the secomnd, b, is from 23-32. The second large section,
B, is basically composed of two sectlons similar to the two
sections of A. The ¢ of B 1s ln measures 33-45 and 4 is in
measures 47-7T0. The key area of B 1s fundamentally D major
with some instabllity which gives us a feeling of development.
The A' returns in the original key of G major at measure 71
and then préceeds to modulate toward E minor with the
dominant ostinato from measures 85-93. The movement must
be an "attacca" movement to the next movement as the ending
is an outline of the dominant chord of E minor, the key of
the final movement. The use of dominant and tonle pedal points
and ostinatosis present throughout the movement; we cite
measures 16 and 67 (see musical example 3). The texture of
the movement is monodic but occasionally the non-melodlc
parts enter into a contrapuntal commentary with the other

instruments. The violoncello comments on the melodic line
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Musical example 3

in measures 2 and 3 as well as in measure 16 (see musical
example 4). |

The finale must have given Mendelssohn some difficult
monents at first as two attempts were made and rejected

before he decided to use his original idea. The theme he
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Musical example &4

did not use is in 2? and is similar to the melodic turns of
the first movement theme. The form of the allegro is very
much the same as that of the first movement. The maln
thematic idea is presented in measures 1-15 in E minor and
the remainder of the exposition is rather unstable as there
are references to several different keys before the section
cadences in G major. The area from measures 26-42, which
would normally be the second theme area, is transitional and
makes use of counterpoint; withlin the passage, measures
31-42 are repeats of measures 26-31. The development/
transition area is from measures 43-64 and the first section,
through measure 57, revolves around 3 minor. There is a
step-wise sequence from measures 57-63 moving from C major,

D minor, to E minor. The recapitulation occurs in measure 64
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and the condensed theme one group, measures 64-70, is
presented iIn octaves. A stress on the subdominant, 4 major,
in measures 71 and 72 leads chromatically to B minor and
finally to E minor in measure 77. 4An interesting guodlibet
of themes occurs in the key of E minor in measures 78-82.
The closing section, measure 82 to measure 92, 1s similar
to measures 35«42 but now in the tonlc E minor. Although
the form is simple and uneventful, the harmonic aspects of
the final movement are outstanding.

The outstanding features of the symphony include the
following: development areas which are transitional in
character and rely on simple repetition of themes rather
than real development, more use of contrapuntal devices than
any of the previous works, and the "attacca" movement as an

attempt to bring more unity to the symphony.

Symphony #4 - C Minor

The fourth symphony presents problems in notation
which do not occur in any of the symphonies ansalyzed thus
far. It seems profitable at this point to include a few come
ments pertaining to Mendelssohn's manusceript which is
generally quite neat and extremely easy to read; in it the
composer uses symbols 0f shorthand similar to that used by
other composers, i.e., lndicating doublings with col bassi
or col principale. It is rare to find mistakes which have
not been corrected by Mendelssohn; however, in the symphony
which is presently being discussed there are two major

problems. Two Grave sectlons follow the first movement;
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since each ends on the dominant chord, it would be loglcal

to assume that one of them 1s an introduction to a movement.
It was also a custom to begin an allegro first movement with
a slow lntroduction and since the key arrangement 1is proper,
this would seem to be the logical answer. The question is,
which of the two did the young composer prefer to have used?
Since the Grave on the separate page is longer, it is probable
that this is the section which Mendelssohn intended as an
introduction.

The other problem presented is the page of manuscript
marked 155. The Andante on the left page has been scratched
and the passage which remains unaltered on the right page is
actually the ending of the symphony. Somehow the pages have
been mismarked and are catalogued in the wrong oxrder; page
155 shoﬁld actually be attached to page 165. The themes and
key all lead to this decisive conclusion.

The Grave 1s in the style of the first section of a
French overture; the rhythms are dotted with much ornamenta-
tion which is really quite Barogue 1ln style. The key 1is
C minor with a half cadence leading to the Allegro of the
first movement.

The use of the 2 meter marking for the allegro 1is
typical of the meter for the second allegro section of a
French overture. Since Mendelssohn was familiar with the
works of Bach and Handelvas well as those of many French com-
posers, it is easy to trace the influence. The form of the

allegro section is much like the form of the fast movements
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of Symphony #3. The first theme, really the only theme, 1is
stated in measures 1-14 and 1t is composed of two sections;
one 1s the opening unison and the other the secondary frage
ment in measure 4. The measures which follow in the exposi-
tion, measures 15-50, are uanstable in key and are almost
developmental in treatment of themes. With the modulation
to Ab, we see the first usage of third relatlion modulation
wlthin the symphonies.

The development section, measures 51-87, is composed
of many sequences of seventh chords with prassing ninths and
the occasional use of an ostinato. Key areas include Ab,

P, Bb, C, and D which finally cadence on G as & dominant to
C minor, a preparation for the recapitulation.

The recapitulation 1ls a little condensed with an
ornamental extension added from measures 112 to the end. An
interesting chromatic movement, which makes conslderable use
of suspensions, occurs in the second violln 1ln measures
116-120. This may be assoclated with ﬁhe use of the Baroque
type of sequential harmony. We find that the main element
of development 1s sequence, a rather over-used device.

The slow movement, in g and C major, is marked
"attacca" to the finale. The form 1s a one part form which
éould be diagrammed as A A4'. 4 is from measure 1 to measure
42 and within this area are the following key divisions:
measures 1=20 in C major, measures 21-28 in G major, a muta-
tion from G major to G minor, C minor in measures 34 and 35,
b b

and A~ from measure 35 to measure 41. In measure 43 the A
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becomes the basis of a German augmented sixth chord in C

to prepare for the return of él. The entire area from
measure 1-42 18 rather repetitive with various key areas
suggested. A', measures 43-82, is in C major and C aminor
and is much like 4 except that a mutation occurs in measure
77, making C minor the tonic, and the movement ends with a

suggestion of a G ninth chord (G B D F Ab). The movement,
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whlich is filled with pedal points on the dominant and the

tonlc, ends with F and Ab occurring as a trill.

The finale 1s agaln an abbreviated sonata-allegro

form with a development section which acts more as a transi-

tion.

The first theme area is from measure 1 to measure 10

in C minor and a short transition from measures 10-22 moves

toward Eb major, the key of the second theme area, measures

2343,

theme except that it is 1n the new key.

The theme here is essentially the same as the flrst

The development area

ls extremely short, measures 44-59, and concerns itself mainly

with sequences revolving through transient key areas.

The

tritone root movement occurring in measures 46 to 47 is an

astonishing effect.

4

Suymeheny No XX Movement H )

Altegro Vivoce Measures Llo-H7
)

N . 4 V ~
Viekn It ey @ ® ===
L i 1
), 3 cwnan- i
iViolin H A - ~— ﬁ. —
3 ] LA S W) = [
A
H B ! X
Viela :Eiﬁaﬁ — X e —
- h"& 1 >
' I e LAY 1

“—iib—E’ = 1 =

Musical example 6

The recapitulation, in the tonic C minor, is shortened

by deleting the transitional materlal. The use of suspensions
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in the theme is closely related to the theme of the first
movement. The use of trlills, suspensions and imitation add
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Musical example 7

to the archalc feeling that results from the first move-

ment.

In this symphony we see a change in form with the use
of the French overture type for the first movement, which in-

cludes its slow introcduction and triple meter allegro.

Symphony #5 - Bb Major
The first movement of the fifth symphony leads one to

believe that no change in development of style is occurring
since it is almost identical in form to the fast movements
of Symphonies #2, #3, and #4. The real excitement in this
symphony is delayed until the finzal movement.

The exposition section of the first movement extends
to measure 48 and 1s repeated. The first theme, the only
theme, is stated in Bb from measures 1-18 and a transition
from measures 19-28 leads from G minor to C major and
finally to F major. The second theme area, which is identi-

cal to the first theme but now appears in F major, is from
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An octave presentation of the theme leads

measures 28-45.

to the development section which is somewhat longer than

the development section in the symphonles previous to sym-
Mendelssohn also seems to be more mature in his

phony #5.
use of developmental processes within the key areas of C
A type of false

minor, Eb major, and a reference to F minor.

recapitulation occurs in measures 73=7T8 1n G mlnor; measures
b

The

79~85 present the theme in C minor and a cadence on E~, the
b closes the development.

subdominant of the tonlic B,
recapitulation is shorter than the exposition; the transition

has been entirely omitted. The closing is simllar to the
close of the exposition; however, an interesting chromatic
accompaniment occurs in measures 59-66 (see musical example

The use of imitation and a2 chain of suspensions con-

8).
tinue to be important features of style.
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Musical example 8

The second movement, the normal slow movement, 1is
very much like the slow movements in the symphonies which

precede it; however, its key arrangement is unusual. The
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form is 2 one part form, 4 A', with a large tramnsition
section dividing the two parts. The’é extends from

measure 1 to measure 24 in E° major; the large transition
section is from measure 25 to measure 54. This area is ex-
tremely unstable even though a pedal point on Bb maekes one
feel stability on occasion. 4 return to A' occurs at
measure 55 and continues through the close of the movement.
The area we have labeled a tramsition which surrounds Bb
major seems to act simply as a large passage in the dominant
of Eb as a preparation for the return of A. The movement is
£illed with tonic and dominant pedal points as may be seen
frequently in other slow movements. Also included here are
the usual steady accompanimental figures and the connection
of two movements with the use of "attacca” which are both
becoming an important part of Menﬁelssohnis youthful style.
The use of C° in measures 76, 78, and 80 can be explalined

as ornamental notes such as chromatic passing tones and
ornamental retardations. In measure 76, however, it is

also noticeable that i1t forms a ninth on Bb.
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The final movement necessitated several attempts
until Mendelssohn was confident of the apprcach he was
finally to use; evidence of thls are the four pages which
he scratched before the finale actually begins. The move-
ment, in which Mendelssohn uses the term "presto" for the
first time, includes two contrasting themés and is a good
example of development in style. The exposition beglns with
a triadic "rocket" theme which ends the same as it begilns
in measure‘17 and'a short transition, measures 17-24, leads
to the second theme area, measures 24-35., Theme area two
is in fugato style and remains baslcally in F major, closing
with hints of the first theme.

The development section makes use of both themes
from the exposition and frequently uses them at the same
time; varlety in key areas and thematic usage highlight the
development. The recapitulation begins in measure 120 with
a condensed first theme and a second theme which is no longer
in the fugato style of the exposition. The reference to Eb
in measure 152 prepares for the closing which ends much as
the expositlion except that 1t has been transposed.

It 1s lmportant that we comment on several aspects
of this movement. Because the two themes are contrasting,
Mendelssohn is able to join them. Note how he uses an ac-
companimental figure from measures 5-10 in the fugato
passage at measure 30; this makes for a unity otherwise non-
existent (see musical example 10). There 1s a cross-relation

in measure 7 ‘between the Ab and the Ab (see musical example 1% ).

i
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Musicsal example 11

The sequences from measure 100-120 are extremely well con-
celved and help in creating one of the fimest climactic
movements thus far. Mendelssohn has succeededhin composing
a much larger sonata-allegro form with a development section

which shows more mature skill.

Symphony #6 - BP Major
The first movement of symphony #6 basically follows

the pattern of almost all of the fast movements to this point.
The first theme area, which opens in octaves and extends from
measure 1 to measure 13, is 1in Eb, and a transition section
from measures 14-19 makes use of elements from the first

theme. In measures 20-35, the second theme, which is filled

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



34

with imitative counterpolnt and many suspensions, is a con-
trasting theme with a rather unstable key area. However,
there is obviously a close relationship between the first
and second themes,

The development, measures 46-67, is very well con.-
structed but rather short in length. The contrapuntal
interweaving uses the two themes of the exposition and even
includes a four measure octave presentation in messures
490.53. The key areas include AP and BP surrounding a long
sequential passage which touches on several Xey areas.

The recapitulation of theme one, measures 68-76, 1is
shortened and is slightly varied. Measures T76-80 are
transitional and act as & dominant for the second theme area
which begins in E° and ends in E° but is rather unstable in
between. The closing section, measures 99-113, 1s much like
the close of the exposition; however, it is now 1In the tonic
E and extended somewhat. The movement ends with the almost
traditional octave section.

One comment should be made to show the continulty of
the formal construction Mendelssohn has followed to thils
point. The fast movements, as a general rule, have been
abbreviated sonata-allegro forms with short development
sections., I% can be noted that a clearer thematic separation
has evolved between theme areas one and two; however, the
element of contrast is narrow in scope. The second theme
areas have been extremely unstable and are only completely

convinecing as to key in each closing portion. The second
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theme, which usually closes with a presentation of the first
theme in the new key, is an area of the sonata-allegro form
Mendelssohn will strengthen as his style matures.

The second movement is not the usual slow movement
but rather a minuet with two tr1os.1 The minuet is composed
of the following two repeated sectlons: +the first section,
measures 1-10, is in EP and ends on the domlnant; the second
section, 11-25, 1s somewhat unstable as 1t touches on C

b, and cadences on Eb; the use of pedal

major, F minor, B
points is the main feature of the minuete.

The key of the first trio is a surprise since the
cadence of the minuet in Eb leads enharmonlically to the third
relation B major. The trio is in two short sectlons with a
transitional section attached to the end. Measures 1-9,
which repeat, are in B major ending with a dominant cadence.
The use of a solo instrument is here employed by Mendelssohn
for the first time. The second phrase, measures 10-25, is a
duet between the solo violin and the solo viola in the key of
B major with a suggestion in measures 10-16 of C# minor and
F# major. Agaln the use of pedal points is prevalent and the

solo instrument melodic line is unusuzal in 1ts wlde skips.
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Musical example 12

1The measures of the minuet and both trlos are numbered
separately.
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The following example shows the modulation from B major to

Bb major:
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Musical example 13

Mendelssohn begins the second trio with two measures
of rest, using the silence as a pause between thoughts. The

b

trio, in B™ major, includes several rhythmic ideas which are

closely related to the rhythms found in the minuet and first
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trio; since the themes used are also related, ome must con-
clude that the second trio acts as a developmental area to
the minuet and trio. The entire second trlo is divided into
two sections, subdivided into smaller sections, which are
based on the ideas presented in the first twelve measures of
the trio. The large first section, measures 1-50, is com-
prised of two ideas, the sustalned chordel passage which
opens the section and the moving flgure of measures 11 and
12 which is later used imitatively. The two ideas alternate
throughout the entire section in the key of B® with some
reference t0 G minor in measures 19-25. Measures 1924 are
examples of the conslistent separation Mendelssohn has made
in the passage between the violoncello and the contrabass.
The ritardando in measure 50 leads to the second part,

measures 50-95, which is bvaslcally in Bb but includes a hint

of E° in measures 71 and 82. In measures 51-63, the dynamics
cause a change in the character of the two thematic elements
and the passage from measures 64-95 1s entirely composed of
an extension of the contrapuntal ideas first presented in
measures 19-24. The "attacce subito" undoubtedly means to

return to the minuet to close one of the most original move-

ments thus far.
The final movement, marked prestissimo, is unusual in

that 1t 1s the longest movement thus far and the form

deviates from the customari structure. It is s large binary

form with a coda in which the thematic relationship between

the sections 1s extremely close. The flrst large section, 4,
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is constructed with two ldeas of which the first, a, is from
measures 1-28 in E° and cadences on the dominant. A large
transition passage, measures 32-57, uses the a theme material
in sequence and imitation with occasional repetitions; the
Key alternates between the tonic and the dominant but closes
in the dominant as it leads to the second theme area. The
second theme, b, which begins with a fugato passage, extends
from measure 57 to measure 111 and is in B? for the larger
part of the time; the fugato theme is based on a Bb triad

and makes four entrances each separated by a four measure

time interval. Measures 73-94, which are transitional =and
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Musical example 14

use developmental processes, include an 1nteresting use of
chromaticism in measures 78-84. The closing area, measures
94-~112, mixes ‘the first theme with the fugato theme in an
unstable key area which finally moves to 8P,

The second section, A', extends from measure 112 to
measure 226. Presentation of the a sectlon is in E® in a
somewhat extended form in measures 112-142 which terminates
in B® a3 does 1its counterpart in measures 1-28; new in this
passage is the reference to C minor in measures 132-135.
The transition, measures 146-172, 1s shorter than in 4 and
does not make as much use of the first theme as in the first

presentation. Considerable use of chromaticism is made
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throughout the transition passage. Although A began with
four entrances, the fugato passage, b of A', has only three
entrances of the subject; augmentation and inverslion take

place in measures 186-191 and 194, respectively. As the
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Musical example 15

closing pessage ends in the tonic EP 1t combines the first
theme and the fugato theme. A melodic presentatlion of the
flat sixth degree of the scale in measures 247 and 248 leads
t0 a minor subdominent chord in measures 249 and 250 whlch
is used to strengthen the dominant chord.

Severzl elements of this movement are much different
from the previous movements of the same type. The form is
unusual, the themes are not presented in the ordlnary octave
form, the counterpoint is more sophisticated, devices are
more plentiful, the flat sixth degree of the scale is in-
serted, and the length shows that Mendelssohn is now able to

handle a longer form much more successfully.

Symphony #7 = D Minor

The first movement of the final symphony is in sonata-

allegro form with a repested exposition section. The two
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contrasting ldeas in the D minor opening theme area, measures
1-17, are presented in octaves and in harmony. A transition
passage, measures 17-31, moves from D minor to F major with
& transient reference to A major. A sequence in third rela-
tlon occurring at measures 26 and 27 is the preparation for
the second theme area, measures 30-56, which presents two

ideas used in double counterpoint. The first idea is the
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Musical example 16

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



41

sustained chaln of suspenslions which 1s first presented in
measures 30-41 in the violins and is then transferred to the
violoncello and viola in measures 45-56. The other is the
imitetive fragment which begins in the violomcello, contra-
bass, and viola in measures 32-45 and transfers to the
violins in measures 45.56. Presentation of the first theme
in F major, measures 57-T4, provides a closing section to the
exposition. D° is used in measure 59 and in measure 62 the

D® acts as a ninth of the dominant chord in the key of F.
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Musical example 17

The development section, measures 75-136, is divided
into two sections using the two theme groups presented in
the exposition. The first section, measures 75-102, ﬁtilizes
the second theme area; the chain of suspensions theme is
used in three volces in measures 83-.94 while the vicloncello
and contrabass provide chord roots. The viola refers to the

first theme in measures 95-101 as a preparation for its
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development. Key areas follow the circle of fifths beginnlng
on F and a step movement takes place in measures 88 and 89.

A major, the key center around measure 90, leads to the B
cadence 1ln measure 102. PFragmentary usage of the first

theme as the second section of the development is seen in
measures 102-135. Much ilmitation and key instablility are
prevalent and a reference to G minor, the subdominant of the
tonic D minor, occurs near measure 130.

The recapitulation begins in measure 136 with théme
area one, measures 136-154, modifiied only slightly from the
exposition. The transition passage, measures 155-160, out-
lines D major and the second theme, measures 160-187, presents
the same two 1deas as in the exposition except in a new key.
The closing section from measure 188 to measure 215 is
basically the same as that of measures 57-74. In the recs-
pitulation the key center alternates frequently between D
major and D minor and the ninth chord of measure.62 reappears
in the new tonal center ln measure 193. A new accompanimental
figure, which is hlghly syncopated and first appears in
measure 155, is used in measures 210-212 to add rhythmic
interest and to ald in bullding the climactic ending. The
movement culminates in D major with a very strong harmonic
ending.

An unusual feature of the movement is the use of
fragments of themes for development; it has occurred rarely
before this movément and the fragmentary development, along
with the syncopation and chaln of suspensions, makes the

movement extremely inventive. Closing a minor movement in
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the parallel major appears to be a new device to Mendelssohn
and the separation of violoncello and contrabass is frequent
throughout the movement as well as the entire symphony.

The second movement is unique in the form it employs.
It 1s basically a second rondo type, ABABA, in which the A
section 1is made of two parts. Extending from measures 1-22,
the g of A 1s in the tonic D major and measures 23-41 intro-
duce a slightly varied a‘ which cadences in A major. The B
section, measures 42-80, begilns with a third relation modula-

tion reminiscent of the third relation seen in the flrst

b

movement. Ostinatos on C, F, and B~ surround the key of F

major before the modulation back to D major takes place in
measure 8t. 4' returns in measures 80-96, similar to
measures 23%-41, and cadences in 4 in measure 98. Measures
99-120 are a condensed version of msasures 42-80 and agaln,
ostinatos are prevalent. The section from measure 121 to
measure 144 is a repetition of the material first produced

in measures 122 but the minor subdominant chord now appears
in measure 140. The sections are not equal in length as the
first presentations of 4 and B are approximately forty
measures in length while their repetitions are all cut nearly
in half. Contrasts in dynamies and the unusual key relation-

shlps between the A and B sectlons add to the uniqueness of

the movement.

1

The third movement is a2 minuet and trio. The minuet

is somewhat uncommon in that it follows the formal outline

1The measures of the minuet and trlo are numbered
separately.
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of the fast movements of the earlier symphonlies, i.e., a
minlature sonata-allegro form. Introduction of the first
theme is from measure 1 to measure 14 in D minor and a short
transition bassage leads %0 the second theme, measures 19-32.
which is in F major. A transition/development area from
measure 32 to measure 44 uses the malin theme in imitation.
References to the keys of F major, C major, and G major lead
t0 a return, or recapitulation, of the exposition. The first
theme, measures 45-53, 1s an abbreviation of measures 1-14;
it is in D minor but cadences in G miaor, the subdominant.
4 transition section precedes the secornd theme area, measures
61=73, in the tonic D minor.

The trio divides into three closely related sections.
The section in measures 1-22 Introduces the dotted half note
figure which outlines a2 major seventh chord on BY in measures
1=5 and the quarter note fragment, from measures 6-8 in the
second violin, which i1s a step-wise f£ill in of the flrst
concept. Measures 23-22 begin a transition which strongly
outlines Db major and continues ilnto the next section. The
transitién, which concludes in measure 48, uses elements from
both thematic ideas; the theme ls shortened in the second
‘violin in measures 39-41 and a rhythmic alteration of the
theme occurs in the violoncello in measures 47 and 48.
Measures 49-.72 present the main theme in Bb with an inversion
of the dotted half note theme taking place in measures 57-68.
The final section begins by presenting the rhythmic altera-

tion of measures 16«19 in various instruments accompanied by
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a variation of the first accompanimental idea.

in Bb

45

b

The area is

with some reference to E° in measures 88-91 and a hint

of F in measure 953.

the tonic B

b

The dotted half note theme returns in

in measure 106; it is seen in measures 113=118

as an inversion of the rhythm of measures 16-19 and slso 1in

diminution in the final measures. Although a "da capo”
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.marking does not appear, 1t 1s probable that the youthful
composer intended to include it.
The finale is the movement which Wolff has compared
thematically with Beethoven's String Quartet Op. 59 #3.!
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Musical example 19

The.form of the movement 1ls based upon two contrasting ideas
which are constructed around a full blown sonata-allegro
form. The first large section, although subdivided into

g meter

several parts, 1s presented in measures 1=-64 in a
written in D major. The section termed A contalns an intro-
duction from measure 1 to meésure 17 Wwhich leads to the first
theme, a, in measures 18-30. A secondary idea, b, is stated
from measures 31-40; it makes some reference to the dominant
key. The a' returns in measures 41-50 as aen almost exact
repetition of measures 18-30. A short imitative section,
measures 51~64, concludes the A section and the cadence in
E major precedes the B section, which begins in 4 major.

The B sectlion 1s in fugato style and the complete

section, consisting of measures 65-104, includes a statement,

a restatement in a different key, and a closing which uses

1Wolff, op. cit., p. 106.
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the subject in stretto. The change of time signature opens

a section, measures 65-80, which includes four entrances of
the fugato subject presented at a three measure time interval;
all of the answers are of the adjusted type. Measures 8197
produce an additional statement of the fugato passaée with
entrances appearing at different time intervals. Closlng

the section, measures 38-103 present the subject of the
fugato at one measure time intervals. The example below

shows the subject and the countersudbject.
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The 4 section returns in measures 104-123 and although
the common time signature remains, the use of triplets gilves
the feellng of the original g meter. The two segments, a
and b, are seen ln condensed form; the a 1s found in & major
from measure 109 to measure 114 and the b material can be
seen in the sequence of measures 115-122. 4 repeat sign
appearing in measure 123 closes the exposition.

The deveiopment section, measures 126-181, begins
with a passage, measures 126-148, which develops the fugato
B theme. It opens in E minor and moves through several keys

before returning to E minor. Considerable use is made of
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the countersubject in measures 127 and 139. The next long
segment, measures 148-163, lncludes the A theme in a frag-
mentary discussion and a fugato presentation. 4 and B
elements are used simultaneously in the harmonically unstable

closing section; several tonal melodic inversions of the

themes are included.
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Musical example 21

The recapitulation begins 1n measure 182 and the 4
sectlion extends to measure 205 while the B theme is premature-
ly, as a "false start," presented in measure 192 in the viola.
B begins in measure 205 with a presentation of the fugato
subject in thirds; three strong entrances are made at the
usual four measure time interval. The section extends itself
through sequences and more repetitions of the subject. In
measures 229-250 the lnstruments systematically diseppear

one after the other leaving the violin I section alone at
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the end and after a measure rest, the return of A at a loud
dynamic level in measure 250 is quite a surprise.

The brilliance of the movement is displayed in its
growth of interest. Mendelssohn 1s careful in ascertaining
the difference in character which is felt withln the two
large sections. He slowly bullds a union of the two ldeas
in the last section of the development by cleverly combining
the composltional elements of each individual section.

The craftsmanship of the movement cannot be exag-
gerated. A wide variety of compositional devices combined
with the two opposing elements of A and B produces a fine

ending to the seven symphonles.
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V. CONCLUSION

The composlitional growth of symphonies one through
seven has been so explicitly analyzed that additional state-
ments concerning their investigation would merely be a
review of the previous theories. The real significance of
the symphonles lies not in the fact that they are accomplished
works of the mature composer, but that they display the
gradual development of Mendelssohn's style.

The cultivation of this development is most readily
visible through the following elements: the evolution of
the full-blown sonata-allegro form with contrasting themes
and a variety of compositional devices, an enlargement of
the string orchestra from four parts to five independent
parts when the contrabass 1s gilven a separate line, an ela-
boration of the style of string technique, the use of more
lengthy forms for the second movements, the imnsertion of the
minuet and trio as the third movement of a four movement
composition, and, lastly, the growth of a sophlisticated
contrapuntal technique.

It is regretful that the "Jugendsinfonien" have re-
mained relatively unknown while their composer hés been held
in such high esteem throughout the years. The objective of
this study is to encourage additional research into Mendels-

sohn'’s unknown works. The author anticipated that through

50
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the thesls others may be lnsplred to accomplish that

objective.
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