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INTRODUCTION

Probably few musical works of so high a grade of quaiity as Mendelssohn’s
Songs without Words, depending for their effect so little upon a facile and
superficial appeal, so much upon traits of real artistic excellence, have been so
widely popular. They are reprinted in scores of editions; thousands of copies
are circulated every year in America alone. They are drummed by ama-
teurs, practiced by piano students, and arranged for orchestras. Whistled by
street-boys, and at the same time studied by serious musicians, they form a
sort of bridge, so to speak, by which many proceed from an unintelligent
fondness for music to a solidly founded taste for what is best and most class-
ical. 'They are, in a word, the people’s classic. And they have ecarned their
place by intrinsic qualities of form and expression.

In the first place, they are lucid to transparency. As their title implies,
they are essentially songs, simple, symmetrical tunes built up from easily
grasped phrases into clear, definite forms. There is no doubt about where
they begin, how they develop, and when they end. They takea certain shape
as naturally and as inevitably as the crystals deposited from a chemical solution.
For the most part this shape is a very primitive one. In many of the Songs, as,

for example, the well-known Venetian Gondola Song, No. 6 in the series, it is what theorists call fwe-part song-form;
that is, the piece is simply the presentation of a melody in the first half and a slightly modified continuation of it in the
second. In other numbers the form is a little more complex; the organism has three parts instead of two, the first being, as
before, the statement of the musical idea, the second being now a new or modified idea that contrasts with it, and the third a
return to the first, which emphasizes its import and completes the cycle of thought. An example is the very graceful song,
No. 14. It begins with a highly characteristic Mendelssohnian tune, which ends after eight measures on the domi-
nant, and is repeated. Now, after the double-bar, appears the contrasting idea, a striking little figure ingeniously derived,
for all its contrast, from the second measure of the original melody. After the second part has been worzed up for fifteen
measures, constantly increasing in interest and force, it leads back into the first idea, delivered forfe, and constituting
Part 3. In twelve more measures, with the tonic cadence, the form becomes complete, and the rest of the piece is but
a skilful reapplication of the same principles. It is remarkable how much variety and interest a master of form like
Mendelssohn can get within this primitive mold. How clever and vet how simple a device at the end of this very song
is the echoing back and forth, by the soprano and the bass, of the initial figure! With no waste of means it gives just
the impression of coming to rest that is desired. FEconomy of means, obviousness of structure, — these are everywhere
the salient traits of Mendelssohn’s treatment of form, and on them depends the fine clarity of his music. And because
what is easily intelligible is thereby delightful, his lucidity of form is one of his chief appeals to popular favor.

His other most potent means of appeal is the quality of his sentiment. His expression is no more abstruse than his
form; he ingratiates himself as much by the well-bred cheer and the gentle melancholy of what he has to say as by
the cogency with which he says it. He is never profound enough to be harrowing; his emotion is of the sort that is as
pleasant to contemplate as it is to feel. An affable sprightliness, an aristocratic grace, a melancholy just deep enough to be

‘ interesting, never rude or tragic — such are the predominant traits of his temperament. Were his nature a grain less fine
he would be superficial; were his art a jot less consummate he would be monotonous: as it is, he entertains without
agitating us, and we enjoy his charm without stopping to think of his limitations. His mode of appeal is so frank and
forthright that we have no time to adopt the critical attitude. The feeling he has to present is always naive, whatever
its particular shade of quality. The unsophisticated pathos of the fourteenth song, the stealthy mystery of the seven-
teenth, the intimate emotion of the twentieth, the sombreness of the Funeral March and the fresh uplift of the Spring
Song, different as they are in specific character, have in common an extreme directness and sincerity. This obviousness
of intention and frankness of appeal has combined with their clearness of form to gain for the Songs without Words their
great popularity.

So intimate is the relation between these qualities of Mendelssohn’s work and the influences of his life that the dis-
cerning student would be almost able to predict the nature of the compositions after a study of the biography. It was
a life peculiarly sheltered and happy, refined and scholarly, fitted to develop favorably the mind and spirit, but not to

“ make the stuff of heroes or to awaken the sense of tragedy. “One key to his artistic character,” says his admirer, Mr.

John S. Dwight, “is the general culture, intellectual and social, of the man, for which the opportunities were granted him
, from infancy in fuller measure than to any other great musician. Born in prosperity, amid refining influences; taught
Greek and Latin classics; familiar with living poets, scholars, and philosophers who frequented his father’s house, pass-




ing a fortnight at the impressible age of eleven in the house of Goethe; imbued with reverence for the character and teaching
of his wise Platonic grandfather, the Jew, Moses Mendelssohn, the model for Lessing’s Nathan the Wise; stimulated
by the piquant and genial letters of his three gifted aunts, and above all, by the tender, wise, exacting, and appreciative
oversight of his excellent father, to whom the best was only ““just good enough,” he grew unconsciously into a large and
liberal way of thinking. . . . What might it not have been to Schubert to have germinated and unfolded under such
a genial sun, in such a soil!l Well was the youth named ‘Felix.’” It is well to emphasize these influences of inheritance
and surroundings, for they indeed played an important part in the formation of Mendelssohn’s musical character. His
control of form, that most intellectual element in musical effect, points to a mental power that was doubtless inherited
from his grandfather, and nurtured by his academic training and his home contact with able men  His father, Abraham
Mendelssohn, though not so distinguished as either his father the philosopher or his son the musician, was a man of keen
mind and strong character. That he was not lacking in humor, that infallible test of intelligence, is shown by his remark,
“Formerly I was the son of my father, now I am the father of my son,” and his comparison of himself to a mere dash —
gedankenstrich — between his illustrious relatives. Felix called him “not only my father, but my teacher both inart
and life.” The mother, too, was an unusual woman, a linguist, a pianist, a student of Homer in the original, and an
efficient housekeeper.

Felix Mendelssohn Bartholdy, who was born in Hamburg in 1809, began his systematic education when he was seven
vears old, at Berlin. In addition to the usual subjects, he studied piano, violin, thoroughbass and counterpoint, and
landscape drawing. It is interesting that he was always a clever draughtsman, fond of sketching both with pencil and
in oils, and that he showed in this kindred art the same love of pure line and beautiful form that are so prominent in his
music.  Like his mother he became proficient in languages, having a good knowledge of French, English, Italian, Latin,
and Greek; he translated the A#ndrea of Terence into German verse. He did not neglect the more social arts, but was
a good horseman and swimmer, and loved dancing and all sorts of merry-making.

As for music, he playved in public at the age of nine, and what is more important, began composition at twelve, writ-
ing down all his pieces in a hand like copperplate, in a series of volumes that ran to forty-four. The early efforts, of course,
were of the slightest intrinsic value, but they made possible to him the feat of writing, at seventeen, the remarkably ma-
ture and beautiful overture to A Midsummer Night's Dream. Here already are unmistakable evidences of most of the
qualities of the adult Mendelssohn. The fairy-like lightness of the first subject, the magical beauty of the tonal effects,
as in the soft chord which interrupts it, the slightly effeminate sentiment of the later episode in chords, above all, the fine
formal coherence and symmetry of the whole, — all are characteristic.  Mendelssohn had evidently made the most of
his numerous advantages.

After a short course at the University of Berlin, where he had lectures from Hegel, Ritter, and other famous scholars,
he entered into the full swing of his professional life, — a life which was too crowded with various activities, too rich in
experience and achievement, to be adequately described in a brief sketch. Among its formative influences, however, which
alone concern us here, several stand saliently forth.

Perhaps the most striking of these formative influences was the quick and uniform success Mendelssohn met with
in all branches of his profession, and the confidence and versatility it bred in him. Of course this success was in turn
largely the result of his own talents, tact, and learning; but there seems also to have been in it an element of that good
luck which one cannot help thinking of as bestowed upon him by Fortune. Not only were his compositions received with
enthusiasm everywhere, especially in Leipsic, where he settled in 1835, and in England, where his oratorios made him a
popular idol, but all his other musical activities, and they were many, throve as if by magic. His personal magnetism
served him well in conducting, and from his twentieth year, when he formed a chorus to revive Bach’s Passion Music,
leading without notes, to his last years in Leipsic, when he did so much for the important and famous Gewandhaus
Orchestra, his career as a conductor was as brilliant as it was beneficial to art.  As a piano virtuoso he made a wide repu-
tation, both in Germany and England, winning not only general applause but expression of the highest praise from musicians
like Clara Schumann, Joachim, Macfarren, Moscheles, and Hiller. Of his organ-playing, one of the English organists
who heard him when in 1827 he introduced many of Bach’s Fugues not then known in England, wrote as follows: ‘“One
thing which particularly struck our organists was the contrast between his massive effects and the lightness of his touch
in rapid passages. He threw off arpeggios as if he were at a piano. His command of the pedal clavier was also a sub-
jact of much remark.” Mendelssohn was also a good violinist, and took the viola part at a public performance of his
Octet, in Leipsic.  But perhaps the mere account of what he did on one of his London visits will give as vivid an impression
of his versatility as anything. On September 2c, 1837, he conducted his oratorio of Saint Paul, the next day he played
his own Piano Concerio in D minor; and on the next he played a Bach Prelude and Fugue on the organ.  All three occasions
were ovations. ‘ _

Mendelssohn was as happy in his private life as in his profession. He had all ‘the inestimable privileges of a con-
genial home life, both in his father’s family and in his own.  His devotion to his sister Fanny, who was almost as musical
and artistic as himself, was intense; when told of her death he is said to have fainted. All his family were musicians, so
that at the Sunday morning concerts they held for their amusement all through his youth, his chamber works were played
by his brothers and sisters. Thus he was surrounded from childhood by an atmosphere of love and appreciation, and
when he married in 1837, it was only to change the early ties for still tenderer ones. His letters are full of playful and
affectionate references to his wife, without whom, he declared, no occasion was complete.



Finally, the gods who care for men of genius, not content with heaping upon their darling success, prosperity, and
do nestic happiness, added the blessings of foreign travel and of literary and general culture. In his youth Mendelssohn
7 visiting Scotland (where he conceived his lovely H ebrides Overtures), London, Weimar, Munich,
and Vienna. He spent six months in Rome, visiting the churches, the theatres, the galleries, exploring the nooks and
corners of the city, living a free and idyllic life that is reflected with his usual charm in the letters of the period; saw
Naples, Florence, Genoa, Milan, and the Italian Lakes; walked in Switzerland, and returned home by way of Paris,
where he threw himself ardently into all the gaieties. In later life he was always going over to London, where he had
access to all the society, both of musicians and of cultivated people, that he chose to take. He visited England in all
ten times. And whether he was abroad or at home, he was always mingling with the best minds, botk in society and
in books, and breathed as his native air all refining and liberalizing influences.

Now all these considerations give us the key to Mendelssohn’s nature. They light up his work, and show us where
to look both for its merits and its short-comings. Hisnaturally fine intelligence, educated as it was by his multifarious musical
activities, accounts, as we have already seen, for the purity and lucidity of his form. But furthermore, the peculiar sen-
timent of his music, its special quality of expression, is also in large measure explained by the happy circumstances of
his life, by his uniform prosperity and success, his enjoyment of unusual opportunities of travel and cultivation, his do-
mestic happiness. His music is the joyful expression of a serene, pleasure-loving, delicate, finely bred nature. It is
spontaneous, gracious, fluent, polished. There is in it no storm and stress, no austerity, no harshness or bitterness. It
is full of amenity, of aristocratic charm, of airy lightness and gaiety. Even when he is melancholy, as he often is, it is
the melancholy of a child, a mood merely, tenderly and wistfully introspective, but not in the slightest degree stern or
tragic. When he tries to be serious he generally falls into sentimentalism, as in Nos. 4, ¢, 16, 23, and
48 of the Songs without Words, which are slightly idealized hymn-tunes. When he attempts the dramatic
he resorts to ‘“agitato” effects, reiterated chords, and arpeggios of diminished sevenths. No, Mendelssohn is not at home
in the epic style; he is at his best when he depends on his ever springing poetic fancy, his fine sense of tone-color, and
his elf-like delicacy. Tt is true that he sometimes strikes a deeper note, even in the Songs without Words, such as the
warm emotion of No. 20 and the sombre strength of the Funeral March; but after all, pieces like Nos. 14, 28, and 33
are more characteristic.

If, then, we compare him with Bach, Beethoven, Schubert, or Schumann, we have to confess a lack of their rugged
virility. Is it not a question, after all, whether Schubert would have done better in good fortune like Mendelssohn’s?
Moralists are never tired of assuring us that suffering, rightly met, develops the noblest powers of the spirit, that loneli-
ness, poverty, and neglect are not without their benign uses, and that too great good fortune is truly misfortune. If it
be so, Mendelssohn is certainly a case in point. His uniform good cheer often grows tiresome, his smooth, fluent style
monotonous. His scholarliness seems too finished, his character too impeccable. Even at the cost of harshness or angu-
larity, we desire a deeper, more poignant expression. Had life gone less smoothly for him, he would probably have been
stirred to greater depths, and would have become a profounder artist. But on the other hand, he would not then have
been the Mendelssohn we know, the happy pagan, full of a noble, if somewhat unchastened, joy. He is, one may justly
assert, good enough as he is, and one can go to other men for other qualities. And so perhaps it is best merely to point
to the salient traits of his temperament, and not attempt any exact judicial valuation of them.

Whatever we think of Mendelssohn, it is important that we should not reach our conclusions from a study of the
Songs without Words alone. They do not adequately represent him at his best. Sir George Grove truly remarks that
“in the minds of thousands these graceful trifles, many of which were thrown off at a single sitting, are indiscriminately
accepted as the most characteristic representatives of the genius of the composer of the Violin Concerto and the Hebrides
Owerture.”” It is to be hoped that the student of the present volume will fall into no such error, but will study its contents,
not for themselves alone, but as an introduction to other and better works by their composer. He himself made no mis-
take as to their relative unimportance. In a letter of 1839, when he had just published the third book, he wrote, “I do
not mean to write any more at this time. If such enimalcule are multiplied too much no one will care for them.” The
qualities which distinguish them are shown in much greater measure in some of the larger piano pieces, such as the Ronde
Capriccioso, the Preludes and Fugues, and the three masterly sets of Variations, and in those orchestral works wherein
the best Mendelssohn is revealed, — in the Violin Concerto and the Piano Concerto, Op. 4o, in the Scotch and Italian
symphonies, and in the Midsummer Night’s Dream, Hebrides, and Ruy Blas overtures. If the Songs without Words
can serve as an introduction to these larger works, they will fulfil their best function.

made his “grand tour,






EDITOR’S

1

The present edition of Mendelssohn’s Songs without
Words is designed for the use of both teacher and student,
as an aid in teaching and in learning to play these classic
instructive pieces. It does not encroach upon the teacher’s
domain, but simply records, for his and the pupil’s conven-
ience, the pedagogic details with which the latter should
be made familiar.

Nothing has been added to or taken from the original,
excepting a few marks of expression, phrasing, pedalling,
and fingering.  And nothing has been changed, excepting
a few obvious inaccuracies of phrasing, and such purely
external details of notation as serve to show more clearly
either the composer’s purpose or the most convenient
manner of playing.

The fingering, which does not aim to be complete, has
been determined according to a definite pedagogic principle.

In several places double-slurs are used (shorter slurs within
the long one). These denote the syntax of the member,
and are more for the eye than for the fingers. The longer
one is usually valid; but judgment is necessary.

The names which have become identified with these
Songs in the popular mind were not given by Mendelssohn
himself, but suggested by Stephen Heller.

2
The details of the Form have been carefully marked,

because they are believed to be peculiarly essential to the
intelligent study and rendering of a musical composition,
Nothing smaller, however, than the Phrases have been in-
dicated; the Motives and Figures are plainly denoted by
the slurs (phrasing-marks), which, here as elsewhere,
always signify that the tones which they embrace are to be
played legafo (strictly connected), simply because these tones
belong together, and together — in unbroken succession,
like the letters in a word — constitute a member or sen-
tence of the Form.

The following definitions of the structural factors that
occur in this work are derived chiefly from the editor’s
Lessons in Music Form, to which (and to his Homophonic
Forms) frequent and studious reference should be made,
for minuter explanations: —

THREE-PART SONG-FORM. The has nothing
whatever to do with vocal parts or vocal composition. The
term “Part” denotes one of the larger, fairly complete,
sections of the Form (Lessons in Music Form, p. 84).
In the Three-part form there are three such Parts, the
thira one of which is a more or less exact and complete repro-
duction of the First Part (Lessons in Music Form, Chap. X).

name

PREFACE

The student should in every instance carefully compare
the Third Part with the First, as this scrutiny affords an
extremely interesting and instructive glance into the master’s
methods of thought and execution, and will prove a valuable
aid in memorizing both Parts. The Second Part is, how-
ever, scarcely less inferesting, for it is the Digression from
the principal melodic statement, and covers the material
which stands between Parts I and IIIL.

Two-parT Sonc-ForM. Contains two such Parts, and,
a Third Part being absent, is wanting in the recurrence of
the principal melody (Lessons in Music Form, Chap. IX).

FivE-PART Sonc-rorM. Contains five such Parts, the
Fourth and Fifth of which are essentially a reproduction
of Parts IT and III (Lessons in Music Form, p. 98).

SONATA-ALLEGRO ForM. A design of three large
Divisions (usually much larger than Parts), the first of
which is called the Exposition, and consists of a principal
theme, a subordinate theme, and (generally) one or more
Codettas. The second Division is called the Development,
and is devoted to the manipulation of foregoing motives
(those of the Exposition). The third Division is called
the Recapitulation, and is essentially a reproduction of the
Exposition (Lessons in Music Form, Chap. XVII).

In case of certain important omissions, the form is Ab-
breviated (Lessons in Music Form, p. 138).

Prrase. This term is equivalent to ‘“‘sentence,
represents the smaliest musical section that expresses a
complete idea. It is, with rare exceptions, four ordinary
measures in length (Lessons in Music Form, Chap. IV).

Periop. Consists of two Phrases, the first with a semi-
cadence (p. s5), the second with a complete, or yperfect,
cadence (p. 51). Its length is, consequently, usually eight
measures (Lessons tn Music Form, Chap. VII).

ANTECEDENT PHRASE. The first phrase in a Period.

ConseQUENT Prrase. The second phrase in a Period.

DousLe-PERIOD. Consists of four phrases, called 1st
Antecedent, 1st Consequent, 2d Antecedent, 2d Conse-

’? and

quent. Its length is usually sixteen measures (Lessons in
Music Form, p. 80o).

GRrOUP OF PHRASES, or PHRASE-GROUP.
or more coherent phrases, lacking in the relations peculiar

tothe Period or Double-period (Lessonsin Music Form,p. 77).

A serier ~f three

GROUP-FORMATION. A method of extension similar in

principle to the structure of the Phrase-group.
EXTENSION.

sisting chiefly in the varied repetition of the figures or

motives which it contains (Lessons in Music Form, p. 62).

A method of enlarging the phrase, con-



INTRODUCTION. A brief member, of inferior character,
which precedes, and leads uninterruptedly into, the princi-
pal phrase.

PRELUDE. A section of more distinct contents, and
usually with complete cadence, preceding the First Part.

PostLupe. The same, at the end of the form.

Copa. A concluding section, or, more frequently, series
of sections, which follows the last Part. :
derived from preceding members.

Coperra. A small Coda.

Re-TrANSITION. The returning passage at (or after)
the end of the Second Part, leading back into the principal
phrase (beginning of Part III, which, as has been seen,
corroborates Part I, or at least its beginning). (Lessons in
Music Form, p. 9o, “Part 11.”)

Ersion.  The suppression of the cadence, by transform-
ing it into the beginning of the next phrase (Lessons in Music
Form, p. 46).

Its contents are

Evapep CADENCE. Some unexpected form of harmony
which defeats the cadence, and renders extension necessarv
(and possible). (Lessons in Music Form, p. 38.)

REPETITION. A practically exact recurrence.

RrrropucTION. A with such essential
changes as pass the limit of the term *‘Repetition.”

SEQUENCE. A recurrence upon other (higher or lower)
steps; often exact, but sometimes modified.

recurrence

The conscientious study of the structure of these forty-
eight Songs without Words, as noted in this edition, is in
itself an education in the fundamental principles of Music

Forum.
v
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SONGS WITHOUT WORDS

BOOK 1
(First published in March, 1834)
No.1?
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1) Op. 19, No. 1. Date of composition uncertain; probably 1828-9. Commonly known as “Fond Memories” ______ 2) See Pre-
face, 2 __ 3) The Pedal must be freely used, but with discretion. Blurred effects must be carefully avoided, by changing (or
releasing) the pedal at every change of harmony 4) The principal melody, above, must every where predominate;
but the lowermost bass is also important, and must be lightly accentuated, throughout.
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2 Period, extended
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PART 1III, Period, extended
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No.2 1)
Andante espressivo (.b = 144)

PART 1, Double-period, extended. 2)
I;irst Antecedent phrase 43
e e

e .
- —»
Three- Part L—iﬁ‘ 1 17

D sempre legato = — ' '
Sang-.form W.'. g t ! o # g —? !y. P P F Py

> == ==—C __St=== =
= 2 #—%

F5'irst Consequent phrase
4

1 Q8T

8 4 52, % g g % ? fs;zcond Antecedent phrase
g ; B4  —— e—— 1, > e
b 1 ——
1 17 ; : 4 ‘r. P““—""‘“—
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Y] | 4 —Eﬁi‘d

e

p
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/"\ 5 — 4 5\% o 3| ~—
*_._ P
e e e
o T —¥ = Y I
- ., _te
el P, Pafle —— " teTte o
e s E— Ze s
2

L -
* \\\_r& I ’
Op. 19, No. 2 L 22 4"”"/?

2) See Preface, 2. ___
5- 22-65914-155

/) Date of composition uncertain; probably 1%28-9. Commonly known as “Regrets”




PART 11, Period, extended 3
Antecedent phrase
4

4
1

1

;)V

PART 11, Double-period, extended
Fzrst Antecedent phrase
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e ¥ ] i - — o -

i FW Yy s
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swn(group- formation ) i ¥ Recurrence of 2nd Cons.
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T 1 i I :}u ﬁ.—_
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él} Ji .I{ { i i 1 1 I i ]
R R R i
o \L__ 4 1 4@ -
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P e  cm—" o = R
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o) 2\ 1 2 1 m  N— i
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3) Such double - slurs indicate the syntax of the sentence, and are, properly speaking, rather for the eye than for the ear.
See Preface. 1 ___ 5- 22- 65814~ 155



No.3?
Molto allegro e vivace (d- = 108)

>
~ n 'J'
PRELUDE L;
Three- Part 1
Song- form
with Prelude
and Coda.2) ﬁ
i
Py
PART 1, Group of phrases 5
. Phrase 1, 5 3 ) 4 g 3 . . 5 4 Phrase 2
fEmpemeeecesre st s S St R e
o (‘f t . 7 ———— #:E# T ¥
L re%) L S ag s sf = S
: i 1 1 e S A S f T
g i N 3‘#
- * 1 ‘ 3 2 y## . > 2 . ! L u
2 2 5 1 2 4@

/———-"——\ (Extenszon) 4

e ‘ t ;

Phrase 4 5 3 2 oo
1 . .
i o B2 4
>/\ -+ 32
! I 1 L7
I -y 1 14 ot
cre -

< etes o . 3 i
=TT
. L_?
L {
;$$$ -
= e ———
T % #%
5
3 53 3 .
‘q {!7 -
L — o N
W#‘iﬁm“"
s IEESS=StSEs
174
staccato A UV [ S | f
3

Op. 19, No. 3
1) Date of composition uncertain; probably 1828-9 Commonly known as the “Hunting Song“__ 2) See Preface, 2__3) Sempre
pedal means, that the pedal is to be used (not “T;o!d down“) constantly. But discretion must be exercised. 5-22_65814~ 155



PART 11, Double-period First
First Antecedent phrase 2
e > > N ,‘_ . . - " e )-. - " .
Jose e pPpopp o @ g2
LA : 1 ] 1 1 1 1 L 1 I ! &
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3
—
! gl W S
(2
: -
= ]
Fa ®
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Phrase 3 (properly, extension of phr. 2nd)

9

——. Phrase 4
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J

¢) See Song No. 2, note 3) ____
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No.4 0 1
Moderato (d = 76)

5 5 5
3 3 4 38 3
PRELUDE 2 2 5 5
Three- Part
‘Song- form, 2
with Prelude L, P 1
and Postlude. 2) [ [&): ﬁ'u%‘ e - K T ! z
V. L7 . W 1Y { q
bl [ @ ) L) 7 1 =
E : &
PART 1, Phrase, repeated £ s
1 37> 5 4 G T~ 3 | |
e =i =
-—"'—’:——
mf - /-'—'—\
e g -
7 ] 4 b ;
3 T—13 3 3 A
4 5 5 5 4
3 {Repetition) L
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3 5
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H U pre—— prpp | o  pu— po—— promp— :a Aw
k1) } ‘1’—\'—---_..__——--—-“"
2 5
2 PART II1
Y s 4.~ b =
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Fp T 4
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2 3 z z
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Phrase exte?zdeéi s (Extension) ritard.
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1 I

~f i I 3 5
: hﬂ?:_‘_p i i = i
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- e
i+ S = p— A R S NS S S S— } 3 - 3 {"‘i‘ﬁ(
 we—— 4 5 ‘% -
{ s
0p. 19, No. 4 5
1) Date of composition uncertain; probably 1828-9 Commonly known as “Confidence”___ 2) See Preface, 2 ___
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Poco agitato @ . = 16)°
EXPOSITION

PRINCIPAL THEME, Period, ext('nded

b # Antecedent phrase _ .J g 51/’_—%\3. 4 2

I

¥
Sonata-allegr v i = —= = 4 —= J ]
form,aabb:e - ’ lr #rrr ‘y.\
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Op.19, No. 5
1) Date of composition uncertain; probably 1828 -9. Commonly known as “Restlessness” 2) See Preface, 2
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DEVELOPMENT, group and chain-formations
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3) See Song No. 2. note 3).
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tranquillo
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4) At this point the expected recurrence of the Principal Theme is omitted; hence the “abbreviation”of the structural design.
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No. 6 9

Andante sostenuto cd. - ss)

; Y d
| PRELUDE “"<-15f’ T
i'" ! — = — {‘ x - ca
Two-Part J " v * 0
Song-form, P 2 = — N — ﬂ f _ —~
with Coda.?) floc—r—u¥ F 7—9? v g %i:#—’, ¥ 'fﬁ
=10 & -
ra
% r 7 AR - i
Ta #% * Ta %% * |
PART 1, Period,extended ‘
Antecedent phrase '
5/,-——'7-\—\3 5 4 5 4
M# = % = S SR
J 5 3L L 1 T ¥ ¥ 34
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4
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PART I, Double period
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"
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* s L 20 +
0p.19,No.6 o , .
1) Composed in Venice, in 1830 Called the “First Venetian Gondola Song”Gendoliera).— 2) See Preface, 2. ____ 3) The pedal must

be freely used, but with caution. 4) The principal melodw above, t everywhere stand out i 1y; 7 t
bassnotes, also: should be slightly accentuated.P_._ P ¥ ADOTE st even and out prominently; and the lowermos
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Second Antecedent phrase
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A i ‘_ OV S | 7’ T; % { %
—a ¥ = Y—T s i. o
rp rp N .
Iy;;:::‘f\ — — £ 7 iﬁ. 7 ﬁ;:L:
> = —
T = —— = j—— V7 F ¥ F ¥
*
— & - ¥ [V} & L T T 4 &
:J" . Q yi :_ N/ L { \‘il z g y4
—~ . — _— — dim. —
%H\" = +€ RS P
TE y v o= 78 7 = v v = lemato
i F F F Y % &
Ta. K.
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SONGS WITHOUT WORDS
BOOK 1II

(First published in May, 1835)

No. 7 0

Andante espressivo (d - 69

FELIX MENDELSSOHN, Op. 30
PART I, Period,irregular » UP

Antecedent phrase

b : : o L~ M e 2
S pU—=— ¢ .}L 21.1231;-’-‘ ! :: = A
Three - Part v — El-r—-y—— =1 v= &? >’ rs
Song - form, Er g}lf : g 4
. ‘ y 4 ~—2—  Nlegato 12
with Coda.2) . 3 ﬁ
e ar T
LT T T e T ITT [ay fpON
% T #
— gonsequent phrase
5 —
b— —r 1
ld =2 o
b S e . e ]
4] T s - » D@ & N
e, 7 el F
s — ——— v.i 1 dim.
1 11 1.2 ‘T 3 Py 21
o L e s
=50 i ~r
Pt AT, P % & ® 1 * Tch. % X, *
K %% pot PARTI],

Antecedent

5\

T *
0p.30,No. 1
1) Composed in 1834.Commonly known as “Contemplation?.___ 2) See Praface, 2. ___ 3) See Song No.6, note ). ___
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Period
phmse = H 3 o
— r{:‘“ 2 i34 3~ L :”,.'__/—_\ Yy 3
) ‘ j g { =
s e - § [
p\--._.__/ : , \\‘SZ._/ 2‘ ——— p\\—-—-—-—/
0 st 1 1 q{ i” 4 ]bd_: —1 } ‘ 6L
e 7 E
: Consequent phrase
1 RS Ay
) kY 'MI { { - H—PII '
- I () 1 AL 1 % [ 1 12, 04 1
J N T Wh j b ——
orte dim.
= = S P 3
= T am e
Z b —v% pe- —r—3—° — }
T e b A T
Kan. %o, Ken. Ko
5
g 4 g % ? ?2, (Extension and Re-transition)
i; !‘ % } | ."'."\. { s ; -""\. 1 .":\.
O p [ i 1 1 3 i 1 L 1
. sf J f _corese. | of f —
| b | Jbd | rbd £ g%
== r e e
;m T PR T U Y N
PART I, Period, regular
Antecedent phrase
: :E‘J.l i s } ) 1 ] EN
dn__ — L STlG <N
dim. —TT T
b ‘m J gspressivo :bz 4
1 : —- =
&% Ka. % F %F * F 955? L 2
o T T %
/’ T 3?7‘338- Consequent phrase
h—H i D j 2/—\:‘ 2 } i ,5%
S I =
cresc. S . 3 1 3
. SrrralrnlralPh-FasFlsPrn
, o 7 — Y -
re :L' r
g 7 9 % P * %
B @ & T fa
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CODA

Section 1

1 17,
3 2 3 4 s Section 2
l‘!’. — (7 f e orese -2 f
—a £ - = = N—¥ Cam—
N &—4 b hra —
» FErEr e P
legato
o AL T LTI L] |y = T e =
TN, t—3 [ ) > t_‘_
<—bh I 3—3 L — = —
cresc. 1 E
s s s~ Jo ‘ s p® E
! o 1 (@) 9"“’ ;' i i a ' m m— —

&é 3 5 A

o T e % —e— v = &

C UL gyt

1 QM’ .'-‘} 3 " m‘_ﬂ
g;" RS - © %
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22 No 87
Allegro di molto «.-116)

PART 1, Double-period

First Antecede'nt hrase
5 1, ampey p—— % First Consequent

5
3 B B BE B s 5
+ S ErT B Err Srre o

Three - Fart
Song-form, J @g -7
T

with [ ‘?f crese,

Repetitions, and Jlz—t—

Coda.2) ‘y:‘g;b{l’ A 'i"—% ff
Yy v ryrv @g 97 % Qg_ £ 14
Second Antecedent phrase =~ _ 5

o

¥
Créesc.
7] ’_re f f

~BTh <N
~a

3
2o

e
A T

0 il 5 . s _— <
0 {: —
ks b“3 3 4 X ] i'
PART 11, Double-period &
First Antecedent fhrase — .~ . First

[, 2. 3L;q==ﬁ_;==g>: ) mmmm mmmed > W 4N
e Y Y N [ 2

Consequent phrase

g%ll :ﬁﬁf\(—\\hk

- - 2 2
: N~
8y L .1 13y 1 \I i

[ N [ 4 SSSe———
0p.30,No.2 ° ? 5 v S—

1) Date of composition uncertain; probably 1833-4. Commonly known as “Without Repese” __ 2) See Preface,2. ___

3) See Song No.1, note 3).
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PART TII, Double-period

First Antecedent phrase
N . TN

. alempo 3 | —
o Soresrs
” =T
e e e e L= e
R e e i
P F & *

Second Antecedent phrase
—~ —~ —~

.‘*L____ﬂn_..__

7o
/==

: !

e 2 e

- R

= %”‘ Ly pWW
S = PR’
-

oo
‘—1-—,3&_

:
y

—
121 3 212 V Y V

Second Consequent phrase

=¥l ow o M

P e o
£ : ==

R%PETIsTION OoF PARTS II AND III modiﬁeg,,_\

\\—/1 S

. 4

R B ;q,._J>?~ N e e o e S 8
I SR ﬁ%ﬁ"ﬁzﬁm

J P & . . = . cresc. -

= l— . « 1 2 14 2 1 N 12 1.2 1

= e e == ssrrr o os

ESER S

OO N
M= Y PR A
o e

|

5 4
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PART III, REPETITION, madgﬁed and extemied

First Anteoedsnt phmse

Pann)

i e
-
= dim. ; ‘ 7
e 2 e @ i@ e | oresc =pm
1 ] f . . o -
“V 1
T A e og e
5
Secand Antecedent phrase 8 3
1 4 2""ﬁ‘§f
T o S
/ . rL ® .
P ritard| e cresc. | . al
i s e —F‘F—““*P-P——‘-
212 X 3/ p3
Second_Consequent phrase - (Expansion; end of 2"d>_A"t- phr)
ot T~ ah NN —F N s a-
== vy v % e f;m

crescendo

_ﬁd:&a‘—]:m

U

Repetman of 2nd Con. phr.
18 N

e —

'% 2 S = _s=__=__=
e == 'ﬁ 3 FEcFErgreciers
E \- " .
L—_W 5 3 =
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No. 9 1) 25

Adagio non troppo «-se

, tecedent
f Q PRELUDE ﬁ" Py 2 T+ Anteceden

7— - - } .. 7] |V A t )
Three - Part ‘ 2 g_/__@ 7 » Vi W, Y&
Song-form, / o / rk. - ; 2
with Prelude )} Fﬁi Fg ) mf ———
7 } 1. 3 71
and Postlude?) ‘n' % ;1\‘9' :
% 2 52 12 % S g
Period, regular TI
phmse’ & Cons;quezt p/bzmse REPETITION (?M\
54 .A/‘.i.\ N 4 1 2 3, 4K’—\\3 A~ 4 —
e e e o et i P e S s
» — L] - & O =y ]
i #F 'r'- . X % L Ry ) g i
o LW P e = e
Tt ——— g eeeia—>p 1 ——+
: : z—-L_g - S
3
PART I, Period, extended Consequent
Antecerdenz phrase .4 5 2/1‘\4 3
4 2 4 4 p—m—— 1 ™
T2 .20 K i
=g
i i‘##‘ : [
: ,qrf l'. _ ,:scen\“‘:"/ - |do '?f
. I 11 T 1 T
SS=s= EALE =
]2 : > - ¥ & P 1 oo <
o3 g AR I e
rase xtension ntecedent phrase
4/5-\ %p/’m 5 o T — 4)] 4; L W 5{ (¢ s o g
} X ‘:’% ‘i .. .1 T q = ; b‘k . .r, a‘ 3 _xl)dl —
s IhY 1 } | S A } 4 1 } 1 i IL "I-
. : ‘.‘. 3 Lo
. : 1
L7 i id f’ﬁﬂ i
A o | ' e mS
4TI 5 ;3 2 3
L . g 'é:i’}%ﬂu
v v I ;1’ t “

=2
S

Consequent phrase

Z

[,,
e
k 212

3
" -+ ¥
=~ g — % % g
0p.30, No.3
1) Composed in 1834 Commonly known as“Consolation? ___ 2) See Preface,2.___ 3) See Song No.6, note 4). ___

4) These three eihth-notes are Re-fransition.
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No.10 9

Agitato e con fuoco - 17e)

PART 1, Double-period, with group-extension and Codetta

First Antecedent phrase 4 >
INTRODUCTION .t \
2 ) h ﬁ n\

l"%L. - —3 v %”

T
Three-Part \[g)
Song - form, P
with Coda.2) ﬂ% pdop P

21214

) g‘irst Congizuent phrase . 8 e . 5 5 . Second
N : ) : —-‘t—‘m ‘2 -
oo PR REEE=EE e
SPiCT cesss 33853
T
4

5
. 1
i o% T # 1

Antecedent phrase 4  ~_ >/“T\ Sgcond Consequent phrase
e = e s
17 #g .

e { —

b

roe

I 1

g 4
con '3
. . Codetta (to PartI) .—%

4 3
B I T P enis b et

i —— 00
= ¥ =V =V %W z N
b

(Reproduction of codetta)
—— e — i
1 : ? 31 R;\l ‘ : +
St Tt e >
1 2 * . e
1 g —_— o dimin.
= = "'w:”ll =T
== =
3

1
0p.30,No4 3 )
1) Composed in 1834, at Diisseldorf. Commonly known as “The Misguided One
2) See Preface, 2. 3) See Song No.6,note 4).
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: FiE o
TEEFIE TEEFIY
prmm— I P
+ + 2 re =
— —
i PART II, Group-form P 5
2. Ph 1 T — T rase <
i #ﬁ N lkrase 3 Illf—\dl Y = A} *F \"l I T~ 1
[« bl - E > 1 P R I —‘ll AN
BE3i 3 TRB R VD PEEFTRIVEER TR
| cresc. s N I .
iﬂ#ird e  mZwSmmaas = g“,", -
= 2
: f 3
M o 4 /’_—w‘ A Phrase 3 4 5).‘/%
2t o T _ —— S |
i 7 ; TR o —
- — f
) K } K F_—ﬁ s
e byt e O Lo tee o
by v t—____ b -
= | 7
Lk 7Y ]'. hp 7 3 ; ._‘_qt‘ ‘I.
J | —t Y ~—

. 1 4 _-5/\ /'\ /——-\\i
1 T 1l » ¥a

\ id|
Vi
4 |

v 8%3%
q:q’ﬁd:

y 4 oL & o &
L i T of 1 [ Y]
' e —— L
14
2 . -
(Extension) Ri-tganfwt%on
b ———__ 5 5 5 5 ——
. — o ] —< o)
—L.‘El = r L S # —
. dim.
. A g ﬁﬁ 88 1 »p . ] e
B Do~ —— —— v P — %W #
b 1 —* = e S E— - o Y @% C—
=] 7 7 7
1

4) As a rule, the First Part (and also the Third) closes with a strong “perfect” cadence. The exceptio%l, here,isin keeping with the
agitated character of the piece.

5) These slurs merely indicate the Motive,and do not cancel the staccato.
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g4 542 T
° ’ T 4
: F’ﬁfig' E%#E r s
b - — } — : — -
\__-__——'-—-—//
sf —_— | P cresc
N

et 7 === 4 3 5
Rav. S Ko %
PART
(T ¥ T * 1 1 - o1
e i | LLLH
? (F?E: ee?fl ﬁf'—‘Eﬁﬁf e PP PR L
e —

T 1.
d == -——= ==
- 2 3 T M
2 r 1 312312

111, Phrase extended Repetition of Phrase 4

- .
— J/B%\"! I 2 2 — T———
—

S — — \‘7 4!5__,__

crese, 1%
cesas isgs ss 999#91”9;#::;:.
gf o 1T 1 | I . 1 | I S 1 w:
Regproduction and Extension 5 4 5
2 1 gt i —

—fsss s 355 55E

N

L

Codetta (to Part IIT) —_—a
1/—”‘—_\\
Pk 2 g

E B Sma 3
e ——]

[h 1con forza

| f——————
&
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Reproduction of codetta

3
%
g

staccato

.sf staccato

| . |
N
8, = s s d e vesede N =
’% j 1 { 1 i ! 1 1 1 1 ! i L i

—a—i—a—aw‘i
# 7 % %

6) Seenote 4). 5-22-65814-455



l dim % cresec.
.y 50— — 1 1 i ! 21
4 1  ——
4 1 5 3
Sf‘f/""—““'—“"\ [ — T~ ]/-m\j/’—"\|/’———'~\r;\ tenuto
Lo * L - o — -
g wmm EERVAREIEAN
A dimin. A X ~
e =
e R = ; = Tt =1 ¥
=== R . 4 4

#
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Andante grazioso @-95)

No. 119

PART 1, Phrase-group

; ) i—i { q 9

® * & i’ t # &

Three-Part \[ & 4 ;t =1 v & -_;

Song - form, P 1 —_— —
with Coda.2) fl _—

: : : oo o0 050

. -

\ 1) 2 3 1 '?)

Il Basso sempre piano e leggierissimo

[ 4 -L-=

wll
— e R R P W AP A

?)p. 30,No.5

) Composed in 1833. Commonly known as “The Brook!
lightly accentuated and sustained.

Music Form, p.46.

2) See Preface,2. 3) The lowermost basstones should be
5) At this point there is an Eliston.See Lessons in

4) See Song No.2, note 3).
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PART 11, Phrase-group

Phrase 1 T
. /’——\ | . /‘\

by # U PP e o AN A Aol

O T T T i i
- e

_/..-—--a__:*--:_’ /-\::

A o 1

PART 1III, Phrase-group _

Phrase 1
4

A THF . AN p—
O - 5 SR | P00 S A S s s o B —— ~— ——|
LG | o
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. Phrase 3
- bl
. 3 — 2 T~ 4 1
L t —
r & -

"_’1
L‘
/!

e ——

— - T

=SS —=— S ———=—
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No.12 1

Allegretto tranquillo .- 69)

INTRODUCTION.
“ﬁg H I?fi:’ 4{
Three - Part fon———% L = I . —
A1V ] PO o
Song - form, Py e — ..
with P —_— dimin.
Introdiction, L u T 4 & | = » /-\
and Coda. 2) “‘)‘{%% H— 1 - ] —
bl - = T { -
3 2
» BT E g % 3

PART I, Period

Antecedent phrase
Hg 2 .*3- E ~ 3 ;/.',,._._..—_\\Q 2
- E - - F?ﬁf‘hﬁ?" r Y Aij/
I o 1 1 17 1 .
o . ' ' ! r —_— T '
v P canfabile Lewato
e I e e =L = ' s—s 3 3T
e T =t — o
1* 4 3 2 P 1 2
] 1 3
33 T ? # Ka % R
Consequent phrase
N s
- S : e i
N Z J] 1 i I 1 1
.J R T — T 1
- . -
Dt ———8 =i =
i { 1 G- . i i
1 _L I __} 7 3 1 é 1__1__‘1 :‘ bb"-—«—
% ’ % 3 3 Rav, S

P ] - w =
£ =3

3
i 3

ot

PART 11, Phrase 3
- = i R
v L 4 vH) %= ‘} ] = 1 ‘I- r ps —
) < 1 g J ) 3 : s [ /jﬁ__;.‘o '\: —
e - A
— ~— cre - - scen— Jddo piu
L - - 1 - f— H.—
; —" e
- T o - ' + " L
q = s
g 2~ 5

— i
# & * Y S
s i o o
0p.30,No.6 % T = T \
1) Date uncertain; probably133i-4. Called the “Second Venetian GondolaSong” _ 2) See Pretface,2.__. 3) See Song No.i,note3)..
4) See Song No.ai,note 3).
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B

3

«
v

dimin.

=

Re-transition

ffﬂ e

lald o

4

YK
hall K0

T

2 /ﬁi,izg 7

PART IH, Phrase
y
P
A
> )

) e

2

i 1
. o

1

)]

i.

4

-

'2
—+

1 3 aa

dimin.>~
Y

[ 4 7]

® i

2
Semm—

,m
&

S & o

AWi

5-22- 665814-15%

Q

cresc. -

P

A

INT

3
2 9
1
o
J i
G
»
P
‘o
rr
1 g
ol

-

il GRS 11 S\l
5%

4
ol
ro'._ P

" %

£ ;

5)
|-
5
T
1 1
T—

W‘MWM
&
/
]
Rl
1 2 1
===
-
CODA (Phrase, repeated and extended)
&

5_.

.
2T
B —
L
#
w4
1
o
Jeo 2T
#
=
KFa.
b4

#é%.

NN

1/

DY S|

Eai7
g

it

5) Song No.2. note 3




SONGS WITHOUT WORDS
BOOK III

(First published in August, 1837)

No.13 1)
Con moto (.- 10s)
FELIX MENDELSSOHN, 0p.38

PART 1, Double-period
First _Antecedent phrase 5
7

| me ’. % 5Innmfnln'la By " 3 — 5]/}
) T— R R0 1N a3 2 T N
2] 0 1Yy N _© | | [} ‘ |
v g .11 Y] o / } I I 17

Three-Part }\)U - _#"_ e * -~ ?‘T
Song-form. P ./ 1—/ 1 ) 3 1 % f f
2 I3 e ) i ™ s 2 ;.} o e e e B e S
T R —a— L 5 5 . s
A S R G &\L/ N
&2 %  Qaw%a F% # #%a

First Consequent phrase

Laad ]

| 5 3 -9 54
11 I ] L 1.\ 4 3 9
i - ! i — f
& . . 0
J [11 1
- [ 7] o # L] [ 7]
: L ‘o —— o
I o i - - ) - " el .
N S S SR AR e SN SR
% %simila“} 3

r legato sempre

Second Consequent phrase
B T~
] 5 ARy a P T N 3

3
eSS e S )
0 s ; By
yi Y i i i yi i l
' ) r ; &
. r. r3

e
<

{\2

TI|
:
b

Py " 1 - P * T
la | T I
0p.38,No.1
1) Date of composition uncertain; probably 1835-6. Commonly known as «The Evening Star” 2/ See Preface, 2.____

3) The melody(above) must be made prominent: and the bass, throughout, requires discreet accentuation, also...__. 4)See Sony
No.4, note 3). 5) See Song No.2, note 3.

'3
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Cadence (Reprod. of 2nd Con.phr., 5)/’,;;7,—-——— dimi— >

5 % 3 7y

PART 11, Period, extended
Antecedent phrase

quent phrase
] 5

crese.

| 5 Q p— I
A i i 1 a2 Pl "
. | Z
4

.
O

7 ]
— L K P2)
§74 | ) ol . L2
- 'T.P' la a
5 ‘5
(Reprod. of Consequent phrase) /‘j‘-’ R ,
2 } 3t . N ! -
<19 o =

ot I 1

h . j‘ ; h J 2 A dimin. - -
% b i b b 7 .E
= '
5 p -
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Re -Transition, Period
Antecedent phrase

Cl yC.
- A.'..e'sc 5 4 3
Y &2 o = N K -
ry o 1 nn -

quent phrase

FENE S e N S N
J
7
9 1 i 7 7 7 ﬁ
y ORI/ A - T f 1
l g N

PART III, Period, extended
Antecedent phrase
dolce

I S
% dim.
TN . T s B~

7 b T e e — =

]V 7 - . _ic
1
of (7] o o & 8y
I L 1

@]
]
M
"y
’
i

h}:Iirl. li i Z lj
T F T

Consequent phrase

cres}__,_____\
N ﬁL 4.

r ——t :
’ Y i —
= = >
. 7
by | ) 7? 7
b®: -
s i —s T
l J r 2 A 2
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Cadence, Extension Group - formation)
‘;5 emded < 5 Py
L T~ L 3 .3 3 P ; , \
* 3 P— t o — 11 - - .
7 12 } 4‘ . r"“L‘ d
© JJ' ! -
1 : f x ‘
, 7.4)7 Y Y y G v ve v%& ol
= . N '. ;. !. ;o ;o FT T = ¥ d
. 2 %4 IL ! ¢ | ¢ ¢ i i4 3
ST - 3
T ;; /\3% -pl 3 1 ! ] J. 2- 4‘ & pl 1 T -
. i- — 4 I—‘t i v :E,_“ ’i- r‘ 1 “
}'j FFF !
J bl .
— yi 5 7 i b i z 7 7 7‘
y A " T 3 5 ; . p ;
——r Ch— ~—f é IF ! : - o: =
3 | I ! ! |
o~
3 )%5 3 ‘f:r, —5\| 3 4 3, 5 T
I £ J‘ J .ti'd.‘ L? . 1 1_'72
& ’ T ]
1 dimin. - -~
£ 7 é Y L y/
s * v P, N
f - —
5
Cadence,
—" ez?ade;lce Additional extension (quast Codetta I)
S € W= NP S P o S >
| - .. T {. v i i S tl T ) /,\Ir i Y JT___
D — : : p—
=5 s e
- - 2
| - pi J 1 2 Hi f 1
N L1 » & L4 L 74 & o )‘ o L1 8 L] o &
S Yo - 1 1 T - — | P — P — 7 i —Te—]
‘ y Tam— : s o r— % * <
== B S e e e S e S
dimin.  Perfect Codetta (ID
L >3 4 cadence P —3 5 3 4 ~
. ~t N T i ¥ 4- T N T 1
) B N o | ——— 1 [} ! A | 1]
o 1 s ‘I. & - - * ©- ©-*
(
Ty PR
— e e e e e e e . g2l g
.L-b rl_j rz" i. "’ . (" L] L ;’r . \' \Q
I B N N e S G N G o S

6) Here, at last, after a singularly protracted series of evasions, the Third Part terminates with a distinct perfect ca-
dence. The following Codetta (II) is an echo of the First Antecedent phrase (principal IMotive of the piece).
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40 No.14 9
Allegro non troppo (d = 76)
PART 1, Period
Antecedent phrase Conse-
A g R s e ] &
| -] I?E I o ‘ - E
Five-Part \[@ T g m g 12
Song - form, mf g
i e gy _vg 299 2134 29 3y 3y sy
% g i } va }j; i g ~ - ya y —a . — g
€ad By % Ta % Gn g Smile Y
quent phrase 5 3 . ry. 1
IJrI. 32 : 1 4 I ."-ﬁ-k[* 5
%Hﬁﬁ e e
"))  E— ——— SS—— T
pk 2 3 3 ey
3 - Z 35— .'b (" 17 (7} ﬁ L q % = a7
114 5 L i L 75 Vi Y L Ir} /A {J Vi
PART 11, Double - period
o First Antecedent phmzse .
5. 3 /‘—‘_—‘{\
%L!’; = — — m—
R i o 4 o o= e
B » o [P I TEFTLS [T
Loy M;j T e BT = T BY Mu¥ 5 un- 5
2 ¥ %_J : —— :
114 [\ ‘2} [ T r\‘\_ g ﬁ_a V v r\______./
First Consequent phrase > — .
- i iy A S o =
Lo ==re— e e
; . 4 &
IEFIC e i St FIiL T ILT I F
[ S I E i e i
Second _Antecedent phrase R
| 4 ~ - Me— o et
1.7, 1 % Rl . ? 1 1 »
- Se e

¥

-o— T
g FyCL

)

— " — —

? J

.

~1

[ i3

AP

Second Consequent phrase (contracted)

] 3 /’m 5/”"—_——"‘\ ﬂ
bo—t : — v — ! I~ —
17 i. [l b‘ . Iqi] Y =
i 7 TSI | i y /
Ll ey M= g = ! 3
Wi‘ oo —o 1’4 ‘E_’
19
174 i_/ ] I
\Q_/ 1| legato 5 2 '3
0p.38, No.2. ls r AL i —
1}) Date uncertain; probably 1835-6. Commonly known as “Lost Happiness”___ 2) See Preface,-2.___ ) See Song No. 6,
note 4). —_ 4) See. Song No. 1, note 3).___ 5) See Song No. 2, note 3). 5-22- 65814 455



PART III, Period, extended
Antecedent phrase

_~AF——— et l ]
1“ - ‘—-E‘ 1 t é:l
gy L

g
Sy 7
WEV L e T
i — =} i 1' =¥

Conse-

\J‘4 15 e
quent phrase Cadence
= e 4 3 r—-./m\...___ 15 evaded G;?fi{'
L., o & ' ‘ 1 'ﬁ 1‘ A
: i 4 = =3
ANYRA 1 i ] 1
Y] T ——— — ‘7 _7 g——‘
bﬁ S C P e i P |
e LWN T '
T = ' | »
== T z z i e
of Conseq. phr)
1 Y 4 - 5
-1 %):
* 5 1

5
} ; ___é' ]P—F%!' %

o
id 31 2 ST N=YE=T1.
T {5 — { I 2

PART 1V (transposed recurrence of Part 11, contmcted)

First Antecedent phrase 3 /_-——-.\ First

g = == =
& |

o

qlg‘g”‘ ]

3
5

-22 - 65814155
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PART V, Period, extended 5
Anftecedent phrase >
— Conse -
R e s e B~ s —— e
%% T e e e
04 | . & . &
J
s v y
g MM
) 1 1 I T
v T i “_}.___ -+ [ : !

74 i

quent phrase
, Cadence
' { //é‘k ! — iﬁ éf'ﬁ% 1 2 3 V\ 31 evaded (R Prod_
EEE=F St . e
o U T
:
-«
v —

[ —

P =
y . e 4
it el e
i . %5 ‘v

74 1
T

of Conseq. phrase)
L : i &~

%d "/‘L..-.s’ ;'/gg_::_—_ R i b W
sIpidaa|is ] By d dye 23T T

Z5% —_— ! ) —
3 1 5 5 5 1 € 3 3
— marcato
CODA .
=5 5 a3~ g —
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No. 157
Presto e molto vivace (-':ms)
INTRODUCTION
| f(}\ /t‘?‘ 1
Three-Part || y T T - %4 0% o o
ANV 1g 1 -
Song~f,'ozrm) Y] ;. ;" L ;i‘ii q. &g o 5 o
wit
Introduction T }7’ legato semp‘re | cire - -7 T -
d Coda. 2 Yt -
and Coda. 2)  Er *} i} # % i} }
o - - - P -
Fan, G
1 2
R o
Faviar.d T ¥ ! i T :gk
1" ‘ii:t Hj__. _Hi'# F"r i HI' I ]

v * < ‘ ——— ——
/ s |

PART 1, Double- period, regular
First Antecedent phrase

Nr
J/

#*
First Consequent phrase

N
oL

2 3 e 3
. &,1 /""\l! 1“
& *
()
!
PP

f
0p.38, No. 3.
1) Date of composition uncertain; probably 1835-6. Commeonly known as the “Poet's Harp? ___ 2) See Preface, 2.__
3) See Song No. 6, note 4). ____ 4) See Song No.1, note 3). ___ 5) See Song No. 2, note. 3).___
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TR

%*

Second Consequent
3—"—" 1 —

=

5-22 - 65814-155



TART II, Group of phrases
Phrase 1

1 - z
e = * *

~e

I i T
] 14 T E
5
Phrase 2
L ——— —
~ | T 4 = | {
= r o '! )
—

i forte Phrase 3 (Interlude)

&u /-\5L ) ) i i
| s e _— e o ol o
. o — ® gz . P i -

0y ;] = 97
BEZIE: + i £ :

5-22- 65814-155
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//J_—_—_—_.\é\\
2 2/‘-——-'———~\
Phrase 4 p) l i 3
3/, . . N

— pg k £ = -

)] 1 ‘I'IP P

prrrirrarrlfrrareleryrsloryys
= 2 +

&r"\l o

Ld *
7 il +
lLoraon I
ECHHO0s i j
» G—
i
§

# Ra %

L
e

o

(Exfen wn)

/""‘—__\\: 4,4—-——\

:" — “‘Jj jj{__j’_j _3_1;1_3 _er__ D

Ro-Transition, Phras. group

—~ b onep g
y 35 T T4
E? b4 1 - e  —— ‘ | -
" . - o =

7
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Phrase 2 T AT : 45 1
t / . : J. ‘. l

o — ¥
%*
2\31
J T
[/ K "
T
] t ! e —
marcato
%*

Phrase 3 [ 5 4 5
1 e P T
s . - .

"
-

[/7X)

PART 111, Period, extended
Antecedent phrase

Consequent phrase

| 4 > /—’_\
e = e —

— 1 4 }t
D, s . —®
: - —— [ { —=
b S I % — 1 i

5-22-65814 -155
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—

(Extension)

- 0 . . . -
” y ' Y
| 1 ] b I

3

cresc.

-l

CODA.

Section 1

4

—

do

Scen

cre

3

Section 2
cre

a-

¥

%

+

E

/”‘—‘-——--‘-—.\‘

1

.

L k.

5 -22 -65814 - 15%
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No. 16 1)

Andante(-b= 126)

2 “ 4 PRELUDE
p kil - T —
Three - Part o -~ z — : =
Song - form, / % / 2 31
i | 3 Flte
4 ‘s‘v’

with Prelude
and Postlude. 2)

gt g T =
Ka. £

PART 1, Group of phrases

Phrase 3
I ‘bl 5 4545

y'/"""""\

el

.li

» i

TR R S 4

5

4

4

15 5

.21'-'11 A

l.
,\____;___:_’./“\_/

= - — p r
P L — — =
aé:::.-.-.;'"' o w2 : —&——u?-
e ﬁ: : ="
4

hd !
4 e 1

PART II, Period

V
5 Antecedent phrase Conse-
3 a4 1.2 3 2 /——-\/\22
1| N /'—\l 3 | qhi : 3 o | H_

1 Ik) l\ { 1 1 ‘ 1 1 + J
- - . L4 ~—’|
x . . v . . f 2/"“\\#3. /’—\ p
marcat e o . : | . .
_ ; cato -~ !: D .
. [ 4 ) 1 { i i L] L)
. P' H 1 Y L 1 il 1 1 N1 i 17 1 )
2 ‘i w8 l [ o | 4 "2" J *d:/
Op. 38, No. 4 5 5
1) Date uncertain; probably 1835-6. Commonly known as ‘“Hope’? . 2) See Preface, 2. 3) See Song No. 2,

note 3). — 5 - 22 - 65844 155
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quent phrase 43 5 Re - transition
a4

PART III, Period, extended
Antecedent phrase 3

23 4
2

AN

4

Cadence
evaded (Extension)

’ ik I

4) The cadence - tone (key note) in the melody is purposely suppressed. It is “understood’] until it appears in the
figure of the Postlude.

8 -22 - 68814 -155



Five - Part
Song - form

with Coda. 2)

tition

PART 1, Phrase, repeated

No. 179 51
Agitato (Jq 88 - 92)

4/-—'—"' 3<&\
oy 2 .}‘ ‘§ ‘;k\ .g .n g !
PO glid——e s y
()] -

idddddg
g L ok I — -+

L : -
2y - -
— 3. 1 b
s 2
3)

5 PART 11,

#/‘4”'—7

1]
T

3N>. 3 3 & Phrase £
! .

#7

EEEES

4T

L 11

EES

sempre staccato

Group of p/z;*ases

P

3

W

1

Phrase 4
A

Op. 38, No. 5.

1) Composed at Speyer, in 1837. Commonly known as “Appassionrzto”__ 2) See Preface, 2.___ 3) The principal
melodv (above) should he the most conspicuous line; but this bass must also be lightly emphasized, throughout,
and must not be played too staccato.._ 4) See Song No. 10, note 4).__.._ 5) See Song No. 1, note ‘3)_____

5 -22-45811-155



2 = .
[
g y == 7
>% dimi - - -
| 3],
}Tu [ J' A J ‘\
e e e
=t Y 4 §
5

l A
— i i i 1 1 {
iy —" AP N —1—1 M —
P . . =]:

) 4 g =

TCTErTTEEY RS E P E A PEL LY

y O t — T + 1 T
~ —* — i-] 3 & /
a: 2 - 3 w 1 1 - ¥

1

~deet

4

L1

3

#) See Sang No. 2, note 3).
7) Jp means an abrupt change from loud to soft. 5-22 - 65814 -155
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PART IV (recurrence of Part II, transposed and mo-

Phrase 1. dified)

A L 5 5 4/17’%\,,1
f N 5L Rt ‘m

|
i /.4

(Extensicm)

Lll
4%'{) ;P.\s . e . N
= T e e e s
H %
|

5 .22 ~ 65814 ~155
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3] 5 .
3 2 4 3 3 5 3 . 3 loggiero
*"—-\4 ——r-—‘[ C— -—-1-—1 [re— 2 1
It
B 4
ANSY.4 1
1! 4 r ' t. ‘.

| a0 Y I
U= i h_» i i po—s .~ . s e . diminuendo
* * M . - . “
. — = — ! i — P — — ——
PART V, Period
Antecedent phrase —
/) P2ps——" 3_—=— —_
== e — 5T
J 3 3°3° e ' * s 295"
S S ol il g ol il it ol
l"_ ; ! 4}—”‘; % 4 1 ! b e |
] 2 ‘ T - ) I T 1 1 T
. ; i 1 T S
s 21 staceato e *vIF
' 2
,,'ff—-—--—-_._ N gonsflquent Pf‘ms‘e el 1-—-1——14T , 5;,\1\”—& (Extensim)
3 y % "IR,L i ) ‘l‘ I i
tf F f R C‘r‘?s‘c. A >
P2 == e e
| | —
* - A
4

™

o

)w
3
S

[~

J
w

s A— 31 { i- { I kl :k\
=g = < 7 e e S s
[ YER ~ N 0 Yy O } — Fi /
*"‘p T & [ 3 -o
CODA .
g Section 1 3 —
rJ . y X [ "] S . - Y (3 .
5D \? ; 1 q:F T & Y A—— - 1 K K

= % %
SRR E (R R EER SRR R R iy

5~22 -65814% - 155



Repetition of Sec. 1

/\1 Section 2

| [ N

VY 3 I TS ed ¢ dEF i###i‘;‘#}“ v
J cresc‘r——!—'ﬂéf!""!—-lf-—ﬂ"ﬂ Pr—— pe— " p——

e R i T Rl

crese. —

— —— — ————— — sa—va— n— a— —— a—

I
1 1 2

’H’F???j‘f/

)

¥ O

- ""“i‘# 3 id #iv #F
a1 4
£ —— kT
Y 7T ] J

3 TTrrrrErrrr T FUL LT LI
. L
y &3 1 1 I — ; M Pt T
P 22ty v s T ¥+ eF 11
" :
J * p 2
] T !
"gtr‘t
Section &
% Y — T 1 D ———
3%4;;;????‘?‘?7‘?:; I XS
l P W S — i P— |
. 11‘--}-;"# 23 g T I.‘l‘;##
m ./4/“:"-'4 = -Sf o (Expanszon)
%l

) . -~
dimin. S T -4D4 - 5

e === === s :
S 2 “-—m’ "‘#?"'i 7 7 YA AR S
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NB. Die beiden Stimmen miissen immer

No.18 1)
Andante con moto (J)-m;)

PART 1, Double - period

sehr deutlich hervorgehoben werden 2) First Antecedent phrase = —
I, Introduction 3 , 3 4 - ]
PN § C) ? k ; \
T N4 i - Y » 7
Three - Part :i > -‘i
Song - form,
tmperfect; 12
with Coda. 3)
[/ 10
* .
A,y
| 3 ! —3
l\, i 1 1
kY
J ¥
1 2
211 T 1
) DR WA l-l} ! e ! JILK‘ :
o b {’ go I
% .‘_l . *‘
\w
-First Consequent phrase
bt 5 . 2 3 jEE———
> T yi W#ﬁ
U [] ‘ N ‘ 4
— — = I g & —
Jaitdiids i idiFadtadt M AR
! . ! 7 Teantabile /
1 . e , -
pp— —
3 1 4
| -Sf
(‘: | - | »
i )
12408 7 4 i ‘; i
- < = -
3 1 - = ¥ ™
Second Antecedent phrase
54 5
b i . 1'“) T
i ! ‘ | 7 1
S er g ey g e
g " 2 4 2
\“’__—____*/ 1
'S Y- I
el 1
ZzZ 1 1LV ) [ | ——
VX 1 1 1 . . °
2 0
Op. 38, No. 6 Tr— il
1) Composed at Frankfort, in the Summer of 1836. Called the “Duet” (Dialogue) —— 2) “The two melodic parts
must everywhere be made very distinct” They are a Soprano and a Tenor voice 3) See Preface, 2 ..— 4) See

Song No.
& No. 1, note 3 ___ 5 - 22 - 65544 - 165
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N

1
1

2
S
2

Sijiap

Second Comsequent phrase

5, . 13
3 T L ‘l ; — 1 }‘l‘ ‘i
T5be Tl 7 v v 97 +
p cresc.
: 7 —_
Ty Y- : - #wef il {.{l J o1
44 ! . 1 ) et
 — = = i
; 33
5
35 4 5 = @

'Tj;gih-

= ’ j__—‘i 1 1 1# 1
v - K J > > > k——-——'/
of
- ‘I .| ! o |
1 T
z - = !
— — —t - 1
tr T 7 . 3 '
5 PART 1I, Double-period
5.3 .3 First Antecedent phrase
1
q —ae SL/fS-— 4( 2 431 '
») —— - ~u N

H 2

3
e 1.1 - —
i n Iy
b 1 ™
1 [}

g Kh———//_‘,l
2
. crese. 5 5 5 4 “—5\
2 4
:g! > e  —"
i - 112
(3] p—
'p H ﬁ f ﬁ p 1 2 1 2 3
; i,_——l—'——‘ $, 1
N mfl / '
SHne e =
74 7]

5 - 22 - 65814 - 155
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First Consequent phrase

L3 5% ] 5}
'§f 1 2 3 2
- :
4
2 e
T 3B B B
1 | —~——
o i : .y. y‘ ‘;I\l “m%i; ‘ ‘}f
i:#;iﬁ h‘é’ = fTﬁg 5 > y m—1 E—

1 By

Second Antecedent phrase

N
)|

Second

Consequent phrase (contracted)

molto - - - - _ere- - - - - Scen- - - - do - -
s = E s N -~ %
&—wt e ety ekt
e ey :
f bj \ - 12 12 §f32
P ! \ ST
M Y —
T rereate : =

-5-22~ 6581415/
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PART I, Period
Antecedent phrase 5)

- - al - - Jortissimo
5

N
~+-4

& N
VTR T s
_ | ‘N
‘ EYI f. J
> <

3 3|

op

S

CoDbA
(Section 1)
14 3

1 2.2

8

1 1.3 5 1 31245

4

} i
i T = e .
- i iy B L Ui e . 5

cresc. — - - - - -

; h 7] ? [ ] g & L) ;
‘i L 1 1 I '/

w
A

e
e

5) This Antecedent phrase, instead of corresponding to the First Anfecedent of the First Part, and thereby confirm-
ing the principal melodic motive, is taken from the First Consequent of Part I. Hence the “imperfect” form

5-22~-655814- 15"
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(Section 2)

) 3 3 4 “—\3\ 3 " /——“N
- N — — _‘1 — l — 1o iij:
p /r- 3 i\_____#/v
i 2 ;j/\éf/ v
' Yo — C ¢ — - 5 — Y
L] watrabile - - ~d’ d:
F 3 3 2
p;
staccato
| 5 03 b i g
¥ T W .
1 P - &1 ‘LY %‘“i_‘ ‘i‘
J -5 - 7 2° = — —
2 ~i . .
S VR
71._}525{’ i | — :: + 7 !
* L4 = =
i : '-f X
L gf"”’é“g R R s AT~ - = - - - =
= , e
Tiesees N T T
g Fr °F 7
'\\“‘__;_—_—___”;' . . :_____...’//
T e —— t
14 -1" I i“ gf .
".9": - .
[ o~ do . T~ (Section 3)
LIS 1 1 S \\\\ —i—
T A T e 27 [Fetey o
*2
- . // ) i.hz, 1 1
1 1 : ‘ =t
. E = T
- S ———
2.3 é
Wl !ﬂ 77
2 3 4 ﬂ,....—-——~ ! ‘-" I ] — v 5
MY erpnnr it I W
i et s B ™ > ‘; £ Y Tenuto
’ 2

|

.

S m

rp

. [~
e | o
W
5 3 2 5
cantabile
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SONGS WITHOUT WORDS
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BOOK IV
(First published in May, 1841)
No. 19 9
Andante con moto (J .- 84) FELIX MENDELSSOHN, Op. 53
PART 1, Dou-
INTRODUCTION . Furst Antecs -
L ] S
A S\ N ~ N ]%\ .
Three - Part =R —F g — 7 B A § e —— E—— i —
Song - form, J 5% he \ \ 3% \
with P sempre lenuto e legato JA.)
Repetitions ) Mg @ ‘D: @ ‘gj %
and Coda.2) Hﬁ;k’ﬁ —
7 S— S T |20 s 1/ 2
3 ! ! I Is
ble- period, regular Ta. % Ya. # T, # Xa. % %a. #
dent phrase = First Consequent phrase
L 5 /—__\’ 5 4E 5 i >
[ | 3
1

Second Antecedent phrase

Second Consequent

oo E 41//4?\3 v g
= —Tres == £ Tt
J
fa| 3D
= ke
P F t
PART II, Prrase-group
Phrase 1
3l/"———\£ " L &
 — S 1%, &1

J

T
inpl

iurl

¥ = <
[} I
i< | :
Phrase 1, repeated Ta * ; Phrase 2
m ore - =_scen - - - do - AR gustare—
| o = P S ' 8 g [
& o oy R > — 5 o =
v 7 ¥ —
() %‘ 1 —
. ijl , P r &dd PP
® L] ? 0 L <A .

Op. 53, No. 1
0 Date of composition uncertain; probably 1838-9. Commonly known as “On the Shore”
3) See Song No. 6, note 4 4) See Song No. 1, note 3

2) See Preface, 2

5-22-65814-155



Phrase 2, repeated

N [ N Ui Yy v
L b T )
T8 ~ S
E@i" LRl el el
l. ) ) -
-

Phrase 4

= > cresc. gresc.

M/\!\sl/\% 17 N h5l/'\g-h—,——i/_\‘ ﬁ e A
N N = i —r= E FE'E

T ] r '
5 A *
_ PART I, Pe-
(Extenston) Antecedent phr.

sf‘l 3.3 1 1 314 3 5| 5 A==
r %Mt

——— [ ! X T ]
;dz'min. - - al - Pptranquillo \
L 1]

?
&

)Y
 S— ——

o % & %

RS
’:yg

Consequent phrase

T D T N we—— i
!’ J—t‘ - 5\ M‘I'E o { s
idg o~ <7 g
cr:?c h \ Ty | G —
TR R TN 4 \ I
= — I e
Rep. of Conseq. phrase PART 11, slight-
Cad ded dim. :
A ence eva edﬂﬂmg/m %rﬁﬁ
. " i (j. L) [ -—
o TN = [ b PN |

Y

- :,3 : : \
IePLE it Sn el THALINED. f Pyl
LJ ' ,!B 4
4

N

5-22-65814-155



ly modified repetition piu cre - - 8scen - - -do- -

VR~ N ] e N
S ‘ﬁﬁr —‘vﬂﬁ;‘ HE——
_ 2, 48 44 4 412
% s D — POs
. z .
# sempre%a. 5) Jb%
L e toe oW DA I v R Y= YL o o
, = B S =S <
SO 32 S ur LA 9 o) B N A 5
Yo bl N NTTd b~ N Nia oy NF—AL

S
v e Y J] REDL ‘DLJILQ_JJI‘/ '
. e e . »e —
7= — + + ? T ER—
PART 11, exact repetition
tranquillo 5 3
== e S e = — | Jl y 4
\ w L ‘ﬁLr H R e
z:
- -al - - oresc. /‘7\
| P Ji 473 iJee
5\: - 5 3 0
na 5+ — r
'ﬁr—""% o *

5) See Song No.3, note 3) ______
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hh |
CODA  Section 1, Period, repeated and extended
Antecedent phrase 5 _ Consequent phruse
bty v S WY YR TV e F—1 ‘ —
1 | LA i 1] i 1 N
ey~ 7S e hd i’_l' - L 1 - - 1 A}
= A Tt gret t
1> B P SN Sl o | B B 2
vV g !2 'é‘. ‘%. é’- % %‘ i. F. } ‘PJ hd i. L’y. —z
Rep. of Period
L el T Y P 5 3;4/—_% sf)‘g !B:
l[’il{; % | | 1Y} OD.‘ |r Lk |
" 12 i.t | - ]} Y L.
T G s ¥
, 2 = N2} F 7 ‘E m hi i
L D —— i — » _w Z
7z 1P 9 <@ - 2 gry
. g' 0 to f ZK e
F r T % % % R =
Extension
NS A S e o . e s
b — i — - N 1 \
. C) 7 1 7
< ——ﬂ éﬁi i:’t é? % Er g ﬁi““
2y 4 jbé;';lvki 2 — Y . — r \ m
V7 Ia |71 F_‘ - ‘[ 3
l . . . 0 x
P F B 2% o=
bt 4 . X . 'sﬁc T { i ? §3 5—?4_1 - 2‘5/.-\,:\
v —zs » o S g P B — ; 1 —® T ‘*f_‘-
ANIV 4 . i . . .L'_‘_‘ 1.
=V et 2
— o v §—F _ __r
9;—;!4;{;:“_—_—- : Y i B ';‘:: g = ¥ jI.a
¥ " 3 . ry Py | I Y i
B C % ' o | Ta
. . ritard
Section 2 dim. . - - - - = = 5 - - 4 - - (‘3.'\
. y /—_\ . . .
g)&’ 3 M e | e 2 =
Y2 —u : ==l ' ’ {
J L= N7 Tr 7 T S LN =5 =
I s el LT .E:Lz_,gj-vﬂ Jmpl I
b b'_lffv [# K] fés [/ fd e 4 e ‘ﬂ'
| [ | f [ | -
T %
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No. 20 1 65

Allegro non troppo. (# =108)

PART 1, Double - period, extended
First Antecedent phrase

| Sehr innig. 3 1 L_——p. .
N/ A b R s— 1 - o
i i 3 4 7 ,‘L..i:#i l’ o — I
Three - Part Y] Z.n.a I h I R P ——
Song - form, fI e 5 e 4 = | A
D i F S s I S — T T t i -

f?_ . “L/"* J%/LLI{FF

| e e s -
J’ ‘:QIF_—{’LF'_— ! o — > 1 ,_._{ ! o
6,
Y e
2T EEPES SR SV S IPES

: i i

T - - I i I
v N RS SR S SN T I S T

—H""L I A —1 ! — % e ——— g

Ped. simile 5,

) 1
7 = I == = —
L ¥ CL.?I_S'C'.
! " -
BETITIIEIY: ;btJii¢si
e 1 : : ' e
l phrase | . —_—
1.1
%‘b‘b—#  i— T x’ 1 -
1 1  S—— ___‘ hat} 1
DA — e —
> |
} O
b S=S==a= e
" b —

Second C%nsequent phrase

e e
J = e
v s, [4d
i EE, 53| 322, [52 | [sddsddss |1 3141 44
oadenfle Additional phrase .
evade R R : =
%& . = e f ===
J .ff J T . — = s
$ e
MR £ T PE i r sy rte PRNA
/'. E’r‘"iy 55 S /gr %‘Fv ki —
.53, No.2 T e T ——

1) Date uncertain; probably 1838-9. Commonly known as “the Cloud”
sion” 4) See Song No. 6, note 4)

2) See Preface, 2. 3“With fervent expres-
5) See Song No.1,note 3) ______ 6) See Song No. 2, note 3)
5-22-65614 153
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PART II, Period - grousp.

Feriod { cresc. \
1 o — i 8 , 5
= ‘7{ '/. ‘/}’ L'/ {ﬁ
iy aastaas
qzl}l. } + prem— §. - < y —
(Conseq. phr.) 4
2 2 i~2 2
1!}. { 1/_\[ b LA m ; l’ -ﬁf———sl\
T - } f ! —— ] ‘6 F lbﬁ. pé
i - m | g ‘mmm I dim ,;
oyt \:A- vl be be be '/.Qi.;_?:.m j?":‘:::::_.__ 7——+__ﬂ2
HE= 2 ==z :
— . 2 s — Period 2 e —
< g+ 7 e P11 2 2 5 3
L RATINT —_
: L {A. k = é o T' T % * 1 3

P———— i i
e e -
=== == e
% 3\\ : 2 1 2 & ?_‘_
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(Conseq. phr.)

4 ) Extension . -Re-transition
l]l;. h D N 1 i 1 i i h’ H h ﬁ lr

i

riaf 1
——————

-—

w| ML
(N NN
N

PART III, Period, extended
Antecedent phrase

cadence Additional phrase
e Y
f O - 9 é/’——‘—?\ - 1 !x ;I il
: : * ] i g_f " W\ ™ ——
o ' e ————
y$8588 r | |
e 2% |2 £2 rol
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CODA.  Section 1, phrase, ext
5

ended

.'/-‘\-“ 5/7\3 /"’/T 1?51 4\
= ————
IE Y EF y 7?% 7
T N asmeme
— -° 3 1 O I =
Repetition of phrase
— _

’/A\
¢ gy Ap——
X7 ‘ s B e — —
.L_b lr’ ! i 1 .
\?o /1
N T S S S— E—— A
'D’d- t % i
i y e - : a5
EFRF TERITT —
T |
" 1 Al‘ .;
I. ‘F; iD }
* = = = = =,
- s e |
Extenston.
! B — T —— g 4 T T
bt - = Qf iq_,L 2
) » L
iagaddiad s
dimin. il i
M el e s B Seebusl
~
» N Pde
T o ! 5
\,r' ”Ig ol - ls
5
Section 2 /—;____________.__\\ \n
15(7 A\3 pm— ] ! o * 2. e
b - J__thl E" f_—"
T TFF p ——
T /A N J i : > Y i
b N —— N 7 S 7 S 4 -
® £ %
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No. 21 y
Presto agitato (d-= 96)
PRELUDE
Three - Part 4 N
Song - form, v /.-———\ i
- - 4 .-
with Prelude, 1 //———\ [
Interlude, ' | g |
and Coda. 2) |t 1 N o o Py
Vv [ ] gz’v. \. | \.
¢ Yy 7 <&

N N A A N
Fpphe e e e e e
— i - e ¥ -

. % afm % Ta % Ta. st sempre simile

PART I, Double-period, extended
First Antecedent phrase

P
B | Nee
~2
~2
’,‘?

5
First
— '?‘“"\” S AN
| A v s
—

A A A S
5
%l; Ik\ 1 4]1 g% 4‘!\
3 ‘ i
0 P 7 7 z-

Op. 53, No.3 ‘
1) Date of composition, April, 1841.. Commonly known as the Presto Agitato’

1

2) See Preface, 2 &) See Song

5 -22 -65814-15"

No.1, note 3} 4) See Song No.6. note 4)
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Second Antecedent phrase

s 11 oo —— —
1] | % T | ] 4
L
BorrrSupr A ERRPr P Range LI
ne CRAZ 2 + o
7 AR B ¢ A A A S AR §
Second Consequent phrase
e s
J | VT I 14 . ‘if V1 4
L /‘——____-\: $ //__\\
bt T T |3 T2 | s, B
=~ : 1= > 3 3= -
p—7 7 ¥ WYy vt /A A A §
— T3 cresc, — -%Wiﬁ-
| 4 — ¥ R N o N
5- /—\
7 7?47 7
% Fa, %

5/"\. i
A Ao
- o1
ﬁﬁ =3
ae) 3 The) |4
I

x 7 p 7 7
simtle

sempre cresc. - - - - - - - - - - _

| - A, 3 i | » 4, 3 2
SE === —=:=—°-—

v .s;'f y Y I 4 VT 1 4
_ q !25/— ‘7@__@@7 vl - vl —/‘I'
— v 7P 7 TP *‘5;—"——*‘7 7Y § 7 7
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s sy 5 INTERIiJDE (“Ritoméaip dimin. - - - -
D) 7 - 4 — v
’s /
1 .
’ l‘lﬂ I. l. l' l. iﬂrﬁ. z hY ‘ﬁL qu :
: - —— . va T+ ¥ i
if'zﬁ':b v TR 5 ﬁv 4
Ta. % "%a. &
REPETITION OF PART 1
- - - - - - - - . T~

W 5. a4 s \',\ n A N
ry — = .- - 2 mi— 1 1
f S EE e L
J [ ! Y | y L
T T s Y
R Buprl=arrit BorrPYapct
7% —= : e .
RERAES P 7 7 C V‘7 A &
®a. % stmile \
S U T T —— bt .
ﬁ 33 | 3 i s #j o
> > | cresc.
R BorrrSaprP it Buprylanrl ?m’i’l@i
25 \ - —
5 77 (& g7 7 ¢ g7 7
i . ritard.
l | 4 2_ 3 . 4 5
e -s S
H ia )1’ Flﬁ — T
i Teae STy | ] 1 LA TR TR
B RRE ARAREE S VAR & SR
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. e
f’ "4 ﬁ% u% ‘ié
(3} { 14 I r i 4 r | r | 4

N T N e Ut | S W O
L"q I;l TT’ 7 __q I}! i}
ﬁ‘:ﬁ =i === 2

1 FPA v e v [Td) 15 |3 ey Fa/ |3

‘iki: i /f R 4 Bl ‘i—l, ‘/;{

377v7 T 7p7737757 T 71}77

w
>

PART 1, Group of Phrases

Phrase 1 A
g S el
™ - >
i - i v ] . .
r h. 2 - .2 2 -, 2
T > 33 4 4
] 1 1 1 1 1 ] 1WA & [ Y3 ;‘ ¥ 1] i 1 1 i
B Y 7 (£ —— 4 A A e ey |
K. #*

Phrase 2 (Sequence of phr. 1)
- 3 5

| — - . * . 5 . - - .
S===—=-x R
S e pcEbL oI o i
sf// a | cresc. sf e
Y < ﬁ; T 2 :
-L—b }Q‘/j (7] ;’ 1 H 1 | | 1 / ~.1’ ‘]’ g‘ {1 R H ! | 1
i / ¢ ——— 5 i —

5-22-65814~ 155
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Phrase &

Vi
L4

htf

1]

2
g

|

.

»p

Phrase 4
N

I
P

1
e IR/

@:‘0. stmile

Phr 5
2

5

e

\3.4
Y}

13

‘_I

IV
T.

Vi
T

3
T

| PN .

Ty

(Repetition of phr. 4)

1

Re-Transition

W

&

5-22~6581%~ 155



74

Fe, ob LeR R e e -
1 . ™ B "
f % 1 ‘_#?// & =T
{ >.: .
e $: —! : : !: = ;
— i;mzrcat‘o : s ' ? ? ! g i
sf

a

ety
1 ?fTDV

S f of o #
PART III, }f’erwd extended
I Atxt.ecedent P m.se - : — .%?—-f% 5[ h} !!
| =—t —F o e BE e =
g ° ]p I rl ! 4 Ie.s'plr'e.s'.sr rt 4
B orce3ancP i Napcolour iR Npecelupc P I RRIEA ] ourl]

am— -1
A S
sequent phrase

l\ I

5-22-65814~155



Repetition of Conseq. phr., modified
3

3 ;/———\; 3 3 3 3 5
2 g/__—-\' %/_—\. 5 3
S . v H KT ‘l} f h, T\g; ?,/—T\'k

P T
B ByereloprPiRurcolorrif] {
R Cmn/a 3 .
> > - — 5
#‘g 7 7 & v 77 £ v v v ¢ sempre X,
* %Ta »

b.

S
3
3
4
e

» )
N3V A— . . ' ¢
3
[ . ” J ! IE E -
&3 .1 . N 3} ) L 3
yr 1 A_’.{'O . ¥
YT &
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No. 227

Adagio (-b: 120 - 112)

PART 1, Period, regular

Antecedent phrase 3 —4 5

4
-0 Y 3} < i M 1 L1
P [ i I -
2 ] [ —
Three-Part ) [ & *3)
Song - form, V. 7I£f6‘aﬂfaélle
with Coda. 2) j: | - 1
0 - s
y Oy -
— o -

.

— & E: B> %
m Conseq. phrase

5 . 4 2 peesesssem 4 3
] d k.3 ) - 1 N FEIS Y2 |
T K t 1 t ol
r@-* . Ty B = T ) P~ -
J ’ 3 | e G
2
1 2 e
. m——— W
y SO ) 2
it be

%’ fa T simile ) 3
5| [—— ::é 3 §£35”—”~: §= 21_-“~_‘h“-\\ ‘~4 .I-:i-i

cresc. 1 .
'~ T T g ,‘} ~ %ﬁlm- W
o > g ! = o - - o — -

+ 2 i i
Y. %
PART H Period

Antecedent phrase
cresc

L VE
4
i
o
1
L1k
1
1
o

Conseguent pkrase

; } } .'1 lk) L : < ﬁ ; S— :
‘) I - .i‘. ! 1 1 | '
' dim 1 : F - <33 t i
Sidd 1 2 1 2 1
M ¥ ‘11 Qlt ] 7_“ I ] i 7 & I I 1 1 -ql I | 1 1 I 1
1
0p.53, No. 4
1) Date uncertain; probably 1839-40. Commonly known as “Soul Sorrow’ ___ 2) See Preface,2 ___ 3) The principal mel-

ody, above, should be made prominent ___ 4) These f’5 may be omitted . §) See Song No.1, note 3)
5-22-65814-155
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PART 11, Period

Antecedent phrase

! I
L %2 f—
1

- ‘ <
* I —— —_—
"/—_-\, 4 3 /‘——A}
4 ! % 3 ] —-[”

i JEER
1T

i

5-22-65814-155
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No.231
Allegro con fuoco (# = 188)

PRELUDE, Period

Antecedent phrase Conseq. phr.
a e e S L,
g‘hre&Part ] 7] —® —® ‘W
ong - form, =
"eith g =
PRepetitions, V4
relude, Inter- g
ludes: and ) 3 ;f 3 [ 3 4’ - jr
Postlude. 2 ) 20— [N 1 -y ! & 1 & 1
(Extension)

PART 1, Period

5 Antecedent phrase

- - -al -\ f
‘% o-nog §

quent phrase

5
4 8\ 3 Vfﬁ.
L d

e

0 i
. 1 T

con forza sf '
eIy I
1 7] ) 3
i | 1 1 N 1 r 4
[ 1 1 o 1 1 1 | i A
0 ru T . 5 1 1 1 } 1 u lﬁ -
2 5 = 2 4 e
TERLUDE 8
LY ; 2 4. 5 2 % 4
cresc. - - - -

.

== == == ===

-+

0p.53, No.5
l) Composed in 1841. Commonly known as the ‘“Volkslied” (Folk song) 2) See Preface,2
5-22-65814~155



PART 11, Group of phmses

Phrase 1

§
; 5 ot it gt o 10y um 8 T
| -, ] #? P 3
- - - al - -\ . §f sempre con forza' _ |
3 y i £z £ |8 e
‘ : I LM i # F—- L }V‘ } ll L } i’ { ﬂ} LA I 1\-/
: % = g P
5 5 " & Phrase 3
| 4 3l | 4 2‘.—1/" - 1Jr ! g ‘ .
— @ 17 -
v & e Ty -;f
/‘—\
’ . 2 ﬁ -J'- P 2|. I ,/—-n\ i. -bJ- A
! B.@ e i — ET{. = —
T 5 T * 1

PART III Period, extended
5  Antecedent fhrase
4, 3 R (|

3
f h ! g i 1)
»®
4‘ % =

\T‘z
i

——
1 3=
N 1 T j:r
i 1 . !]! ll‘) E 4
T St 4 % ——
4 5 3 ° 5
Consequent phrase i ]
5 /—N 3 4,—\/-—""—-\ bLa® .
s — 3 3 5 3 L TN L bgTy g g:
1 + 7 1 } l .&r:n I I ~
]; " [ 1 %-ml ‘3 - 1
O ! H V * * v§ 1 i ‘
* ° » (] A ]
5 1 7] i - _— e — ) TT
i =i — m =
2 % 0 5
] INTERLUDE
- ? 1
". . { ;‘ "
. \./
1 3 sf V4
m‘m g%
’” ) 1 [ 4
= =
5 2

5-22-65814~ 155
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S 1 4 5 = 4; 5
cresc. - - -
4 — # ' g %
ettt ;
% f ’ ‘ > 1 f
REPETITION OF PART II (amplified)
Phrase 1 N Phrase 2
: N e ey PR A
RERS = e E S
-7 .
- - - ) sf pin|f poco a poco
I 4 L Nl =, #e 4 | Ll 2
- I w' ”4 5 } I "'g—-‘- V I T
Phrase 8
5 - e Y i p: el ; :
I E e =5
. 95 . r .
. - ¥ |2 o ~= of
. sempre piu J - - - - - - - - - -
2 T —t—t } 7 E_“ I % } 4 . — ] t
e e e e
e 7 v Tz 3% 3 =
REPETITION OF PART III (emplified, and extended)
5 3 : ?thecede% phrase N | # . & i ‘. |
0 o] . %
G| . q ‘ ﬂ i
. e 7 [ P des o
\\-__,/ le
- sino al - i
= =" T o e | ® o1,
1 ‘{/\ I I‘Jﬁ 1
- % = e + <
B staccato
SN
5
Consequent phrase b4/\ e
- ] 33 | N — ‘i‘ NZ) T _—— ° .
/s #q L | . . vV — —
DRG =S ; gig -.TE 4'- e f
o 7 b .
Pe.
T Puwrs Zejetf e
D ] 1 It 1 ¥
x 8 | ——— .
Sy & g & *- = & ¢
Hevew e Se :

3) A very gradual crescendo through this Part.
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Extenston. 5)

P ———
4 e
1iCY) V
ANIY4 oz .
(Y < .
——— a 0co cresc.
(%) 1 G4 KA pow‘h'}?
‘ be .‘"'.ij . P Y > . . .:‘F - . m.
< T I ¢.’
AN —s (;EZQQitiiié,‘il( i - . ?! | 3 ;F‘::
1 1
) 44 - :
4) 4
ritenuto
e e R o s —=

1 1 1

A T

POSTLUDE
a tempo .
e L 32 ;a2 —
P | " <
= =i =
v 7z 3 ~ ‘ =
e J dimin.
an T ) 3 ii: 3 'Y 14’} 3 1!;
Je I L4 K 4 | ¥ T ¥ 1 (4 T
y.a g ® 3 T 3 T & ! 3 [
\\_,,,
 — —~ o—-mj__i
== e
: ==
: dimin. _ -
B - J ; $8 3 5
F—t—— ! g ] e —— :
g L ritard. ~
o o 5\. 7
——a- el - -
14 :ﬁ;% 2 i ! =T I ? T “
J —— === = |——=]
iy i 4 —
rAa ‘f/o g\ [ POy
. 1
.4 1
1 62\\~_///(T .
Fan. % s
; ~—
#) These twn lower basstones might be omitted.

5 It will be nheerved that these extensions become more and more elaborate.

5-22-65814- 157
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No. 240
Molto allegro, vivace (o.=104) PARTI |
Double-period,regular.
INTRODUCTION 4 R Igirst Ant;cedent j’hrase’

=

r (BEEE R |
Five-Part i S 2
] t )
Song- form, S M Aﬁ m # fp '7
2

. 1 4 2 5 y1
with Coda. 2) [y ¥4 ¢

= 1 t e

~LoiQl >
@]
=

=
L &8
24
V:";
0
e
{2
Y
i1
X3
<N
38
~e
~R
-~

5]
— il s \
7
i3eyumm i
e e e e e
0p.53,No6" r ’
1) Composed in 1841. Commonly known as*“The Flight”. ____
2)See Preface, 2. A~ 4) See Song No.6, note £).___
&) The accompaniment must sound thus; 5) fp means an abrupt change from
perfectly smooth and even,throughout: loud to soft.
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PART 11, Double-period
First Antecedent phrase

%g‘ 2 //:—-} 2 N =1 } 41//-’_".-__—-—”—fi 4\ 41..-—-——-—:\1”\{
' e et
= EFT T P -
il . S . ) — » "N
vy B === —1

First Consequent phrase

— 3
'?f//— |3 \1\11 | A gl %
. § — — | .__{ 1 Y Y | —— } ?
o g $
S aa—" 7
p ‘z-;:/‘;_:\:__—:__
L ) . . > H +
it t e —— ;ﬁ—:ﬁb—_q;—
i () —L (Vi v L'I } I 1 -+ ? T )
— 3 p — # VT [
Second Antecedent phrase (enlarged) 1
# & 4 — 4 | N_‘?f T~ 4L"'—_\—§
G — N D — ~o—1] y s : ‘
J ' : = of & i &
‘7 : ‘7 gre - - " scen - - - do

n:—ﬂuﬁ 79,4’?—“!/ }Hb —,Urg um
ﬂ*‘ﬁ 5 b SRR

4.4
2.9

n'Sf-_-:#F-
% s

PART 111, Double-period, regular g
First Antecedent phrase

1
T

o G»‘!‘\

5-22-65814-155



Second Antecedent phrase

3 A
1 Y

¥ Fo |y
==

Second Conseq. phrase
. 4 3 q-p .
e P

el v Jik;

~e
\.! -
~le|
"1»‘

P, e N
e
N 4
s
~N7e
@
e
e
I~
L

T

: b
L ie ------g::::: p_\::;g)

— Y L
/] 57 | A SN SN N N ! |?I yi [ ‘r/ Fi Vi lrF
4
PART IV,(transposed recurrence
of Part I1)
148t Ant. phr.
> YR W

AL )
™

! T JAY "
° ! ![ . ) 0

3 . .

2nd Ant. phr.

‘ Riin. A | k 51 4r| 4l /- 43

N Ny o HAY { 1 7] | [
ﬁ;‘f—:ﬁﬁ; o~ i - o ®
§ } { y

2nd Conseq. phr.
= 5
‘_@% k3 3

5 3
T 7
Hd
\c-/ \& ya
(V] o ®
1 y A '/' 014

o &

e
~

NN
~
~e|
e

\
l
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(repetition of Part I1I)

1st Ant. phr.

T
b

PART V

]
| 4 o h
P i
. [
< i ul_
28 Y]
A - e
]
!.:' 00 — I~
£ |

¢
J7

.‘ 1]
H e
qlg
e~ MJ]I 1] I~ AN
nwy ¥~ \ N | (o
R wr < A
SR Mﬂ ol o
e A P
<R xnu‘«/ o = n.v L ﬁvy
LS J
N L
“l
| “\v
5&>!1 i~ HV RE Pen
SZxAH, ~ ..nr i
I A\ <
A ;_”_T V E a7
d oo
e \TT IO T3~ % & L JEE BN
XX - == B
nad =
E .. XN HH..
o \ < -

CODhA
Section 1

3

5

) 7 9
}g tranquillo
-

i
\ p\ﬁ

.
)

L]
1L

&
L

¥}
Vi

- - ‘*Inu
U | o WART
)
N.I..
-] A
~
e
S RN
@&
s
S 1/
d ole
ST W - i
-
®
N

N\

",
e

[ ]
| W AR A i

[V
L

#

K

|

8 oa
!Rﬁ'n H

7

~658EE- 150

5-22

#) The pedal may be used, but with extreme caution. See Song No.1, note »). )



Repetition of
U - 5.4 3 gi 4 . 1 Q’Sectwul
4%*\11 = 11.‘\ - : ] — T i]' -i}A‘\l
Vi : o Vi vi
- - ..:do s S . 2 1 P,
Le . > b 4// N 2
+ va 13 L S - { B I N — {b"* A { v s
1% § Ra % P
POCO - - d - - pOlUO ; cre . - Sstéen - - - -
— 3 - 'gﬁ—J j, i[\ ilr’ml\x Y - ~TY
vl vi YE v vl vl
k 2
— = b_‘l = b — D v g —
- -~ 4 - do 5
A\ 5 : : e ted
y ——— =1} ——Y e — au K 3
7 7 7 ;o7
4 ° 5 3 »
ﬁ-ﬁ:ﬁ‘* e e i:’:kr =
|4

Extension

Cadgnge
5 4 eoade mpre piv f
- -+

4
W1l i | et Py
&Eﬁ e
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.. Section 2
¥ dimin. poco a
1

sempre dimin.

J ¥
o —4# o+
Yy v 9 Yy 7

Z

B i

— s s =

PP leggiero —————

st

poco ritar -

7) Compare note 3).____
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SONGS WITHOUT WORDS

First Antecedent phrase
S8 v

BOOK

‘7

(First published in April, 1544)

No.257

Andante espressivo (d:63)
PART 1, Double-period, extended

FELIX MENDELSSOHN, Op.62

First Conseq. phrase

o
fu  3—23 de— T = Y2
- ';h;__‘__;.!l_‘_'__&t#; - p A e |y Ly
Three-Part ) 2 =
Song- form, yZ ﬁp f e CT€SC i
with Coda. 2) x4 - fi —® /ﬁ = /a Lh.
D, A B W — 0+ P 7 S
— —® - =
T, #* Ya. # K * K. simile 5)
A . - ? Second Antecedent phrase %
PEPELT = ; e T e
)& ﬁ & /1& 5 : Ii
* 773 > va o4 & &
Se(:(md2 Conseq. phrase . ) Rep. ofz 2nd C;:: Z‘;‘%
T = —— b st
# = P — - - ] ,—\‘i 2# ‘ll ' 33
i ‘ iy iaag
21 1
e Ll Erve b e
i #
i 4 % :3 if_‘"z ;’)‘ e
1
5 5 l
4 .
__ ) /__'_N Eﬁ%}g }I, Phraseégroup
i s e B o= - e
o T =
o b
'Y} L
’a dimin. %3 @ ¥4 i——_ﬁncre - _
’a 2 1
ke 3 T ’—aﬁ '
I. - 5 5 - Py 4 ‘[ 21 Iﬁ
J ¥ |5l " T i
P=" | -af =
Phrase 2(Sequence)3
& 4- l gr“ ; e | 2 /3'-_?‘1
ﬁ‘ 1 I T ~1
(T ——— . | & Yo
* Py eLe’ C
scen _ - do
2 1 - = 2 1 - 2 1 ,‘ﬁ 2
ey e —F == =
y i — - o — o T [

62,N%1.

o

3) See Song No.6, note 4)._____

4) This figure of the accompaniment is everywhere (with rare exceptions, distinctly marked) to be played as here shown,_
the first three 16ths with the left,the last 16th with the right hand; the pedal will ensure the necessary smoothness.
5) See Song No.1,note 8).____

Composed in 184%. Commonly known as the “May Breeze”. .

2) See Preface, 2.
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. 3 '
Isz‘enswn - J _\% ) / . ?
) e [r— 43 hgle [ — o i I -
A —) ! o3 Pa— v -
&m‘ e TUEE R <
¢ > g ; r ] 1 gl
sempre ) cresc. 2 cre - 2 - Scen - 2 _ -
— e ] E £ be
)= » qo—t = =" —h
A /] 77
| | == ==
— 2 Phrase 3 %
; Z \ G| [rr—
3 ——=Y, 3 = —
b . P —"— i — . - 1 I:JS- s -y ;

'Y
=Y

Re-transition 4
5] 1
- | e
v "7 rh” a
' === -
l 24 7d
4N5 4 Ir! “4;/
PART 111, Phrase-group
:P;hmse 1 (Antecedent) 2 Phrase 2 (Conseq.)
# 5 — 3, 3 i | 3 3 AN ¥, 12
- — ! Ca— T - =Ty, o~ n
- i = P S A o] ,
- vy pp ﬁ ﬁ sl 0T€SC. T34
rRete | et % i B
41 < —+—= L £ 3 2

o

Ji
P — - ;
{ 1]‘ I 1
) 5% 4 g
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t")

Rep. of Phrase 3

]
!
==
4
5 !,i?
412 ~
1 e
7 =

5-22-65814-155




No.26 0

Allegro con fuoco (d-: 112)

91

PART 1, Double- tperwd
F Trst Antecadent phrase

INTRODUCTION 8 .3
% P - - i 3 i: E—‘—
v 1 % [
Three-Part \FY £ :
cresc - - N .-. . o 47 PRI f
Song-form, . s Tt 5 { .
with Coda.2) :’ i $$ '¢
13 1
; o :
‘577( 7577( Y E‘I'/( ’/E'/'/‘ 7 577( ‘/gl 8
#*
4 . 5 First Consequent Phrase
2 —3 : .3 5 | | 3. S~ 4 | LN
! T\vl .4 1 : : : 1 - I
v A 4 P = | - orese.
B85 .5 Lt . : . :
SR e | ol : :
T 1 v L ™| { ) 1 }
- - n — o S ——
T % a # . % Ra. % simile s)
Second Antecedent phmse .5 Second Cozseq phr
5 2 % : : l. /"—\\ . ® . 5‘ l/“'-w.. t l ? .
. ] "‘1‘ LJ .
: == £ & =22
) I v | Y P M S
F\ | - ’_‘—q lL_.{ P * l‘k\ A 4 *
@ ! -—-*il t e 1 Hd—+
5 Extenswn (Group -formation)
3 3 3 3 44
o " 2.1 .. g
:m : s
. H 1 1 L1 A
] i i 1 1 1 N .1 }|
o R ] .
AR E s $23
| 74 3 v 1  R— —} i
Y r > : L4 +
PART 11, Double-period
Cadence First Ante,cede'nt phr.
5 evaded 2 3
3/'——'\\4 3’ oy >[. i
I P  Linaiee .
\ L2 : b 1 — 1 -
‘ j S—
I %1 1 ou 2
(W] | rm——
< L ; f
1 1"  — . 11 = :
| “J;}  T—1 I | 7 el _! 1 | S— 1 1 L -~ E u H
0p.62,NO2. < ¥ 3 =

1) Composed at Leipsic,in 1843. Commonly known as “The Departure” ___
2) See Preface, 2. 3) See Song No.1,note 3).
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Second Antrcedent phrase

S i

<

) t 5 5 4 Sgcoond Conseq. phrase
5 ? . . . 5 4 % 2 . % 1 2 4
: ? - ] T . . . I‘/—\u ﬁ' 2 .
[ ha 0 + : 0 T . H !
gt = P el
- . - . . . f . . . . '?f' L?/.
o) I - (7] [ '{'M' & . 1&%
e » Y1 1T ) 0 - 1T T N1
P i 1 — - 1 LA ? S e £ e E—
v 3
2 Cadence Rep. of 2nd Cor.lseq. phr.
! >| 4K>| L > - evaded 2 1 ¢ - 1o >l > - -
I N P g I 0 ]
7 ] 3, WA B T " - T
#e m——
sempre f L. .
Ferh— e ‘ S = Sou S
75 Y Y " N T »
ia } 1 - ]
2 1 h !
Re-transition
A
23 5 4 2 5 4 i
[ 11> 2 1 3 L=
g e el
v MR 0 D) D
AN ® 0
Y] 3 o ~ HT" < T e s
P : poco al| poco cre
o e o . o o s . L] s o ® .
y iy T1 ) . R KT+ 1T— @ * KT
4 N T Tt N T ) i JA 1 s —
i,} e 7 _‘_1—* — 4 T ,‘y o
5 5
PART 111, Group of phrases Phrase 2
.5 415.7"I’:’zrasel (Ant?oedent) . 5 5 (C;onsequent)

e

3
, Cad.
H ? . evaded Phrase 4
.« 1 ! ° . S R kS S
Lo o f G ¢ /N
i v 3, - i = Y

&
%

P, O P, e N P, N N P, S W e
(4

oy, —e] X :
J{} i’ ]f i! :rlr } ) 1 INT ! { \’ Q J[?‘} —t : 0

5-22-65814-15%
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] .

SCen
I
cresce.
Y,

D
D&’
guu)
|

S wme

5-22-65814 -155

CODA

y
g —F
.
.
-
T
i } i
L
I
|
cresc
N

Fea V3

& €. % %

4

1

do
J i —

cre
P
g
y
EEES E”" =X

AW

Rep.of phr.5

s
]

J-
3
3
»—
:
I

I

7

: esieie * ’rfL 3 *
o .
S &
oS s/}
n“v ” ~ \nlL LJ sele
m w S :H‘Hl fthﬂI r/ﬁx'
A !
l— m . sisie
— - g g
\ ] i 31 P iaS
.lu P
D P,
= e il =% W]

o
A
|
[/
v
A\IY

y LR

A\\V.J

4) See Song No.2note 3)
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No.27 9

Andante maestoso (J):-:s)

INTRODUCTION, Period

. 7
Three-Part >
Song- Form, . O9
with Intro-
duction. 2) J g
s+ PART I, Period, regular 3 5
5 Antecedent phrase . 33 Consequent phrase
. 4. o . 2 L - .« e
[—p———T . N ——]
| 1 K . = ) L.
v i . P
y 1 \f | tranquillo e legato (2 he o
# . I) - é'L: I\ !I J‘P—-
I 7~

PART 11, Period

Antecedent phr.
¥ 2 4 4
— p—— !
!k‘ T 1 1 1
J ik
— 4 >
' ) cresc. poco , -
[ Y] 1 1 1 a0 1 | 1 | B
: 3 39 99 e
0p.62,No.3 ' rFr SRS R ik
1) Composed in 1843.Commonly known as the “Funeral March?__
2)See Preface,2. 3)See Song No. 2, note 3).__

5-22-65814-155
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Re-transition

wlalll
b

5/"'\'1 PART HI, Period, extended

e { ., o s . e e ## Antecedent phrase
i "Jl‘ . i
O ="
14— ﬁ con Jorza
N
1 n
7 T i
{

E: s
con Pedal%
Consequent phrase

i\ ! 4 1 1
1

]

S 2 3 3 5 3 iren

Cadence Extension

& Sempre dimin. cpaded 5 5 5
! e e s A ] mA,
'. g E&i 2’ r. y ] .
yEE| B8\, A1 1w d"”-“ﬁ
i 1 '——]_inﬁ: 7 ‘; 1 g——?ﬂt 17 * Fﬁ—.—'
T3 o ;F 7 =0 z; 7 =

E BB ==

e dim PP L
|, ==, =7 \ S ¥ . B= |
& i — - T edd ¢ 5
Pedale - - L,- - - -  _-sempre Ped. 5&-"*

4J This C may be omitted.
5) The Pedalis indispensable here, hut must be cautiously employed. See Song Na. 1, note 3). 5-22-65814-155



No. 28 %

Allegro con anima (s-- 9)

- PRELUDE
f-tg ;
[ am ) g “\
Three - Part S g —
Song-Form, LT
with%’rcl ude 7I£f
and Postlude.2) Jipy—i
g o o o | (7]
7 $ L 1 Vi

PART I Period, reqular 4
Anfecedentphmse /1_______\ \
e S = Y
— . . Tk\l I.’\ | ) i) :

B ===

Mit vieler Innighkeit vorsutragen 3)

‘__’: =0

i
)
T
i

vh

P
.

o
T ! I —,
1 3 5. T =T ; .
S 3 ~———
PART 11, Period
Antecedent phrase 3
. TN Y 5 3 5
e e e e D
° Vi 7 7 gl 7 1 —
D ﬂ? < 4 ¥ & :
2 S~—
¥ 2 1 | cresc. dim.
T T L e
7 ‘ i 'Al‘ il ‘ ‘l‘ i ‘ ‘ T 7

T T R FRT Y R T IT P T T T
COWncw 3 4 4
INETY N LN Y ¢ iy >

|

T T ]
< }
5

— — “eresc.

g l/\ ! P\ | h J\ by 1'1\ ? l\ :
- DR 4 [ ' ; ft
" VAR S 1 1 t
0p.62, NI!& r\/r U_r ’ ’ : g

1) Composed in 1513. Commonly known as the “Morning Song?__
2) Ses Preface, 2. 3)+To be played with much warmth of expression?
5-22-65814-155



PART 111, Period, extended

;i\ f%\ Antecedent phrase e g J"“‘
. * /.‘———‘_—_l‘\x
e e e e e
! AN 7 : - . 7 1’ —
T s e
') m cresc. — 2 — P
‘ : ,h\' v A | o J/\J Miﬁ#:; Jz
Y N | ] . e .
p— - S A - — - . —9—9, =5 - :
T 1 i i 1 1 i1 L — 1 I I
; T B - i 1 s 1 T ;
Consequent phrase ' 2 . 3
/}"\.l 2}:/;;—\3 5/7N 2‘; 1 l S\i 1}\ . ;T\\ ik b
\ : :L ‘l‘ \ b’ 1 ry
S~ ~—— ~—— f Y |1 ’
— —_ | = —sf — P
3 1 1 2 3 2 N
i M : 5 3
e e A e A i
T I 7 B A | y¥ 1V —] 14 !
1 | B2 w B %
Cag;"‘ge Rep. of Conseq. phr. R
evade = LN
e e J/h\%—- pmm—— m iy : :
1 AN i I jT I | " 1 # Y E
r\‘ , r\' /T ! Y
'-H—-‘”_"—:—:‘ 8 < f qf‘
A Crese. J/'—\Z 21 2 J/—\
. 3 J) i
SESS 2. ; —
o =
Eg’xtension 4 g 4
3 55— 2 U e—
e r ﬁ O
espress. p
ot
i £ ks
i e 2
N4 I j
3_4
i e waa
d q[‘ q. 4 'l 1 N
- = o '
s <!
’if‘ N’
" bOSTLUDE s & . B
M N 3 N 1 1
T b s e va T I . } *—7
33 3 ¥ ¥ @ &
—#®  da ®

T -22-67814 1By
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No. 299

Andante con moto (d-:51)

PART I,
4 Antecedent
INTRODUCTION 4 4 I = 2 »w___
Three-Part % T = s : 4 1 i}“ T AN >
Song-Form, )& ~—* ' v r
with Repeti- PpL— g
p. 3)
tions, Introduc- %) 2 ; 3 = : 7 e .'.—_/7d
tion and Coda. 2) \|-& + v = r s -
5k : i ——
"§a 53 3 sempre pp &l basso sempre Ped. ) 5 14

Period, regular
phrase

T T t

|~

REPETITION OF PART I
5.4

> rps e 3 ra l2 82
e A 4:] 2 3
| 1 1 S ——
! (% r ] | 4
. — N
3 —3 I3
y & g vl i 7
4 V4 7
1 | —Lu < —I‘-s

— 5
s 3¢ 3%3 2 Shel 54 z i 4 i
/\ — [ ] L]
: G ¢ | e s == T RS s84s: o
* ; h 1 ) - /! t gl

o jj/;L, 5 5 1% % (& P F

7 y. o}
. rd 7 W4 L 4
2 S = : - r e ==
‘ V5 | A L L
0p.62,No.5 '—1-1:} 3
1) Date of composition uncertain; Probably 1842 -3. Called the “Third Venetian Gondsla Song?
2) See Preface, 2. 3) See Song No. 6, note 4). 4) See Song No. 3, note &). _

5-22-65814-155
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PART I, Period
Antecedent phrase

F—4s 2 ot b7

REPETITION OF PART II (modified Accpt.)

5 o 3~
S f—

5 5 5
34 2 2
~ | > T
1 4 1k
1 2 5

5) See Song No. 2, note 3), Be22-5550%-158
«22- 53804
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scen - - - - -3 ~do - - al -
| 3 £y
ki ff PR '?f;i. ﬁf I > P
. id . le Y P2, . s o 1J
g' s‘l‘b 1 i i 75 == = {5y
by fJ S — / 4 ! ) * : DJ

4

il e’
: -

s [ od L ; 1 N
= f = e e
. 3 | S— | SS— e %. :
REP. OF PART III (Gsimilarly modified)
P 4 5
3 2 5 pt /‘—_*\ —— § 33
1 r '\1 i g\\r i Jk) i ;l: -
A\ — - H
v P (R P A Zim.
> — N a- »
5 » ; e Pl < / :é /—T /[
) 1l 4 7. w4
7 fg’rﬁ // / - s 7 ? .
— 14 3 1
gODA
tranquillo eotion 1 5 /‘_*\; 2 /3’_\ 5 N
Moz% 2 i . i 1 5 —\1 1 . 3 . % ﬁ-—} )
i o 1 1 T i1 gi L T §i~ -
d "W — ! V A g ——
./\ $ ) / ﬂ‘ /Ei /—_E //ﬁi ) /' “'E‘ ] /ﬁ\t , o
g O 7 7 7 —7 7 7 7 7
2 ‘ £ 7
o ru _I, r f —
sempre con Ped. —L —-L
Section 2 (like Introduction) P —
: 1 2 PP
T %/T;’/t_-g\-.- 1/m !,ﬁmi r#:!:E:&
1 - 5 1 ?—'—E?— ) {
J —
P dimin. PP
—
. £ 2. ! i 2 2 17 4
- A - Am— Yo~
S s i i T §
3 1 "
2 Ped. sempre
Yo _— h
bl w1 * i:‘_‘ '
O I ’ | 1 ‘ [‘I' #'
sempre dimin.
g S0t = . X
? T D M LF gﬁ ot T f—+—
- 5\-/ -; % r g g
sempre Ped.
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No. 307

PART 1, Double-Period
First Antecedent phrasc

Allegretto grazioso @:84)

101

First

2}5 \3N\JQ X
- T ris
= i 2
Three-Part 7 g % [
Song -Form, 2
with Coda. 2) )| A " )
0 l} N 1”4 *
=* %‘——ql a  — e ‘
3 3 %
Consequent phrase T 1 A 3 51\4 Se -
I T
v, (Y] . a ? P ) & H f .
J oy « 27 Y ¢
) £ £
- " 1‘ i )
PER 5 s y oy y
-

N

T
%Ped.
cond Antecedent phrase

b 5—2

Lé1}

)

Second Conseq. phr.(contracted)
4 /?5-1!;5—\

]

ey

X
N
Tt
49"
kil
f

PART II. Double- Period, extended
First Antecedent phrase
4

21
T ol
4 ) "“. (Y] ; N ]
=g 7 g ey
g. g < dimin. & )
: . @a (Y e £
oy vi Y P yi . y
F OO Iy N Y] 5 P LA na i Y 7
i { i : L J 4 Vi U v

sugy B

§Iy k N . A
% o % +) 5 4\) o 7
i i T 7 7
) 1 1
Ffer
1 1 l Se -
“ ‘% , 4 3 I3 3
gt = } 2 K
Y 2 i ‘ i .
Y] / : [ ‘] [ 7 g
T2 T e Ik) - \ Y ﬁ yi K '1.
0 y - T 1% T % ™ [ van
! .i[‘ 7 & ITg 7 7%-{ i
0p.62,No.6 = = ﬁ

1) Composed in 1842. Commonl
2) See Preface, 2. __

known as the “Spring Song? __
ong No. 6, noted). __

4)See Song No. 1, note 3).
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C. t
cond Antecedent phrase 5 Second Consequent phrase R

——— N 5 4 52
2 N n %‘A%‘i _ 4ﬂ3/'\m
; .I‘ N .FF‘

{ 1 —
) )4 '_‘f g ‘ ‘_‘ . ] i
L. y 2 =
I gV ‘ r < @ 2" g
CrésSC, ~——=——_ 66‘ cresc. 3 ﬁi‘ f é
2 5 . N ﬁ L
2 l!‘n'l' ’Eﬂ —1LL NENAW +
I y S e s gy - 7 % s T e o I‘\r % #—" .z :
: Fi 3 ’
Cadence
et 5 evaded Rep. of 2nd anseq. fhr. o s
~ 4 3/‘-—\3’3 5 52 5

e

3 1‘. -.“ 3 H o)
alll 7 ng -;ip 7 w.r | “)F‘?# léﬁ ¥'7L . -

iﬁ
CTY-
&
[}
]
b |
[N N
"
r
TR
el
WIS
T
S -
TS
q 5
Al §

. & Codetta (to Part ID e
— 5 4 3 5]

44L
N

ot i»&_f:‘ia; e
= Y =3 7??4 ic;'esc. —g°‘ )

- ngjghg Hle Bt |paore g

s

f ¥ Y - — L%
> > >
Pk Taw 3%# R % 2 Ta

Mo

~ cﬁg-t:ansitian (ng. ;{egodeita) C do . Ca ) ‘f (E:zctgn -
1:714\5‘ 4L T 4‘; } 4}"_\11 4 | —
T PF = T =" :
R ED i PRI PN DN
A iﬂhﬁ \ ﬂm-.; A& Eh’% Y s, A E"—.
| d'—_'}_—q*_ 41"—_ —F ;..? T -hJ_
> - > -‘-\/ ? 2 A 4 \j4
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PART III, Double - Pertod, extended

First Antecedent phrase

103

" Mt——, First
T AT 12 —
e R s Ry 4
) L
s P 3 o ll. } {i * 3 ‘ T‘ﬁ N
‘w___? PR F 2 i1 Y. X A [ r 2 [Y) .Tl,( r 4
LA 7 gﬁ 1 &
. ————T . A
grazioso vy ﬁ - ﬁ‘g .
M Ny A 45Ty A a' 3 3 Pl
0 - - e e s S e e e e e e e
g__ L L L q: L L ! L > i .
= i 5 Y¥Fr
Xa % % % T * R %
Se -
5 4 2 3 5L\4 A
==c :
y o T) L o o —® T —
O gy R
ot s ) ki y Ji“l
gt — — 7 j = ry ey =
-
Ped. sempre simile 3
cond Antecedent plzmisc - 5 P — —_ (Bxtension) \
$ T ‘\@ < ™ % N o 2P ; By
k y ] ot ; ? -.t! y 2 e (7} ?g Y J L )
J LESP A g & | T+
: ere - T - - |- g:. scem - | - - - | -pPdo -
£ B | £ N2 \_ BE
Vi j N —q' Vi l) gLl l}' [ o f) )
Y o — " — ¥
4

.,
s

& [ 7]
i i
17 ]
r -
Rep. of 2nd Conseq. phr. 5
I N S e — B
4 P d z . a2
0 rAK iy P K — T ekt
/ ya i yi y - o B, A
i — 5>
& . S dimin,
% K 1 % - kl f 0 Ve Jh\ g"h'.x !\1 3
Ty , : e 3
1 ANV -+ g
v e 7 j -
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i o Czdetta (to PartIl) A 3 4 3 1

1

A= ‘, ‘i. T J —
;U

AT T A N M T *
%" g h cresc. - - - | pdolce
g :5% 2 > . = A E%
oy b v ¥
¥is2y %)U: e -‘[-
Rep. of Codetta 4 z T
T 4y . ., —
= —=——=—— = see ==
i gY
7

I
NHT$

resc. - - - _ - - - | p dolce ﬁg
‘ mn ] N N A = '\h’ A = DN e
PErmm i = : e
5 9 7 0% ¢ 1 7 *

=
4\/
CODA
Section 1 4 _ 3
4 5/"’—:\~ ‘f/‘m 5/‘:—‘—x~ ‘/—N
4 4 i e 4 — # —
-+ .I'.' ity o i — YL — zi Tlr} ya 1l
14 ——‘g 7 g
v 7 g &razioso g Y ! g dimin &=
%”& Y ﬁ% K1 iﬁﬂ% 1 ;@ % h; aﬁ"l
e o e = =
- -

5Secti02n 2 V‘—\J F 1}/\ 1/\1 A

T ; 1 i
oy ’) - lﬁ A } " 7] I,f} A:l—ilj (] } ) f
v gy ¢ Tt B ASEE) gt ¢
rp ﬁ"'-
1 = - 5.9
%. A ﬁ"; A —'T - ﬁ-T N E 1
. ”u.ﬂ J} 011 o AN & [ 7] )|

o
0
oia
jl

1 11 y 1
Section 3 5 a .

. 4 .
4 leggzerao A 5 z : 2z ] :
- e T & 4
™ 0 (4 — QIL

- s

& 75:& =
B¢

A\IVJ
Ran, ©

il {

(m
1l R
i

v(l e
D)

W

ow q“—
RUY!
Jcﬁ .

st

o ‘l__
el
* Py D

3
1
3 5

oo

2
4
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SONGS WITHOUT WORDS
BOOK VI

(First published in October,1845)
No 3170

Andante @ = 5+)
FELIX MENDELSSOHN, Op 67

PART 1, Double- period, extended

First Ante% 2
[\ 5——;{@ L 5 ——

1'0. 2 % 3"‘4 J T " 2: i_jﬂ:I
SET= == e
Threc-Part \[oJ 7‘; —
Song—form )
2) \ P 5 3 ‘F F:!-
o1 i -1
y O ¢ -
EEERE
\_______/
£, .

First Consequent phrase

1 3 | N :
et ==
. cresc. ~— o p d
— e i e ——— #—/—4‘!' ‘{ £
—  — = @ — % sempre col Ped.4)

Second Antecedent phrase

= 5
S e L, T
7 ] — =

—~
45
i
1~ 1 ) ‘0

— ] p—
g 5 3 2z ]..ﬁ 4 » 3,4 A

P
>

Y
N
oL
T‘._
[

PART 11, Phrase group

Cadence Extension %
evaded == Phrase 1 3
=1 im 1 rN 2 2 — T

]
T
}

N T e
5 # - ¥ ] ;‘_Ej:# = L o oo
dimin. P 1 1'F cresc. ™
® » . » 1

— 1 I 3

-
g =2 =7 %
9

I~e

Op. 67, N@?‘ZL T * T

) Composed at Leipsic, in 1843. Commonly known as “Meditation”___ 2) See Pref:aée, 2. 3) See Song No 6, note
4) See Sonr No L, note 3)_ 5 - 22 ~65844~ 155



106

Phrase 2 (Sequence)

i
Y. Elabpﬁ o &
> , —

Phrase 4 (Re-transition)
N ———
]

i S—

crese. -b

1‘

1
&
S
' M + 1]

|
4

T
PART 111, Phrase group
-J‘ Phrase 1 (Kntecedmﬁ)
)

Ka
M - === ¢ %
L v 4+ F
D a— -t .

L = -

u 5 ] 4
= S = %’S—
V/ 3 1 ‘

Ko

5) These bell-like tones should all be gently emphasized, and sustained.

:

5-22-65814-155



Phrase 2 (Consequent)

107

n—

= — =" T 13
v 2/"‘_'\24 ! 3 gf\z—,/ ! 1 cresc. e
3 . # o 4 L ot 2 4 o 1 4 o o
. — —1 ] "’"ﬁ'—' —+——1 i "“"“
w : \.——__—2—"2/1 ]
| * G —

J Phrase 3 (modified Sequence)

I,""\/’f

A %

£Eke 455

‘éé*‘é 2

Ka
. {

oo = , :
e ‘1 & 1 “2@ Y - 2 E i g

sy 5 r—-F_zasi" E 5 1 E £ A

=i et

v . n‘

‘__/’* > sempre . . <

5-22-65814-1565
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No 320
Allegro leggiero (D 90)
(NTRODUCTION 5
2 1 1 3 2 2 1 4

Three-Part (Has——AE—o = ; ! ——
Song - form, Y& - xS /. - g ‘. . o
with Intro- P . . e ) ' . . cresc )
duction, and i‘r_# Aoy . o 7!'—16 - ] 2 » = :—
Coda.2) ([ ZHERE ESSSSST 7 P

2

5

PART I, Double- period, extended
First Antecedent phrase

& s

T
"o
1 1
.. I. ] . % . .. ..
=SS sstaea=a==
First Consequent phrase Second Antece -
$ 3 oF - Alﬁ f— 2 3
“w 4 jj —"
J = SEE
7 il 79‘5 S WERAEL 7
= . . cresc.
. ’.1 j\ &
i

Extension /\% ( )
—_— 3 2 3 S Interlude
D P A
T = - ‘# = " . o TEN YE
J = : . — —
nggqg Vet ki hiea
©oresc ﬁ .- » P L.
'_ . g . . L]
1 - & o -
MR s VA Yl 1 1
# == T2 g3 7
2 . 4
0p. 67, No 2. 5
1) Composed in 1845. Commonly known as “Lost Illusions”_ 2) See Preface, 2 3) See Song No 6, note 4) ——

5-22-65814~155



PART 11, Grouj of Periods
Period 1

# 3 —————— 3 § —m—
ﬁﬁ%’. — 1 e ——

O P Paetll ¢ |9 s — e ‘l"/?

p . cre

-
-

=
-

- 1 1 hd :
=; = 4
(Cwﬂ) Period 2

p_—— > %—2_24_ A P — 4

§ f’*’——‘: = S TARI T
S

3 ha pg“g

(‘L

—— 7 q',h;f', . = . cresc.
s 53 §

2

. 7 ?Eiaii =
22 $§ 4§

y -
3

5. N (C:;‘onseq. phr.) .

T 0 !

W ="=gi>wit

PART III, Double- period, extended
First Antecedent phrase

K.
—

, - a“;
Y v T 7
e —. < é,dtm' espress. P
# » . T > -
— ] &% 0 »
T { o & —% i
2 X 2

£ “a due’ denotes “two voices” (duet)
5-22-65814- 155
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First Consequent phr. Second Antecedent
5 2

CQODA .-
Extension 2 Section 1 (] Perioﬂ%

,—"""""\3 - /‘2— —P -1 8 2. ? ' 4 » 5 2
i q i
1 i

e

Period repeated and expanded

4/“"'_-—-'—-—-\
— - ' 5 ’ ,
S e —
dimin. g ~—— ~—
¥ > i ‘:. . 52 -

y crese.

1

5) Still two voices (to the 6th measure of the Coda)

5 ~22-65814-15b



$ ‘ el
> e > Ny oy A ﬁEE 3 8
:-——Ir;[ | U it » > > >
- et B ""_""" ‘7 ‘Lm * L 2
S SEe— = EES=
a Y ! ="
al - - S T A con forza
. o d‘- . M -‘A . ° 0
b s ? 7 .
P ‘ 2 ﬁ: ——
%
KW *
Section 2 ( like Introduction) ":f
o7 >
!lo = oF

leggtero

:w—"“'-_ 0 1 I ") » % - & =
=== Ses=s2== = = & —
3 »)

|

ok .
4 = 4 - ".
R

6) The “expansion
2ud Section of the

” of the Period extends (in the principal melody) without interruption through 6 measures of the .

Coda 5 - 22 ~65814~155
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No 330

Andante tranquillo (J=60)
PART 1, Phrase-group.

5
Phrase 4 P~ 3 . T SN Phrase 2
fH 1 e *%% 4 TN
Three - Part ‘ 3 i i — p
B LA
Song - form, »p é’ b&/ P 2!.,\
with Codetta.?) ‘c\:i 5 ‘Fi 3 # = n';l Ll : > -\ll ; 5 —
Jf—/ g- N—
X Phrase 3?5
— . i TRe
q{ 1 Tr . 1_‘ J- ‘ “
o J 5 : : i : T
e G N R
_ : Al g [T= | mm TR e e—
o090 9 00—
—i r T 1 ——
N——— 3 5
PART II, Phrase-group.
Phrase 1
T e .
e—r-  —.s
i 4 | 1
cresc. - -
i 1‘\ 4
i 1 1 o
- ~ - ~
K. 0 %
— A~ N T

Phrase 3 (Re- trazsitign)

5 ~
4 5
e Y S e e R SO S e T o

y dolce Kq@ =~ ) ———

T

L

NS == e S S

% Ka @
Op. 67, No. 3.

1) Composed at Leipsic,in 1845.  “nown as the “Pilgrim’s Song” . 2) See Preface, 2 3) See Song No 2, note 3)
4) See Song No 1, note 3)__ 5-22165814-155

be
&
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PART III, Phrase- growp

Phraset

(Extension)

A —
) N——

4
|

 —
/=
s
=
s—=&
cresc o~

g

=

&

=,

3

—o

e 2" &

=
=

ai?_/
ﬁ/
=

|
Codetta

a tempo 5@

3
i

g’?h,

Ra. % qa

Phrase 4

—
o
=

" ;tji i
\wb'v -
— 4 8
v
=
o
*
|
g
\/
_ lsferesc
J,::r
£

s
J
Ta.
1

T

%
” tranquillo
—. £
===
T
Phrase 2
' £y
. ) { I
T |+ =
07'880.. -
—
F—gt
#
Phrase 3 (reproduction of phr. 2)
L
!
N
cresc -
—
L —
v ¥ 3
%
3
i
e T f
!

-

o —————
| —

Y o N B -«

. %

5-22-65814-150

¥

Lj,—-—;

2
1

P ritard

)

—

35
o

4

1

{ P—T

Fevs 3 3 58 5 3

¥

7

r_z' tard

\-

f

o
P

T 7

5) Compare Song No 16, note 1)




114

No 340
Presto «J-101) PART I, Period, regular
INTRODUCTION A‘ntegedcﬂt phrase
3 — — A 4
é . W T % -
Five-Part \[¢J o
Song - form, l ¥4 sf ' F .
with Coda.2) Jlce - e 29—  s—
(‘}“ - — B’;;
r r Yy v 14
« C _
3 g ] 4 3 5 2 'onsa
LY . »—-# X _ [Fr———— T— .
y I o d 1 j H 1 Y 7
== 3 —o—Ta 2 =—3
cresc.
g 21 ] 2 > 1 21
= rlelr.pee| 2,2, = 2 e .,
(EE=E= S === S
‘ 4 z 13 1 e 51 4
quent phrase .
L/ S N\ e : T e ——
7 i ] —ﬁ’ 1‘\ %\ M q 3 ﬂ
. — 35—+ = ¥

PART H,Period extended
{.nteced;_nt plirase

. 3 5 4
g1 =
4
' . 3‘ -
| 2 “:tf =
oyt \ i
['1 ? ’ __‘i H |4
3 — —fy 3-
aad #
5
/—fr 4 2 5 i 3 .
. -2 I . /:g sf cresc. 1
s Ef e e s et i
2 3 4 L T ; . é Fi
~ - x Q’ x P -
T % < '
== 3
- . . 43 ) s - 3 2 3 .
| . ﬁ:f- 2 QP-% !
1 0 * 1
i m— F ——7—43&01 »
{ I 1 i) .
L e
— : : s s s o o
i & - H * i N rv* #"‘“"_
=== e

Op.67,No 4,
1) Composed in 1943, Called the “Spinning Song”__ 2) See Preface, 2. — 3) The principal melody, above, should be pro-
minent, everywhere __ &) The pedal may be used: but sparingly, and with great cantion. 5-22-85814~155



(Extension)
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Codetta (to Part II)

5
L 82 g T — I
e e N !
) — . lE Eir \.‘_#i >
cresc. - |- - - -
: - P -

ondor?

. ® a :
g e : ==c==u f %
E # 4 % ‘ *

oy i
i \ £y £y =
o ¥ e e A o ey Ry
- 1 4 4 4 Ellrl
Ta. % ? 2
PART 111, Phrase group
Phrase 1 (Antecetgent) .
=) ) NN i\
e SES =
Vz : . & :
> Y '.. L'" ' 1 F
e e
4 vy 7 Y 4
Phr.2
v | I 1 2 o
et T )
= e =ttt
&£ = 2
o 'F!F ':'_' e i e
14 4 5 z 1
( Consequent) 8 4 2
3 —_—t—— O
cresc. ° ;,' oo W
—pfefef, afelf et,” =
i A— — Tt —f——¥
8 1 2 T % *., 2 L

5-22.65%14-155



Phrase 3 (additional Conseq.)

FFFJDLL

2

oy F ‘ ‘  ——— - - a1 - i
——— #— F ¢ crese, 7

e e s i B S St e S S s e

W% = - -

PART IV, (transposition of Part II)
Antccedegt phg

4
% —r! s !
P :
e ) —" —
Y K #* Fa
3 i
e —
e
-p /
| l .
£ %:ﬁ
. 1 (™7
.4 1 B—
Ka. #*
Conseq. phr.
? 4'- 3 § 4 3
2 E——
T 1
',sfcresc. e
i
i 1 . !
J 1 i
2
3 2 37"‘&\“7 3 2 2/_—\*. 3 2/’—_-\. 2
F— M o o Cm— ‘
r L% kg 7 -
Y] . ': Eir . . .
cresc - pon - - - ..f
:‘e:@.=ml.;n1,? ﬁF’FFHlv'; '“‘Ji““[?;’
7 T 2 T
; T3 3 S e
Codetta (to Part IV)
3 2 . . . . = 'y‘l 3 2 .
: e — T ——— s » — e ——
O v e e |
A i W
P
ey * R e
T *oan #*

5 -22 -65814- 155
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Re-transition

3

$

[ V] 1) 3 (7] 1.k
L ¥ Iwi L 74
T ' L
1
1
X
]
: .2
[ 7] r 4 i IRV ]
1 r'y | 4
3
%} o~ =
?__
V4 1L v
1 4 y L4

——=—%

L &
1 } -
| S g ﬁ
b ~ n - »
.~ / ﬂ, | < YT
/ Mmur | Wis o ¥ R I D hinn
( i , b=
<o hh £ 1 ﬁ " o
3 P o~ -
i - =
a = o7 «® | A Um
B e X
bt Pany Dm Qe - ™~ ? n
- )
3 < Y
h . )
L S : wl [
&=
> . NS
oo Y 2
2] LN
& <N M « el s Ty
[s g
) N
[ Y
WU 5 ('Y b
1 |
N ® 4.
il |
TN
Y
e
iy
N.l. ul *
™ A‘.HV- et o A I o

%)
o |
[
3}
)
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Phrase 3
E 3[ 7 p { ’ J g B o —
"\\D 1 1. T 1 Fr. P 1 1 T 1 } i J“t4 ]
[}

f cresc ff ¥4 h

fr— Y O | —————{———— 1.} 0
ﬁ,_- = e e e e e e e ™ %—+95§—+—~f——
J 3 2

Rep. of phr 3,

i i Fl 1 F 1 ] i L N —r— 1

{-?_3 Prrl P

& —— % —1
# Kan. #
CODA
Section 1 Phrase, repeaz'ed
\L 5 5 ,, 1 n
—-,\ - 1‘ !) % S\ , y 0.
PPt o _wis ﬁ ;;‘r 2
et r £ 4 P
r -+ * { 3
S =S=ss==s= =
%f"""'!‘"-ﬂ 5 ' %?\ (R"P) 1 §L
I : Lot — "
A
———TTTT f é "
F ‘;"I : Fg- 1 i l' { 1 ‘I' ' =
3 21
4

S — ! 2 !

B Lo 3 I J 1 3

[T i R i e

— cresc.

. ’ ;[ '-“ 1 i ;I-—.grl F‘#W
p————
dimin.

3 19“ S—
e A
) 72

5-22-65814~ 155



Section 3 T2 R 2‘““_\\
2/{,/;'|' -
4 1 >4 .2 . 1 }'Ff'
——IITTTT
 — — ¥ £ i —
o - n
x — —
/ ‘ ~ |
) . =
1 /.‘l —% A' —=X
No 3510
Moderato «J = 66)
5
12 5 3 P
PRELUDE e 3 .1 ——— )
L] B 1

Three-Part b -]
Song - form, T L—-g
with Prelude, N @”m\; P
and Postlude. 2 ) o
—t

PART 1, Period, regular

Antecedent phrase

— ,ﬁﬂ\%

Lo b &S
n G

.
=

| » \mf 3 |
S | 7 SN
: 14 "L""“ ‘ 4’7 \‘— 1 *
~ i

¥y

I.
. .-
z 1

I

Consequent phrase

= S ——
7V e

~3 f— e e
1 2 1
. _;:j \I 43 . ; -
— 0 & F— - : od
E2== — e e %
Pa—
PART 10, Period, extended 5 Consequent
Antecedent phrase 5 3 5 4 A phrase
3_ . 3 pr— T A S T3 g T
T e ifgl

o

}3
Op.67,No 5
1) Composed at Berlin in 1844. Commonly known as the “Shepherd’s Complaint

2

2)See Preface, 2 .

5-22-65514~155



L — —2 4 Extensi
—— = ‘ 3(Extension)
H 1
! §
f dim. _ - - - - - —_— ]
- |
o, l — :
= = s = 7 3
PART 111, Period, extended
a tempo Amntecedent pﬁruse .
e,
4 J/"'"i\, m——
v o " : ‘{ s
C I S = == s N N A N
”f"m\ cresc. .
g X 3
ﬁﬁ' » — g %n@:'
T { lr " el ]
- | b

/—-—-\ ,‘.__._\ - -
I s T =i
i. e ‘ !‘ |
- = m
'1#%\”’8*” J, P T~
1 2 Sv. =
P e £ 4 | !' ﬁf &
“ ﬂ;‘. ll ql. ;ﬁL] 1 1
;2 | :ﬂt r '[. 1 } |
(Extension)
e i e
- —a I —a
\ﬁ cresc.
4 . n
= - e moi, s —
POSTLUDE
afempo  iEmmmEm T | =
1 | M 4 = ; - ‘! i{-l:__l l 1 l

.
=

S . —
i - :
& » el 2
e —| — ] P~—
dim
/—"’_—'\ . m
% #é ‘f i, » ]}:ﬂ : : L’Aj
r T = —
o ! e N B | o P i )
. > B I
i o4 . a ® 1 uw-j
= % — 1 N kS ot s
sl e
“Q 520 6585-155
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Allegretto non troppo (o= 1se)
PART I Double period, extended

. First Antecedent hr. > 3~
ﬁ INTRODUCEN ) 3 31 - : :
‘ﬁ gum i

‘ﬂ;ﬁ: & +— " p—— - = T I —
et VOB g e =

Song -form h"\'_/ 7\./

with Coda. 2) 7S YO 2 DY) 4! J\
[

&

[P

@]
.
iy
Ny
TN |
iy
NE

o %
‘ { 1 " 1
2
dm # %o G ow P4 jesln F
Firsi Conseruent phr.

3 Wmi

A
4

7N S i ; i - i
@ : i 1
7 7
i

= = e
- P2 7 u-/ d_*qu & W
1

. jOT
-

[ %]
yi

n
™
Ly
r—-—

H%FE%E

e
e =74
PART 1], Phrase- group

Mthse 1 Antecedent)
4 1—-—@

! 1 gl 1| i kgl
o
.3
/

L)

!)t__.

(Y]
[

s

)

»
L
z

42
~e

2

2
o ”

7 t r — t ? i 5
4 ® cresc. - L _ _ e -
: E v v v
Op.67,No. 6.
f) ate of composztmn unrertam probably 184&~4. T WOy HOOWD as *I 2 mrenade also called the “Cradie bong oe Pre-

’—!
AaCfJ 2 &) i .t;{:g;b-‘ Nao 6. u ,T; Y. J)8ee AT ‘\,'}} note 3 w/\\ o - No 2 nore S 5203 ’!Jtﬁi‘ 5.
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Phrase 3 (Consoquent, double length)
//-'“‘"’\

1 Co 5 4 4 8
/’—‘—\ 5 — T— /__é_-“j\
P 2 .J : : L,
" ¥ # ; yq - +
: it i
-y - |- T /4 /ot s dimin .
‘ b o =

Phrase 4

m—

(reprod. of phr. 3 )
3 £ )

h %cresc a f// 7 4 /o
W}C‘ — 4 7 q; ;Fﬁ' e % i i — ot L —
E < 3/ =2 ¥

——34 5 I~ . - , s 5 of E.xtensioﬂ
A e —w
LRt aay e aroas
xj/ v/ x&/ 4

oo

it forte

‘_.

PART III, Double - period, extended

First Antecedent phr.

5

First Conseq. phr.

3

7

_5.

Seoe '3%

Al

=i
-

Ay
L

H

T

Fi

C A A #:5 7 = & i
Second Antecedent phr. 3 (Extens)
e S e
: .

) cresc _ | -, -fE- %%
F. i ! = i ’ 14 (7 Mh’ ] |
=7 — "a

5-22-£5%14~155
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artial

(P.

—

=
=

=7

—»
4

A

Second Conseq. phr.
.

1
&

3,/-—*\ .
,ﬂ

g

rep.of .2nd Ant. phr)

7

Y

P

/7~ cresc.

; 2 4 3™

3

(Rej:. of 2nd Consiq phr.)
[ 2 . i 2
1

—

5

-

— -

31

=

x®

3

,k.\i .F . .

5

Se==

e

?‘:““&1
‘-?J—

[

-

/g

—
!
A
1 #J:

.

i35
=

S====%
-
af o

$f pzéu JSotte
P
at ola

* o

(Extension

© B

Section 1

CODA

1
.
£

-

132
>

Section 2

1. g’

=
4
¥*

].&¢
y 4

Tl

[ 7]
ya

(72
1

S 8

L

L

2

2

1

)

3
1

ql % #
z

=
4
*

v
Y.

3 475
P

Ko

-1
i

‘Xl

.XI

X
-~
&
)
~
L1

& \x
XV
o
=
&
—

X

X:

AP

7 %7

* R

Ko

.9

EASCL RIS T R



124 SONGS WITHOUT WORDS
BOOK VII

(First published in February 1851)

No. 37 1)

Andante espressivo (di=s8) D oo.8
PART I, Double-period, regular FELIX MENDELSSOHN, Op. 85

F"W

3 4 ; 5.5 o

| — 1 2

%%: = = e ” =
3 )

J

e

Three-Part — 4
Song - form m
with Coda.2) v 2 " _p! / / ) /
‘%:l 2 ‘ /1 1 3 21; V4 1 2 /l /,
_L_H » [/ o 7 - —Z 3 —Z - —Z
“Em 3) % %a # Kan. #* Y.
. First Consequent phrase
// T~ 4! 3, 3/51//,,/1/“'_?__\
| J f\l lf' i ‘

1.'// el
Ta. ¥* §a

Second Antecedent phrase

L /
ey o W S -
= 4 =~ U/ = g x
Y. ,
o ¥ % % % % 753/ #3a #

0p.85,No.1
I/ P"fe“n c.()': n\z‘s'pon um‘ertam Common ly known asthe“Réveriel’___ 2)See Preface,2 ___ 3)See Song No.1,noie 3/—
4 Song No.d,u0ie 4y 4, S Nb. 2, note 3

5-22-65814% - L%
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PART I1I, Period

Antecedent phrase
= L2 3 et i . phrases ——ug-
T 1 1 } . ’ = I
L3 i #

Conseq.

p 4 90— 3 phrase

Y]
re D
(2T
y 4
—~3 2 24 3 R 5 —
! Lo J J 4
A7 4

2 T
- s — = o ﬁ

= — 2= < —= <=

-t @
Ran. %% N % Ka % %a %

Re-transition

-~ e

— ; 3
: e = :
2 o ) 1 4— !
RS- A P -
= |7

| // % I/ 7/ 1/
— H z“ 7 —~ i i

%4 L — 1 |

7 L& * o <

PART 11, Period,extended
Antecedent phrase

>
7]

5~22-65814 - 155
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Rt 5~ 1 5 s 3 Extension
U ;‘m
1 A .
3 _l. —1 1
< @
y cresc.
T ‘ti/ = /i-&—-'ﬂ;?' :#/ = =t 3
—— ; »—"-: — —
Ta. * % # [a #
Consequent ph
2 13 = I —— s g LA mA— =
S == i 5o

#

5-22-65814-155



No. 38 1, 127

Allegro agitato (d- u2)

PART 1, Period, extended

Antecedent phrase

51/"‘\4L | 3\ JL * 3ll—ﬁk J A 35‘ 3~ [
s —9-* - 1 v e s I i?_"'
Three-Part P., .g | 7 !S ! v 'y 7 V Y
Song- form.2) L/ - :
M— .- £ al,  —
. kY J } - 1w ¢ H il i
!Q 7z 1 'e ! y A {‘
S ~
4 4
Consequent phrase Extension
=2 l/{vl 3LJ- AN N 32 \ &\x
x o0 K 1

'%i "‘Ur_ oS

-

H
! Ry i

IF. EI h“’. + : #.‘

g
DA

PART 1I, Period,extended
Arsztecedeut phrase ‘

Consequent phrase

Pk
1

Cadence %ziep. of Consequent phrase 5 PART 111,
evaded : Antecedent
il ‘#t ih-J- ! 5 i J/i\l

5 1 s - [ M I B I I\

. N A L < . &
ey e = === 2 e )
ST = e i —
b s T3 7t
Pz:gd,extended Consequent
(4

ML N N N 3 o
LS = e e are > il
Y

el -

= > \ A
e LR & 1 8 ) ©Ory 5 -
———— L B3 t
¥

0p.85 No.2
1)Composed in i834. Commonly known as “The Farewell?____ 2)See Preface,2 —__ 8 See Song No.1,note 4)—_4) See
Song No.2,note 3)___5)Compare Song No.10,note 4)

5-22-65814-455



(7] [¥] 8 [ " L7] ‘f’ ! 1] I VAN
ry) ) T, 7 g 1 1~ 7 T % A fq 2
1 A~~~
scen - - - |do sempre cresc. ?
T . S - = D ’t\p!
o 1 . ! L]
B e e e e RS L. 7
n 3 i ; 3 I 5

5 Cadﬁn‘ge Rep. of preceding phrase

evade
4

4
\-/r No. 39 »

Presto (& =100)

PART I, Double-period,extended
First Antecedent phrase

'S;f‘l 5 4 - G — ———

oy b = ——

Three-Part Y o ‘o Y Ea _7 . . /f

Song - form S 3) S g‘ :
with Coda. 2) Jl o — 'Z_W ‘7?
y 3P € T— rJ A
2 ol X/ 1 Y
1% J | : ) |24

+

First Consequent phrase
3 4 3
i —

I
r-'=a.72 ; 2
Sai--gi-—a
P =

Te

3

. .
K3 5 i s
0p.85,No. 3

1) Date uncertain. Commonly known as “Delirium”____ 2) See Preface,2 — 3)See Song No.6,note 4)____
5-22-65814-455
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K
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™
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Second Antecedent phrase

Cadence Addztwnal ('onsequent phrase

evaded con fuoco sf . a

l 3 = 3, & pmm— 3 ;,' : S ——
I

_—

N = g};‘; ; va ¥

| ‘ % g;;a%‘ﬁg A — R . _ |
' — . = , =
; s~ Ff — I

(Extension

J b ) % 2 w?f.
\ 3 =  crese. N >%’ p—r ) %, \i\\
" A - ~ - it

"
1N

PART II, Phrase froup.
Phrase [(A nteceden

5-22-65514-150



(Extenston)

- v mtﬁi:

cresce. ' w .
g e P
1 =

I
T

* b 5

r
i4\\' 1' -

Phrase 3
;’) .

PART III Periodextended
fA'ntecedent pkrase

u5

4 -

T T
.| LAl "IF 1
24000 J — [y T [ . —
14 \3\ | ? }1 —
i i —

5-22-65814-155



. Rep.of Avtecedent phrase
:f : !rr 3 4 ] ;/--- % 3 .zf' /W 4 5 /——‘Z‘—”"——l\
‘ “—— -

H
1

~2e
~tlely | |
L]

Consequent phrase
1 =

,/"-——“\\ = P
p o~ N . . & * 2 1
S — e .

Cadence
evaded

CODA 5 N s | = =
4 3 Vection [ 3 3 . 3 .4 . o .
o~ N4 . . -“ = a . h‘_
: :- i u - 1 yi ' 1 7
T N iz ] - N
2 Iy T T 1 <1 T T T 1 T T T
¢ - 1 f I T T T ) ] ]

n-u‘m & &

666 heee 44 - dee (ees 660 @ - o6o o

5-22-65814-150
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No. 407
Andante sostenuio (e=ss)

PART I, Perwd extended

INTRODUCTION Antecedent phrase //_____\\
2 4 4 5 3
—

’ i
J EELELE T
Three Part . .j > °

Song-form. 2) y 2

w
r. 4
Tk

L £ <o W41

AN

)

@ !l i
5 - i S i |
[ ‘ B
Y] — —_ E_.‘—- : i
1
y | 1 ;‘3’ ‘ g e
-‘*)E-%‘m-—!‘“ P=| = .{d e 4 : i
— = i B S s au— i v
I Ca— : > ‘ L
= 4 5
con pedale, simile~——-o ‘%& 5
Op.85,No. 4
1) C(smposed in 1845.Commonly known as the “Eleyy.”’ ____ 2, See Preface,2 ____ 2)See Song No.1,note 3) ___4/See Song
No.6,note 4) ___ 5)See Song No.2,note 3) ___ ' k

5-22-65814 -155
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Extension E:%RT[III;

Consequent phrase § | I
2 T L7 4% s 4773 4
= 1.--1 &J p— N e
, 7 ;
P10 %4
T — %\..___——/ w'
3
cresc f piu
YO - m u
:I;Zg Lﬁ o ;&p‘ @'—P—'
S =] %i ! 1 2 — . .
1. " =
= #‘s‘ 1 17T i
& . =

_ 7 -
L % T # £ :
PART III, Prrase - group.

Phrase 1. Antecedent )
b X /“—‘——“..-8\
Y !

3 & 4

#)These three Sthe are Re-transition. O B S RT 1
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1)

“

Phrase 2 {Consequent )//,4——————-?\
3 4 2

)’ 4

p.J
#

N

.
-

Phrase 3
- 4

—F

P

) !
%, S s
Lh.
) gu A— ‘[ -
_L__‘..H < ? (7
e 14
Ya. #

Phrase 4 (Rep. of phr. 3)

)

~te

i

1.h éw »
Y — 1 1
- o — T |
1 3
i e
Ta 5 Ta. ¥
5 5 4
H [ 4 1 | 1
. - . 7 S—
i%:&:r&’ 'ir — — —— —1%
I}: ﬁﬁ . i o 4 2 2 : o d
— T L - i
z 75“ L4 3 [ d 4
: # S w40 #%a #da #
r)
- . 1 ]
:ﬁ# 7 4 L 2 & p}e = ~
i if 1 T 23 I yi - x
£ 1 | ; 1 i 1
D - « 5 LS B
% - -
v 3 2 r\\
I & — s ; ? ? ! : i
Z_ "an i ) fl —a f iyl e % [ [y i e H
L + o
T % ° Ta O %
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No. 417)

Allegretto (J: 100)

4
PRELUDE - 2 . o
o 1 sf 4 oo \'S'Jf [ * 1& : Q
i i ‘ = e
i e
Three - Part 13'} 47 ’$§ % P - N ] y“h“L- -
Song - form, :'17-1 f “’,‘5’; A —T _g sf° dim.
with Prelude, f P '5:f .ff . o 2 > y 4

$-

.

and Postlude. 2) Ly 281 ~§f B 1 [N § #
o - tig > ]
4 - - ‘

(]

PART 1, Period, regular *a ‘
Antecedent phrase 3 T
/\\,& 5‘?\ 1»’/‘——“\1 tl /——_—_-4\\ % 3 2

.. - [r—r— ‘IE 5? ‘}h’j— T S NN
% S — : tﬁ —
y + ) \ e . ‘

3 y 5 -
Consequent phrase — —_ 2 4/__:5\
— .,
jl Al

.;
PN N <woas BN X

. I SN S
- 4 o B N i g""’{
i —— - i '_i In +
. P I I = ., hd
J —%. [ eee | "“i s
e b |
— i
i N PR
( p—_ e
Lof 1 7 % L34 i 3
A I
PART II, Period
Antecedent phrase /’,,:—_5_——,\\
) g 5 T 3—\ P 53 1 ;‘3 4 L ‘; /"r—“"‘\
3 2 L3 L5 8 —~—— g
! 1 1

' e — ——f
\E_‘_o r; - 12 i ] V\& . | B
1 \_\w_'/ e
5
0p. 85, No.5
7) Composed in 1845. Commonly known as “The Return”.___ 2) See Preface, 2 ..
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Extension(Re-

transition )

PART I, Phrase group
Phrase 1 (Anh’cedent)
T

4 .
5 s e

1 2
4 5

3

Phrase 2 (Consequent)

!

O —
”

| N

2
1

iR

21!

?J“/

E

7-'“?
R

& . 4/‘,--\5 4
& PRI L) \ f | 4 p— 2 3
P4 7 | \ - ] K K D 0 — T 1
= 3 N 1 1 T o #""&
ATV 4 j— t v O . =
- 7‘ it 1‘;~;__f 1*‘ t::= | Jn t} 1}\,__,/
N ,ng . U
3,V 21 . (Y .
T W l .
N1 + —
LN/ ] . P 1
3 [ 2 [ "]
L+ r 4 T 110 7 7 1
e ' r . %
f * 2

5~22-65814-155



No.42 1 137
Allegretto con moto (- 104)

PARTI, Do uble-period

First Antecedent phrase sempre cantabile

Or-‘-é,_f’g—'!
& i

~

Three - Part ;
Song - form, — 3) :] E
with Coda. 2y 4 P sémipre Psmccaz‘o N A it

A ) H o) N . " 7
o

= Y 2 !

3 2

Fz};,it’g?_wphmse

— .

5 4 - 4
3 4 + 3 2
[—. N i P

e Belizrr
- q}gg@

("] 2
L

|

P

'i-i‘ ’

s..!!

ST
L 18

Second Consequent phr.
cresc. “~43)

PART I, Double-period, extended
First Antecedent phrase

X
%
g
o 3
Q
"
. n
VY]

Yy & ¢
0p. 85, No.6

1) Composed in 1841. Commonly known as the “Voyager’s Song”

1 2) See Preface, 2 ____ 3) The principal melody
(above) must predominate, distinctly; but with gentle, melodious emphasis. The entire accompaniment is crisp staccato,

excepting occasional legato tones in the bass, which must be somewhat accentuated . 4) See Song No.2, note 3)
5-22-65814- 155



>

Second Antecedent phr.

j—
5/ T B3 Q
.@.:_ & T m: .\F. n“u NPan )
5 ZIVR AR ;e
3 A E .|
nMw R F/..“ o Tt L Lnﬁi
% [ < ™t 1 o T8
c@. ’ ° #Ww; v~ ¥ 1) I
£l - n L
T o s il JIodl e
nm ~ N W S 4;1U3L.. x.n:d!;o = TR
. .
. P — ‘ [,‘: . uw
] (&1~ o 9
il LMW/ ™ [.4 i~ P7
1 I~ 1 11.34 _ gt v
B | R LY
. IR _ il
> —~ ! . ") 1N ﬁ‘;lim
3 w (@] (e '.lwhu _f RS i
d.a.: .'.. n -~ I.I' l_“
M B hEELae o L W ) “ _‘
/W ) * T
© || . e+ [ S
m . BT * un < | P L ) T
= ! B AL S i | L > [H e~ e A f[ " .|y
O, el 28 Y. e . . {4 L
m«ﬁu Lol . u . 3 %T i .4> | 18T
S . w© Ry | RN . . e g 2
°. . . Un N - | PR 0 5L
M - n mudl hli.w!.‘ . ot
° 1 o \Q S Psa -
nm < - TN b 180 Fnhﬂ/.r il I W41
] ARER
“Teh :
~ G in .ﬁ:
[l
3 M /1 < .
e Ed .
s -

L

oem

Phrase 1
el

5-22-65814-455
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3 Phrase 4-(Rep.of phrase 3,
Phrase 3 leggiero 5 + 3 < *>/___\3 5 — sfi fxtended)
4 cresc. A— ~§f 4 Jre—— ' -
&
L] o |
s /
crese. |33 ' ,Zi___,\\
| L * Fe
———
1 , ke
- 4 .

/

Bl
2|
L

CODA

Section 1

dimin.

5 - 5
3 4
!

L
e
A
r~e
e
it
~ele +
e
9
Bk
s
K -
.
4
&

. N

v SrNev v 3

La.

1y \__ o

w7
. g
PP 2

' staccato ﬁ} N o

.‘}:x‘v ’h\.l) j gc‘/ v o — g
C; # ¥

of : : : 5-22-65818-155
5) Here there ts an Elision; ee Lessons tn Music Form, p.46.
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Three- Part
Song - form,
with Coda. 2)

SONGS WITHOUT WORDS

BOOK VIII

(First published in June, 1868)

No.431)

Andante, un poco agitato (J: 60)

PART 1, Double-period, extended

First Antecedent phrase

————_cTesc.

FELIX MENDELSSOHN, Op. 102

# % staccato

Ta

P

3??

Second Antecedent phrase

1y

¥

[
ri

s

174

=
=

?.
+

o
—
F

sempre stac

Second Consequent phrase

iy

T iy

4. 3

-
-
¥F
cato
(Extension)
5/’3—;—\\\ 53 4
—

Cadence
craded

/“/‘_x

5
~ 2%

Extension

Toas 4

pm——

PART I, Period, extended
Antecedent phrase

4 3 2 - 4 2 e
e
A I ‘ .

FiEr Ry

M
1 1

] [V 1 »

, |

¥
— o —+ ,
0p.192,No.1
1) Composed at London, June 1st, 1542 ____ 2) See Preface, 2 .. 3)See Song No. 6, note 4) ___ 4)See Song No.1,

note 3)

5-22+65814~155



14

. ] )
Consequent phrase Extension

A
3

ol
AN
Nel | ~cwal TJ
?
|

71 % 3 = 3 =3

PART I, Period, extended
Anteoedent phrase

p————
pr——

N — O ——&—&—8—# - ! ~
¥ v 7 7 e Ei =l
gggg?ge ‘ Extension | %S:

DAS)

tion 1 (derwed vom Part IT)
‘ 544- [ 4 P
A 3 _J. 5 3 o //4’—:‘\

-

5) The length and contents of this Coda strongly suggest the Five-Part Song-form. It is practically a reproduction of the
Second and Third Parts(as in- Song No.14), modified by transposition, and other changes. The second Section is,however,
so brief a reminiscence of Part III, that the term Coda is more accurate

- 5 rrn
5.22- 655‘14- 155



S — o, T
4 J, J_ S _A‘ _J
5 ¥ 3 T ¥ g = —— e )
P cresc. o S f
2 h# # g A‘é 4 ﬁ 1 1
% [ ] r ) ; i
") p —
¥ ﬂ e
EE 3 =
3< ‘33 3 3 m m:g /_‘__5___*\\
ERD N NP S N S S S J
= bl — TR = =
" ﬂ’ h’ : “g dimin. - . " -
I." 1 b | T - bt | t } g : F - P_A..._.ﬁ
T L -t te + :
— 5 T ""Nfct'ion Md Sfrom Part IIT ) ‘

e —

-

- : = -

- B—:d} ﬁ; e S ™ ﬁ; - N N E— —
e e = Fo—ota e
T F7 53 3 1 |¥

_ N _ - - - S sempre Pedale

\ TN .4 | -l- » N
e OF : i L . = P %—\17 = . ]
§ e = =3 3 %

cd

g

L

i
‘s

6) Compare Song No. 33, note 5); and Song No.16, note 4) T



No.44 1) 143
Adagio (JL 69)

PART I, Period
Antecedent phrase

3
. L 3 5 2

= i
Three - Part ‘ . 3 i‘
Dhreo Purt (S g— oy~

with 1 3
Repetitions e e ﬂ i p . =
and ot o) (eypimo o —a— ' —re
1 -+

(vl
)

J
]
|

y
|

e e —" e eSS Lg
p— 4 3 2 ﬁ — \_____.,/”g 4 L T— t
S~ marcato > —

5 ) PART III, Phrase

R m TITION OF PART 11 Glightly modzﬁed)

3. = % % 3"
_//:,_—j—’“'“"a"‘“a\* !/.——\?\

1 ’/M\i

e 3 =
"
~
A\

e 0
2
I
@
o

0p.102, No.2
1) Composed May 11, 1845.
4) These three 16ths are Re-transition

2) See Preface, 2 —— 3) The principal melody, ahove, must everywhere predominate.

5.22 -65814-155



144

REP. OF PART III

3. ) & ~
=
orcPar
o2
“ r :
im— > i
‘\____//vf) :,w
4 5 , b
1 =4 '3,.————-—-\

HMW" ] | ,
SN A AP ASE>
4 . g B438i 5 m
a 2
[ P
z N ;
3 1 3 — i ~1
2
A
N 7
TR L7 —
N 2 f\wf
o/
No. 45 ¥
Presto, U: 132)
PART 1, Period, regular Consequent phrase
Antecedent phrase 3 ,
: 132132 1321 32 . # 3 2 3 ., 14
1 by . 3
—lh 6 ! ' ! ! ‘r#_ql ! ®- IA\ k\ — -
A ¥ ] o | 1 } ) .' - 7 |
O —o ®- “i‘. &% .
Three-Part Y, 3 B g . — —— ; j&éi‘?ﬂ.
Song- form, »r ,ﬁ
yS YO L] » ! 5
y CO § - L va| T Ca 7] ‘ ' ) O
L———+ s L o Lt L —f—111—7T i e > .
. PART 11, Double - period
1 3 21 2 1 ) First Antecedent phrase
e R B R s —— G N, ——
T SO I LR z ) % T e
1"**"? jan |0 W - - -~ P i - -
% I i —— i: L —r —T ¥
Py
T peasssiecss |, 38 3% 52
7 7 e e e e s B 5 e g
T T e — e — — T— | —

0p. 102, No. 3
1) Composed at

Leipsic. Dec. 12th, 1845

2) See Preface. 2

5-22-65514-155



‘ First Consequent phrase
X Q. O — - % .

. - > - AY N . O 0 'y
i : % Nw; ] T 3
. = N1 7 ? LAY F‘:"‘
% l 1 7 H 1 1

Iy

q,i %%M-E;?&‘—‘g"g 5 F———¥~

,m‘&

L
0 o i &
71 - Vi
= S 1 — +— 1
§/ 4 - —— — ——
. Second Antecedent phrase A 3 Se-
N PR \ . \ 14 2 1
T e e e
o N A " N7 7 o4 7
. WV ) S S~ L i ? X bl )
N L | — I 4

cond Conseq. phr. 3 . Extension (Re-tran -
4 2 . y3 2
2[R B L i, ete i 2a5 o
B e mE e B e s
ANV 4 }Flrf H 4 /] Y ] I 1 ! Tl gfs
1 1 — —— N

e
i
4
~»
Ft

-
.

sftmf) 3 .43 3 4 3 2 4 3 2 4 3 2 4 3
_ ]”i ﬁ_ 5 1 1 m 4 —H *; 1 I
- v v 1 1 . * . 1 14
£e s 7 . o ® o w e —]
i aQ H . T T 1 . . . - . T » 3
CRaa == o

iy
L]
e

NN
L 158
e

8T

PART TII, Period
Antecedent phrase

- empre stacc.

2 4 3 2 43 1 3 2 1 3 2 1 P
A ! | — ) — ' : ‘l'"_'g__“ L o -
M—i——o te ¥ o o W o - T e i -
Y " sempre staccato | p —
2 . s ¢t : )
) . = $ 3 - 2 W : —
F O & 1 o H o 1 I L] [ ]
3 —_ —— — — — et —+—1
l y ——
Consequent phrase [ 1 il 2 Cadence |
3 2 4 3 2 3 2.1 2 1 4 5 4 . 5. eﬁvadcd
| 1 i [ | { & ] o i |
1 i r - i 3 .j
i;. #i_‘_._‘ ! m ‘ t_ 1 };} A )

-
-1t
o -
e
P

;-
TIew
b i@ I
TS
e
XN
NS
%
Ly
T
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S
LT VT
r

Sec-

-

4

-

nd

p 2
s:P‘/ v ¢ J

Vi

L

3 2
!

—

1
1

3 2
11 & "8
s

dimin. poco a poco

S

»
Tl

h‘l‘f

1

1

2
(Y]

Fi

[

3

-

g—--—J
£
b
——
4

2

L

3
& 8y

N o d
aat—

2

NI v 4

e
#k‘i ‘Ih‘t‘i

i{]
8 &
Fi l

5

Section 2

1

&

i

VRN 2 ) S R )
4
T
o
(Y]

4

{

L

L]
&

Vi

L

[~

[

%

Vi
LB
(Y]
El

.

4

1l

l

1

i

i
of ‘l‘h ] L7

Section 1 (Extension of Cohseq. phr)

CODA

146
AT

1 .
]

(4]
| -

I

[

~-§5814- 1573

[N

gLy

90y
e

& & ¢

a7

5-

"
wi.

o

Q A O
> ¢

[ &

i
j.

5 4 3 4 3

1o | S S |

4

Ji

#!

L
1

3

# e

1

3

ippl
7Y

;77

iee

i

1Y guﬁ%M

Ipp
w;‘/‘/

Y %#«D!

tion 3
Ty

oty

[} P

N

A\ 4




INTRODUCTION

No. 46 2
Un poco agitato, ma andante (@ =69)

147

AT = ——=
Three - Part (L s 2 : #P
Song - form, v v "; >
with » .
Introduction, 4 % y .
and Coda. 2) {3 T S— B — — 1 — —
Z 5% s 4B o —Z
bl — T —_—
Ra. #%a. % simile 3
PART 1, Period, regular
Antecedent phrase
! R - R
17 wm 1 i xt ii
ALY 2
L 1 tir} : : //r @ —
7. o /// f P pa
/ .
Consequent phrase
L g: [ 2,
17 l\} .
.J .
f O i 2
Z 5 5 —

Interlude

REP.OF PART I

b= y R~ - _ 4l ;["-—3 =1
1y 1 R o ‘
- v 9 o
J [ >y — ! -
r e ’ Ez@' f
%ﬁ - ’ ’ﬁ /
o1 e Y // T — " : prd
" - i 4 —— e i =
> — — e =
e — " ;:-/
| D 3 _._.....___\4 3 1 N (W 9 I fa 3‘:)
r i S % f ix Tgf :}Z;\' ; - ]‘g ; ‘5 S —
p— K 4 -
oJ ~ 5 ‘ of E e
83 i .l ; // % // C 45_—_74-—
2 Ui,?‘ //[ o fL — ;L /:// » ],l ///
o K3 > %
> — * 3 s —
Op. 102, No. 4

1) Date uncertain; prdbably 1845

2) See Preface, 2

3) See Song No. 1, note 3)_ 4)See Song No. 6, note 4)
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PART I, Double-period
First Antecedent phr. 4
1

5 5
! 1 *__2_ 4 ™ pm——

5
Dy A |

dm S ==
N - dim b ﬁ %‘

'm »p ‘; crese. v 1
42 . 5 / 3
/ e / "flj / / 4
&% | 1 Z. pA o & i o 2z Y
; CXN o5 7 o Z = T a—_a r I —
-~ b P prd Pl 5y 2 P e el prd
5 First Conseq. phr. * Second Antecedent

{
; .

4
T ” T ‘/
Y] il i .
' ; { cresc.

N 3
s B Y 7 7 » ~
—a /1g//‘{ ﬁi P = o f%/// ?—/
v

Extension (Re-transition)

ﬂf!zh.ﬁ)./il.

AT
1

w
™
-

iy
i
ﬁ

4

oo
T

PART 1II, Phrase-group
Phrase 1 Cfintccedent)

l ’*:/’_——m

N
o
| IR
L

o

5-22-65814-156%



- Phrase &
3 P —3 3
2 -~ 2 -
01 i P— B
”-_}Ti“_ 7]
Y
cresc.
0 T T
y IR T !
e T o
# - >
(Extension) :
5T e T A~ I;hrase 4
| — T | (. | [
T | s
S S
1 2 1 1

M O
y.d

/\l) |

N

179 1 LI
Vv

__—:/Hi

— bt
SERC

#

I/
[Y)
Y1
by OO /)
A"
v
5 sempre dim. - - - - - -
f) l . 5 5}
147 —
& - P =
7 Y +
J »
S T ﬁ
y dn {‘}” = 4 o —
s il #
f | — | \ « )
o - o *—p i)u i o=
fes P - T« e
LAY 4 > ¢ ¢ -
o g FFP K | ;L
s .
] %)
)b ‘\ ! N 4 o—¢ | NCTA
Z b Y I e L
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150 No. 47 1)

Allegro vivace (d = 112)

PART 1, Double - period

F vrst Antecedent f}zm%\ R First Conseq. 4}5;11'.
. . ~ A . 2
Thres. Purt :ﬁ#hﬂ:’:
Song - form
with _\ogi <o j ye PP j’
Codetta.2) = = = Y= = ==
24
]
5 4
3 Second Antecedent phrase

PART 1, Phrase- -group

Extension
3 3 ) 3 3 Phrase 1 . 5 3 g 5
e T EEI==C==
e T = R e s e
J S S R S AU I J SO SR - LA? E- [ e [ e s
- ! . L g
PR PR PP qgéégﬁit;é,éiié!éé_
) Ept .4 7z .4 s 4 f
7T o o # # £ —
l | 1 | Ig T— *
‘\\j’_;.....é’——/’ o
Phrase 2 (R"P of 1”;” 7 . Phrase 3 (Sequence)
H’ & ~~’t" — v b . . "*/"’*\ ST 3 é"__.,.
( 4 T
ed <. qéé-gﬁ_ﬂé éi S[40 4 4 229 4 < 3 ye PPE
W) ﬁuﬁ%ﬁ ) ! i 14 =
7 b - i"_——’LT"“"—h'-l'g—:_; _ ip 1
Op. 102, No. 5

1) Composed at Leipsic, Dec. 12th, 1845 2) See Preface, 2 3) See Song No. 6, note 4)
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4
Phrase 4 4 3
5 2 = 2
Pl o L 3 A ""\2 L2 N
o i it T +—"1 | ! ] 1 1—— — I } {
s e | o v -
! " P
~~ b—. \
ey reril
gL T T e e - — —A
4o & e e e o i e e S | e e e s S — &
— — | 15 f#drd—f "1 v - m——.
] i 32 4 '
S A
O |
4 f— Ithfe ? (Re - tr’a-nsition) PART 1, Phrase-
' 2 1 .. e e . % Phrase 1 (Antece-
\'\j} N R | T 1 1 t T T . T —t “Jl £ ¥ } “i }_J ’ ] [
s 1
crese. f dimin. ) :

iy,

e J

2

3

712

%ﬁﬁg—?\jl e e At T2 ¥ =
W%‘—&—J—‘-—“ o — -
A Ad A& Ad 2 A "
drrmgj)
eni) ) Phrase 2 (Consequent) 2
- . = % 3 o fmm
S e RO Sy e e e ‘
Py} Tt S S E— 1 1 — r O — 1
el Al I e iy T
ot " —17 — H—-—p—-«'—-@
Jo LY 1 N
X Z ‘*% ¥ | { + —ia T \ T 1 P
. ‘i i T 1 i)
Phrase 4
A Phrase 3 (Rep. of phr. 2) 2 3 ‘ ‘
N, =2 N Lp———
g ry < — )
Py T { [ { ] ] ] I 1 ! | de—— f‘f ~*
’ ———T T J Cresc.
T T T W T —
T .7 ,j 7 :r;
= s 5 s 5
tﬂ#b::;:p—kg e i !}:JF:?:? li

~ 3
#&iﬂg::c:?—‘m o2 T >
%ﬁl X L I Ifl ——— o f”’?:' 4]‘ J = —
2 - : S dimin E
Sy P —
Sy H s —e—e k .
gttt et
T CAE TR e ‘
iﬁ
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Cadence
Phrase 6 . ? evaded. Phrase 7 5
- 5 ; X
. N . x 2, 2 *ﬁ/’——_\|
1 ‘.““f f — '

m————— 4
T T T3 4 4 4|IS T I3

S 3
(Extension) CODETTA .
= 2 3
'I'.\\ % B " P .
: Ww =
! {e——— 7 i i
;]3 = |/ h‘ Y cresc. - | - _ -
Jjjﬂg_ g =2 2e » o 5
———t = =

=G Ot
L V™)
e GO R

L}
)

|~
b

= 7

a1
[
[
o
1
7

h 6]
|
"

e

e

tea of D
inde—

b
wv

L 1N

4) Here there is an Elision. Compare Song No. 11, note 5)

No. 48 9
Andante (& =92)

Consequent phrase

PART 1, Period, regular
Antecedent phrase
5.
2 /ﬁE’:‘;\ . ’.\‘ 3 3’/’1‘"’3‘ 5
Three - Part
Song - form,

IV N 3
A 3 3 4 T3
@ I s % i' ! %"“"‘“f— . -
I 4-‘%% 3378
with v e .
' %
<

and GOd(L,?) f{}: e

i S —

Repetitions m‘g J‘\] ’] ‘ J
==
{

e
¥

PART 11, Phrase, extended

4 3
l 4 . g 4 g R ‘} <
f . [ p— N F——+—
‘ T L - i
. ~r U r
‘ * V2 I cresc
| - g "
2z ] Y i — — e
— — " 14 ' i -/ ~— e ] * wa
Op. 102, No. 6
1) Composed at Londdn, July 5th 1842 2; See Preface, 2.
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. s Extension (Re-tmnsifion} PART HI, Phrase
5 3 'i BT e ?"j T 3 ,/-—“'*\ 51} 54
 m— 2. 5 . - - - 4 /,/_\
| \} ( L ! =2, NI Vo o e I % —

TEICE_ st e =T RE %Fﬁ '
LT il s |
4 | =l

i
2

oo a5 ; =
- — S R Iy r | - v o—" {f’
9 .

OV

1
i
; . .
11 1
J__J | s
! - 1
= [/

|
— 1

\
el

[N
[

3 4 3 3
SR
| 3 Y 3
2 i — bege
- l1 - f' -
dimin. cresc

e

®he, . . e » ] ,
e $33dis® & F | : |
4

XYL x¥x
L 18
ol
o
ol
L 18
o]
<

REP. OF PART 111

3 :

5-22-65814-155



o4 NO49V

BOAT SONG

(Posthumous)
Introduction FELIX MENDELSSOHN
Allegretto non troppo
st & PP 4 ] 2
& A (7] & 1
1 7 f* T i 1 T - P 1
-~ ) (4 I 1 - :t—
Three-Fart  Yroj 3##:: :;i:t::i b i = ”‘*ﬁj‘f—‘i' 5&;&?
Song - form, J v v ¥ .&-——/ ‘
with Coda. 2) Ilex—g—t | - "
i i ‘ —g e m— 1
. < . } ) AY l—“L‘) d Aun
3 - g o' 2 1 _"—‘ '—“:) Z .
Ya. 5 e N %
EAR'I{;I Doudle- [};rwd regular
irst Antecedent phrase 5 /’%—{\ 5
P 4 - 1 First
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1) Published in the “Neue Zeitschrift fiir Musik;’ in January, 1842; published singly in January,1851. To be played with
gentle but earnest expression; the melody promment and the lowermost bassnotes somewhat accentuated The pedal is

necessary, throughout hut must be carefully used.
2) See Preface, 2
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Phrase 3 (Re-transition)
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