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Similar passages can also be heard in all the other sonatas:

Sonata No. 2

2" movement, from bar 21 (track 12, 0‘36 — 0'44)
3" movement, from bar 77 (track 13, 2'04 — 2‘16)
and from bar 92 (track 13, 230 — 237)

Sonata No. 3
I** movement, from bar 99 (track 17, 454 — 5'34)

Sonata No. 4
[** movement, from bar 42 (track 22, 142 — 1'57)
4t movement, from bar 71 (track 25, 239 — 2'51)

Sonata No. 5
2" movement (track 30)
3" movement, from bar 21 (track 31, 031 — 0'40)

Sonata No. 6
2t movement, from bar 55 (track 36, 158 —2‘55)

This is all the more striking because the English organs of Mendelssohn’s time had shortened pedalboards: his sonatas therefore also represented a form of futuristic
music, at once a mission for, and a legacy to, organ builders.

Furthermore, Mendelssohn frequently requires playing on different manuals. As early as in the first movement of the first sonata, the transitions between manuals
from the fugue section to the chorale sections and back (bars 40, 44, 46, 49, 51, 60) require considerable skill on the part of the performer, as do the changes between
the recitative sections and the fortissimo chords in the third movement of this sonata. Obbligato playing to emphasise a solo part (Sonata No. |, second movement;
Sonata No. 2, first movement; Sonata No. 6, second movement) is demanded by Mendelssohn as a matter of course. In the first movement of the Second Sonata,
he comes very close to Bach by having a solo part accompanied by two parts on another manual, making extensive use of part crossings. Here, even three staves do
not suffice.

On interpretation
Going with the idea of an “organ school”, Mendelssohn’s Sonatas can, by way of delicately extending the registrations, making use of pistons, distributing the manuals
and through playing technique, be transferred into our time. Here are some examples from my interpretation:



Sonata No. |
In the third movement, the recitative sections from bar 6 onwards can be played wonderfully on two different manuals. This can be maintained by a change of register
from bar 26, if the registration of the left hand is coupled to the pedals.

In the fourth movement, the fanfare-like major-keyed theme can be emphasised to great effect on a separate manual with stronger registration (from bar 68,
track 7, 1'30), even when it appears in the tenor (bar 76 / 1'4]) or in the bass lines (bar 81 / 147). Similarly in the passages from bar 96 (2°l1) and from bar 130 (3‘00)
and onwards with additional strengthening of the registration.

Sonata No. 3
The fugal theme in the first movement from bar 24 (track 17, 1‘13) as well as the counterpoint in semiquavers from bar 58 (2‘50) gain dramatic power if they are con-
sistently articulated instead of being played in an exhausting continuous legato.

The characteristic quaver motif at the beginning of the second movement can easily be emphasised on a separate manual in the coda from bar 34 (track 18, I°55).

Sonata No. 4
In the second movement, the melody of the main theme can be lightly emphasised by being played entirely on its own on a separate manual.

In the third movement, the solo soprano part (from bar 3 track 24, 0°08) and the solo tenor part (from bar 24 / 1°13) should be played on separate manuals, the
accompanying semiquavers on a third. Yet the reprise of the soprano theme from bar 48 (2‘27) onwards is never heard soloistically. If, however, the player manages
simultaneously to play two manuals using just one hand (!), the right hand can play the theme on its own on a higher manual, whilst, usually with the thumb, helping out
the left hand on the lower accompanying manual.

The question of the “correct” instrument
Another album of Bach’s Trio Sonatas and Mendelssohn’s Organ Sonatas, when the CD market already offers so many, and very good, recordings of these works?
The Goll organ of St. Martin in Memmingen is a modern instrument, built in the late twentieth century. Its core sound is designed to represent nineteenth century
French symphonic repertoire. The instrument’s most significant characteristic trait, however, is its exemplary integration of baroque and early romantic timbres. As a
result, it is capable of reproducing different epochs of organ music history in its own voice, always true to the relevant style.
It therefore seemed especially appealing to use this particular voice to bring to life the very different works of Bach and Mendelssohn: it felt as if, over the centuries,
the sound of one instrument had given shape to the technical playing requirements of Bach and Mendelssohn.

Structuring the pieces

If Bach’s and Mendelssohn’s sonatas are to be considered from a certain point of view, the question arises as to how to structure and present them on this album. Even
though Mendelssohn refrained from placing his sonatas into an inner context with those of Bach — be it through the choice of keys, by echoing or quoting themes or
through formal analogies — we would nonetheless like to build a bridge by pairing each Bach sonata with a Mendelssohn sonata. Not only will this make the listening
experience more exciting, but it will also help to sensitise the ear once again to the beauty of the music in its different styles — irrespective of the technical challenges
for the performer.

Hans-Eberhard RoB / Translation: Viola Scheffel
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