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CHAPTER I 

BIOGRAPHY 

Josef Gabriel Rheinberger was born in Vaduz, Liechtenstein on 

March 17, 1839. His father, Johann Peter Rheinberger, was treasurer 

to the Prince of Liechtenstein, and his mother was Elizabeth Carigiet. 

He began music lessons at the age of five, and by age seven, he 

was organist in Vaduz, where a special pedal board was constructed for 

him above the regular one. 

When he was eight, he wrote a mass which impressed the Bishop 

of Chur so much that he invited the boy to the Cathedral to accompany 

it. During the Salve Regina, Rheinberger stopped the music and said, 

"But my Lord Bishop, you are singing out of tune! "1 He had absolute 

pitch, and did not hesitate to tell performers when they were wrong. 

When he was nine, he was sent to Munich to study. Here, his 

talents as organist, at counterpoint, fugue and score reading were 

much admired. He earned his living as an organist and private teacher. 

During this time he wrote over one hundred works of all kinds, but did 

not publish them. 

At the age of twenty, he began to teach theory and piano at 

the conservatory. That year his first opus, four piano pieces, appeared. 

In 1864 he became conductor of the Munich Choral Society. He 

1Felix Aphramian, jacket notes for Josef Rheinberger -Complete Organ 
Sonatas, (Musical Heritage Society MES 3491). 
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was coach at the court opera, where he was close to the events surround- 

ing Wagner's stay in Munich, and the premiere of Tristan und Isolde. 

In 1867 he became a professor at the conservatory and remained 

there until his death in 1901. 

Rheinberger was highly respected in his time, having many honors 

conferred on him. Hans von &flow said of him, "Rheinberger is a truly 

ideal teacher of composition, unrivaled in the whole of Germany and be- 

yond in skill, refinement and devotion to his subject...-2 He was well 

liked personally as well. 

In 1867, Rheinberger married Franziska von Hoffnass, who was 

extremely talented as a poetess, as well as being socially influential. 

He set many of her works to music. She was seventeen years older than 

he, and her death in 1892 was traumatic for him. It, along with his 

own ill health, is cited as a reason for the decline in the quality of 

his music in his later years.3 Her legacy was used to build a new 

organ at St. Michael's in 1872 according to Rheinberger's own design, 

which she wished to be "...the most beautiful and best organ in Munich. "4 

Rheinberger was tormented by ill health and great pain, and died 

in Munich in 1901, after a tour in the Tyrol worsened his condition, 

His pupils included Engelbert Humperdinck, Wilhelm Turtwangler 

and Max Planck, the physicist, and his influence came to America via 

Horatio Parker and George Chadwick. 

2Anton Wúrz, "Rheinberger, Joseph (Gabriel)," in The New Grove Dictionary 
of Music and Musicians (1980), 15, 791. 

3Fred Tulan, " Rheinberger's First Organ Concerto." Music /The AGO -RCCO 
Magazine, Vol. II, No. 9 (September, 1977), 39. 

41bid. 



CHAPTER 2 

THE NINETEENTH CENTURY ORGAN 

In order to perform Rheinberger's organ music, one must under- 

stand the organs of his day. Even a knowledge of the original disposi- 

tion of his parish organ does not answer all questions concerning 

registration. Several types of organs were in use at the time, and he 

probably intended his music to be playable on all of them. 

The Ideal Romantic Organ 

The tendency now is to think of the romantic organ in terms of 

early twentieth century organs, many of which are still in use. These 

instruments are now thought of as representing a low point in organ 

building. The stops imitate orchestral instruments. Most are at eight 

and sixteen foot levels, with a few four foot stops. 

However, many European organs in Rheinberger's day were "leftovers" 

from an earlier era. Newer organs were in the process of evolving from 

Baroque and Classical styles to the orchestral organs best exemplified 

by those built by Aristide Cavaille -Coll in France. There were still 

very few organs equipped with swell boxes. Rheinberger's own instru- 

ment lacked a swell, and therefore crescendos and decrescendos were 

impossible for him. Dynamic levels could only be changed by the addi- 

tion or subtraction of stops. 

Rheinberger left the following instructions for the registration 

of various dynamic levels: 

-3-' 
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ff = all stops, including 16', and all couplers 8' 

f = similar, but minus mixtures 

mf = foundations 8' and 4' or full second manual 

p = some soft string register 

pp = Salicional 8', Dolce 4' 

ppp = Salicional 8' or Aoline only 

pedal = corresponding registers, with 32' whenever 16' is used 

on manuals5 

Mendelssohn had left similar instructions earlier, indicating 

that conditions had been the same for many years. 

Rheinberger liked the parish organ he had designed, but he 

probably would have enjoyed playing a larger instrument, such as the 

1878 Walcker organ in the Votivkirche in Vienna. It is much larger 

than Rheinberger's instrument, but is constructed along the same lines. 

The sound of such an organ, although much heavier than that of 

the Classical organ, still had plenty of character. According to Robert 

Schuneman, "...the sound should be one of weight and gravity, without 

unbearable murkiness...a large organ in a large room... "6 

Rheinberger's Instrument 

The organ at St. Michael's Church in Munich shows changing 

tastes in some stops, but still retains vestiges of earlier styles. 

A sixteen foot Great Principal on manual I, the lack of any mixture in 

the pedal, and a preponderance of eight foot manual and sixteen foot 

pedal stops are examples of new ideas, while the presence of a four 

5Fred Tulan, "Rheinberger's First Organ Concerto." Music /The AGO -RCCO 
Magazine, Vol. II, No. 9 (September, 1977), 39. 

6Robert Schuneman, "The Rheinberger Concertos," The Diapason, (November, 
1973), 2. 
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rank mixture, a two foot Octave and a Quint on manual I, and a five 

rank Cornett on manual II, come from an earlier era. One reed is 

present on each manual and in the pedal, which would have been con- 

sidered very conservative by earlier standards, or in France.7 

7Fred Tulan, "Rheinberger's First Organ Concerto." Music /The AGO -RCCO 
Magazine, Vol. II, No. 9 (September, 1977), 



CHAPTER 3 

RHEINBERGER'S MUSIC 

GENERAL SURVEY 

Rheinberger, an extremely prolific composer, wrote various 

works totaling one hundred ninety -seven opus numbers and one hundred 

early works that are not numbered. He wrote four operas and some 

incidental music, thirty -three sacred works, such as masses, motets, 

and hymns, forty -five choral works, six orchestral works, including 

two symphonies. He wrote thirty -five piano solo works and several 

piano duets, as well as pieces for voice with organ and voice with 

piano. He wrote chamber music, instrumental solos with orchestra, in- 

cluding two organ concertos. There were also some vocal duets and 

quartets. 

Organ works not already mentioned include the twenty sonatas, 

Ten Trios, Twenty -Four Fughettas, Twelve Characteristic Pieces, a 

Monologue, with twelve pieces, the Meditations, with twelve pieces, and 

two other books with twelve pieces and twelve trios. 

COMPARISON WITH MUSIC OF OTHER ORGAN COMPOSERS 
OF THE NINETEENTH CENTURY 

Due to the development of the piano, the opera and the symphony, 

the importance of the organ declined after the Baroque era. Organ music 

tended to copy the orchestral style. Music written in the traditional 

organ forms was mostly a poor copy of what had already been written, 

-6- 
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Fortunately, some excellent composers successfully adapted newer 

ideas to organ music. The first notable composer to do this was Felix 

Mendelssohn- Bartholdy. Joseph Fitzer calls Mendelssohn "...an extremely 

clever musician who grasped what post- Baroque, post- Viennese classic 

clavier (and pedalier) technique ought to be..." 
8 

I think the same can 

be said of Rheinberger. Because of the organ's sustained tones, the 

composer must be sure that the composition is not too long or too loud. 

Mendelssohn succeeded in this respect. Comparisons between his music 

and the sonatas of Rheinberger are inevitable because of similarities 

in form and style. However, although Mendelssohn called his pieces 

sonatas, the movements do not follow the prescribed sonata -allego form 

as many of Rheinberger's do. Like Rheinberger, many of Mendelssohn's 

movements follow other forms, such as fugues or variations. 

Johannes Brahms (1833 -1897) wrote some fine organ pieces, but 

they are few in number, and include no sonatas, as far as we know. His 

early works include three preludes and fugues, but his best known organ 

pieces are the Eleven Chorale Preludes (Opus 122), a genre that 

Rheinberger did not delve into, since he was a Catholic organist. Brahms' 

writing style is orchestral and presents registrational problems for the 

organist. 

Franz Liszt (1811 -1886) wrote two large preludes and fugues for 

organ, as well as a set of variations, and several small pieces. The 

preludes and fugues are virtuoso pieces, with the fugues breaking away 

from traditional fugal procedure early on. These large pieces more 

nearly resemble his orchestral tone poems than traditional organ music. 

8Joseph Fitzer, "The Sludge Debate," The Diapason (January, 1976), 1. 
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Max Reger (1873- 1916), often considered the greatest German 

Romantic organ composer, wrote two large sonatas, but they are not his 

best known pieces. His textures are thick and the notes very chromatic, 

with rapid harmonic rhythm, and they tend to be very "showy." 

Rheinberger's music also has thick textures and is often quite chromatic, 

but not to such a great extent, and it has a much more traditional 

"sound" than Reger's. 

In France, composers who were primarily organists appeared at 

about this time. Strongly influenced by Cavaillé Coll's "orchestral" 

organs, they wrote in an "orchestral" style. Cesar Franck (1822 -1890) 

was probably the finest of these, writing pieces such as the Trois 

Chorales, and the Grande Piece Symphonique. Alexandre Guilmant (1837- 

1911) wrote eight sonatas in the traditional manner, which contain some 

good movements. These seem more similar to those of Rheinberger's than 

anyone else's, both formally and stylistically. 

Charles -Marie Widor (1844 -1937) wrote ten organ "symphonies." 

Both he and Guilmant sometimes added extra movements to the usual 

format of their respective genres, as did Rheinberger. 

THE ORGAN SONATAS 

Each of Rheinberger's twenty organ sonatas is in a different key, 

which may indicate that he intended to complete a cycle of twenty -four, 

with one in each key. If this is true, it is regrettable that he died 

before he was able to finish the cycle. 



1. General Characteristics 

The sonatas follow the traditional form quite closely, with the 

fast - slow - fast movement scheme. However, several of them have extra 

movements. Rheinberger never used more than four movements, as Widor did. 

The slow movements commonly have Romantic titles such as Intermezzo, 

Cantilena, Idyll or Romanze. In Number 16, there is a Skandinavisch, 

and in Number 19, a Provenialisch. The titles of the latter two also 

hint at the mood of their respective sonatas. 

Rheinberger does not use actual chorales as themes in his sonatas, 

but sometimes uses chorale -like sections based on melodies that are his 

own. In Sonata No. 4, he uses the psalm tone "Tonus Peregrinus" as a 

basis for his slow second theme. 

His second themes usually contrast markedly with the first, and 

his use of broad, chorale -like themes is one device that accomplishes 

this. 

Movements not in sonata - allegro form are common. Seventeen out 

of twenty sonatas contain fugues. One also finds the theme and varia- 

tions (e.g. No. 10), the passacaglia (e.g. No. 8) and the fantasia 

(e.g. No. 9). 

Rheinberger's organ scores contain very few dynamic markings 

because of the mechanical limitations I have mentioned. Most markings 

in available editions are editorial, as there is an unfortunate lack of 

urtext editions. Harvey Grace, editor of the Novello edition, feels a 

special need to add manual changes and dynamics, due to practices in 

vogue in the twenties. 
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In addition, Rheinberger's metronome markings are painfully slow. 

Harvey Grace calls them "absurd. "9 In Fred Tulan's new edition of the 

First Concerto, he suggests a tempo of a quarter note equalling from 

110 to 116, instead of Rheinberger's 92.10 All of the pieces seem to 

make perfect sense at sprightlier tempos. Acoustical situations in 

large European churches probably account for the slow tempo indications. 

Another source of frustration for the performer of Rheinberger's 

organ music is the lack of sufficient indications showing solo passages 

or manual changes, and often the music itself does not help the confu- 

sion. 

One of the most pronounced attributes of these pieces is that 

they do not depend on a particular registration to sound well. This is 

a tribute to the writing skill of Rheinberger. 

Rheinberger shows the influence of Bach in the first sonata, as 

it bears a distinct resemblance to the prelude of the "Wedge" fugue. 

Grace feels that Bach's influence ends here,11 but hearing the passa- 

caglia which ends Sonata No. 8, one can see that Rheinberger has not 

forgotten Bach yet. 

9Harvey Grace. The Organ Works of Rheinberger (London; Novello and 
and Company, 1925), p. vii. 
10 
Josef Rheinberger, Concerto No. 1 in F Major, Opus 137, ed. Fred 

Tulan (Bryn Mawr, Gentry Publications, 1977), p. 5, 

11Harvey 
Grace, The Organ Works of Rheinberger (London: Novello and 

Company, 1925), p. 2. 
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Grace also thinks that part of the reason for the failure of 

organ music after Bach's time is that its composers attempted to copy 

Bach, instead of finding their own styles. Rheinberger's style is 

definitely his own, a synthesis of the Romantic and Classic. Grace says 

"...no other German writer...shows more of the Bach spirit and feeling 

for the organ. "12 

2. Use of Sonata- Allegro Form 

The use of sonata and fugue forms in Rheinberger's sonatas is 

quite free, but is still clearly discernible, His reasons for altering 

the established forms are good ones. 

He uses Sonata -Allegro form fourteen times, and movement four of 

Sonata No. 19 is a Sonata -Rondo. Most of the Sonata -Allegros are in 

first movements. The third movement of Sonata No. 10 is a Sonata - 

Allegro. In Numbers 18, 19 and 20, he uses this form in movement four. 

These three are the sonatas which contain no fugues. 

Rheinberger avoids lengthy developmental sections because they 

tire the ear with too much of the same sound. An orchestra has more 

resources for varying the sound, so that this is not a problem. He 

keeps most of his movements fairly short and to the point, with key 

and mood changes indicating sectional changes. 

Like much music of the Romantic period, themes are long and 

melodious, with several themes being used in each movement. Rheinberger 

shows skill in using thematic fragments as motives, combining them in 

new ways. 

12Ibid. 
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Codas are an important part of the form. The Coda of the last 

movement frequently brings back the first theme of the movement, and 

sometimes the second theme as well. 

3. Use of Fugue in the Sonatas 

Rheinberger shows his skill for writing fugues, as well as his 

favoritism for the form, in the fact that they have such an important 

part in seventeen out of twenty of his sonatas. 

Rheinberger's fugue subjects are often not impressive in them- 

selves, but a really "good" fugue subject is not necessarily one that 

sounds well by itself. It must be adaptable to the rules of counter- 

point which must be followed in fugue writing. The subjects of these 

fugues often surprise us by becoming the basis of fine pieces. 

Rheinberger does not generally use counter -subjects in his fugues. 

The fugues sometimes begin with what appears to be a counter -subject, 

but by the second or third entry, a new counter melody appears. 

Devices such as canon, stretto, augmentation and diminution 

are rare in these fugues. Some of Rheinberger's other pieces, such 

as the trios and fughettas, show his ability to write in strict canonic 

and fugal style. His avoidance of them here seems to be deliberate. He 

evidently felt that interest could be better maintained by taking free- 

doms with the forms. 



CHAPTER 4 

ANALYSIS OF SELECTED MOVEMENTS 

SONATA NO. 8 

Sonata No. 8 in E Minor, opus 132 was written in 1882. This 

sonata has four movements, which makes it one of Rheinberger's excep- 

tions to the three movement sonata scheme. It is best known for its 

final movement, a passacaglia in the style of Bach's famous C Minor 

work. Although it is a well written piece, it is quite predictable. 

The first movement of this sonata is an adagio and fugue 

reminiscent of a French overture. The adagio does not contain dotted 

rhythms, however, but is a big attention getter in the Romantic style. 

A coda using full organ appears at the end of the movement, but the 

first adagio does not return until the end of the sonata, as a coda to 

the passacaglia. This type of return is one of his favorite devices. 

It also happens in Sonata No. 4 in A Minor. 

The fugue is quite interesting, partly because of the contrasting 

lyrical sections, which seem to be in lieu of episodes. 

The first entry group brings in the subject in normal key order, 

E Minor, B Minor, E Minor and B Minor. In other respects the fugue 

seems quite regular, except for the lack of a regular counter -subject. 

Most subject answers are real. 

The first impression of this fugue subject may not be favorable? 

-13- 
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but as stated previously, fugue subjects are chosen for their usefulness, 

not necessarily for their beauty. 

_ . MIS MM 
999TT MI .1111MMIIIMINVAIN7 ..M.ii. amps/ .9,......r4.w........ 
. 9.99r: IMIS .117 I7 sJIIIIMIIIM 11=1111111n 1 (99//"W .1.41191119=1!91111MBIMP iII/IM /MI 1111.99 ' /1/ E/Dr=/ 11.../s 9..119=MMINIIMIN.9=9811111 J199........... isNM11111999III OIMNI11119 . I.11 M9 a 

Ii MI_ ME ....-NM= OM, 111111.19.9m- .. -NUM !! =0/IMINNMININO/ IN .11Ir 9999 
s 

Figure 1. Rheinberger, Sonata No. 8, fugue subject, bars 1 -4. 

The subject has two distinct parts like many of the " andamento" 

type subjects of the eighteenth century. The secondis a sequence of the 

first. The first part of the sequence ascends a Major sixth, then 

leaves us hanging momentarily before descending a Major seventh, to rise 

again in the second part, which stops again before descending in an 

angular fashion, finally arriving on the tonic. This interruption of 

the motion towards the goal creates interest and drive. Another 

interesting feature is that the theme gives the impression that it is 

going to be in a Major key, until it is completed. 

Although Rheinberger is known for his long, melodious lines, 

there are frequent examples of motives in this piece, especially 

rhythmic motives derived from the subject. 

For example, the dotted eighth and sixteenth notes on the first 

beats of the second and third bars are used as a counter melody in bars 

eleven and twelve: 

Figure 2._ Sonata No 8, movement _1, fugue. Bars 11 and 12. 



15 

The above figure is also used in sequence in bars forty -one and forty -two: 

Figure 3. Sonata No. 8, fugue, Bars 41 and 42. 

In bars ninety -four and ninety -five, where the subject appears 

in its original key in the pedal, a descending figure that has the same 

rhythm as the first part of the subject is played on the manuals. It is 

very effective here used as counterpoint against the pedal subject: 

Figure 4. Sonata No. 8, fugue, Bars 94 and 95. 

This is not the first time that this configuration is found in the 

piece, however. It is in bars fourteen and fifteen, and in bars 

forty -three and forty -four, disguised by slightly altered rhythm. It 

is also above pedal entrances of the subject in these instances. 
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...o .-. .- ---__- ..a.: yu r- . .r.. a.dmiumrlmwm allummos 
IIMM..11111111=11111111rr.r `,. 

Figure 5. Sonata No. 8, fugue. Bars 14 and 15. Bars 43 and 44. 

All or part of the rhythmic figure found at the close of the 

subject (i) is frequently used motivically. In bars twenty and 

twenty -one, and in bars twenty -three through twenty --five, it is used in 

two different sequences: 

Figure 6. Sonata No. 8, fugue. Bars 20 and 21, 23-25. 

The descending eighth -note broken chord figuration in part two 

of the subject is used sequentially in bars seventy -four and seventy - 

five: 

Pagure 7, Sonata No. 8, fugue. Bars 74 and 75. 
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In general, this fugue is heavily motivic, and the construction 

of the subject contributes greatly towards the possibilities for 

creating motives. 

The second movement of this sonata, an Intermezzo, is similar 

in form to that in Sonata No. 4, which will be discussed later. 

The third movement, called Scherzoso, is a typical scherzo -- 

an allegro molto in triple meter. It is also typical for this form to 

be the third movement of a composition. 

The form is ternary: scherzo, trio and scherzo, or STS, or 

STSTS, if the repeats are taken. 

The trio is in E -Flat Major, a tritone above A Minor, the key of 

the piece. 

The humorous nature of the movement is a pleasant relief from 

the severity of Rheinberger's larger movements, and from the romanticism 

of his slow movements. 

Scherzo: 

Trio: 

Figure 8. 

Allegro molto d-,r 
.wENNI IIIMS'rs r711111 MIMI. IIENNAIMMINI. Mallis 

I/ OM t MI =MI NM MEERt..r11IrMINIMI11011^ 10111IrIN A1 Mlle 1=1 I1 or IN= NM MN= SWINE =UMW /MAINII/ MS,111111r1111JONIONS MIN =On asa a111CM1111111=1 w11=11111111111=11sNM IMI I MI 'Mr CIM11?.CMil' 

Sonata No. 8, Scherzoso. Scherzo theme, trio theme. 

SONATA NO. 11: CANTILENA 

Sonata No. 11, opus 148, from the year 1887, is one of 

Rheinberger's finest. The second movement, a character piece, is 

titled Cantilena. It is one of his best known pieces; pleasant, 

melodious and technically accessible to the average performer. 

The melody is long and spun out, with no exact repetitions of 



18 

the theme. It is through- composed in the style of Bach's A Minor 

Adagio. The latter may have been a model for the Cantilena. Like 

Bach's adagio, the cantilena is distinguished by a pedal ostinato of 

eighth-note octaves. 

SONATA NO. 4 

Sonata No. 4 in A Minor, opus 98, written in 1876, is called 

Tonus Peregrinus, because it is based on an ancient Gregorian psalm 

tone of that name. This particular Psalm Tone dates from pre- Christian 

days. It was used by the Yemenite Jews for the psalm In Exitu Israel.13 

The name Tonus Peregrinus (Foreign Tone) was given to it because it is 

not one of the eight church modes. The reciting tone of the second 

half is different from that of the first half. 

Figure 9. Tonus Peregrinus, original form. 

Later on, in a slightly altered form, this theme became associated 

with the Magnificat. This is the form that Bach used as the melody for 

his chorale prelude, Meine Seele erhebt den Herren (BWV 648) taking it 

from Cantata Ten of the same name. It is also found in his organ 

Magnificat, BWV 733. 

13 
Josef Rheinberger, Sonata No. 4 in A Minor /Tonus Peregrinus. Prefa- 
torial notes by Gordon Phillips. (London: Hinrichsen, 1966). 
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Figure 10. Tonus Peregrinus, altered form. 

In Rheinberger's 4th sonata, the altered form of the Tonus 

Peregrinus is used in chorale style as the second theme of the first 

movement, in direct contrast to the driving quality of the first 

theme. Rheinberger also brings it back at the end of the sonata, 

after the return of the first theme at the coda of the fugue. 

The first theme of the movement is a long line which creates a 

pleasing melodic arch. It has a positive, dramatic quality that gives 

the piece immediate interest. 

Figure 11. Sonata No. 4, movement 1, first theme. 

The distinctive rhythm of the melody, which begins on the second 

half of the second beat, attracts attention, and almost gives the impres- 

sion of a "Latin" rhythm. This is noticeable again, when the composer 

uses the beginning rhythmic figure motivically in the closing section of 

the recapitulation, and in the coda. 



20 

The exposition has a second section, in which Rheinberger intro- 

duces an entirely new theme. Economy of material is definitely not one 

of his attributes, and his use of extra melodies is typical. This 

theme, still in A Minor, consists of a dotted rhythm of a heroic nature 

over a constantly moving sixteenth note figure in the left hand. Un- 

fortunately, this theme does not return at all. 

. 
?:W. ,._=MP. ..,. 

7'J1M=Ii/ 1JP7111J1IMIJ 1.11111111JllMENI.IN IaliP.111=11JMJ 11./11,1 GEM 1.11WWI_MMs.CMj 1r1 1S.fj _I . ä j=== -j-M_ 
Figure 12. Sonata No. 4, movement 1, second A minor theme. 

The true second theme, Tonus Peregrinus, appears to begin in 

C Major, the relative major key, but, true to its title, ends in A 

Minor, the key of the movement. Rheinberger makes good use of this 

ambiguity, necessitated by the nature of the melody, using it to 

progress from one section of the piece to another, 

Figure 13. Sonata No. 4, movement 1, second theme. 

The second theme is reiterated immediately, this time an 

octave higher, with an eighth note figure underneath. 
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C/ UMI MIDOM01. 
IMEMEMIMO IMEMEI 

Figure 14. Sonata No. 4, movement 1, second theme, second appearance, 
phrase 1. 

Having completed this, he brings in the theme yet a third time, 

this time marked forte, with pedal added, and with imitative triplet 

figures embellishing the underlying harmony. 

Figure 15. Sonata No. 4, movement 1, second theme, third appearance, 
phrase 1. 

The use of the same theme three consecutive times, in three 

different ways, shows the composer's skill in creating interest by 

varying the settings of a melody. 

At the end of this appearance of the psalm tone, he lets the 

falling of the end of the melody continue downward in a sequence of 

triplets which becomes a transition to the development section. Here, 

he combines the triplets in a new sequence, using motives from the first 

and second themes. 

The short development section leads back into the recapitulation 

and coda, which are also short. 
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In bar 128, he combines the first and second themes. The second 

theme is in the original key in augmentation in a high register. The 

first theme is beneath it, gradually breaking into motivic fragments, 

as the music goes into the final section of the coda. 

The second movement, traditionally slow in a sonata, is given 

the title Intermezzo. In earlier times, Andantino, the tempo indication, 

would have been the title. 

The form is a standard ternary, ABA. The first theme, in 

F Major, is pastoral in nature, simple and melodious. 

Andantino. (il= ma) 
I 3 ' -...sm -.......- ... ..ti -.,.... 7---.. PM IMIIIIIMM PM MIIIHMIMIMIMIWI I mornt/ s 7'Sml il .1111111.1.11111_M a WO NM a -tf ̀ - i - I t ` Ial/./.. aallar- 4W" 

Figure 16. Sonata No. 4, movement 2, theme A. 

The second section, in D Minor, is more energetic, and has 

more motion because of the addition of a continuous sixteenth note 

figure. 

A s 
NW la PIM Pa/WIMP" 
W .PWW7WINI 

W Min MP IMIMD M//II AWWWS r191OMIHROMMII "VI IMP rr s W M 
_ i ,.. M r i7 Pw-_ tM 

1 1111111 'N.AMM Ial. 0 .41.11/ INIJEIP,M / :1em..m> 7".MMJmN -a 

- 
1 1 

I 

x 
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_ _ . . 

_ . 

Figure 17. Sonata No. 4, movement 2, theme B. 

The fugue that comprises movement three is created from a 

complete chromatic scale, which descends in quarter notes, interrupted 

only by half notes on three of the scale steps. 
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Figure 18. Sonata No. 4, movement 3, fugue subject. 

This theme does not seem very promising at first, but 

Rheinberger relieves its plainness by introducing a counter melody 

that is melodically angular and rhythmically syncopated. This melody 

is not a true counter -subject, as it does not reappear. The counter 

melodies are always different, although they often seem related. 

Some are angular, like the first, but are in faster note values. 

Syncopation is often used, as are parallel thirds and sixths. These 

ever changing settings save the piece from tedium. 

Each of the episodes is a sequence of a different type. They 

are melodious, often Major in mode and give relief from the severity 

of the theme. 

In the third entry group (bar 56), Rheinberger adds a counter 

melody above the theme. These two voices are the only ones heard at 

this point. This section is definitely in F Major, transformed by the 

new melody. After this, the music slides into a section of questionable 

key, and of sequences, which bring us to the theme, again in A Minor, 

this time over an off -beat E pedal. 

Instead of ending the fugue here, Rheinberger adds a page of 

episodic material, over A and E pedals, and stretto themes, which be- 

come a coda of the first and second themes of the first movement, The 

Tonus Peregrinus is played on full organ now, and the sonata ends on an 

A Major chord. 
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SUMMARY 

Rheinberger's organ sonatas show a reaction against the 

Romantic predilection for breaking away from established classical 

forms. He does this by his close adherence to sonata -allegro and 

fugal forms, as well as by using the title "Sonata ". At the same 

time, the sonatas show Romantic influence in the use of a plurality 

of long melodies, and in the addition of extra movements to the 

traditional three movement format. Other Romantic traits are an 

increase in chromaticism, and character piece titles used for some 

movements. 

Rheinberger successfully unites Romantic and Classical 

features in a workable form for organ. 



Manual I 

Gross Prinzipal 16' 

Salicional 16' 

Principal 8' 

Gedeckt 8' 

Rohrflote 8' 

Quintaton 8' 

Trompete 8' 

Spitzflote 4' 

Octav 2' 

Quint 2 -2/3' 

Mixtur IV 

Manual III 

Voix Céleste 8' 

Gemshorn 8' 

Vox humana 8' 

Tibia 8' 

Aeoline 8' 

Traversf löte 4' 

Dolce 4' 

APPENDIX I 

ORGAN OF ST. MICHAEL'S, MUNICH 

Manual II 

Geigenprincipal 8' 

Viola pomposa 16' 

Salicional 8' 

Doppelf lote 8' 

Lieblich Gedeckt 8' 

Fagott- Ciarinett 8' 

Fugara 4' 

Violine 4' 

Flageolett 2' 

Cornett V 

Pedal 

Untersatz 32' 

Principalbass 16' 

Subbass 16' 

Violon 16' 

Posaune 16' 

Harmonikabass 16' 

Oktavbass 8' 

Violincell 8' 

-- Designed by Josef Rheinberger, 1896 
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Hauptwerk 

Principal 16' 
Flauto -major 16' 
Fagott 16' 

Principal 8' 
Flöten- principal 8' 

Hohl -flöte 8' 

Bourdon 8' 

Viola -di -Gamba 8' 

Positiv 

Bourdon 16' 

Salicional 16' 

Principal 8' 

Gedeckt 8' 

Salicional 8' 

Aeoline 8' 

Trompete 8' 

Schwellwerk 

Geigen -principal R' 

Spitz -Flöte 8' 

Lieblich -Gedeckt 8' 
Concert -Flöte 8' 

Dolce 8' 

Pedal 

Grand Bourdon 32' 
Quintbass 10 -2/3' 
Terzbass 6 -2/5' 
Principal Bass 16' 

Violonbass 16' 

Subbass 16' 

Bombardon 16' 

ORGAN OF VOTIV-KIRCHE, VIENNA 

Gemshorn 8' 
Quintaton 8' 

Posaune 8' 
Octav 4' 

Rohr -flöte 4' 
Flöte 4' 

Clairon 4! 

Fagott & Oboe 8' 

Octav 4' 

Hohlflöte 4' 

Spitzf löte 4' 
Corno 4' 
Super -Octav 2' 

Mixtur V 

Clarinette 8' 

Fugara 4' 
Travers -f lóte 4' 

Gemshorn 4' 

Piccolo 2' 

Octavbass 8' 

Flötenbass 8' 

Violon -cello 8' 

Bourdon 8' 

Trompete 8' 

Octavbass 4' 
Clarino 4' 

Octav 2' 

Cornettino 2' 

Quinte 5 -1/3' 
Terz 3 -1/5' 
Nazard 2 -2/3' 
Mixtur VI 
Scharff III 
Cornett V 

Walcker, 1878 
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APPENDIX II 

CHRONOLOGICAL LIST OF RHEINBERGER'S ORGAN SONATAS 

Sonata Key Opus Year ¡ Movement Scheme 

1. Cm 27 1868 Práludium; Andante; Finale (Fugue) 

2. AM 65 1871 Grave -Allegro; Adagio Espressivo; 
Finale (Fugue) 

3. GM 88 1874 Pastorale; Intermezzo; Fugue 

4. Am 98 1876 Tempo Moderato; Intermezzo; 
Fuga Cromatica 

5. FilM 111 1878 Grave -Allegro Moderato; Adagio 
non Tanto -Allegro; Allegro Maestoso 

6. Om 119 1880 Preludio; Intermezzo; Marcia 
Religiosa; Fuga 

7. Fm 127 1881 Preludio; Andante; Finale (Grave, 
Vivo, Fugue) 

8. Em 132 1882 Adagio- Fugue; Intermezzo; Scherzoso; 
Passacaglia 

9. B'm 142 1885 Praeludium (Grave -Allegro Moderato) : 

Romanze; Fantasia and Fugue 

10. Bm 146 1886 Prelude and Fugue; Theme and Varia- 
tions; Fantasy and Finale 

11. Dm 148 1887 Agitato; Cantilena; Intermezzo; 
Fugue 

12. DM 154 1888 Phantasie (Maestoso Lento -Allegro 
Agitato): Pastorale; Introduction 
and Fugue 

13. E M 161 1890 Phantasie; Canzone; Intermezzo; 
Fugue 

14. CM 165 1891 Praeludium; Idyll; Toccata 

15. DM 168 1892 Phantasie (Andante Amabile- Agitato); 
Adagio; Introduction and Ricercare 

16. G #m 175 1893 Allegro Moderato; Skandinavisch; 
Introduction and Fugue 
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Sonata Key Opus Year Movement Scheme 

17. BM 181 1895 Fantasia (Moderato Grave - 
Poco Animato- Grave); 
Intermezzo; Introduction 
and Fugue 

18. AM 188 1897 Phantasie; Capriccio; Idyll; 
Finale 

19. Gm 193 1899 Praeludium; Provenc5alisch; 
Introduction and Finale 

20. FM 196 1901 Praeludium; Intermezzo; 
Pastorale; Finale 
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