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CHAPTER I
INTRODUCTION

Bach preceded the writing of the St. Matthew Passion

by two other Passlons, the St. John Passion and the St. Luke

Pagsion. All were written for the same purpose; to be perw
formed at the Haster services in the chureh where he served

as organist. 1In the wrlting of the St. Matthew Pagsion,

Bach seems {0 have culminated sll his dramatic and musical
Instinets in creating a vivid plcture of the event most ine
fluential in the Christian world,

The style of the earlier Passions is more youthful

than that of the St. Matthew Passion.l They were more dra=-

matic, though not as lyric; also, they were not as coherent,
lacking the remarkable quality of unity that the St. Matthew
Paggsion portrays. The recitatives and ariosos of the St.

Matthew Passion convey more expressive force, with more varied

and elaborate accompaniment, than these earlier Passions.

With the 8t. Matthew Passion we have arrived at the
end of the history of the musical setting of the
Bibllcal drams. Bach's works carrled the genre %o
its ultimate and unsurpassable height. The orato-
ries continued to flourish, and the succeeding genw
erations produced many masterpieces in this form.2

lpaul Hugh Lang, Music in Western Civilization, Chap. II.

21b1d., p. 502.




Bach composed his Ste Matthow Passion to be performed
for the Good Friday music at the St. Thomas Church st

Lelpsig in 1729. With the death of Bach, the composition
remained forgotten until it was revived, with tremendous
success, by Mendelssohn in 1829, exactly one hundred years
after Bach's firast performancs.
The first performsnce of the St. Matthew Passion
took place on Good Friday, Aprll I5, 1829, at after-
noon service. It would be rash to supposs that the
heavens could at once appreclate it in all its sige
nificance. 3 Time alone brought due recognl-
tiono-oc' .

Today, the B8t. Matthew Passion appears in concert per=-

formances rather frequently, with the greatest sololsts,
choirs, orcheatras, and conductors performing it in great
admiration. "One of the best and most effective means of
popularising rsical masterpleces is to perform them in pube
lic. In that way works of merit secure a widening audience."4

With all its elaborations the St. Matthew Passion
is the most widely accepted of the worldt's musical
‘masterpleces. Written around an event which Weat-
ern civilizatlon has come to regard as the turning
point in human history, it 1lluminates it with a
penetration and a concentration of power scarcely
equalled by the evangelist himself. Its annual
performance in many Christian churches has become
an institution.5

SPnilipp Spitta, The Life of Bach, Vol. 2, Book IV,
P bE8. ‘ . . .

47. W. Ponkel, John Sebastian Bach, Introduction,
Pe xxvi. . .

SDickinson, The Art of Bach, Chap. VI.




Large scale productions, however, frighten the average
or amateur musician who, as an enthusiast of Bach, would en-
Joy presenting this music with the materials at hand in his
own realm, The more courageous are foiled and hindered from
taking advantage-of their ambition because of the numerous

questionable problems of correct Bach interpretation.

Statement of the Problem
This subjeot haa been chosen by the writer for the
purpose of discussing these problems of performance, aris-

ing with the composition, the St. Matthew Passion, by J. S.

Bach. Since Bach was a German and wrote in that language,
the edition used is called the American edition. The per-
formances in Americe are, with few exceptions, based upon
translations which must be accurately edited so as not to

obacure Bach'a intentions.

Need for the Study

This project is concelved as a practicel subject, in-
tended to be of value to conductors and performers, in
addition to the immediate value of study which it gives the
author. It seems llkely that no such project has been
written previously, and 1t is the hope of the author that
this discussion will prove beneficlal, with reference to
further enlightment and clearer understanding, to any #ng-
llsh speaking people concerned with interpreting the score
of the St. Matthew Passion.




Sources and Valldity of Data
Bearing in mind the problems of performance, this study
1s not an analysis of the St. Matthew Passion, but a discus=-

sion, dividing into chapters the prinecipal intentions of Bach,
using his own performence of the score as a gulde for the'most
accurate solution. The material in Albert Schweitzem's boolk,
J+ 8. Bach, was considered authentlec and reliable, as 1t per-
tains to performing and interpreting Bach. The book, Bach's
Orcheatra, by C. 8. Terry was useful for comparing the instru-
ments of the elghteenth century with those in use today.

In order to compare the demands of the original score
wlith other scores re-edited; the Bachgesellschaft IV, svail-
able through microfilm, was studied. This revealed any al-
terations in the Engllish scores produced through translation.
It indicated the flgured bass for the organ and cembalo,
valuable for comparison with the reallzations of the figured
bass parts. Also, the Bachgesellschaft score indiceted the
instruments Bach intended for each selection, which guided
the suggested organ registration included in the final chape

ter.

Organization of the Study
The results of the investigation of the material are
divided iInto chapters, including the following: "The Varia-

tlons in Notetion Due to Translation,” as severalllanguagea




are involved; "Orchestra of Bach," comparing the instruments
Bach used with those that take their place today; "Pitch

of Bach's Time," compared with pitch today; *Probl ems of
Performance," including dynamics, ornaments, phrasing, end
accentuation; "Suggestions for Balance," deallng with size

of choir and orchestra and including suggestions for adapt-
ing the plano to harpsichordal tone; and "Organ and Cembalo,™
comparing their parts with the originel figured bass and "
including an organ reglstration to guide organists in pPro-
ducing Bach's tone.

These chapters, when possible, present more than one
viewpolnt for discussion. There are several schools of
thought for interpreting Bach, with useful suggestions in
each of them. Muslcal examples are included for clarity
whenever the explanations are derived directly from the

8COre.




CHAPTER II

THE VARIATIONS IN MUSICAL NOTATION
DUE TO TRANSEATION

The essential difficulty to overcome in translating the
text of & vocal score from one language to another is to meke
a translation of poetical'ideas which follow the rhythm in-
tended originally by the composer in his music. Problamﬁ are
numerous; words having the same meaning in two languages
frequently are not a,nonymﬁus in their syllablés¢ Sacrl-
flces are necessary. Zither the rhythmic notation must be
altered to fit new words, or the use of a word of the same
number of syllables as in the ériginal text must be sought.
The latter sounds simple enough, and yet, often such trange
latlons must employ awkward or archalc words, which destroy
the original beauty of the text.

As a composer Bach had a definite meaning for every
phrase or pattern of music. To tamper with them, or change
them in any way, could be dons only by Bach himself, for no
other editor or‘compoaer yet has achieved his genlus.

Bach's melodles are among the most precious treasures
in music. . . . The rhythm of a melody 1s, of course,

an essential part of the melody and as such must be
preserved,

1y, s. Drinler, Texts of the Choral Wonks.ggﬂg.lg. Bach
in English Translation, Vol. I, Ds 3e A

6




Therefore, confronted with the task of translating a text from
one language to another, it 1s advisable to adopt the text to
the music, not the music to the text.

In the vocal score of the Bach St. Matthew Passion,

Troutbeck has succeeded in making a very satisfactory and
understandable traenslation, though many questionable altera-
tions ocour in the rhythmic notatlon. The words used are some-
times stllted and unnatural in their attempt to imitate Biblleal
texts., However, to understand any changes in notation, 1t is
best to look at them individually whenever a change oceurs. In
the following discussion, the author has carefully compared the
original score of Bach with the ZEnglish edition offered by
Schirmer. Every change in rhythm is desoribed with exact musi-
cal examples to 1llustrate each occurrence. Most of these ex-
amples will be found In the recitatives which portray action
and description. They are usually declamatory or conversas
tional, offering a wedlth and variety of material which care-
ful study could adapt exactly with Bach's msical notation.

No. 1. "Come, Ye Daughters?*

Come, ye daughters, share my anguishj
(Kommt, 1lhr Tochter, Helft mir klagen,)
Sée Himi Who? The Bridegroom see. '
(se- het den  Brau- ti~gam,)

See Him! How? A Lamb is He.
(seht ilm els . wie ein Lamm.)

#This selectlion and those to follow are from Schirmer's
edition of £¢t. Matthew Passion .




S5ee 1t! VWhat? His Innocence.
(Se-het, deht die Ge-dul,)

ookl Iook where? On our offerce.
(Seht Wo- him? euf vnsre Shuld.)

ook on Him for love intense
(8¢~ het ihn aus Eieb und Huld)

On the cross content to langulsh,
(Holz Zum Kreuze selber tra=gen.)

Chorale

0 Eamb of God, most holy,
(O Lamm Gottes wnschuldig,)

The biltter Cross wndergoing
(am Stamm des Kreuzes geschlachtet,)

0 Baviour, meek and lowly,
(allzelt erfund™m geduldig,)

Despite and scorn only knowin ’
(Wiewohl du warest verachtst.

The sins of Man Thou're beariﬁg
(All Simd hast du getragen,)

Hlse were we left despairing.
(sonst mussten wir ver-za-gen,)

On us have mercy, 0 Jesusl
(Er barm dich un-ser, O Je- su.)

The first chorus, "Come Ye Daughters,® coincldes in
every volce with the nhéthmic notation and"phrasing Bach wrote

in his German text.

No. €« "When Jesus Had Finished®
Recit. ) ' " ) )

When Jesus had finished all these saylngs, He sald to
His disciples: Ye know that after two days ia the
Pagssover, and the Son of Man shall then be delivered
up to be crucifled,




(Da Jesu dlese Rede vollendet hatte sprach er zu
selnen Jungern: Ihr wisset, dass neach zZwel Tagen
Ostern wird, und des Menschen Sohn wird uberantwortet
werden dass er gekrauziget werde.

This recitative has only one notable change which comes
in the sixth measure. The Snglish edition has a quarter note
on the word "up," while the German score has two eighth notes
on the word "werden." This is perhaps the most satisfactory
trenslation that could be used. The King James Version of
the Passion, according to St. Matthew, reads, "The Son of
Han is betrayed to be crucified."® More adaptable to the
music of Bach are the words indicated here, "the Son of Man

shall be delivered up to be crucified.”

L £y

LEA?*LJJ—;,“‘;*J,_?_}‘

Then=- be Del= liv- ered up to

T

g JL;V,‘*\;_.XV, A

U - ber-ant-wortet werden, dass

Fige l.==Altered notation due
to one syllable against two.

%fhe Holy Bible, King James Version, "Gospel according
to St. Natihew,” Eﬁap..zs, Verse 2.
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No. 3+ "0 Blessed Jesu'

Chorale

0 Blessed Jesus, How hast thou offended,
(Herzliebster Jesu, was hast du ver=brochen)

That such a doom on thee has now descended?
(dass man ein solch hart Urtheil hat gesprochen?

of what misdeed hast thou to make confession,
(Was ist dle Schuld, in was fur Mis-se-tha-ten)

0f what transgression?
(bist du ge- ra-then?)

The metre for the text in this chorale is adaptable per-
fectly without any changes %o the chorale music Bach wrote.

No. 4., "Then Assembled the Chilef Priests”
Rﬁcito . -

Then assembled the chlef priests end the scribes to=-
gether, and the elders of the people, within the
palace of the High Priest, who was called Calaphas,
and they consulted how by craft to lay hands on
Jesus, and kill Him. But thus they said:

(Da versammelten sich die Hohenpriester und Schrift-

gelehrten, und dle Altesten im Volk in dem Palsst

des Hohenpriesters, der da hiess Caiphas; und hiele

ten Rat, wle sle Jesum mit Listen griffen und téte~

ten. Sie spra-chen aber:) . |

Several changes are found within this recitative, the
Tirst sppearing in the beginning measure. The English has
.F .| .P for the word "assembled" and a quarter note for the
word "chief." In the German a;épears -F.l\ ,F f ,P with the
words "Versammelten sich," while "Hohen" has two eighth notes

to sepérate the two syllaﬁles in the word.
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B )

Then sas~sem~bled the chief -

R =SSO

Da ver~same-mel-ten sich die Ho~hen

Fig. 2.-=Altered notation due to
three syllables against five.

P

The third measure has » ~' for "people,? while the
original hes an eighth note for the word "Volk."

El-ders of the peop-le, with-in the

Al-te~sten Im Volk in dem Fa-

Flge 3.=--Altered notation due
to two syllables sgeinst one.

In the fourth measure, "palace of the" is described

FF 1§

masically ~ » but in the German only two eighth notes

are necessary for the words are "Pa-lasst dea."




Pal-ace of the high Priest, who was call-ed

last des Ho~hen prie-sters, der da hiess

Flg. 4.~-Altered notation due to four
syllables agailnst two.

The fifth meessure is rewritten ~F r \ for "they consulted,
N o
while the German "hielten Rot" required \}\\‘ ~\ .

M\f, oy

Cal-g~phas, and they con-sult-ed how by

Ca~i-phas; umnd hi-el-ten Hot, wie sie

Flg. S.=-~Altered notation due to
four syllables against thres,

The Bnglish strongly emphasizes the words, "kill Him," in
measure seven, by two emphatlc quarter no tes » but in the
German the three syllable word, "to~t-ten,® found there

MR

requlres ‘. VvV &,
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Xill Him. But thus they

E R I EN:

To -~ te - tem. 8le Spra-~chen

Flg. é.--Altered notation duse
to four syllables against three,
The elghth and last measure has a quarter note for the single
word "said," whille Bach's text has two eighth notes on the
word "aber." GHere, it would seem, the translator could have
used & two syllable ¥nglish word such as "replied" or
"answered," which would not only have the same meéning but

would‘also-amploy Bach's Intended rhythm.

é{\ ??

Saids

Pige 7e==Altered notation
due to one syllable sgainst two,
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¥oe. 5. M™iot upon the Feast®
Double Chorus | |

Not upon the feast, lest haply an uproar rises
among the people.

(Ja nicht auf das Fest, auf dass nicht ein
Aufruhr werde im Volk.)
Only one revision was necessary in the translation for
this chorus. "Rises among" in the last measure (measure 6)
\ . -
is written 'l -P -Fr'while in Bach's score ,P,P,l‘ is used with

the word "Auf-ruhr wer (de)."
\ "

s W ' Y7
ES\T‘%;E_.___v_____;;;**-“i“_ég—zgjd

= 63 a~-mong the~ peo-ple

Y
AY

- ralr wer-de im volk

Fige Be--Altered notation due
to four syllables against three.

No. 6, "Now When Jesus Was in Bethany"
Recit. ’ '

Now when Jesus was In Bethany, in the house of Simon
the leper, there came to Him & woman, who had cause
of exceeding preclious ointment, and poured it on His
head, as He reclined at meat. But when His dlsciples
saw 1it, they hed indignation, and saids: .

(Da nun Jesus war su Bethanien, im Hause Simonis des
Aussatzigen, trat zu ihm ein Weib, das hatte ein Glas
mit kdostlichem Wasser, und goss ess auf seln Haupt, da
er 2Zu Tische sass. Da das selne Junger sahen wurden
8le unwlllig und spracheny)
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The first necessary change for thls recitative comes in

the second medsure. The words in ZEnglish are "in the house®

3

written - ,F Pbut in German the words "im Hause" are written

reF

M

t) *gﬁ:ﬁ WY ““‘p ‘\t ﬁ_j

Beth~a-ny, in the house of Si~mon the

. Y

| J;.*’gt_g: \*j o =

tha=-nl~en, im Hau-se Si-mon-is, des

g

F el
‘ia

Flge Q.~=Altered notation due to varied
accents of three syllables.
In the third measure the words "leper, there came," it

~ "~ . . " :
reads .\ .FY .l .P s but the German words, "Aussatzigen trat"

are expressed 'P .F .F .P 7'{,\?.

:ﬁ-\

Aus-aat-zi-gen, trat zu ihm ein

Fige 10e=~Altered notation due to
four syllables ageinst five.

In the third measure "women" is written vF F end "of
exceeaing” -(\ .F .F .\ while the Germsn words, with fewer
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. i
syllables, ™ieib™ and "mit kost- (lichem)" arse written J
ang A |

Y A PR -, S Y, =
R

Wo-men, who had a cause of ex~ceeding pre-clous

Wieb, das hat-te ein Glas mit kost-li~chen

—

Fig. 1l.--Altered notation dus to four sylla-
bles against two. _

No. 7. "To What Purpose Is This Waste"

Chorus

To what purpose is this waste? For this ointment
might have been sold for much, and it might have
been glven to the poor.

(ozu dienet dieser Unrat? Dieses Wasser hatte
mogen teuer verkauft, und den Armen gegeben werden.)

The changes are slight in this chorus and are again the
result of a senslble translation with words tha§ 8plit the
rhythm to add more notes for the increase in syllables. The
first change 1is found with the tenor on the words "might have
been® in the fourth measure. This change also occurs in each
volce when thess words are stafed; in the bass and alto,
measure five, and in the soprano, measure six. The rhythm

PR J] f
is ¢ ¢+ ) altered from.Jas Bach wrote it for the word

"hatte.”
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#8 7 IRV Iy Py _‘\i; 1\ - i!‘: \: \l
Ei?j_izy'“uq;f"”\;ﬁfi:i{;:”%}_ﬁj“ffﬁmfi': R o
) \ - = _

Waste? For thls Ointe-ment might have been

0 \ K LY \h

R e T et S

Un - rat? Die - ses Was « ger hﬁt - te

Pige 12.=~Altered notation due to three
syllables agalnst two.
In the elghth measure several changes occur. First is
with the alto. In English "to the poor™ is sung in three
syllables, but in Germen "werden” is only two ayllables.

Wer = den, den Ar-

Fige l3.-=Altered notation
due to three syllables against
two.

Two changes are found with the bass In this measure.
The word "poor" is sung on a quarter note, but in German,
Y
"werden® on } J « Also appears "might have been® for

*werdenﬁ as i1llustreted above.
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Poor, For this Ointement might have been

foomet
_—);

5||

| i)
ALl
¥

E i RE T s

N \

Wer~den, Dis-ses Was-ser hatete

Fig. l4.~=41tered notation due to one
syllable against two.

The last measure 1s altered in the soprano. Their words

M 1)

"to the poor," expressed ¢ » o appear with Bach ¢ o on the

word ”werden,” due to the added syllable in the English.

o

Mﬂ =

Gilven to the poor.

R

~Ge=ben wer - den

Flg. 15.=~Altered notation
due to three syllables against
two.

No. 8. "When Jesus Perceived It"

Recit.

When Jesus perceived 1t, He sald to them: Wherefore
trouble ye the woman? It 1s s good work that she
has wrought: for ye have always the poor with you,
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but me ye have not always. For in that she hath
poured this ointment on my body, it hath been done
to prepare me for my buriel. Verily I say unto you,
wherever in time to come this gospel is preached in
all the world, shall also be told, in her remem-
brance, what she hath done.

{Da das Jesus merkete, sprach er zu ihnen: Was
bekummert ihr das Weib? BSie hat eiln gut Verk an mir
getan: Ihr habet allezelt Arme beil euch, mich aber
habt ihr nicht allezelit. Dass sle dles Waasser hat
auf meinen Leib gegossen, hat sle getan, dass man
mich begraben wird. Wahrlich, ich sege euch. Wo
dles Evangelium geprediget wird in der ganzen Welt,
da wird man auch sagen zu ihrem Gedéchtnis, was sie
getan hat.)

In measure four of thls recitative .F ,F is found in
the ZEnglish translation for the word "woman"; but the word

Y"weib!" in German has only one syllablé and is written ol\ .

b

P

A AN
s 1Y i}
"1 }
]

i
J V-

Wo-man? It 1s & good work thet she hath

\ ol Iy

| b
i L]
7

i Y/ L WY .

P
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b
T
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et
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¥
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¥
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7
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e

1

|

3
-

.
¥

be o+
1

A A A
1 ]

i \ o T S |

Welb? 8ile hat em gut werk an mir ge-

-
-
——

<

Mg. 16.~=A1ltered notation dune to two
syllables against one.

In measure seven the word "always" appears in BEnglish

expressed 'ﬁ .l » but with Bacl:x it ishwritten or .F'f .\ for

the words "nicht allezlet.®
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2

R
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Me Ye have not al-ways

(‘- \fﬁ N i}' L] I/ ?‘ ’T l’i; -
ey = £

' “h 5 I ¥ &
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-
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foaf—rt *
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e

ot

a-ber habt ihr nicht al-le-zelt

FPig. 17.--Altered notation due to
three syllables against four.

The eleventh measure has a slight change for the word

e

"Verily," notated ¢ « ' , which is expressed "Wahrlich"

.‘\ .(: in German.

*
o

{ & ;)' B
%’;{.;wﬁ\% - :é*—i:tb j}j -‘ :Uj
Bu~-riel Ver-i_ly’ I

Wird Wahr-1lich, ich

Fig, 18.=--Altered notation
due to three syllables sgainst
two,

The last change occurs in the fourteenth measure.
There on the words "told" and "her' appears . and .‘\- but
in the German the words are "sagen” and "ihrem," both with

tErr,
'

two syllables, written
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world, shall al-go be told, In her ree-

“y

EREE == ATs-SAIEE

Welt, da wilrd man auch sa=-gen zu ih-rem Geo~

Fige 19.,~==Altered notation due to one
syllable against two.

Fo. 9. Y0 Blessed Savior®
Recit.

0 blessed Saviour, grant
{Du lileber Hailand du,)

Though there may ihd;gnation have,
. {wenn delne Junger toricht streiten,)

Because thilis woman's c¢are
(dass dieses, fromme Weib)

With olnitment would prepare
(mit Salben deine Eelb

Thy body for the grave:
(zunm Grabe will bereten:)

Yea, this we ask for, thls we want,
(so lasse mir inzwischen zu,)

That we, our eyes with tears o'er flowing,
(von meinsr Augen Tranenflussen)

May penitence unfeigned be shewing.
(ein Wasser auf dein Haupt zu glessen.)

This is an erioso style recitative and is not as declame

atory‘as the previous ones. Therefore, the only differences
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found occur at the end of phrases where monosyllabic words

take the place of two syllable German ones. In measure three
N

the word 1s "have," written J , While the German is ¢ J‘on

the word “strelten."

Junger to-richt strel-ten, dess

Fig. 20.==-Altered notation due to
one syllable sgainst two,

In measure six the case is the same for the words "(the)

grave®™ and "bereiten."

O e
N (=g
V

Bod-y for the grave; Yes,

[ ==

‘\_..T_

Gra~be wlll be~re~ten; so

Pig. Zl.~-Altered notation
due to two syllables agalinst
three,




Ho. 10. "Grief and Pain?®
Arie '
Grief and pain, grief and paln
(Buss und Reu, Buass und Reu, )}

Rend repenting hearts in twain.
{knirscht das Sundenherz entzwel,)

Hay the angulsh of my spirit
(dass die Tropfen meiner Zshren)

In Thy sight acceptance gain.
(eangenehme Spezersel,)

kord, Thy favour I would Merit.
(treuver Jesu, dir gebaren.)

A translation for this aris was arranged without neces-
gitating any changes in the notatlon whatsoever. The pre-
vious recitetive and thls aria were added to the 2t. Matthew
text by Bach. Thls was probably to express verbelly his own
feslings'concerhing the Passion story as he read the words,
and then it also gives an opportunity for an alto soloist to

take part in the performance.

¥o. 11. ™Then Went One among the Twelve"
Recit. - | | ‘

Then went one among the Twelve, Whose name was Judas
Iscariot, to the chief prlests, and he sald: How
much will ye give me, if I to you deliver Him%? And
they weighed to him thirty silver pleces. And from
that time sought he opportunity, that he might be~
tray Him.

(Da ging hin der Awclfen elner mit Namen Judas
Ischarioth, 2zu den Hohenprisestern und sprach: Was
wollt ihr mir geben? Ich will 1hn euch verraten.
Und sie boten ihm dreissig Silberlinge. Und von
dem an suchte er Gelegenhelt, dasa er ilhn verriets.
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The first measure of this recitatlive has & quarter note
on the word "twelve," but the CGerman score requires two

eighth notes for the two syllable "einer."

é%j v : A P g pm—
A e s S s N “+*4.;ﬂ
=S s

Then went one s-mong the twelve

S e W | | ST W
S ATR— 5 o g s U A0 ) B
B o S o W PSS W US4
' 7 9] S S

Da ging hin der Zwolfen el-ner

v

|

Flg. 22.==Altered notation due to
one syllable against two,

Again in the sixth measure on the words "de-liver Him?”
1s found PIX while Bach wrobe o 4 for the word "ver-

x‘&teno

ra-ten.

Flg. 23.-=-Altered notation
due to three syllables against
two.
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No. 12. "Bleed and Bresk, Thou Loving Heart!

Arias

Bleed and break, Thou loving heart.
(Blute nur, du liebes Herz!

Ahtl a child whom Thou didst'nourish,
(Ac¢h, ein Kind, das du erzogen,)
Ahl & friend whom Thou didst cherish,

(das an deiner Brust gesogen,)

He doth gather foes arowmnd Thée,
{drocht den Pfleger zu ermorden,)

He doth like & serpant wound Thee.
{denn es ist zur Schlange worden.)

This arlis, added to the text of Bach, has no changes
in the rhythm for the English translatlion.

No. 13. "Now on the First Day™
Reecit. ” | ”

Now on the first day of unleavened bread came the
disclples to Jesus, and sald unto Him:

(Aber em ersten Tage der siissen Brot! traten dle
Jinger zu Jesu, und sprachen zu ihms)

‘This recitative is very brief, lasting for only three
moasures, but the English words chosen coincide exactly
with the rhythmic notation Bach chose for his German text.
However, in comparing Troutbeck's translation with thet in
the King James Blble, several sentences sre altered which

seem unneéeasary. The words in the Bible, *the disciples
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" are perfectly adaptable to

came to Jesus saying unto Him,
Bach's score. It would seem advisable to use this version,
for not only is 1t egqually as correct, but also is the ac-

cepted and authentle recording of St. Matthew's description.

No. 14. ™fhere Wilt Thou"
Choruss

Where wilt Thou that we prepare for Thee to eat
the Passover?

(Wo, wo willét du, dass wir dir bereliten das
Osterlamm zu essen?)

The only change in this recltative comes with the word
"passover,! corresponding to the word "essen" in German. It
is ehanged'threa times in the chorus; the flrst in meaaur?'\ .
six with the rhythm (in the soprano and alto) changed to » o v
from Bach's lndicated J J\ » The bass and tenor have the

. same measure seven and all four voices together in the last

measure (eleven).

A
<
]

]

Pags - 0 -~ ver,

L
’ i
...... [ 4
¥ e

|

N\

es - gen?

Esn '

ps SR

Fig. 24.-=Altered notatlon due
to three syllables against two.

3The Holy Bible, King James Version, "Gospel according
to St. matthew,T Chap. 26, Verse 17. .




No. 15, "He Said: Go Ye into the City™
Recit. | |

He said: Go ye into the clty to such 2 men, and
say to him: The Msster salth to thee: my time is
8t hand, T wlll keep at thy house the Passover with
my disciples. The dlsciples dld as Jesus had ap-
pointed, and made ready the Passover. And when
evening came, He sat down to meat with the twelve.
And He sald, as they were eating, Verily I sey unto
you, one of you shall betray me. And they grew ex~
ceedlng sad; and they began, each one of the dis-
ciples, to say unto Him:

(Br sprach: Gehet hin in dle Stadt zu einem, und
sprecht zu ihm: Der Melster lasst dir sagen:
Melne Zelt ist hier, ich will bel dir die Ostern
halten mlt meilnen Jungern. Und die Junger taten
wle ihnen Jesus befchlen hatte, und bereiteten das
Osterlamm. Und am Abend setzte er sich zu Tiache
mit den Zwolfen, und da sie assen, sprach er:
Wehrlich, ich sage such: Elner unter euch wird
mich verraten. Und sie wurden sehr betriibt und
hubﬁ? an, ein jeglicher unter ihnen, und sagten zu
ihms

Manj changes occur in this translation. In the second

measure on the words "city" and "such a" is found o_F -F and

.F f . In the German the words are "stadt" and 5] -nem™
o

with the notesg ¢

bt

RN S & u
i y " ‘

hin Iin die Stadt zu El-nem, und sprecht zu

Mig. 20.~=Altered notation due to two
syllables against one.
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Then in the fourth measure on the word "Thee" there is
& quarter note. Bach wrote two eights for the word "sagen.”
Again this change is due to the difference in the number of
syllableasa.

L
>

P s R et

Thee: My time 1is at

HUSHFRE

sagen: Mel-ne Zeit 1st

—

Fig. 26.=--Altered notation
due to one syllable agalinst two,
Keesure six has a triplet for the word "Passover'
but only two elghth notes are necessary in the originél
for the two sylliables in "halten."

Pass=o=-ver With My dis-ci-ples

hal « ten mlt mel-nen Jun-gem

Pig. 27.--81tered notation duse
to three syllables against two.
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Measure eight'begins with & quarter note on the word

"31d," against two elghts for the Germen "laten."

:T“r“*‘t‘%i?“p:i*\ gﬁ% L
Vg R

Did As - Je-sus had ap-

o B

ta-ten, wie ih-nen Je-sus be~foh-len

Mg. 28.~-Altered notation due to
one syllable against two.

In the ninth measure another change occurs. On the
I I

wopd “ready + ¢« 1s found, whereas the Germsn text has

\\‘\‘\ .
s 3V for the word "(be)=-relteten.”

e =

% N \\ e LAl \\I_ } 3

S " SN, S 1)/ U
LA

Pointed, And made read«y the

EER

- _k

EER ==

hat-te, und be-rei-te~ten das

Flg. 29.--Altered notation due
to two syllables against three,
Measure eleven progresses with a quarter note on the
word "meat." In German the word is "Tische" requiring a

rhythﬁ of two elghts.
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setz-te er sich zu Tische mit den

Flg, 30.=-=Altered notation due
to one syllable ageinst two,

The following measure beglns with the word "twelve"
with the notation & gquarter note. Also, "and He" is written

with two sixteenths. In German the wordahare
N N
"md" expressed o J

)7 ] T

L R/, S A S SV P ¥

17wolfen® and
ena I .

twelve. And He said, saa

Zwol~fen, wd da sie

Flg., 3l.-=-Altered notation due
to one syllable against two.

The thirteenth measure has - oFoF for the word "verily"

hl -
while Bach wrote J }'to mateh the two syllables in "Warlich."
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Ver « 1 - 1y say to

Wahrlich, ich sa = ge

p‘?q'
f‘#*

Filg. 32.~-~Altered notation due
to three syllables against two.

In measure fourteen there is an eighth note on the
word "one" for it has only one syllable, but in the German

it is written -F-F for the two syllables in ¥Einer."

Pig. 33.-=Altered notation due to
one syllable sgailnst two.

The last measure (eighteen) has two eighth notes on the
Fy

word "of" with o ¢/ indicated in the Germsn for the word
"Jeg-11cher." -

ﬁgﬁi \v 1§ ”*Ttﬁ ‘:?ﬁ“mvw¥
F=r 2=

One of the dis-ci-ples, to say un-to

I B == TN B

Jeg=li-cher un-ter 1h~nan,und aag-ten zu

'PHTJV

Fige O4+==Altered notation due
to one syllable sgainst two.
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Comparing this text as & whole with that in the Bible,
it seems several alterations occur that might have been
avoided. For example, changing the rhythm for the word "daid"
in measure eight would have been umnecessary il the Biblical
text, "and the discipies,"® instead of "the disciples” was
used. This would have the syllables "-ples aid" falling at
the beginning of measure elight, requi'x"ing two aighth notes as
Bach wrote in the original edition, ILikewise, in measure
nine, using the Biblicel words, "and they made reedy,"® would
cause the notatlon to be exact with Bach's. "Made reéd-y,“
which needs two syllables, would then fall on what 1s now a
quarter note changed from two elghts in the original., In
measure fourteen "one' changes ‘FF . . Using "that one,"
as found in\ the "Gospel according to St. ¥atthew,"® would
require -F o“ . | M

Chorus: Xord, 1s it I?
(Herr, bin ich's?)

After this recitative, the chorus, depi-cting the twelve
disciples, bresk forth in chant, "Lord, is 1t I?" This is
exactly the text of the Blble but differs from tﬁ_e German.
The Germen requires only one sylleble, "bin," wrlitten .\’ ,

while the English "is 1t" requires F .F.

41he B Bible, St. James Version, "Gospel according
to 8t “ﬁtfﬁ T C'Eip. 26, Verse 19. .

S1vid.

6Ibid., Chap. 26, Verse Zl.
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Herr, bin ich's,

Pig. 38.~=Altered notation due
to two syllables agsinst one.
Fach time this is repeated, which is at least once,
though frequently twice, in eesch measure by all volces, the

change ocecurs.

No. 18. "The Sorrows Thou Art Bearing"
Chorale m

The sorrows Thou art bearing,
(Ich bin's, ich sollte bussen)

With none thelr burden sharing,
(an Handen und an Fussen)

On me they ought to fall.
{gebunden in der Holl'.)

The tor ture Thou art feeling,
{Die Gelsseln und die Banden,)

Thy patlent love revealing,
(un wes du ausgestanden, )

'Tis I that should endure 1t all.
{das hat verdienet meine Seel'.)
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This chorale, added to the story by Bach, agrees in

translation in every respect with the German text.

¥o. 17. "He Answered Them, and Said"
Recit.

He answered them, end said: He that his hand with
me in the dish hath dipped, even he shall betray me.
The Son of Man is about to go, as of Him it hath
been written: but woe unto that man by whom the Son
of Man hath been befrayed. It had been better, yea,
better for him, i1f he had not been born. Then
answered Judss, he that betrayed Him, and said:
Lord, is 1t I? He salth to him: fThou sayest.

And as they were eating, then Jesus took bread,
blessed 1t, and brake, and gave to the disciples,
snd sald: Take ye, eat ye, this is my body. And
He took the cup, and glving thanks, He gave 1t to
them, and said: Drink ye all of it. This is my
blood of the New Testament, which 1s shed for many,
for the remlssion of sins, I say wnto you, I will
henceforth not drink of this frult of the vine,
until that day when I shall drink 1t new with you
in my Father's kingdom.

(Zr antwortete und sprach: Der mit der Hand mit mir
in die Schussel tauchet, der wird, mich verraten.
Des Menschen Sohn gehet zwar dshin, wie von ihm
geschrieben stehet: doch wehe dem Menschen, durch
welchen des Menschen Sohn verraten wird. Xs ware
ihm besser dass derselbige Mensch noch nie geboren
ware. Da antwortete Judas, der ihn verriet, und
sprach: Bin ich's, Rabbi? =r sprach zu ihm: Du
sagestia. :

Da sle aber assen, nahm Jesus das Brot, dankets,

und brach's, und geb's den Jungern wnd sprach:
Nehmet, esset, das ist mein Lelb. Und er nahm den
Kelch, und dankete, gab lh~nen den, und sprach:
Trinket alle daraus; das ist das Blut des neuen
Testament, welches vergossen wird fur viele, zur
Vergebung der Sunden. Ich sage euch: Ich werde von
nun an nlcht mehr von diesem Gewschs des Weln stocks
trinken, bis an den Tag, da ich's neu trinken werde
mit euch in meines Vaters Reich.)
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The first change in this measure ocecurs in measure

L3 e \
four. On the words "shall betray" is written -r .“\ s bub

*

N
the German text "ver-ra-ten' needs only . .r
o an

v, \ e
I T N |
B e e

he shall be~tray Me, the Son of
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mich ver-ra~-ten. dem Men-schen,

Flge. 36.~=Altered notation due
to two syllsbles against one.

A dotted elght is found in measure eight for the word

A .
'whom™; in the German . .r -F is found for the words "welchen
des.“

. [ b Y - -
Fi":_ S i3 L Lj“ﬁ” t[_
A — L \1 - \V o X j

whom the Son of Man hath been be~

wel~chen des Men-schen Sohn ver~ra-ten

Flg. 37.-=Altered notation due
to one syllable against three.

LR L%
In messure thirteen "betrayed Him" has -r ,F f, but the

original calls for .‘\ .F » ‘due to only two syllables in

fgerriet.”
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%ﬁ% EEE = JESSES

he that be-tray-ed Him And sald:

3

der ihn ver-riet. 1md sprach:

Flg. 38.==Altered notation due
to three syllables against two.
PENF
Weasure eighteen has « + . . for the words "gave to
the dis-ciples," while Bach wrote I.Pibr the German words

"gab's den.”

e 5N \
[ Seve— s — T ¥ e
e M o \‘7/._ '11? y V7V — t\}

Brake, and gave to the Dis-cl~ples, and

brachts, und gab's den Jun~gern und

Flg. 39.==Altered notation due
to four syllables ageinst two.
Measure twenty~two has two eight notes on the word
"body." A querter note comes in the German for the single

syllable in "Leib."
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Fig. 40.-~Altered notation due
to two syllables agalnst one.
Another slight chenge is found with the q?rds it to"
in measure twenty-four. The English reads . + but in German

the word "ih-nen" needs an eight note only.

T\ L9 A, M "D"\
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ih-nen den, und sprachs

Fig. 4l.--Altered notation due
to two syllebles against one.
The twenty-seventh measure has two eight notes for the

words "of the," but in German it l1ls a quarter note for the

word "des,M
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This 1s my blood of the
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das 1st das Blut des

Fig. 42.-=-Altered notation due
to two syllables agalinst one,

The last change in this recitative occurs in the final

measure (fart'y}. "Kingdom," a two sylleble word in ZEnglish,

13 written o » é , but in German it is written ¢. for the

word "Reich."

T

King ~G0Me

e S—
Relch.

Fig. 43.--Altered notation due
to two syllables against one.
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No. 18. %Although Both Heart and Eyes Oterflow"

Regit.

Although both heart and eyes o'erflow,
{(Wiewohl mein Herz in Tranen schwimm)

8ince Jesus now must from us go,
{dass Jesus von ums Abschied nimmt,)

Yet doth His Testament the soul uplift,
{so macht mich doch sein Testament erfreut:)

His flesh eand blood, O precious gift,
(Sein Fleisch und Blut, o Kostbarkelt,)

Beqﬁeathed by‘Him, our Heavenly Friénd.
(vermacht er mir in meine Hénde.)

As He while in thé world did love His own,
(Wie er es auf der Welt mit denen Seinen)

By Him of old foreknown,
(nicht bose konnen meinen,)

He loves them still unto the end.
{80 liebt er sie bis an das Ende.)
This 1s an arioso style recitative, but several changes
are found In the voice part near the end. In measure ten
& quarter cccurs on the word "own." The German reads "Seinen,"

requiring two eighth notes instead.

FEY

o0 N . TR P
BN Ty 0 A N~
¥ ' i ) us—

LG T N L¥A Y \‘. S 7

world did love Hls own, By

Fig. 44.-~Altered notation due
to one syllable agalinst two.
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The other change appears in the succeeding measure and
is practlcally the same as measure eleven. The word "known"
has a quarter note, while In German the word %meinen' has

two elights.

b
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Him of old foreknown, He

SRS EaS e

bo-se kon~ nen mei-nsn, so

Flge. 45.~=Altered notation due
to one syllable against two.

Ne. 18, "Lord, to Thee My Heart I Proffenr"
Aris | | o ”

Lord, to Thee my heart I proffer,
(Ich will dir mein Herze schenken,)

BEnter thou, and dwell in me,
(senke dich, mein Hell, hinein.)

A1l I am or have I offer,
{Ich will mich in dir versenken, )
 Myself would I lose in Thee.

(ist dir gleich die Welt zu klein,)

Enow I not, Thy face to see
{ei so sollst du mir alleins

More than all the world would be?
{mehr als Welt und Himmsl sein.) .




This aria is translated without any changes in notation

from Bach's original. This and the foregolng recitative

are again additlons of Bach's to the Passion story, giving a

soprano voice the opportunity for solo performsnce.

No. 20. "aind When They Had Sung"
Recit.

And when they had sung a hymn of praise together,
they went out unto the Mount of Olives.

Then saith Jesus unto them: This very night ye
shall be offended because of me. PFor 1t hath been
writtens I will smlite the Bhepherd, and the sheep
of the flock shall be scattered abroad. But when
I am raised agein, then I will go before you into
talllee.

(Ind da sie den Lopgesang gesprochen hatten, gingen
sie hinaus an den Olberg.)

{Da sprach Jesus zu lhnen: In dieser Nacht werdet
lhr euch alle argern an mir. Denn es stehet
geschrieben; Ich werde den Hirten schlagen, und die
Schfe der Herde werden sich zerstreuen. Wenn ich
aber auferstehe, will ich vor euch hingehen in
Gﬂliléao)

In the third msasure of this recitative on the words

RFF

"unto the" is found + + + for the English translatiom.

The

German, however, has the word "hinaus” of fewer syllables

r e

and has » « for 1its notation.r
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They went out un~-to the Mount of O=lives

in-gen sle hin-aus an den Ol-berg

Pilg. 46.~=Altered notation due
to three syllables against two.

In measure four the words "Jesus" and "them" have been
Y ‘\

R \ ) -
changed to * -f and « from -‘ and « ¢+ in the German score

for the words *Je-sus" and "ihnen."
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Then salth Je«sus un~to themg
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Da sprach Je~sus zu ih-nen:

Flg. 47.=-=Altered notation due to
one syllable sgalnst two, causing two
varlatlions.

DN , \
Measure slx has + » for "offend-ed" and J for “of."
In the German 1s found an eight note for the word is "al~le"

and F:' for the words "ar-gern an."

ORI LA KSR i ~omas 6301 %, s 1
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fend=ed be-cause of me.

\ AT
TP | s i Mt vt
f R e e T e
Lawrd y \\lv_n' 19

al~le ar-gern an mir.

Fig. 48.~=Altered notation due to two
syllables agalnst one and one syllable against

two .
In the next measure there is an eighth note for the
word Ybeen," while two sixteenths appear in Bach's score .

for the words "ste-het ge-schrie-ben.® Also, there is « +

for the words T will® and .l“‘ in the German for "Ich."

A R e

For 1t hath been written: I will

EES S E= S5}

Denn es ste~ hat ge-achrie~ben: Ich

Flge. 49.~-Altered notation due to one
syllable against two and two syllables
against one.

The ninth measure has a8 quarter note on the word
F

"flock,™" .F for "scatter-ed." In the original is 0“ .‘\ on

the word "Her-de" and -\\ on the word "sich."
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Sheep of the flock shall be scattered a

Scha~fe der Her-de wer~den sich zer-

Flge. 50e==Altered notation due to
one syllable againat two and two sylla~
bles against one.
The lsst change comes In meassure eleven on the word

"awgain.” It is sung with a querter note, but the German

"er~3tehe"” has two eighths.

@?E _____ f}ﬁ { E{Liﬁ o =

I anm raisfed a-gain, then

B

a=-ber auf- er- gte~ he, will

Fig. 5l.-=Altered notation due
to one syllable against two.
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Noe. 21+ "From I11l Do Thou Defend Me"
Chorale

From 111 do Thou defend me;
(Erkenne mich, mein Huter,)

Recelve me, lead me home;
{mein Hirte, nimm mich an,)

New blessings dally send ms;
(von dir, Quell aller Guter,)

From Thee all good things“come.
(1st mir viel Gut's gethsn.)

Thy love full oft in kindness
(Dein Mund hat mich gelafet)

Hath milk and honey giveh;

(mit Milch wnd susser Kost,)
0 heal my mortal blindness, |
(dein Geist hat mich begabet)

And fix my heart on Heaven.
{mit mancher Himmelslust.)

The translation of thls chorale of Bach's is perfectly

suited to the music without sny alterations necessary.

No. 22. "Then Answered Peter'"
Reolt. | ”

Then answered Peter, and said to Him: Although all
men shall be offended in Thee, yet I will never be
offended. Jesus sald unto him: Verily I say unto
thee, that this night, before the cock crow, thou
shalt deny me thrice, Peter sald unto him: If I
must even die with Thee, yet will I not deny Thee.
Elkewise said all the disciples.

(Petrus aber entwortete, und sprach zu ihm: Wenn
sie auch alle sich an dir 4rgerten, so will ich doch
mich nimmermehr &rgern. Jesus sprach zu ihms:
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wahr du mich dreimal verleugnen. Petrus sprach zu
ihm: TUnd wen ich mit dir sterben musste, so will

ich dlch nicht verleugnen. Desgleichen sagten auch
alle Jinger.)

Several changes are found in this recitative, the first
coming in measure one. Thers is a quarter note on the word
“then" and two eights for the word "Peter." In the German
there are two elghts falling on the word "Petrus" and

on “ent-wortete."

B el e

Then anawered Pe~tey And

e

Pe-trus a«ber ant-wor~te-~te, und

Flg. 528.~~Altered notation due to
one syllable against two.
In the second measure "al-though' is written with a
quartér note, but in Germsn the words are "sie auch” requir-

ing two elghts.

fhEE

Al=-though

‘ Wenn gie auch '

Pig. 53.-=Altered notation due to
two syllables agalinst three »
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lMeasure three has » « « + for "all shall be offended!
snd a quarter note falls on the word "Thee."™ In Bach's
score we find .\\ ,(‘ with the words "alle" smd then -F-'- *» On

"argerten.”
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al~le sich an dir ar-ger-ten, so

Fige. S54.,~=Altered notation due
to four syllables against two and one
3yllable sgainst three.

Yy
Measure four has » + for "be of-fended,” while the

[

German has only + for the word "nim-mer-mehr,"

SI=EN

will ich doch mich nim-mer-mehr ar-gern

¥ig. 55,=~Altered notation due
to two syllables against one .

Every time the word "verily" is announced, there 1is

always an slteration. It appearé here in measure six,
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N~
written o j‘c , while in German the word is "wahr-lich,"

written OP OF

Ver«i-ly I say to

)
ma

AT M e—
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wahr-lich, ich sa-ge

Fig. 56.-=Altered notation due
to three syllables against two -

In measure twelve on the word "Thee" i1s a quarter note.

The original has two eights for the word "muss-te."

Thee, yet will I not de~-

A R = '>2i?ii‘

muss~te, 30 will ich dich nicht ver=

Figs 57e==Altered notation due
to one syllable against two .
The final change appears in the fourteenth measure.
There two sixteenth notes are found for the words "the dis-

ciples™ but in Bach's scofe there is only an eightﬁ note on
the aiﬁgle syllable "al-le."
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Sald al-so all the dis-ci-ples.

&

sag-ten auch sl-le Jun-ger.

Fig. 58.~-=-Altered notation due
to two syllables against one.

No. 23. "Near Thee Would I Be Staying"
Chorale

Near Thee would I be staying;

(Ich will hier bel dir stehen,)
0 Lord, distain me not; |
(verachte mich doch nichtil)

From Thee would ne'er be atréying,
{(Vvon dir will ich nieht gehen,)

How dark soe'er Thy lot.
{(wenn dir dein Herze bricht.)

Till Thou dost yield Thy spirit'
(Wenn dein Haupt wird erblessen)

To meet the stroke of death,'i
(Im letzten Todesstoss)

Thy'love I'd seek to merit,
(slsdann will ich dich fassen)

And soothe Thy latest breath.
in meinen Arm und Schoss.)

This 1s another chorale that has been translated

A e L A A bt e AL
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smoothly without requiring any elterations in the notation

or meaning.

No. 24. "Then Cometh Jesus with Them"
R@cito

Then cometh Jesus with them unto a place called
Gethsemane, and salith to His diseciples: 3Sit Ye
here, while I go yonder and pray. And He took
with Him Peter, and the two sons of Zebedee, and
began to be sorrowful, end very heavy. Then saith
Jesus to them: My soul is sorrowful, ev'n unto
death; tarry here, and watch with me.

{Da kam Jesus mit ihnen zu einem Hofe, der hiess
Gethsemane, und sprach zu seinen Jungern: Setzet
euch hler, bis dass ich dort hingehe, und bete.
Und nahm zu sich Petrum, und dle zween Sonne
Zebeddi, und fing an zu trauern und zu zegen. Da
sprach Jesus zu lhnen: Meine Seele 1st betrubt
bis in den Tod; bleibet hier und wachest mit mir.)

In the flrst measure of this recitative the word
tecometh” 1s written -F ¢ « 1In the German it is a single

syllable word "kem" written » .

peg=s |

Then com=-eth

Flg. 59.«-Altered notation due
to two syllables sgeinst one .




In the next measure "un-to" has an eighth note, but
two sixteenths are necessary in the German on the words

¥ihenen zu.”"

Je=sus mit ihe-nen zu ei~nom

Flg. 60.~~Altered notation due
to one syllable against two.

Measure three begins with & quarter note on the word
"place," followed by an eighth on "calleed.” The Germsn
differs by having two elghth notes on "Ho-fe," a sixteenth
rest, then a sixteenth note for "der." "

}_};T; ﬁ4~¥wf'“i. e e e ——
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¥

Place call-ed Geth-sem-a~-ne, and

Ho~fe, der hless Gethse-ma~ne, und

Fig. 6l.=-=-Altered notation due to
one syllable against two with a variation
caused by phrasing.
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In measure elight "And He"™ is written + ¢ . "And the"

L
is written 'F .F also. The German has -‘ on the word "und"

and ¢ again on the word "und.”

W = T el o)
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And He took with Him Peter, and the
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Tnd nahm zu sich Petrum und

—

-

Fig. 62.~~Altered notation due
to two syllables agsinst one-

Measure nine has & quarter note on the syllable "dee"

in "Zebedee." In the German it 1s two elghts felling on

"Zebo~dal.?®

) L .
dle Zween Son-ne Ze«be~da~l, und fing

Flg. 63. Altered notation due
to two syllables against one .

kP

In the tenth measure « » 1s found on "to be"; "sorrowe

ful and" is also written ." .P +« DBach wrote an eighth note in




both places for the words were "zu'" and "und."
\lbkf\‘ - b\".\"‘"

SRS ANETE

gan to be sor - row-ful, and ver-y
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an zu trau -« ern und zu

Fig. 64.--4)tered notation due
to two syllables against one.
Measure twelve has a quarter note on the word "them."
In the German it is two eighth notes for the word 15 "Ihnen, "
having two syllables. '

o

Je=sus to them:

P Y HSE - )

Je=sus zu ilh-nen:

Flg. 65.--Altered notation due
to one syllable against two .

No. 25. "Behold, How Throbs"
Solo and Chorus “ '

Behold, how throbs the heavy-laden breastl
(O Schmerzl hier zittert das gequalte Herz.)
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The spirit faints, with agony oppressedi
(wie sinkt es hin, wie bleicht sein Angesichtl)

He must alone the burden bear,
(Der Richter fuhrt ihn vor Geriocht,)

There 1s no help, no comfort near,
(da ist kein Trost, kein Helfer nicht.)

The powers of darkness overtaske Him,
(Er leldet alle Hollenqualen, )

His very friends will soon forsake Him.
{(er 301l fur fremden Raub bezahlen.)

Ahl if my love Thy stey could be,
(Ach, konnte meine Liebe dir,)

If I could weigh Thy grief, and share it,
(mein Hell, dein Zittern wnd dein Zagen)

Could make 1t less, or help to bear.it,"
(vermindern oder helfen tragen,)

How gladly would I watch with Theel
(wle gerne blieb ich hieri)

My Saviour, why should agony befall Thee?
(Was ist dle Ursach aller solcher Plagen?)

Ah, my offences thus to suffer call Thee.
(Ach méine Sunden haber dich geschlagen})

Yet I should bear the paln of my demerit,
(Ich, ach Herr Jesu, habe dies verschuldet, )

Not Thy sweet apirit.
(wie gerne blieb ich hieri)
This translation requires no changes whatsoever, fitting

perfeétly the score Bach wrote.
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No. 26. "I Would Beaide My Lord Be Watching"

Solc and Chorus

I would beside my Lord be watching,
(Ich will bei meinem Jesu wachen,?

That evil draw me not astray.
(8e schlafen unsre Sundenein,)

For my sake
(Meinen Tod)

He to dle will undertake;
(basset seiner Seelen Not;)

Hls sorrow joy for me secureth.
(Seln Trauern machet mich voll Freuden.)

The grieis that He for us endureth, :
(Drum muss wns seln verdienstlich Lelden)

How bitter, yet how sweet, are they.
(recht bitter und doch sésse sein.

Idkewise, 1n this selection occur no changes. Both of
these were added by Bach to the Passion dreme. They require
8 tenor soloist and chorus, adding variety to the usual

recltatives.,

No. 27. "And He Went a Little Farther!

Recit.

And He went a little farther, and falling upon His
face, He prayed, and sald: My Father, if possible,
then let this cup pass away from me; yet not as I
will, but as Thou wilt, .

(Und ging hin ein wenig, fiel nleder auf sein Ange-
sicht und betete, und sprach: Mein Vater, ist's
méglich, so gehe dleser Kelch von mir; doch nicht
wle ich will, sondern wie du willst.)
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In the first measure the words "went a" have J:.b ,
the word "1ittle" has this same motation alsc. In the Gep-

man, in each Instance, the notes are elghth notes on the

words "hin' and ”eing?

va‘-’; TR

And He went a lit-tle far-ther, and

Und ging hin ein we-nig, riel

Filg. 66.~~Altered notation due
to two syllables against one

The second measure begins with an eighth note on "fall,"

)
but in the German 1t 1s » J- on "nie~der.?

Fall-ing up-on His face, He pray«

%"%\} FLR=

Xie~der auf sein an-ge-sicht, und be-

Fig. €7.-~Altered notation due
to one syllable agailnst two

)

Measure four has «-+ « on "possible,” but is written

in the original on "mog-lich,"
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Fanther, ir pos-si-ble, then let this

Va-ter, ist!'s mog-lich, so ge~he

! KEF-II

Flg. 68,=-Altered notation due
to three syllebles against two.

The other change comes in the fifth measure. Two six~
teenth notes on "pass a-~" are written as an eighth in the

German score, failing on the word "die~ser.”

i ity i

tup pass a-way from me; yet

;_)_:é’_ N

dle~zer Kelch von mir, doch

Fige 69.~=Altered notation due
to two syllables against ones
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No. 28. "The Saviour, Low before His Father Bending"

Recit,

The Saviour, low before His Father bending,
(Der Heiland fallt vor seinem Vater nleder,)

Would bring to pass, by His oblation
(dadurch erhebt er mich und slle vans

A full salvetion,
{unserm Falle)

The love of God to man commending.
{hinauf zu Gottes Gnade wieder.)

Prepared is He, the cup, although it
bltter be, to drink

(Zr ist bereit; den Kelch, des Todes
Bitterkelt zu trinken)

The which with sins of man is filled,
(in welchen Sunden dieser Welt,)

And overflows. He would not shrink,
(gegossen sind, und hasslich stinken,)

But suffer all that God hath willed.
(well es dem lieben Gott gefallt.)

This is more of an aria than a recitative. The English
score contradicts itself by listing it as a recitative in the
index but calling it an aria when it actuslly appears in the
masies The words are not based on a Biblical text but are
an addition of Bach's, as wilth previous arlas and chorales.
Usually thelr translations require no alterations as the
English words match the syllables of the original ones in
German, but in this selection two are found. The first is
in measure seven, with a quarter note on the word "drink" but

two eighth rnotes in the German on "trinken."
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trin~ken, In wel=~chen Sun-den dle-ser

Filg. 70.==Altered notation due
to one ayllable againat two.

In the ninth measure the example is exactly the same;

a quarter note on "shrink"” with two eighth on "stinken."

shrink, but suffer &1l that God hath

D&\iﬁ}ﬂ oy éEﬁ f Ej

stin~ken, well es dem lie-ban Gott ge~-

Flge 7l.~~Altered notatlon due
to one syllable against two.

¥o. 29. "Gladly Would I Be Enduring"
Aria ) “

Gladly would I be enduring
(Gerne will ich mich bequemen, )

Grisf and paln, if so securin
(Kreuz und Becher anzunehmen,
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That I follow Christ, my Lord.
(trink ich doch dem Helland nach.)

Eo, His love,
(Denn sein Mund, )

All our sorrows freely sharing,
(Ger mit Milch und Honig fliesset,)

Doth remove
(hat den)

Half its weight from shame abhorred,
(Grund und des Leidens herbe Schmach)

Now that He the Cross 1s bearing.
{durch den er~sten Trunk ver-susset;)

This erias for a bass solist has no slterations as words

were chosen that fit the original score.

No. 30, "iAnd He Came to His Disciples"
Reclt. ' | ’

And He came to His disciples, and found them sleeping,
snd said to Peter: e€ould ye not watch with me one
hour? Watch yeo, and pray, lest ye enter into tempta-
tion. The spirit indeed is willing, but the flesh is
weak. A second time He went away, prayed, and said:
My Father, if this cup may not pasas away from ne,
except I drink 1¢, thy will be done.

(Und er kam zu seinen Jungern, und fand sie schlafend,
und sprach 2u ihnen: Xonnet ihr denn nicht eine
Btunde mlt mir wachen? Wachet und betet, dass ihr
nieht in Anfechtung fallet. Der Gelst ist willig,
aber das Flelsch i1st schwach. Zum andern Mal ging

er hin, bete te und sprach: Mein Vater, ist's nicht
moglich dass dieser Kelch von mir gehe, ich trinke
1hn denn; so geschehe dein Wille.)

In the third measure of this recitative i1s an etghth note
on the word "could," but in the German 1t appears as two six-

teentha on the two syllable word "Kon-net."
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Flg. 72.--Altered notation due
to one gyllable against two.
Measure four has a quarter note on the word "me." In

German the word is "Stunde™ with two eighth notes.

N T

Mis== U W5

7e not watch with me one

N = I

ihr denn nicht ei-ne Stun-~de mit mir

Flge. T3.=-«Altered notation due
to one syllable against two.
In the fifth measure there is also & quarter note on

the word "hour," but written as two eighths in German on

"wa-chen."
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Wa~chen? Wa-chet und

Flg. 74.~-Altered notation due
to one syllable against two.

Meaaure 81x has a quarter note for the word "pray," but_

it was originally written as two eighths for "oe-tot,"

bawtet, dass ihr nicht in An-fech~tung

Filge. T5.--Altered notation due
to one syllable against two.

%

In the seventh measure Yspirit" has + o which appeared

in the German for the single syllable in "Gelst."
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ta-tlon. The spir-it in-

fal«let. Der Gelst ist

Fig. 76.--31tered notation due
to two syllables against one.

Again in the elghth measure is found ¢ oF on "but the"

which was written ¢ for "das™ in the German.

deed is will-ing, but the Flesh is

wil-lig, a-ber das Fleisch iét

Fig. T7.-=-Altered notation due
to two syllebles against one.

)

The tenth.meagure has '}o ¢ » for "He went a-way"
vhich 1s written .\ .F .F in Germen on "Mal ging er." In Eng-
lish the last of these two sixteenth notes are both on the
pitech "B,® but in the German the first 1s on A" and only

the second on "B,"
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second time He went a-way, pray-

T G_ (%F :i;wé%ézﬁgé b_iar‘

an~dern Mal ging er hin, be=-

R
)

Plg. 78.~--Altered notation due
to four syllables against three.

The next measure has a quarter note at the beginning of
the measure for "pray." With Bach, this is two eighth notes
for the word "bete." Both act as suspensions from the

pravious measurae.

'"}iiﬁﬁéi_b - Tliféégg

- gd and said:

%ﬁu ==

- te~te, und sprach:

L

Flg. 72.~<4ltered notation due
to one syllable against two -
In the twelfth measure two changes are found, one on
the word "eup" and the other on "may not." The first is
written as a Quartar note and the second as two sixteenths.,

In German there are first two eighth notes on "mog=-lich”
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and then one eighth note on "dass."

Fa~ther, 1f this cup may not

— __J

I e e

¥

Va~ter, ist's nicht mog-lich, dass

Fige 80.=-Altered notation due
to one syllable egainst two and two
syllables agalnst one.

Measure thirteen has & quarter note on the word "me,"

but two eights appear in the German for the word "ge-he."

0 Uiy

pass a-way from me, oX-

B . X
et

e

R A Ao

dle-ser Kelch von mlr ge-he, ich

Fige 8l.-~Altered notation due
to one syllable against two.

In measure fourteen there is a do?tgd eighth on the
syllable "ex~cept." This is written ¢ + 1n the CGerman for
the word "trin-ke." There is alsc oF oF on "drink 1it" but
only an elghth note in the German edition for the word "demn.”

Another dotted elghth appears for the word "will," which 1s
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N
written ol o for "ge-sche~he® in the German text.

B )

cept I drink 1t, 1let Thy will be

!} \.j s

EE ===
- v

trin~ke ilm denn, so ge-sche~he dein

Fig. 82,~=A1tered notation due
to one syllable against two, two syl-
lables against one, and one syllable
agalnst two.
The last measure (fifteen) has & quarter note on the
word "done," but the German has the two syllable word

"Wil-le" written as two eighths.

il U)__éf::

Donel

Bl =

Wile=le.

Flg. 85.-~Altered notation due
to one syllable against two.
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No. 31+ "The Will of God Be Always Done"

Chorsle

The will of God be always done,
(Was mein Gott will, das g'scheh allzeit,)

His will, that wisely guldeth;
(sein Wille ist der beste.)

His help 1s nigh to everyone
(Zu helfen den'n er 1st bereit,)

Whose faith on Him ebideth,

(die an ihm glavben feste.)
What though His end we fail to ses,
(Er hilft aus Noth, der fromme Gott,)

What though His face He hideth?
(und zuchteget mlit Messen.) .

Forsaken he shall never be, .

(Wer Gott vertraut, fest auf ihm baut,)
¥Whose heart in Him confideth. '
(den will er nicht verlassen.)

This 1s agaln a chorale without eny alterations. Howe
ever, the word "alway" seems & bit awkward. Merely to change

it to "always® would éppear more sensible in modern Fnglish.

No. 32. "And He Came Again®
Reclt. | | |

And He came agaln, and found them sleeping, because
their eyes were heavy with sleep. And He left them,
and went away agaln, and prayed the third time, and
saild ageln the selfsame words. Then came He to His
disciples, and sald to them: Ah, will ye now sleep,
and teke rest? Kol the hour 1s at hand, and the Son
of Man is deliversd up intc the hends of sirmmers.
Then arlse, let us be golng; look ye, he is come,
that doth betray me.
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And while He yet spake, ceame Judas, who was one of
the twelve dlaciples, and with him was & great multi-
tude, with swords and with staves, from the chief
priests and the elders of the people. Now he that
betrayed Him had given them & sign, and had sald:
whosoever I shall kiss, that 1s He; Him take ye. And
straightway came he to Jesus, end salds All hall to
Thee, O Master! And kilssed Him. Jesus said unto hims
My frlend, wherefore art thou come? And thereupon
they came, and laid hands on Jesus, and took Him,

(Und er ksm und faend sie aber schlafend, und ihre
Augen waren voll Schlafts, Und er liess sle, und
ging abermals hin, und betete zum dritten Mal, wnd
redete dleselbigen Worte. Da kam er zu seinen
Jungern, und sprach zu ihnen: Achi wollt ihr nun
schlafen und ruvhen? 8Slehe, dle Stunde lst hier,
dass des Menschen Sohn in der Sunder Hande uber ant-
wortet wird. Stehet auf, lasset uns gehen: slehe,
er 1st da, der mich verrat. Und als er noch redete,
siehe, da kam Judas, der Zwolfen einer, und mit ihm
elne grosse Schar, mit Schwertern und mit Stangen,
von den Hohenpriestern und Altesten des Volks. Und
der Verrater hatte ihnen ein Zeichen gegeben, und
gesagt: MWelchen ich kussen werde, der ist's, den
greifet. .Und alsbald trat er zu Jesum und sprach:
Gegrusset seist du, Rabbi! und kussete ihn. Jesus
aber sprach 2u lhmt: Meln Freund! warum bist du kom-
men?® Da traten sle hinzu, und legten dle Hande an
Jeaum, wnd griffen lhn.) .

This is a long recitative and, as it would seem, has
frequént alterations within 1t. The first is Iin the fourth
measure. It begins with two sixteenth notes on the words
"went a-way,"” which is written as an eighth in the German
on the syllaﬁle “e" in "abermals.” Also in this measure is
found a gquarter note for the word“"pfay? with .P J: in the

original for "bete-te.”
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a~ber-mals hin, und be-te-te zum

Fig. 84.~=Altered notation due
to three syllables against two and
one syllable against two .

Measure nine has two sixteenths on “sleep, and® which

appear as an eighth in the German for "schlafen.”

MR

will ye now sleep, and teke your rest?

A= ey

wollt ihr nun schla-fen und ru-hen?

Plg. 85.-=Altered notation due
to two syllables agalnst one.

The tenth measure has a quarter note on "Ip." Bach

wrote two elghth notes, for in German the word 1s "Siehe,"
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L

i et 1
Lol The hour is at

il e § =

Sie~he, dle Stun-de ist

Fige. 86.==-Altered notation due
to one syllable agalnst two.

\
The twelfth measure ls written ¢ o for the word

ginners," which appears 8as & quarter wte in the CGermsn

on the word Pwird."

NE AN #F: u - v S
HEEE
liv=or!'d up in~to the hands of
g w *L X_ jﬁ__{_,,_\ S
TEEED S )

Sun-der Han-de u-ber ant-wor-teb

Flg. 87.~=Altered notatlon due
to one syllable againat two.
Measure thirteen begins with two eighth notes for the
two syllables in "sin-ners." However, the German, "wird,"

has only one aylléble and is written as a quarter note.

ST S B, A TINT TS, S BN
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P Y

Stehet aufl, las~set uns

Fig. 88.-=Altered notation due
to two ayllables egainst one.

Fi

Measure fifteen has ¢ ' ¢« on "betray me" with . « in

the German for “vererat.t

PET SRy

come, that doth be=-tray me.

D%E;ﬁgzi:x %{w}f;i

da, der mich ver-rat.

Plge 89.--Altered rotation due
to two syllables against one.
The next measure has an eighth note on the word “has,"
but the two syllables in the German "re-dete" require two

glxteenths.
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Py sy e
&'t - ~W%;;:::‘f£$::;

Und als er noch re~ de = te

Fig. 90.~~Altered notation due
to one syllable against two.
™\ . |\ :
In measure nineteen is written « « o' for "multitude.”
\
The Germen has only J 1 on the word "Schar." Also in this
measure 1s found a quarter note on the word "swords.! In

the orlginal it 1s two eighths on the word "Schwertern."
ﬁ_é:k___"' >3
1L AL b
[giik*‘ A
Mul-=ti-tude, with swords and with
[
RN
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Schar, mit Schwer-tern und mit

Flg. 91l.~-Altered notation due
to three syllsbles against one and
one syllable against two .
The twentieth meessure has a quarter note for "staves"

and & quarter note for "chief." Bach wrote both of them as

two elghths, for the words were "Stangen" and "Hohen."
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W@:

Sten-gen, von den Hb-hen-prie-stern und

Figs. 92.~-Altered notation due
to one syllable against two -

In the twenty-first measure there are two elghth notes
on the word "pecple." In German this is written as &
querter note on the single syllable word "volks," but is
indicated, however, with an appaggiatura, ‘which will

sound r]

e
“b;:ﬁ:i:b:::iﬁm*_ e

El-ders of the peo-ple.

e

¥ ¥

Al= te~ sten des Volks.

Flg. 93.==Altered notation due
to two syllables against one.
Measure twenty-two has « ¢ on "that be~tray,” which 1s

only an eighth note in the German score for the word "Ver-ra-

ter.Y
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Und der Ver-ra=-ter hatete

Flge 94.-=Altered notation due
to two syllables against one.

In measure twentyathreﬁ\is found two dotted eighth
notes whlch are written as J * in the Germen. In Inglish
the words on which they appear are "giv~en" and "then"; in

German they are "ihe-nen" and "Zei-chen."

- — e e Mg

@’?"{vﬁ_g‘;ﬁl@; =

P Y eep ¢

h=nen ein Zel-chen ge-ge-ben, und ge-

P

Flge. 95.-=Altered notation due
to one syllasble against two .

For the word "whatsoever® in measure twenty-four in the

FFOD P F

Ay
English 1is found.[o & ¢+ « 1t appesars as ?o ..rin the

German for the word "Wel-chen."
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ISE= BN

b
sagt: Wel=chen ich kus=gen

Filg. 96.~-Altered motetion due
to three syllables against two.
The twenty-fifth measure begins with a quarter note on
the word "klss" which 1s represented in the German by two
elghth notes on "wer-de.” Two sixteenths on "that is" were

originally a single eighth on "der."

FlEE

wer-de, der ist's, den

Fig. 97.~~Altered notation due
to one syllable agalnst two and two
syllables against onea
In measure twenty-nine there 1s an eighth note on

"kiss-ed" which Bach wrote &s two sixteenths for "kus~se-

1:‘.6."
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Kiss=ad Him. Je~sus

A ERe SR

Kus=- se~ te 3ihn. Je~sus

Fig. 98.~=Altered notation due
to two syllables against three.

Measure thirty begins with a quarter note on the word
"said," but the Germaen has two elights for the two syllable

word "a-ber."

N
\ i
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M

a~ber sprach z2u ihm

Fig. 99.==41tered notation due
to two syllables against one,

In the thirty-second measure is found & quarter note

for the word "oome." In the German this is written as two

eighths on "iomemen o !
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Kom-men%

Fig. 100,~=Altered notation due
to one syllable against two.

Measure thirty-three has a dotted eighth on "laig"
h) . .

which is written ¢ ¢+ in the CGerman for "leg~-ten.” Also in
this measure there 1s an eighth note for the word "on"

which Bach wrote as two sixteenths on "Han~de an."

e s g | =
o R =R
came, and laid hands on

@g?ﬁ:,_r - _#ﬁﬂw —wg @F -

Zu, und 1eg~ten dle Han~de an

Fig. 10l.~=-Altered notation due
to one syllable agalnst two.
The last measure in which there 1s a8 change 1s measure
thirtyﬂfourm At the begiming is & quarter note on "Je-sus®
which in the German 1s wrltten . }‘o for three syllables in

"JTewgum, wund."
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Je=sus, and took Him.

Je=sum, uné grif-fen ihn.

Fig. 102.~~Altered notation due
to one syllable agalnst three.

No. 33+ "Behold, My Saviour Now Is Taken"
Duet and Chorus | |

Behold, my Saviour now 1ls teken.
{So ist meiln Jesus nun gefangen.)

Moon and stars have for grief the night forsaken,
(Mond und Licht ist vor Schmerzen untergangen,)

Since my Saviour now 1s taken.
(well mein Jesus ist gefangen.)

To bind Him fast they have mot feared.
(8ie fuhren ihn, er 1st gebunden.)

Leave Himl leave Hlm! bind Him notl
(Lasst ihn, haltet, bindet nichti)

Have llghtnings and thunders in clouds disappesared?
(Blitze, sind Dommer in Wolken verschwunden? :

Let hell with its manifold terrors affright them,
(Eroffne den feurigen Abgrund, o Holle,)

Affliction, confusion, destruction requite thems:
{zertrummre, verschlinge, verderbe, zerschelle,)

Let wrath swiftly brand
{mit plotzlicher Wut)
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The falthless betrayed, the merciless band.
(den falschen Verrater, das mordrische Blut!)

There is absolutely no variation in the musical notae
tion for this chorus. It is provided as a declaration of
the multitude observing the selzure of Christ. The chorus
"Have Iightenings and Thunders” actually gives a picture of
thunderous clouds, confusion, and destruction.

No. 34. "And Behold, One of Them"
Recit. | ‘

And behold, one of them that were with Jesus stretched
out his hand, and smote the High Priest'!s servant, and
struck off hils ear. Then saith Jesus unto hims Put
up thy sword unto its place; for they that take the
sword shall perish with the sword. Or thinkest thou
that I cannot now beseech my Father, end He shall send
me more than twelve legions of angels? But how then
should the Seriptures be fulfilled, that thus it must
be? In that hour sald Jesus to the multitudes: Are
ye come out as against a robber, with swords and with
staves for to take me? I have been sitting beside

you daily, and have been. teaching in the temple, and
ye 1aid no hold upon me. But all this is come t¢ pass,
that the Scriptures of the Prophets mlight be fulfilled.
Then all the disciples left Him, and fled.

(Und sishe, einer von denen, die mit Jesu waren,
reckels dle Hand aus, und aschlug des Hohenpriesters
Knecht, und hiseb ihm ein Ohr ab. Da sprach Jesus zu
ihm: ©Stecke dein schwert an seinen Ort; demn wer das
Schwert nimmt, der soll durchs Schwert unkommen. Oder
meinest du, dess ich nicht konnte meinen Vater bitten,
dass er mir zuschicke mehr denn zwolf Yegionen Engel?
Wie wurde aber dle Schrift erfullet? =s Muss also .
gehen. Zu der Stund sprach Jesus zu den Scharen: Ihr
seld ausgegangen als zu einem Morder, mit Schwertern
und mit Stangen, mich zu fahen; bin ich doch taglich
bel euch gewessen und habe gelehret im Tempel, und ihyr
habt mich nicht gegriffen. Aber das ist alles gesche~-
hen, dass erfullet wurden die Schriften der Propheten.
Da verllessen ihn alle Junger, und flohen.)
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In the first measure of this recitative, where there is
an elghth mote on the word "and," there is sn eighth rest in
the German edltion. Also, the quarter note on the word
"hold" is written as two elghths on the word "siehe." It
could easily be written as Bach wrote it originally as the
two asyllables are the same.

And Be-hold,

Pty |

Und sle=hs

FPig. 103.~-Altered notation due
to phrasing.

The second measure has a dotted eighth appearing on the

\ ",
word "onse." This is written + ¢ 1in the German for the two

syllables in "etl-ner,"

al=~ner von de=nen, dle mit Je~su

Flg. 104.--4ltered notation due
to one syllable against two.
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In the fourth measure there are two sixteenth notes on

the word "ssrvant,” but only an eighth note in the Germen

for the word is "Knecht."

7-—-;\__..; %, SO

ﬁ%’viﬁm U

schlug des Hohenpriesters Knecht, und hieb ihm ein

Fig. 105.--Altered notation due
to two syllables against one.

The next change occura on the word "Jesus" in the sixth

measure. It is written as two eighths, but in the original

it 1s a quarter note for "Je-sus.

Sl

Je-gus wm~to him:

b

Je=gus zu ihme

Fig. 106.~-=A1ltered notation due
to three syllables against two.

N
on the words "take

In the eighth measurs is found v
the," which Bach wrote as an elghth note for the word "Schwert.
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riEs sy =i

They that teke the sword shall per-ish

wer das Schwert nimmt, der soll durchs

Flg. 107.-~Altered notation due
to two syllebles against one.
In the eleventh measure there is a guarter note for the
word "I, which appears in the Jerman as two eighth notes

for the two words "ich nlcht.®

ich nicht komn=-te mei-nen Va-ter

Fig. 108.~~Altered notation due
to one syllable against two.

The next change occurs in measure fifteen where the two
sixteenths on "Scriptures" and the two sixteenths on "be
ful-filled" are written as an eighth on the word "Schrift"
and an eighth on the first syllable in "er-ful-let.” “




83

P R e

Then should the scriptures be fulfilled, that

pas=; ==
aber die Schrift er~ ful-let? Es

- Fig. 109 .~-Altered notatlon due
to two syllsbles against one.

\]
In measure eighteen "multitudes" is written » !, ,but

in the German the word used, "Secaren," had only two sylla-
bles, so Bach wrote two eighth rotes. There is also a

quarter note on the word Yout™ which appears in the original

as two eighths for "ge-gan-gen."
[£ (H: = mﬂ—ﬁzﬁ%"ﬁﬁﬁ?

Mul=tie-tudes Are ye come out

R E ==

Sche-rent Thr seld ausge-gan-gen

Fig. 110,=-=Altered notation due
to three ayllables against two and
one syllable against two.

Measure twenty begins with a quarter note on "swords."

This is written as two sighths in the German for. the word

"schwertern.®
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Schwer~tern und mit Stan-gen, mich zu

Flg. 11l.--Altered notation due
to one syllable against two,

A
The twenty-third measure hes » » + for the words "been

teaching," which is written in the German -\ ¥ r\for "tag-
1lich bel euch.”" Also in this measure is found two six-
teenths on the words "and ye," which requires only an elghth
note in the German for the single syllable in "und."

=

ha~be ge-lehr~et im Temepel, und

Fige. 112.--A1ltsred notation due
to phrasing and to two syllables
agalnst one,
Neasure twenty-six has a quarter note on the word

pass,” which 1s written as two elghths in the German for

*ge-sche-hen.“ Also there are four sixteenths on"Seriptures
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of the," which Bach wrote as two eighth notes on
let."
Y

EEESEr==—Ea=1

Pass, that the Seriptures of the

sche~hen, dass er-i‘ul-let

Filg. 113.=-=Altered notation due
to one syllable against two and two
syllables against one.

Tor-fule

In the twenty~seventh measure is found a quarter note

on the word "be" which appears as two eighths on "Schrif-

ten? in the CGerman.

WES T =)

wur-den die Schrif-ten der Pro-

FPlge. 114.-=Altered notation due
to one syllable agalnst two,
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No. 35. "0 Man, Bewail Thy Grievous Sin"

Chorale
0 Man, bewall thy grievous sinl
{0 Mensch, bewein dein' Sundegross;)

The Son of God, thy good to win,
(darum Christus sein's Vaters Schoss)

From Heaven itself descended
(Aussert, und kam auf Ebden.s

As man te live and dle for thes,
{Von elner Jungfrau rein und zart,)

From sin and death to set thee fres,
{fur uns er hie geboren werd,)

Both gullt and bondage ended.
(er wollt der Mittler werden.)

He came new life and hope to give,
(Den'n Toten er dass Leben gab,)

That henceforth man to Him should live,
(un legt! dabel all Krankheit ab,)

To perfect freedom rising.
(bis sich die Zelt herdrange,)

And shall the Son of God sugtain'
(dass er fur uns geopfert wurd,)

The welght of all our guilt in Vain,
(trug unsrer Sunden schwere Burd)

Mankind His Crossz despising?
(wohl an dem Kreuze lange.) -

This chorale is the final musical selectlon in Pert I
of the St. Matthew Pasalon.

It has been added as a prayer,
& plea from the people, and no doubt, expresses Bach's own
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thoughts as he reflected the tragic events in the Passion
story. No alterations are found in this choralé, for the
English translation coincildes with the Germsn text in
fitting the music of Bach.




CHAPTER III
BACH'S ORCHESTRA

The orchestras of the eighteenth century were gquilte
different from those of today. Many of the instruments were
very poor in workmanship, difficult to play from the stande
polnt of fingering, and produced a harsh tone as for exe
arsple, the harsh tone of the oboe or the weak tone of the
oboe dtamore. In fact, a great many of these instruments
wonrld hardly be'recognized today, though they represent the
origing of the ones now used. The orchestras of Bach's
time frequent}y grew up through imitation of the organ,l and
conslated of strings, woodwinds, trumpets, timpani, and

harpsichord. The St. Matthew Passion was scored for two or-

chestras of first end second violins, violas, cellos, flutes,
oboes, harpsichord and organ. In a production of the St.

Matthew Passion today it is difficult to determine the cor=-

rect reproduction of the tone color as Bach intended it,
eapeclally with the woodwinds, as these sarlier woodwind in=-
struments are so foreign to the ones used today. For an
understanding of the tone that Bach desired, it 1s best to
examine precisely the materiel at his disposal.

lpaul Bekker, The Story of the Orchestra, Chap. I.
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Flutes
Bach scored thelgg. Matthew Passion for two Flauti

traversi, with the exception of selection No. 25, "Behold
How Throbs," which i1s "wrongly indlcated in the Bachgesell-
shaft score es Flauto traverso," and should read Flute a
bea.2 The tranverse flute grew to be very popular with
Bach in more meture compositions. It had a rougher tone
than 1%s predecessor, the Flute & bec, but 1t blended well
with the oboes. Also, two transverse flutes could be used
together in accompaniments or as soloe instruments with the
continuo, although usually they were set against a back-
ground of strings and continuo. The richer tone of the
transverse [lute resembles the tone of the modern flute
more clearly then any of the other flutes Bach used.® Tt
was & flute of power and could double either the oboe or
the vliolin parts, or have a principal part all its own.
This 1s the role of the flutes in orchestras today, thus
they are well adapted to produce the tone and effect Bach
wanted.

The Flute & bec¢, used only in Recitative No. 25, was
also known as the Flute douce, or the Blockflote., It was

a cylindrical instrument held and pleyed in the position of

20, 5. Terry, Bach's Oprchestra, Table VIII, p. 201.

5Ibid., Chap. IV.
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a modern clarinet, with a softer timbre than the trang-
verse flute. "It needed delicate menipulation, for some of
its notes, naturally impure, required correction by breath
pressure or fingering. But it blended equally well with the
volce and atrings, and Bach employed 1t, though sparingly,
throughout his active career."® 7Tt passed out of existénce
as the transverse flute took its place, but as a "recorder”
is still played today in small chamber enaembles.ﬁ Between
these two Iinstruments there is quite & contrast of tone and
volume. The Flute a bec is soft and pure, while the trans-
verse flute 1s more penetrating. In & production of the

St. Matthew Passion today, modern flutes play this part.

As the tone Bach intended resembles the "recorder" iﬁ would
seem advisable-to.employ it here. However, the tone of the
"recorder” is small and lacks projection. Against a full
étring seétion, oboes, and continue, it would be necessary
to increase the number of these instruments in order to
produce the desired effect. As there are relatively few
proficient performers on the "recorder" today, it would be
aifficult to obtain many for such an experiment. Therefors,
the simplest solution i1s to have the modern flutes play thils
Flute a bec part. It is better to have a flute that may be

heard with the moderm orchestra, than to sacrifice for a

411::1:3_..
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tone color thet could not compete with the accompanying
instruments.
Albert Schweltzer says, in support of this suggestions:

The disappearance of the flute & bec is not a very
great misfortune. It is one of the family of long
flutes; 1t was constructed like the open flute
pipe of the orgen, and blown precisely the same
way. A number of fingerholes--six to eight--made
it posaible to produce various tones from this
primitive Instrument; some of them were always
rather impure, belng obteined by only half clos~
ing the hole. The overtones being completsly
lacking, the timbre was soft but inexpressive.

The parts for the flute & bee¢ hardly suffer at all
from being played on the modern transverse flute,d

Oboes
As clessifled by Terry, the popular oboes of Bach's
time were the ordinary oboe, the oboe d'amors, and!the'oboe

6

da caccla. In Part T of the St. Matthew Passion, the or-

dinery oboe appears most frequently, with the oboe d'smore
gscored for Reclitative No. 19,7Aria No. 20, and Chores No.
3&; the oboe da ceccia is found only once, in Recitative
No. 26.

No other wind Instrument had such constant and
varied usage by Bach as the oboe--Bach's restricted
usage i3 explalned by the quality of the Instrument,
of which Mersemne had written in the previous cen~
tury. It 1s suited to large functions-~because it
makes & big nolse and fine harmony. Indeed, except=-
Ing the trumpet, its tone is louder and more vio=-
lent then that of any other instrument.7

SAlbert Sdhweitzer,‘g,|§. Bach, Vol. II, pp. 432~3.

sTerry, Bach's Orchestra, Chap. V.
7Ibid.
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The oboe da caccla was an alto instrument, for which
Bach usually prescribed the low register to express grief
and tragedy. In Part I of the St. Matthew Passion 1t is

used only in Recitative No. 20, "And When They Had Sung,"
as Jesus talks to His disciples on the Mount of Olives.
In Bach's time the pitch range for the ordinery oboe

was C!' to D''?, for the oboe da caccia it was P to Q'!,
and for the oboe d'amore a practical range was B to B!?
though 1t could be lowered to G. Thus the range for the
oboe dlamore usually lay between that of the ordinary oboe
and the oboe da caccia. KLikewlse in tone quality it seems
to fall between the other two. The tone of the ordinary
cboe was very shrill and penetrating, while the oboe da
caccia was soft and subdued. The oboe d'emore hed a mellow
quality and was used chiefly as an obbligato instrument in
solo arlas.

It 1s a misfortune that Bach's oboe music 1s so

seldom rendered by the instruments for which he

wrote 1t. The modern oboe accurately replaces

nelther his ordinary instrument nor the oboe

dlemore for which it is generally made to depu~

tize., The cor anglais, too, is not an entirely

satlsfactory substitute for the oboe da caccis.

And, st best, we hear only two contrasted oboe

volices, whereas Bach colored his scores with

thrae.é

The following remarks seem to refute Terry's state~

menta s

81p14d.
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Formerly the oboe da caccls and the oboe d'amors
had both to be replaced by the cor anglies, which
does extremely well for the oboe da cacela, but

18 a poor mekeshift for the oboe dtamore, the

tone of the instrument Bach had in view being much
softer and more tender. In the meantime, the oboe
d'amore has come into use again in the modern or-
cheatre. Five instruments of this type are now
made, which any reasonably good oboe player can
master without much difficulty. The many besuti-
ful passages for the oboe d'amore in Bach's works
are only truly expressive when rlayed &s he in-
tended them. Xven the ordinary hearer at once pere
celves the difference.

Bach's oboe was adaptable, blending with every instrue
ment, yet capable of competing with the timbre of the trum-
pets and horns. The modern obos is more limited but suffi-
cient for playing'Bach's musi¢ since no other substitute is
evailable. The English horn, cor anglais, usuelly plays the
part indicated oboe da cacela, for its tone is deeper and
more mellow in quality, resembling the alto register Bach
had in mind to lend the dramatic air of grief and tragedy.

Thls discussion of the instruments in Bach's orchestra
1s limited to the woodwinds only. The strings as Bach em-
ployed them are used fundamentally in the same manner today.

95chweitzer, J. 8. Bach, Vol. II, p. 433.




CHAPTER IV
PITCH DURING BACH'S TIME

The universal concert pitch accepted today 1s A'-440,
meaning 440 vibrations per second for the tone A', or 9Q0
cents when dividing the twelve tones of an octave between
O and 1200 cents. This pitch was adopted, due to the fact
that previously eamch country hsd a different standard for
the pitch of A', sometimes even accepting a different tuning
in various cities within a country. The fluctuation of
pltech caused many difficulties of transposition that have
appsrently disappeared, with the present standard of tuning
and pitch to which every instrument and every musiclan must
conform. However, music written before A'-440 was adopted
1s frequently transposed as it is played today. Though it
1s played as written by the composer, the pltch may be
higher or lower than it was when he wrote his musle; thus,
the pitch produced is not always exactly what the composer
intended.

This question of pitch has been raised when performing
Bach's musle, as the tenor arias he wrote lie very high for
the éverage tenor's range. 8ince exact information concern~
ing pitch Bach used is scarce, much speculation has been
provided on thls subject. Meny authorities prefer to assums

94
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that Bach had an unususl tenor at his disposal, for the
range for other instruments and voices is nesrer normal.

In Helmholtz' table, "The History of Musical Piteh in
Burope, "1 there 1s no direct information for the pitch Bach
used at‘any time. However, using the chart to compare
other organs with those used in Germany at the time the St.

Matthew Passion was written, a general conclusion may be

evolved. Bach wrote the|§§. Matthew Passion while at the

St. Thomas Churech at Leipsig in 1729. The Helmholtz chart
gives the followlng factas concerning the pitch of the orgen
of Bach's period. 1In the Year 1722 the Dresden St. Sophie
organ in Saxony had the pltch of 415.5 for A'. Also, in
Sexony a little earlier, 1714, at the Freiberg Cathedral

the pitch for A' was 419.5. In the yeer 1754 a chailned fork
of the Roman Catholic Church at Dresden was 415.0 for the
piteh A'. Today the pitch for A! in equal Intonation is
440; G'# 1s 419.1, while G' is 395.5. Thus the three organs
mentioned above tuned to 415.5, 419.1, and 415.0 are prac-
tically the same as the figure 419.1 for the modern G#.

If these three organs, not far from Leipsig, were tuned
near G'# for the pitch of A? during Bach's time, it is safe
to assume the plteh of G'# was practieally‘the pltch for A
on the organ he used. Since G# is only & half step lower

 Helmholtz, Semsations of Tone, pp. 495-511.




96

than A', & rendition of the St. Matthew Passion, as played

today is very near the pitch Bach used. Terry, in his bhook,
Bach's Orchestra, describes the tuning of the organs Bach
used at Leipsig as "Charton" pitch.? Thls, he explained

to be a major tone above the high chamber plteh used for
concerted music; but he gives only these names, without sup-
Plylng their relation to At-440, and consequently, this in-
formatlion is of doubtful value.

2Terry, Bach's Orchestra, Chep. VII.




CHAPTER V
TN TERPRETATION OF SCORE MARKINGS

Dymanmics

Most of Bach's scores are marked elther wlth plsno or
forte, alternating between these two indications. Bach
patterned his orchestras in instrumental color, phrasing
dynamics and balance after the organ, but in all of his
music this limitation in maerking is conslstent. Intere
preting Bach's dynamics 1s one of the most serious problems
musicians have when performing his works. It requires per-
sistent study and practice to perform successfully, holding
the interest of the audience, with such & restricted range
of dynamlcs. There are some musicians who prefer to re-

edit Bach's music, adding crescendos and dimenundos or

mezzofortes . They appear jJjustified in thelr decisions, but

as Albert Schwéitzar has saild, "The musicisen has yet to be
born who can convinee another where the Eiano or the forte

or the crescendo or descrendo should begin and end in the
nl

various movements.

It is true that on the harpsichord, it is only possible

lgchweitzer, J. S. Bach, Vol. I, p. 397.

e
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to play pilano or forte, but Bach was not ignoring dynamics
when indicating only these, for he considered Just this
when writing all his music, including instrumental.

« + » our mezzoforte is unknown to Bach; the sign
mf is nowhers to be found in his music. . . « On
the other hand, &s is proved by his markings in
the scores of the cantatas, he distinguishes a
Pianlssimo within the plano. . . . A change occurs
only when there comeg & sallent episode in the
structure of a work.

Variety in dynamlies comes through echo effects of a Ppiano,
following a forte, and through careful attention to increase
and decrease tempo. This is especlally advantageous for
instrumentalists who, being restricted to & single instru-
ment, lack the possibilities of contrasting tone colors.

In voeoal music it is difficult to restrain from any

crescendos or decrescendos for the text supplies the inter-

pretation as well as the music. Bach restricts his dynamic
markings in arias and vocal music with this in mind, no
doubt, depending, with his performances, upon his verbal
directions and rehearsals to relay his intentlons.

In the majority of the ariss the nuances mean very
little since the plano in the orchestral parts
merely indicates EE@ entry of the voice., » . .Bach
glves ns no indicatlon as to the nuances he om=
ployed in the arias after the entry of the volce.

« « o He would certalnly permlt every crescendo and
Gimenuendo that was needed to gilve expression Lo the
words. All nuances, therefore, that have a natural
musical or practical justification may be regarded

2ibid., Vol. II, p. 364.
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as not only permissible but necessary. From the
character of Bach's music it 1s clear that nothing
could be nmore odious to him than a lifeless de~-

livery of an aria. _The more dramatlically it can
be sung the better.d

Crnaments

Trills.--Bach, Schweltzer explalins, almost always wrote
out his vocel ornaments, both simple and complliecated, for the
convenlence of the singer. However, for a trill he usually

employed a sign for the type he wanted, which was written in
and sung.4

Fig. 115.-«Healization of trill

Schweltzer quotes from Philip Emmanuel Bach's essay on or-

naments, the following rules for correct performencs of

Je. S. Bachts trills:

S1pid., Vol. II, pp. 410-412.

41pb1d., Vol. I, pp. 345-347.
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l. Bach indicates the trill simply by the sign t,
tr, mv, s , Wlthout specifying every time the
particular manner or duration of it. As & rule
1t occuples the whole or the greater part of
the note value.

2. The trill begins, as a rule, with the upper ac-
ceasory note. « « o In long trills 1t is desir-
able first of all to linger a moment on the
principal note, and then begin the trill with
the adjolning note: . . .

3+ The Bach trill is further distinguished from the
modern trill by the fact that it must be played
much more slowly. P

4., 1f the succeeding note is a descending second,
then the signam’, as a rule, Indlcates not an
ordinary trill but a Pralltriller. This must
be carefully observed,.o _

In the St. Matthew Pagsion ssveral trills are found

amang'the choruses and arias, but they are frequently
omitted in performances today. Bach and his contemporaries,
influenced by the harpsiehord,,were.quite accustomed to
writing trills in cadences. As an instrument, the harpsi-
chord had no sustalning quality? and 1t was necessary to
trill a note to emphasize lt. The final cadence of the
first chorus, Coms, Ye Daughters, in the 8t, Matthew
Passion has a trill written for the sopranos and first
violin. This is usually sung and played as an even quarter

note today, with a slight crescendo and decrescendo, for the

tone of the other volces and instruments would completely

surpass and obscure its effect.

5Tbid,, Vol. I, ppe 345-347.
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Other trills in final cadences, such as the alto arla
No. 10, "Grief and Pain," are sung or ignored, depending
upon the technique and artistry of the performer. Though
more recent vocal muasic seems to dispense with trills for
slngers altogether, no one objects to a song with one, if
it is done well. But since most singers, with the exaeep-
tlon of a few coloraturas, find a smooth and even trill
difficult to producse, it 1a better if they are omitted.

However, with an example, such s&s measure thirty~five
in the aria No. 12, "Bleed and Break, Thou Ioving Heart,!
the trill has an antirely different function. It is uaed
pictorially to represent in sound the words, "like a ser-
pent wound Thes,"

somes WETH % 5 1—1“‘4

—%

like a ser-pent wound
Fig. 116.-=Plctoral trill

The slnger should include this 1f it is at all possible.

The oboelsts are sometimes confronted with a trill, such
as the occurrence in No. 19, "Lord, to Thes My Heart I Profe
fer." "As many of the trills that Bach has marked are barely
possible or quite Impossible on the woodwinds of today. . s .
we  get the impression that by the trill s8ign Bach very
frequently intended the single or double Prelltriller."®

61bid, Vol, II, p. 406,
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A Pralltriller is a broken trill. "It is gimply a very rapld

trill, of longer shorter duration, which is suddenly cut short
on the stacatto main note in such a way that the whole pur-
pose of the trill seemed to be merely the throwing of a

weightier accent on this note.”’

Fig. 117.-~Realization of a trill
with accent. (From Partita IV: Aria)
The essentlal rule when performing Bach's trills, is to re~
member not to take them too quicklyror too irregularly.

Appogglatura.-~The traditional appoggisturas in Bach
are usually found in cadences that end with the interval of
a third. It is fllled in with a passing tone that resolves
to the final note making the cadence more definite.

The appogglatura, in the narrower sense of the ternm,
glves unnecessary trouble to inexperienced singers.
It is well known that in the vocal cadence Bach and
hls contemporaries did not write the falling second
or the falling fourth as such, but wrotg the final
note twlcs, or the equivalent of twice.

7Ibid., Vol. I, p. 347.

81bid., Vol. IT, p. 407.
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This may be illustrated by measure nine of the recltative

¥o. 22, "Then Answered Peter," written:

Thou shalt thrice de-ny me.

Fig. 118.~--Appoggiatura

-4 e Py -
Many appogisturas were also written ~- \ﬁr} o = ‘

instead of thus -= \g% ﬁ | \‘:—’“— 1 » This example is

found in the aria No. 12, "Bleed and Break, Thou Loving

Heart,™ measure twenty-one; from the gg. Matthew Passion. It

is not a quick grace note but an even elghth. Much contra-
versy ranges over thls matter in the treatment of the begin-
ning measures of No. 33, "Behold, My Saviour Now Is Taken."

P "'__“"QLEZ":T_";:. R e

Fig. 119.--Appoglatura
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If these are played as written, as qulck grace notes, 1t sug-
gests a mood of gaiety which is false for words telling of
Jesus taken into captivity. But played evenly as two eighth
notes, the tenslion, ereated by a passing tone resolving to a

harmonic tone, increases the atmosphers Bach wanted.

Phrasing
The first thing necessary to give life and rhythm to
Bach's themes and periods is his own phrasing. It
has a character of its own. If this is disregarded,
i1f instead of the authentic phrasing, we adopt =
generel one that is applicable to any kind of musiec,
the work becomes peculiarly heavy and inert, The
colour of 1t fades; the outlines are effaced; the
hearer can no longer follow the several voices; all

he hears 1s an inextricable and Weagisoms medley;
the work mekes no vital impression.

Bach seems guided in his phrasing by the technique of stringed
instruments. His demands for the woodwinds, harpsichord and
organ result from the use of the bow in phrasing, Schweltzer
emphasized this when he said, "In general we may lay down the
principal that in Bach every theme and every phrase must be
delivered as if we were playing 1t on a bowed instrument.“lo

Bach neglected to indicate the phresing in all of his
scores, for he was usueslly pressed for time., His rlayers and
slngers were frequently his own pupils and friends who were
feamiliar with his characteristics and tendencies, without his
needing to remind them.

9Ibid., Vol. II, p. 380.

101bid., Vole. I, p. 365.

e et Wttt et
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In the St. Matthew Passion the problems of phrasing

usually occur in the arias and some of the choruses. Though
some of these inelude markings played as written, they do
not always glve the effect Bach desired. The first chorus
is rather clear with its indications; it is further in the
score that questions arise., Also, the recitative No. 9, the
aria No. 10, and the aria No. 13 are so clearly marked by
Bach that they help give hints for his method of phrasing.
"His phrasing has generally an up-take character . ; + the
intervals which interrupt the natural succession of the
notes are to be detached from the tie and played stacatto,
whether they begin or close the period.“ll

The base was very lmportant to Badh, end he demanded
from them the same vitallity as other parts. No. 12, "Bleed
and Break, Thou Loving Heart," gives an example of the
manner in which Bach wished his basses to be played.

; i - 1
— ﬁ_ﬁ — .¥.

Fig. 120.=»Phrasing of a bass line

Thls pattern is a frequent combination with Bach. In No. 9,
"0 Blessed Saviour,!" the pattern of the flutes reveals hils

principal idea that a note out of sequence with the ordinary

1l1bid,., vol. II, pp. 381-382.
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progression to be played stacatto while the others are tled.
TN~

AT -
- ;‘W{{‘T‘%}" RSN 33 . (.ﬁ
. —

a—

Fit. 121.~-Phrasing for a note out of sequence

Another marking for Bach's basses is found in No. 25, "Behold

How Throba.®

=B Busakves

L IC RN S RS g gy

Fig. 122.~-Phrasing of bass line

Staccato, =

The Bach staccato colncldes only irn rare cases with

our light modern staccato. It is not so much a key

pilzzicato as the short heavy stroke of the bow. Its

effect is therefore to accentuate the note rather

than to lighten 1t. It would be better indicated

in our notation by a short stroke than by & dot.l2
It implies more freedom and force. In the chorus, “Have
Lightnings and Thunders,” No. 34, the staccato markings are
indicated by a dot, but a better tone 1s produced, wlth em-
phasls on the dramatic, if the singers thirk in terms of a

dash marking rather than the indicated dot.

121p14., Vol. I, p. 370.
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Have lightnings and thunders in clouds dis-ap-pear-ed?

Flg. 123.-~Dramatic staccato

Again this principle is based on the conception of the bow-
ing of a stringed instrument. This method of staccato has

a legatto character within 1t that c¢reates a natural flow.

Such phrasing ls thorough and deliberate, bringing out the

rhythmic possibilitles of the melody.

Accentuation,-=-

Closely bound up with the question of phrasing
1s that of accentuation; it 1is, indeed, solved by
the right solution of the other. « « « Bach's themes
are mostly conceived as beginning with a large up-
beat. The unaccented notes do not follow, but lead
up to an accented note. Therefore, to play Bach
rhythmically means gccenting not the down-beat but
the emphatic beat,l

The moat obvious example of thils concerns the sequence of two
tled notes;'one of the two must be heavily accented, while
the other seems to disappear. In the final chorus of Part I
of the 3t. Matthew Passlon a pattern of two tied nopes is

found. As the sequence appears in the normal rhythm of the

bar, the accent is as follows:

191bid., Vol. I, p. 375.
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Fig. 124¢.~-Accents in ascending pattern

It 1s when the succession 1s contrary to the normal rhythm
of the bar, that the process 1s reversed and it is the

second note that is accented. This pattern of accentuation

t N ="": = - =
gives a rhythm of fﬁ7 AJ ) jﬁj 7-r?'7 which is quite a
AR an

Usuelly within a tie, Bach accents one of the notes

*

different effect from even sixteenths,

within that tie. This not only adds variety but strengthens
the melodle line. The bass run in the chorus, "Have Eight-
nings and Thunders, " should be played with such an sccent,

not evenly.

Fig. 125.~~Accents within a bass line

Syncopations, or repeated notes, are usually heavily

accented 8lso.

Fig. 126.~~=Accent for syncopation
and repeated note.
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The characteristic accentuation of complete themes
may be 1llustrated by two examples from the St.
Matthew Passion. The commencement of the aria

YGenne will i1ch mich bequemen" (Gladly would I be
enduring) should be played thus --

SEYON W TR

Flge. 127 +~~Characteristic accent within
a theme .

This accentuation prepares the way for the princi-
pal sccent In the remsinder of the theme ~=

—gw’
F AN

~ 1 e -
SRR

Fig. 128.~~Charactartstic accent within
a theme,

¥hen we accent the theme in this way, bringing out
heavily the descending notes of the preliminary ac-
¢ent, the theme strlkes the hearer as a connected
whole; and at the same time he understands how it
expresses the obelsance implied in the words. . . .
With the ordinary accentuation both the form and
the sense of the theme are completely lost.l4

In Bach, i1f one 1s able to maintain simple phrasing
with the theme correctly accented, thers is no difficulty. in
establishing and controlling the bar~rhythm. Artistically
presented, it will not sound too harsh or rough.

141p14., vol. II, p. 398.




CHAPTER VI
SUGGESTIONS FOR BALANCE

A serious problem when performing any chorel music of
Bach's concerms the queation of balance for the various voesl
end orchestral parts. V¥hen Bach presented his $t. Matthew
Passion, he had only "three or four voices to a part,"l with
an equally small orchestra, but when Mendelssoln revi%ed the
the St. Matthew Passion in 182¢ (one hundred years after

Bach's performance), he used a choir of four hundred volces,
the entire philharmonic society plus the leaders of the
strings snd weoodwinds from the Royal Band.® This shows quite
a contrast in ideas of performance, and perhaps there are
arguments for elther concept of the work.

Bach had to use the regular cholr which séng each Sunday
for him. Perhaps i he had had a large chorus and a large
philharmonlic orchestra to engage, &3 Mendelssohn did, he would
have augmenited the number of hls performers he was to use.
Enthuslasts of large numbers of performers advance such =z
suggestion, agreeing that larger groups can more clearly de-

fine the dynamics by glving & greater contrast to plano and

lschweitzer, J. S. Bach, Vol. II, p. 417.

2TIbid., Vol. I, pe. 242.
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forte. This, of course, assumes that dynamics are controlled
by adding to, or diminishing from, the voices of the whole.

Bulldlng such a cholr with the idea in displaying dy-
namies in a performance of Bach, accents the importance of
his dynamics and dynamic shading, rather then enunciation,
detail, and polyphony.

If the cholr can declaim well, and the orchestra
phrase and accent well, the hearer will feel no de~-
sire for a number of pronounced dynamic shadings.

The leading of the voices, if 1t be sufficiently

spirited, compensates for everything; the piling-up

of the parts produces a crescendo, and a natural

decrescendo comes as they diminish in number. False

nuénces rrequently have no other effect then to ob-

scure for the hearer the natural dynamic_impression

that Bach's polyphony ought to give him.3

Bach's compositions that require a choir, ss well as

orchestral accompaniment, have often been called & "kind of
sacred chamber music, " beceuse of their limitations sccent-
ing simplicity and detail, Chamber music describes a small
ensemble, not an elaborate or gargantuen group. Frequently
these large numbers of players seem necessary because of the
size of the room for the performence. A soloist can give a
performence in any concert hall with no difficulty in being
heard, but when a choral work 1s presented, there must be

at least one hundred to two hundred volces, seventy-five to

5Ibid., Vol. II, pp. 418-19.

47bid., p. 417.
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a hundred orchestra players to produce an effective tone that
allows each part to be heard., The general public has acw
cepted such a stendard for so long that it never stops to
questlon whether or not this actually offers the best advan-
tage.

Another mlsteken idea, often advanced, pertains to the
contrast of the cholr and orchestra. It is assumed that
the orchestra should be weeker than the choir, playing a soft
piano wherever the cholr enters. A performance on this
principle 1s badly out of proportion. Bach never intended
such an interpretation of his scores. He was careless in
his markings. He indicated solo instruments for the orches-
tral introduction or interludes, but he failed to indicate
the necesslty of a tutti as the cholr entered in order to
keep a balance of equal tone between choir and orchestra.

The other extreme viewpolnt concerning this question
is to strengthen the muuber of instruments until there 1s the
exact muber of instruments as there are volces. But the
tone of our modern Instruments is much stronger than that of
the ones Bach used. To have an equal number of ingtruments
and volces would certalnly result in drowning out and obscur-
Ing the cholr entirely. If a largercholr is to be used, it
is best to have about half as many Iinstruments as there are

voleces in the chorus.
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Something like the following disposition of the opr-
chestra may be recommended for a choir of fifty to
eighty voices: six first violins, six second violins,
31x violeas, four altos, two contra basses, two flutes
and two oboes for each part. For & choir of a hwm=
dred to s hundred and fifty voices the following would
he 1deal: ten first violins, ten seconds, ten violas,
slx altos, four contrabasses, six flutes and six oboes
for esach part.

0f .course, such suggestions are a gulde; they aré not definite.
The number of volces is not as objectlve as the quality of
tone from the choir. A weak choir of & hundred voices would
rsguire fewqr instruments in the orchestra than a choir of the
same number of volces that produced a strong, resonant tone.

Though acoustics, or the size of the room, help deter=-
mine the demands of the choir and orchestra, it is best to
allow Bach's prineciples of polyphony and detail suggest the
8lze of the choir. Enthusiasts, preferring large groups for
the purpose of dynamic contrast, will find, "in feality, orly
the broad and simple dynamic plans can come out. The conduc~
tor discovers + » « that when the orchestra and organ enter
he has to resign himself to the loss of many interesting
nuances that he had set his heart on at rehearsal,"® A small
group may lack volume but has the advantage of cleérly'out-
lining 211 the parts,

Cne instrument Bach used, which determined to a great

5Ibid., Vol. II, pp. 443-244.

51b1d., p. 444.
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extent the amount of tone necessary, was the harpsichord.
Not only was it often the only instrument accompanying the
solo recitatlves, but it alsoc helped support the orchestral
accompaniment for all the choruses. The harpsichord resem-~
bles the modern plano only in that they are both key-board
instruments. It 1s very small 1n slze, with a range of
sbout half that of the planoc. Its cholce of dynamies, con-
ﬁrolled by the coupler pedals, are only plano or forte

with no c¢rescendo or decrescendo.  %All instruments of the

harpsichord . . . famlly were on the Plectrum principle, and
therefore were ineapable of dynamic modification of tone by
difference of touoh.”7 With the harpsichord, as with an
organ, all the notes'reeeive an equal amount of tone, while
with a piano 1t 1s possible to accent one note more than
another. These llmitatlions for the harpsichord produce
limitations in the amount of volume. The result 18 a small
amount of volume, with a tone similar to that of a banjo,
though not as coarse and with much more agllity. With full
couplers, however, 1t can match the penetration and sonority
of the modern plano.

Harpsichords today are rare. They are consldered

archalce Iinstruments, entirely replaced by the plano. The

5. 7. Hipkins, "Harpsichord," Grove's Dictionary of
Music, edlted by H. C. Hobbs, Vol. II, p. 047T.
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performances of music today that require & harpsichord smong
the instruments must substitute a piano for this'part. How=
over, the plano is & much duller instrument to substltute
with a tone that is too heavy in comparison with the harpsi-
chord. As the tone of the harpsichord is a plucked effeﬁt,
while that of the plano is percussive, the effect has been
remedied somewhat satisfectorily in brevious experiments
by placing tacks on the hammers of the plamo. These tacks
hitting the strings suggest very realistically a plucked
tone. By the use of rubber wedges, plano tuners empley, the
outside strings may be deadened, with only one string vibrat-
ing the tone to a very much smaller degree and more in pPro-
portion with the original tone produced by the harpsichord.
Converting the plano in this manner not only solves the
problem of a tone that Bach used but suggests a possible
solution for the question of balance., It is impossible to
use a large cholr and orchestra with correct balance and ex~
pect thls harpsichordal tone to be heard. The entire group
mast be ln proportion, with no single part predominating or
subordinated by the whole. The Mendelssohn performance must
have been entlrely lacking in balance as Bach understood 1t.
Smaller groups are not only more easily controlled but also

are nesrer to the "sacred chamber style" Bach required.




CHAPTER VII

ORGAN AND CEMBALO

Both the organ and the cembalo accompany the orchestra

and choir-in'thelﬁﬁo Matthew Passion. In the original score

these parts were.written with a figured bass only, with the
same figured bass duplicated for both.

The use of the figured bass goes back to sixtesnth cene-
tury harmony end polyphony as a méans of dlrection for scores
raquiring four to eight complete cholrs, or three or more in-
strumental lines, l.e. trio sonata. An organ or harpsichord
accompanied these, but found the bass of the choirs or instru-
ments 1nadequate, &s 1t did not continue during interludes

for another cholr or instrument to enter.

#4 General Bass®--a part which gave the real bass
of the whole mugle at any given instant, was pro-
vided for the organist. At polnts whers fewer
volces were engaged, the organist could supply
useftl harmony notes; and Indeed at most tlmes
could duplicate the real harmony of the voices
without attempting to follow thelr individusl
melodic curves. This general bass part of M"con-
tinuo! (obviously so called because it was con=-
tinuous throughout the composition, while the
actual bags of the singer would be intermittent,
or perhaps rise temporarily above that of the
tenor and so not be the real bass et all), with
its figures, was thus of the grestest importance
in clarifying the harmonle ideas of muslc, as
opposed to the polyphonic idea which had under-
lain all compositions up to this time.l

lponald Ferguson, A History of Musical Thought,
Chap. XIV. 116




OPTRRRSPIRRMISEN AR ST BERSS NE R N

117

Bach divided this continuo harmony between the organ
and the harpsichord, or cembalo, the Italian name for thls
Instrument. As only the figured bass line 1s indicated in
the score for those Instruments, much speculation has re-
sulted concerning the exact harmony each played. It 1is cer=-
tain, except with the accompanying of the chorals, they were
never playing accompanliments in unison. When MMendelssohn

revived the St. Matthew Passion in 1829, he lgnored the

tradition of the flgured bass, allowing these instruments to
play only the bass line written. The result was entirely out

of proportion and fortunately 1s not s surviving practice.z

The most accurate avallable re~edited scores for the
organ and cembalo are interesting to compare with the origl-
nal full score. One such organ part is a Brelkopf and Hartel
edition, while the cembalo part is a Pefers editlion arrénged
by M. Selffert. "

In Chorus No. 1, "Come, Ye Daughters," the cembalo
accompenies chorus and orchestra I, while ths organ accom-
panles chorus and orchestra II. During the orchestral in-
terludes while the cholr 1is not singing, the cembalo supplies
chordal harmony with the organ merely accenting the bass
or enjoying a rest. The organ also includes the melodle
line of the soprano ripieno in its part, which is absent

from the cembalo.

Zgchweltzer, J. S. Bach, Vol. II, p. 44l.
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Recitative No. 2 offers the cembalo only, in these edie-
tions, which is conslstently practiced with every descrip-
tive throughout the score. Bach supplied a figured bass
marked organ and cembalo. What Bach wanted was a gulding
harmeny to support the singer. The cembalo alone is suffi~
clent for this; adding the organ‘would strengthen the ac-
compeniment end 1imit the tonal freedom of the singer. Bach
wrote these flgured bass notes as quarter notes between the
singers' phrases, with rests when the singer re~sntered. The
Peters edition ties them over until a change of harmony
with no rests indlcated whatsoever. However, the audible
result is the zame. The tone of the harpsichord diminishea
imnediately after the chord is struck, giving the effect of
8 quarter note, no matter how long the notation Indicates a
note must be held, Perhaps this method is more encouraging
In the way of support for the singer, for if the singing
melodie line outlines a new chord, the harpsichord must chenge
the harmony of the accompaniment also. The playing of this
chord would be omitted if the measure were notated with a rest,

- A [P e - . v
; s R T S Iy 1w, S S A SO e
Xf&ém e R TR

Flg. 129.--Realization of Figured Bass
in Cembalo Accompaniment.
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This example from Recitative No. 2, measures one and
two, shows the cembelo accompaniment sustaining the harmony
wlth a change of harmony in the second measure. The example
followlng shows these same two measures as Bach indlcated

them in the originsal.

e oy oS
:X)V\%Er\ -

Flg. 130.--0riginal Figured Bass Indications

This 1s one of the recitatives in which the volce of Jesus is
heard. 8trings always accompany Jesus, but as a figured bass
part was included by Bach, there is no doubt that he expected
to employ ths organ also. The Brelkopf and Hartel edition
does not include this for the orgen, but the plano edition of
Schirmer offers a harmony which the organlist could easily usa,
It is en advisable suggestion that the organist use this and
accompany the voice of Jesus throughout the score.

Chorele No. 3 1s an example of all the chorales. Both
the organ and the cembalo accurately follow the figured bass
of Bach, supplying simple chordal harmony in choral style.

The Chorus No. 5, "ot uﬁon the Feast," 1s a double
choir and double orchestra selection. The cembalo part suf-

ficlently accompanies the first choir, but an organ part is
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omitted for Choir II, though Bach includes & separate figured
bags for 1it.

In the choruses No. 7 and No. 14, there is no organ
part Included in the orgen score. There is a harpsichord
part that mekes use of the entire figured bass Bach wrote.

If the balance is sufficient with the cembalo glone, and the
bass is emphasized coherently, it should not be necessary to
require the organ to play this chorus. If it is found that
the organ 1s needed again, the plano score could be used.

The Recltative No. 9 and the Aria No. 10 for the alto
again seem adequately portrayed with the cembalo alone. The
Peters edition submits an accurate part with notatlon that
is exact with the original figured bass of Bach. To add an
organ to this, when there is only an alto voice and two
flutes, would certalnly strengthen the accompaniment beyond
the ability of the voice, demanding a tone similar to a
Wiagneria arla instead of the simple pleading and grief of a
woman overcome by the events of the passion story.

It 1is strange that nelther of these editions of the
organ and cembalo parts submit a score of the soprano sria, In
No. 12 Bach includes a figured bass that was so important to
him that it is one of the few in which he marked the phrasing
of the bass line. The bass foundation, to him, was very
necessary, and the accurate interpretor of Bach never neg=-

lects this fact. Perhaps the Peters edition omits a cembalo
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part, giving the entire accompaniment to the orgen, as 1t
could supply a heavier tone which seems necessary here. No
Peters edition for the organ is available, however, for this
comparison. The piano score, ineciuded in the vocal edition
of Schirmer, will have bo suffice as a substitute. Piano
scores, of course, include the notes of all the instruments
in the orchestra, but with a proper rogistration, which
allowed a heavy tone for the bass only, a proportional
balance could be maintained. Most of this bass line could
be played on the pedal; whenever it goes too high, the left
hand could play 1t on the manuel.

The chorus in No. 15, YLord, Is It I%” has & cembalo
part for the figured bass. Ais ﬁhe'chérusris written for
Cholr I only, the strength of the cembalo is sufficlsnt ace
companiment without adding the organ.

No. 18 is an ariso recitative for soprano and two oboe
dtamore. The cembalo is all that is necessary for the re-
quirements of the figured bass and orchestration. The arla
following continues with the same instruments and balance.

The recitative and chorus No. 25 have a cembalo part
to play the flgured bass. The cembalo plays during the tenor
solo only, remeining silent when the choilr sings. As =
figured bass is included with the choral measures, it is ob-
viously meant for the organ. Again, as no pert is available

for any other solution, the suggestion must be to adapt the
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plano score for the organist to use here. With the asria
following this, the use of the organ is not necessary. The
cembalo gives enough support for the solo volce and solo
oboe.

The bass recitative No. 28 and aria No. 20 both lack
the organ and cembalo parts, apparently ignoring the figured
bass. The organ would probably be more suitable for these
than the cembalo and must look to the plano score again as
a possible guide and substitute.

No. 33, & duet and chorus, 1s fortunate to have both an
organ and a cembalo part. The organ accompanies the cholr
with the cembalo, both entering with simple chords in the
vivace section, "Have Eightenings and Thunders." The figured
bass 1includes the runs which are dictated by‘thé bass voice.
These runs should be included with the accompaniment to help
emphasize them. As the runs are too fast for the organ to
control, the cembalo should play them. The plano acore
offers the runs written out in the pisno accompaniment., This |
could be used for the cembalo here.

The final chorale, No. 35, which ends Part I of the
St. Matthew Passion, is scored for full choir and full orches=

tra. Both the organ and cembalo parts are avallable. The
cembalo part is more accurate in fulfilling the figured bass
indlcated. The organ is primarily used to accompany the choir
and woodwinds, guided by their melodie linss. The organ part
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seems to ignore the bass almost entirely, but that 1s due
to the many runs and fast notes in the bass line, which the
organ would be unable to produce at such a tempo. The
volume of the cembalo should be sufficlent to accompany the
cello in balancing the bass.

The accomplished and experilenced organist discovers
that the music of Bach can be played very practically on
the modern organ., But the organist who 1s not famillar with
Bach's style, finds 1t difficult to judge proper methods
of ftreatment for Bach's registration on the organ. The
natural misteke 1is tc'supplant contract of tone colora In
the organ registration, ignoring the importance of the

dynamics.s

It is the melodic line that is outstanding in
Bachts muaic; not the contrast of themes and tone. However,
this does not mean that the registration should be dull,

The following table from Terry's Bach's Orchestra gives

the specifications of St. Thomas!' orgah after its enlarge-

ment in 1721.4

®Schwettzer, J. S. Bach, Vol. I, p. 524.

4Terry, Bach's Orchestra, p. 159.
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TABEE 1
BACHE'S ORGAN AT ST. THOMAS'S

Name of Stop Length of Stop

Oberwerk (Great Organ)

Princlpal. « ¢ & ¢ v o v 4 v 4 « o .« o 16!
PriHCi.pal.a L 2 T gt
Guintaton. . . “ 4 5 » e s & 2 % ¥ % @ 161
Octave . . L I T T T A 41
Quj.nte L L T a3
Super O'Ctave L I R ) 2,'
Spial"Pfe-ife . LA I O B T S R S, 8 !
Sesquislters, doubled. Y o 4 4 e s e . -

M‘lxtur,, 6, 8, 10 ramfs * * e+ & ¥ e s -

Brustwerk

Grf}bgedackto LA I Y T T S S gt
Principale o o o o 4 4 o 4 4 v 4 v w 41
Nachthorn. . ¢ 5+ 8 s e e s & s e e » 41
Nasate ¢« o ¢ o ¢ o & L 31
Gemshorm .+ + . L N T T e
Cymbel, 2 I'anks. LI S D D L T T T T -

Sesquisltera + o o o « + + & .+ s e . -

Regali » - - -* * -* - » - » L ] L ] - L L] L 3 8!
Geigenregal (violin regal) v o o « o . 41

Ruckpositiv (Choir Organ)

Princip&l. L I N B Y T T I T 81
Quintatono * 3 8§ e e % 4 s s s e e e 8'
Lieblich Gedackt o o v ¢ 4 ¢ 4 o o o & gt
Kloin Gedackts v+ ¢ o o v o o o o o o o 41
Traverss (QuUerflote) ¢ o o o o o o o 4 41
Violine ¢ e s s e e e s s e e s s s = a2t
Haus chquinte » doubl ad 4 & ¥ e * = & -
Mixtur, 4 rankg. ¢ o o o o T -

8 &8s quial t B8 o & ¢ + L L T T Tt habd

Spithléte I T Y 4t
Schallflotee « « « » I 1t
EKrummhorn. « .« L T I S T T T 161
Trompete L I T a1
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Teble l-=Continued

Name of Stop Length of Stop
Pedal Organ

Sub-Bass (Qf metal) * 6 4 2 s e o+ e s i6¢

Posam“Baﬁs. L T T 16'

Trompete-BaBa. * + s s e s s e e e e . » 8!

Schalmai"B&ﬁS L R T 2 T S S, 41

cornett-Ba.SS $ 5 s 2 s e ¢ & * & e e @ 3t

Modern organs are not built with these stops for regis=-
tration. A few exlist on large organs but usually the organ=
ist st contrive to bulld a registration that as nearly as
possible resembles a Baroque tone. To offer a set regilstra-
tlon with which organists should conform would not be very
helpful, for it is rare to find any two organs that have
exactly the same stops. But suggested principals will be
a helpful guide in selecting a reglstration on any orgsan
that agrees with the tone Bach used.

Wherever the organ appears in the score of the_gg.

Hatthew Passion, it should be kept unobtrusively under the

cholr and orchestra for correct balance. The organ serves
as a background, an addition to the tone, not an Independent
Instrument.

In a modern organ only very softly volced flute and oc-
casionally light reed stops should be used. Clear flutes at
3' and 4' pitches will be the most useful. A Quintadens,

Gémaharn, or Saticlonal may also be used for variety. If the
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organ contains any delicately voiced mutation stops (2 2/3%
25 1 1/35 or 1!'), these may be used from time to time.
Sehweltzer reminds us that "with Bach the bass 1line is not,
as with other composers, merely a harmonic foundation line;
it i1s at the same time an obligato part, of the detail of

which the hearer must be Just as conseclous &s of those of

any other part."’ If the volce part, on which the continuo

chords are constructed, is very active and melodious, this
part should be played by the left hand on a separate manual.
This manual should be somewhat heavier in volume than that
used for the chordal accompaniments, with perhaps a fairly
strong string stop predominsting (a gamba, possibly, if a
good one). This will serve to support the string basses.
In the places where the bass line 1s tranquil, a 16¢ atop
may be used, playing the part on the pedals. For the most
part, however, pedals should use mainly 8' stops with some
. clear 4' or 2' added; 15' stops should be)used only oecasion-
ally. It will tend to ciarify the bass line if more 8¢
(string) end 4! (flute or string) tone is added. Additional
16! tone will only tend to muddy or confuse the melodie line.
During recitatives, light 8' tones are advisable, pos-
sibly a delicate Concert Flute. If this is heavlly volced,
a Dulcians 8' might be preferred, since the tons must sustain

Sscuweitzer, J. S. Bach, Vol. II, p. 454.

|
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but, at the same time, not obtrude.
| In the aria for alto, No. 10, 8! and 4' flutes should
be used on one menual (right hand); an 3¢ stop with string
tone predominating in the left hand. It is better not to try
to use the pedals.

In a recitative, such as No. 13, vwhere the last chord
should be forte, a light reed, such an oboe or Quintadena

if avallable, might be added to the flutes,

In No. 14, where the full choir is singing, the organ
is quite alone on the bass line. This 1s too high and awkward
for pedals, which would tend to indicate that Bach would havs
used a clear penetrating tone on the menuals, with the left
hand playing this part. The accompanying chords should be
gsofter on the choir or swell.

In No. 15, a Gemsharn, clear flute, or Salicional

should be used for the bass line, with a Dulelana and Unda
Mene for the sustained chords slone. A 16! pedal might be
added for the chorale section completing No. 15.

The final registration for the organ will require much
patience and study. "In our instruments we have to experi-
ment for a long time until we have found & number of regise
ters whilch, when properly blended, give the desired quallty
of tone."® The idea of balance should always be kept

6Ib1d., Vvol. II, p. 452.




128

predominantly in mind, plus the principle of bringing out
the bass in all of Bach's masic,




CHAPTER VIII
CONCLUSIONS

As stated In the Introductlion, this subject has been an
attempt to discuss the problems of interpreting or performing

Je S. Bach's £t. Matthew Passion. A careful comparison of

the CGerman score with the English score most generally used
indicated any differences in the notation resulting from
translation., To perform this music exsctly as Bach did would
require notation as similar to his as possible. 7

A dlscussion of the instruments which Bach used in his
orchestra and those that take thelr place today, was in-
cluded for discovering the tone and volume, which in turn,
affected the balance and phrasing, for a fuller appreclation
of Bach's style.

| Dynamics, phrasing, accentuation, and proper realiza-

tion of the ornaments are very necessary considerations for
interpreting Bach. Regardless of the size of the choir and
orchestra, these prinelpals remain constant. In connection
with balance, suggestions were advanced for converting a
plano to harpsichordal tone to play the cembalo part.

The organ and cembalo play wherever the figured bass is
Indicated in Bach's score. Thelr purpose is one of support

and color, not independent instruments. Played as such would

129
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completely upset the balance necessary for Bach's style.
Suggeations were included for a proper orgen reglstration
that not only serve to guide this question of balance, but
also to indicate on a modern organ the type of stops which
produce as nearly as possible Bach's organ tone.

This subject is designed to aid the lay musician who
lacks the orgsnized material for studying these problems
before performing Bach. The problems considered are the
most outstanding and the most contraversial encountered with

Bach's music.
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