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THE ORGAN COMPOSITIONS OF J. S. BACH BASED ON THE CHORALE

INTRODUCTION

In even a superficial consideration of the
organ works of Johann Sebastian Bach —
which are largely based on Lutheran chorale
melodies — one must be impressed by the com-
prehensive scope presented by this imposing
series of compositions. Both in the total aspect
and in the special groupings that assert them-
selves, the whole picture is truly formidable.
The comprehensive scope of the organ com-
positions is equalled only by the five sets of
cantatas that Bach is said to have composed,
each set being sufficient for an entire church
year. There is much in common between these
two types of compositions, and a closer rela-
tionship exists than is commonly understood.

It is of special interest that Bach’s creative
life began and ended with the composition of
works based on the chorales. His earliest ef-
forts are the youthful sets of chorale variations
and partitas. The last report we have of his
creative life is concerned with his sublime set-
ting of the chorale “Wenn wir in hochsten
Nothen sein,” composed during the composer’s
final illness, while he was blind; Bach, who
dictated the work to his son-in-law, J. C. Alt-
nikol, substituted the title “Vor deinen Thron
tret’ ich hiemit” (one of the other names under
which the chorale was known) for the more
familiar one. No recorded instance in music
history contains so appropriate a close to such
an eventful life.

The culmination of Baroque organ music
was reached in compositions inspired by
the Lutheran chorale melodies. Frescobaldi’s
splendid settings of the chorales were based,
atleast in part, on the Gregorian modes. Georg
Muffat reached a further stage of development
in his Apparatus Musica Organisticus, but did
ot equal the heights attained by Samuel
Scheidt in his Tabulatura Nova. The chorale
afforded the composer a new wealth of spirit-
ual values, and also new harmonic combina-
tions and new forms of instrumental poly-
phony, inspired and stimulated in part by the
relationship of music and words.
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PERFORMANCE PRACTICES
The exact and conventional liturgical use of
the organ in the Baroque era is still somewhat
unclear. We have various references, such as
the notations made by Bach on the score of his
cantata “Nun Komm, der Heiden Heiland” at
the time of his examination at the Thomas-
Kirche. Current scholarly opinion holds that
the organ was not universally used to accom-
pany the congregition in the singing of the
chorales. Spitta says (Vol. II, pp. 278-279):
The custom, which was becoming more and
more general, of accompanying the congre-
gation singing throughout on the organ, had
not yet come into use at Leipzig. ... Even
on festal and ordinary Sundays the ‘sermon’
hymn at least was always sung without ac-
companiment . . .. The same object is ap-
parent in the combination of the organ and
the choir singing. In the early service in the
Nikolai-Kirche, the choristers sang the Te
Deum in such a manner that they alternated
with the organ at every verse.
This situation is verified by Ritter in his Zur
Geschichte des Orgelspieles (1884) and espe-
cially by Georg Rietschel, who has made an
extensive study of this aspect in Die Aufgabe
der Orgel im Gottesdienste bis in das 18.
Jahrhundert (1893). Rietschel quotes a Meck-
lenburg church ritual of 1650 as follows
(transl. by A. R.):
After the scripture lesson the Magnificat is
sung in Latin or German; where there are
organs, however, the organist should play
the verses alternately.
Concerning the ritual of the Nuremberg
churches, Rietschel states (transl. by A. R.):
In the vesper service from Advent to Can-
dlemas, the appropriate hymns of the
church year are always performed so that
the words of one verse should be sung, while
the organ plays the next one. In the Mag-
nificat the verses likewise alternate be-
tween the choir and the organ.
Here we have the raison d’étre for the chorale
prelude in its various forms.
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Among Bach’s miscellaneous organ chorales
are several which show indications of having
been written to accompany either the choir or
the congregation. The most extended of these,
based on the chorale “Herr Gott, dich loben
wir” (the German version of “Te Deum lauda-
mus”), seems too elaborate for any congrega-
tion, no matter how proficient in singing its
members may have been. A modern congrega-
tion could not sing even eight measures of the
chorale against such an accompaniment with-
out falling by the wayside. The work, there-
fore, must have been meant to accompany the
choir, which, after all, had the greater respon-
sibility in the musical program of the church.
Bach’s harmonization of this durchkomponiert
(“through-composed”) piece shows marked
traces of tone painting influenced by the
words of the chorale.

Several of the early chorale settings — “Al-
lein Gott in der Hoh’ sei Ehr’” “Herr Jesu
Christ, dich zu uns wend’,” “Lobt Gott, ihr
Christen, allzugleich,” and, in much more
elaborate form, “In dulci jubilo” — also show
signs of having been used for accompanied
singing, with interludes and introductions.
These few, however, do not compel general de-
ductions about performance practices.

In certain provinces it was the custom for
the organist to execute interludes of a more or
less complex character between the verses,
and even between the verse lines. This prob-
ably represents a condensation of the practice,
which no doubt prevailed generally, of alter-
nating one complete verse by the choir or the
congregation with an organ arrangement of
the next.

A very questionable habit, possibly based on
this procedure, prevails into the present day.
The custom of some directors of holding the
end of each verse-line of the chorale an in-
definite amount of time is one of the most pain-
ful experiences in music listening. This is es-
pecially so when the fundamental rhythm is
ignored, and the measure containing the fer-
mata arbitrarily receives one or more addition-
al beats or fractions of a beat. The uncertainty
created in the mind of the listener is exceed-
ingly disturbing, and it is hoped that perform-
ers will soon realize that the fermata in Bach’s
notation indicated only the end of a verse-line
and not the sustaining of a tone. If one wishes
to become entirely convinced of this, let him
try to sustain any one of the fermate in any
of the organ chorales of the Orgelbiichlein,
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commonly known as The Liturgical Year
(these organ chorales are the comparable
forms, in organ idiom, of the simple, harmo-
nized vocal settings sung by the choir or the
congregation). At the fermata, the value of
the note being sung should be shortened for
purposes of taking a breath, but the flow of the
rhythmic pulse should not be interrupted. The
sooner this is understood, the sooner we will
arrive at a sane interpretation of the vocal set-
tings of the chorales.

EDITIONS OF THE ORGAN CHORALES
In the introduction to the 871 Chorales and
69 Choral Melodies, published by G. Schir-
mer, Inc., the writer attempted to explain why
the chorale fell into disrepute and was neglect-
ed. Earlier publications without the words to
which the chorales were composed did them
a great disservice and much harm. One such
instance is an early 19th-century edition of
twelve Bach chorales, each with a contrasting
harmonization by Abt Vogler, with commen-
tary explaining why Bach should have com-
posed them thus. The edition has an extended
foreword by Carl Maria von Weber support-
ing this procedure. Had the words of the cho-
rales been printed as well as the music, these
two otherwise splendid musicians would not
have made such a ridiculous mistake. The in-
ner meanings of Bach’s harmonizations were
overlooked because the words were omitted.

A similar incident concerns Albert Schwei-
tzer and his organ teacher, Charles Marie Wi-
dor. Widor remarked that the logic of the
great Preludes and Fugues of Bach was al-
ways clear to him, but that in the chorale
preludes it appeared disjunct and distorted.
Schweitzer replied that the reason was very
simple: Widor was not acquainted with the
texts upon which the chorales were based.
Schweitzer demonstrated the relationship of
the words to the tone painting and symbolism
found in the music; whereupon Widor be-
came interested and requested Schweitzer to
formulate his ideas in a brochure for French
organ students. The final result was Schwei-
tzer’s monumental work on J. S. Bach.

No comprehensive understanding of the
chorale preludes is conceivable without a full
study, in each instance, of that verse of the
chorale used by Bach. The best treatment of
this aspect known to the writer is by Hans
Luedtke, in the Bach-Jahrbuch, 1918, pages
1-96.
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One of the main reasons why these great
tone poems received recognition so much later
than the Preludes and Fugues lies in the fact
that their formal relationship to one another
was violently disturbed by a distorted manner
of publication. The earliest editions of Bach’s
chorale preludes generally present an accurate
over-all picture: the Clavieriibung, Part III,
the Six Schiibler Chorales, and the Canonic
Variations on “Vom Himmel Hoch” were pub-
lished during Bach’s lifetime; the Schiibler
chorales were reproduced intact in an edition
of miscellaneous chorale preludes published
about 1802 by Breitkopf & Hirtel; the Clavi-
eriibung, part III, was published in the early
Hoffmeister edition, without the “Duettos,”
but otherwise in the regular order. From here
on, chaos seemed to reign in the publication of
the organ chorales. About 1845, Griepenkerl &
Roitzsch, in what was destined to become the
popular edition, ignored Bach’s order com-
pletely and published the organ chorales in
two separate groups — small forms and large
forms — using an alphabetical plan of publi-
cation. Breitkopf & Hirtel followed suit in the
other well-known edition. It is no wonder that,
without the understanding that the chorale
texts would have provided and the intelligent
grasp offered by Bach’s logical grouping, these
compositions suffered in comparison with the
more volatile Preludes and Fugues.

It is to the English that we are first indebted
for editions of chorale preludes that adhere to
Bach’s ordering, though published at a time
when the editors of the Peters firm, in Ger-
many itself, were printing the same chorales
in alphabetical order. One of these English
editions, published in 1845 by Coventry and
Hollier and edited by Mendelssohn, was de-
voted to the Orgelbiichlein; since the edition
of the Bachgesellschaft did not appear until
1878, it probably represents the first publica-
tion of the Orgelbiichlein with the numbers
in Bach’s original ordering. Mendelssohn
owned a holograph of this work, and it"is inter-
esting that he should have disfigured such a
treasure by cutting out several pages to give
away as a present. Coventry and Hollier also
published the Six Schiibler Chorales in their
correct sequence, as well as most of the Eigh-
teen Chorale Preludes — at least up to and in-
cluding the thirteenth —and the chorale
variation “Sey gegriisset, Jesu giitig.” This
series of publications is a remarkable tribute
to the state of Bach understanding in Eng-

land at the time.
In the fourth decade of the present century
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the C. F. Peters Verlag of Leipzig published,
no doubt in response to a popular and almost
universal demand, the Orgelbiichlein, the
Sechs Chorile, the Achtzehn Chordle, and the
Clavieriibung, Teil 111, in three volumes in
their original, composite forms. The editing is
based upon the Griepenkerl and Roitzsch edi-
tion of about 1845.

The Chorale Partitas, the Orgelbiichlein, the
Eighteen Chorale Preludes, the Six Schiibler
Chorales, the Canonic Variations on “Vom
Himmel hoch”, and the Clavieriibung, Part
II1, all show in a remarkable manner the de-
sire of Bach to exhaust the spiritual contents
of any form which stimulated his imagination
and technical facility. Perhaps more than any
other composer in history, Bach based his cre-
ative work upon the chorales. An examination,
in chronological order, of his Preludes and
Fugues and other works for organ will show
clearly that his tremendous technical facility
was in great part developed by the composi-
tion of the organ chorales. A simple example
may be found in the early, well-known “Pre-
lude in C Minor”, introducing the fugue in the
same key. The three or four spasmodic entries
of a pertinent, unifying figure into this prelude
result from a technique of composition first as-
sociated with the organ chorales.

In addition to the organ cycles mentioned
above, there are approximately half a hundred
miscellaneous organ chorales by Bach. A few
seem to date from a period when Bach was
still searching for his true métier, while others
definitely belong to his mature, Leipzig peri-
od. In the last group are compositions in which
the composer seems to have sought a new so-
lution to some special problem.

TYPES OF CHORALE PRELUDES

Three basic types of chorale preludes have
been analyzed and established by Philipp
Spitta, and are almost universally recognized:

1. The chorale fugue, commonly known as
the Pachelbel type, was developed in central
Germany, especially in Thiiringen and Fran-
ken, and is most completely represented in the
works of Johann Pachelbel, 1633-1706. The or-
gan chorales grew naturally out of liturgical
practice, and the chorale fugue is no doubt an
outgrowth of the practice of “intoning”-or im-
provising an organ introduction to announce
the singing of a chorale by the choir or the
congregation. Pachelbel utilized a central, uni-
fying idea to produce from the chorale a com-
position of great concentration. This style was
foreign to the coloristic tendencies of the
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Northern School, which preferred to set two
or more highly ornamented voices above a
bass melody. Bach enhanced Pachelbel’s form
by applying a pregnant and interesting coun-
ter theme. The whole development is ex-
pressed by Bach, from the early “Herr Christ,
der ein’ge Gottes Sohn” and the short choral
fugue “Wir glauben all’ an einen Gott” to the
great trios “Allein Gott in der HoW sei Ehr’”
and “Herr Jesus Christ dich zu uns wend’.”

2. The organ chorales “Das alte Jahr ver-
gangen ist” and “Wenn wir in hiochsten No-
then sein,” from the Orgelbiichlein, are exam-
ples of the second category. Here the melody
of the chorale is spun out in an ornamental
fashion, a style that has been attributed to
Georg Bohm.

3. Buxtehude is pictured as having brought
to a highly-developed state the fantasy, in
which contrasting movements and brilliant ef-
fects are among the chief charact-ristics.

Schweitzer (Vol. 1, p. 47) sums up the three
types as follows:

Such are the forms of the chorale prelude
created by the masters of the end of the
seventeenth century. From the formal
standpoint they performed their task to the
full, since they worked out rigorously all the
possible types of the species. There are
three of these. In the first, the whole pre-
lude is constructed out of the motives of
the melody, in which case the latter is not
altered in any way, but runs through the
whole as a cantus firmus. This is the “mo-
tivistic” method of Pachelbel. In the sec-
ond, the melody is broken up into ara-
besques, that climb and wind like a flower-
ing creeper about a simple harmonic stem.
This is the “coloristic” method of Bohm. In
the third the melody forms the core of a
free fantasia, as in the chorale fantasias of
Buxtehude.

All other imaginable kinds of chorale pre-
lude are only intermediate forms between
these three main types; we may, for exam-
ple, in a Pachelbel chorale-fugue, lightly
colour and ornament the cantus firmus, or
weave motives of the melody into the har-
monies that support the chorale arabesque
in the Bohm style, or, lastly, derive the
themes of the Buxtehude fantasia more or
less freely from the melody of the chorale.

Bach found these main types and the in-
termediate forms already in existence. He
created no new ones; even Brahms and Re-
ger, modern as they are, have not done so,

for it is quite impossible. The only difference
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between Bach and his predecessors is that

he did what they could not — made some-

thing more than form of them.

While these three classifications have much
to recommend them, they are by no means
mutually exclusive. To establish an arbitrary
border line is not a simple matter. There were
numerous composers, both predecessors and
contemporaries of Pachelbel, B6hm, and Bux-
tehude, who composed in these styles. Bach
used these forms as a basis, but combined each
of them into a much larger and fuller, homo-
geneous whole, to produce vessels that could
contain the full flow of his vital and irrepressi-
ble spirit.

A type that might well be called the Chorale
Aria is very seldom mentioned; the writer has
never seen it applied to a unified group of
chorales. This form is best investigated by
studying the Six Schiibler Chorales, which are
transcriptions of cantata arias. All except the
second one, “Wo soll ich fliechen hin,” are pre-
served in their original forms in surviving can-
tatas. Enough of Bach’s transcription proce-
dure is known to confirm that number two is a
transcription of a choral aria that is no longer
extant. By comparing the organ chorales with
the instrumentation of the original cantata
arias, it is evident that, in the majority of cases,
there is a flowing continuo part played by the
left hand, an instrumental obbligato in the
right hand, and a chorale melody executed on
a four-foot pedal stop, which places it in the
alto range. The continuo, or left-hand part,
contains the harmonic foundation of the com-
position and hence should have at least a soft
sixteen-foot stop assigned to it along with
stops of higher pitch, approximating the effect
of the eight-foot cellos and sixteen-foot con-
trabasses of the original. Similarly, the left-
hand part of “Wer nur den lieben Gott lisst
walten” should be played upon a separate
manual as the continuo part; the writer pre-
sented such an arrangement in his edition of
the Six Schiibler Chorales, published by the
O. Ditson Co. Another such example is num-
ber six, “Kommst du nun, Jesu, vom Himmel
herunter,” which Bach himself changed to
conform to this treatment in his own copy of
the original edition. The Chorale Aria form is
scattered throughout all of the organ-chorale
works in approximately a dozen well-defined
examples: from the miscellaneous chorale pre-
ludes, the well-known “Nun freut euch, lieben
Christen g'mein”, another version of “Wo soll
ich flichen hin” and “Wir Christen Leut’;”
from the Orgelbiichlein, “Gott, durch deine
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Giite” and “Vom Himmel kam der Engel
Schaar;” from the Clavieriibung, Part III, the
first “Allein Gott in der Hoh' sei Ehr’'” (in
which the alto chorale melody should be
played on a four-foot pedal), “Christ unser
Herr zum Jordan kam,” and “Jesus Christus
unser Heiland.” There are other examples on
modified form, such as the trio on “Nun komm
der Heiden Heiland” from the set of Eighteen
Chorale Preludes; in this piece the chorale
melody is assigned to the upper manual. The
form of the chorale aria, however, is well
enough pronounced to be classified into a di-
vision by itself. It is usually characterized by
brightness and alert movement.

Still another form is the pure organ chorale,
which, though written in the idiom of the or-
gan, approximates a vocal harmonization.
More will be said about this form below, under
the section devoted to the Orgelbiichlein.

SETS OF BACH ORGAN CHORALES

Having discussed the forms of Bach’s organ
chorales, let us now turn to an examination of
the various groupings of these chorales.

1. Miscellaneous Chorale Preludes.

Approximately fifty chorale preludes do not
belong to any larger, composite composition.
Most of them are early works. One of the few
mature works, “Wir glauben all an einen
Gott,” seems to be a study for the use of the
double pedal. These miscellaneous works of-
fer special interest for one seeking to trace the
development of Bach as a composer; an ex-
amination of their characteristics provides a
very illuminating approach to this aspect.

2. Chorale Partitas.

The earliest homogeneous group of organ
chorales consists of the youthful sets of varia-
tions which were probably composed before
Bach had reached his majority. Several sets
are considered to be of doubtful authenticity,
but three are included in most of the complete
editions of the organ works. The variations on
“Christ, der du bist der helle Tag” show every
evidence of being a very early product of
Bach’s mind. The irregularity of the harmo-
nized version of the theme shows considerable
gaucherie and immaturity. The first variation
is based on the bicinium form so common with
Bohm. In this form the melody is spun out in
the upper part, with a second voice in counter-
point (this counterpoint often being a bass os-
tinato). The last variation, in which the pedal
is introduced, reveals a decided ineptness in
that the lowest voic. in the manual part is al-
most literally reproduced in the pedals. It is
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more suggestive of the pedal harpsichord than
the organ. Variations three, four, five, and six
give an inkling of the composer’s later great-
ness. The partita “O Gott, du frommer Gott”
also exhibits remarkable promise for such a
young artist. True, the opening number is
again marked by a certain crudeness in har-
monization; the second movement is once
more based on the bicinium form. The rest of
the variations, however, show various flashes
of genius — variation six is especially note-
worthy. Variation nine contains definite direc-
tions that signify not only changes of pace, but
also piano and forte. These dynamic indica-
tions are very rare in Bach’s works.

“Sei gegriisset, Jesu giitig” is very definitely
the most satisfactory of the three sets consid-
ered authentic. It makes a bold step forward in
the use of the obbligato pedal in variations
seven, eight, nine, ten, and eleven. Spitta sug-
gests, partly because of the new mastery
shown, that these variations (and also varia-
tion five) belong to a later revision of the
whole work by the composer. This variation
set, in common with the other two sets, has as
many variations as there are verses in the cho-
rale. Possibly Bach had in mind the prepara-
tion of a series of variations to be used in al-
ternation with the choir at the liturgical serv-
ices. Another possibility is that Bach attempt-
ed to “through-compose” each chorale verse
and realize its spiritual and pictorial value in
musical terms. There are very strong tenden-
cies toward tone painting in the variations,
and the adherence of the music to the text is
striking throughout. Here is an early applica-
tion of a principle which Bach recommended
to his pupils — the transformation of the mean-
ing of the chorale text into music. The con-
trast between early phases in Bach’s work and
more mature sections is more striking here
than in the early Preludes and Fugues. If it
took Bach longer to find himself in the freer
forms of composition than in chorale composi-
tions, perhaps the reason is that he had the
words of the chorale to stimulate his imagina-
tion. Late in life he wrote another set of varia-
tions, Die Kunst der Fuge (The Art of Fugue),
in which he tried to glorify the canonic ele-
ment in composition.

3. The Orgelbiichlein.

The source of the true organ chorale is
found in the various movements of partitas, at
first based on secular tunes and later on cho-
rales. The creation of the true organ chorale,
according to Spitta (Vol. III, pp. 213-219)
was to the great credit of Bach; whereas the
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variations, such as the three sets discussed
above, were probably designed for alterna-
tion between choir and organ, the individual
numbers of the Orgelbiichlein were evidently
planned as preludes or postludes to the cho-
rale. The whole work contains an unusual de-
gree of tone painting. Schweitzer says that the
Orgelbiichlein is a veritable encyclopedia of
Bach’s musical language; his claim that the
use of canon probably has no special symboli-
cal significance, however, will bear further
study and research. A very interesting field
has been opened up by the research of Arnold
Schering (Bach-Jahrbuch, 1925) and Fritz
Dietrich (Bach-Jahrbuch, 1929). I quote from
the preface of the edition of the Orgelbiichlein
published by the O. Ditson Co. and edited by
myself:

The time of composition of the Orgel-
biichlein is usually assigned to the Master’s
period of activity at Cothen, 1717-1723. An
interesting and more detailed deduction is
made by the English Bach authority, C.
Sanford Terry, in the Musical Times, 1917,
angd reviewed by Dr. Hans Luedtke (Ber-
lin), in the Bach-Jahrbuch of 1919. Terry
draws the interesting conclusion that this
collection was written while Bach was serv-
ing time in the prison at Weimar, from No-
vember 6 to December 2, 1717, where he
was placed for his obstinate attitude in de-
manding his release from the service of the
Duke of Weimar. If this is true the time of
composition would be placed just before the
Cothen Period. There is indication, how-
ever, that it was written for use in Cothen
as is shown by the range of the pedal parts
in two of the numbers.

In planning this work, Bach sketched and
outlined in his manuscript places for one
hundred and sixty-four Preludes on one
hundred and sixty-one Chorals, which he
evidently had expected to arrange as Organ
Chorals. The whole was to cover the needs
of the Church Year, and it is because of this
that the set is known in America as “The
Liturgical Year.” However, the Master com-
pleted only forty-five of the contemplated
number. Schweitzer assumes that he select-
ed only those which suggested to him ideas
for his tone-painting, but this does not seem
entirely convincing as there are many of
those which remained unfinished which
seem to be just as susceptible to this tone-
painting and symbolical treatment. A much
more logical deduction would seem to be
that Bach was concerned first of all in com-
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pleting the Organ Chorals for the main

Feast Days of the Church Year. Thus he

completed all of the Advent Chorals

sketched, all but one of the Christmas Cho-
rals, all of the Old and New Year, both of
the Nunc Dimittis, seven out of thirteen of
the Passion Chorals, and all of the Easter
Chorals. These cover thirty-two of the first
thirty-nine Chorals which he sketched into
his manuscript. In a general way Bach fol-
lowed the headings in the old Weimar Ge-
sangbuch of 1713, in which the headings
for the Feast Days are grouped first and
the headings of a general nature following.
Is it not reasonable to suppose that after he
had completed the group thus far, he felt
that with a single number here and there
selected from the remaining divisions he
had presented enough of this type of com-
position? Of the last eighty-six Chorals
sketched only six were completed. It is pos-
ible also that his greater interest in Cham-
ber Music, which developed during his Co-
then Period, turned his attention from these

Organ Chorals to other forms of composi-

tion.

The type found in this collection is the
simplest in which Bach cast the form of his
Choral Preludes. There are no fantasias
such as are found in the set of Eighteen
Large Preludes or the Catechism collection.
The melody of the Choral is treated directly
and without episodes between the verse
lines. With two exceptions (Nos. 13 and 20)
the melody appears in the soprano in all of
the Preludes in this collection. In Nos. 16,
24, and 42 the melody appears in coloratura
style; otherwise the melodies of the Chorals
are only slightly adorned with passing-
notes, etc. These Preludes are in essence the
expression of the Choral in the idiom of the
organ.

4. The Eighteen Chorale Preludes.

This collection, started by Bach late during
his Leipzig Period, was evidently designed to
contain, in revised form, all of the composi-
tions that he considered adequate for such a
grouping. He also probably had in mind in-
cluding an example of all of the chorale forms
that he had brought to such a high degree of
perfection. That it represents a completed col-
lection or group is not conceded. Number
eighteen, the composer’s famous swan song,
was dictated at the end of his life to his son-
in-law. Had he been given more time, it seems
entirely feasible that more numbers would
have been included. Bach himself left no title
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page stating that he desired a group of
eighteen compositions in this set. The existing
title page was set up by Wilhelm Rust for the
edition of the Bachgesellschaft and was pat-
terned after the title of the Six Schiibler Cho-
rales, with which the original manuscript was
combined. The titles of each number are as
Bach himself designated them. There can be
little doubt that the collection is a heterogene-
ous one without the inward connection that
exists between the organ chorales of the Cla-
vieriing, Part I1I. In spite of the miscellaneous
nature of the separate numbers, their worth
cannot be overestimated. Such compositions
as the triptych “O Lamm Gottes, unschuldig”
are unsurpassed. Before the middle of the
nineteenth century Mendelssohn’s playing of
“Schmiicke dich, O liebe Seele” called forth
Schumann’s famous eulogy (transl. from J. S.
Bach, Eighteen Large Choral Preludes, publ.
O. Ditson Co.):

Thou didst play, Felix Meritis [Mendels-
sohn], a prelude upon one of those figured
chorales. “Schmiicke dich, O liebe Seele”
was the text; the melody seemed interlaced
with garlands of gold, and the work
breathed forth such happiness that you in-
spired in me this avowal: Were life deprived
of all trust, of all faith, this simple chorale
would restore all to me. I fell into a revery;
then, almost unconsciously, I found myself
in the cemetery, and I felt poignant grief
at not being able to cover with flowers the
grave of the great Bach.

This seems extravagant praise, but is no more
than any single number of the group of
eighteen deserves. Certainly this is a collec-
tion of superb music.

5. The Six Schiibler Chorales.

This group holds a unique place among the
collections of organ chorales, for the individu-
al settings are transcriptions of arias and duets
found in Bach’s cantatas. The original forms
of numbers 1, 3, 4, 5, and 6 are in Cantatas
140, 93, 10, 6, and 137 respectively. The can-
tata containing the original version of the sec-
ond setting has evidently been lost.

One of the most interesting aspects of this
collection is the opportunity it provides for
studying Bach’s ideas regarding phrasing.
Bach had a habit of marking his phrasing and
bowing into the individual orchestral parts.
The writer attempted to apply these markings
in a recent edition (1942) of these six organ
chorales published by the O. Ditson Co; it was
an interesting problem to say the least. The

first edition of this set was published about
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1747 by Schiibler of Zella. According to Wolf-
gang Schmieder, in his Thematisch-Systema-
tisches Verzeichnis der musikalischen Werke
von Johann Sebastian Bach, p. 448, four copies
of this original edition are still extant. The set
offers an unprecedented opportunity, not only
to examine the chorale aria form as established
by Bach, but also to compare the organ regis-
tration with full scores of the cantatas that fur-
nished the original music.

6. The Canonic Variations on “Vom Him-
mel hoch.”

That Bach’s larger composite works were
the result of a desire on the part of the com-
poser to test his technical ability is an old opin-
ion that is being gradually shattered. In such
special studies as the Art of Fugue by Graeser
and Schwebsch, the Musical Offering by Da-
vid, and the St. Matthew Passion by Heuss, it
is readily discernable that Bach transcended
the limitations of individual forms and had as
his objective the moulding of a group of them
into a larger homogeneity. Such a group is the
present set of variations. Friedrich Smend’s ar-
ticle entitled “Bach’s Kanonwerk iiber "Vom
Himmel hoch da komm’ ich her’ ” in the Bach-
Jahrbuch of 1933 is the best study of this work.
The plan of the canonic forms is much too
elaborate and extensive to try to cover in a
discussion as short as this one. A thorough
analysis of this great work offers one of the
most satisfying experiences to be found in the
realm of music. In addition to Schemelli’s Ge-
sangbuch and the instrumental parts of the
cantata “Gott ist mein Konig,” eight major
works of Bach were published during his life-
time. The first four, consisting of the four parts
of the Clavieriibung, were more or less under
his personal direction; he and his sons are sup-
posed to have engraved the copper plates for
Part I (the Six Partitas). The last four publica-
tions were printed in a much more desultory
manner: the Six Schiibler Chorales, the Art
of Fugue, the Musical Offering, and the pres-
ent set of canonic variations all exhibit evi-
dence of indifference and carelessness in their
original editions. The first of these, because it
is a collection of individual pieces, did not suf-
fer from a re-grouping of these pieces. The
studies of Graeser and David have established
a more logical order for the separate numbers
in the Art of Fugue and the Musical Offering
that gives a total, composite meaning to each
work. Concerning the canonic variations,
Smend argues — very logically — for revised
order that would re-establish Bach’s correct
proportions. All modern editions are based
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upon the publication of 1747, but Bach’s man-
uscript shows a different order. In the manu-
script the four-part canon, that in the printed
edition forms the closing movement, falls be-
tween the canon of the fifth and the canon of
the seventh, forming number three of the
group. Smend’s arguments present a very in-
teresting study and are comparable, on a
smaller scale, to the deductions of Graeser and
David. It may be safely stated that this varia-
tion set is one of the most important works of
Bach. It should be played more often.

7. The Clavieriibung, Part III.

The unusual logic of Bach and the orderli-
ness of his mind are shown in the many com-
posite and cyclical works included in his large
output. Bach’s eagerness to exhaust the possi-
bilities provided by an underlying musical
principle or spiritual idea led him to the for-
mulation of large cycles of compositions, uni-
fied by a single, basic element. When he hit
upon a form which permitted some leeway,
he was not satisfied until he had worked out
all of the possibilities inherent in that particu-
lar problem. When one considers the Art of
Fugue in the paths along which Graeser’s re-
search has led us and the book by Schwebsch,
which attempts to analyze this great work on
the basis of the philosophies of life as ex-
pressed by the mystic preacher Tauler, one re-
ceives new visions of Bach’s comprehensive-
ness.

The Clavieriibung, Part III, commonly and
perhaps erroneously known as the “Cate-
chism,” is fully equal to any of Bach’s other
large, composite works in both scope and con-
tent. It is, without doubt, the apex of Bach’s
compositions for the organ. An exhaustive
study of this monumental work still remains
to be done. Past efforts show errors in judge-
ment, particularly concerning the relationship
of the four “Duettos” to the work as a whole.
Some writers have stated that the “Duettos”
appeared in the original publication because
‘of a mistake on the part of the engraver. Con-
sidering that the work was published during
Bach’s lifetime, it seems highly unlikely that
the composer would have permitted the in-
sertion of four extraneous compositions into a
homogeneous composite work of such impor-
tance. Also questionable is Schweitzer’s state-
ment that Bach erred in changing the order of
the Communion chorales and the Penitence
group; yet when we find an explanation so
nearly perfect as Schweitzer’s Catechism
theory, there is a great temptation to make

everything fit into the pattern, rather than
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search for the true meaning.

For many years much has been written to
establish and substantiate this work as a
musical counterpart to Luther’s Catechism.
Schweitzer explains the larger and the smaller
chorale versions as being comparable with the
larger version of the catechism for grown peo-
ple and the smaller version for children. In
Luther’s time the catechism consisted of five
main divisions: the Ten Commandments, the
Confession, the Lord’s Prayer, the Baptism,
and the Communion. Later the Lutheran
church added a sixth division, the Penitence.
The question whether Bach had in mind
a composite work to correspond with Luther’s
Catechism is certainly open to question. A part
of this work fits wonderfully into the scheme
of the Catechism, but what of that part — con-
sisting of more than half of the work — which
has no connection whatever with the Cate-
chism? This part consists of fourteen of the
finest numbers: the great “Prelude in E-flat,”
the three large versions and the three small
versions of the “Kyrie,” the three preludes on
“Allein Gott in der HOW sei Ehr’,” the four
magnificent “Duettos,” and the final “Fugue
in E-flat.” If one includes the two preludes on
the Penitence, twelve numbers would corre-
spond with the plan of the Catechism. It seems
a bit strained to see in this composite work a
musical counterpart of the Catechism as a
whole.

As previously mentioned, four of the best
numbers are generally discounted as having
found their way into the original publication
(which was completed under Bach’s direc-
tion) by mistake. This presumption has been
repeated ad infinitum by many writers. Stain-
ton de B. Taylor, for example, says: “By a curi-
ous accident the engraver included four move-
ments called Duetti which are entirely irrele-
vant to the rest of the book.” One wonders
what this curious accident really was. If the
work is really a musical setting of the Cate-
chism, why also the six settings of the Kyrie
and the three settings of the Gloria? Will any-
one who has given serious study to the smaller
numbers of this work be bold enough to say
categorically that these are pieces for chil-
dren? Some of Bach’s finest and deepest writ-
ing lies buried in these short gems. Why does
Bach say in his title “verschiedenen Vorspielen
iiber die Catechismus und andere Gesinge?”
There surely must be a more logical answer to
this problem.

Luther was much concerned, in his plans for
the Lutheran liturgy, about the establishment
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of the German form of the Mass; for the ritual
had never been entirely discarded after the
Reformation and the separation of the church-
es. The Protestant liturgy consisted generally
of sequences of chorales representing, in the
vernacular, the various parts of the Mass. Thus
we have the three settings of the Kyrie, the
Gloria (represented by the chorale “Allein
Gott in der Hoh’”), and the group known as
the Catechism chorales, including the one on
Penitence (represented by the chorale “Aus
tiefer Not”). Here we have a more logical ex-
planation for Bach’s composite work. The
troublesome question of the mischievous
printer’s devil, who allegedly caused all of the
difficulty, is also allayed. Various evidences
left to us from Bach’s time show that instru-
mental music was performed during the office
of the Communion. It is very clear that these
four wonderful “Duettos” are the music to be
performed during this time. This use of instru-
mental music is not an isolated instance, but
represents a common practice. Anyone inter-
ested in the “Duettos” is referred to Rudolf
Steglich’s Johann Sebastian Bach, page 146,
where an attempt is made to explain them on
the basis of the philosophy of Johann Arndt’s
“Vier Biichern des wahren Christentum,” with
its concern with the four elements, heaven,
air, water, and earth.

How much more logical than the portrayal
of a catechism for children is the explanation
for the small versions that considers them in
the light of a complete performance of the
Mass (after the Lutheran liturgy), where time
is somewhat restricted. The smaller versions
could be selected for a shorter form of the serv-
ice. In the estimation of the writer, the placing
of each small version after the large one was
a matter of convenience for the organist. This,
of course, means that we really have two com-
posite works in one. We thus have for one set
the “Prelude in E-flat,” the three large Kyrie
settings, the three Gloria settings, the larger
chorales on the Ten Commandments, the Cre-
do, the Lord’s Prayer, the Baptism, the Peni-
tence, the Communion, the four “Duettos” for
the Communion music, and the “Fugue in E-
flat” for the postlude. For the shorter service
the small versions were substituted for the
larger ones throughout; Bach may also have
had in mind the less experienced village or-
ganist or a less adequate organ when he com-
posed the small versions. The prelude to the
entire service, with its symbolism of the Holy
Trinity, and the fugue in the same key and of
similar content did not need to be shortened.
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Bach probably also felt that the importance of
the German Gloria allowed the three compar-
atively large settings to be used in either set.
This solution may not be perfect, but it con-
tains fewer loopholes and excuses than does
the Catechism theory.

The setting up of two versions of the Lu-
theran liturgy for the organ alone presents a
much more logical approach to this great
composite work than does a partial explana-
tion of it by calling it the “Musical Cate-
chism.” Should the desire arise to perform the
work in its entirety or in its complete form or
forms, it is suggested that either the large or
the small version be selected, if one cannot
program the two versions at two different
times. In any event, the music that would be
repeated by presenting both forms is so won-
derful that a second hearing would prove
most welcome.

Consideration of the individual numbers
will be given as they appear in the text of this
volume. They may be safely ranked with the
greatest works of Bach. From the penitent
small version of the Lord’s Prayer with its
wonderful sentiment and symbolism to the
mighty effusions of the last five-part Kyrie
and the tremendous six-part “Aus tiefer Not,”
Bach runs the whole gamut of his genius in a
manner unsurpassed in any of his works.

The two forms of the Lutheran liturgy, tak-
ing the form of the complete liturgical service
for organ alone are as follows:

I. LARGE VERSION

1. INTRODUCTION
Prelude in E-flat (on the Trinity)
2. KYRIE
a. Kyrie! Gott Vater in Ewigkeit (large
version)
b. Christe, aller Welt Trost (large ver-
sion)
c. Kyrie! Gott, heiliger Geist (large ver-
sion)
3. GLORIA
a. Allein Gott (Canto fermo in Alto)
b. Allein Gott (Trio)
c. Allein Gott (Fughetto)
4. TEN COMMANDMENTS
Dies sind die heil'gen zehn Gebot’
(large version)
5. CREDO
Wir glauben all’ an einen Gott (large
version)
6. THE LORD’S PRAYER
Vater unser im Himmelreich (large ver-
sion)
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. BAPTISM
Christ, unser Herr, zum Jordan kam
(large version)
. PENITENCE
Aus tiefer Not schrei’ ich zu dir (large
version)
COMMUNION
Jesus Christus, unser Heiland (large
version)
MUSIC DURING THE COMMUNION
Four Duettos
POSTLUDE
Fugue in E-flat (on the Trinity)
II. SMALL VERSION
1. INTRODUCTION
Prelude in E-flat (on the Trinity)
. KYRIE
a. Kyrie! Gott Vater in Ewigkeit (small
version)
b. Christe, aller Welt Trost (small ver-
sion)
c. Kyrie! Gott, heiliger Geist (small ver-
sion)
GLORIA
a. Allein Gott (Canto fermo in Alto)
b. Allein Gott (Trio)
c. Allein Gott (Fughetto)
TEN COMMANDMENTS
Dies sind die heil'gen zehn Gebot
(small version)
CREDO
Wir glauben all’ an einen Gott (small
version)
. THE LORD’S PRAYER
Vater unser im Himmelreich (small ver-
sion)
. BAPTISM
Christ, unser Herr zum Jordan kam
(small version)
. PENITENCE
Aus tiefer Not schrei’ ich zu dir (small
version)
COMMUNION
Jesus Christus, unser
version)
MUSIC DURING COMMUNION
Four Duettos
11. POSTLUDE
Fugue in E-flat (on the Trinity)
In the Clavieriibung, Part III, Bach shows
a remarkable instinct for the relationship of
the older church tones to the heart of religious
music. Almost two decades previous to the
publication of this work he had tested his ad-
venturous spirit in writing a series of works in
the twenty-four major and minor keys, thus il-
lustrating the effectiveness of even-tempered

10.

11.

>

Heiland (small

10.
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tuning. This series, the Well-Tempered Cla-
vier, Part I, was one of his major creations;
yet, in spite of its success, he was not ready
to discard the inner religious significance of
the church modes.

It will be universally conceded that the ma-
jor mode is employed in the “Prelude and
Fugue in E-flat,” as well as in the second and
third Duettos. The first and fourth Duettos are
in E minor and A minor respectively. All of
the numbers based on chorales, however, —
with the exception of the three on “Allein Gott
in der HolW sei Ehr’)” which are in F major,
G major, and A major respectively — are in
distinct church modes:

KYRIE (large versions)
a. Phrygian mode
b. Begins in the Phrygian mode and ends
in the Aeolian mode with raised third
c. Phrygian mode
KYRIE (small versions)
These are all in the Phrygian mode.
GLORIA

a. F major (These three might be
b. G major  classified as being in the
c. A major Ionian mode, which
agrees almo st entirely
with our major scale.)
CREDO

Both versions are in the Dorian mode.
THE LORD’S PRAYER
Both versions are in the Dorian mode.
BAPTISM (large version)
This version starts in the Dorian mode,
but ends in the Aeolian mode with raised
third. Because Bach suppresses the B-flat
and makes use of the A-flat freely, the
piece tends toward the key of C minor or
the Aeolian mode, thus showing Bach’s
extension of the scope of the older church
tones. The whole composition has a dis-
tinct Dorian flavor in spite of the digres-
sions. The Aeolian ending with raised
third in the second Kyrie (large version)
and in the present number is not unusual
in these modes.
BAPTISM (small version)
This version is in the Dorian mode.
PENITENCE
Both versions are in the Phrygian mode.
COMMUNION
Both versions are in the Dorian mode.

An interesting study may be made by com-
paring each organ chorale with the simple vo-
cal-type harmonization of the chorale selected
to precede it. One may readily deduce that
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Bach felt that the religious character of the
total work would best be served by the fullest
application of the older church modes. It must
not be expected, however, that Bach, after his
numerous experiments and extensions of mod-
ulations in the various keys and modes, would
remain satisfied with the restrictions which
the pure church modes, in their natural form,
present. Bach’s need for a means of expression
in this direction transcends these more or less
narrow limitations. The result is a daring and
expressive type of modulation, within the
modal framework, that approaches modern,
tonal harmony.

THE PRESENT EDITION

Modern editing of the classics has em-
phasized the importance of the so-called Ur-
text edition; the presentation of the text as the
composer himself created it avoids much ob-
scurity and deflection from the composer’s
purpose. Indications and suggestions for in-
terpretation are included in special notes, thus
leaving the musical text free from encum-
brances which often distract the student more
than they assist him.

The present volume is based on Bach’s orig-
inal edition of 1739 and aims to be — with cer-
tain minor modifications — an Urtext edition.
While most editorial suggestions may easily
be included in special notes, fingerings can-
not; they must appear in the music itself. Oth-
er modifications involve the substitution of
modern notational practices for Bach’s now
outmoded ones. The inclusion of additional
music (the vocal settings of chorales) is an
added feature not commonly encountered in
Urtext editions.

A third staff for the pedal is customary in or-
gan music today. In Bach’s original edition,
however, all but four of the complex works
were engraved on two staves. The pedal was
usually indicated, upon its entrance, by “Ped.”
or “Pedal,” except when it was used through-
out or was characterized by some individual-
ity such as a chorale melody. Even the great
prelude in E-flat and the five-part fugue in the
same key were engraved on two staves. The
four works engraved on three staves in the
original edition are the large versions of “Al-
lein Gott in der HoR',” “Dies sind die heil' gen
Zehn Gebot’,” “Vater unser im Himmelreich,”
and “Aus tiefer Not schrei ich zu dir.”

Bach’s method of notating key signatures
and accidentals has been modernized. In the
original edition, for example, the signature of
three flats is represented by four flats in the

N3038

treble clef and five flats in the bass clef; E-flat
is duplicated in the former and B-flat and A-
flat in the latter. Similarly, the signature of
one sharp called for duplicating the F-sharp in
both treble and bass clefs in Bach’s day. These
duplications are simply ignored in the present
edition. Another very prevalent practice was
that a tone altered by an accidental had to
be so indicated each and every time that it
was repeated within a measure. Again, mod-
ern practice has been substituted in the pres-
ent edition.

The bewildering array of separate stems
for each note in the original edition has not
been favored in this volume. The modern prin-
ciple of grouping notes of like value on a sin-
gle stem has been adopted here and it does
not obscure Bach’s voice-leading to any sig-
nificant extent. Although the voice-leading in
a few passages may no longer be immediately
obvious, this disadvantage is offset by the
vastly increased legibility afforded by the
elimination of superfluous stems. A reproduc-
tion of the final page of the five-part Kyrie
(P-xxii) presents a splendid opportunity for
the student to compare the manner of writing
a manuscript during Bach’s time and our mod-
ern usage.

FINGERING AND PEDAL
INDICATIONS

Since Bach left no directions for the finger-
ing of these compositions, all additions of this
kind must be considered as outside the scope
of the Urtext edition and as an addition to it.
Capable and mature organists are usually able
to supply their own fingering. The fact that
these noble compositions will be studied in
large part by students makes it necessary to
supply at least some indications for fingering
and pedal directions. In performing the more
difficult compositions of Bach (and others) of
the polyphonic type, much depends upon the
selection of the correct fingering for the man-
uals and the correct sequence of toes and heels
for the playing of the pedal parts.

THE BEST FINGERING 1S THAT
WHICH ALLOWS THE MUSIC TO BE
PERFORMED WITH THE MOST REPOSE.
Nothing is so disturbing to the attentive lis-
tener as the disjunct effect caused by an in-
adequate fingering. There are certain funda-
mental principles which may be summarized
as follows: in the playing of the more rapid
passages, it is well to keep in mind the normal
fingering of the scales; there are, of course,
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exceptions to this rule that depend upon what
follows the scale passage or upon the scale de-
gree that ends the passage. A relaxed and
quiet hand position is imperative’ for smooth
performance. In organ playing this editor has
always avoided the use of the thumb on the
black keys in passage work, since it usually
requires a shift of hand position. The break
caused by this shifting is distinctly heard in a
swiftly-flowing sequence of notes. Exceptions
occur in chords and also at the end of se-
quences from which it is necessary to make
a large skip from a black key. A good rule to
observe is this: when any passage lies uncom-
fortably under the hand, try to find a more
comfortable fingering.

The fingering of passage work in single lines
is quite clear when guided by the above prin-
ciples. The fingering of compositions of three
or more manual parts presents other problems,
however. The substitution of fingers in order
to secure the smoothest singing tone is a first
requisite. This substitution is used by organ-
ists in such a variety of ways that the satis-
factory indication of the fingering of a com-
plex four- or five-part composition is practical-
ly impossible.

Some important rules may be suggested for
all organists. It is very difficult, even for larger
hands, to play moving passages of consecutive
sixths satisfactorily in either hand. When such
groups appear, it is suggested that the other
hand attempt to play enough notes of the
group to ensure ease and smoothness of per-
formance. One important qualification of a
first-class organist is his ability to see the op-
portunities and come to the rescue of either
hand with the other in such complex situa-
tions. There is no rule saying that, because a
part is written in either upper or lower staff,
it must be played by the right or the left hand,
respectively. A good rule is to use both hands
as soon as the second part enters. If an or-
ganist follows these directions, he will not go
far astray, even though he may use his own
special method of substitution.

Because of the divergence of methods and
the complexity of indicating all substitutions
in several parts, it has been thought best not
to mark finger substitutions in this edition.
The distraction caused by the complex finger-
ing was thought to be more of a hinderance
than a help.

The editor is a firm believer in quiet feet
for playing the pedals. The forward and back-
ward motion necessary, when pedal passages
of mixed black and white pedal keys are
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played entirely with the toes, always seems a
distracting element. The pedal indications in
this edition are based upon a minimum of mo-
tion by attempting to assign, as far as possible,
the heels on the white keys and the toes on
the black keys when the pedal part becomes
fairly fluent.

One further word: in those compositions
where the chorale melody should be brought
out on a separate manual, it is well to play
this melody on an upper manual, playing the
other voices on the manual immediately below
so that the hand playing the melody may as-
sist the other hand whenever complex situa-
tions arise; examples of this are the first and
second large settings of the Kuyrie.

INTERPRETATION
There has been so much blind groping

since the organ world has occupied itself with
these superb compositions that a general ad-
monition to look toward the real light would
seem to be in place. Great organists with sen-
sitive souls will intuitively reach, in their in-
terpretations, the objective in the mind of the
master when he created these works. Even
here, however, serious mistakes have been
made and entirely wrong paths pursued.

A suggested plan of action is to become ac-
quainted with the whole field of Bach aesthet-
ics from Rochlitz through Mosewius, Scher-
ing, Schweitzer, and Pirro. Study this field seri-
ously in order to detect errors and mistakes,
overenthusiastic judgments and oblique paths
which lead to no logical conclusions. Then
decide which chorale verse Bach had in
mind as the basis of each composition, seek-
ing to solve the interpretation in the light of
this background. For interpretative assist-
ance, see the study by Luedtke in the Bach-
Jahrbuch, 1918. With this as a foundation,
study these great compositions with renewed
interest. Give them the benefit of a thorough,
searching concentration. The result will be
one of the most satisfactory experiences in the
life of any musician.

GENERAL

Because Bach left us so few directions for
the interpretation of his masterpieces, there is
perhaps no other great composer who makes
such demands upon the interpreter. Our pres-
ent point of view has been influenced by the
development of music since Bach’s time, so
that we no longer approach our task without
prejudice. If Bach does not yield his secrets
upon our first attempt, we are apt to turn
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away dissatisfied. No error could be greater
than this. A correct interpretation of Bach’s
masterpieces requires a full comprehension of
the man and his time, for his music is the em-
bodiment of them, just as the Gothic cathe-
drals are the embodiment of the spirit of the
times in which they were built. The great bi-
ographies and writings by Spitta, Schweitzer,
Pirro, Parry, Terry, Boughton, and others
must be absorbed to comprehend fully the
complexities of Bach’s music. His vocal works,
and especially his cantatas, must be studied
to arrive at a correct understanding of his
purely instrumental works.

It is the definite opinion of this editor that
an Urtext edition brings the interpreter nearer
to the heart of Bach than a highly edited edi-
tion, which, after all, expresses largely the
opinion of one person. Such editions are val-

uable for study and reference, however. To
ignore the phrasing indications and sugges-
tions in these editions is to neglect an interest-
ing opportunity for comparison. The editions
that encorporate phrasing and dynamic revi-
sions, registration, staccato notes, and other
such details are the Naumann, Dupré, Best-
Eaglefield Hull, and Novello editions. The
Urtext type are the Bachgesellschaft, Peters,
and Durand editions. The G. Schirmer, Mau-
rice Sénart, and Steingriber editions of the
“Prelude and Fugue in E-flat” also offer sug-
gestions.

For convenience in locating the individual
compositions in the various editions, volume
and page numbers are listed in the introduc-
tion to each piece. To stimulate the use of
these references, the tempo indications ap-
pearing in them are also provided.

EMBELLISHMENTS
B” 4
o ® = = —
) t f f t
n S
R T e e
N v ~ ) N
" 4 a. >
% = — x =
S : = s :
A - - )
sE P Er sl fa, —
== -~

The cditor wishes to express his indebtedness to Henry S. Drinker for his translations quoted from
The Bach Chorale Texts in English Translation, Assoc. of American Colleges, Arts Program, New

York, N.Y.
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THE PRELUDE AND FUGUE IN E FLAT

The “Prelude and Fugue in E flat” is among the most discussed organ works of J. S. Bach. In the majority of edi-
tions of the organ works this work appears simply as a pair of pieces. The inner spiritual content of the pieces allows such
a grouping without any friction, since both compositions have for their objective the glorification of the Father, Son,
and Holy Spirit.

A much larger function, however, is given to this pair of compositions by virtue of their relative position as the
opening and closing numbers of the Clavieriibung, Part IIL. This outstanding composite work was designed by Bach to
present the Lutheran liturgy in music to be performed by the organist. Bach may have had in mind the fulfillment of
the requirements of the liturgy, in part or as a whole, by the organist alone, or he may have had in mind an idealistic
service to be realized by the organist. The thorough acquaintance with the main worship chorales by the congrega-
tions of those times must be kept in mind. A progression from one division of the liturgy to another, by the playing of
those chorales related to each division, was automatically discernable to the congregation, and the presentation of the
liturgical service by the organ alone did not present the difficulties which would exist at the present time. That the
whole service should be introduced and ended by compositions glorifying the Trinity is perfectly natural; such is the
spiritual content of the “Prelude and Fugue in E flat.”

THE PRELUDE IN E FLAT

As introduction to the complete set, the great “Prelude in E flat” presents, in the symbolism as expressed by Bach, a
representation of the Holy Trinity. The opening section is in the style of the French overture, and, through its inherent
majesty, grandeur, and solemnity, God Himself is symbolized. The second theme, much more quiet in nature, repre-
sents the Christ in two aspects: its downward inflection suggesting Christ represents the Christ “descending from Heav-
en into Hell”, and its moving, flowing character representing Jesus upon his missions of mercy. This second theme has a
tenderness which suggests the words, “Come unto me all ye that labor and are heavy laden.” A third theme, charac-
terized by a downward flow of notes in quicker movement, symbolizes the Holy Ghost as He appeared in a rush of
reviving wind.

The sonata-allegro form as it was developed during the period of Haydn, Mozart, and Beethoven is already pres-
ent in this prelude in most astonishing measure. An analysis of the subject matter, its application, and development
will readily present the essential principles of the sonata form. The unusual length of the “Prelude in E flat” may be
attributed to its importance as an introduction and reflects Bach’s deeply religious feeling. His ideas concerning the
Trinity were clear and succinct and had nothing of the ephemeral in them. The organization of his material was logi-
cal and complete, and he could not express his comprehensive ideas in a frame of smaller scope.

EDITIONS AND TEMPO SUGGESTIONS

B.G. Vol. 111 p. 173

Pet. Vol. III p- 2

B.&H. Vol. 11 p. 2 Maestoso

Nov. Vol. XVI p. 19 (] .76)

Aug. Vol. I p- 133 Allegro risoluto ( -100)
Guil. tempo (4 <76)

Durand Vol 1, 3 p. 17

Dupré Vol. VIII p. 1 (/] -66)

Pet. New) Vol. 111 p. 4

Vierne Vol. 1I p- 5

Schirmer Vol. III p. 61 (Widor tempo) (J -72)
Steingraeber  Vol. II p. 78 (/-116)
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This chorale is not in any of Bach’s larger surviving works. It is possible that it was composed for a particular
service in the church year. The chorale, in the Phrygian mode without sharps or flats in the signature, is No. 132 in the

collection of 371 Chorales; the following “Christe, aller Welt Trost” and “Kyrie, Gott heiliger Geist,”

complete a set

of three chorales. The above setting has been transposed to the key of three flats to agree with the organ version.

The first of the three pieces of the Kyrie, “Kyrie, Gott Vater in Ewigkeit,”

Kyrie! Gott Vater in Ewigkeit,
Gross ist dein’ Barmherzigkeit,

Aller Ding’ ein Schopfer und Regierer!

Eleison!

Kyrie! God our Father evermore,
Mercy Thine in bounteous store,
Thou of all things Ruler and Creator!

Eleison!

Tr. Henry S. Drinker

EDITIONS AND TEMPO SUGGESTIONS

B.G.

Pet.

B.&H.

Nov.

Aug.

Guil. tempo
Durand
Dupré

Vol. III p- 184

Vol. VII p- 18

Book IX

Book XVI

Vol. VII

Vol. II, 3 p. 2

Vol. VIII p. 11 (] -92)

p- 26 Andante con moto
p. 28 Andante assai (J -66)
p. 951 Alla breve (J -76)

(J +66)

is cast in a style of the utmost dignity,

simplicity, and serenity. It is similar in style to the opening section of the “Fugue in E flat” and the Kyries of the short
Masses in G and F, where the same subject matter is used as a basis. The melody should be given special prominence
with a noble reed tone. The background is a chorale fugue of amazing calmness and dignity. The theme of this fugue
is derived from the first three notes of the chorale melody. After the exposition, this theme is frequently used in inver-
sion. In measures 34 and 35 a stretto of the inverted theme may be noted, and in measure 40 the original theme
- appears in thirds from that point to the close of the composition.

N 3038
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Canto fermo in Soprano a 2 Clav. et Ped.
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This is the second of a trinity of harmonized chorales appearing as No. 132 in the 371 Chorales. Like “Kyrie, Gott
Vater in Ewigkeit,” it also is in the Phrygian mode with no sharps or flats in the signature, and has been transposed
to the key of three flats to agree with the organ version.

Christe, aller Welt Trost!
Uns Siinder allein du hast erlost;

Jesu, Gottes

Sohn!

Unser Mittler bist in dem hochsten Thron,
Zu Dir schreien wir aus Herzens begier!

Eleison!

Christ, our hope and comfort,

Thou hast redeemed us all from sin.

Jesus, Son of God,

Mediator. To Thee enthroned on high,

We Thy servants from our hearts beseech Thee!

Eleison!
Tr. Henry S. Drinker

EDITIONS AND TEMPO SUGGESTIONS

B.G.

Pet.

B.&H.

Nov.

Aug.

Guil. tempo
Durand
Dupré

Vol.
Vol.
Vol.
Vol.
Vol.

Vol.
Vol.

An exposition built upon the opening theme precedes

III
VII
IX
XVI
VII

II, 3
VIII

subject appears in inverted form in the measure 43.

Medium-sized stops, such as flutes and mellow strings,

P

p.
o8

P
p.
P
p

186
. 20

28 Allegretto
. 30 Allegretto moderato (J -69)
. 954 Alla breve ( -76)

(4 -69)
4
14 (J -88)

most of the entrances of the chorale in the tenor. The

should support the tenor, played by a reed of medium-

sized tone. Any tendency to drag must be avoided, but the composition should not be allowed to seem unduly hur-

ried or restless.
N3038



19

CHRISTE, ALLER WELT TROST

—>

u

Canto fermo in Tenore a 2 Clav. et Pedal.

VP
48/

T Ih

|

4 |d

JTdd D

lﬁii I N .
LI LI —

¢!

-

1
I

e

|
i |
/)

L AP / 1)
.

IF]

IR
Ty
|~

1

¢l

¢l

1
1

AU
T

Ay A

¢l

N3038



20

14y -

I#)
1
|
R

Ly
T

IR ||f i
| — |
l o |8
—{|N- I 1
P- i R ) A
i 18 <%
] 4+ - a <
1] ﬁ? | rH— >
HM. L 27T
J- il I
2/
<IN .ulel
Lu.wflu UI|9_ | <
& ~ u
||l — Ll | Dll -
1] I|L " i <
B |
w - 4l
[ ] Lr{ -
M.\
A —all <Al
BL Y
T ﬁl‘ A\ EER 1 TTe
<2 el 1l
Al
] <l 4
1 " i <]
A L TN <
17 T 3
S\ <IT
| TR <
L) T TR <
!
5 R sl (Y
N n ﬁ L e 3

L XY
P - L] ]
L
L <<
1 L] ﬁl
L "
U -
| <L
_ ¢ 4
] ]
-
G TR
e =
g 1I. <
H =
O T <
1 < | 1l
B | Ux L]
A Mll
0 A il
- ] 4]
A

|
|y
|9 | -
| Il el
S0
> &
AOIIT
||LFL, L <<
| =4 | ]
lle e
- ) o/ d <|MNH
{ i
L
ol
1 ¢ <all]
] -4
™ Sl
- -
i =[]
N ¢ 1 <
/ <
L =4 |
L] <l
|
| Il
Al ] <
7 % =
olo o o
7 \J/ M
Nt Vv



21

\L L 1A ) Alm.r-
< llJu i 3
||0 \ u U#in
“ /l.l a . |I.lo - A) M A’l]l
A 1$< [ <Y
|0 N - |
xu i = ) 11 lu <
< 9l <
)| A i
| 0_ L L A I
) | [
T |WHI 1] — 1 |
TN (e < ¢/ .{wIT i
Ly L L
| TR ™ dl BER !ﬁ L
i <
11 < |1 ! <7
| Y 14 .@

A Ml g al
IF 1”% Af ﬁ - < 1
N T -

48 4 2 o
.IHM | 1N TTe i < 1
N <ot T
- v e — M o T <
—h i
QW[I <|®H- — — N
A Lm_u‘. e A 0 II.‘
-] i (ISP ] I e
) N \ 20 N N
Nt """ N Ve g

L <
i 1=
11 <
1
. > (@l
-
H
N i
I/
LIl <Mt
| RUAN
i Hl: B
IW\’ Il
11 A
il < Q]
i =4
- Lt <
Al“ﬁ
|
ni L
7N <]
/
N Q|
™Y
T N1l
)
Q1
1=
REss
™ .—.M.l 1] <
4 4
0] Py
N "
Nt N "

K LL
J
\ TR
Tf LIU
. = <
T |
/ i <\l
\ T = Y
- T - 4
— 1 MI e
| 0 - A
\ 1 ~ =18
] <
\ T (. > -m_
T i hu
nn
oL s
D 3. N - <l
- —
L) T | TREEY
H ot
D i n -
T H <
0 ] H <ol
T HH (<
1 Il _uu <A
1 il -,A s
| 0 11 H - <<
| TR Ir., \ = o
| 1
NI e— 1
| o
¢ alll el o
] ATSTURT P U <7y W 8D .
e EN| & e f N| &
Nt S



ed e <)

AN

| [T

22

|
. i <
Y
T <
m " ] >
o
< L
rw— e
=] , L
ﬁl <
uruﬂl .AJuﬂ
N P
. -
A MI \]
i
. 44¢
i) | <|elll
BN p
Hel T
e B ;

.

IVT

¢l

<

14

>

b BN

>

(4]

e

i1

T 1o~ 1 1

-4

& 1

N—

(D)

bl

$4

I~

A

117y

B i
‘|Ns | - M
144 ¢ <
0 <
- oC
—y ¢ \
11
1ﬁd - | <
N
) i
|
B
a +
) J
N 1
-nﬁa
i il
- 'T||| -+
! )
n s I
e 3 ¢
N, Ve g

U

DG

N3038



=

KYRIE! GOTT HEILIGER GEIST
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This is the last of the three listed as No. 132 in the 371 Chorales. It has been transposed to the key of three flats so

that it may be played preceding the organ version if desired.

Kyrie! Gott heiliger Geist,

Trost’, stirk’ uns im Glauben aller meist,
Dass wir am letzten End’ frohlich
Abscheiden aus diesem Elend!

Eleison!

Kyrie! O God, Holy Ghost,

Keep us firm of faith and true to Thee,
And when at last we die,

Joyful, let us leave this Vale of Sorrow!

Eleison!
Tr. Henry S. Drinker

EDITIONS AND TEMPO SUGGESTIONS

B.G.

Pet.

B.&H.

Nov.

Aug.

Guil. tempo
Durand
Dupré

Vol.
Vol.
Vol.
Vol.
Vol.

Vol.
Vol.

III
VII
IX
XVI
VII

II, 3
VIII

190
23

. 32 Allegretto
. 33 Andante maestoso (4 -63)
. 958 Alla breve (4 -76)

(4 63)
7

p. 18 (J -100)

There is probably no organ composition by Bach which displays a greater mastery of harmonic treatment as well
as formal texture than the present one. It is written in five parts, a medium in which Bach always seemed at his best.
The chorale melody acts as a foundation in the bass. The eight- and sixteen-foot heavy reeds seem to be the best me-
dium for realizing this melody. Because of the complexity of the four upper parts it will be necessary to use mixtures
with a comparatively full registration. The con organo pleno stipulated by Bach indicates this. In accordance with
the tradition of the Holy Spirit, as found in the Bible, the composition should be more rhythmically active than the
two preceding numbers. The material leading up to the appearances of the melody in the bass is built upon the
stretto expositions on a theme which forms the opening notes of the chorale. Usually the alternative entrances of the
theme appear in inversion. A detailed analysis of this material will prove of great advantage to the player. The har-
monic progressions during the course of the composition and especially in the closing measures are unique in their

effect.

N 3038
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a 5 Canto fermo in Basso Cum Organo pleno.
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B.G. Vol.
Pet. Vol.
B.&H. Vol
Nov. Vol.
Aug. Vol.
Guil. tempo

Durand Vol.
Dupré Vol.

B.G. Vol.
Pet. Vol.
B.&H. Vol.
Nov. Vol.
Aug. Vol.
Guil. tempo

Durand Vol.
Dupré Vol.

III
VII
IX
XVI
VIII

II
VIII

III
VII
IX
XVI
VIII

I
VIII

KYRIE! GOTT VATER IN EWIGKEIT

alio modo manualiter

EDITIONS AND TEMPO SUGGESTIONS
p. 194
p- 26
p- 22 Andante con moto

p. 36 Andante con moto (

o

J:72)
1050 (J 66)

Moderato (J 72)
p. 10
p. 23 ([ +72)

The small version of “Kyrie, Gott Vater in Ewigkeit” employs a different principle. The chorale melody in toto
was not considered for employment because of the shortened form of this version. In its place fragmentary treatment
of the theme is used. The first three notes of the chorale are used almost continuously. To this Bach adds a germ
figure to emphasize and express the intention that he has in mind. This figure is heard as the first five-note group in
the left hand. It is employed in almost every measure. Occasionally it is doubled or used in inversion. In order to
realize the import of this short but beautiful composition, the performer must fill this germ motive with the deepest
spiritual content. An unusual concentration is necessary for these short pieces if they are to come into their own.

CHRISTE, ALLER WELT TROST

manualiter

EDITIONS AND TEMPO SUGGESTIONS

p.
P
p
p.
p

pP-
P.

194

.27
. 22. Allegretto

37 Poco allegretto (J)=132)

. 1052 Allegretto (,)-96)

Assez animé (. =50)
11
24 (J.-44)

The second of the short versions of the Kyrie again uses an adaptation of the melody of the first verse-line of the
chorale as the chief motive. This is used so lavishly that the recognition of the chorale was a simple matter for the
listener thoroughly acquainted with these chorales. A certain resemblance in the texture to the Christ portion of the
“Fugue in E flat” should be called to the attention of the performer. The tempo should certainly be more animated
than that of the first of the short versions.

KYRIE, GOTT HEILIGER GEIST

manualiter

EDITIONS AND TEMPO SUGGESTIONS
B.G. Vol. III p- 196
Pet. Vol. VII p. 128
B.&H. Vol. IX p. 27 Allegro moderato
Nov. Vol. XVI p- 38 Allegro moderato (J- =72)
Aug. Vol. VIII p. 1054 Moderato (J. :63)
Guil. tempo (4-572)
Durand Vol. iI p- 12
Dupré Vol. VIII p. 26 (4.:63)

Bach again makes use of the germ motive, this time employing two groups of triplets to form a motive from the
first three notes of the chorale melody. This <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>