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Pletistic were one each by August Hermann Francke and Phillip
Jakob Spener, Francke!s work was a four volume sedition of
sermons, whlle Spener's was the anti-Catholic rather than
anti-orthodox Gerechter Eifer wider das Antichristliche Pab=-
bstthum, 34

That these theological concerns occupied his 1life con=-
8istently is also a matter of record, There seems to be
l1ttls evidence that Bach became more "mature" and less ear-
nest about the vitlating tendencies in the Church, From 1717
to 1723 Bach served at the royal court in Cothen, where the
theological background was Calvinistic, At the court there
18 no evidence that Bach was under pressure because of his
falth, On the contrary, history plctures the young Prince
Leopold as a theological "liberal" of his day, imbued with
the spirit of tolerance and religious freedom for his sube-
Jeots. His approval of a new Lutheran school and church in
the town invoked much displeasure among those of his own Re-
formed perauasion.35 Despite this, Bach composed a book for
the musical instruction of his wife, Anna Hagdﬁlena. Written
on the cover of the manuseript copy of 1722 are the words,

"Anti Calvinismus und Christen schule item Anti Melancholicus."

A copy of Abraham Calovius! three volume Die Deutasches Bibesl

Martini Lutheri with Bach's signature on the title pages
Ta contained in the library at Concordia Seminary, St. Louis,

Missouri,
31'-Herz, op., oit., p. 133,

356911'11139:-, op. cit., pPP. 1, rr,
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Anti Calvinismus » Evangelische Christen Schule, and Antl

Melancholicus are the titles of three works found in Bach's
personal 11brary.36 The significance of the second title 1is
borne out by the fact that Bach avoided sending his children
to the excellent Reformed school in C8then, but chose rather
the very recently founded Lutheran school,37

Having stood firm against the Pletistic influences at
Mihlhausen as well as the Calvinism at C8then and the re-
ligious indifference at both Weimer and Cothen, Bach became
more and more absorbed in his Lutheran faith as his life
grew to a close., The text of one of his later cantatas, "Wo
Gott, der Herr, nichtbel uns h¥lt," which appeared in 1740,
contains several outbursts against the growing Rationalistic
tendencies of his day. "Schweig!, schweig' nur taumelnde
Vernunft" is reinforced later by the comment "Vernmunft wider
den Glauben ficht."38 From this same period came other con=-
Scious attempts at expressing his Lutheran studies in music.
The third part of the Clavieriibung of 1739 is more than a
collection of twenty-one organ chorales. These chorales ac-

tually symbolize the basic doctrines of the Church of the

Reformation in the form of musical representation of the

36Herz, op. cit., pe 131.
371014, '

3e'rhe English text of the two quotations is "Cease, now,
tottering Reason, cease " and "Reason wages war against faith,"

Herz, op. cit., p. 129.
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Common Service,39

Bach's Theological Library

Concerning the importance of Bach's library of theologi-
cal works, Geiringer states that although the maeny writings
of Lutheran dogmaticians show a strong interest in these prob-
lems, it cannot be deduced that Bach shared completely the
views of these authors.,t0 This i1s admittedly true. However,
the correctness of the statement is plecemeal. The titles of
the three works inscribed by_ Bach on the musicni instruction
book of 1722 become highly significant when one considers
Bach's position at the time. The only interpretation plausi-
ble is that these books were for Bach a source of spiritual
encouragement and edification., His feelings throughout all
his 1life, which he often took great pains to make public, are
in complete accord with the views expressed by the authors he
read and studied, It 1s also important to note that the very
existence of so many theological works in the library of a

misician is highly unusual,
Bach the Mystic

Still another prevalent opinion of Bach's personal re-

ligion is widespread, Albert Schweitzer, in his monumental

391vi1d., p. 132.
4OGesringer, op. eit., p. 1hl.
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blography, seems to be the originator of the 1dea that Bach
was basically a mystic, He gives him this label several
times,hl and in discussing Bach's faith, says, "Bach like
évery lofty religious mind, belongs not to the church but to
religious humanity."ha The impression he leaves here is
rightly analyzed by Herz. "Schweitzer seems to imply that
Bach had worked his way through Lutheranism and Pletism to
@ completely personal :-e‘.ligion."l'-3 A look once again at
Bach's library produces very little in the way of books
leaning towerd mysticism. Yet two mystical works of univer-
sal popularity appear; Johann Arndt's Wahres Christentum
and the sermons of Johann Tauler.hlY It 1s a matter of opin-
ion whether these works indlcate Bach as a mystic or not,
In his discussion of the claim that Bach was a mystic, Hans
Besch's argument 1s that there was hardly any probability
for such religious individualism at Bach's time.

The conclusion seems inescapable., Johann Sebastian
Bach, brought up and trained in the Lutheran Church, with
seven generations of Lutheranism in him is bound to his Luth=-
eran heritage, A study of his treatment of the texts of the
St. Matthew Passion will bear this out further,

M'Albert Schweitzer, J. S. Bach, trenslated by Ernesat
Newman (New York: MacMillan, 1950), I, 169f.

b2yp34,, p. 26k,
ul!arz, op. cit., p. 129,
bhrpia., p. 133.




CHAPTER IV
A SCRIPTURAL INTERFRETATION OF THE ST. MATTHEW PASSION

The actual composing of the Passion of Our Lord According
to 8t, Matthew was begun nearly a year before its first per-
formance in the St. Thomas Kirche on Good Friday, 1729.% Ex-
act evidence of this 1s given through the occasion of the
death of Prince Leopold of Anhalt-C8then, in whose court Bach
had served for a number of years, Bach was appfoached to
Gompose the funeral music for the memorial service some months
after the death. For this rmsic he used nine of the pleces of
the St, Matthew Passion, securing appropriate vocal texts from
C, F. Henrici (Picander), who was working on the libretto of
the Passion.2 This so-called "Trauermusik" made its appear-
ance in November, 1728,3 From the existing text of this fun-
éeral music, also named "Klagt Kinder" from the first chorus,
We see that all nine of the pleces make their appearance in
the St, Matthew Passion.lt Thus it is the music for the Pas-
sion which incidentally serves another purpose, This is

lKerl Geiringer, The Bach Family (New York: Oxford Uni-
versity Press, 195)), Pp. Pl

2Ibid,

3Charles Sanfora Ter Bach: The Passions, in The Musi-
eal Pilgrim, edited by Argﬁr Somervell Iﬁiaon; Ooxford Uni-
versity Press, 1926), II, 5.

l"l'ha nine pileces that were in "Klagt Kinder" are numbers:
,‘l,gg 47, 58, 66, 29, 26, 75, 19, 78. Geiringer, op. eit., Pp.
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8upposed by the unforeseen nature of the occasion for "Klagt
Kinder" as well as the priority of the annual schedule of
cantatas and Passions that Bach was compiling as cantor of
St. Thomas. The monumental character of the St. Matthew Pas-
8ion, both in the history of the development o.f the Passion
form and in its climactic relationship to the entire body of
Bach's music, seems to be consciously reflected in the manner
of scoring, The extent of the performers is quite remarkable
considering the means at Bach's disposal, Contemporary with
the writing of the Passion is a personal, written complaint
of the inadequate vocal and orchestral talents at his dis-
Posa1.5 However, he laid out the score in a grand way,
calling for two full choruses, each with its orcheatra of
8trings, flutes, oboes, continuo and organ., In his compre=
hensive historical study, Terry calculates that Bach used in
bis first performance a minimum of thirty-four singers in the
two choruses and fifteen in each of the orchestras.® Accus-
tomed to the mass choruses and gigantic symphony orchestras
of today, one can miss the significance of the size of Bach's
performing group at this periocd of time, performing in a
church, As scored, the St, Matthew Passion represents one ‘or

the composer'as most extensive works,!

STGI'I‘Y’ Op. cit.. Pe 10,
6Ibid.’ Pe 11.

Teeiringer, op. cit., p. 235.
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The construction of the parts of the St, Matthew Passion
1s a study in the reverent and faithful reproduction of the
Biblical sccount, In addition we note the schematie impor-
tance given to the chorales. The division into two parts 1is
baged on the liturgieal use of the Passion. The publication
of Picander's text in 1729 indicates this division with the
headings "Vor der Predigt" and "Nach der Pradigt.“a In any
worship in which the Passion was to be performed, it was not
only natural but even necessary to divide the presentation
because of the span of attention.

The elaborate scoring of the introductory "Kommt, ihr
T8chter” and the final farewell "Wir setzen uns mit trfnen
nieder" stand in contrast to the closing chorus of Part I,
"0 Mensch, bewein' dein' Slinde gross," and the opening aria
and chorus of Part II, The "0 Mensch" chorale is generally
thought to be a later addition to the score, appearing first
in Bach's own copy of the St. Matthew Passion which he wrote
considerably later than 1729,9 The alto aria with acconm-
panying chorus that begins Part II depends on the opening
chorus in its elaboration on the Daughter of Zion motif, In
addition, at least one of the foremost Bach commentators sees
the lesser, "artificial"™ side of Picander shown in the pic=
ture of the Chorus, representing the Christians, joining the

8 "
James Lyons, from the "Recording Notes" of St., Matthew
Passion, conducted by Hermann Scherchen (New York: Westminis=

ter Recording Co., Inc., 1956).
9'1'9?“0 op. cit., p. 1.
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Daughter of Zion in a vain search for Jesus following His
capture in Gethsemane's Garden.10 Against the idea of a
natural, inherent division of the Passion ﬁt the halfway
point are factors which point to the original inconclusive=-
ness of the musical sections framing such e division, Also,
in the Biblical account of the Passion in St, Matthew, there
1s nothing that indicates an important break in thought at
this point, Bach constructs the Passion by alternating the
presentation of the Scriptural account with commentaries in
either aria or chorale form. Terry, operating on this broad
basis for division together with a sense for dramatic scenes,
finds sixteon different parts,ll Fourteen represent differ-
ent scenes of action; two consist of introductory sections to

each ma jor part,

Part I
Iitle Score Reference
I. Prologue 1-3
II, Conspiracy of Jewish Leaders 2.5
III. Bethany =10
IV, Judas 11,12
V. Institution of Lord's Supper 13=19
VI. Mount of Olives 20-23
VII. Gethsemane (Prayer) 2l =31
VIII, Gethsemane (Betrayal) 32-35
Part II
IX. Prologue 36
X. Before Caiphas a7-h6
XI, Peter's Denial T=-49

101p1d., p. 13,
ll1pia,., pp. 17ff.
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XII, Judas' End 50'51
XIITI, Before Pilate 52-63
XIV, Csalvary 6l4=70
- XV, Death of Christ T1,72°
XVI. Burial 73-78,

Such a division shows a schematic pattern: (a) Recitative;
(b) Aria; (o) Chorale, The pattern can hardly be said to be
slavishly followed., Sections III, V, and XII are examples
of arias which conclude a scene, Likewise chorales are often
inserted in the middle of a scene as in Sections X and XIII.
The most consistent use of this pattern is in the opening
recitative, Here Bach adheres to the declarative, straighte
forward presentation of the Gospel account. Only in the
introductory choruses beginning each of the major Parts is

8 scene opened with anything else than this Secriptural reci=-
tative,

According to the inference of the pattern, a tentative
order of importance is given: (a) The authoritative Gospel
account; (b) The commentary of the chorale (the more objec-
tive voice of the Church); (c) The commentary of the arias
(the personal response of the individual),

The Gospel account taken from Matthew, the basis of the
Fassion structure, is considerably longer than that of the
St, John Passion., A total of one hundred and forty=one
verses are used from the twenty-sixth and twenty-seventh

chapters of Matthew, as compared to only eighty-two verses
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from John in the latter work.,l2 Bach's treatment of the
text, both in the literal rendition of Luther's translation
@nd in the declarative, straight-forward style, reflects
his underlying attitude toward Scripture, The recitatives
resemble the reading of the pericopic selections and thus
harmonize exactly with the liturgical setting of which the
entire Passion is a part. .

Although the accompaniment of the Evangelist's recita-
tives is confined to the basses and organ only, there are
Instances where Bach uses the recitative to achieve a highly
dramatic effect,l3 The crying of Peter (No. 47) is por-
trayed by a vocal melisma of great intensity. In the narra-
tion of the rending of the Temple veil and the earthquake
(No. 73), the bass accompaniment is given a strikingly de=-
Seriptive line. This was not an innovation with Bachj
others had done it before. However, Bach's sparing use of
thia device in the narrative portions results in an effect
more deeply moving and expressive.m Bach also retains the
custom of setting off the words of Christ in a distinctive
"lY-ls He glves the accompaniment to the orchestra, in

lzcharles Sanford Ter
ry, The Music of Bach (Londont
Oxford Univeraity Press, 1935)- Pe TTe

133311‘1!!59!‘, op. eit., p. 237.

Wpasil Smallman, The Bacgﬁound of Passion Music
(London: Northumberlar'nd'??eu, es 1957)5 Pe 50,

151b1d., p. S1.
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deliberate contrast with the other soloists, who are supe
ported only by the basses and an occasional ox-gan.16

Bach's use of the chorale in the St. Matthew Passion
constitutes a departure from the usual custom.” Although
Heinrich Schiltz had used the Lutheran chorale in his rendie
stress indicates that i1t was more than a convenient form to
close off particular scenes.l? Noteworthy in Bach's use of
the chorales of the St. Matthew Passion 1s the repeated use
of the Lenten hymn, "0 Haupt voll Blut und Wunden," It
occurs once with the popular text and four other times
throughout the Passion, thus contributing to the musical uni-
ty of the work.l8 Bach's careful use of all his chorales is
graphlically seen in the selection of the words and harmoniza=-
tions for this hymn,

Some advance the opinion that Bach's use of chorales
showed an appreciation of the religicus connotation that was
stirred up by the mere use of the form, an appreciation that
surmounted the importance of hearing the words, Smallman

states that the power of musical association was so strong

165 « A, Maitland, editor, Oxford History of Music (Lon-
don: Oxford.Universit§' Presa,’lﬂﬂ. TP ) T

17Wa1ter E, Buszin, The Doctrine of the Universal Priest-

hood and its Infl on the Liturgles and Music of the
m&% 'Gﬁriﬁ—(g%eﬁoﬁuﬂ? 'G'o';'corua Publishing House, n.d.),
p' [ ]

mGeiringer, op. eit., p. 238.
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that the audibility of words was often of little account .19
However, this is hardly in keeping with the meticulous man-
ner in which Bach chose the verse texts from the heritage of
Lutheran chorales, Schweitzer points out that one can not
find any words more fitting to the occasions than those Bach
chose.20 Terry says bluntly that Bach and the Lutheran hymn-
book are synonymous,2l

Only the remaining portions of the Passion are those in
which Bach employed the services of the poet, C. F, Henriel,
better known by his pen name, Picander. In all of Bach's
Professional assoclations with the man, the St. Matthew Pas-
slon shows the smallest degree of Picander's usual style and
the hipghest of Bach's own influence. Historically, the rec-
ord of the publication of Picander's libretto on Easter, 1729
can be contrasted with the entire text of the St, Matthew
Passion, Significant omissions are all of the narrative sec-
tlons as well as the entire body of chorale texts.22 Even in
the final form of the remaining sections, particularly the
large cpening and closing choruses, Bach exerted his control.

The pronoun form in the title of the opening chorus, "Kommt

lqsmallman, op. eit., p. 79.

20p1pert Schweltzer, J. S. Bach, translated by Ernest
Newman (New York: Mackillan, 1950), LI, 41S.

2lcharles Sanford Terry, Bach: The Historical Approach
(London: Oxford University Press, 1930), p. .

22perry, The Music of Bach, p. T7.
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ihr T8chter" 1s the remnant of Plcander's original scheme of
8n arla in which these words are addressed to the stereotyped
figure of the Daughter of Zion.23 Bach conceived of a grander
8etting, composed the music for double chorus with chorale
descant » and referred the words to the worshipping congrega=
tlon, The addition of the chorale, "0 Mensch, bewein' dein'
Sunde gross™ (No. 35), discussed above,2l s another indica-
tion of Bach's control.

Evidently, Bach's cooperation and influence was an ex-
cellent stimulus to Picander. The arias and aria-like "reci-
tatives" of the Passion are generally conceded to be far
superior to Picander's usual work.2> One of Picander's Pas-
8ion texts dating from 1725 is characterized by rhymed para-
Phrases of the Gospel text, and a tendency toward insincerity
and poor taste., An example is his treatment of the Via Do-
lorosa account. In 1t the women following the Savior are

e ———

described as proceeding "not on foot, but swimming in the tor-
rents of thelr tears,"26

The musical treatment of the poetic texts has caused
some disagreement. Those whose thesis is the essentially

Germanic, conservative nature of Bach's music see only token

ZBSehweitzer, op. cit., p. 211,
2!"Su ra, p. 3.

253chweitzer, op. eit., p. 210,
20Smallman, op. eit., p. 13




