BIENNIAL MEETING OF THE AMERICAN BACH SOCIETY

“Bach and the Oratorio Tradition”
May 8-11, 2008
Lehigh University, Bethlehem, Pennsylvania
In conjunction with the
101st Bethlehem Bach Festival

SCHEDULE OF EVENTS

Events shown in italics are associated with the Bethlehem Bach Festival
THURSDAY, MAY 8
From 11 a.m. Registration (Outside upper level of Packard Lab Auditorium)

Packard Lab is located directly across from the main entrance of Packer
Memorial Church, site of the Bach Festival. Enter Packard Lab through
the upper door (from the plaza with the fountain) and go down the stairs to
the registration tables.

1:00-2:30 p.m.  Opening Session (Packard Lab Auditorium)

Welcome: Gregory Butler, President (University of British Columbia)
Welcome: Greg Funfgeld (Bach Choir of Bethlehem)

Keynote Address: Don O. Franklin (University of Pittsburgh):
—Bach and the Oratorio Traditionl

2:30-3:15p.m.  Reception—Plaza with fountain outside Packard Lab (if raining, inside
Packard Lab lobby)

3:15-6:30 p.m.  Session I: Bach and the Oratorio Tradition (Packard Lab Auditorium)
Moderator: Robin A. Leaver (Rider University)

Kerala J. Snyder (University of Rochester/Eastman School of Music),
—Or atori o on Five AfAbeadmusikemtnos : Baaho'ns t
Christmas Oratorioll

Dani el R. Mel amed (Il ndiana Universit
Barthold Heinrich Brockesl

4:45-5:00 p.m.  Break

5:00-6:30pm. Stephen A. Crist (Emory University),
B a c Bt.'Msitthew Passionll



Mark A. Peters (TrintyChr i sti an Coll ege), —Consi
S. Bac h' dMeir® S84l erhkb®den Herrenll

7:00 p.m. Dinner on your own

ABS Advisory Board Meeting (Main Street Depot, corner of
Main and Lehigh Streets, Bethlehem)

FRIDAY, MAY 9

8:00-8:50a.m.  ABS Editorial Board Meeting (Allentown Room, Comfort Suites)

9:00-10:30 a.m.  Session Il: Genre Studies (Packard Lab Auditorium)
Moderator: Stephen A. Crist (Emory University)

David Schulenberg (Wagner Coll ege, N
Capo? Through-Composed Arias in Vocal Works by Bach and Other
Composer sl

Mar kus Rat hey ( Yal-Eropwsand ragnatisi t y), —Ch
Coherence in Bach‘s Oratoriosl

10:30-11:00 coffee break

11:00 a.m.—12:00 Roundtable discussion open to the public: “21%-Century
Approaches to Bach’s Music” (Packard Lab Auditorium)

Moderator: Raymond Erickson (Queens College, New York)

Fred Fehleisen (Mannes and Juilliard
Design of Bach®'s D minor Ciaccona, B
Benjamin Binder (Lawrence Uni ver sity), —Jonathan

the St. Matthew Passionand t he Li mits of Represen:

12:15-1:45 p.m. lunch on your own

2:00 p.m. Distinguished Scholar Lecture: Christoph Wolff (Harvard University)
AfAre Bachos Or at o(Zdelnar Arg &enteredDdamadg e r a s ?
Theater, Lehigh University)

4:30 p.m. Concert: BachO9s -O8eaandiEaster®ratbrib PackerT r au er
Memorial Church, Lehigh University)

6:00 p.m. Buffet Dinner & Discussioni George B. Stauffer (Rutgers University) (Asa
Packer Room, Lehigh University Center)
[current ticket holders only — no additional tickets available]

6:00-8:15 p.m.  Dinner on your own

8:30 p.m. Concert: Jan Di s mas BzZeclhebnsk aCoasn t GaMias e7r4
Ascension Oratorio (Packer Memorial Church, Lehigh University)



SATURDAY, MAY 10

8:50-10:20 a.m.

10:30 a.m.

OR
10:30 a.m.

10:20-10:40

10:40 a.m.-12:10

12:15-2:00 p.m.
2:30 p.m.

4:30 p.m.
7:00 p.m.

SUNDAY, MAY 11
10:00 a.m.—12:00

2:00 p.m.

Session I11: The Legacy of J. S. Bach in Leipzig (Packard Lab
Auditorium)

Moderator: Gregory Butler (University of British Columbia)

Tanya Kevorkian (Mill ersBialché sUni ver
Leipzig i n Jo h\sadnentlicheNachmchtehiundl er * s
Anmerkungen die Musik betreffendll

J frey S. SposatoMeéebdeVesshnysoOr HO
t o adi

ef r
he Bach Tr i tionl

Ifor Jones Memorial Chamber Music Concert: Guitarist Eliot Fisk and the

Bach Festival Orchestra (Zoellner Arts Center Baker Hall, Lehigh
University) [tickets available at the door]

Chamber Music in the Saal: Violinist Simon Standage (Saal of the
Moravian Museum, Bethlehem) [current ticket holders only—no additional
tickets available]

coffee break

Session 1V: Encoded Meaning in the Works of J. S. Bach
(Packard Lab Auditorium)

Moderator: Mel Unger (Riemenschneider Bach Institute)
Ruth Tatlow (StockholmUniver si ty), —Bach®s paralle

their implications, illustrated by the Six solos for violin, the Leipzig organ
chorales and the Musical Offeringll

Szymon PaczkowsKki ( Wa-EnsodedwPolitlas:U.8.er si t y
Bach'® s Tée, mhtPaukea( BWV 214) I

Society Business Meeting and ABS Banquet (University Center 303)

Mass in B Minor, Part 1 (Packer Memorial Church, Lehigh
University)

Mass in B Minor, Part 2

Dinner on your own

Excursion to Workshop of Willard Martin, Harpsichord Maker (1521
East Sixth Street, Bethlehem)

Finals of Competition for Young American Singers sponsored by the
ABS and the Bach Choir of Bethlehem (First Presbyterian Church of
Bethlehem) [Open to the public—no tickets required.]



ABSTRACTS

“Oratorio on Five Afternoons:
From the Libeck Abendmusikento Bach’s Christmas Oratori®

Kerala J. Snyder (University of Rochester/Eastman School of Music)

Johann Sebastian Bach timed his trip to Lubeck in the fall and winter of 1705 to coincide
with the Abendmusik season, when Dieterich Buxtehude normally produced an oratorio in five
parts, performed on the afternoons of the last two Sundays of Trinity and the second, third, and
fourth Sundays of Advent. We do not know whether he presented his ordinary series that year,
but Bach was certainly present for two extraordinary concerts on December 2 and 3, for which
we have the librettos, in which Buxtehude presented two ceremonial oratorios, Castrum doloris,
commemorating the recent death of the Holy Roman Emperor Leopold I, and Templum honoris,
honoring his successor, Joseph I. The one other extant libretto, Die Hochzeit des Lamms, from
1678, represents his more typical dramatic Abendmusik based on a biblical story, in this case the
parable of the wise and foolish virgins recounted in Matthew 15:1-13.

Al t hough the musi c fAleendmusikenlis lo&, ut is possiblaitaesttace k n o wr
examples from his extant vocal music to illustrate the musical components of his Abendmusiken
and to show that in many cases they reflect his familiarity with the Hamburg opera, which
opened in 1678. | n Clristnsas Qratoticain whithehe dnee upon w&lks c h * s
entitled Dramma per Musica, reflects his growing interest during the early 1730s in the electoral
court at Dresden and the opera there. And he employed many of the same musical components
that Buxtehude had, including the aria, the love duet, chorale settings intermingled with arioso,
and the use of trumpets in connection with the nobility. The musical style has of course been
updat ed, but Bach‘s presentation of a dramat.
the Christmas season may have its roots in his experience of Bu x t e h u d eAbendmusiketr e ¢ k
twenty-nine years earlier.

“Johann Sebastian Bach and Barthold Heinrich Brockes”
Daniel R. Melamed (Indiana University)

Bart hol d Hei berfircde SiBdenaar Wat emarterte und sterbende Jesus
(t he —Barsoscikoensl ) was t he s ourStdhn@dssionnBaVviv g4s;f r ee t
was the model for the poetry on which Picander drew in compiling the libretto for the St.

Matthew PassionB WV 2 4 4 ; and formed the text of G.F. F
for his late 1740s performance of an anonymous St. Mark Passion.

I n fact Brockes‘'s text, a poetic oratori o,
on Bach's passion repertory even thougls the L
possible to view the 1724 St. John Passion as a kind of Brockes-Passion adapted to the oratorio
tradition, particularly because the work draws on the poetry at many of the most important points
in the narrative. The St. Matthew Passion finds further ways to incorporate features of the

Brockes model into a biblical oratorio. And
Passion (using H&d&ndel ‘s music) can be seen as
I n | ight of B a ¢ mredionsagpHarmaburge (evident ynot least m Kieuse e¢no

BWV 245 of passion poetry possibly by Christian Heinrich Postel) it is worth asking what he

knew of settings of Brockes‘s text by other ¢
with at leasttwo ( Kei ser and Tel emann) who set it ther
in a widely circulated print, and it has been demonstrated that Bach had access to two distinct

sources of Handel *s wor k. Overall iint Bapg&arss

passion poetry and that to examine his encounters with it is to get to the root of his composition
of passion music.



“The Narrative Structure of J. S. Bach’s St. Matthew Passion
Stephen A. Crist (Emory University)

The libretto of J. S. Bac h St.sMatthew Passion includes material from three sources: the
Bible, Lutheran chorales of the sixteenth and seventeenth centuries, and poetry by the Leipzig

poet known as Picander. l'ts backbone 1is the
Matthew. All seventy-five verses of chapter 26, and all sixty-six verses of chapter 27—a total of
141 verses—ar e s et to music in Bach‘s composition.

presented without interruption, however, as it had been in some of the earlier St. Matthew
Passions, such as those by Vulpius or Schiitz in the seventeenth century. Rather, the narrative is
punctuated at various points by stanzas from
poetry (mostly recitatives and arias, and the occasional chorus). These movements serve as
moments of reflection, which emphasize certain events in the Biblical narrative.

This paper considers the precise placement c
wel | as t heir méahards sorge.featuBeainc dormen wattpofhar @vanteenth-
and eighteenth-century settings of this Biblical text by composers such as Sebastiani, Flor,
Funcke, Theile, Kiihnhausen, Meder, Clajus, Gerstenbuttel, and Brauns. What is surprising,
however, is the extent to which Bach and his librettist pursued unusual ways of subdividing it.

By someti mes going —against the grainl of the
develops ideas that are glossed over in other St. Matthew Passions. These novel approaches to
the subdivision of the Biblical text, i n turr

musical utterances.
“Considerations of Genre in J. S. Bach’s BWYV 10, Meine Seel erhebt den Herrén
Mark A. Peters (Trinity Christian College)
In The Cantatas of J. S. Bach, Alfred Dirr describes the unique nature of BWV 10, Meine

Seel erhebt den Herren, t hus: — t i s not based on a Prot
deserved the description _choral e (Gregoribnpt a i
chorale melody, that of the ninth psalm-t o n e | (678). |l ndeed, it IS
consider BWV 10: it is one of t he best known

based not on a chorale but a canticle and whose musicisr el at ed not only to

settings but also to his settings of biblical quotation in his non-chorale-based cantatas and to his

Latin Magnificat (BWV 243). This paper argues that an exploration of BWV 10 from these

various perspectivesrevealsnewi nsi ght s i nto the work*® s textual
The paper begins with an overview of Bach'

paraphrase in the chorale cantatas. While only one movement outside of BWV 10 contains strict

biblical quotation (BWV 7/5), several other cantatas are based on chorales of Martin Luther

which are themselves strict paraphrases of biblical texts, both Psalms (BWV 2, 38, 14) and

canticles (BWV 10, 125). The paper then examines the unique textual nature of BWV 10,

particularly as it relates to the surrounding chorale cantatas. Not only is BWV 10 based on prose

biblical text rather than a chorale, but it includes only biblical quotation and strict paraphrase

(together with a final doxology) with none of the reflective movements common in the cantata

libretti set by Bach. The paper concludes with a consideration of the musical significance of

Bach®'s setting of the Magni ficat t ext and th

relation to his treatment of biblical quotation in his Jahrgang | cantatas and to his other psalm-

tone settings, BWV 83/2 and 243/10.

“Modifying the Da Capo?
Through-Composed Arias in Vocal Works by Bach and Other Composers”

David Schulenberg (Wagner College, New York)



The expression modified da capo aria refers to arias in which the first A section ends in the
domi nant and the second A section is written
not to be generally known among Bach scholars that the same term occurs in writings about
Handel to describe a type of aria that appears, at least superficially, to be similar.

Handel produced several such arias by literally modifying what was originally a conventional

da capo form. | n —Belshazararmneald —eRreg olli ecfeMegyiahecarh |y
Handel del eted the —da capoll and moved the B
the center of the latter. In both cases the original A section comprised two complete statements

of the text, the first ending in the dominant. Handel *s modi fication yiel
Bach's modified da capo ari a; in particular,
Bach's modified da capo forms typically state

Yet Handel employed the procedure only in a few late works; Bach wrote such arias
t hroughout his career. Handel s modi fications

t hat had grown excessively |l engthy; no such i
the form suggests that for him it was one of several equally normative aria designs (whether or

not derived from similar forms in older works by Scarlatti and Pallavicino). For this reason, and

because there is no evidence such arias arose as actual modifications of existing ones, | propose

t he alternatceo mpersrad—tdhkar occuagpho f orm. I To recons
form, the paper examines instances in his oratorios and serenatas, dramatic works in which use

of the form was theoretically subject to the same considerations that occurred to Handel.

“Chorale-Tropus and Dramatic Coherence in Bach’s Oratorios”
Markus Rathey (Yale University)

Hymn settings are an integr al part of Johani
oratorios of his predecessors in the late 17th and early 18th centuries. The majority of the hymn
settings are simple four-part settings with the melody in the upper voice. In the narrative
framework of the oratorios the settings mostly represent the perspective of the congregation. The
simple texture of the settings underscores the identification with the congregation and
congregational singing (even though the hymns
the actual congregation).

Bach'®s orat or i o sumbepooflargerisaaled,onoré elaborate hgmm aettirigs: n
expanded four-part settings with instrumental pre- and interludes, for instance, appear in the
Christmas Oratorio, whereas the second version of the St. John Passion from 1725 is framed by
two large-scale chorale settings, the first of which was later integrated into the St. Matthew
Passion (1736). All of these larger scaled chorale settings stand out in the narrative flow of the
oratorios, frequently marking the beginning and end of a section.

A closer integration between the narrative of the oratorio and the chorale can be observed in
those movements where Bach combines biblical or madrigal poetry with a chorale and where the
chorale serves as a tropus for the other text. Both passions and the Christmas Oratorio contain
several movements of this type. The paper will explore the compositional techniques in these
tropusmovements (in the context of Bach's <chor a
function of these movements in the narrative of the specific oratorio.

“Thematic Transformation and the Design of Bach’s D minor Ciaccona, BWV 1004/5”

Fred Fehleisen (Mannes and Juilliard)



Al t hough Hel ge Thoene's widely popularized,
Ciaccona has largely been rejected, many questions still remain unanswered concerning its
musical language and the larger levels of design that articulate its structure. Rather than being a
piece driven by hidden chorale phrases and encoded numbers, the musical language and design
of the Ciaccona is articulated by what appears to be an unfolding process of thematic
transformation that is both affective and rhetorical. This process — which concerns interactions
between the various forms of the bass line and thematic material found in the middle-ground of
the upper voices — gives rise to larger units of design that sometimes span two or more
statements of the bass. It additionally leads to the articulation of larger formal symmetries that
suggest that Bach may have intended the Ciaccona as an abstract musical argument. An
argument that has no actual extra-musical subtext, but which may possess certain affective and
rhetorical qualities that make it fit for use in certain extra-musical situations, including liturgical
ones.

“Jonathan Miller’s Production of the St. Matthew Passioand the Limits of
Representation”

Benjamin Binder (Lawrence University)

The promotional mat eri al s f orSt MabthevaRassienn Mi | |
claimed that Mill er —p e e ldisonsafftbeyworld], bllewingpws®si ve p
confront the emotion and humanity at the heart of [the] Passion. I But as anyone wh

persuaded by Maemnmire |n gMedlaawiléreogreZe an activoparfdrmance
approach actually takes us further away from the work*® s origina

asserts, it is —the setting, not the perfor me
Il talian oratorio of the early 18th century an
purel 'y musi cal resources to stage a drama in t

congregation would not have seen the performers at all. Today, of course, the performers of a
Bach passion are virtually always in full view of the audience, and all roles are assigned to
i ndividual singers to satisfy our need for dr
less likely to inspire the kind of reflection upon and identification with the Passion narrative that
an 18th-century congregation might have experienced.

Miller's solution is to indulge the habits
the music of the oratorio would have implied to its 18th-century hearers. But it does so in a
particular way, inviting the audience to become more immediately and personally involved in the
subjective moments of the Passion when they might otherwise have simply observed a
performance. Singers and instrumentalists are gathered in the round and wear casual clothing,
indistinguishable from the audience that encircles them. Starting from this basic premise, and
without trampling on the inherent values of B
production attempts to draw its audience members into their own ruminative experience of the
Passion in a modern analogue to an 18th-century musical and spiritual experience we can never
recover.

“Echoes of J. S. Bach’s Leipzig in Johann Adam Hiller’s
Wadchentliche Nachrichten und Anmerkungen die Musik betrefféhd

Tanya Kevorkian (Millersville University)

Last summer I had the pleasur e \Wdchenttichkeadi ng
Nachrichten. The journal, published weekly in Leipzig from 1766 to 1770, includes numerous
specific references to J. S. Bach which are reproduced in Bach Dokumente, Vol. I1l. Beyond
these references, though, is much more material which gives insight into broader continuities and
shifts from high-Baroque Leipzig musical culture to the post-Seven Year s War er a

both documented and was part of a time of major transition. Continuities include many



references to old hymns and their settings for organ, along with discussions of new hymns. There
are even useful descriptions of congregational singing practice which can be applied to the pre-
1750 era. Hiller described pre-1750 secular vocal performances in Leipzig in a tone similar to
that of his reviews of contemporary concerts. Particularly with reference to sacred music, though,
there was more change than continuity. While Hiller and other contributing writers praised the

cantatas of J. S. Bach and his contemporarie
changed a | ot!Bsi nic7e6 9t hhaet sttiamee.dl out ri ght
—frequently awaken t he edonpdetEkels,egart i eeelheeahirg:

running theme of the journal was the search for a new style of church music, and younger
composers such as Doles, C.P.E. Bach, and Homilius were praised. Further, the bulk of the
journal, increasingly so with each volume, was devoted to secular music, with opera and figures
such as Haydn, Rousseau, and Benjamin Franklin and his glass harmonica highlighted.

“Mendelssohn’s Oratorios and the Bach Tradition”
Jeffrey S. Sposato (University of Houston)

Even as Felix Mendelssohn rushed to complete his first oratorio, Paulus, in time for its May
1836 premiere in Dusseldorf, he was already making arrangements with Simrock for its
publication. But while dissemination in Germany was assumed, Mendelssohn hesitated to make
the work available in England. Encouraged by German enthusiasm over the newly revived St.
Matthew Passion (a work that tapped into familiar Lutheran liturgical traditions), Mendelssohn

t ha

had modeled Paulus a f t er Bach®s masterwor k byiveariascor por

Indeed, so central was the Passion model to P a u | congtrdction that Mendelssohn may have
feared that the work would be inaccessible in England, a country where the Bach revival had not
yet taken hold.

The German Paulus premiere was a triumph, and demand for the work in England soon
became too great to ignore. Despite the hastily written English translation, St. Paul was likewise
a tremendous success, resulting in lavish praise in the popular press. Nonetheless, even these
glowing reviews reveal that, as Mendelssohn had perhaps anticipated, St. Paul was a work the
English public did not fully understand. In particular, those elements that derived from the Bach
Passion tradition (such as chorales) were often described as foreign (albeit beautiful), or were
wrongly attributed to the dramatic narrative.

In composing his next oratorio, Elias (Elijah), Mendelssohn took to heart German and
English reactions to Paulus by creating a work that both audiences could appreciate and
understand. Since German excitement regarding Paulus stemmed in part from its Bachian (and
therefore Lutheran) overtones, Mendelssohn endeavored to retain such elements in Elias. In
deference to his English public, however, he disguised these elements in a manner that made the
work comprehensible to those unfamiliar with the Bach tradition.

“Sound-Encoded Politics: J. S. Bach’s Cantata Tonet, ihr Pauken(BWYV 214)”

Szymon Paczkowski (Institute of Musicology, Warsaw University)

In Tonet, ihr Pauken (BWV 214), Bach set to music a libretto by an unknown author in order
to celebrate the birthday of Maria Josepha (wife of August 111, Queen of Poland and Electress of
Saxony) on 8 December 1733. In Bach scholarship, this occasional piece has mainly been looked
at from the viewpoint of its subsequent parody in the Weihnachts-Oratorium. In his monograph
on Bach‘s cantatas Al fred DuUurr goes so
musica,ll dramatic action is absent f ratdoor
goddesses represented by the four voice registers—Bellona, the goddess of war (soprano), Pallas
the goddess of the muses and scholarship (alto), Irene, the goddess of peace (tenor) and Fama,

L Vol. |, #51, 6/15/1767; p. 398.
2Vol. Ill, Anhang, #17, 10/23/1769; p. 134.
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the goddess of fame (bass)—each praise the queen for a(_:complishments in their respective

domai ns. To Diarr , it i s i n fact a comment

Weihnachts-Oratorium can already be heard despite the disproportionately trifling character of
the original libretto.?

This appraisal is surprising in its superficiality. After all, the splendid music of Tonet, ihr
Pauken could not have been subsequently adapted for the purposes of a religious piece had it not
been for some kind of match existing between the oratorio and the supposedly trifling lines of the
cantata—not only in terms of poetic meter or rhythms, but more importantly of affect. Contrary
to received opinion, there is a great deal more of a hidden meaning in the libretto of BWV 214
than its critics have been willing to concede. The text carries certain allusions and metaphors
which, once properly unlocked, make it possible to recognize a latent political program of the
piece (which would have been—and continues to be—virtually obscure to anyone but its Saxon
audience in 1733), and better to understand the sound code that Bach chose to employ for this
piece. It would seem that the libretto, no less than the magnificent music, pays a skilful tribute to
the contemporary propagandist project of the Dresden court in a period when the War of Polish
Succession was being fought in Europe. This paper seeks to analyze the political circumstances

on

of the cantata‘s composition and to highlight

“Bach’s parallel proportions and their implications, illustrated by the Six solosfor violin,
the Leipzig organ chorales and the Musical Offering”

Ruth Tatlow (Stockholm University)

Proportional parallelism is a newly-formulated term which describes a numerical
characteristic present in every collection or multi-movement work that Johann Sebastian Bach
published or copied in fair hand. When preparing a collection for publication Bach frequently
added a few bars or a new movement to a previously-composed collection which would
otherwise be considered polished. These changes often lack a musical explanation and are a
perennial puzzle for the editor. Proportional parallelism provides a new explanation for the
changes: Bach manipulated the number of bars in order to create perfect proportions at several
levels across and within a collection.

Knowing the number of Dbars was essent.i
time to ensure accuracy and economy of layout on valuable paper. Knowing the number of bars
was a useful, albeit blunt, tool with which the composer could assess the duration of a movement
or a work, as Michael Praetorius (1619) and Lorenz Mizler (1754) testify. The cumulative bar
totals Bach occasionally wrote at the end of pages and movements in his manuscripts show that
he knew how many bars he composed and that he could have used the bar to create perfect
proportions if he so wished.

The theory of proportional parallelism has nothing to do with the over-interpretation and

al

historical flaws that are all too frequently a characteristic of so-c al | ed —numer ol

studies. At every stage of its formulation the theory has been based on documentary evidence,
and the startling results are valid for
used to demonstrate when a multi-movement work is finally revised or not, and can also aid in
reconstructing the order in which Bach pieced together a collection. This paper will describe the
new theory in full, using as examples the Six solos for violin (BWV 1001-1006), the Leipzig
Organ Chorales (BWV 651-668) and the Musical Offering (BWV 1079).

% Cf. Alfred Diirr: Die Kantaten von Johann Sebastian Bach (Kassel: Bérenreiter, 1985), 906.
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