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J. S. BACH'S USE OF WIND AND BRASS INSTRUMENTS
Bach's Ideologies and Scoring

The instruments in Bach's lifetime were not as advanced as our modern
day instruments in tone quality and technical abilities. Most brass,
woodwind and reed instruments were more difficult to play in tune than the
string instruments of the day. While the development of tuning and tech-
niques for tuning were also in the early stages during the period of
Bach's life, the organ, string and continuo instruments were superior at
this time and did not need the attention given in these areas. There were
some wind instruments becoming obsolete early on in Bach's life while
others continued to develop. The entire complex of old instruments will
not be discussed here but I will emphasize some of the brass and wind
instruments he used and how he used them.

Bach knew the limitations of the instruments available to him as well
as the performance ablilities of the musicians and singers. Given his
circumstances, Bach had to be creative and flexible in his writing. The
daily practice of uncertainty led Bach to create a petition called
"Short, Yet Most Necessary Draft for a Well-appointed Church Music" on
August 23, 1730 to the Leipzig Town Council.' Here, Bach outlines what he
feels are the necessary requirements to create church music. In his dis-
cussion he presents a clear picture of his conceptions of what is needed.

"Every musical choir should have at least 3 sopranos, 3 altos, 3
tenors and the same number of basses so that if an individual should per-
chance become ill, the choir can at least perform a double choir motet. "

Bach further adds that four singers per part would certainly be better and
gives a total number of 36 singers "who understand music" for the three
choirs that had to sing at "St. Thomas, St. Nicholas and the new church,
St. Peter's where the remainder of people went who did not understand
music very well and could barely sing a chorale.’

Bach's petition of August 23, 1730 listed the following instruments:

2 or 3 violin 1 parts 1 violone

2 or 3 violin 2 parts 2 or 3 oboes {(as reqguired)
2 viola 1 parts 1 or 2 bassoons

2 viola 2 parts 3 trumpets

2 violoncello 1 drums (kettle)

This is a total of at least 18 persons for instrumental music and if
a score should require flutes an additional 2 people would be needed for a
total of 20. Here, Bach uses a lower number to show that 12 singers could
confront 18-20 instrumentalists.® A proportion of 3:2 was comfortably suit-
able for most church services. This large number of instrumentalist and
singers was not out of line because Bach was taking into account the va-
cancies he encountered each week due to illness as well as insufficiently
trained students who often played and sang for him. In addition, this did
not account for special occasions such as feast days, Good Friday or Ves-
pers where Bach would need additional people. Only on these special occa-
sions did Bach have a larger group of singers at his disposal, since the
polyphonic setting of the Passion was sung in only one of the main



churches.

To prove his case to the town council Bach points out the inadequacy
of the professional instrumental forces at his disposal and that they (the
council) provide him with first and second trumpeters (Bach lists
Gottfried Reiche as first trumpet), first and second violins, oboes and
one bassoon player. He says in the petition that the remaining instru-
ments, violins, violas, cellists and flutes are lacking because they have
had to be played by students.® These accounts show that despite the appar-
ent pressing need for string and woodwind players, those players whose
skills on other instruments were proven (such as Reiche) were probably
never called upon to stretch themselves beyond what they did best.”

Bach's Horn

The horn represented a special problem that has created controversy
up to the present day. The instrument itself is known by three names. The
Corno:corno da caccia which got the name from its origin in Italy, the cor
de chasse or trompede chasse, cor d pistons which has origins from France
and thirdly, the waldhorn, Ventilhorn which came from Germany. All three
indicate a 'natural horn', a simple coiled tube operated without keys,
valves or slides.

The horn is not designated uniformly in any of Bach's scores.’ In the
autograph title of Brandenburg Concerto No. 1 (BWV 1046) it is called

"corno di cassia’, in "War Gott nichtmit uns diese Zeit” (BWV 14) “corno
du chasse” and the original parts for *"Auf Christi Himmelfahrt allein”
(BWV 128) bear the designation “corno".? Invariably adopting their Italian

style, Bach names either a 'corno' or a corno da cassia in cantata No. 14
Waer Gott nicht mit uns diese Zeit. Whether his varying nomenclature indi-
cates two types of horn is a preliminary problem to be resolved.®

The Waldhorn was a novelty when Bach's career began. Handel used it
in his Watermusic in honor of King George I and again in the Royal Fire-
works Music. The instrument was invented in Hamburg which was the musical
capital of Germany in the first decade of the eighteenth century.!” The
Waldhorn was a valveless coiled instrument about 58 cm in length. Its
stately mellow-sounding timbre was less raucous than the trumpet and could
be handled more easily. It was not until his arrival in Leipzig that Bach
mentioned its use but now there are two occasions mentioned in his scores
of the cantata Was mir behagt in 1716 and again five years later at Cdthen
in the first Brandenburg Concerto in F dated 1721. In both works he named
the instrument 'corno da caccia' and in both prescribed it for performance
by other players than his own. The earlier one was for the Weissenfels
Capella, the later one for the Brandenburg. Consequently, even if his
‘corno da caccia was a Waldhorn, the prescription in those two works does
not prove that it was at his disposal at Weimar and Céthen.'

It is noticeably clear that the horn had its own musical development
as an orchestral instrument in the Baroque period and did not merely serve
to execute typical trumpet parts in the lower range. The relationship
between the horn and trumpet is very close and especially noticeable in
parts for high corni da caccia and in passages where Bach uses horns with
timpani. This affect was common place in his writing and was also used by
other composers of the period. A good example of this writing style and
how Bach used the horn is in the Herr Gott dich loben wir (BWV 16). Here
it is used soloisticly in passages and plays a solemn role in the music.
Another example is that of his Lobe den Herrn mein Seele (BWV 143) where



he uses it with the chorus melody line to support and enrich the timbre of
the choir.!?

In respect to playing technique, the relationship between the Corno
da caccia and the Waldhorn is unmistakable. On both instruments the same
specialized technique was used to master the clarino tessitura (upper

register). The wide rim of the mouthpiece allowed players to switch from
one instrument to another without ruinous consequences to their embou-
chures.!” Because of the close similarities between the horn and the trum-

pet it is possible and probable that some of Bach's trumpeters such as
Reiche performed these difficult technical passages by switching instru-
ments. This could be the reason why Bach never mentioned the horn in his
petition to the town council in 1730. He would not have forgotten to men-
tion an instrument he needed unless he had other alternatives in mind.
Since we do not know if there was a difference between Bach's corno da
caccia and the corno and his scores offer no answer, it would have been
possible to play them on the corno da caccia because his corno was crooked
in seven keys. The keys to the horn and trumpet were D, F, G, A, Bj, high D
and high F.

Bach used the wvarious crooked (keyed) horns to his advantage by word
painting. In the theme 'the majesty of God' which inspires cantata No.
143, an anthem for the New Year, he adds three corni da caccia and drums.
In it, the bass aria, "The Lord is Sovereign Everywhere" displays a cer-
emonial motive. The horns echo and re-echo their familiar 'call':

Example 1:%
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Bach's 'Corno' was not identified in his mind with similar associa-
tions. He uses it purely for its orchestral value, and rarely outside his
choruses and chorals.'® On the infreguent occasions when it has pictorial
significance, it decorates a pastoral and not a ceremonious scene. For
instance, in the opening chorus of Der Herr ist mein getreuer Hirt, can-
tata (BWV 112)

The Lord my Shepherd designs to be.
The opening chorus of (BWV 1) Wie schon leuchtet der Morgenstern

How brightly shines yon Morning Star,
Whose beams shed blessing near and far!

The tenor aria in Dazu ist erschienen der Sohn Gottes (BWV 40), com-
posed for the second day of the Christmas festival, whose Gospel (St Luke
ii. 15-20) relates to the visit of the shepherds to the manger. Here, the
horns present a soft yet exciting pastoral announcement that is augmented
by the picturesque view through word painting.

St. Luke II 15-20.1°

15: When the angels had left them and gone into heaven,
the shepherds said to one another,



"Let's go to Bethlehem and see this thing that has happened,
which the lord has told us about.”
16: So they hurried off and found Mary and Joseph,
and the baby, who was lying in the manger.
17: When they had seen him, they spread the word concerning
what had been told them about this child,

18: and all who heard it were amazed at what the
shepherds said to them. 18:But Mary treasured up all
these things and pondered them in her heart.

20: The shepherds returned, glorifying and praising
God for all the things they had heard and seen,
which were just as they had been told.

Another example of one of Bach's most exciting sonorities with the
horn is associated with the text from Jeremiah 16:16."

16: 'And after I will send for many hunters,
and they shall hunt them from every mountain.'

When these words are sung, the horns sound a sonorous summons to the
mountain-side.'® This most perfect example reflects Bach's creativeness as
he paints a clear picture through the sound of the horns which also help
to convey the message of the gospel to the congregation. These examples
show that Bach's mission was not only to compose music for the service and
use biblical texts through word painting, but was also inpart ministering
to the congregation through his work.

Although the horn had its difficulties, Bach used the instrument to
the fullest by bringing out its very soul. By presenting the various tim-
bres and picturesque views, Bach brought the horn to the forefront of
chamber music and helped to adopt the instrument into the mainstream or-
chestra (Bach's orchestra instrumentation) which would be used by many
other composers during and after his lifetime.

Bach's Trombone

Unlike the horn, proper to the pageantry of Courts, the trombone was
an instrument adapted for civic ceremonial music. Bach's employment of it
was timid and consistent. As an independent obbligato instrument it has no
place in his scores. Even if his text invites him to display it, he pre-
fers the trumpet. Bach wrote for it in only fifteen cantatas and nowhere
else in his music. There is one exception which belongs to the fifteenth
cantata, which was written in the Leipzig period. Neither the Weimar nor
Céthen Capella was equipped with an instrument alien to Court ritual.
Cantata (BWV 21), Ich hatte viel Bekimmernis was the single pre-Leipzig
score which includes a trombone. Even at Leipzig, Bach rarely wrote for it
during his time there. Of the fourteen cantatas he wrote, ten belong to
the last decade of his activity as a composer (1734-1744).

In the preceding decade (1723-1733) trombones are found in only
four.® Bach may not have written for the trombone because the instruments
themselves may not have been serviceable and where hard to repair at that
time. Kuhnau, who was the church organist in Arnstadt in 1704, describes
the church's set as battered and useless.’’ Perhaps a more probable reason
can be offered for Bach's infrequent use of the trombone. In every score
that he used it, he used it in association with a choral, or a chorus of



the older motet form. It is easy to hear why Bach might have used the
trombone in this manner because its softer, lower and mellower sound would
blend nicely with the chorale parts above. In addition, he possibly used
it as a foil to enhance and/or take away the shrill of the high corno da
caccia parts.

Classic examples of such usage include Christ lag in Todesbanden (BWV
4Y, Du wahrer Gott und Davids Sohn (BWV 23), O jesu Christ, meins Lebens
Licht in dir (BWV 118).% In these examples Bach uses the trombone to rein-
force the vocal parts and at times reinforce the melody. It was important
for Bach to support the vocal parts whether in the melody line or bass
because as stated earlier, not everyone in his choir ensemble was a pro-
fessional so it helped them to hear their vocal line being played.

There were exceptions to the number of trombones Bach used. Here are
three such cantatas in which he used the instrument differently to provide
accompaniment to the choir. In cantata (BWV 25) £s iIst nicht Gesundes an
meinem Leibe he uses a quartet of three trombones and a cornett to add a
harmonized choral texture to the orchestral scheme. In cantata (BWV 118) O
Jesu Christ, mein Lebens Licht, mentioned earlier, the trombone was used
as both accompaniment and vocal support with three trombones and cornett.
However, in cantata (BWV 135) Ach Herr, mich armen Sinder Bach writes for
the lower end of the instrument using a single bass trombone.** He uses
only one trombone in the score and uses it to strengthen the continuo in
the cantus of the choral on which the chorus is built. Another example is
the Herr Christ, der einge Gottessohn (BWV 96), in whose opening chorus
the altos sing the choral, cantus. Here they are reinforced by an alto
trombone and a horn. It is interesting to notice how or when he uses the
trombone. The score usually has either a quartet of trombones or uses
three trombones and cornett.?! Considering these examples and exceptions,
Bach's trombones merely reinforce the vocal parts in different ways.

There were choices to be made as to which trombone to use as there
were four different trombones at his disposal.

Baroque Trombones:

1) Discant Trombone in B flat (known as Alto or Discant-Posaun)....e, - 5”7
The notes below £ are poor and a” and 4,” are difficult to play.

2) Alto Trombone in F (known as Gemeine rechte Posaun).... b - £
The notes below £ are poor, & " and (" are difficult to play.
(Alto in E flat is a tone lower)

3) Tenor trombone in B flat (known as Quart-Posaun).... e, - 5’
The lower notes are fairly good , a' - & ' are difficult to play.
4) Bass Trombone in F (Octav-Posaun).... b - [’

The lower notes are good e’ - f’ are difficult to play.

(Bass in E flat 1is a tone lower)

Most composers did not write for the Octav-Posaun (Bass Trombone) and
thought it was too insignificant in tone for concerted music.*? If a lower
part was needed it could be played by a string bass or perhaps the quart-
Posaun (Tenor Trombone in B flat).

Judging from the instrumentation which is listed in the "New Grove



Dictionary of Music," Bach's trombone scoring preferences is for a 'choir’
of three or four trombones as opposed to one or two.®

Bach's Trumpet

The most popular brass instrument in Bach's day was the trumpet. The
trumpet was completely different than the modern trumpets of modern day.
Bach's normal trumpet was a ‘natural' instrument equipped neither with
valves, slides or pistons. Its fundamental note varied according to the
length of tubing. The most common keys were C, Dj, D, E;, A, F and F#
(probably for a low G pitch). The trumpet in D was most commonly used
because of its natural scale.?® BAll of the keyed instruments had to be
played by all trumpeters if they wanted to be employed as a professional
musician.

A good example of someone who played these trumpets was Gottfried
Reiche who is mentioned in Bach's petition to the town council of August
23, 1730 titled "Short, Yet Most Necessary Draft for a Well-appointed
Church Music". As mentioned earlier, this document appointed Reiche as his
first trumpeter in the orchestra. The idea or thought of someone playing S
or 6 different keyed trumpets shows how flexible a trumpeter had to be. In
most instances they surely would have had to be at the professional level
as Reiche was if they wanted to be employed as a trumpeter. Some of the
music required two, sometimes three different trumpets in a single cantata
in order to play all of the written notes. Inotherwords, not every note
that Bach and other composers wrote was playable on only one trumpet. The
composers knew what the instrument limitations were and composed around
the problem. "When Bach modulates to secondary keys in his large works,
the trumpets are acoustically restricted and are unable to play."? When
this occurs, a sense of adventure, risk or musical loss comes into play
but is resolved with the return to tonic where the trumpeters reenter to
establish the tonal center. To some extant, the high tessitura playing
gives the illusion of transcending these limitations temporarily in solo
concertos and some obbligato parts.?® Works that utilized more than one
trumpet were closely tied to the acoustical base of the trumpets' funda-
mental.

The natural trumpet and the notes it normally produced are as follows
in the key of C:

Example 2:2°

b >
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The wide range of Bach's trumpet parts seem to suggest that, at least
on the upper tessitura, two players were used. One played the main body of
the work and the second reserved for only the high harmonic notes. How-
ever, given Bach's resources for most services, this compromise of two
trumpeters was neither feasible nor necessary. As I pointed out in Bach's
petition and instrument reguirement list, his resources were too limited
to permit the allocation of two players to a part within a given work, and
the difficulties that today's modern player encounters do not seem to be
apparent to musicians schooled by long tradition in the technique his



scores demanded. Therefore, the trumpeter in Bach's day had to be trained
in not only playing the instrument but knowing when to change instruments
as to facilitate long passages and know which keyed trumpet to use if the
composer did not specify. Earlier I mentioned that trumpets were available
in every key which could account for the very high parts that Bach wrote
for the instrument. The trumpeter would have played the upper tessitura
parts easier on the D trumpet or perhaps the A, making it more accommodat -
ing in longer phrases.

Although the trumpet seems to be the loudest instrument for the pe-
riod, there are two exceptions: the kettledrum which 1s incapable of even
rudimentary melodic motion, and the organ which is unmovable and limited
to the church. Because the trumpet was more brilliant sounding than the
other brass instruments, Bach used it for effect.

To say that seventeenth and eighteenth century music is boring is
untrue as we must understand the social order of the day inorder to appre-
ciate what is heard. In Bach's day, music was not thought to be completely
personal or subjective but was considered a public means of communication,
like a language.’® Bach knew that certain musical gestures, patterns and
nuances would affect the congregation in more or less predictable ways.
Because the articulation of effect was considered the very purpose of
Barogue music, musicians and composers of the day played on these effects
to generate emotion in the music.

Bach clearly uses affect in his cantata (BWV 51) Jauchzet Gott in
allen Landen! Here he articulates by a variety of means, both textual and
musical. The text is modelled after certain 0Old Testament psalms (such as
Psalm 150)in its joyous exaltation. In example No.3,* the first two mea-
sures of the trumpet part are doubled in the first violin. The motive here
states what will be the most important thematic material of the work.

(BWV 51) Jauchzet Gott in allen Landen!/ Text from Psalm 150:

Praise ye God, all men, adore Him!
Heaven and earth, His praise sing!

A brief analysis of this work and others like it are important if we
are to understand what Bach did and the reasons behind it. From the down-
beat of the first measure he outlines a simple C triad an does so with
the entire ensemble. Through the sixteenth notes and octave range there is
a sense of freedom in motion, in the very context of "Jauchhzet Gott" plus
the stability and freedom of motion in the music combine the joy and con-
fidence in which credit is given to the love of God.™

With so much affirmation (straightforward tonic and dominant chords)
going on in this piece, the gestures and other affirmative musical idioms
should be heightened. For example, the F (dotted quarter note) 1in measure
four (and elsewhere) should be held full value and emphasized because it
provides a moment of stress or what is otherwise a static phrase and makes
resolutions more satisfying.



J.S. Bach,

9

" Jauchzet Gott in allen Landen,”

from BWV 51;

measures 1 -

6.

ARIA
e PRI e
Tromba g = " A ™ P 1 =2 a1l ¢
e e ddd ool op P
DR << S== S==
) === Eﬁp - ;r?rﬁﬁ?—_—
Violin | e e e e o — — — ™ v~ & B
T e~ 0~ D S S~ P~ B oo — 090 PO PP
o == 5o == =
h 1 1
Violin 11 g ¥ f
L e S S 0 . - » T !
* = & &
a pape o .  — o .
T 1 T o o > o 5 - 1 1 ) [ 7] )
Viola w%g%ﬂuq:ﬁjﬁ:bv— : I
S— {
Soprano :Wrr% = = =
1
e .
s pppp o T - - .
Continuo I I . ! = —T—1
! {
6 6 6 6 6
S 4
r
/A
- . . o o O i
1
1 1 11
= > > -
f e e £ o o —o—F—f F = F
\i%: :j.éét}, P e o o — =] i i P4 t { \ ! o]
3 =
o] -
—F = ¥ ‘ ! 1
T T T :H__— T L : ) T
M ———
Py {
- > - - L 21
HE— a » [ 7 T » y 3 = £ i 7 » [ 7 o (7
1 1 L 1 ) 1 P — . yi T L . i
o 1 1 ) 1 1 1
: } I I
-
..
a
— e ol !
Ry — I r
= : —w— % =+
== : . s e d e e
7 6 6 6 7 7 6 9

ot

N



Another important note and one that sou

melodic line which does not resolve to the expected C major triad. T

(quarter note)

B-is an extention of the

in measure 25.

‘A' section of the aria which is a sudden shift

In this example,

away from the tonic. See example 4.%

nds wrong in the music is the B

the trumpet has the only
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J.S. Bach, "Jauchzet Gott in allen Landen,”
from BWV 51; measures 25 - 30.
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Another technique Bach used to create tension was to pair voices. In
his cantata (BWV 77) Ach, es bleibt meiner Liebe (See example 5’ pages 12-
13) he wrote a duet between the alto and trumpet. The example in measures
17-27 seem to be the highlight of the work. It is here that Bach uses two
independent voices that compliment each other and is an ideal spot for
ornamentation on the repeat (repeat not shown) . Having the trumpet compli-
ment the vocal parts was something he did regularly with the horn and
ocassionally the trombone section.

Within much of Bach's orchestral and choral music he associates the
trumpet with a solo voice. Many times the bass voice was used as in can-
tata (BWV 70) Wachet! betet! betet! wachet ! Here, the twenty-sixth Sunday
after Trinity, the theme of the second Advent informs the text, espe-
cially in the bass recit. and aria of part II. In the first, the trumpet
sounds the appropriate Advent melody, 'Es ist gewisslich an der Zeit'. In
the aria

Welcome Resurrection morn!
Peal out, ring out, Judgement call!

the trumpet sounds a sternly urgent summons above the agitated strings and
continuo.!® In cantata (BWV 128) Auf Christi Himmelfahrt allein the bass
aria acclaims the risen Christ:

Up, up, ye trumpets, call!
Tell forth to one and all,
Jesus on high is throned!

For this exciting moment Bach uses the trumpet in a type of flourish
fanfare of praise as if he was inspired by the angels.

With rare exceptions did Bach give the trumpet its Italian name
Tromba.'® He does so in the cantata (BWV 77) Ach, es bleibt meiner Liebe
which he wrote for the tromba da tirarsi or slide trumpet (See example 54!
pages 12-13). Bach chose this instrument for this work because of the
chromaticism of the music. He uses the chromatics to construct images of
striving, failing and distress.? In measures 48-50, the voice's line seems
sensible by itself but it results in a series of clashes with the continuo
creating tension and uncertainty at the very moment the text mentions
failure. This same text is also set in measures 69-75. In this example
Bach creates tension by dropping out the continuo in measure 73 leaving
the trumpet on a difficult arpeggio. The use of affect in the trumpet part
of the cantata is remarkable. Not only in the sense of failing, but also
of striving and even confidence can be recognized in the trumpet part.
Measures 35-37 the music is moving upward in a sequence as if it 1is striv-
ing. It stops in measure 38. Measures 52-60 are considered more typical
trumpet material which has ascending fourths and fifths, diatonic scales
centered closer to the key of C major without chromaticism.

Bach's counterpoint and harmonic progressions tend to be very intri-
cately organized, and ornamentation is much more limited than with most
other composers. But Ach, es bleibt meiner Liebe (BWV 77) (example 5%
pages 12-13) is less densely composed than most of his works. The longer
note values in this work are rare (for Bach's music) and provide for sub-
stantial ornamentation.’



Licbe,"” from BWV 77.

In memner

J. S. Bach, "Ach, es bleibt
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Since the natural trumpet's overtone series limited elaborate grace
(ornamented) notes etc., modern trumpeters need to rethink where to use
fancy ornaments in today's practice. Improvisation was a necessary skill
for the Baroque musicians and Bach used it readily. Whatever the scope of
the ornamentation, it is important to remember the affect of the piece.
Ornaments were not just decorations, they functioned as integral parts of
the interpretation contributing to the articulation of the affect. An
ornamented version of a repeated section should intensify and elaborate on
the effect of the unornamented version.’ The Baroque practice of ornamen-
tation on a repeated section was customary. Performers were expected to
alter the rhythm of certain written notes much like jazz musicians of
today embellish or improvise notes. In addition, composers used figured
bass numbers under the continuo that allowed the performer to f£ill-in the
harmonies. This practise adds a personalized touch to the music also.

Bach's Idealogies for Scoring

In the Baroque era, the composer allowed ornamented passagdes, embel -
l1ished or trilled single notes up toO the performer, combining music compo-
sition and performance. This is different than any other art form. For
example, reading a score is much like reading a novel or viewing a paint-
ing at a gallery. The musical elements in a Bach score require the conduc-
tor and performer to work from a set of understood performance practices.
Both can interpret and alter the music in certain situations to change the
performance which changes what the listener hears. It is the listener who
is on the receiving end and does not know what is being changed if any-
thing. This musical experience and practice is difference than that of the
visual arts or publishing world. For example, a person viewing a painting
is not expected to take up a brush to the canvas and alter the painting to
better personalize the art to their taste. Secondly, a reader 1s not ex-
pected to add words to a novel changing the intended meaning or embellish
it from the original authors intent.® Music is the only medium that has
this luxury and composers such as Bach and Handel understood this and gave
ornamental license in their score writing.

Each period of time has it's own social, cultural and religious rules
from which composers obey. In the Baroque era, most composers wrote music
for the church. In Europe, the church was either Protestant or Catholic.
There were other religions that used music and others that didn't, but
these are not within the scope of this paper. Bach was a Lutheran and
practised writing in the traditional choral, cantata and motet styles that
his predecessors did. What made Bach different than the others was his
creative approach to writing, reharmonizing chorals, developing the fugue
and the Claviertibung. His sacred and secular music create a fine line as
both are performed in religious and nonreligious ceremonies to this day.
With one exception did Bach change one of his works to be included in a
catholic Mass. He repackaged his Lutheran Mass to the Catholic court of
Dresden with the addition of the Nicene Creed and a Sanctus which are part
of the Catholic Mass.‘!' The Creed of this B Minor Mass alternates ethereal
voice and almost shamanic drum rhythms. The use of drums and instruments
were not used in some religious services, particularly in the Catholic
tradition as it was viewed as not being sacred. Some early Christians
banned instruments from worship as far back as biblical times. The human
voice was the only instrument from which people could worship God.*



Symbolisim in Scoring

Numerical symbolisim was widely used by Barogue COmMpOSers and played
an important role in Bach's intellectual life and can be found in his
fugal writing as well as his chorales. An excellent example can be found
in his final composition. From his death bed, J. S. Bach dictated the
chorale "Before Thy throne my God I stand." It contains a first line
melody comprising fourteen notes. The complete chorale melody that follows
contains forty-one notes. Bach assigned numerical values to the letter of
the alphabet that can be translated as such. His name spelled B-A-C-H adds
up to 14, and J-S-B-A-C-H totals 41 which is the inversion of 14. Bach's
message is clear.'’ "Before Thy throne my God I, Bach, stand. This is not
just any Bach, but specifically J.S. Bach." There are many other examples
from his earliest keyboard compositions to his cannons and cantatas where
he used the letters B-A-C-H.

Bach's role as a composer should be viewed objectively. We must re-
member how flexible he had to be and what he had at his disposal during
his lifetime. Whether or not his situation changed with instruments of the
day, performers who were untrained or social idealogies, I believe Bach
would have regarded many of his practices as solutions born out of neces-
sity. To determine which instrument represented his final intent and what
he really rather would have had will never be answered. In the end I think
Bach's choices were appropriate for the time and are still applicable
today.
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