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is the father,

"He [C. P. E. Bach]
(iiozart)

we are the children.”

*Hamburg is not at present possessed
of any musical professor of great
eminence except Mr. Carl Philipp
Emanuel Bach; but he is a legion."”

(Burney)
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“"CHAPTER ONE
INTRODUCTION

Biographical Sketch

Carl Philipp Emanuel Bach, the second son of J..S.
Bach, was born in Weimar on liarch 8, 1714. His father
was his only-instructor in music. He was edﬁcated in
law and philosophy at the Universities of leipzig and
Frankfort-on-the-0der. In 1738 he went to Potsdam and in

the same year was appointed Cembalist to Frederick the

Great, serving in that capacity foxX nearly thirty years.
His pedagogical and theoretical interests led to the

writing 6f his epoch-making treatise, Essay on the True

Art of Playing Keyboard Instruments. His compositions

in¢lude choral works (oratorios, passions, cantatas,
litanies, motets, psalms, secular cantatas), songs,
concertos, much chamber music, and many keyboard works

- (scnatas, fantasies, rondos). For organ he wrbte sonatas
and a few miscellaneous works. Upon the death of Telemann
in 1767 he-assumed the position of“director of church music
music for the five principal churchés in Hamburg, where

he remained until his death on December 14, 1788.
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-Compositional Style in the Organ Scnatas

C. P. E. Bach wrote in an age when the style galant

and the empfindsamer Stil were in vogue. The intimate

nature of the clavichord, his favorite instrument, was

especially suitablé to the empfindsamer Stil. 1In his

organ sonatas Bach uses primarily the style galant and

the empfindsamer Stil and his fondness for the clavichord

is reflected in the organ sonatas. In fact, Traugott Fedtke
states, "In accordance with the comiposer’'s intention; the
performance of the six sonatas also on the clavichord,
harpsichord or pianoforte is quite correct from the
stylistic standpoint."l

All of the organ sonatas are in three movements--fast,
slow, fast. The outer two movements are usually in a
type of sonata form which can be outlined as theme cluster,

development, reprise. (Examples la and 1b).

1Bach, C. P. E. Orgelwerke, Trau
L. P. E. g ke gott Fedtke, ed.
(New York, C., F. Peters, 19 ) ;ol. I, p. 5. ’
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(la) Sonata in D-major, Wq. 70/5
mvt. I (Allegro di molto)

“Thece ABCDEF ABLCDEFP ABCDEP
- . ‘Key D-=A==-%--= _ A-E-T-p=-IiT--=--DZ-AD--
Section® "Th. Clus.*. . Developzent _Reprise

-

(1b) Sonata in A-minor, Wgq. 70/4
nvt, III (Allegro)

“tem ABUDLEFL PG ABHRDDIPGHABBR PG
Key a-=---C--a-e-=-== C---d—-P->—=-===- A= m—mmmm

Section "Th. Clus.® . Developm'ent Reprise

The slow movements are always lyrical and almost always

employ permutation of one basic motive. (Example 2).

(2). Sonata in D-major, Wg. 70/5
~ mvt. II (Adagio € mesto)

rheme® A Al bridge A2 A3  Alfrag.) A/A} “coda/A (frag.)
Key g---BD==gm=cmwu-c- LI SR g -

Insight into Bach's concept of harmony can be gained

. from a statement in his treatise, " . . the emotions are
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stirred more by dissonance than consonance.

Strikingly bold harmonic progressions are frequent. (Example 3)

(3) Sonata in G-minor, Wq. 70/6
. mvt. II (Adagio), meas. 10-17.
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2Bach, C. P. E.
Transl. and ed. by W. J. Mitchell.
W. W. Norton, 194%), p. 138.

Playing,

Essay on the True Art of Keyboard

(New York,
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Like Mhozart, Bach often wrote the slow, middle
movements in the subdominant key. The present-day theorist,
Matthew Shirlaw,. states that the domimant is brighter tban
the subdominant because the dominant contains the leading
tone and that all of the notes of the subdominant are
consonant with the tonic, which gives the subdominant a

subdued, warm character.” In the Sonata in F-imajor, Wg.

70/3--the ohly organ sonata in which the slow movement is
in ﬁhé dominaﬁ£{~the minor dominant is used, rather than
the hajor dominant. In fact, Bach made frequent use of
minor tonalities~~in any movement--in an age when major

tonalities were preferred. The use of minor tonalities is,

of course, in keeping with the empfindsamer Stil.
¥elody in the organ scnatas is oriented stylistically

between the Baroque Fortspinnung and the periodicity of the

Classical Era. Phrases are often of irregular length. .i
Stepwise motion is prevalent in both slow and fast movements.
Wide leaps are used in the slow movements to give a sighing,

yearning effect.

3Shi‘rlaw, Matthew. “"The Science of Harmony: the Harmonic
Generation of Chords,”™ Journal 6f hkusic Theory IV (April,
1960) [} ppo 1""_18»:
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In general, the rhythm in the organ sonatas is rather
straightforward, as opposed to the rhythm found in his
fantasies. One notable exception is the use of dramatlc,
unexpected pauses, notated either by long rests or fermatas.
These punctuate thematic material.

(Examples 4a and 4b).

(a) Sonata in A-minor, Wq. 70/4
mvt. I (Allegro assai), meas. 111-113.

o S
J
*

b
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(4b) Sonata in F-major, Wq. 70/3
mvt. I (Allegro), meas. 16.
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Bach writes almost entirely in a non-contrapuntal
idiom. Ccecasionally, thoughy a bit of imitative writing
can be foun. in the organ sonatas. (Example 5).

(5) Sonata in D-major, Wq. 70/5
- mvt. II (Adagio € mesto), meas. 4-5.

;b—\T’ijﬁ l’jj\

J gt d T
=5 ’ = Cry 2 't .
& o ] {iere—§1
b ‘ ’) 4 P 1 p*w ;1 .
— \7/

The number of voices ranges from a single voice,
.sometimes doubled at the octave, to two, three, and four.

0ften in the thin two-voice texture the vertical distance

between the two voices exceeds three octaves. (Example g).

(6) Sonata in G-minor, Wg. 70/6
-mvt. III (Allegro), meas. 11-12.

N 1 l bﬂﬂ—"- J ,p,! -
¥ [ I A el d
b St
[ n N L. A, r
d/ il
1
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o
b= o .
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This two-voice texture cannot be regarded as an outline

sketch to be filled in with extra parts. Sometimes the texture
is three-voice in the following manner: The upper two voices
are paired and within the same register; the bass is not

raired with either of the other voices and is distinectly

separated from them in function. (Example 7).

(7) Sonata in D-major, Wq. 70/5
mvt. II (Adagio ¢ meSto), meas. 1-3,

R 3'iI]

/’“\'E- T.

1 1

—t ' i

A N {3 e 2 > [ 1 []
IRV—C 7 p A o > =

| J | o —_
N LAy o

S ) T 3 I p |

ol KL IOV 3 4 | i

I §h \e DY 1 Pl ¥ o
=V T i 1S ’ d

Concerning the use of dynamics Bach states:

L1

There are certain general rules that
govern the performance of forte and
piano ¢dn the organ and the two-manual
harpsichord; fortissimo and forte are
played on the louder manuwal. . . . In
a piano both hands use the softer
manual, but with reduced parts.

-
=3

L 3

“Bach, Op. cit., ». 369.

-
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In his advice to accompanists Bach said that achieving

proper volume could be accomplished by reducing or adding

to the number of parts.5 Free voicing is quite common and

is used to effect dynamic changes. In the Sonata in A-minor,
Wq. 70/4, the texture is two-voice in measufe 29: however,
in.measure‘30;~the place in which the main motive returns

in the tonic key of F-ma jor--the téxture bécomes one of

five voices. (Example 8).

(8) Sonata in A-minor, Wq. 70/4
mvt. IT (Adagio), meas. 29-30.

oS o

7 )] p— -+ [
1 AN = — P P {.

7450 7 : LI
i\ ) N Py 7

- . l ‘[
z £ - & 7 7
-G} — p 1 ~
y AR "V Sy 1 i 7
i ¥ 1 ~1. - b) L

Attention to some of the conditions under which Bach
wrote provides further insight into his compositional style.
The Seven Years War had sharply curtailed his income and,
in order to insﬁre as“wide a sale as possible, he wrote
music that would have a popular appeal. Another factor
was the King's conservative taste, which tended to impose

stylistic restrictions. Finally, much of Bach's music

51vbid., p. 368.
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10

was not written for himself, but for amateurs and students,
which imposed technical restrictions. One of the amateurs
for whom Bach wrote waé Princess Amalie,6 sister of
Frederick the Great. The Frincess had a chamber organ built
for herself in 1755/56 by Peter Migend, a student of the
noted builder Joachim Wagner. (See Appendix B). most,

if not all, of Bach's organ immusic was written with this

organ in mind.

6Variously spelled as Amalie and Amalia.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER TWO
THE THREE LIODERN EDITIONS

The Harmonia-Uitgave (n.d.)

The Harmonia-Uitgave contains the following in one volume:

Preludio in D-major, Wgq. 70/7
Sonata in D-major, Wq. 70/
Sonata in G-minor, Wg. 70/6
Sonata in BP-major, Wq. 70/2
Sonata in F-major, Wg. 70/3
Sonata in D-minor, Wgq. 69
Sonata in A-minor, Wqg. 70/4

In his preface, written in both Dutch and English,- Hans
Brandt Buys discusses sonme of his editorial problems. The

first section of the English version follows:

In 1791, three years after the death
of the great and much loved master C.;P. E.
Bach, these organ sonatas were published
for the first time by J. K. F. Rellstab.
We read in the introduction that C. P. E.
Bach wrote these sonatas for Princess Amalia
of Prussia. Her organ had several higher
notes added in the treble compared with other
contemporary organs, which took it up to
F'*', These extra notes are frequently
made use of in the following sonatas, and
Rellstab considered it necessary in his
edition to provide alternative ways of play-
ing the passages involved, in order no
doubt, to make the publication more sale-
able. - He effected this by transposing the
5th and 6th sonatas a tone lower, and in the -
case of the Preludium and of the first sonata
by writing the affected passages an octave
lower with instructions to play them with

11

- . - -~
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the 4ft stop. There are one or two other
slight adjustments.

In our present edition the original
notation has been restored; which, thanks
to Rellstab's detailed directions, was no
difficult task. In these days many organs
are equipped with the wider range and even
where this is not the case the average player
will have little difficulty in making the
necessary adjustments himself.

Otherwise this edition is a repro- .
duction of the original, except that obvious
misprints have been corrected and attention
is drawn in a footnote to what is presumzbly
a faulty reading of the iMS. Any editor’'s
alterations or suggestions are given in
parenthesis (). Added slurs are dotted,
staccato sighs are marked thus (.), distin-
guishable from the original ('). For the
readeg's interest I here add the registra-
tions{ indicated in the original edition.
These are not C. P. E. Bach's own indications
and some of ‘them apply to the above-mentioned
arrangement for playing certain passages an
octave lower.

Preludium: Volles Werk mit der Koppel. Das
. clavier hervorstechende 4 Fuss, als Prinzi-
" pal, Rohrflote.

Sonate I a3 Das Forti auf dem Hauptclavier
mit dem vollen Werk auf dem Pedal, das
Piano auf dem Oberclavier mit vierfuss-

. igem Registern, als Principal 4 Fuss, Rohr-
flote 4 Fuss, u.d.m.
b: Sanfte Register.
¢: Dispogition wie beym ersten Allegro.

Sonate II a: Das volle Werk, doch ohne Mix-
turen, Das Piano mit Flotenregister inm
Nebenwerk.

b: Sanfte Register.
c: Disposition wie beym ersten Allegro.

7The registrations as listed in the first pul'lication
of 1791 by J. K. F. Rellstab are accurately reproduced in the
Harmonia-Uitgave with two exceptions: (1) There are a few
mistakes in spelling, and (2) The-registration for Sonata V,
variation VI should read, "Oberclavier zwey 4 Fuss. Unter-
clavier 16 und 8 Fuss,” not "geen aanwijzingen (no indication)."
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Sonate IIT at Das Forte mit dem vollen Werk,
aber ohne 16 Fuss im Manual. Das Piano
mit einem sanften 8 und 4 Fuss.

b en c: geen aanwijzingen (no indication).

Sonate IV a: Das volle Werk mit der Koppel.

- Das Piano im Nebenwerk, doch auch voll.
b en c¢: geen aanwijzingen (no indication).

~Sonate ¥Y-a: Das volle Werk ohne Nixturen.

Das Piano mit sanften Registern.
b: Das Forte mit zwey 8 Fuss und Cornet
onder Horn. Das Piano mit einem 8 und 4
Fuss. Im Pedal ein 8 Fuss, Posaune und
Violon 16 Fuss.
¢: Das Forte auf dem Unterclaviere mit
Rohrfldte, Quintaton 8 Fuss und Flotetr.
L4 Fuss. Das Piano auf dem Oberclaviere
mit gedackt 8 Fuss und Rohrfldte 4 Fuss.
Var. I: Cornet oder Horn und zwey sanfte
8 Fuss.
Var. II: Oberclavier ein 8, 4 und 2 Fuss.
Unterclavier ein 16 und 8 Fuss.
Var. III: Oberclavier zwey 8 Fuss, ein 4
und 2 Fuss. Unterclavier ein 4 und 2 Fuss.
met der Koppel.
Var. IV: Oberclavier 16, 8 und 2 Fuss.
Unterclavier 16 und 8 Fuss
Var. V: Unterclavier rechte Hand zwey 8
und ein 4 Fuss. Oberclavier linke Hand ein
8, 4 und 2 Fuss.
Var. VI: geen aanwijzingen (no indication).
Var. VII: Oberclavier 8 Fuss. Unterclavier
16 und 8 Fuss.
Var. VIII: Oberclavier linke Hand, ein 16
und 8 Fuss. Unterclav1er rechte 'Hand,. éin
8_Fuss und.Fl8tetr. 4 Puss.
Var. IX: Oberclavier linke‘ Hand, Principal
und Gedackt 8 Fuss. Unterclavier rechte
Hand, Rohrfl8te 8 und Flétetr. 4 Fuss.

Sonate VI a: Volles Werk. 0berclav1er Floten-
register.

b en c: geen aanW13z1ngen (no 1ndlcat10n) .

Buys includés_no fingering, pedaling, or mgtrohome
markings. Toward the end of his preface, Buys does include
a detailed chart of ornaments taken from Bach's treatise.

b7

For each ornament he gives the name, an example, the proper
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execution, and a letter/number designation (e.g., ”al")
that corresponds tc the respective ornament each time it

is found in the wusic. (Zsawples Ya and Sb).

(9a) Drnzment from the ornament chart
in the preface to the Harmonia-Uitgave

Pralltriller met dubbelslag. --
Uppermordent with turn.

.l’l:f ===
|

L;_.

-

39
¢
N

“""11'1
(
Lamind

(9b) Corresponding ornament as found in
- the Harmon1&—U1tgave-
Sonata in D-major, wq. 70/5
mvt. I, (Allegro d4i molto), meas. 55-57.

als 2l
m - ——
D et o T M
7’ :%‘: { : $ 4 '7 e {
i

At the end of his preface Buys indicates that it is
not necessary to use the pedals and that ". . . one can quite

well do justice to these works where the organ has no pedals

.or on a harmoniua. They can be played equally well on a

planoforte or harpsichord, since the style of these sonatas

is not implicit to the orgar."8
=%

B8Bach, C. P. E. Preludium and Six Sonatas. Hans
Brandt Buys, ed. (Holland: Harmonia-Uitgave, n.d.), p. IIT.
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He does, however, suggest a pedal part by marking places

in which he deems the use of the pedal appropriate.

Even

though his abbreviation for pedal (+p) does include a plus

sigh (+), it is somewhat easily confused visually with the

abbreviation for piano (p). (Example 10).

(10) Pedal and dynamié indications in
Harmonia-Uitgave: Sonata in F-lajor,
Wq. 70/3, mvt. I .(Allegro), meas. 1-8.

1*____

b
)

¢
il
123
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The FitzSimons Edition .(1957)

The FitzSimons Edition ¢ontains the following in two volumes

Preludio in D-major, Wq. 70/7
Sonata in D-major, Vg. 70
Sonata in G-minor, Wg. 70/6
Sonata_in Bb-major, Wg. 70/2

Sonata in F-major, Vgq. 70/3

Sonata in D-minor (transposed to
C-minor), Wq. 69

Sonata in A-minor (transposed to
G“_'mlnor).’ Wq. 70/14'

o

Jean Ianglais states that he used "an edition published
a very long time ago"™ and that it is now located in the’

Bibliothéque Nationale, Paris. Also, he remarks that a

musicologist told him recently that the. sonatas were com-
posed for Klavier and that he (ILanglais) ". . . added a pedal
part which is not obligatory since it is like the left hanﬁ
one .octave lower.”9

As stated above, ILanglais says he used an edition, which

he does not identify. sost likely, it was Rellstab'’s, 10

%Copy of a letter of March 29, 1077 sent by langlais to the
FitzSimons Company in response to questions posed to them
by the present writer.

10phe Bibliothéque Nationale, Faris confirmed that their
copy of the Rellstab Edition served as the source for Ianglais'
edition in a letter to the present writer, ay 28, 1979.

7 Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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gince (1) poth follow the same order and arrangement of the

sonatas, (2) both include the Sonata in D-minor (Wq. 69)

and the Sonata in A-minor ‘(Wg. 70/4) transposed down a

toné. (3) both have sections of the upﬁer register rewri%ten.

(4) both include the Preludio in D-major (Wq. 70/7).
In his Pfeface'(writtgn in English), langlais gives
some very brief biographical information on C. P. E. Bach

and then states:

At the time the composer wrote this
charming collection for the Princess Amalia
(1723-1787), sister of Frederick the Great
of Prussia, he was no longer accustomed to
use the pedals. The Princess herself was
not a great organist. In the Prelude the
pedal part is precisely indicated by the
composey, but in the Sonatas he merely writes
the word "pedal,™ leaving the performer to
use the organ pedals at will. He_is, however,
explicit in his choice of stops.ll

Ianglais, however, does write the mﬁsic out on three
staves, not two, thereby indicating a pédal rart per se
for the Prelude and all six Sonatas. There are places in
which Ianglais' suggested use of the pedal seems rather
overdone, to the point of distorting the natural flow and

voice leading. This is demonstrated is Examples lla and 11b.

11Bach. C. P. E. 8Six Sonatas for .Organ. 2 vols. Jean
lLanglais, ed. (Chicago: H. P. FitzSimons, 1957).

7 Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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{1la) Sonata in D-major, Wg. 70/5

£3

mvt. I1 (Adagio & mesto), meas. 12-14.

-—

Two staves, as.-in Rellstab EQiﬁion.
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" (11b) FitzSiméns Edition,as edited by langlais:
.Sonata_in D-major, Wg. .70/5 -
mvt. IL.(Adagio € mesto), meas. 12-14.
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N

<44
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o
>
rahl

S o

His statement that his added pedal part “. . . is not
obligatory since it is like the left hand one octave lower"
is confusing and not always true; i.e., 1t is not always
"like the left hand" and when it is "like the left hand"

it is not always "one octave lower." This is demonstrated

in Examples 12a and 12b.
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(12a) FitzSimons Edition:
- Sonata” in G=minor, Wgq. 70/6
mvt. I (Allegro moderato), meas. 1-3.
Pédal part not like the left hand.
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(12b) FitzSimons Edition:
Sonata in G-minor, Wgq. 70/6
mvt. I (Allegro moderate),, meas. 15-16.

Pedal part like the left hand, but.
not one octave lower.
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From his preface it could be concluded that Ianglais

apparently mistakenly assumed the registrations suggested

by Rellstab to be by Bach. Furthermore, rather than

quoting those registrations, he gives his own, which are
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for a three-manual American Classic organ. (FPrincess
Amalie's chamber organ had only two manuals. See Appendix
B.)

Dynamic markings are changed by Ianglais to coincide
with his registrations: he also adds gradated dynamic
markings. Four types of phrasing and artipulation marked
by ILanglais include: slurs (~— ), accent (V), staccato
(-), and punctuation/breath marks (9). Only the first two
types are found in the Rellstab Edition. With one excep-

tion, the tempo markings are exactly the same in both
editiohs.lz Langlais does not add any metronome markings.
Following his Preface, Ianglais lists examples of the
ornaments used in the sonatas and writes out the wﬁys in
which they should be executed. He does not state any source
or reference as the basis for this information.

The FitzSimons Edition is very heavily edited. Ianglais

gives no indication, in his Preface or in the music, as to

what is editorial and what is original.

12Langlais notes the third movement of Sonata in D-minor,
vig. 69,as Allegretto: Rellstab, Allegro.
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The Peters Edition (1968)

The Peters Edition contains the following in one volume:

Sonata in A-major, Wq. 70/1 -

Sonata in BP-major, Wq. 70 2

Sonata in F-major, Wq. /ﬁ
0/6

Sonatu in A—mlnor, W
Sonata in D-major, Wq. "O
Sonata in G-minor, Wq. 7

The Preludio in D-Major (Wg. 70/7) and a few other miscel-

laneous pieces are published in a second valume.

At the end of this edition, the editon Traugott Fedtke,
lists the manuncripts he used and the llbrarles from which
they came. Also listed 'is the title of each sonata as found
on its corresponding manuscript, the catalog numbers (Wotqg.,

Them. Kat., Nachtr. Versz.), the'eity in which and the date
13

when the manuscripts originated.
In his Preface (in-both German and English), Fedtke

states that all of C. P. E. Bach's posthumously publiéhéd

organ works date from che years 1754-1759 and that they

were written for Princess .ls‘malie,l"‘F who had a chamber organ .

built for herself in 1755 by Peter migend, a pupil of the

noted builder, Joachim Wagner. He then lists the specifi-

cations.

13here is apparently a mistake in the date given for
the Sonata in F-major, Wg. 70/3. See page 40.

l“He doas not state which four were written for the
Princess. See page 40.
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In his Preface, Fedtke commented upon his edition:

In order to clarify the musical structure,
short lines indicating breaks between
phrases have been supplied by the editor
and are enclosed in brackets. Necessary
corrections in the musical text are indi-
cated in the appropriate place by a foot-
note. With regard to the performance of
the numerous ornaments the player is A
referred to C. P. E. Bach's "“Versuch uber
die wahre Art das Klavier zu spielen,”
which provides the most conclusive infor-
mation on this point, and for this reason
it is here possible to dispense with
further directinns as to their execution.
Accidentals. supplied bX the editor are
printed in small type.15

Fedtke uses two staves and thus does not indicate
a pedal part per se. He does not include any fingering,
pedaling, or registration. Iiarks of phrasing and artic-
ulation are restricted to the above mentioned short
lines (!'). Fedtke dces suggest metronome tempos.

A revised, second edition has been made by Fedtke,
but it is not yet readily available in the United States.
The correctionslé made in the revised, second edition

are these:

15Fedtke, op. cit., vol. I, p. 3.

16Fron a copy of a letter from Fedtke to Frau Tenbrock

of the C, F. Feters Corp., Frankfurt, April 23, 1977 and
another letter from Fedtke to the present writer, April 23,

1977. (English translation by Esther Heerspink Griswold.)
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- pp 3/b Change the Forward as in 8009b

P.

Pe.

12 Meazure 84: to contra-A footnote like
p. 1 -

20 Measure 8l: first.eighth note (bass)
e instead of g-sharp

25 lieasure 57: second half note in'alto
g' instead of e-flat and measure 64
Trill above soprano in the second

- quarter note

33 lteasure 22: first note soprano f" instead
of a -

37 lieasure 8: grace note d" and £" before
the first quarter note and measure 10
the last eighth note d' and £f'

37 Measure .10: d' must be mentioned in the
last eighth note next fo f°

39 lieasure 2: in the Allegretto second
eighth note in-alto ¢’

Lo jieasure 34: forté on first eighth note
and measure 40 Praller and Doppelschlag
on the second eighth note.

Ll leasure 48: pidno on second quarter note

46 lieasure 117: first quarter note in
tenor £

52 lleasure 68: first eighth note forte

56 fieasure 65: forte already on first half
note mss '

59 lieasure 10: grace note before second
quarter note soprano g" and b"

59 lMeasure 1l4: second quarter pass eighth
note G

59 lieasure 14: the natural sign must be
removed before the modified G- in the bass
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‘

p. 64 keasure 111l: forte

p. 64 Leasure 1l&: the suggested f-sharp"” and
g" has remained, instead of being changed to

f-sharp” and a”

p. 67 leasure 18: forte already beforeithe third
to the last eighth note

p. 72 Measure 30: bass 32nd note f instead of
e-flat

A copy of the revised, second edition has been obtained
by the present writer from the Peters Corporation (Frankfurt)
via the Peters Corporation (New York). A comparison of the
revised, second édition with the above list of corrections
reveals that (1) the forte is still missing on page %40,
measure 34, first eighth-note, and (2) the natural sign still

remains before the G in the bass on page 59, measure 14,

beat 2.
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Summary of
Problems in the Three modern kditicns

- An examination and comparison of the three modern
editions demonstrated that they differ in: (1) the compbs+
sitions presented as the six organ sonatas;17 (2) the order
and:arrangement of the sonatas, (3) sources used, (4) keys,
(5) number of staves--with or without a pedal pért, (6) notes,
(7) octave placement, (8) registrgtioﬁ (given only in the
editions by Buys and Ianglais), and (9) ornamentation. |

An examination-and comparison of the three modern

editions with the Rellstab Edition and manuscriptsl8 demon-

strated that (1) the editions by Buys and Ianglais are full
of editorial changes and are based on only a secondafy source,

the ﬁellstab Edition, and (2) the edition by Fedtke is based

on manuscriptsl9 and is, therefore, the most reliable.
" In order to determine to what extent discrepancies may
exist in the edition by Fedtke, it was necessary to: (1)

attempt to determine which of the manuscripts is the auto-

17rne FitzSimons Edition and the Harmonia-Uitgave
present the same six sonatas as the "organ sonatas.® In -
Peters Edition five of the sonatas are the same as *those in
- the FitzSimong Edition and the Harmonia-Uitgave: however,
the Sonata in D-minor,:Wg. 69 in the Harmonia-Uitgave and
in the FitzSimons Edition (transposed to C-minor) is .not in
the Peters Edition: instead, a completely different sonata
--Sonata in A-major, Wq. 70/1--is included.

18gee Appendii A-for a list of manuscripts obtained
by the present writer.

191isted at the back of his edition,
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graph manuscript, (2) attempt to determine which copy
manuseript?Q is the most reliable if determination of the
autograph manuscripf pro§ed to be too indefinite, and (3)
compare the edition by Fedtke with all the manuscri?ts..

Th2se problems are dealt with in the following chapﬁers.

201h a letter of May 20, 1979;to the present writer,
Eugene Helm states that Michel was C. P. E. Bach's most
important and reliable copyist. (See page 27.)
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CHAPTER THREE
PROBIEmS OF THE ORGAN SONATAS

inanuseripts

The fpllowing libraries, individuals, and references

were consulted cbncerhing the autograph and copy manuscrip%é:”

Libraries

Bayerische Staatsbibliothek (RISH), hunich

Bibliothéque Nationale, Paris

British Library, London

Deutsche. Staatsbibliothek, Berlin (DDR)

Gesellschaft der Mu51kfreunde. Vienna

Library, Eastman School of Music, University of Rochester,
Rochester, N.Y.

lerarx of Congress, Washlngton, D.C. .

kusikbibliothek, leipzig

Esterrelchrsche Natlonalblbllothek Vienna

Staatsbibliothek Preussischer Kulturb°81tz, Berlin (BRD)

Westdeutsche Bibliothek, Marburg (BRD)

?

Individuals

Traugott Fedtke, editor of the Peters edition of the opgan

. sonatas .

Eugene Helm, author of A New Thematic Catalog of the Works
-ef -C.. P. E. Bach (to be published in 1979) and editor
Tor a projected complete edition of the works of
C. P. E. Bach.

Jean langlais, editor of the FitzSimons edition of the
organ sonatas

Carl Litinch, organist at the Church of Glad Tidings (Zur
frohen Botschaft) in Berlin-Karishorst

27
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References

Dadelsen, Georg von. Bemerkungen zur Handschrift Johann

Sebastian Bachs seiner Familie und seines Kreises,
- Trossingen: Hohner-Verlag, 1957.

Eitner, Robert. Biographisch-bibliographisches Quellen—
Texikon der hkusiker und lusikgelehrten der christlichen
Zeitrechnung bis zu mitte des neunzehnten Jahrhunderts.
Leipzig: Breitkopf & Hartel, 1898-1904.

Kast, Paul. Die Bach-Handschriften der Berliner Staatsb1b~
liothek. Trossingen: Hohner-Verlag, 1958.

Lesure, Francois. Répert01re International des Sources
wusicales. funchen-Duisburg: G. Henle Verlag, 1960-.

microfilm copies of manuscripts were obtained from

the Deutsche Staatsbibliothek, Berlin (DDR), the Gesell-

schaft der Musikfreunde, Vienna, and the Staatsbibliothek

Preussischer Kulturbesitz, Berlin (BRD). (See Appendix A).

Only the Deutsche Staatsbibliothek, the Gesellschaft der

Musikfreunde, Eugene Helm, and Traugott Fedtke claimed any
manuscripts as autograph or "original"” manuscripts. All
other libraries, individuals, and references either said
that they did not know where the autograph manuscripts
were located or that the autograph manuscripts did not exist,
Handwriting characteristics are important in deter-
mining which manuseripte are genu{he autogranrh manuscripts.

A brief description of C. P. E. Bach's handwriting is given

by Georg von Dadelsen in Beumerkungen zur Handschrift Johann

A
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Sebastian Bachs seiner Familie und seines Kreises.zl He

says that slightly shaky forms are the predominant charac-
teristic but that this characteristic has been over- _
emphasized; gout, which plagued Bach from the time he was
thirty years old, left its signs in his handwriting. However,
the handwriting of the youthful Bach was extraordinarily

spirited and spacious. In addition, he states:

In spite of all the changes, there are
still some characteristics which remain -
unchanged from the earliest examples to
0ld age. First and foremost are: the
form of the brace L i Jand the noticeable
emphasis on the bottom curves. This
clearly occurs on the thickening of the
lower half of white notes, and it is
especially apparent in the lengthening
of letters and signs, usually with strong
pen pressure, in a right, horizontal
direction: bass-clef, c-clef, guarter
rest. The noticeable thickening of some
eighth-no%g flags is later also not
unusual.

The Gesellschaft der musikfreunde lists a manuscript

(A 87) of the Sonata in G-minor, Wq. 70/6, as an autograph

manuscriptr23 Eugene Helm concurs in his thematic catalog.

2lat the end of his book, Dadelsen also gives samples
of ¢. P. E. Bach's handwriting. (See Example 13a.)

22pnglish translation by Esther Heerspink Griswold.

23phe listing appears on a bill to the present writer
for a microfilm copy of manuscripts in their possession of
the organ sonatas by C. P. E. Bach.
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(Examples 13a and 13b).

(13a) sample of C. P. E. Bach's handwriting
from Dadelsen's book.
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ipt A 87.

manuscr

(13b) liicrofilm print-out of part of
first page of
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Dr. Karl-Heinz K8hler of the Deutsche. Staatsbibliothek,

states that he examined all the manuscripts for the sonatas,

". . . whereby it has been established that the manuscript
P364 is claimed as the autograph for Wq. 70/2 and Yig. 70/3?

and that this. manuscript is located in the Staatsbibliothek

Preussischer Kulturbesitz.2¥ (Example 14).

thn a letter to the present writer, dated oOctober 21, 1976.
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In his edition of the sonatas, Fedtke lists the manu-
scripts that he used and the libraries in which he found
them. In the preface he thanks these libraries for
". . . granting him the permission to examine the originals
in their possession."” However, he does not state (1) if
by “original” he means autograph, or (2), if only some of
the manuscripts he used were autograph manuscripts, yg;ggﬁ

ones were autograph manuscripts.

The present writer asked Fedtke if he used autograph

-

manuscripts and, if so, where-tﬁey were locinted. In his
reply he gave answers to other questions posed but made
no mention of the existence of or his use of autograph

manuseripts.25

In his Preface, howevér, Fedtke does imply that

manuseript.P 764 is an autograph manuscript. He states:

Volume I of the organ works of C. P. E.
Bach consists of the six organ Sonatas.
That they were indeed written for Prin :ss
Amalie's chamber organ is shown by a note
of the composer's on the title page of
Sonata VI: "These 4 organ solos were
written for a Princess who was unable to
play the pedals, or any very difficult
music, but who nevertheless caused a fine
organ with 2 manuals and pedal to be built
for herself, and took great pleasure in :.
playing upon it."

25 tetter dated April 23, 1977.
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Following are copies of two pages from manuscript
P 764. Example 152 is a microfilm print-out of the above
mentioned inscription, "These 4 organ solos were writteg
for a Princess. . . ." Example 15b is a microfilm print-
out of the first page of the third movement of the Sonata

in D-major, Wg. 70/5, which bears another inscription:

"The variants in this section are better played on the

pianoforte or harpsichord, rather than on the organ.”26

(Examples 15a and 15b).

26English version of Fedtke's Preface to his .edition.
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(15a) Microfilm print-out of the page from
manuscript E 764 which bears the
1nscr1ptlon. "N.B. Diese 4 Orgelsolos
sind fiur eine Prinzessin gemacht, die
kein Pedal und keine Schwierigkeiten
splelen konnte, ob sie sich gleich
eine schOne Orgel mit 2 Clavieren
und Pedal machen liess, und gerne
darauf spielte."
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lManuscript P 764 includes:

Sonata in G-minor, Wq. 70/6

Sonata in D-najor, Wq. 70/

Sonata in F-major, Wq. 70/3
B Sonata in A-minor, Wq. 70/%.

The order of sonatas included in this manuscript is . . _

significant.

At the end of his edition, PFedtke lists the manuscripts

that he used:; however, P 764 is listed as being used only

" for the- Sonatas in D-major and G-minor.

Eugene Helm stated that manuscripts by siichel, Fétis,
and Westfall--C. P. E. Bach's most important and reliable
copyists and collectors--do exist and are, for the most
part, in Erdssels.27 These manuscripts have not yet been
obtained by the present writer. Helm also stated that the

largest collection of manuscripts is in the Staatsbibliothek

Preussischer Kulturbesitz. -The present writer has ‘obtained

microfilm bopies of these. (See Appendix A).

27Ph~re conversation of June 25, 1979 and Xerox copies
of pages fi ua the manuscript of his thematic catalog.
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Cembalo Sonatas vs. QOrgan Sonatas

Determining which sonatas were actually written
for organ, as opposed to cembalo, is made particularly

difficult by two facts. (1) Wotquenne lists the

Sonata in A-flajor as both an organ sonata (Wq. 70/1) and

as a cembalo sonmata (Wq: 65/32); for the Sonata in BbY-najor,

Wq. 70/2, he notes, "Verdffentlicht in dem Hefte: III Sonates

pour le Clavecin, composées par s C. P. E. Bach, C. S.

Binder et C. Fasch. -- Nﬂremberg. Winterschmidt, in Qﬁer~
Fol. Seite 4~7.” (2) Pgrformaﬁce of the sonatas on either
: ofgan orwcembalo éuriné'c. P. E.nﬁaéh's ti@e wéé‘considered

perfectly acceptable; four of the sonatas are variously
titled both "organ sonatas’ and "cembalo sonatas."” Also,
two inscriptions are included in manuscript P 764, one of
which states that the sonatas were composed for a Princess

who played the organ and another which states that variant

ways of playing a few measures in Sonata in D-major, Wgq. 77/5,

sound better on pianoforte or harpsichord. (Examples 15z and 15b

Fedtke stated, ". . . Bach apparently composed the
Prelude, Yq. 70/7, and two sonatas for the construction of
the organ in 1755 in the Charlottenburg Castle in Berlin
and snly later did he write the other four sonatas for the

'Princess."28 However, in his edition, with the list of

281etter dated April 23, 1977.
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sources, he dates the sonatas as follows:

' Sonata in A-major, Wq. 70/1 -- 1758
Sonata in BP-major, Wg. 70/2 - 1758
Sonata in F-lajor, Wq. 70/3 -~ 1758
Sonata in A-minor, Wq. 70, -- 1755
Sonata in D-major, Wq. 70/5 -~ 1755
Sonata in G-minor, Wq. 70/6 -- 1755

Wotquenne, on the other hand, dates thenzthusly:29.”

Sonata in A-major, Wq. 70/1 =< 1758
Sonata in Bb-major, Wq. 70 2 - 1758
Sonata in F-major, Wq. 70/3 -~ 1755
Sonata in A-minor, Wq. 70/4 -- 1755
Sonata in D-major, Wq. 70;5 -- 1753
Sonata in G-minor, Wq. 70/6 -~ 1755

The fou; snnatas dated 1755 by Wotquenne correspond to
the sonatas of manuscript P 764 and the two dated 1758 may
correspond to the two sonatas referred to by Fedtke as the
ones composed for the construction of the organ in Char-
lottenburg Castle. This indicates that the four sonatas
tomposed for the Princess may have been couposed before
the other two, not the other way around as suggested by

Fedtke.

.

29Wthuenne, Alfred. Thenatisches Verzeichnis der Wgrke
von Carl Philipp Emanuel Bach 1714-1788. (Wiesbaden: Breitkopf

und Hartel, 1964), pp. 25-26. ) .
In a new thematic catalog, to be published in 1979,

Eugene Helm dates the sonatas the same as does Wotquenne.
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If we have four sonatas which Hefinitely appear to ‘

have been genuine organ sonatas, on what basis does the
collection increase to six sonatas? As previously mentioned

(see page.39.), the Sonata in A-major, Wq. ?70/1, and the

- Sonata in Bb—majgg.,Wq. 70/2, are also catalogued as cembalg

sonatas; Vq. 70/1, as a cembalo sonata (Wg. 65/32) is dated
1757, but we have no date for the cembalo version of Wg.

70/2. However, the Sonata in D-minor, Wgq. 69, in the

editions by Buys and Langlais, is listed by Wotquenne only

as a cembalo sonata and is dated 1747 by him, considerably
earlier than any of the other sonatas or the construction of
the organ. 7Tt is possible to concieve that Bach simply rewrote

cembalo versions of the Sonata in A-major, Wq. 70/1, and

Sonata in BP-ma jor, Vq. 70/2, for organ, perhaps fdér some

rarticular cencert in Charlottenburg fastle; however, aside

from the fact that the Sonata in D-minor, Wg. 69, is listed

as the ohly sonata for a two-manual Klavier, there is no eYidence

to suggest that tﬁis sonéta was ever intended for the ofganﬂ;~~

Other evidencé'that the "Sonata in‘A-major. Wq. 70/1,

and .the Sonata. in D-minor, Wq. 69, are cembalo sonatas can

be cited. The last movement of the Sonata in D-minor, Wq:

69, is "theme and variations,” a form much more aften

associated with the cembalo than the organ. The Sonata in

A-major, WQ. 70/1, appears only once on the list of

manuscrlpts from the Staatsblbllothek Preuss1scher Kultur-

besitz3° and each sonata in that manuscrlpt bears the heading

"Sonata 11 Cemba]o. Still further evxdence that the Sonata

4

1n A-miajor, WU. ?O/i. was composed fon cembalo can be found -

305ee Appendix A.
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in the music itself. (1) It is the only sonata in which
gradated (as opposed to terraced) dynamic markings occur,’l
(2) The bass note in measure 4L of the third movement is'
not within the manual compass Sf the organ, (3) Even
though one might argue that in"order to sustain the long
note A in the bass in the last five measures of the last
movement, the organ would nécessarily be the instrﬁﬁent
for which this sonata was intended, three reasons to the
contrary can be given: (a) it was a practice to simply
repeat long notes when they ogcurred in music for the piano,
harpsichord, or clavichord;32 (b) in describing Bdch's
clavichord playing, J. F. Reichardt wrote that Bach was
able to sustain long notes even in slow moxements and states
further that this was perhgps possible because of the very
fine Silbermann clavichord tha; Bach ownedJ3 (Béch. himself,

0
said, " . . . our -instrument sustains longer than gen-

erally believed,)j34 ZU+)If one played the fortissimo on

the loud manual and the piano/pianissimo on the soft manual,

as Bach said to do, the wrong musical effect wouid result
on the organ, but exactly the right musical effect would be

obtained if played on any other keyboard instrument since

311n the ‘Peters Edition: Also, in the manusecripts;
see Appendix A. '

32pach, ¢. P. E., Op-_cits, pp. 33-34, 159.
331bid., p. 36. ‘

3%41bid., p. 129.
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the long note would naturally and gradually get softer and

this diminuendo would correspond to the one notated for the

upper, moving part. (Example 16).

(16) sonata in A-major, Wq. 70/1
mvt. IIL. (Xllegretto), last 5 meas.

< 4J
» f i, -l ot T T -
e ] —
P E AL
L4 24 18 Pttt = — = 4=
1 > 2 s 3 3 s
11 P‘.'\n r"“’mo
G S—=l
o B S A - { ]
At . TS = ~ — J'T'd ‘{_1!:
forf‘fml

It is the hypothesis of the present writer that,
first, only the four sonatas in manuscript P 764--the
sonatas composed for the Princess (Wgq. 70/3,4,5, 6)--were
orlglnally intended for organ and,.second, that since
sonatas of the Baroque Era were usual;y published in groups
of six or twelve, the editors and publishers simply added

the Sonata in A-major, Wq. 70/1, or the Sonata in ' Bb-major,

Wg . 70/2, and the Sonata in D-minor, Wgq. 69, to make a
total of six. (See footnote. number 17, page 25.) Why,

then, do the FitzSimons Edition and the Harmonia-Uitgave

include the Sonata in Dnminor; wq. 69,'instead of the

Sonata in A-major, Wq. 70/17 The FitzSimons Edition

appears to be based on the Rellstab Ecditinn. (See Chapter
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Iwo, pages 16 and 17.) 7Tt is possible that Rellstab chose

the Snnata in D-ninor, Wg. 69, instead nf the Sonata in

A-major, Wq. 70/1, because the key relationships of the
sonatas, in the order in which the sonatas appear in his
editinn, would produce a symmetrical design using the

original keys.
D~majon\/G~minor Bbumajor F-ma jor D-ininor, A-minor

M % -1 % Y
D-ma jor, ,G-minor Bbumajor F-ma jor, D-minor. ,A-minnr
vV /
4 % -1 % Y

To summarizeé.xlﬁ Manuscript A 87 (in,the.Gesellschaft

der’Musikfreunde) appears to be an autograph manuscript. It

includes only the Sonata in G-minor, Wq. 70/6. (2) Wichel,

Fétis, and Westphal were C. P. E. Bach's most important
copyists and collectors; and, manuscripts copied and collected
by them are the most reliable sources for the other sonatas.

(3) other manuscripts are located in the Deutsche Staatsbiblio-~

thek, Berlin (DDR) and the Staatsbibliothek Preussischer

Kulturbesitz, Berlin (BRD); microfilm copies of them have been

obtained by the present writer. (4#) The Princess Amalie
sonatas are apparently the only ones originally intended for
the organ; they date from 1755 are arranged in manuscript

P 764 as follows:
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Sonata in G-minor, Wg. 70/6
Sonata in D-major, Wq. 70;5
Sonata in F-major, Wq. 70

Sonata in A-minor, Wq. 70/4

(5) The Sonata in A-major, Wq. 70/1, and the Sonata in

Bb—major. Wg. 70/2, were probably originally intended for

cembalo and possibly were later rewritten and/or designated

for organ,35;perhaps designated so by persmne cother thén

the composer. (6) The Sonata in D-minor, Wa. 69, apparently

was never intended for the organ.

~35Manuscript P 774 is attributed to Michel by Helm in
his catalog. In P 774 both Wg. 70/1 and 70/2 are titled
"Sonata per Cembalo solo.”
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CHAPTER FGOUR
CRITICAI EXAMINATION OF THE ORGAN SONATAS:

NOTES ; ORNAMENTS ; DYNAWIC #ARKTNGS; AND

#IARKTNGS OF PHRASTNG AND ARTICUTATION

This chapter is a list of discrepancies between the

Peters Edition and selected manuscript336 of the four

sonatas composed for Princess Amalie. (S = Soprano; A=

Alto; T = Tenor; B = Bass; RH = Right Hand; LH = Left

Hand} MS(S)= WNanuscript(s); PE == Peters Edition.)

36See Appendix A.
46
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1. Sonata in G-minor, Waq. 70/6

Mvt. I, Allegrc moderato

47

Measure Beat Voice Peters Edition Manuscripts
7 2 B no ! on P ' on F#
12 1,2 S no slur slur F, Bb. G
14 2,3 & ST 2 e T S W B o
Lt 3 | S A
S-L I' & 1 i W < l's
|\ N V
15 1,2 SA no slur slur in some [SS
16 1,2 SA no slur slur in some MNSS
17 1,2 SA no slur slur in some NMSS
18 3,4 B I : ,
=4 a9 4 1) - _.L‘:,: > =2 P
28 4 S m on 2nd J? “%on 1st Pin some
. NSS
4o 3 B f on AP £ on AP in some
MSS; £ on G in
other NSS
50 1,2 SA no slur slur in some HSS
53 3 B F as 2nd J F as 2ndin most
MSS; DP in one MS
54 3,4 S no slur slur BD, F#. A in
some MSS -
58 3,4 B . no slur slur
61 1 S no my A on lst J) G
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Neasure Beat Voice Peters Edition Vanuscripts
64 23 A 3 1Ny most MSS 1ike
e ey - PE; one MS shows
b S
5 - ] L
~ U P
67 2,3 SA no slurs ;
in som '
CEE 4:] ome lISS
A8 1 RH no £ in RH f in RH in some MS
70 L IH.RHE- no p P in some MSS
71 L IH,RH: no f T in some WSS
mvt. II, Adagio
Measure Beat Voice Peters Edition Manuscripts
L 1,2 S no slur slur Bb, A
6 2 S M M in some MSS
c~p
6 3 S AN no%y- in -some MSS
13 2 S M MW in some MSS
16 2 S 3ra Jis F 3ra Fis ab in
all MSS
20 4 A 7 below b
ED be
oo lot low soprano Bb
21 1 SA sbprano A? not sS0prano AP aligned
aligned with with alto C:in
alto C some MSS
28 2 IH,RH . »p no p in any NS
28 3 IH,RH £ no £ in any MS
29 2 IH,RH B no p in any NS
29 3 IH,RH £ no £ in any WS
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lleasure Beat  Voice Peters Edition Manuscripts
30 -3 B ﬁ is Eb J‘Q is F in all
N} i h P ' . T
33 1,2 SA p A e’ Ea— z Varying versions
ANV o7 9
L are:
’ '\.L-.l? w j l ﬁ 'r\“
{; kDJI;' F—a—5 —
] ]
Eyninl,
s -
—Jd L] b
e 1\
h 1t J— p {
_,. kvi .“' I J
I\\Y ¥
34 1 A ) —
SGEEE— G —
livt. III, Allegro
Measure  Beat Yoice Peters Edition Manuscripts
2 1 S no 4 onaA A/ on A in
: some [iSS
9 2 RH,IH no t above chord 1 above chord
in some MSS
12 1 S grace note G is J grace note G is J
43 1 S no w on-D N oon D
s 1 S nosm on D M on D
75 3 5 GV on FF % on E in all WSS
101‘: 1,2 RH,IH no |- on either. i on each chord
' ) chord :
A23 3 IH no 1 on octave D's ! on octave D's
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2. Sonata in D-major, Wq. 70/5%

Mvt. I, Allegro di molto

lMieasure Beat  Voice Peters Edition lianuscripts
y o 1-4 A F#'s not tied Fif's tied in some
i MSS :

6 1 S no ! onkE | onE

21 1,2 S no slur slur on G#.B.D
in some }SS

25 1 SA no ‘on 1lst J’ ! on 1st j’in
some NMSS

36 3 - noltonaA I on A in some

' MSS -

5L 1 IH no 1 on Ff's i on Ff's

52 1 RH,TH no ¢ on chord i on chord

sk 1 IH no ! on chord ~ | on chord

54 3,4 SA - no slur gslur in some MSS

55 1,2 RH no slur slur in some MSS

55 3 RH notonk & G { onE & G

56 1,2 RH,IH no (on chords i on chords

57 1,2 RH no slur slur in some MSS

61 1 RH,IH no ! on 1st ' on lst j’in som
ISS

62 1 RH,IH no ! on chord ! on chord in som
MSS

6 1 o -

3 RH N0 1 on chord ! on chord in som
MSS -

65 1,2 RH,IH £ on beats 3 & 4 f on beats 1 & 2

in some MNSS
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Measure Beat Voice Péters Edition Manuscripts
69' 1 IH no ! on chord ! on chord

B 82. 1 TH no ! on chord ! on chord
83 2 s " %% in some MSS
84 1 IH no t on chord' t on chord
85 2 S oo M in some MSS
105 3 - no ! onbD I on D in éome

MSS
Nvt. II, Adagio é mesto’
Measure _ Beat Voice Peters Edition Manuscripts ’
10 2 ~S grace_notes are grace_ notes are
G & Ab G & B

11 1,2 S no slur ~ slur in smoe IiSS
14 2 B E G
15 3,4 SA no slur slur in some NSS.
28 1-4 B D is . O D is J'in some NS

Nivt. III, Allegro

Measure Beat Voice Peters Edition Manuscripts
18 R X S no slur slur in some HKSS
20 1 S no slur slur in some fSS

27,31,32 1,2 RH

55
57

1 RH,IH

k-

RH,IH

triplets notated

as [l:r

no p

no f

triplets notated
=Ll
P in some IiSS

f in some MSS
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{

Measure Beat Voice Peters Edition Manuscripts
ok 1 S no slur slur in some WNSS
- 96 1 S no slur slur in some MSS
97 1 RH,JH no f f'in some MSS
98 1,2 RH,IH no alignment as 3rd J’of each
in MSS triplet aligned
with f of ’
IH in some MSS
103 1. s g c ‘7
111 1 RH,IH no f f in some HMSS
114 1 S Erace notes are ace notes are
& G & A
118 1 s c# ¢l in some mss
128 1,2 S no slur slur on G & F#
in some MSS
153,154 1,2 - triplet notated triplet notated
as ¢ o!— as £.JTJ
171 1 RH | -
g_iéi__. ———V%ﬁ—i%i—-A
——:_.\__.‘i"'_—--———— lln -
171,172 1 RH,IH no ! on chord t on chord
181 1l IH octave G octave G in some

IiSS: octave A in
other MSS
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3, Sonata in F-major, Wa. 70/3

livt: I, Allegro

53

~Measure Beat Voice Peters Edition Manuscripts
1 3 S v on F ‘various ornaments
given: rw » w » .
6 1 S ~ on B mwon B in only
some [SS
6 Ay S ~won E ~won E in énly
some MSS
v, L .
5e7 2 S no a/on A. m/on A in some
HSS o .
8 1 S no m_on C# A on ¢ in some
NSS
8 k- S M on F no avon F in some
MSS
13 L S ~w G2 in some MSS
22 1 s A F in all MSS
22-25 - ﬁH.LH no t on chords { on chords in
: : most MSS
30 3 S MW on C vgrious ornaments
glven:cw '} Av N}
T =
39-48 - RH,IH I cnot alway t on J'_s‘
on | 's
56 .3 S mw on F yarious ornaments
: given: ow, w i
70 3 S no grace note grace note BP -
82 1 RH,JH no f T
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54

Measure Beat  Voice Peters Edition lManuscripts
3 2,3  SA MO YR 3 L B
Lr—-4-1 7 _{]W) r v p—
G {5
i ) r)
8 1 S grace_notes are grace notes are
D &E "D & F in all IiSS
10 A ‘no D under F D under F
16 1 SA rhythm is: rhythm is:
‘ T H
[ 1 J J JJJ E s
22,23 - RH,TH yieasures 22 and Between -measures
' 23 are consecu-. 22 and 23 in most
“tive. 118S, this passage
C. ocecurs : ’
- P
‘!,'[,_hgl ?‘1 £ 1 J
i —— J—)
1l
F S “!{14’ 7
~p. Y 1 3
¢
25 1 RH grace note: grace notes:
igb i ¢ ”31{71 v-}’—':| '
—47k#:i:£:i;;:€FE S i : jiz::E
34 3 AB 2nd P, alto 2nd J, alto
is C and bass is D and bass
is EU ' is F (as it is
in inversion in
measure 36)
36 2,3 AB no slurs slurred as: l Ill
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vt. III, Allegretto

55

Measure Beat Voice ' Peters Edition llanuscripts
2 2 A BD C
10 3 S no!/ on E f onE
34 2 RH,IH no f f in all NSS
36 1 ‘RH,IH no alignment 3rd fof RH
triplet aligned
with Js of 1IH
oo
40 2,3 S Y on beat 3 w on beat 2 in
_ all HSS
60 3 S 7vov variously given
. . . aS H] M '] A’V
68 3 RH,IH no £ f
™. 75 - RH,IH £ (seems correct no f
since main thematic
material returns
here)
113 1 RH,IH no alignment 3rd Foi‘ RH

triplet aligned
with Fof IH in
some - liSS
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L. Sonata in A-minor, Wq. 70/4

Mivt. I, Allegro assai

bieasure Beat Voice  Peters Edition llanuscripts

through- -~ RH,IH J 's as in meas. J s as—-in‘nmeas.
out . 2 & 21 not consis- 2 & 21 marked as:
tently marked as: J
1 {
26 1,2 S C's not tied C's tied in some
MSS; not tied in
» : others
43 3 SA b - D .
o . 2 7
=N | v b
. like PE in some
48 1 . RH P ISS; in one WSS

% — written as:

e —

B9 2 s ¢ is J G is J‘
92 3 5 no 5 % in one M§
116 g J — },I
’ 117 391 LH _@I.._q_q_b_:_— 1"711.—‘:, ,fl '
i "L
o .
123 3 S M w in some MSS
124 1,2 S E's not tied E's tied in sonpe
MSS; not tied in
others
133 3 RH,IJH no p p in one NS
134 1 RH,IH no p p in two WSS
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Measure Beat Voice Peters Edition Manuscripts
135 .2 RH,JH no £ ---- f in most HMSS
142 2,3 TH D & C are J 's D & C are Js's

in one iiS

Mvt. II, Adagio

Measure Beat Voice Peters Edition Manuseripts:.-

2 1,2 A no tie tie in some MSS
6 1 S no slur slur

9 1 S no slur slur

10 1 S no slur glur

10 3 S- c®on D € on G-in some

MSS; between G &
D in other MSS:

17 3 B rhythm is g rhythn is [__{
in one MS (this
corresponds to

meas. 34)

18 2 B no slur D & c# slurred
in some 1SS

19 3 T no mw , M on Bb in
some MSS

21 2 S no slur slur
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lieasure Beat  Voice Peterg Edition Manuscripts
23, 24 - RH,IH  ileasures 23 Between measures
and 24 are .23 and 24 in most
consecutiva, {SS, this passage
oceurs : '
b,
) ‘x'n -
’/’i—b——(ui 75 1
T
&y r T
N " —4
‘! A A .
25 1 S rhythm is: like PE in some
MSS; in one M}S:
17 .
29 1 ] no slur slur on F & E in
some MSS
29 2. B no slur slur
34 2 B no shitr slur
35 2 B no slur slur on F & E
in some KiSS
Lo 2 S rhythm is: rhythm like FE
in one MS; in
oo all other MSS
Jm]"' rhythm is:
UL 1]
P RSN
S ) .-
= == Various versions
L2 2 =) us S
3 S 7 v 4 3= include:
. >
[}
lrﬂb hd :'71 ] ‘;
< " 4
==
__+ ) -~ — o
P o] !
—11,5‘ . ]~
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in most HNSS

Myt. III, Allegro
ieasure Beat Voice Peters Edition hManuscripts
through- -~ RH,IH ~chords as in J ~-chords as in
out meay. 21 sometimes meas. 21 marked:
marked A
gsometimes! not f
marked J
[}
14 2 S no s WO?E in one MS
28 1,2 IH _ .. Hoez
e ==
31 2 S ~ on E w on F in some
iiSS; no mw in other
IiSS
39, 1,2 S no A on i A oon F# in some
nSS
68 1 RH,IH no £ f in some liSS
73 2 RH,IH no f f in some [SS:
no £ in other
1SS
4 1 RH,IH ' f no £ in one NS
84 2 .S no m/ A/ on B in some
liSS
106 2 RH,IH no £ f in some liSS;
no £ in other
MSS
107 1 RH,IJH £ no £ in one NS
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CHAPTER FIVE
SUMMARY AND CONCLUSION .

The three modern editions vary considerably. Only

the Peters Edition is based on primary sources and is,

therefore, the most trustworthy; However, a comparison

of the Peters Edition with manuscripts reveals many
discrepancies. Some of these discrepancies are only
minute and, as 'in the tradition of the Barogue, can be
reggrded as performers' options. Conversely, soume of
the discrepancies are major;” for ‘example, in the Peters
Edition there are two cvases in which an entire measure

is missing.

The PitzSimons Edition and the Harmonia-Uitgave are

of value because they are based on the original publica-
tion by Rellstab, both nntate a pedal part, and both give

registrations., ‘The pedal part in the FitzSimons Edition

is often not musically satisfactory and the editor's
registrations are far a three-manual American Classic

organ rather than for a two-manual:Baroque organ. The

pedal rart in the Harnonia-Uitgave seems more stylistically
enrrect and better in musical effect thanm that in the

FitzSimons EBdition and the registrations are the old

ones suggested by Rellstab.

60
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The sonatas composed for Princess Amalie, (Wg. 70/
3,4,5,6), only four in number pather than the generally
accepted six, were written for a chamber organ which she had
built in 1755/55 by Migend. This organ has been restored
by the organbuilder H. J. Schuke to its original specications

and now stands in the Church of Glad Tidings (Kirche zur frohen

Betschaft) in Berlin-Karlshorst.

Because the Peters Edition, the most reliable of the

three modern editions, has many problems and because the
nrgan for which Bach composed at least four sonatas still
exists, a new edition of_the'organ sonatas and a record-
iﬁg of them on this organ would be of much value in foster-
ing a fuller understanding and appreciation of the unique

nrgan music of C. P. E. Bach.
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Appendix A contains a list of manuscripts. Microfilnm
copies of these manuscripts were obtained by the present

writer. These are listed below by liﬁyary.

Deutsche Staatsbibliothek (Berlin, DDR)

Ms. Number Pagegs} Wg. Number - f Key

P 369 151-160 70/1 A-major

Gesellschaft der Nusikfreunde (Wien)

lMs. Number Page(s) Wqg. Number Key
VIT 42172 not listed 70/2 BP-ma jor
A 87 not listed 70/6 G-minor

Staatsbibliothek Preussischer Kulturbesitz (Berlin, BRD)

lMis. Number Page(s Wg. Number Key
P 364 18-19 7053 ' F-ma jor
P 366 10-19 70/6 G-minor
34-43 70/l A-minor
P 370 26-33 70/2 BP-ma jor
P 414 2541 7043 F-ma jor
70-75 70/6 G~-minor
P 434 2-4 70/7 D-ma jor
5-11 70/ D-ma jor
13-19 70/6 G-minor
21-26 70/2 Bb-ma jor
27-32 ?O;B P-ma jor
L3-49 70/4% A-minor
P 760 2-9 ?0/6 G-minor
P 761 2-9 70/4 A-minor
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Staatsbibliothek Preussischer Kulturbesitz (continued)

Ns. Number

P 762
P 763
P 764

P 767
P 774

P 1150
P 1187

Page(s)

3-11
2-11
3-10
11-17
18-23
24-29
1-3
83-90
91-97
99-110
2-11
14-23
1-6
?-12
13-16
17-22
30-36

Wq. Number

70

70/6
%
Lork
70/7
70/2

70/
Lor
70/
20/k
70/
»0,/6
70/2

70/
70/4%

Key

F-maior
A--minor
G--minor
D-ma jor
F-major
A-minor
D-ma jor
BY-ma jor
F-ma jor
A-major
F-major
A-minor
D-major
G-minor
Bb~major
F-major -
A-minor

'In addition to the above listed manuscripts,-a
microfilm copy..of the Rellstab Edition was obtained from

the British Library in London.
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Three people have been consulted by the present
writer about the chamber organ of Princess Amalie:
H..dJ. Schuké (organ builder from Potsdam who restored
the organ in 1950), Roland unch (6rgani$t at the Church
of Glad Tidings in Berlin-Karlshorst, where the organ
nov stands), and Traugott Fedtke (editor of the Peters

Edition of the solo organ works).
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A "repor:u" by Schuke about the organ. (English

translation by Esther Heerspink Griswold.)

Report
about the memorial organ in the:Church of
Glad Tidings in Berlin-Karlshorst built
in 1756 by lligend, Berlin, VWagner student.

T saw and heard this liigend organ in
the : aurch in Berlin-Buch for the first time
in August 1934. A% that time it was in bad
condition. I,at first, thought it was an
organ of the famous organ builder Joachim
Wagner, Berlin, since the wholeé manner of
construction and the style of the metal
Pipes showed a great relationship to the
Wagner orgznc. But the specifications, the
fozm -of the organ screen and the colorful
handling of the organ caused some doubtt to
crop up in my mind. The church in Berlin-
Buch~-a Baroque central dome construction--
had inside furnishings (altar, chancel,
gallery, pews) which were carved in Baroque
mammer from natural oak. However, the organ
housings standing in the organ loft are
worked in pine wood and colorfully figured
in white, green, and gold with gilded orna-
ments. It was further apparent that this
organ in its housings was too big for the
church. The upper mouldings cf both side
towers and of the middle tower, struck the
ceiling. Quite obviously also ornamental
decorations belonged originally on the three
towers. However, these were missing. On
the inside; some of the big pipes for certain
stops were cropped.  The cropping was

- - obviocusly done later:

My suspicions that this organ was
originally built and architecturally flgured
for another space and then later placed in
the church in Berlin-Buch were confirmed in
my research of the following years. On the
biggest pipe--Subbass 16* C--there was =z
handwritten sign that the organ was buils by
Migend in 1756. But still another proof
could be brought--not only about the builder,
but also that the organ originally stood in
another place. 1In the "Deutschen Heeres-
blicherei, " Berlin, which was an offering to
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the bombing attacks in the last war, there
was a book "Werkstidte der heutigen Klinste oder
die neue Kunsthistorie” by Johann Samuel Halle,
1764. oOver the chapter "Orgelbau u.s.f." was
a vignette that showed a picture of an organ.
Closer examination resulted--in the number
of prospect pipes as well as the architectural
configuration of the housings with its orna-
ments~-in complete concurrence with the Migend
organ standing in Berlin-Buch. The interest-
ing description here I copieé from the Halle
book and ‘include it. Also. this descrlptlon
shows complete concurrence with the organ-in
Buch. If the talk here is of %28 voices™ then
apparently the number of stops in the consocle
is meant, namely:

’ 22 sounding stops (22)

manual coupler (23)
3 stop valves (26)
tremulant (27)

calcant - (28)

One picture of the vignette from the Halle
book and one picture of the Nigend organ at
that time are enclosed here for comparison,
with the request that they be returned. The
room in which the organ is drawn on the vignette
shows the form of a royal castle hall.

Meanwhile, I learned that the organ was:a
present from Frederick the Great to the Squire
of Buch at that time and it was not set up in
the church at Berlin-Buch until ca. 1775.

Since it says in the Halle book "The organ put
by me into a vignette for this discourse about
the organ builder .is the one which serves her
royal highness, the princess Amalie in her
-worship, likewise built by liigend"” seems to
prove to me that this organ was built by Migend
for Princess Amalie. (She is the sister of.
Frederick the Great). It is knuwr that Princess
Amalie was herself a practiced musician and
might also have played the organ herself.
Princess Amalie lived for an extended time in
the castle on the Wilhelmstrasse in Berlin
(later the Prince Albrecht Palace). It could
be that the vignette poritrays a hall of this
castle. On the other hand, it was also said

at that time that it could be the Oranienburg
Castle.

, Why, however, was the organ given as a
present to Berlin-Buch? It is known that
Princess Amalie later became depressed and was
sent to a convent--if I am not mistaken, it
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was Quedlinburg or Gernrode. So it was

gquite possible that the organ in the castle
was no longer used, and her brother Frederick
the Great presented this organ to the Squire
of Buch for the newly built church in Buch;
indeed, a friendly relationship is said to
have existed between Frederick and the Squire.
Thus,..the, origin- of the. organ and the reason--
for its later installation in the church at
Buch seems proven without objection. And
there the effect of the organ in such an
architecturally closed interior of the Berlin
church was that of an architectural’ ™foreign
body. "

I received at that time the task of
restoring this organ and contacted the Berlin
monument-curator-~-building director Peschke--
whom I informed about the historic value of
the organ. At the same time the renovation
of the memorial Baroque church began and my
opinion that the Migend organ did not fit
either architecturally or in size in the
church in Buch was adopted. With Peschke's
permission, the parish church councilors of
St. hMarie and Nikolai, Berlin bought this
organ in order to install it as a second
organ in the oldest Berlin church-~St. Nikolai
--which was to be generously renovated. The
organ was taken apart: shutters, mechanics, -
and pipes came-to my workshop in Potsdam,
while the organ-housings were stored in Berlin.
lieanwhile the war broke out. The planned
renovation of St. Nikolaikirche came to a
standstill. As an interim solution, the
organ-housings with the (screen) pipes were
set up as a second organ in St: lMarienkirche
in the side nawe near the high choir after
the renovation of the housings.

In relationship to the housings of a
new to an (already)-built organ, an archi-
tectural equivalent had to be created for the
church in Buch fer the reception of the
Migend organ. In the "Heimatmuseum® in
Prenslau (The Heiligegeist-Kapelle) I discov-
ered a Baroque organ-housing of 1774, standing
empty without an organ. This was purchased
by the monument-curator,for Berlin-Buch and
was set up there. During ‘the bombing of the
church in Buch it was luckily only partly
damaged and could be re-instated in the orig-
inal after the war.- The organ-housing of the
Migend organ in the Berlin St. larienkirche
was--unfortunately, without the organ builder
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there to supervise--in ca. 1943 dismantled
by the Institute for Konument Care and was
placed in safety in the Berlin mint, when
the bombing attacks against Berlin became
stronger and. stronger. Since the St. Nikolai-
kirche was in the meantime also almost totaliy
destroyed, the ingtallation of the lMigend
organ there was no longer under consideration.
On the other-hang, it could also not be
installed in the Berlin St. liarienkirche,
since an actual installation place could

not be found. For this reason, the St.
iarie parish gave the li_gend organ to the
Berlin-Karlshorst parish for installation

in the Kirche "Zur frohen Botschaft,”
renovated after having been bombed out. I
then installed the organ there in 1960 after
renovation. When the organ still stood in
Berlin-Buch, I found the following changes
in the specfications. As the last stop

ofi the Hauptwerk chest (before the hixtur)
stood a P18t Dus 8', stopped, wocd. As the
last stop on the Oberwerk chest (before tge
5iffl8te 1°*) stood a Salicional 8' from c+ -
f3. As the last stop on the Pedal chest
(before the original Posaune. 16') stood a
Bassfl8te 8', stopped, wood. The building
style of these pipes coincides with that of
other iiigend pipes, so that one can recog-
nize Migend as the creator. However, in the
console the gold stop-inscriptions show
changes, especially with these stops. My
suspicions were that the changes were under-
taken by ligend himself during the installa~
tion in Buch. Because if these stops had
been built in right from the beginnring, he
vvould have arranged them in the usual manner
according to size on the wind chests. Quite
apparently, a Trompete 8' earlier stood in
place of the Fldt Dus 8' on the Hauptwerk,

a Vox Humana 8' in place of the Salicional

8' on the Oberwerk, and a Trompete 8' in
place of the Basafldte 8' in the Pedal. The
viooden pipes were in terrible condition and
very rotten--I destroyed them. The tunnel-
shaped Salicional 8' ¢l - £3 is however still
preserved. ' :

"The specifications of the organ show,
espacially in consideration of the construc=s
tion of the 4-rank Hixtur in the Haupiwerk:-
which, siightly reminiscent of ‘the Vagner
manner, contains a Terzjy-and the specifications
of the second manual make it quite cliear that
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this organ was built at that time as a chanber
music instrument. I sensed this already when
I first saw it in 1934 without the benefit or
knowledge of later research.results. There

is a further proof for the origin of the organ.
I consider it worthwhile that the complex
history of this memorial organ to held onto.
The iMigend organ now standing in the Kirche
“Zur frohen Botschaft”™ in Berlin-Karlshorst

is .the oldest preserved organ in Berlin.

Potsdam: July 12, 1962
H. J. Schuke

Schuke 1lists the specfications as follows. (These
gspecifications are the same as those listed in a letter

“to the preéent writer from Roland Minch, October 15, 1977.)

T. Hauptwerk ¢,0% - £3

1. Principal 8 C - b o0ld, organ screen,
tin
d- £3 new according to
0ld measure, organ screen,

tin #
2. Bordun 16 ¢ - ¢" wood, new accord-
ing tg old measure
" d.""f f ting Old
3. Rohrfldte 8 ¢ - £3 +tin, old
4. Viola di Gamba 8 C - f3 tin, old
5. Qktave 4 C - £3 tin, old
6. Quinte 3 C - £3 tin, old
7. Cktave 2 ¢ - £2 tin, old
8. lixtur IV ¢ - £3  tin, old
c 11/3 1 / %/5 ﬁ;ﬁ
c 2 1l 1/3 i
el 22/3 2 13/5 11/3
c2 4 22/3 2 1 3/5.
3 51/3 & 22/3 2
9.Trompete 8 with boots and containers

of tin, new
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10.

11.

12.
13.
14,

15,
16,

17,

72

Oberwerk C, é# ~ £3

Principal 4

Gedackt 8

Quintatbn 8
Gedackt 4
Nassat 3

Waldfléte 2
Siffléte 1

Vox humana 8

Pedal ¢, cof - at

18,
19.

20.
21.

22.

Subbass 16
Oktave.B

Oktave 4
Posaune 16

Trompete 8

Cc-- ¢ (W1thout G) organ
screen, ?é old
G & cf organ
screen, new according
to old measure, tin

gg ~ £3 new according
to o0ld measure, inside
tln
D# new according to

'old measure, wood

E - £3 tin, old

¢ - £ tin, old

c - f3 tin, old

C*x:b Rohefibte, tin, old
¢t - 13 open, conical, tin,
old

¢ - 3 tln, old (weak,
conlcg
c -7 tln. old
(cylindrical)

new, with boots and
containers of tin

c - d1 wood, new in

old measure -

¢ - F# new in.old
measure, wood

C -~ d% t£in, old’

c - d old containers of
wood, new according to
old measure

new with boots and
containers of +tin

Manual coupler (fork coupler) old

Pedal coupler

3 Ventils

new

Tremulant tc lanual II '
Sliding shutters out of vak wood
liechanical keyboard action
lMiechanical stop action

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



73

It should be peinted out that the specifications as
listed by Traugott Fedtke in the preface to Volume I
(first edition, 1968) of the organ works are different
than those given hers by Schuke. However, the specifi-
cations as listed by Fedtke in Volume I (revised, second
edition)-are .the same as thecse by Schuke. Fedtke expléins ;
that in the Tirst edition of the organ works (1968) he

took the specifications from Werner David's Die Orgel von

St. Marien zu Berlin und andere beridhmie Berliner Orgeln

(Rhgingold—Verlag. lMainz) but that these specifications
were ones which reflected the changes in the organ that

had taken place over the course of time. In the meantime,
however, Schuke rebuilt the organ according to the original.
Thus, in the revised, second edition (1974) of the organ
worké he revised the specifications to concur with those

of the rebuild.>’.

Roland Minch states that the wind pressure is 70mm

(original). He continues at some length concerning the

manﬁal coupler:38

37Letter to present writer,iApril 23, 1977.

381etter to the present writer, October 15, 1977.
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Manual coupler built as fork-coupler,
unfortunately operated by only one stop.
Originally it was probably a push-coupler;
i.e., the upper manual had to be pushed back,
and the disengagement of the coupler happened
by back-forth pulling. Otherwise the brass
knobs on the sides of the keys would be
senseless. The designation "couple” is

found only once on the consolé. Either

this ‘'stop corresponds with the push-coupler

(i.e., that it came out when pushed back
and for its part could also push the upper
manual forward), then the organ would have
had no pedal coupler, or we are dealing with
the original pedal coupler. Since (first) the
pedal is very well preserved and (second)
Anna Amalie hardly used it, I consider the
first more likely. Thus, one could comfort-
ably couple during playing and equally comfort-
ably (namely by hitting the right hand against
the stop) take the coupler off. When pushing
back the upper manual, one needs both hands.
Today the "Couple”™ is the manual coupler,
and the pedal coupler functions through the
current of the former pedal stop-valve. Both
manual stop-valves are silent.

The following pictures of the organ were obtained

by the present writer from Herr ftnch.
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