BRIGHAM YOUNG UNIVERSITY
COLLEGE OF FINE ARTS AND COMMUNICATIONS
DEPARTMENT OF MUSIC

BRIGHAM YOUNG UNIVERSITY

EARLY MUSIC ENSEMBLE
Douglas E. Bush, director

Johann Sebastian Bach
(1685-1750)
Mass in B Minor, BWV 232

Thursday, March 17, 1994
Provo Tabernacle
7:30 p.m.



Mass in B Minor, BWV 232

Missa
Kyrie
Chorus: Kyrie eleison
Duet: Christe eleison
Lenore Odekirk, Jordan Gumucio, sopranos
Chorus: Kyrie eleison
Gloria
Chorus: Gloria in excelsis (attacca)
Chorus: Etin terra pax
Aria: Laudamus te

Jordan Gumucio, soprano
Paul Abegg, violin
Chorus: Gratias agimus tibi
Duet: Domine Deus (attacca)
Lenore Odekirk, soprano

Brian Church, tenor

Chorus: Qui tollis peccata mundi

Aria; Qui sedes ad dextram Patris
Alejandro Garry, alto
Lorilee Erdman, oboe

Aria: Quoniam to solus sanctus (attacca)

Paul Busselberg, bass
Tim Tsukamoto, horn

Chorus: Cum Sancto Spiritu

Credo (SYMBOLUM NICENUM)
Chorus: Credo in unum Deum

Chorus: Credo in unum Deum/Patrem omnipotentem



Duet:

Chorus:

Chorus:

Chorus:
Aria:

Chorus:

Chorus:

Sanctus

Chorus:

Et in unum Dominum
Lenore Odekirk, soprano
Alejandro Garry, alto

Et incarnatus est
Crucifixus

Jordan Gumucio, soprano
Alejandro Garry, alto
Brian Church, teror

Paul Busselberg, bass

Et resurrexit

Et in Spiritum Sanctum
Paul Busselberg, bass
Confiteor (attacca)

Et expecto resurrectionem

Sanctus

OSANNA, BENEDICTUS, AGNUS DEI ET DONA NOBIS PACEM

Chorus I/AI:
Aria:
Chorus I/I:

Agnus Dei
Aria:

| Chorus:

Osanna in excelsis
Benedictus, qui venit
Brian Church, tenor
Kzandra Myers, flute

Osanna (da capo)

Agnus Dei
Alejandro Garry, alto

Dona nobis pacem

Please withhold any applause



TEXT TRANSLATIONS

Kyrie

1. Coro: Kyrie eleison.

2. Duetto: (soprano/soprano)
Christe eleison.

3. Coro: Kyrie eleison

Gloria

4. Coro: Gloria in excelsis Deo.

5. Coro: Etin terra pax hominibus bonae
voluntatis

6. Aria: (soprano) Laudamus te, benedicimus
te, adoramus te, glorificamus te.

7. Coro: Gratias agimus tibi propter magnam
gloriam tuam.

8. Duett: (soprano/tenore) Domine, Deus, rex
coelestis, Deus Pater omnipotens. Domine
Fili unigenite, Jesu Christe, altissime.
Domine Deus, Agnus Dei, Filius Patris.

9. Coro: Qui tollis peccata mundi, miserere
nobis. Qui tollis peccata mundi, suscipe
deprecationem nostram.

10. Aria: (alto) Qui sedes ad dextram Patris,
miserere nobis,

11. Aria:  (basso) Quoniam tu solus Sanctus, tu
solus Dominus, tu solus Altissimus, Jesu Christe.

12, Coro: Cum Sancto Spiritu in gloria Dei
Patris. Amen.

Credo (SYMBOLUM NICENUM)

13. Coro: Credo in unum Deum.

14. Coro: Credo in unum Deum, Patrem
omnipotentem, factorem coeli et terrae,
visibilium omnium et invisibilium.

15. Duetto: (soprano/alto) Et in unum Dominum,

Jesum Christum, Filium Dei unigenitum et ex
Patre natum ante omnia saecula. Deum de Deo,
lumen de lumine, Deum verum de Deo vero,
genitum non factum, consubstantialem Patri,
per quem omnia facta sunt. Qui propter nos
homines et propter nostram salutem
descendit de coelis,

Kyrie

1. Chorus: Lord, have mercy on us.

2. Duet: (soprano/soprano) Christ have mercy
on us.

3. Chorus: Lord, have mercy on us.

Gloria

4. Chorus: Glory be to God on high.

5. Chorus: And on earth peace to men of
good will.

6. Aria:  (soprano) We praise Thee; we bless
Thee; we adore Thee; we glorify thee,

7. Chorus: We give Thee thanks for Thy
great glory.

8. Duet: (soprano/tenor) Lord God, heavenly
King, God the almighty Father, O Lord, the
only-begotten Son, Jesus Christ, Most High
Lord God, Lamb of God, Son of the Father.

9. Chorus: Thou who takest away the sins of the
world, have mercy upon us. Thou who takest
away the sins of the world, receive our prayer.

10. Aria:  (alto) Thou who sittest at the right
hand of the Father, have mercy upon us.

11. Aria; (bass) For Thou alone art the Holy
One. Thou alone art the Lord. Thou, Jesus
Christ, alone art the Most High.

12. Chorus: With the Holy Ghost in the glory of
God the Father. Amen.

Credo (SYMBOLUM NICENUM)

13. Chorus: I believe in one God.

14. Chorus: I believe in one God, the Father
almighty, Maker of heaven and earth and of all
things visible and invisible.

15. Duet: (soprano/alto) And in one Lord Jesus

Christ, the only-begotten Son of God, begot-
ten of his Father before all worlds. God of
God, Light of Light, very God of very God,
begotten, not made, being of one substance
with the Father, by whom all things were
made. Who for us men and for our salvation
came down from heaven.



16. Coro: Et incarnatus est de Spiritu Sancto
ex Maria virgine et homo factus est.

17. Coro: Crucifixus etiam pro nobis sub
Pontio Pilato, passus et sepultus est.

18. Coro: Et resurrexit tertia die secundum
scripturas. Et ascendit in coelum, sedet ad dex-
teram Dei Patris, et iterum venturus est cum glo-
ria judicare vivos et mortuos, cujus regni non erit
finis.

19. Aria:  (basso) Et in Spiritum Sanctum,
Dominum et vivificantem, qui ex Patre Filioque
procedit; qui cum Patre et Filio simul adoratur et
conglorificatur; qui locutus est per Prophetas. Et
unam sanctam catholicam ecclesiam.

20. Coro: Confiteor unum baptisma in remis-
sionem peccatorum.
21. Coro: Et expecto resurrectionem mortuo-

rum et vitam venturi saeculi. Amen.

Sanctus
22. Coro: Sanctus, Sanctus, Sanctus Dominus
Deus Sabaoth. Pleni sunt coeli et terra gloria
ejus.

23. Coro: Osanna in exclesis.

24. Aria:  (tenor) Benedictus, qui venit in

nomine Domini. -

25. Coro: (repetatur) Osanna in excelsis.
Agnus Dei

26. Aria:  (alto) Agnus Dei, qui tollis peccata

mundi, miserere nobis.

27. Coro: Dona nobis pacem.

16. Chorus: And was incarnate by the Holy
Ghost of the Virgin Mary and was made man.

17. Chorus: And was crucified also for us under
Pontius Pilate. He suffered and was buried.

18. Chorus: And the third day he rose again
according to the scriptures. And ascended into
heaven. And sitteth on the right hand of the
Father. And he shall come again with glory, to
judge both the quick and the dead; whose king-
dom shall have no end.

19. Aria:  (bass) And I believe in the HOly
Ghost, the Lord and Giver of Life, who pro-
ceedeth from the Father and the Son, who with
the Father and Son together is worshipped and
glorified, who spake by the Prophets. And I
believe in one catholic and apostolic Church.

20. Chorus: I acknowledge one baptism for the
remission of sins.

21. Chorus: And I look for the resurrection of
the dead, and the Life of the world to come.
Amen.

Sanctus
22. Chorus: Holy, Holy, Holy Lord of God of
hosts. Heaven and earth are full of Thy glory.

23. Chorus: Hosanna in the highest.

24. Aria: -~ (tenor) Blessed be He that cometh
in name of the Lord.

25. Chorus: (da capo) Hosanna in the highest.

Agnus Dei
26. Aria:  (alto) Lamb of God, who takest
away the sins of the world, have mercy on us.

27. Chorus: Grant us peace.



PROGRAM NOTES

In 1817 the Swiss critic Hans-Georg Négeli praised Bach’s Mass in B Minor as “the greatest
work of music of all ages and of all peoples.” Though some may wish to qualify Nigeli's state-
ment, the Mass is one of the greatest monuments in western art music. This notwithstanding,
there are some intriguing considerations when viewing the Mass from a historical perspective.

In contrast to its present fame, the work was largely unknown well into the nineteenth cen-
tury. Its delayed reception by later generations was perhaps the result of the general unavailabil-
ity of a score (Beethoven tried unsuccessfully on several occasions to obtain a copy of the Mass).
The first published edition appeared in 1845, with a second and improved edition appearing in

1856 as the sixth volume in the newly-formed Bach Gesellschaft’s publication of Bach’s complete
works.

Although most mass settings stem from the Roman Catholic tradition, the Mass in B Minor
originated within the Lutheran liturgy. While Luther had sought to reform points of doctrine, he
did not oppose the liturgy of the Roman Church. His Formula missae of 1523 retained the five
musical portions of the Latin Mass Ordinary — that is, the Kyrie, Gloria, Credo, Sanctus (with
Osanna and Benedictus), and Agnus Dei. In his Deutsche Messe of 1526 Luther provided an
alternative German vernacular mass, but he seems to have considered the Latin mass the higher
form of worship.

The immense dimensions of the B Minor Mass render it virtually unusable within the liturgi-
cal rites of either the Roman or Protestant churches. Even in Bach’s day, when the main church
services lasted approximately three hours, there would have been insufficient time to perform a
work of this scope (the sermon alone usually lasted more than an hour). Bach worked on the
Mass over a period of more than fifteen years (1733-1749), collecting, revising, and composing
new music that would provide a “summa” of artistic achievement in his sacred vocal music, one
that would unite his creed as a Christian with his creed as a musician. The resulting work repre-
sents an anthology of Bach’s finest vocal music and at once displays all the variety and beauty of
his instrumental writing. Part III of the Clavier-Ubung, published in 1739 and containing a col-
lection of organ works of the highest quality, was dedicated to “the spiritual delectation of the
lovers and, especially, the connoisseurs of this kind of work.” This seems to have been Bach'’s
purpose in the Mass in B Minor as well.

With mounting perplexity pertaining to his position as the Cantor of St. Thomas Church in
Leipzig, Bach wrote a letter (dated 27 July 1733) to the new Elector of Saxony, Friedrich August
11, stating: “In deepest Devotion I present to your Royal Highness this trifling product of that
science which I have attained in Musique. . . .” Seeking to secure the patronage of the Elector,
the “trifling product” proffered was a beautifully prepared presentation score for a Missa, com-
prising the Kyrie and Gloria sections of what is now known as the Mass in B Minor. This pair of
movements joined four other such settings, in the keys of A, G, G Minor, and F. In Lutheran
worship the Kyrie-Gloria Mass was the preferred norm.

It appears that towards the end of the 1740s Bach became interested in completing a “Missa
tota”, setting the complete text of the Mass Ordinary. Bach'’s large-scale plan for a complete
Mass setting can already be seen in the structure of the Kyrie-Gloria Mass of 1733. This is evi-
dent not only in the five-part choral writing or in the large orchestral forces, but especially in the
expansive and varied structure of the individual movements. The three sections of the Kyrie typ-
ify the variety characterizing the entire Mass. The initial “Kyrie eleison” seems to bear a similari-



ty to the opening of the St. John Passion, perhaps representing the imploring multitudes of
humanity in an urgent plea for mercy. The opening massive chords are followed by an expansive
fugue with an obbligato orchestral part. The “Christe eleison” employs the modern operatic
duet style. The duet may also refer to Christ as the second member of the Trinity and to the
duality of his divine and human natures. The final “Kyrie eleison” tends towards the older style
of vocal polyphony, therefore dispensing with independent orchestral accompaniment. Not
only are these three movements greatly differentiated in style and compositional technique, they
also establish the sequence of the keys of B minor, D major and E-sharp minor, thus unfolding
the broad harmonic frame of the whole.

The Gloria continues the stylistic diversity of the Kyrie, and in addition to four large choral
movements (“Gloria in excelsis Deo”/’Et in terra pax”; “Gratias agimus tibi”; “Qui tollis peccata
mundi”; “Cum Sancto Spiritu”) contains four equally large solo or duet movements accompa-
nied by obbligato instruments (violin, flute, oboe and horn) and orchestra. Thus the Kyrie-
Gloria Mass of 1733 is musically complete in itself, all five voices having a solo and each different
group in the orchestra an obbligato part.

The “Symbolum Nicenum” or Credo, added to the score in the years 1748-49, consists of
nine movements. Originally there had been only eight movements, the “Et in unum Dominum”
movement also contained the words “Et incarnatus est.” But after the completion of the
“Symbolum Nicenum,” possibly even after the completion of the entire score, Bach wrote a sep-
arate movement for this latter segment of the text, likely making this the last vocal composition
he ever wrote. The nine-movement structure of this section is architecturally symmetrical: at
the beginning and end a pair of choral movements form a frame (“Credo in unum Deum,” hav-
ing a liturgical chant melody or cantus firmus, and “Patrem omnipotentem”; these two opening
choruses correspond to “Confiteor unum baptisma,” also having a cantus firmus, and “Et expec-
to” at the conclusion of the “Symbolum”). Two solo movements stand next to these outer fram-
ing sections, while three choral movements stand in the center, underlining the Christological
nucleus of the Credo (“Et incarnatus est” [And was incarnate...]; “Crucifixus” [And was cruci-
fied]; “Et resurrexit” [And rose again on the third day]).

The Credo also offers opportunity to observe some of the symbolism that abounds in the
Mass. Bach seemed to have particular interest in numerology, a system of occultism (hidden or
concealed meaning) built around numbers. Each letter of the word “Credo” was assigned a num-
ber according to its respective position in the alphabet—hence C=3, R=17, E= 5, D=4, and
O=14, the total sum of the numbers equalling 43 (i and j having the same number since they
were interchangeable in 18th-century German). Interestingly, there are 43 entries of the plain-
song melody. Further, there are 45 measures in the first Credo section, and 84 measures in the
Patrem omnipotentem totalling 129 measures, or 3 times 43, thus giving a threefold repetition of
the Credo number. This reflects the textual meaning of Credo in unum Deum (I believe in one
God), so that the reference is to the Holy Trinity, God Father, Son, and Holy Ghost. Bach scrib-
bled the number 84 in the autograph score, 84 being the sum of 7 times 12 (the holy number of
the church multiplied by the number of the apostles), obviously concerned with the number of
measures in the second Credo.

The Sanctus and the following pieces also belong to 1748-49 completion of the Mass, but
nearly all have earlier origins. The Sanctus had been written for Christmas in 1724, in an easily
alterable version for three sopranos, alto, tenor, and bass. The “Osanna” is the only double choir
movement in the Mass, and it is a remodelling of the opening chorus from the secular cantata
No. 215. The Benedictus is perhaps a reworking of a lost piece. The Agnus Dei also began as a



parody of an older movement from the Ascension Oratorio (BWV 11), but in addition to radical
alterations of the original material, it contains extensive newly composed sections. The conclud-
ing “Dona nobis pacem” repeats the music of the “Gratias agimus tibi,” thus emphasizing the
composer’s conception of this section being an expression of gratitude.

As Bach grew older, the Mass in B Minor must have seemed to him to be a bequest to his
successors and to the future. His primary interests now lay in the pursuit of ‘musical art and sci-
eence’, and the fulfilment of the scholar-composer’s obligation to formulate a summary of his
work. The Mass encapsulates as does no other composition, Bach’s choral artistry—it is the
“summa” of all his sacred music. It offers a compositional spectrum whose breadth and depth
reveal both academic and spiritual penetration. A complex system of thought at many levels
went into the creating of this great Mass. It seems to exemplify in every detail Bach’s statement
that “the final aim and reason of all music is nothing other than the glorification of God and the
refreshment of the human spirit.” '
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