INTRODUCTION

In 1786 Carl Philipp Emanuel Bach performed his fifth
and last St. Mark Passion (H 799, BR-CPEB D 5.5) in
Hamburg. As with all of Bach's St. Mark Passions, this one
is based on the St. Mark Passion, HoWV Lo, of his exact
contemporary Gottfried August Homilius (1714-85), who
was cantor at the Dresden Kreuzkirche. The 1786 Pas-
sion is listed in Bach's estate catalogue (NV 1790, p. 61):
“Pafions=Musik nach dem Evangelisten Marcus. H. 1785
und 1786. Mit Fléten, Hoboen und 1 Fagott.” Nearly the
entire biblical narrative and most of the chorales are drawn
from Homiliuss Vorlage.' In 1770 Bach’s St. Mark Passion
(see CPEB:CW, IV/5.1) was based almost entirely on
Homilius’s, but with some abridgment in order to align the
piece more closely to Hamburg norms. At the same time
Bach added two chorale movements—as replacements for
arias in the original—which thenceforth remained part
of all of his later St. Mark Passions. Bach’s sources for
these two movements were a chorale from Georg Philipp
Telemann's Fast allgemeines  Evangelisch-Musikalisches
Lieder-Buch (Hamburg, 1730), and one from a cantata
by Johann Gottlieb Graun, to which Bach made some
alterations. The original chorales as they appear in the
Telemann and Graun Vorlagen are given in appendix B and
in CPEB:CW, V/2.7, respectively.

As in Bach’s previous St. Mark Passions, the biblical
narrative begins with the Last Supper and ends immedi-
ately after the death of Jesus (Mark 14:26-15:37).> How-
ever, Bach divided the biblical narrative in each Passion
differently (see appendix below). The 1786 Passion agrees
very closely in this respect with the 1778 setting, with the
narrative subdivided as follows:

1. On the nearly complete usage of the Homilius Passion by Bach see
Uwe Wolf, “Zu den ‘Fassungen’ der Markuspassion ‘von' Carl Philipp
Emanuel Bach. Beobachtungen am Randes des Fassungsbegriffs,” in Mit
Fassung. Fassungsprobleme in Musik- und Text-Philologie. Helga Liihning
zum 60. Geburtstag, ed. Reinmar Emans (Laaber: Laaber, 2007): 39—56.

2. Bach’'s model, the St. Mark Passion by Homilius, covers more ma-
terial (Mark 14:1-15:47). See Gottfried August Homilius, Ausgewdbhlte
Werke 1/7, Markuspassion HoWV Lio, ed. Uwe Wolf (Stuttgart:
Carus, 2011).

No. Text Incipit Chapter: Verses
2. Und da sie den Lobgesang 14:26—30
gesprochen hatten
4. Desselben gleichen sagten sie alle 14:31—32
6. Und nahm zu sich Petrum 14:33—34
8. Und ging ein wenig fiirbass 14:35—45
10. Die aber legten ihre Hinde an ihn 14:46

12. Einer aber von denen, die dabeistunden 14:47—64

14. Da fingen an etliche, ihn zu verspeien 14:65—72

16. Und bald am Morgen 15:1—2

18. Und die Hohenpriester 15:3—14
beschuldigten ihn hart

20. Pilatus aber gedachte dem Volk 15:15—17
gnug zu tun

22. Und fingen an, ihn zu griiflen 15:18—21

24. Und sie brachten ihn an die 15:22—23
Stitte Golgatha

26. Und da sie ihn gekreuziget hatten 15:24—32

28. Und nach der sechsten Stunde 15:33—37

The only difference in the 1778 Passion is that Bach in-
serted an accompanied recitative before the very last verse
(Mark 15:37), which subdivided the final segment there
(beginning with “Und nach der sechsten Stunde”) into
two parts.

The recitatives, turbae choruses, and chorales in the
1786 Passion correspond to those of Bach’s other settings,
and, again, there is a particularly close association with the
1778 Passion. (See table 1 for the derivations of movements
in the 1786 Passion.) Since the tonal relationships between
movements—with the exception of nos. 22—23—is the
same for the two settings, it was possible for Bach to use
the existing parts from 1778 as the model for copying the
biblical narrative and chorales for the 1786 Passion. Bach,
in fact, entered the slightly different ending required for
no. 22 directly into the 1778 Evangelist and organ parts,
from which they were copied into the 1786 parts.

The same chorale harmonizations are used in all five of
Bach’s St. Mark Passions, although their positions within
the biblical narrative, their order and number, and the
verses of text that are set change from setting to setting.

For all of the chorales in the 1786 Passion, except no. 3,
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TABLE I. DERIVATION OF INDIVIDUAL MOVEMENTS IN BACH'S 1786 ST. MARK PASSION

No. Type Incipit Origin Remarks

1. Choral Ach, grofler Kénig, grof zu allen Zeiten HoWYV Lo, no. 38 H 791, no. 25, with different verse
2. Recitativ Und da sie den Lobgesang gesprochen hatten HoWYV Lo, no. 10 H 791, no. 2
3. Choral Hilf, dass ich stets sorgfiltig sei HoWYV Lio, no. H 791, no. 3

4. Recitativ Desselben gleichen sagten sie alle HoWYV Lio, no. 12 H 791, no. 4
5. Chor Dich bet ich an, Herr Jesu Christ arr. Wq 198/1

6. Recitativ Und nahm zu sich Petrum HoWYV Lio, no. 12 H 791, no. 4
7. Choral Zeig mir deine Vaterhuld HoWYV Lio, no. 13 H 791, no. 7, with different verse
8. Recitativ Und ging ein wenig fiirbass HoWYV Lo, nos. 14, 16 H 791, no. 8

9. Arie Durchdenk ich meines Heilands Leben probably newly composed

10. Recitativ Die aber legten ihre Hinde an ihn HoWYV Lo, no. 18 H 791, no. 10

1. Choral Christus, der uns selig macht TVWYV 10:1, no. 102/2 H 791, no. 11, with different verse

12. Recitativ
13. Arie—Chor

14. Recitativ

Einer aber von denen, die dabeistunden
Sieh, Gottes Lamm, wir fallen

Da fingen an etliche, ihn zu verspeien

15. Choral Nun, was du, Herr, erduldet
16. Recitativ Und bald am Morgen
17. Chor Von Ewigkeit warst du bestimmt

18. Recitativ
19. Choral

20. Recitativ

O grofie Lieb, o Lieb ohn alle Mafle

Der Martern jede schwebte
O wir ich doch im Leiden
Und fingen an, ihn zu griiflen

Nein, ich fliehe nicht dein Kreuz

21a. Accompagnement
21b.  Arie

22. Recitativ

23. Arie

24. Recitativ

25, Choral

26. Recitativ

Dein Durst und Gallentrank mich lab
Und da sie ihn gekreuziget hatten
Furchtbar blickst du auf ihn nieder
Und nach der sechsten Stunde

27. Arie
28. Recitativ

29. Choral

Wann ich einmal soll scheiden

Und die Hohenpriester beschuldigten ihn hart

Pilatus aber gedachte dem Volk gnug zu tun

Und sie brachten ihn an die Stitte Golgatha

HoWYV Lo, nos. 18, 20 H 791, no. 12
arr. Wq 197/3
HoWYV Lio, nos. 24, 26

GraunWV Awv:IX:3, no. 8

H 791, no. 14

H 791, no. 15, with different verse

HoWYV Lo, no. 29 H 791, no. 16

H 795, no. 17 arr. Wq 198/26, with different
verses

HoWYV Lio, no. 31 H 791, no. 18

HoWYV Lio, no. 32
HoWYV Lio, no. 33a

H 791, no. 19, with different verse
H 791, no. 20 to m. 12

probably newly composed

arr. Wq198/28

HoWYV Lo, no. 33b H 791, no. 22
arr. Wq 198/11
HoWYV Lio, no. 35
HoWYV Lio, no. 36

HoWYV Lio, no. 37

H 791, no. 25

H 791, no. 26, with different verse
H 791, no. 27

probably newly composed
HoWYV Lo, nos. 39, 41
GraunWV Av:IX:3, no. 8

H 791, no. 30

H 791, no. 33, with different verse

Key: GraunWV Av:IX:3 = J.G. Graun cantata Herr, leite mich; H 791 = CPEB 1778 St. Mark Passion; H 795 = CPEB 1782 St. Mark
Passion; HoOWV Lio = Homilius St. Mark Passion; TVWYV 10:1 = Telemann, Fast allgemeines Evangelisch-Musicalisches Lieder-Buch; Wq 197
= CPEB Sturms geistliche Gesinge mit Melodien, Erste Sammlung; Wq 198 = CPEB Sturms geistliche Gesinge mit Melodien, Zweite Sammlung

the printed libretto (source OT) gives the number of the
chorale in HG 1766 as well as the verse number. For no. 3,
which is not included in HG 1766, OT gives the name of
the chorale melody (“Mel. Ach Gott! vom Himmel, sieh
ec’). The text for this chorale, which stems from David
Denicke, was taken over from the Homilius Vorlage and
was used unchanged by Bach in all of his St. Mark Pas-
sions except for 1774. Table 2 lists the chorales as they are
used in the 1786 Passion.

While the arias and choruses outside of the biblical
narrative in Bach's earlier St. Mark Passions were almost
all movements borrowed from other composers, from the
mid-1770s onward Bach began in addition to borrow from
his own works, most often from his sacred songs for voice
and keyboard. By the 1780s these self-borrowings outnum-
bered the foreign borrowings, and in 1786, for the first time
in his St. Mark Passions, Bach only used movements that
he either arranged from his own earlier works or that he
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TABLE 2. THE CHORALES

No. Incipit

HG 1766 (No., Verse)

Poet Chorale Melody (Zahn No.)

1. Ach, grofler Kénig, grofi zu allen Zeiten 14, 8
3. Hilf, dass ich stets sorgfiltig sei deest
7 Zeig mir deine Vaterhuld 429,2
I Christus, der uns selig mache 1, 1
15 Nun, was du, Herr, erduldet 129,4
19 O grofle Lieb, o Lieb ohn alle Mafle 114, 7
25 Dein Durst und Gallentrank mich lab 560, 7
29  Wann ich einmal soll scheiden 129, 9

Johann Heermann Herzliebster Jesu (Z 983)

David Denicke Ach Gott, vom Himmel sieh
darein (Z 4431)

Johann Georg Albinus Straf mich nicht in deinem
Zorn (Z 6274a)

Michael Weif3e Christus, der uns selig macht
(Z 6283b)

Paul Gerhard Herzlich tut mich verlangen
(Z 5385a)

Johann Heermann see no. I; same harmonization

Martin Bshme Herr Jesu Christ, meins Lebens

Licht (Z 533a)

see no. 15; same harmonization

Paul Gerhard

probably composed specifically for the Passion. In his pre-
vious setting from 1782 there were still two arias by Georg
Benda. The arias and choruses arranged from sacred songs
are significantly shorter (some under twenty measures)
than, for example, the da capo arias from the eatlier Pas-
sions, and even the two arias that were most likely com-
posed specifically for 1786, nos. 9 and 27, are also fairly
short (eighty-six and forty-nine measures, respectively).
Taken together, the shorter arias and choruses in the 1786
Passion lead to a significantly shorter performance time
compared to Bach’s earlier settings.

For the texts of the newly composed pieces, Bach turned
to proven sources: for no.9 he drew from Elisa von der
Recke’s Geistliche Lieder,? and for no. 27 from the Geistli-
che Cantaten by Balthasar Miinter.* The Vorlagen for the
arrangements in the 1786 Passion are the two volumes of
Bach's Gesinge mit Melodien to texts by the Hamburg pas-
tor Christoph Christian Sturm. Bach had used only one
of these arrangements before: no. 17 had first been used in
1782 (there also no. 17).

The 1786 Passion was performed with the small group
of vocalists that Bach regularly used in his Hamburg
church music.* The original performing parts (source B)
contain eight vocal part books: three for soprano, one for
alto, and two each for tenor and bass. While the two tenor
and two bass parts, respectively, identify different character
roles and contain different arias, the three soprano parts

3. Elisa von der Recke, Elisens Geistliche Lieder, Leipzig 1783, 56.
4. Balthasar Miinter, Geistliche Cantaten, Gottingen 1769, 60.

5. Sanders, 148—59 provides a complete list of musicians who per-
formed with Bach.

are identical, as is the case in other of Bach’s Passion set-
tings. Unlike eatlier settings, on the other hand, there is no
longer the distinction that was made up to 1778 between
Magd I and Magd IT in no. 14. No specific singer names ap-
pear in the part books, but in the score (source A), no. 21a
is assigned to “Herrn Ilert” This movement is in the B
part, which also contains the role of Jesus, showing that
Friedrich Martin Illert sang the role of Jesus in 1786, as
he had throughout Bach’s tenure.® Source A assigns both
the tenor aria no.13 and the bass aria no.27 to “Herrn
Hofmann.” Since these arias are in two different part
books (T II and B II) either two different singers named
Hofmann are called for, or the intended soloists changed
during the writing out of the parts. The bass was certainly
Johann Andreas Hoffmann, who had been a singer for
Bach for quite some time.

No reliable estimate of the size of Bach’s orchestra can
be made. Two parts each survive for violin I, violin II, and
violoncello. The two oboe players would have also played
the flute parts in no. 5. The bassoon part only contains one
movement, no. 9, where it has an obbligato function. Per-
haps the bassoon player participated in other movements
by reading the continuo line from the cello part.

In 1786 Easter Sunday fell on 16 April. According to
long-standing Hamburg tradition, which is further con-
firmed by surviving copies of the Hamburgischer Taschen-
Calendar for 1786,” performances of the Passion took place

6. See Paul Corneilson, “Carl Philipp Emanuel Bach’s ‘Principal
singer’ Friedrich Martin Illert,” in Leipzig 2014, 135—63.
7. Hamburgischer Taschen-Calendar aufs Jabr Christi 1786 (Hamburg:

C.W. Meyn). Known copies in D-Ha, Z 800/0018; D-Hkm, MKGH
RAR-Jb/Hamburgischer Taschenkalender.

[ xiii ]



in Hamburg's main churches on the following dates during

Lent:

Sunday Date Church
Invocavit 5 March St. Petri
Reminiscere 12 March St. Nicolai
Laetare 26 March St. Catharinen
Judica 2 April St. Jacobi
Palm Sunday 9 April St. Michaelis

As happened every year, the sequence of Passion perfor-
mances was interrupted on Oculi (19 March) for the in-
stallation of the new Kirchengeschworenen at St. Michaelis.
It can be assumed that there were further performances in
Hamburg’s smaller parish churches, as was common prac-
tice.®

The complete set of performing parts (source B) sur-
vives for Bach's 1786 St. Mark Passion, as does an auto-
graph score (source A) for the newly composed and newly
arranged movements, and the original printed libretto
(source OT). Also extant is Bach's copy of the Homilius
St. Mark Passion, HOWV Lio (source Q 3), which Bach
marked up as the basis for his 1770 Passion, and into which
he made additional entries for the 1774 and 1778 Passions.
Sources also survive for the two chorale movements that
did not come from the Homilius Passion: a copy of ].G.
Graun'’s cantata Herr, leite mich from Bach's library (source
Q 1), and the printed collection of chorales by Telemann,
Fast allgemeines Evangelisch-Musicalisches  Lieder-Buch
(source Q 6). The performing parts from the 1778 Passion
(source Q 2) served as the Vorlage from which the copyist
in 1786, Johann Heinrich Michel, copied the biblical nar-
rative and the chorales. The chorus no. 17 was originally
used in the 1782 Passion, and the sources for that work
(Q 4 and Q 5) were used in 1786 to copy the parts for that

movement.
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APPENDIX
Table 3 shows how C.P.E. Bach subdivided the biblical

narrative in different ways in his five settings of the St.
Mark Passion, and indicates the models for the borrowed
movements, including arrangements of his own songs. The
shaded rows that span all five columns of the table repre-
sent material common to all five settings, namely the Pas-
sion story from the conclusion of the Last Supper through
the death of Jesus as related in St. Mark, beginning at
chapter 14, verse 26 and ending at chapter 15, verse 37. All
of this material was borrowed from the Homilius St. Mark
Passion, HOW'V Lio, and, apart from minor adjustments
to harmony and declamation to allow for varying interpo-
lations, the music and text of these passages are unchanged
from the model. Cells with bold text show the movements
interpolated by Bach into the Homilius model. Detailed
information on the derivation of movements is found in
the introductions to the individual settings in CPEB:CW,
1V/5.1-5.5.

While the shaded rows show the commonality of the
biblical narrative across all five settings, the unshaded rows
indicate how the narrative was divided differently among
the settings to include different poetic interpolations. By
reading each column from top to bottom one can see the
continuity of the respective settings with the help of con-
tinuity arrows. These indicate that while at least one other
setting has an interpolation at this spot, the current one
does not, and one should follow the arrows to find the next
event in the current setting. Thus, while the 1774 setting
includes a chorus after the opening chorale, none of the
other settings do, and the continuity arrows for those set-
tings show this by leading the eye from the chorale no. 1 to
the recitative no. 2.

Horizontal lines above the movement headings indicate
the beginning of each movement. Reading down the col-
umn from the heading, the next horizontal line indicates
the end of the movement and the beginning of the next.
Thus, again using 1774 as an example, the recitative no. 3
begins with the heading and proceeds until the next hori-
zontal line, which simultaneously indicates the beginning
of movement no. 4. The 1774 Passion, then, sets all of the
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biblical text from Mark 14:26 (“Und da sie den Lobge-
sang...") through 14:34 (“Und nahm zu sich Petrum .. ")
in a single recitative, while the other four settings break up
this text with various interpolations of chorales, arias, and
choruses. Occasionally Bach combined multiple move-
ments or parts of multiple movements from the Homilius
model into a single movement for that particular setting.
The following abbreviations have been used in table 3:

GraunWV Av:IX:3 = ].G. Graun cantata Herr, leite mich

H 783; BR-CPEB D 5.1 = CPEB 1770 St. Mark Passion

H 787; BR-CPEB D 5.2 = CPEB 1774 St. Mark
Passion

H 790; BR-CPEB D 4.3 = CPEB 1777 St. Matthew
Passion

H 791; BR-CPEB D 5.3 = CPEB 1778 St. Mark Passion

H 795; BR-CPEB D 5.4 = CPEB 1782 St. Mark
Passion

H 799; BR-CPEB D 5.5 = CPEB 1786 St. Mark
Passion

HoWV L4 = Homilius St. John Passion

HoWYV 1.5 = Homilius St. Luke Passion

HoWYV L9 = Homilius Passion oratorio Nun, ihr, meiner
Augen Lider

HoWYV Lio = Homilius St. Mark Passion

L 515 = Benda cantata Das Jahr stiirzt hin ins Meer der
Ewigkeiten

L 540 = Benda cantata Nun ist er da

L 575 = Benda cantata GrofS ist die Menge falscher
Christen

TVWYV 10:1 = Telemann, Fast allgemeines Evangelisch-
Musicalisches Lieder-Buch

Wq 194/14 = CPEB, “Passionslied”

Wq 197/3 = CPEB, “Loblied fiir das Seelenleiden Jesu”

Wq 197/13 = CPEB, “Der Tag des Weltgerichts”

Wq 198/3 = CPEB, “Menschenliebe Jesu”

Wq 198/6 = CPEB, “Passionslied”

Wq 198/11 = CPEB, “Ermunterung zur Nachfolge Jesu”

Wq 198/26 = CPEB,“Das Reich Jesu”

Wq 198/28 = CPEB, “Ermunterung zur Gelassenheit”

Wq 198/29 = CPEB, “Jesus in Gethsemane”

“CPEB” by itself indicates a movement newly composed
for that setting
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