
 

 
 

 

 

 

 

 

  

   

“Instrumente Mangel”: Leipzig
Cantata Movements with Obbligato

Organ as a Refection of Bach’s
Performing Forces* 

G R E G O R Y  B U T L E R  

When it happens that a traverso part is played either in the [organist’s] lef or in 
the right hand, then either the composer has wished to do it intentionally or the 
music director has been short an instrument and transcribed this melody into 
the continuo part.1 

SO WROTE JACOB ADLUNG IN the discussion of continuo playing 
from his Anleitung zu der musikalischen Gelahrtheit (1758), concerning a 
practice that had been widespread in the performance of concerted music 

in both court and municipal churches in central Germany for a half a century 
and more. In discussions of J.S. Bach’s cantata movements with obbligato parts 
for organ, though, Bach scholars have focused almost exclusively on the frst of 
the two factors cited by Adlung: that is, a decision on the part of the composer 
to feature the organ as an obbligato instrument.2 

Tis certainly seems to have been the motivation behind the presence of 
the organ in the aria “Ich bin nun achtzig Jahr,” movement two of Gott ist mein 
König, BWV 71: this cantata, performed on 4 February 1708, features Bach’s 
frst documented use of the organ in an obbligato role. Given the sumptuous 
scoring of this work, with its choirs of brass, woodwinds and strings, there is 
no reason to doubt that Bach was presenting the organ as one of a panoply 

* Tis is a revised and expanded version of a paper presented at the Bach Colloquium 2009 at 
Harvard University on May 2, 2009. I would like to acknowledge Joshua Rifin and Robin Leaver 
for their constructive comments. 

1 “Hierbei wird bisweilen eine Traverse zu spielen vorgelegt, entweder in der linken, oder in der 
rechten Hand; entweder hat der Setzer es mit Vorsatz also beliebt, oder ein Musikdirector hat 
an einem Instrumente Mangel, und schreibt solche Melodie in den Continuo.” Jacob Adlung, 
Anleitung zu der musikalischen Gelahrtheit (Erfurt, 1758), facs. ed. Hans Joachim Moser (Kassel: 
Bärenreiter, 1953), 488-89. 

2 See, for example, Christoph Wolf, Johann Sebastian Bach: Te Learned Musician (New York: W. 
W. Norton, 2000), 283. 
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of instruments in a gaudy work, while showing himself to best advantage as 
organist of St. Blasius. It was not until almost two decades later that Bach 
turned again to the organ as an obbligato instrument: between Summer 1726 
and Spring 1729 he is known to have performed eight cantatas with obbligato 
organ, as shown in Table 1.3 

BWV Title Occasion Date 

170 Vergnügte Ruh, 6 p. Trinity4 28 July 1726 
beliebte Seelenlust 

35 Geist und Seele 12 p. Trinity 8 September 1726 
wird verwirret 

47 Wer sich selbst 17 p. Trinity 13 october 1726 
erhöhet 

169 Gott soll allein mein 18 p. Trinity 20 october 1726 
Herze haben 

49 Ich geh und suche 20 p. Trinity 3 November 1726 
mit Verlangen 

188 Ich habe meine 21 p. Trinity [?] 17 october 1728 
Zuversicht 

120a Herr Gott, Beherrscher Wedding [?] Spring 1729 
aller Dinge 

146 Wir müssen durch Jubilate [?] 8 May 1729 
viel Trubsal 

Table 1 Leipzig Cantata Performances with Obbligato Organ 

3 I have purposely excluded the cantata Höchsterwünschtes Freudenfest, BWV 194 from this list. 
Te date 16 June 1726, given by Alfred dürr for the performance of the abridged version of this 
work with obbligato organ substitutions in two arias, is problematic. Te presence of Johann 
Christian Köpping as Hauptkopist in the parts for this version may link the work with a newly 
prepared score of the Weimar cantata O heilges Geist und Wasserbad, BWV 165 in his hand from 
about Trinity 1724. It is possible that Bach loaned the score of Höchsterwünschtes Freudenfest to 
Köpping around that time for a performance under his direction. See NBA I/31, KB, 126. 

4 “p.” abbreviates post; “6 p. Trinity” signifes that the service occurred six weeks afer Trinity. 
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When Bach arranged concerted movements (or in one case an arrangement 
of the introductory preludio from a partita for solo violin as a concerted 
movement) as sinfonias5 or as choruses,6 he seems to have decided from the 
outset that the organ would substitute for the original solo melody instrument. 
While the same can be said of some of the arias in these cantatas, there are just 
as many cases where the use of obbligato organ seems to have been motivated by 
the second of Adlung’s two motives: the lack of a particular melody instrument 
to play the part conceived for it. In such cases, parts originally written for 
obbligato melody instruments appear to have been reassigned, sometimes at 
the last moment, to the organ. Tese substitutions are indicated by arrows in 
Table 2. 

Aria Scoring with substitution 

“Wie jammern mich doch,” 
BWV 170/3 

A; ob/Fl?àorg r.h.,Vn?à
org l.h.; Str; Bc 

“Gott hat alles wohlgemacht,” 
BWV 35/4 

A; Vcl/Vcl picc?àorg; Bc 

“Wer ein wahrer Christ will heissen,” 
BWV 47/2 

S; Vnàorg; Bc 

“Jesu, beuge doch mein Herze,” 
BWV 47/4 

B; ob, Vnàob; Bc 

“Unerforschlich ist der Weise,” 
BWV 188/4 

A; Vn?àorg, Vcl; Bc 

“Leit, o Gott, durch deine Liebe,” 
BWV 120a/3 

S; Vnàorg?; Str; Bc 

Table 2 Substitution for Obbligato Melody Instruments in Arias from Cantatas with 
Obbligato Organ 

Tat Bach was making such substitutions is nowhere more evident than in the 
cantata Wer sich selbst erhöhet, BWV 47, frst performed on the Seventeenth 
Sunday afer Trinity (13 october 1726). Te obbligato part in movement two, 
the aria “Wer ein wahrer Christ will heissen,” is notated in Cammerton in the 

5 In BWV 35/1, 35/5, 169/1, 49/1, 188/1, 146/1, and 120a/4. 
6 In BWV 169/5 and 146/2. 
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autograph score (SBB Mus. ms. Bach P 109), but with the incomplete title “Aria 
organo è...”.7 In the Violin 1 part (B 8) prepared for the 1726 performance (SBB 
Mus. ms. Bach St 104), the copyist, Schreiber 1, has entered as the heading for 
this movement “Aria tacet.” Both the range (g-d3) and melodic idiom of the 
obbligato part are consistent with violin, and there are double stops in almost 
every measure of the B section of this da capo aria. For later performances of 
the work, Bach wrote out the part for violin as an insert (B 7) into the original 
Violin 1 part.8 Afer entering the movement in P 109, but before designating 
violin as the obbligato instrument, Bach must have made the decision to 
substitute organ in its place. Tis was a sensible choice, as the organ was the 
only other instrument capable of playing the double stops in the B section of 
the aria.9 

Te autograph score of movement four of the same cantata, the aria 
“Jesu, beuge doch mein Herze,” carries the heading “Aria Violino, Hautbois è 
Soprano” in Bach’s hand. In the Violin 1 part, the same copyist, Schreiber 1, 
entered “Aria tacet.” Even though the lower of the two obbligato parts descends 
to g, he assigned it to the oboe 2 (B 6), ostensibly for the 1726 performance. 
Rufus Hallmark attributed this to a copyist’s oversight.10 However, since he had 
written out the oboe 1 part for this movement and given Bach’s title in the 
score, it is hard to explain how the copyist would have made such a mistake. 
For the later performances this movement was cancelled in the oboe 2 part, 
and in the Violin 1 part Bach cancelled the heading “Aria tacet” for movement 
four, replacing it with “Aria sequit sub signo.” A leaf with the part written for 
violin in his hand has been inserted. Te evidence suggests, therefore, that the 
movement was conceived for obbligato oboe and violin, and that sometime 
between Bach’s penning of the autograph score and Schreiber 1’s copying of the 
part, Bach made the decision to substitute a second oboe for violin. 

Given the substitutions in both the second and fourth movements of the 

7 For a facsimile of the opening measures of this movement, see NBA I/23, p. x. 
8 NBA 1/23, KB, 174-77. BWV 47 is known to have been performed at least twice afer its premiere: 

once in the second half of the 1730s, and again circa 1742. 
9 Rufus Hallmark, the editor of the work for the Neue Bach-Ausgabe, has referred to the problem 

posed by the performance materials for movement two as a riddle, but the situation here closely 
parallels that in the aria “Mir ekelt mehr zu leben,” movement fve of the cantata Vergnügte Ruh, 
beliebte Seelenlust, BWV 170, where at the last moment the obbligato part was taken over by 
the organ. Tere, just as in BWV 47/2, the movement carries the title “Aria Organo è …” in the 
autograph score and the part is notated in Cammerton. 

10 NBA I/23, KB, 177. 
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cantata BWV 47, it seems clear that the violinist for whom Bach conceived 
the obbligato parts in the two arias in question was not available for the 1726 
performance. Te doublets for Violin 1 and 2 in St 104 suggest that Bach did not 
lack the ripieno string players required for movements one, three, and fve, but 
it may well have been that none of the ripienists was capable of executing the 
more difcult obbligato parts in movements two and four. While the obbligato 
violin part in movement two is technically demanding, the obbligato violin part 
in movement four is closer in style to the oboe 1 part, which might explain why 
Bach reassigned it to oboe 2 for the 1726 performance. 

Te cantata Geist und Seele wird verwirret, BWV 35 ofers a particularly 
interesting example of substitution: it is the only instance in which obbligato 
organ was substituted for a bass stringed instrument. Movement four, the aria 
“Gott hat alles wohlgemacht,” is scored for alto, obbligato organ, and continuo. 
In the autograph score (SBB: Mus. ms. Bach P 86), someone seems to have 
added, post facto, the word “organ[o]” above the second of three staves . Tis 
is the frst in a series of telling corrections. At the beginning of the continuo 
parts in both the autograph score as well as in B10 of the original set of parts 
(SBB: Mus. ms. Bach St 32), the common time signature C has been written 
over the E-fat originally entered in the key signature. For the frst third of 
the movement, the obbligato organ bass/continuo part in the autograph score 
was entered in E-fat and later corrected. In the same part there are numerous 
corrections of transposition errors of notes originally entered a step too low.11 

Tese all have a simple explanation: Bach originally intended that the obbligato 
melody in the “organo obligato” staf be performed by the right hand and the 
continuo part by the lef. Subsequently, no doubt owing to the low range of the 
obbligato part, he reassigned the melody to the lef hand. Te organist’s lef 
hand was then unavailable to double the continuo part which then had to be 
transposed from E-fat (Chorton) up a tone into Cammerton.12 Te specifcation 
of obbligato instrument afer the fact, and the confusion about the notation of 
the organ and continuo parts, suggests that the obbligato organ adapted a part 
originally for melody instrument, now notated in the bass clef in Cammerton. 
Given the compass of the part and the idiomatic string fguration, it seems clear 
that this instrument was the violoncello or violoncello piccolo.13 

Te aria “Wie jammern mich doch die verkehrten Herzen,” movement 

11 NBA I/20, KB, 174-76. 
12 Ibid., 194-96. 
13 Klaus Hofmann has referred to the part as “Violoncelloartig.” Ibid., 195. 
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three of the cantata Vergnügte Ruh, beliebte Seelenlust, BWV 170, is scored for 
a rather unusual ensemble: “organo obligato à due Clav.,” notated at Chorton 
pitch; “Alto solo”; and a bassetto notated in the treble clef for “Violini è Viola in 
unisono.” In the autograph score (SBB Mus. ms. Bach P 154, see Figure 1), this 
movement presents a sharp contrast to movements one and fve. While both 
these outer movements are full of corrections and messy in appearance, like 
Bach’s composing scores, the central movement is pristine. of the twenty-fve 
corrections, eighteen are in the organ right and lef hand parts, and thirteen 
of these are corrections of Cammerton to Chorton transposition errors: that 
is, of notes originally entered a step too high.14 Te vocal part is relatively free 
of corrections, and there is not a single correction to the musical text in the 
bassetto. 

Te autograph evidence thus suggests that this movement was copied from 
an earlier source (Vorlage): a conclusion further supported by other details, 
including the drawing of the barlines through all four staves in a single stroke 
and the frequent spilling-over of sixteenth and thirty-second notes into 
adjacent measures in the alto and organ parts. In other words, the bassetto part, 
with barlines, seems to have been entered in its entirety in the bottom staf, 
and the other parts flled in aferward. Furthermore, in the autograph score the 
Organo obligato right and lef hand parts are entered above the vocal part: were 
they originally conceived for organ, they would have been located immediately 
above the lowest part.15 

At the beginning of the second system, on the frst page of the movement, 
Bach initially entered a bass clef and key signature at the beginning of the 
bassetto before correcting them. In addition, at the beginning of the second 
and ffh systems on the second page he originally entered bass clefs and 
there are what appear to be the beginnings of bass clefs heading the lowest 
staf in a number of other systems in the movement. Further, there is frequent 
octave transposition of notes originally extending below g, the lowest note of 
the violin, in the bassetto. A particularly striking example is the passage at m. 
31: notes three to six of the original cadential fgure have been transposed up 
two full octaves so as to avoid pitches below g. In the continuo part in the 
Vorlage, the fgure would have extended down to C-sharp. Tese details would 

14 See NBA I/17.2, KB, 110-12. 
15 In this regard, it is telling that in a later score of the cantata copied by Bach’s student Johann 

Friedrich Agricola (SBB Am. B. 34) the obbligato organ right- and lef-hand parts have been 
entered immediately above the continuo part in their more normal placement in the score. NBA 
I/17.2, KB, 98. 

13 6 K E Y B o A R d  P E R S P E C T I V E S  I I I  



   

Figure 1 “Wie jammern mich doch die verkehrten Herzen,” autograph score (P 154) 
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appear to indicate that the continuo part was notated in the bass clef in the 
source from which Bach was copying, and that he was transposing it up an 
octave in the process of copying it.16 Taken as a whole, the sources suggest that 
the Vorlage from which Bach was transcribing was scored for alto solo, two 
melody instruments notated in Cammerton (violin and oboe/traverso?), and 
continuo notated in the bass clef.17 

From the available evidence, it seems that from time to time during the four-
month period from mid-June to mid-october of 1726 Bach found himself, 
arguably on rather short notice, without the services of a violinist or, on at least 
one occasion, a cellist to play obbligato parts in arias written for them. As a 
result he was required to adopt the only expedient readily open to him, that of 
playing the parts himself on the organ.18 

In fact, there is a likely candidate for the missing string player. Beginning 
in 1723 and continuing up to the fall of 1726 when he lef Leipzig, Bach wrote 
a string of testimonials for his student Georg Gottfried Wagner, an alumnus 
of the Tomasschule and humanities student at the University of Leipzig. 
In a report of 14 September 1726 to the town council in Plauen, Bach wrote 
that Wagner “plays a good organ and clavier, is accomplished on the violin, 
violoncello, and other instruments, and sings a bass that is, though not too 
strong, quite mannerly.”19 Tere are three entries in the account books of 
the Leipzig Town Council documenting payments made to Wagner — one 
each for the years 1724, 1725, and 1726 — the last “for services rendered as 
Violinist for the church music.”20 Te rather considerable payments of 12, 10, 

16 Te possibility that he was without the services of an accomplished violoncellist on this occasion, 
as he seems to have been later in the Trinity period, might also explain why Bach transformed 
what was originally a basso into a bassetto part in movement three. 

17 For an extended study on this movement see Gregory Butler, “Te origins of J. S. Bach’s ‘Wie 
jammern mich doch die verkehrten Herzen,’ BWV 170/3,” in Music and Its Questions: Essays in 
Honor of Peter Williams, ed. Tomas donohue (Richmond, VA: organ Historical Society Press, 
2007), 227-36. 

18 We know that Bach was an accomplished string player who ofen played viola in the ensemble so 
the question as to why he could he not have played these violin parts himself instead of going to 
all the trouble of transcribing and transposing the parts naturally poses itself. Te likely answer 
is that while perfectly competent, he did not play at the level required to carry of these virtuosic 
parts to the high standards he set for himself and the performance of his works. 

19 Bach-Dokumente I, 48. New Bach Reader, 127. 
20 “… wegen geleisteter dienste als Violinist bey denen Kirchen Musicen …” See Hans-Joachim 

Schulze, “Johann Sebastian Bach und Georg Gottfried Wagner – Neue dokumente,” in Bach-
Studien 5, ed. Rudolf Eller und Hans-Joachim Schulze (Leipzig: Breitkopf und Härtel, 1975), 151. 
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and 12 Taler respectively, and their dates, suggest that these were payments 
for services stretching over most of a year in each case. It is possible that the 
third and fnal payment on 9 october 1726 was made not long before Wagner’s 
move from Leipzig to Plauen where, afer a successful audition, he took over 
the duties as cantor sometime toward the end of November. Whether or not 
Wagner was indeed the unavailable violinist/violoncellist during the four-
month period from mid-June to mid-october of 1726, the date of the fnal 
payment made to him by the town council coincides with the performance 
of Wer sich selbst erhöhet, BWV 47 on 13 october 1726, the last documented 
Sunday during the Trinity period that year when Bach composed or parodied 
arias with demanding solo violin parts which were adapted for obbligato organ. 
Whatever the case, it is clear that during this period Bach was no longer able 
to count on the services of accomplished string players week afer week, as he 
seems to have done previously. 

Tere are four aria movements with obbligato organ in the cantatas Gott 
soll allein mein Herze haben, BWV 169 and Ich geh und suche mit Verlangen, 
BWV 49, both from 1726. Tere is no evidence suggesting that the organ in 
these movements was substituting for an obbligato melody instrument. Indeed, 
these movements perhaps signal a shif in the role of the organ, from expedient 
assistant flling in for absent instrumentalists to a soloist in its own right. 
Te aria with chorale “dich hab’ ich je und je geliebet / Wie bin ich doch so 
herzlich froh,” movement six of BWV 49, is most illustrative of this shif, for 
the treatment of obbligato organ in this movement parallels precisely that in 
the aria “Mir ekelt mehr zu leben,” BWV 170/5 composed about three months 
earlier. Both movements are scored for instrumental forces including obbligato 
organ, oboe d’amore, strings, and continuo. In both cases the obbligato organ 
part is fashioned largely by a process of diminution as a gloss on the doubled 
oboe d’amore and Violin 1 parts, as long as that voice is stating the melody. 
When it is either silent or merely accompanying, the obbligato organ treble 
part punctuates the instrumental fabric with ornamental fgures. In both 
movements the diminutions in the obbligato organ treble part frequently spill 
over barlines into subsequent measures: from which it is clear that these parts 
were entered by Bach afer the movement as a whole had been written down. In 
the latter case, though, the obbligato organ part is correctly notated at Chorton 
rather than Cammerton pitch. 

In entering BWV 170/5 into P 154 Bach began by allotting separate staves to 
Violin 1 and oboe d’amore, and started writing those parts in in Cammerton. 
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Fairly soon, he must have made the decision to include obbligato organ as a 
doubling treble instrument with obbligato interjections and so he continued 
entering the part in Cammerton through to the end, and added the directive 
“organo” over the uppermost staf. However, in the case of BWV 49/6, perhaps 
based on his experience with the earlier movement, Bach entered the obbligato 
organ part in Chorton throughout. It seems clear that Bach had at his disposal an 
accomplished player of the violoncello piccolo for the performance of BWV 49: 
particularly demanding is the obbligato part for that instrument in movement 
four, the soprano aria “Ich bin herrlich, ich bin schön.” Interestingly, this is 
the last documented new composition from Bach’s pen calling for violoncello 
piccolo, and it is tempting to imagine that the movement was written especially 
for Wagner just before his departure from Leipzig. 

All three of the later cantatas with obbligato organ composed between 
1726 and 1729 include arrangements of preexistent instrumental movements 
featuring solo violin parts. Movements one and two of Wir müssen durch viel 
Trubsal, BWV 146 (the opening “Sinfonia” and the choral movement “Wir 
müssen durch viel Trubsal”) and movement one of Ich habe meine Zuversicht, 
BWV 188 (the opening “Sinfonia”) have their origins in concerted movements 
which Bach later assembled as the d-minor harpsichord concerto BWV 1052. 
Te Sinfonia which opens the second part of Herr Gott, Beherrscher aller Dinge 
BWV 120a is an arrangement of the Preludio, BWV 1006/1 for obbligato organ, 
transposed down a tone into d major and given an accompaniment of ripieno 
strings and continuo.21 

of these three works, only the wedding cantata Herr Gott, Beherrscher aller 
Dinge, BWV 120a can be dated with any degree of certainty. Given the presence 
of the early form of Johann Ludwig Krebs’s hand in one of the continuo 
parts,22 the cantata seems to have been composed in 1729, most likely in the 
spring.23 Te work survives in an incomplete state: the autograph comprises 

21 Tis arrangement in turn served as the Vorlage for the opening movement of the later Ratswahl 
cantata BWV 29. Te fragment preserving the conclusion of BWV 120a/4 clearly represents the 
frst arrangement of BWV 1006/1 for the organ treble part is in Reinschrif (a more painstakingly 
notated, more calligraphic, upright hand which is neat in appearance and has almost no corrected 
readings) while the ripieno strings and organ bass/Continuo part are in Konzeptschrif (a hastily 
notated, less calligraphic, slanted hand which is messy in appearance and has many corrected 
readings). 

22 See NBA IX,3: Yoshitake Kobayashi and Kirsten Beißwenger, Die Kopisten Johann Sebastian 
Bachs: Katalog und Dokumentation (Bärenreiter: Kassel, 2007), 126-28. 

23 Te performance of the cantata Ich bin ein Pilgrim auf der Welt, BWV deest/A 58, of which a 
fragment appears in the autograph score of BWV 120a (SBB Mus. ms. Bach P 670), was projected 
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the conclusion of movement four (mm. 128-38) and movements fve to eight 
(SSB Mus. ms. Bach P 670), and the rest of the work is accounted for only by 
an incomplete set of vocal parts including Trumpet 2, Viola, Soprano, Alto, 
Tenor, Bass, Continuo (two untransposed and one transposed; SSB: Mus. ms. 
Bach St 43). only the Viola, Soprano, and Continuo parts survive for the aria 
“Leit, o Gott, durch deine Liebe,” BWV 120a/3, a parody of the aria “Heil und 
Segen” from the Ratswahl cantata Gott, man lobet dich in der Stille, BWV 120. 
(Te latter work was performed before BWV 120a, possibly in August 1728.) 
“Heil und Segen” survives in a clean fair copy, so it in turn must refer to a 
Vorlage. Tis source cannot be the earlier version of this movement arranged as 
a trio sonata movement for violin and cembalo obbligato, BWV 1019a. With its 
long twelve-measure ritornello for obbligato violin and motto solo entry in the 
cembalo treble part, BWV 1019a has all the formal earmarks of an aria.24 Like 
BWV 120a/3, the later parody BWV 120b/4 would also have been transcribed 
from BWV 120/4, although in the absence of both the score and parts we 
cannot know for sure. 

It is clear from the surviving parts that the scoring of BWV 120a/3 included 
ripieno strings, soprano, and continuo but there is no indication as to what 
instrument played the original “Violino concertino” part from BWV 120/4. 
Because both in BWV 120/4 and BWV 1019a (and presumably in the Vorlage as 
well) the part is scored for violin, the editor of BWV 120a for the NBA, Frederick 
Hudson has retained that scoring in his edition of the movement. However, 
given that the original solo violin part in BWV 1006/1, the Vorlage for BWV 
120a/4, has been adapted for obbligato organ, it seems more than likely that the 
original solo violin part from the Urform of BWV 120a/3 would similarly have 
been adapted for obbligato organ. Since the “Violino concertino” part extends 
up only to d3, a note that was within the compass of the organ in its normal 
Chorton transposition, there was no need to resort to the usual transposition of 
the movement down a tone. Tus while it would seem that, in this cantata, Bach 
seems to have adapted the movements originally for solo violin for the organ not 
as a last-minute stopgap measure but as part of a deliberate strategy of adaptation, 
without the autograph score of BWV 120a/3 we cannot be sure. 

for a performance on 18 April 1729. Te latest date for Krebs’s hand in performance materials for 
a Bach cantata is 6 June 1729. 

24 Friedrich Smend has argued that the sonata movement in turn represents an adaptation of a 
lost aria from the Cöthen period which would have served as the Vorlage for BWV 120/4. See 
Friedrich Smend, Bach in Köthen (Berlin: Christlicher Zeitschrifenverlag, 1951), trans. John 
Page, ed. and rev. Stephen daw (St. Louis: Concordia, 1985), 87. 
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In the case of the cantata Ich habe meine Zuversicht, BWV 188, though, 
the sources ofer clear evidence for the substitution of obbligato organ in a 
parody of a movement originally scored for solo violin. Movement four, the 
aria “Unerforschlich ist der Weise,” is laid out in systems of four staves for 
alto, violoncello, obbligato organ treble and bass/continuo parts respectively. 
Tere is no time signature in the alto, C in the violoncello, and alla breve in 
the obbligato organ treble and bass/continuo parts. Bach entered the title “Aria 
l’organo solo è Alto” in the empty portion of the last system of movement 
three and the specifcation “Violoncello” between the top two staves of the frst 
system.25 At the beginning of the frst system, the original brace for the top three 
staves has been extended. At the beginning of the frst staf a treble clef and key 
signature of one sharp in the vocal part have been erased and replaced by an 
alto clef. At the beginning of the second staf, meanwhile, an original alto clef 
and key signature of one sharp have been erased, and the bass clef and sharp 
on the second line entered for the violoncello. At the beginning of third staf, 
the original bass clef (which at frst was integrated into the beginning of a brace 
which was never completed) and the sharp entered on the second line have 
been partially erased, and treble clef and a fat on the third line subsequently 
entered. Tus Bach seems originally to have imagined a movement in E minor 
and common time, scored for obbligato treble melody instrument, alto, and 
basso continuo. Both the idiomatic writing and the range of the obbligato part 
in the Vorlage as originally notated in Cammerton (g-d#3) clearly point to the 
violin as the original melody instrument.26 

Tere are very few corrections in the obbligato organ treble part, but one 
in particular is informative regarding the process of substitution. For the last 
beat of measure 35 Bach originally entered a2 – b2 - c-sharp3 before altering it to 
read a2 – c3 – b2. Te reason for the correction is clear. Te original c-sharp3 in 
the Vorlage was not playable on the Leipzig organs, which extended up only to 
c3. Bach only realized this afer entering it and was forced to revise the passage 
to adapt it to the new obbligato melody instrument. Furthermore, it seems 
that Bach frst entered the obbligato organ treble and bass parts drawing the 
barlines through all four staves, afer which he entered the alto part. Finally he 
duplicated the violoncello part almost literally in the remaining staf, copying it 

25 NBA I/25, KB, 205. 
26 Perhaps Bach was thinking of BWV 188/3 when in december 1734 he came to compose the 

ritornello of the aria “Schließe, mein Herze, die selig Wunder,” BWV 248/31, from the Christmas 
oratorio, as the incipits of their ritornellos are virtually identical. It is perhaps signifcant in this 
regard that BWV 248/31 is scored for “Violino solo,” alto, and basso continuo. 
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not from the original Cammerton basso continuo part in the Vorlage but rather 
from the Chorton obbligato organ bass part. Tis would explain the numerous 
Chorton to Cammerton transposition errors in the part. 

Since neither the autograph score nor the parts for the cantata Wir müssen 
durch viel Trübsal, BWV 146 have survived, and a concordance for the text has 
yet to be found, the date of composition cannot be established with any degree 
of certainty.27 Both movements one and two, the “Sinfonia” and chorus “Wir 
müssen durch viel Trübsal,” scored for obbligato organ, and movements one 
and two of the d minor harpsichord concerto BWV 1052, refer to a common 
Vorlage, ostensibly scored for solo violin, strings, and continuo.28 Te obbligato 
part in movement three, the aria “Ich will nach dem Himmel zu,” is scored 
for organ, but here again the range of the part (g-d3) and its idiomatic writing 
suggest an original part for violin. For this reason, the editor of the work for 
the NBA, Reinmar Emans, wondered whether in the movement might not 
have been scored for solo violin rather than obbligato organ in the autograph 
score.29 Te fact that both movements one and two are arrangements of earlier 
concerted movements featuring solo violin suggests that BWV 146/3 may 
represent a parody of an earlier version of the aria scored for solo violin, thus 
paralleling the situation in BWV 188. However, in the absence of the original 
performing materials this hypothesis must remain in the realm of conjecture. 

By the time the last two of these three cantatas were written, Wagner had 
been replaced by another even more accomplished violinist, Georg Heinrich 
Ludwig Schwanenberger. Schwanenberger was Cammermusicus at the 
Braunschweig court, and had arrived in Leipzig to study with Bach sometime 

27 Given that the work must have been composed in the Leipzig years and that the cantatas for 
Jubilate from the frst and second yearly cycles are extant, dürr has given the earliest date of 
composition as 12 May 1726, but he has allowed that the work may have had its frst performance 
in 1728 or slightly later. Since Jubilate normally falls sometime between the middle of April 
and the middle of May, precisely the period in 1729 during which BWV 120a is known to have 
been performed, and since both works involve the adaptation for obbligato organ of extremely 
demanding solo violin parts, I would argue that BWV 146 was frst performed on Jubilate 
Sunday 1729 (8 May). 

28 Since the range of the original melody part extended up to a3, far above the violin’s normal upper 
limit of d/e3, the adaptation of movement one for obbligato organ was not simply a matter of 
transposing the obbligato violin part and basso continuo parts down a tone as Bach normally 
did. Instead he resorted to the expedient of transposing the organ obbligato part down an octave 
to be played at 4-foot pitch. In movement two, Bach has applied the process of choral Einbau — 
the insertion of a chorus into an originally-instrumental work — rather ingeniously to a slow 
concerted movement. 

29 See NBA 1/11.2, KB, 85-86. 
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between early September and early November of 1727.30 He was close to Bach 
and to the Bach family, having acted as Bach’s Braunschweig agent for the sale 
of Partitas 2 and 3 before his arrival in Leipzig, and godfather to Bach’s daughter 
Regina Johanna in october of 1728.31 As such, he would almost certainly have 
served as concertist in Bach’s cantata performances during his time in Leipzig. 

And so it seems that, although the evidence is maddeningly incomplete for 
this later period, Bach continued to be dogged by the sporadic unavailability 
of a capable concertist at least through mid-1729. Bach described this state of 
afairs in his “Short but most necessary draf of a well-regulated church music,” 
or Entwurf, of 1730 where, of the eleven Instrumentisten he lists as lacking, 
eight are string players — four violinists, two violists, and one each of cello and 
violone. He went on to comment: 

Te lack [Mangel] that shows itself here has had to be supplied hitherto partly 
by the studiosi [i.e., students at the university] but mostly by the alumni [of St. 
Tomas School]. Now, the studiosi have shown themselves willing to do this in 
the hope that one or the other would in time receive some kind of [fnancial] 
reward and perhaps be favored with a stipendium or honorarium (as was indeed 
formerly the custom). But since this has not occurred, but on the contrary, the 
few slight benefcia formerly devoted to the chorus musicus have been successively 
withdrawn; the willingness of the studiosi, too, has disappeared, for who will do 
work or perform services for nothing? Be it furthermore remembered that, since 
the second violin usually, and the viola, violoncello, and violone always (in the 
absence of more capable subjects) have had to be played by students, it is easy 
to estimate how much the vocal chorus has been deprived of in consequence.32 

Further, he noted that because instrumentalists are pressed into service to 
sing in the choirs on feast days “the defciency of indispensable players will show 
even more clearly, particularly since I must give up to the other choir all those 
students who play one instrument or another and must get along altogether 
without their help.”33 As I have demonstrated, from mid-1726 Bach could no 
longer count on student string players to perform obbligato parts in his cantatas 
on a regular basis. If the benefcia for student musicians performing at the two 
principal churches had been progressively withdrawn, where did these students 
turn for remuneration for their services? A likely source was the Neukirche. 

30 Bach-Dokumente II, 169, 178-79. 
31 Ibid., 183. 
32 New Bach Reader, 148-49. 
33 Ibid., 149. 
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In 1721, a year before his death, Bach’s predecessor Johann Kuhnau had 
advised the Leipzig Town Council that having the cantor take over the music 
of the Neukirche was not only practical but would be highly benefcial for the 
musical life of Leipzig. His petition was refused, and by the time Bach arrived 
two years later the musical autonomy of the Neukirche was a fait accompli, at 
least concerning the performance of concerted music. From May 1725 began 
the honoraria (die Ergötzlichkeiten) for the Scheinhardtschen Musiker,34 fve 
musicians — Johann Adam Schubert (Prefekt), Gotttlieb Ehrenfried Wagner, 
Johann Conrad Werner, Christian Schmidt, Johann Georg Netzkittel — whom 
the Neukirche provided with a stipend of four Talers each per annum. From 
3 July 1726, afer a second petition made by the group, this became a standing 
yearly expense. 35 From that date, the group was established along with the 
Kunstgeiger and Stadtpfeifer as one of three music institutions supported 
fnancially by the city of Leipzig. It would thus have been able to ofer honoraria 
to string players from time to time, when additional musical forces were 
required for special performances such as those on feast days and Sundays 
during fair time. From the time the Scheinhardtschen Musiker began to be paid 
a regular salary in the summer of 1726, confict with the Tomaskantor became 
inevitable. Student string players ceased to ofer their services gratis, so that 
the Tomaskantor was no longer able to count on their participation, and the 
concerted music in the two principal churches sufered as a result. 

Te date of the frst cantata performance in which Bach was forced to 
substitute organ for a missing obbligato melody instrument, 28 July 1726, falls 
not long afer the petition of the Scheinhardtschen Musiker was granted, and it 
is surely signifcant that of the fve cantatas with obbligato organ from Trinity 
1726, two — Wer sich selbst erhöhet, BWV 47 (13 october) and Gott soll allein 
mein Herze haben, BWV169 (20 october) — were performed on successive 
Sundays during the Michaelmas fair. Tese were just the occasions on which the 

34 Te Scheinhardtschen Musiker constituted a “Blasorchester” which formed the core of the 
Neukirche instrumentalists. (Scheinhardt must have been a brass player himself because he 
became Turmer at the Neukirche and it is reported that at 11 o’clock on Christmas Eve, 1703 he 
played “Allein Gott in der Höh’ sei Ehr’ ” from the tower of the Neukirche on the “Zugtrompete.”) 
We know that two paid violinists were engaged in 1744, but this must have been happening 
earlier. Certainly Scheinhardt would have needed the participation of at least half a dozen string 
players to fll out the orchestra. Arnold Schering, Musikgeschichte Leipzigs, vol. 2, von 1650 bis 
1723(Leipzig: Kistner and Siegel, 1926), 158-59. 

35 For a transcription of this petition, see Andreas Glöckner, Die Musikpfege an der Leipziger 
Neukirche zur Zeit Johann Sebastian Bachs. Beiträge zur Bach-Forschung 8 (Leipzig: Nationale 
Forschungs- und Gedenkstätten Johann Sebastian Bach, 1990), 152. 
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Neukirche mounted performances of concerted music and would have needed 
to augment its ranks by hiring string players who, like Wagner, would normally 
have played for Bach. Hans-Joachim Schulze assumed that the payments made 
to Wagner by the Leipzig Town Council were for performances under Bach’s 
direction. Given the evidence examined here, it seems more likely that those for 
the second half of 1726 were instead for the performance of concerted music at 
the Neukirche, by Balthasar Schott’s Collegium musicum. 

Many of the university students who volunteered their services in performances 
of Bach’s cantatas doubled as both vocalists and instrumentalists. In his testimonial 
of 20 March 1729 for Christoph Gottlob Wecker, Bach remarked that “he has 
a good command of various instruments and no less can well aford to make 
himself heard vocaliter.”36 Wagner was triply useful as a violinist and violoncellist 
as well as a competent bass vocalist. As such, studiosi like Wecker and Wagner 
would no doubt have been called on at times to perform as concertists in arias, 
as ripienists and even singers in choruses and chorales, and — depending on 
their vocal abilities — possibly even as soloists within arias. When they were not 
available to Bach, the equilibrium of his performing forces was compromised. 
Te limited means at his disposal were even more stretched on feast days, when 
a lack of singers meant that students who would normally have been playing one 
instrument or another were required to sing in the chorus. 

From the evidence presented here, it is clear that on many occasions Bach’s 
performing forces were adequate if not ideal. His situation, though, may 
always have been somewhat precarious, and the absence of concertists during 
the Trinity period of 1726 seems to have strained it to the breaking point. It 
would be simplistic to suggest that the unavailability of concertists was the 
only, or even the chief, cause for Bach’s turning to the organ as a concertising 
instrument in the cantatas discussed above.37 Nor can these limited forces be 
blamed entirely for Bach’s frustration at not having his music performed as he 
had conceived it. Nonetheless, the Mangel referred to by Bach in the Entwurf 
must surely go to the very heart of his grievance. 

36 New Bach Reader, 132. 
37 In April, 2010 at the Fourth Biennial Meeting of the Society for Eighteenth Century Music in 

Brooklyn Heights, in a paper entitled “‘Ein Musikdirector hat an einem Instrumente Mangel’”: 
obbligato organ in the Bach Cantatas,” Evan Cortens refers to my study, and suggests that there 
is a deeper signifcance behind Bach’s use of the organ as an obbligato instrument in his cantatas. 
I would like to thank him for providing me with a copy of his paper, which is forthcoming in the 
conference report from Steglein Press. 
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