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INTRODUCTION
1. The Dissertation

It is the purpose of this dissertation tbApresent an
~analysis of Krebs' organ, clavier, and chamber music and to
gain a broad understanding of him as an eighteenth century
composer, The writer also endeavors to prove that Krebs?!
organ works are not superior to his other works (as a.few
writexrs remark);but that his clavier ahd chamber musle containg
much that is substantial and éignificant.l

Haens Loeffler, the only musicologist, to the writer's
knowledge, who haé written'in detail about Krebs' life, says
that Krebs' music ought to come to light and never be for-
gotten; that "it can stand next tobthe music of the greatest

ne

master: Bache Another'important and sincere judgment of

Krebs' music'may be fbund in Forkel's Musikalischer Almanach

fur Deutschland of 1783 where his published works are listed

and he 1s described as a worthy pupil of Johann Sebastian
Bach and a great:organist. The Almanac states that it is
perhaps not disagreeable to the mﬁsic lover to have a list of

Krebs' works, especially since(in Forkel's time) they have

1l. Krebs also wrote varlous choral works.

2. "Johann Ludwig Krebs," in Bach Jahrbuch, 1930, p.128.
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been réplaced almost completely by a quahtity of new works.1

( This situation was one result of eighteenth century Enlights
enment ideas, thatiled many musicians to abandon the past
completely.)2 The-Almanac goes on to say that Krebs' com=

positions belong among the basic and best of his time; "their

remembrance therefore certainly deserves to be retained."3

The discussion of the organ music in this dissertation

i1s rather brief for two reasons:

1) Krebs' organ music is fairly well known; the bulk
of it is available in Carl Geissler 8 Gesammt Ausgabe

(1848).

2) An analysis of the organ music (including the
"Claviertibung," Pt. I, for organ or clavier) and cone
clusions drawn therefrom have been made by two musicolos
gists: G. Frotscher, Geschichte des Orgelspiels und der
Orgelkomposition, V.2, pp. 1071=T7T; and R. Sietz, 'Die
Orgelkompositionen des Schilerkreises um Johann Sebastian
Bach," in Bach Jahrbuch, 1935, pp.49-61,

The present writer has endeavored to avold repeating what
they present and has approached the subject differently in
several respects. |

FProtscher and Sletz analyze in detail Krebs' toccatae
type compositions, particularly their formal elemeﬁts. Both

writers show the similarity between them and earlier compo-

1. Ps 145,

2. It 1s very interesting to note that, according to Lang
(Music in Western Civilization, pe. 575), the great German
musicologist Kretzschmar, has reported that four years
after Bach's passing his music and that of his contempor-
aries disappeared from those churches and other places
where one would assume they would continue to be performed
and regarded as a valuable heritage. _

3. Almanach, p.l45.
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sitions byxother dompoSers, including Sebastian  Bach. For
kinstance, Sietz points out that Krebs uses the Buxtehude
rhapsodic«fahtasy}type, while in othér.toccatasfthere are
contrasting sections analagous to Vivaldi's éonéerto .tutti
and - 8010 sections. Thé present writer has made her dis=
cussion 6f this type of composition fairly brief, and has
emphaslized stylistic elements above formal elements.

Frotscher and Sietz:discués Krebs? organ fugues; the »
presentjwriter does'nbt,l  Sietz shows how skillfully Krebs
Spins>out-meiodic and rhythmic figures and uses the devices
of imitation and syncopation.  He disousses the strong influence
of the monodic style iﬁ the fugues. Frotscher poihts.-out
that Krebs' ﬁseé the’toc@atég_and concert=type fugues,=- two
types which veer away from COntrapuntal texture,

Both Frotscher and Sletz mentioﬁ tfaditional character=-
istics in the chorale preludés, such as the use of countere
point, and a hiéhly esteemed chorale tune. They also explain
Krebs' leaning towards a homophonic style in other preludes

where, for &xample; the soprano cantus firmus is enlivened

by a very ornate middle volice and the bass becomes lifeless,
merely supplyling the foundation notes of the harmony. The
present writer‘s discussion of the chorale preludes includes
the following aspects not found in Sietz' or Frotscher's

analyses:

1l. FPugues in Krebs' clavier and chamber music are dlscussed,
though, and are very similar in form and style to the
organ fugues.



XH
- 1) An 1ntroductory summary of the chorale prelude
-after Bach. ‘

2)?An:anglyéls&andfoampérison of several chorale
preludes with the same titles by Krebs and Bach.

'3) A thorough explanation of the "song-like" preludes
(i.e., those written in a purely monodic style).

’ 4) A comparison of Krebs preludes with those by
other Bach pupils. ’ _

Othervparts of the‘present writer's discussion include
two_features no£~found in the discussions of Sietz or Frotscher:
bl) An explanation Showing in what respects C. Geissler's
collected edition: of "Krebs' orgah works is not accurate
T or complete¢
2) A presentation of two ideas which will be helpful
in determining the authorship of organ compositions belleved
. to. be by Sebastian Bach or one of his pupils.
In comparing Krebs' compositions with those of his
comtemporaries the writer sought particularly for music
written by other puoils of Sebastian Bach.l It is of major
1nterest and significance to see the dlrection which Krebs'
artistic development took in comparison with those of others
who studiéd under so great a teacher, However, the small

number of compositions by Béch pupils available to the writer

had to be supplemented with music by other eighteenth

liSietz-says-that Bach trained 81 musicians, 57% of whom
were professional organiste and &almost 25% -composers for
the organ{'"Die Orgelkompositionen des Schiilerkreises um
Johann Sebastian Bach, " in Bach Jahrbuch, 1935, p.34).
The present writer's research resulted in a list of 38
puplls. It camot be ascertained whether Bach taught
composition to all of them, but it is certain that about
two thirds of these men composed for organ and/or other
instruments,




century composers.

The terms baroque and gallant, as used in this
dissertation, should be exﬁlained. The term baroque signi=
fles an expression of seriousness; fervency, sincerity,
dignity, and often ecstasy and tension. Chromatic or
coloraturea lines, or lines centaining wide melodic skips,
may be the vehicles for intense feeling. Earoque texture
shows a predominant interest‘in rhythmic figurations spun
out and based on one main thematic idea. The texture may be
that of an accompanied melbdy(a bass line and improvised
hermony supporting the melody) or it may be strictly poly=
phonic, Cbntrast,plays ah important role in barogque music.
In the baroque concérto form the thematic material and timbre
of the alternating solo and tutti sections contrast with each
other. The French overture form contrasts the pompous and
dignified first and third sections with a polyphonic middle
section of a quicker tem?o. The'free form of the toccata-

- type composition may embody any combination of recitative-
like, virtuoso, polyphonic, and chordal sections. Typilcally
baroque forms,.other than those mentioned above, are the

suite, the fugue, and the organ chorales

The term gallant denotes an expression of lightehearted-

1. When a composer 1is mentioned for the first time in a
chapter, his dates are given (in the text) and there
is a biographical footnote concerning him. When he
is mentioned for the first time in a chapter and a
biographical footnote has already been given. for him
in a previous chapter, the number of that previous
footnote is indicated but his dates are given again
(in the text.)

A
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neés,'elegance, and graciousness. Melody is often highly
ornamented. Other gallant characterist1083are: a semi«
"polyphonic texture or a transpérent, homophonic texture with
much parallel movement in thirds_aﬁd sikﬁhs, periodicity;
diatonic harmbny, many ncnesﬁructural cadences, gallant

keyboard idioms, and uncomplicated rhythm.

2. The Life of Krebs
The Saxon-Thuringian musical -culture of the seventeenth
and eighteenth centuries gaﬁe Germany many masters, including
Heinrich Schﬂtz, Johamn Schein, Samuel Scheidt, George |
Philipp Telemann, Sebastlan,Bach; G.F.Handel, Johann-Adolf
Hasse, and G. P. Emanual Bach.' To this group we may add
the name of Johann Ludwig Krebs who was born in Thuringia,
at Buttelstddt near Weimar on October 10, 1713.% _He was
the eldest of three sons of thann Tdbias Krebs and Magdalena
Susanna Falcke,'a élergyman's daughtér.aj théhn Tobias, born

in 1690, was a cantor and organist. It is said that as a

1. Gerber (Lexicon, Pt.l, p.756) gives this as the birth
date, However, Eitner (QuellensLexikon, V.5, pe434)
says that according to Vollhardt's Cantoren in Sachsen
Krebs was born on February 10th. This date, says Spitta
(Allgemeine deutsche Biogravhie, v.1l7, p.96) is supposeds=

ly according to the KlrchenbucheIEuttelstad{ﬂ . Dictions

aries by Riemann, Grove, and Moser (1955) decide on the
October date. The specialist on Krebs' 1life, Hans
Loeffler, writing in 1930, states that Krebs was bap-
tized on October 1l2th,and therefore his birth date cannot
have been February 10th but only October 10th{" Johann
Ludwig Krebs," in Bach Janrbuch, paloo);

2, Musik in Geschichte und Gegenwart, ed. by F. Blume,
Lfgs 68"‘69, pc17279- |
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young man he walked from Buttelstiadt to Weimar, a distance
oféé miles, to receive music lessons from Johann Gottfried
Walther, municipal organist and court musician there, and
from Sebastian Bach, court organisp and cnamber musician,
and from 1714-17 Concertmaatef, at Weimar.

Johann Ludwig was taught music by his father until
he was 13 years old (1726) at which time he was sent to St.
Thomas’ School in Leipzig to study with the*great.maéter;fSebaSe
tian;Baeh.,aThere he''was'. admitted bynBaéh as a special pupill
and remained under his éxpert guidance for nine years.l
Being a bright boy and desiring to complete his general
education,z.he then attended the Unlversity of Lelpzig.
His stay there was short, two years (1735=37); an academilc
career was not hisvintention ags it was that of his two younger
brothers. Ludwig's first position was won in 1737 when he
wag appointed organist of the main church at Ste Mary's in
Zwickau. We see that ﬁo one knew better than Bach that
Krebs was "cut out'" to be a musician. This is the recommende
ation Bach gave him at the completion of his studles at St
Thomas. §

"The bearer of this, Herr Johann Ludwig Krebs, has
asked me, the undersigned, to assist him with a testie

monial as to his performances on our foundation. As I,
have no reason to refuse him, and can say this much,

1. Asvfar as 1s known, Krebs did not study with anyone else
but Bach,

2, Spitta, "Johann Ludwig Krebs," Allgemeine deutsche Bios
raphie, v.17, p.96.
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that I am persuaded that I have brought him to be a
musician who has distinguished himself among us, in so
far as that he is skilled on the clavier, violin, and
lute, and not less in composition, so that he need not
be ashamed to be heard, as will be found by experience.
I therefore wish him God's help to gain him advancement,
and give him to this end, my best recommendation.

Leipzig, | Johann Sebastian Bach
- August 24, 1735 Concertmaster and Director
of Music"l

It is easy to agree with a later organist of ét; Marys'
"chufch who, . about 1848;’after‘reading this recommendation
in Bach's own handwriting in the‘Zwickau archives,‘said,
eccording to Carl Geissler,2 that no teacher ceuld speak
more highly of his pupil.' |

When mentioning Krebs, writers agree thaﬁ, oupside of
his immediate familyﬁ(including his sonain~1aw, J«C.Altnikol),

there was no one closer to Bach than Krebs. While a student

l. Spitta, J. S. Bach, Engl. ed., V.3, pPpP».241=242. Accord=
ing to Spitta this letter is in the archives of Zwickau
and was first made publicly known by Dr., Herzog in the
Zwickau weekly newspaper of March 26, 1875. - The original
German reads: "Da Vorzeiger dieses’ Herr Johann Ludwig
Krebs mich Endesbenannten ersuchet, Ihme mit einem Attestat
wegen seiner Auffiihriung auf unserm Alumneo zu assistiren.
Als habe Ihme soches nicht verwelgern, sondern so viel
melden wollen, dass ich persuadiret sey, aus Ihme ein .
- solches Subjectum gezogen zu haben, so besonders in
Musicis sich bey uns distinguiret, indem Er auf dem
Clavier, Violine und Laute, wle nicht waniger in der
Composition sich also habilitiret, dass er sich héren zu
lassen keine Schelu haben darf; Wie denn dessfalls die
Erfahrung ein Mehreres zu Tage legen wird. Ich willnsche
- Ihme demnach zu seinem Avancement goéttlichen Beystand,
und recommendire denselben hiermit nochmahligst bestens.
Leipzig, den 24, August 1735. Johann Sebastian Bach
: Capellmeister und Director Musicae.
(Spitta, J. S. Bach, Germ. ed., v.e, p.722.) . A

2, Gesammt, Ausgabe der Tonstiicke fir die Orgel, (Krebs),
C. Gelssler, ed.,[rorewaﬁ] ‘
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at St. Thomas' Bach appointed him clavier player and
assistant director for the weekly meetings of the-"Collegium
Musicum." Krebs was also Bach's understudy at the caurch
services”and acted as director-when there was & need. Bach
himself said "In meinem B.ach habe ich nur einen Kreb s
gefangen, "1s2 | | |

As méntidned previously Krebs' first position was at
Zwickau where he went in April, 1737 as brganist. A few
months after he was there, Linke; the organist at Schneeberg,
‘wrote to a friend that Krebs was an excellent organ and clavier
player; "...what this man does better than others as an organ-
ist is sémething remarkable, and he 1is the creation of Bach."3 -

However, as early as about 1733 he was well known in mid-

Germany as an organist.” During his stay at Zwickau he

'1. The source for this widely-quoted pun is Reichardt's .
Mugikalischer Almanach, 1796 (David & Mendel, eds., The
Bach Reader, ps332, fn.34).

2. According to an article, "The Riddle of the Bach Goblet,"
in Hinrichsen's Musical Year Book (Music Book, VII,1952)
Krebs and his brother, Johann Tobias (who was also a
student at St. Thomas'), presented their teacher with a
glass goblet probably at the time of Johann Ludwig's
graduation from St. Thomasd. Discovered in 1935 in Wiese
baden it is monogrammed (JSB) and inscribed with Bach's
name several times. It has been established that it is
over 200 years old, of Saxon origin, and that the inscrip<
tione are genuine. The riddle, clever, and humorous, 1s
a poem of musical notes and words. Undoubtedly, Krebs
(and his brother) had deep respect for and appreciation
of Bach.

3, Spitta, J.S5.Bach, Engl. ed., v.3, p.242 (Voigt, Gesprach
von der Musik, 103). -

4, Spitta, Allgemeine deutsche Blographie, v.1l7, p.97.
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married Johanna Sophie Nackin,® They had one daughter2

and
two sons, Johann Gottffied and Ehrenfried Christian Traugott,
both of whom were musicians and composers,

In 1744 Krebs accepted the position of court organist
at Zeitz. It was while he was here that he traveled to
Dresden (1753) and made an appearance at the court as a
clavier player, presenting a'gewly composed work, a Duo
for two pianos.3 Ohe writer states that his Dresden per=
formance created much admiration for him and also aroused
the envy of almost all the.musicians in Dresden.4

We have noted Krebs'.ability as a keyboard artist and
~ .conductor, and we shall see him as a‘composer later on.

Bach had high praise for him in these fields. But we should
also mentién that he was a successful teacher. For example,
he taught clavier and composition with admirable results to

the wife of Johann Ghristéph Gottsdhed, the German poet, who

was & friend of Krebs.? In the line of teaching, as in

1, Loeffler, "Johann Ludwig Krebs," in Bach Jahrbuch, 1930,
p.105. .

2. Loeffler, Ibid., p.106.

3. This is the only record found of any travels. Coﬁcerning
the Duo, see the Thematic Catalog.

4, Geissler, Gesammt Ausgabe, [ForeworéL

5. According to Spitta (J.S.Bach, Engl. el., Va3, p.241)
Bach recommended him for thie work. Spitta (3,250) is
the only writer who says that Krebs taught composition to
Gottsched's wife. He gives no source for his statement.
Nothing relative to this point is contained in Krebs'
poem attached to his Preludes (First Collection) dedicated
to Gotteched's wife. In these verses only her ability as
a player is mentioned.
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other ways, Krebs followed in the footsteps of Bach. Even
while he was a student at Leipzig he already proved himself
to be a competent music teacher.1

In 1756 he took the position of court organist at
Altenburg where he remained,until his passing on January 2,
1780. In the second half of this century Krebs was not only
known in Germeny but outside Germany to’the farthest borders,
8o to speak, as an unsurpassed mester of the ergan. Charles
Burney writes in ebout 1775; "M. Krebs-of Altenburg, scholar
of Sebastian Bach, has been very ‘much admired for his full
and masterly mamer of playing the orban..."2

Krebs' own introductions to his publlshed Collections
»(discussed on pps 39=42) give us some insight into his
charactef. Realizing ihat he was not es great a composer as
his teagher, he knew, neverthelese, that one must not bury
his talent,.but use'andudeVelop.wheteverxabilities one has;3
From the information contained in these~intfeductory remarks
we can fairly conclude that Krebs was a mueician alert to
”developments'in his field and auare of the needs of the per-
forming amateur. He was also a sincerely religious man,

degiring in his work as a musiclan to serve God., In the

| 1. Spitta, Allgemeine deutsche Biographie, v.l7,’py97.

2, Present State of Music, p.326.

3. See p.212, lines 11s15. The complete texts of the
introductory remarks to the Second, Third, and Fourth
Collections may be found in Appendix A.
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introductions he implies that he.has sought God's guidance
and blessihg in writing and publishing the'music.1 There

is also an enlightening statement made by Sietz. In his
article he remarks that the "unselfish, impersonal, tranquil,
God~centering" standpoint of\Krebs is seen in his well known
petition to the Zwickau Magistrate, Oc tober 23, 1742, con-
cerning the building of a new organ.” No doubt, the fact
that Krebs was a son bf a clergymen's daughtef, and of a
cantor énd organist, and a pupil of Sebasiian Bach, had

3

some influence on his religious development,

1. See p.212, lines l=4 and p.215, lines 2«7.

2, "Die Orgelkompositionen des Schillerkreises um Johann
Sebastian Bach," in Bach Jahrbuch, 1935, p.4l.

3, Further information about Krebs' life may be found in
Loeffle 's article on Krebs in the Bach Jahrbuch, 1930,
and in, Musik in Geschichte und Gegenwart, ed. by Blume,
Lfg. 68269, pp.1727-1729 &nd p.1733.- A picture of a
rellef=portrait of Krebs may be found in the latter work,
p.1728.




PREVIOUS RESEARCH ON THE WORKS OF J. i. KREBS.

As noted on page X Krebs' organ music has been dise .

cussed by two musicologists.

Lothar Hoffmann=Erbrecht (Deutsche und italienische

‘Klaviermusik zur Bachzeiﬁ,"p;loo) briefly déscribes Krebs'

clavier music, making special reference to his Collections,
the "Clavieriibung," Pt. I, and the "Exercice sur le Clavessin,"
To the writer's knowledge no one has ever discussed |

Krebs' chamber music.



CHAPTER I
ORGAN MUSIC

1. Sources

This discussion is based on the works in Carl Geissler's
‘1848 Gesammt Ausgabe, in addition to a three-movement Trio for
organ existing in autograﬁh, and on the "Clavierﬁbung", Pt. l,l
written for organ or claviei'.2 One of the reasons why Krebs
wrote the latter set of;compositions,'which are based on sacred
chorales, was, no doubt, to supply music for use in his own
church services. For this féason they are included in the
chapter on organ musie. ,

The manuseript of the Trio is in the "Deutsche Staatsbib-
liothek", Berlin. The title page reads: nPrio a 2. Clavier, e
Pedale di J. L. Krebs." After the final double bar of the music
Krebs writess "Soli Deo Gioria. ds 31. Aug. 1742." Volumes

1. The "Claviertbung" consisting of a suilte is designated on
the title page as Pt. II ("Zweyter Theil"). "Clavieribung",
Pt. III ("Dritter Theil"), comprised of six sonatinas, 1s
on the list of published works in the 1783 Almanac. The
title page of the "Clavierilibung" referred to in the text
above has no numbering. However, since it is mentioned
first in all the lists of Krebs' '"Clavieribung" works, the
writer designates it as Pt. I.

2. In the first half of the eighteenth century the word "¢lavier"
meant any stringed keyboard instrument and this is its mean-
~ing here, as well as in the "Claviertbung", Pt. II, and in
the four Collections.



(”Lieferungen") one and two of the “Clavierﬁbung," Pt. I,
were published in Nilrnberg by Balthasar'Schmidt (Wittib.)
when Krebs was organist in’ZeitZ (1744~56)‘1 This publidation
may be found in the "Deutsche Staatsbibliothek," Berlin, and
in a few'other]ibraries (seé Thematic Catalog)a

‘It should be pointed out that Geissler's collected organ
edition is not entirely accurate nor is it complete.2 In the
first place, hisvvolume'cbntains several harpslichord pieces.
These are noted in the Thematic Catalog and are discussed in
the chapter on harpsichord music. Secondly, thnere are:a few
organ compositions which Geissler does not include., With the
exception of the autosraphed'Trio,.however, only features
wihich are présent in the works in his edition were found in
these.compositions. Therefore; only the T%ié is mentioned
in this discussion. Thirdly, to four of the compositions from
the "Clavieriibung," Pt. I, which Geissler includes in his
edition, he gives new titles. These titles indicate in no way
that the compoéitioné,are based on chorales, no less that they

are from the "Claviertbung." Geissler calls two of Krebs®

l. In his "Notice Biographique' concerning Krebs (prefacing
3 fugues by Krebe, Le Trésor_ des Pianistes, ed. by Farrenc,
v,17) F.~J. Fétis asserts that the whole "Clavieriibung"
(three parts) was published between the years 1743-49.. The
Scherzo of the suite ("Clavieribung," Pt.II) was copied by
J., .E. H. Kein'in his "Clavier-Buch" dated 1745. It is theree
fore logical to suppose that at this time Krebs was compose
ing the suite or had already done so, and that he probably
had completed Pt.I of the "Clavieriibung."

2. If, in the future, other compositions by Krebs are discovered
(such as the third part of the "Clavierubung" - see Thematic
Catalog), inaccuracies in the Geissler edition, beyond those
noted here, would, no doubt, be found.



calls two of Krebs' Preludes, Postludes; another‘Prelude he calls
a Trio.l A Fughetta, constituting the second part of the opening
Prelude (Allein Gott in der HSh' sei Ehry% "To God on high above
be praise") of the "Clavierﬁbung;ﬁ.and having its subject based
on the. chorale tune, Geissler calls a Fugue. All these compo-
sitions are also noted in the Thematic Catalog.

Fourthly, Geissier's versions of Krebs! music is not always
accurate. For instance, his edition of the 5th Choral and the
10th Prelude from the "Claviertbung," Pt. I, differs from Krebs'
in the last few measures. The exact differences are noted in
the Thematic Catailogs ERRR

Lastly, there are coﬁpoéitions in Geissler's edition which
are not, or may not be, by Krebs. The opinions of scholars are
not always in agfeement:on this point. Aécording to Hans Loeffler?

five compositions, which were in Krebs' estate and are included

1. Reinhold Sietz (Die Orgelkompositionen des Schiilerkreises
um Johann Sebastian Bach," Bach Jahrbuch, 1935, p. 59)
states that the Preludes in the "Claviertibung'" are not really
preludes as far as the church service is concerned; that a
more accurabte description of them would be "Zwischen-und
Nachspiele." If Geissler had a similar opinion as this,
the writer believes that, even though it may be truthful,
it does not justify changing the -title in a collected
edition without any explanation.

2. "Johann Ludwig Krebs," Bach Jahrbuch, 1930, p. 124.



in Geissler's edition, are by Sebastian Bach. These are:
1) "Christ lag in Todesbanden," A3, H2; BG 40, 52.°
2) Magnificat-Fugue, Al, H6, p. 663 BG 40, 79.

3) "™fir glauben All' an einen Gott, Vater,"
A3, H2, #11; BG 40, 103.

4) "Wir Christenleut," A2, H3, #l5; BG 40, 32.

5) Trio, ¢

minor, A2, H2, #7; BG 38, 219.
Hermann Keller believes that the Trio (#5 above) is by Krebs.l
The chorale prelude "Wir glauben..." is Krebs' altered version
of one of Bach's settings (Miscellaneous Chorale Preludes).
In the Geissler volume it follows another chorale prelude on
the same tune, #10, which is a setting similar to Bach's, and
appears to use it as a model.

| Loeffler also writes that Geissler's Prelude and Fugue
in ¢ (A3, H1, #1) and Trio in ¢ minor (A2, H4, #22) are by
Krebs' father, Tobias,z'also a pﬁpil of Bach and an early
teacher of Ludwig. Sietz is of the same opinion.3 There
are several sources in addition to those mentioned above which
discuss the authorship of the above compositions (except for
nWir glauben...").4 It is not within the scope of this
1. '"Unechte Orgelwerke Bachs," Bach Jahrbuch, 1937, p. 65.

2. "Johann Ludwig Krebs," Ibid., p. 143.

3, "Die Orgelkompositionen des Schiilerkreises um Johann
Sebastian Bach," Bach Jahrbuch, 1935, p. 46.

4, See also Schmieder Thematisch-systematisches Verzeichnis
der musikalischen Werke J. S, Bachs, . The article
by Keller in the Bach Jahrbuch, 1937, "Unechte Orgelwerke
Bachs," also includes a discussion of Bach's Eight Little
Preludes and Fugues. Karl Geiringer (The Bach Family, p. 243)
says these are probably by Johann Ludwig Krebs.




dissertation to determine their authorship and they are not

included in the discussion of the organ works. However, the
writer wouid like to offer two ideas which might be helpful

in solving these problems andVWhich also contribute slgnifie
cantly to our estimate of Krebs‘vmusic.

1) 4s the discussion in this chapter reveals, the
8tyle and beauty of several compositions by Krebs, es«
pecially the trios, are very much akin to that found in
much of Bach's organ music. This fact, understood, proe
tects one from the tendency to conclude quickly that bee
cause a composition sounds Just like Bach, it is by him,

2) An snalysis of the chorale prelude, "Wir Christe
enleut" and conclusions drawn therefrom are given here<
with and offer criteria which may be useful in Judging
the other doubtful compositions., These remarks will,
no doubt, appear more convincing against the background
of this whole dissertation.

The prelude ig consistently imitative from beginning to

end and its structure isg highly organized.,

~
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Economlcal use of thematlc materlal in contlnuous imitation

and inversion, and the very "neat" cadence scheme are two features
in this composition not found in Krebs! other music, but many
timesin Bach. Here then, is reliable evidence that greatly

strengthens the possibility that Bach 1s the composer.l

2. Form and Btyle of the Free Organ Works:

Compositions generally in the Bach tradition (toccatas,

fantésias. preludes, trios.-~ Krebs takes the high baroque

toccatay fantasiay and prelude-type of composition and imbues
it with much of the intensity found in Bach's toccatas, fantasias,

and preludes. There are free, recitative-like secions for the

1., Frotscher (Geg icqte der Orgelspiels und der Orgelkomposition
v. 2,p936) is of the opinion that the work is probably by
Krebs, but he gives no reasons for his judgment. On the other
hand, ’Hermann Keller (Die Orgelwerke Bachs, p. 174) is of
the opinion that this work is by Bach because' 1) imitation
as exemplified here is not found anywhere in Krebs' musics

2) this composition has a counterpart in the three large
"Kyrie" chorale preludes by Bach which are built on the
same 1mitation basis.




manuals (found also in the baroque concérto) in which fast
scale passages or arpeggio-~like phrases are passed from one
hand to the other developing mainly one rhythmic idea (Ex. 2 a).
There are groups of arpeggios, poWerful in effect (Ex.2.b),
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often found in Bach, namely, a whole section repeated in the



dominant key.l

A frelude‘by Johann C, Kittel (1732-1809), one of the
last pupils of Bach, also upholde the Bach tradition. It
is filled with viftuoso passages and sections with a polye
phonic texture.2 |

Krebs wrote several oneamovement'tfios which are similar
in texture, form, and spirit to the movements in Bach's trio
sonatés. The texture is for the most part polyphonic; in
some linstances the volces are not independent melodically of
each other and constitute‘a semi«polyphony. Either all the
voices enter imitatively in the beginning, as in a fugue, or

only the two upper parts do so while the bass has a simple

continuo line.

1. The reader is referred to Frotscher, (Geschichte des
Orgelspiels und der Orgelkomposition, v.2, pp.1071-77)
and Sietz (' Die Orgelkompositionen des Schiilerkreises um
J. 5. Be," Bach Jahrbuch, 1935, pp.49-61) where Krebs'
organ works are discussed in detail and specific reference:
is made to similar works by Sebastian Bach.

2. Orgel-Kompositionen aus alter und neuer Zeit, ed. by
Gauss, v.l, #180. Kittel was taught by Bach in Leipzig
from 1748-50. He was a great organist and carried the Bach
tradition over into the nineteenth century. Forkel cone
‘sidered his organ trios as especlally worthwhile (Johann
Sebastian Bach, His Life, Art and Work, p.103).. Besides
organ music Kittel wrote clavier sonatas and variations.
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Each irio contains one idea which 1s developed in the baroque
fashion: inverted, heard in sequence, spun out into new motives,
imitated in another voice; the phrase endings are disguised by
the polyphonic texture. A second or final complete statement
of the idea in the dominant, relaﬁive major, or tonic key is
usual in these trios, often coming near the middle of the com«

position. In one trio there is a strong cadence and double
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bar where this occurs.

The 1742 Trio in three movements (autograph)Adisplays
features similar to those found in the separate trio movee
ments just discussed. In addition, however, there is a vire
tuoso element in some sections of the second movement. The
last five measures contain g coloratura line in the uppér voice
while the other parts gupport it with one chord per mezsure.
The order of movements, Andante, Allegro, Allabreve (s«fof)}
1s the same as that of the violin solos,;

Gallant features in traditional works.=< There are two

prelides in which features of the géllant styie are evident

in some sections while the compositions as a whole remain
predominantly barogue in character. In Prelude #13 (a1, H5),
101 measures long, there arekl measures-(more than half of

the whole) of an extended fourepart harmony. Althouéh the
voices usually entef imitatively, they léad into a homophonic
style. The rest of the composition contrasts powerful are
peggios with a lively display of technical skill. Prelude

#26 (Al, H10) has in many -places a spirit of lighteheartednessges

a lack of baroque intensity:

\
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1. For information concerning the influence of Krebs' trios
on later composers, see Frotscher, Ibid., pp.1087 & 1169,
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This kind of expression is found emerging periodically
in some of the other toccata=type compositions already discuseed
and in the three-mqvement Trio mentioned above. Most of the
toccata-type pieces are in 12/8 and 3/8 meter. in which a
buoyant spirit can be most easily expressed.‘ Bach seldom
uses 12/8 (or 3/2) meter in his préludes or fantasias, and
when he does, the music always embodies some phaée of the
baroque spirit.

In other compositions discussed Krebs' individuality is
seen at times in the 1qosening up of polyphonic concentration.
We shall see that these assertions of Krebs' individuality,
which are features of the gallant style, are also present in
hie chorale preludes.

A trio by another pupil of Bach, Gottfried August Homilius.
(1712é85)1, also reveals dual stylistic features; baroque and
gallant aSpeCts:are eQually predominant. The main idea is

spun out continuously, but in the process, deVelops into short

1. Orgel=Kompositionen aug alter und neuer Zeit, ed. by Gaussy
Vel, #175. Homilius studied with Bach at Leipzig and was a
church composer and organist. According to Spitta (J.S.Bach,
Engl. ed.,v.3,pes245) his vocal church music is the most ime
portant music written in the sowcalled transitional style of
the second half of the eighteenth century. Gerber (Lexicon,
pt. 1, p.665) and Forkel (J.S.Bach, Hig Life, Art and Work,
p.101) also thought highly of his works.
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motives separated by rests. The polyphonic texture is thus
simplified, but the contént of the composition is nonetheless.
serious and meaningful. Stylistic dualism is féund also in
the organ fantasias of J. Ernst Baéh (1722-?77)1 which, as.
Karl Geiringer points out, exemplify both the baroque toccata
style and the expressive sensibilify.?

Compositiong with prominent gallant or monodic stylistic

features (preludes, trios).-< In some of Krebs' preludes
(usualiy followed byrfugues) and in many of his trios there

are very definite éharacteristics of the gallant style. These
compositions are very appealing, simple, charming, and sometimes.
- g3ys Johann G. Sulzer, an eighteenth‘cehtury theorist, said

3

that this kind of music is more pretty than beautiful.” We see
here the prominencé of a monodic_style as opposed to the ebaborate-
ness of contrapuntal art.4 All‘this was due to the new, important

" role of natural science s which changed the general outlook of

l. He was a nephew of Sebastian Bach and was musically trained
by him as well as by his own father (Geiringer, The Bach
Family, p.451). He was an organist and court conductor at
Weimar, writing church music in addition to a few works for
organ, clavier, and clavier and violin. :

2. The Bach Family, p. 455.

3. Allgemeine Theorie der Schénen Kinste, v.3 (1793), Ds 378,

4, It is interesting to note a very rare use of the gallant
style in the organ music of Johann G. Walther (1864<1748),
Sebastian Bach's contemporary and also a relative of ‘him
(see also gp. XV).. The Largo of the CGoncerto, p.276 of his
Gesammelte Werke flir Orgel, is written in a homophonlc style
where the texture is transparent, the harmony uncomplicated,
and the expression simple, forthright, and gracious.




western mankind in the second half of the eighteenth century.
Reason based on sense experience and naturalism held primary
place in man's approach to life, and contrapuntal music was
considered as contrary to reason.

But there are also bafoque characteristics in this music -
of Krebs; and one notes a recurring‘depthof’feeling in contrast
to some delicabe and carefree expression. Perhaps the intensity
of feeling is inevitable in Krebs'.ﬁorth Germany where the
"Empfindsamkeit" style was manifested.

Prelude #6 in F-sharp major (A1, H2, p. 20) presents a
care-free, pastoral-like melody followéd by a subordinate idea.
The thematic material and its t;peatmentfis periodic and the
texture is generally homophonic, although the development of
the secondary material clearly shows the influerice of the poly-
phoniec tradition. The over-all form of the composition is as
follows:

Main theme, ms. 1-3
Secondary material, ms. 3-4.
- Contains some reference to main theme;

A may be called extension to main theme.

‘Elaboration of secondary material, ms. 5-13,
modulating to dominant key. ,

heme in dominant key, ms. 14-16.
heme in mediant® key, ms. 16-18,

Ay ¢ Secondary material developed, ms. 19-29;
leads to tonic key.

]

(A) {Main theme in tonic key, ms. 30-32.

This interesting form suggests some of the main features of the

sonata form, although still showing the influence of the chiastic

form.
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There are several separate trio movements which contain
much parallel movement in the voices. One melodic line at a
time predominates over the others. The following trios exemplify
this texture: A2, HL, #1; A2, H1, #5; A2, H2, #9; A2, H4, #21.
The Trio in Eb, comprised of two movements, is a very
interesting composition (A2, HS,.#ZB). The first movement is
about equally divided in style between the old and the new,

while in the second movemenf the new has the upper hand.
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In the first movement, the two upper volces, while spinning

out the long main theme, progesss in parallel thirds or gizxths
for about one quarter of the movement. This 1s a greater use
of‘parallel movement than found in Bach. The second movement

of the trio shows how Krebs freed himself from the Bach tradition
and developed a style very far removed from the high baroque.
Several features of the classical sonata form are found here:

1) The main idea is periodic (two phrases of 2 ms.
eagh, separated by a cadence and rest§‘

2) A second idea is presented in the dominant key
after 7 ms. of an extension of the first idea.



3) The main idea is presented again in the tonic key;
tﬁii presentation seems to end the first section of the
wilole, .

4) Ms. 32=87, the last section of the movement, contain
a development of the ideas (mainly the first ideas. This
section continues in the periodic style of the beginning
measures and contains much parallel movement in the
upper voices.
J. G. Sulzer writes that one should beware of letting
the popularity of gallant pieces influence him to6 write dainty,
frivolous, and unattractive music with short, choppedeup
phrases.t One certainly sees and feels such "evil" qualities

in this movement of Krebs!.

3. The GhoraievPrelude After Bach

" Gotthold Frotscher appreciatively states that the great
cultural heritage of_Germaﬂ.organ chorale music is seen in
many of the préludes of Krebsvand of several of his contempor~ )
afies, particularly'Johann Schneider. (cf. p.BSzfn,GQ.Z

Friedrich Blume describes the typlecal chorsle prelude

after Bach as a shorﬁ, melodious_prelude or postlude with
virtually no development‘of the thematic materia1.3 He asserts
that Krebs' chorale settings are incidental, subordinate in.
importance to his mbst significant works, the free organ come

positions,~- toccatas, preludes, etcetera.4 ,

l. Allgemeine Theorie der Schonen Kinste, V.Bﬁ p.378 (Leipzig,
1777-79), as stated by Leonard G. Ratner, "Eighteenth Century
Theories of Musical Period Structure," in Musical Quarterly,

v.h42, #4, p.440. ‘

2. [Forewordd, Orgelchorfle um Johann Sebastian Bach, ed. by
Frotscher.

3. Geschichte der evangelisohe Kirchenmusik, p.l56.

4, Loc. cite.
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PaulKLang is referring to this same type of chorale prelude
~ (or, at least one closely related to it, stylistically) when
he points out that after Bach chorale preludes became "little

song-like pieces" under the influence of the spiritual song.l

This discussion will include the type of chorale prelude
Frotscher refers to, as wellvaé the homophonic, gallant type
described by Blume and Lang. The writer hopes that the analysis
will show that significant and worthwhiie chorale preludes of'
~ Krebs are to be found among both types. First, however, it‘is
impo:tant to review briefly a few facts concerning church music
after Bach which will help one understand why Blume regards
only Krebs' free organ works as sighificant. |

After Bach, that is, after about 1750, there was, generally
speaking, a decline in the quality of liturgical pleces. It is
true that the chorsdle preludes written by younger contemporaries
of Bach represent the beginning of its dissolution, as Frotscher
points out.2 According to Blume the unity of the people and the
liturgical duties of the Church were no more tied together.3 An
attempt to join the "Lied" with the old folk song brought into

T. Nusic in Western Civilizatiom, p. 7OL.

2, Ibid.,[Foreword. These preludes stand in the shafow of the
great and profound preludes of Sebastian Bach and precede
the mediocre and utilitarian preludes of the nineteenth
century. :

3. Ibid., p. 156
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the Church something that was really.neither ecclasiastical
nor secular, and which frequently approached the new spiritual

song ("Geistliche Lied").l

The spiritual song had a sacred
text, but musically Waé of a sentimental quality and of relative
insignificanqe.

- This fact i1s understood more clearly when one notes,
in part, the stylistic trend of the "Lied" in the eighteenth
century. In the first half of this century the "Lied" deters
~lorated and disintegrated. It was practically non~existent»
The aria with its very elaborateftreatment was in the forew-
front of vocal solo music. Johann Adam Hiller, However, in
about the middle of the century created'songs, very often for
children, with a completely haive expression. This Spiriﬁ
replaced the "worn-out pathos"“of the late baroque. J. A.
P. Schulz: (1747-,1800) wrote "Lieder" ”w;Lth a genuine folkelike
("volkstﬁmlich“) exbression. Théée simble expressions were

obviously reactions to the former coloratura aria.

4, Form and Style of Krebs' Chorale Preludes

Krebs' "Claviertbung," Pt. I.s- Because this work con-
slsts mainly of chorale‘preludés it is discusséd here. A few
preludes from Geisgscler's éditibn aré also included in this
analysis (text always indicates source). A study of other
preludes from Geissler folloﬁsvthe‘"ciavierﬁbung" discussion.
" We shall see the influence of Sebastian Bach in the style of

- many of these compositions, but we must first note that the

l. Loc. cit.

2. Apel, Harvard Dictionary of Music,kp.406¢
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mere fact that Krebs is writing a “Clavierﬁbung" consisting of
chorale pfeiudes:des that he is following in the footsteps
of his teécher. A compéraﬁivé chart showing the dates and
~contents of Krebs' and Bach's "Glavierﬁbuhgen" is found on
page?&?. Eighteenth century cémposers, of coﬁrse, did write
various kinds of music under the title "Clavierlbung," or
"Glavier Exercise." F. W. Marpurg'st "Clavieriibung" consists
-of 50 variations 6h a minuet. J. P. Kirnberger, another of
Bach's puplls (see p.3S fn. 4 ) wrote four collectioné of
clavier exefcises. Apparently, other pupils of Bach did not
write such works, although many did write chorale preludes.
Volume one of the "Clavierubung," Pt.I, is described on
the title page as comprising pfeludes-and variations on
church hymns ("...verschiedenen Vorspielen und Veraendrungen
einiger Kircheh Gesaenge“)a‘ Volume two 1s said ﬁo comsist of
chora1e>fugues ("..;qhorél Fugen"),‘but ig actually a continus
ation of‘ﬁhe conients of voiume one. The ooﬁplete work consisgts
of 13 chorales ﬁhich are set in three ways and entitled, re-
spectively, Prelude ("Praeambulum"), Chorale ("Choral), and
Chorale "alio modo" ("Choral alio mpdo"). ’The latter is a figured
bass arrangement of the’chOralé tune ahd, éccording.to Sietz, 1s
for congregational singinga-2  The Choraie, usually a'shorter"
composition than the Prelude, presents the chofale tune in one

volce continuously, accompanied in other voices with persistent

l. Friedrich Wilhelm Marpurg, 171895, was a writer (theory,
history, and criticism) and composers

2, "Die Orgelkompositioren des Schillerkreises um Johann
Sebastian Bach," Bach Jahrbuch, 1935, p.58.




figuration. The "cantus firmus" is ﬁsually in the soprénovor
tenor and may be ornamented orvélightly varied. This form is
often found in Bach's "Orgélbﬁchlein."

The absence of(dynamic and‘phraéé markings in these works,
which are edited by the composer, shows baroque influence, e
“though we find both baroque and gallant features in the style
of the music.

Many Preludes display strong baroque features, Bach's
influence is seen as follows: |

1) in Prelude #2 which is, on the whole, polyphonic
in texture; in Preludes#7 and #8 where the main interest

‘lies in rhythmic figurations;

2) in #3 where the toccatawlike style abounds in are
reggios, broken chords, and scaleswise passagess.

3) in Preludes #5, #10, and #12 where the text is
interpreted fervently with chromatic progressions.

Ex. 6 Pelyde #1> Ctvaroen batvi At ok ‘M, ot Hhao Frocbled @ wy hesi?
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Often in these Preludes thefe ié at léaét Bne‘gailanﬁ/fééiuréuu
and it is usually paréllel movemenﬁ in thirds or sixths betwéen
the volces. A choraie prelude by G. A.vHomiliusvalso embodies

dual stylistic features;lvln ﬂAch Herr, mich armen Sﬁnder“

("An Lord, epare Thou this sinner")l a chromatic, polyphoﬁick

téxture is often contrasted with parellel movement in thirds.

1. Also called "Herzlich tut mich verlangen," Cantussfirmus
Praeludien, ed. by Franke and Sandman, V.3, #191..
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and sixths. |

The Preludes where'gallant features are predominant are
light in spirit, decoratiﬁe, and homophohic. Howevei, just as
we noted gallant characterispics in the first stylistic group
of Preludes, so we sometimes observe a baroque characteristic
in these,--namely, interest in the spinning out of rhythmic
figurations. |

The main idea of Prelude #1 ﬁot'only illustrates the
gallant features mentioned above5 but also has an additional
special feature. It appears on the page as two separate ideas.
However, the lower voice entering first, serves as harmonic‘
support for the upper voiée when it enters. The upper voice
is not a ﬁew idea, or an imitatioh of the first wvoice; it 1is
a continuation of the main idea which was begun in the lower
ﬁoice. This is a characteristic o music of the classical
and romantic period. On the other hand, in Bach, what very

often appears as one line 1s really two individual lines.
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The form of all‘the Preludes is free. One basic idea
is presented and spun out. It may be repeated one or more
times in the composition. And in some Preludes entiances of
the main idea occur every few measuresin the various voices.
(The second section of Prelude #1 is a fugetta built on 12
entrances of the subject.)

| The main ideé embodlies some aspect of the chorgle. Perhaps

Just the mood may be expressed in the main thematic material,
Most often, however, the first line of the chorale is subtly

and artistically embedded in the main idea.
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In a few of the Preludes one or more phrases of the chorale

tune, with little or no alteration, enter periodically and coms

prise one of the voices of the main thematic material.

In

#12 the complete chorale tune is presented periodically as

a "cantus firmus! entering for the first time in measure 24,

' The accompanying material has a distinet entity apart from the

chorale tune. This type of prelude has much in common with

Bach's Schiibler chorale preludes, published about 1746, The

fact that differentiates Krebs' Prelude from any one of the

Schiibler preludes is that Krebs employs mainly a semi~polyphony

with much parallel movement in thirds and sixths, The. accompany-=
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ing material in this Prelude , as in others in the same form
found in the Geissler edition, is derived from the chorale
melody. Thus, to a degree, Krebs, as Bach, carries on one
of the chorale traditions of the sixteenth and seventeenth
centuries, when the counterpoint was not freely invented but
was derived from the chorale tune.

Some of the Chorales embody the fervent and serious

expression of Bach's chorale preludes:
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Chorale #7 well illustrates how" intellectual symbolism, 80
frequently used in late baroque years; is subservient to the
artistic purpose. The whole composition is built out of the
motive illuétratedvabove. This technique isvoften referred to

as "unity of the affections" and is found in most of the
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preludes in Bach's “‘Orgelbdéhlei-n. "

The prelude "Freu dich sehr o meine Seele" ("Be glad,
rejoice, o my soul," from Gelssler's edition, A3, H3, p.7) is
built on a rhythmic figure,?'ﬁ , which symbolizes the
expression of joy. The music thus has unity and simple clarity
in expressing the basic ldea of the texte.

Other Chorales are gallant in style and less serious in
expression. Chorale #8, "Sei Lob und Ehr" ("All glory to the
Lord of host¥) is é song&like composition such as described

-

on page 32

Ex./0
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A comparison of preludes by Krebs and Bach.== A compar-

ison of chorale preludes Withlfhérsame titles by Krebs and .
Bach 1is a‘very interesting way to point out how Krebs departs
from the high,baroque tradition and breaks ground for a new

style, while at the same time creating a convincing



composition and, artistically and spiritually, one of a high

level.

' Geissler's edition.t

All of Krebs' preludes hereafter discussed are from

"Wer nur den lieben Gott lésst walten ("If thou but

suffer God to guide thee," A2, H1, #3) reveals a prominent

characteristic of Krebs, which is to begin in striect polyphony

and then progress into sections in which the harmony governs

and the voice leading is subordinate to it.

In the Bach setting

(Schiibler) the main ideag‘of the accompanying parts are spun

out or developed in baroque fashion, and the texture remains

purely polyphonic.

There are two important motives in the Krebs setting:

the first is presented in measure 1 and the second in measure 4.

Thereafter these ideas are heard spasmodicallys

the first idea

in measures 13, 19; 20; the second idea in measures 11, 12,

14, 15, 18, 22, 23, and 30.

2
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The setting of Bach which was chosen has the same form or

about the same texture as Krebs' setting, and/or is of a

similar length.
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Such a distribution of ideas contrasts strikingly with Bach's

exact s;cheme (cf. p.®7, par.X )s The presence of arpeggios,
broken thirds,'and other accompaniment figures (similar to the
"Alberti" bass) in the Krebs setting all combine to express a
feeling of lightness and joy. 4nd, subtly enough, we hear
throughout the whole melodic and rhythmic figures from the
main ideas intefwoven in the texture.

In the Bach setting one finds a highly organized, yet not
complicated, scheme in the polyphonic handling of the voices
A precise arrangement, such as thié, typical of Bach's music,
appears to be a natural and necessary outcome of Bach's intelle
ectual, acule jand. polyphonic'approach.tb music;t it also may
be an important factor underlying the pondérous, intense effect
of his music.

A comparison of the two settings of "Wo soll ich fliehen
hin" ("O whither shall I flee;" Bach's Schlibler prelude and

1. The writefercognizes the important place homophony also
holds in the music of Bach.
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Krebs, A3, H4, #28,) reveals again a tendency of Krebs to

simplify the texture so that it becomes a semi- polyphony.

This measure is rhythmlcally typical of the prelude’
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The following is typical of the Bach setting, althoﬁgh there is.

a great variety of'rhythmical relationships between the two

upper voices:
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The cadence scheme in Krebs' "Ich ruf zur dir, Herr Jesu

Christ" ("I call to Thee, Lord Jesus Christ," A3, H3, p. 5)

shows an indiVidual'approach to‘form:_

end of phrase l--—-measure 5--~E

1
(mid phrase)"
n

"
n

1"
n
n
n

n o

t
[§]
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1

n
n

majors .
10-~e minor~>l1i3 |
15--G majo almast (i3
19--e minor ol mm ot e, S0
23--D major ifS}@

26--I+V,B major
31--E major

##0ther relationships between the cadences have no
proportional significance.
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Except for one, the relationships shown above between the
cadences are not exactly in accord with the ratio series.l
Evidently, the reason for this is that Krebs uses a one and

one half measure unit ending for each chorale phrase (except

in phrase 4 where the ending is just one measure long, because
phragse five, unliké the other phrases, begins on a down beat).
He could have ﬁaried the 1ength.of the last note of the chorale
phrase (as Bach does; cf. P30 ) to make a more orderly cadence
structure., But he’sacrifices an exact cadence scheme for
chorale phrases with 1ike endings. This kind of interest in
the chorale line leads Krebs to abandon (unconsciously, of
course).a more éubtle, intellectual approach to form. It is
indicative of his leaning towards a monodic {i.e., gallant)
style, and in this respect we see him.as a pioneer, while

s8till following tradition in his choice of a Bachian motive

in the accompanying parts.

An analysis of Bach's setting of "Ich ruf zu dir" (from
the "Orgelblichlein") illustrates the fact that he represents
the culmination, the zenith, of an era. Neither the melodic
norvthe harmonic aspect of the elaborate structure is sacri-

ficed. Bach's precise cadence scheme is as follows:

1. The application of more than one ratio series (of the
dynamic symmetry principle) may be found in a compositlon.
Two are found here: ? 1:3:4:7:11:18 ete.

2) 1:2:3:5:8:13 etc.
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In Krebs "Allein Gott in der Hoh' sei Ehr" ("To God on
high above be praise.," A3, H3, p; 9.) we see again Krebs'
interest in the melodic line, though emphasized in a way
different from the preceding prelude. Quite consistently in
this composition the top accompanying voice follows the chorale
tune in thirds (less often, sixths). .This homophonic aspect
of style one finds seldom in Bach's chorale preludes, and not
in the setting of "Allein Gott" (first setﬁing of three in
"Claviertbung," Pt, 3). | |

In the episddes of Krebs! setting are free adaptions of
the phrases of the chorale tune, which enters after each
episode. The threé_accompanyihg voices enter imitatively and

seemingly there is no new feature in this composition, How-

ever, the accompanying material from beginning to end contains
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a great number ofAcadences.: These do not halt the flow of
the lines but they detract from its pblyphonic natufé and ffom
the continuity of the long, baroque phrases, while also |
creéting'a feeling of periodicity. In Krebs' setting, 27
measures long, there_afe 10 cadences in the tonic key. In
‘the Bach setting"of‘48 measures there are 8 cadences in the
tonic..‘In*aintibn to the many cadences in Krebs' prelude,
we also note that they do not usually have a functional posie
tion in the structure.l These aré Teatures of the'gallant
style. F. W. Marpurg points this out and adds that in the
~late baroque period cadenées are less ffequent and have a
sﬁructurai importance.

Fdr example, in Bach's setting (the accompanying voices
constitute a kind of twospart invention) ﬁhe cadence in meas-
ure‘ll dividesvthé first section into the ratio 11:18. (See
p.&¢, fn.L) This cadence is duplicated only at measure 33
which divides the whole composition into the ratio of 2:3.
The very definite cadence ending on the first beat of measure

34 also marks the middle of the second section and the return

to the tonic key of F.‘

1. However, we do note a cadence marking two thirds of the
way through the whole,e=a cadence which is similar to one
- near the beginning of the prelude (the thematic material
in both of these sections is derived from similar chorale

phrases).,

2. Kritische Briefe Uber die Tonkunst, v.2, p.l3, as stated
by Leonard G. Ratner, "Eiﬁhteenth Century Theories of
Musical Period Structure,” in Musical Quarterlv, v.42,
#4, p,440.




In this connection it is interesting to refer to Krebs'
choralée prelude, "Nun freut euch, lieben Christen g'mein" |
("Now dance and sing, ye Christian throng," A3, H2, #12).

Here we note that there are 13ktdnic cadences in the compdsition
(44 measures long). Eight are structural: seven‘mark-the,
beginning or end of a chorale phrase (heard as a "cantus firmus")
and one marks the middle of the‘second section. Five are none “
'sfructural and come anywhere in the music. Altogether, the'13
cadences give the brelude a féeling of periodicity. |

Songelike preludes.<< The descfiption'of the chorale

prelude in the second half of the eighteenth oentury given
on page Jé,aa namely, that it was a songalike'compositidn with
the most uhpretentious developmenﬁ of ﬁhe'thematic material,ag
is well illustratéd in a few of Krebs' chorale preludes ine
cluded in the Geissler editioﬁ (as wéll as in Chorale #8, see
p;éwﬁ. They are effective énd atﬁraétivé compositioné. Iﬁ
should be pointed out that their form is similar to that of
Prelude #12 (see p.23). | |

One such prelude ig "Freu dich gehr, O meiné Seele"

("Be glad, rejoice, my spirit today," Al, H9, #23). The

®
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thematic material is found in the "introduetion" of six

measures.

The two upper voices begin imitatively, but this

procedure is not at all typical of what follows. Although

thematic material is sometimes heard in an inner voice, the

uppermost voice is the most important one, carrying a very

florid line which sometimes approaches a coldfaturé'style

(as in measure 6). The accompaniment occupies a secondary

place when the greatly ornamented chorale tune enters period-

ically (as in measures 8-9).
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In the episodes the.choréie tune and theIUppermost line of
the accompanimenﬁ constitute a kind of'dialégue. The mood
of the whole is light~heafted'and joyous, pleasing, simple, -
and easy-flowing,-- all qualities characteristic of the B
gallant style. | | |
The form 1is clearly heaﬁd and not elaborate; deriving
unity from the repetition of sectibns or phrases as8 in a homoe
phoniéally accompanied song. For instance, the 1ést three
measurés of the first episode and the last thrée measures of
the introduction are alike. The second‘episode,-u which inverts
the voices of the first four and one half measures,-- ahd the
last five‘measufeé of the third episode are practically alike.
Other repétitions are similar to these and neéd not be mentioned.
"Heyzlich lieb hab' ich dich, O Herr" ("I love thee, O
Lord, with all my heart," Ai, H9, #24) 1s.very’much like the
above composition in forﬁ and style. The aCCompanying material
anticipates the “cantus firmus" phrase (again entering periodie

cally).
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"Zeuch ein zu deinen Thoren" ("Take thine abode within
me, my heart's beloved guest," AB,vﬁl, #3) is another song-like
prelude. The top voice of the accompanying material presents
the chorale phrase of the succeeding "cantus firmus" entry
or develops the lilting accompaniment figure found in the middle
voice. The bass very simply provides the foundation of the
harmony . | |

A comparison of Krebs' preludes with those by other Bach

pupils.== In concluding our discussidn of the chorale preludes,
it is important to mention a few compositions by other pupils
of Bach. Preludes by Johamn Tobias Krebs (1690-1758),  Heine
rich Nicolaus Gerber (1702-75),2 Johann Schneider (1702-88),2
Johann Philipp Kirnberger (1721&83),4 Johann Christian Kittel

1. Prelude from Orgelchordle um Johann Sebasgtian Bach, ed. by
Frotscher. As a young man Toblas Krebs studied with Bach.
Gerber's Neues Lexikon{ pt.3, p.109) refers to him as the
"worthy father of the famous J. L. Krebs." (Cf. pJXiLy He
wrote significant chorale preludes and was a master of
counterpoint. '

2, Preludes, Ibid., H. N. Gerber was the father of E. L,
Gerber, author of the dictionary. Nicolaus Gerber studied
with Bach at Leipzig and composed for organ and clavier.

3. Preludes, Iphid., Schneider was one of Bach's pupile at
C8then and Leipzig. He wrote several organ compositions
in addition to chorale preludes. ' :

4, Preludes from Cantus-Firmusg Praeludien, ed. by Franke &
Sandman, v,3.. Kirnberger studied clavier and composition
with Bach at Leipzig. He was a teacher and composer him~
self but is best known for his theoretical works which are
based on principles as he learned them from his teacher.
Among his compositions are fugues, flute and violin solos,
-sonatas for three instruments, orchestral suites, and clavier
exercises called "Clavierlibung" (cf. p.lQ ). He aleo wrote
a number of choral works. -
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(1732-1809)1 and Johann Christoph Oley (4.1789)° show tnat
these composers followed in the footasteps of their teacher

and much more consistently so than Krebs. Neither one of
Bach's sons was interested in writing much music for the organ.
Friedemann Bach's geven chorale preludes are not forward
1ooking. The form, consisting of-fugatos'on the phrases of
‘the chorale melody with a coda, gbes back to Johann Christoph
Bach (1642-~1703) and Johann Pachelbel (1653-1706), as Karl
Geiringer points out.3 Emanual Bach (1714~88)4wrote little

5

organ music, no chorale preludes.

Chorale preludes by Johann Peter Kellner (1705---e72)6 and

l. Prelude, Ibid., and preludes from Orgel~Kompositionen aus
alter und neuer Zeit, ed. by Gauss, v.l.

2. Preludes from Cantus-¥irmus Praeludien, ed. by Franke &
Sandman, v.3. Oley was. among Bach's last pupils and, as a
composer, specialized in canon. His "Variirte Ghorale
for organ was evidently well known.

3. The Bach Family, p.318.

4, Friedemann Bach (1710-84) and Emanual Bach, two famous sons
of Sebastian Bach, received broad and thorough musical
training from their father. Information about their life
and works may be found in The Bach Family, by X. Geiringer.

5. His six sonatas for organ without pedal (1755~58) are,
according to K. Geiringer, "ordinary" clavier music (The
Bach Family, p.358).

6. Preludes from Choralvorspiele alte Meister, ed. by Straube.
Although Kellner was acquainted with Bach, he was not a
pupil of his. However, he may be called a disciple as he
made a careful study of his music and was greatly inspired
by it. He occupied a p081tion similar to tantor from

1726—97.




31

Johann Friedrich Doles (1715-97)% display characteristices
which were found in many of Krebs' preludes:

1) emphasis on’ one melody'with accompanying homo-
phonic parts;

2) simple, periodic form with non-structural cadences;
3) gracious, pleasing, and light-hearted music.
"Was Gott tut das ist wohlgetan" ("What God does is with
reason done") and "Herzlich tut mich verlangen! ("My soul
longeth to depart in peace") by Kellner, and "Auf meinen lieben
Gott" ("In my beloved God[i confide] ") by Doles are song-like
preludes such as described on pages 33X 3, However, it should
be pointed out that Doles' music, unlike that of the other
composers here mentioned, including Krebs, is generally
sentimental and appealing to the popular tastes of the people.
A representative of the more radical elements of the time,
he completely abandons the heritage he received from his

teacher.

1. Prelude from Orgel-~Kompositionen aus alter und neuer Zeit,
ed, by Gauss, v.1l. When Doles was in Leipzig studying
theology, he studied music with Bach, From 1756«89 he was
CGantor - at St..Thomas' School in Leipzig.: He. wrote organ
and sacred choral music and clavier sonatas, and was also
somewhat of a theoretician.
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" CHAPTER IT
CLAVIER MUSIC

1. A Discussion of Krebs' Introductions to His
Collections ("Erste Piece! Preludes, 1740;
"Andere Piece," Suite, 1741; "Dritte Piece,"

Cftverture, 1741; "Vierte Piece," Concerto,1743)1:2

These four Goilections were published in Nurnberg by
Balthasar Schmidt. They may be found in the Sibley Musical
Librafy of the Eastman School of Music and in a few other
libraries (see Thematic Catalog).

The First Collection is prefaced by a poem which dedi-
cates the music to the wife of Gottsched (Luisé Adelgunde
Victoria?), a clavier pupil of Krebs.4 Krebs' very flowery
verse expresses only the highest praise for her musicianship.

There is significant information about all the Collections

l. The complete texts of the introductory remarks to the Second,
Third, and Fourth Collections may be found in Appendix A.
The writer has translated Krebs' word, "Piece," as"Collection."
In his introductions Krebs uses the word, "Piece," and it
is printed, as any other German noun: Piece, Piecen. For-
eign words in these introductione, such as AVERTISSEMENT,
PLUS ULTRA, are printed with all capital letters.

2. All four Collections are written, according to the title
pages, "for connoisseurs of noble music, especially of
the clavier." A photograph of the title page of the First
Collection mey be found on page¥? . Except for the title of
the composition, the brief description above it, and the date
of publication, each title page is the same. See also p. 1,fn

3, Spitta, J. S. Bach, Engl. ed., v.3, Dp.250.
1+o Cf. pi XVii{.
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in the introductory remarks written by Krebs before the

Second ("Andere"), Third, and Fourth Collections, as well

as on the title page of each Collection. In the interesting
introductions we learn that the music is educational in pur-
pose and more or less graded in difficulty, the First Collection
being for beginners.l Aé we‘learn from the title pages the
First and Second Collecﬁions ére easy to play and written
in "today’s taste," that is, the gallant style. In the intro=~
‘duction to the Secbnd Collection Krebs also describes the com-
positions of the First and Second Collections ws unaffected

or unsophisticated (see p.2ia, line 17). He further describes
‘the music of the Second Collection as "cantable" (melodious);
gsee p.k# line 14. The Third Collection, somewhat harder,
he says he has written to provide variety and also to satisfy
those who like the "plus ultra" in music (i.e., the most fashione
able or, perhaps, radicai,rstyle); see p.w¥, line 21. The
Fourth Collection, he‘states, he has made as simple and melo-
dious a8 he possibly could. _

7 We learn from the introduction to ﬁhe Second Collection
that Krebs has written this series of compositions to fill

a need for music for beginners and for'"the ladies" (see p.uis,
line 6), although he makes it plain that he could give the

people more difficult and artistically rich music. Krebs

l. Krebe' interest and apparent pleasure in writing educational
works 1s another way in which he follows in the footsteps
of his teacher. It will be remembered that Bach wrote
four educational collections: the "Clavierhifchlein," "Orgels
blichlein," Inventions, and the Well-tempered Clavier,
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mentions the ladies égain in the introduction to the Third
Collection when he épeaks of the gallant style, in which he

has wriiten the music, as suitable for them. This sort of
thinking is, of course, in keeping with the ideas of the

Rococo period. Krebs realizes, he says, that there is already
much clavier music available to'the music world by such masters
1

as Bach, Handel, and Hurlebusch,™ but that he, one of the minor

l. Conrad Friedrich Hurlebusch, 1696~1765, German organist
and composer. His instrumental music generally represents
high barogque style, although one also sees signs of the
weakening of polyphony. Needless to say, his music lacks
the expressive depth of the two other composers Krebs men-
tions. According to Lang (Music in Western Civilization,:
p-516) Hurlebusch is among the most talented of early and
middle eighteenth century song composers and belongs to the
Berlin School.
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composers, does not wish to hide his small talent (as a "lazy
bc&" would do; see p.diyline 14),

According to Krebs, the First Collection was successful;
and we learn‘that he plans tovwrite cthers,‘each in a different
manner which reflects the varieties in clavier style and fule
fills the desires of clavier players. We must emphasize the
fact here that in this series Krebe was very sensitive to the
so-called appitite of clavier players. In the third intro-
duction he says that the mueic (Third Collection) is somew~
what harder than in the preceding Collections, buf that he
does not intend to-make future compositions in this series
more and more difficult as this would take away the appetite

: (See pd#,1lines 25 on.)
of the beginner!/ These are compositions that were played by
many in his day. Krebs waited until one Collection had been
accepted in the muéic world before he published another. He
says that if the Third Collection is soon accepted the Fourth
will follow with no delay. We have no explanation, however,
as to why it was published two years after the Third Collection,
while only a year or less elapsed between the publication of
the others.

It is interesting to see how Krebs desried to have the
published copy of his music in the hands of players rather than
& handwritten copy of it. It seems (according to the second
introduction) that Krebs found that his First_Collection was
being copied and sold for less than the original price by

copyists seeking financial gain. Thus, he explains, although



the Becond Collection is worth more thén the first in his
Judgment, he is selling it for less so thatvall can afford
to buy the originai. (Of course, one should mention that
perhaps there wase financial gain for Krebs in ﬁhis procedure!)

Krebs realized that there was some criticism of him for
publishing such easy and unaffected compositions. He says
that even if the Fburth one should be criticized, he realizes
that music of othervcomposefs 1s also censured; and that, cone
fident of the same success for this composition as for the
others, he plans to write even more in the series. The Fifth
Collection we do not have any trace of as such. He was inspired
to write a fantasy, but, he explains in the intréduction to
the Fourth Collection, many clavier players from various places
requested several sultes as in the other Collections. 'He
| states that he finally decided to satisfy them and resolved
to write six suites in the gailant style. In order that many
could afford them, he planned on publishing them in pairs,
gradually and within one and one half years., After these were
published, he says, four or five additional Uollectionms, eaeh
of three pages, should graduallyrfollow. No record can:be:found
of these Collections either. |

2. A Comparison of Bach's "Clavieriibungen" and Krebs'

Collectione and "Clavierifbungen" |

Before proceeding to the discussion of the music itéelf,
it is very interesting ﬁo see the similarity between tne con-
tents of Bach's "Clavierilibungen" and Krebs' Collections and
"Glavierdbungen." From the diagram below one can see that Krebs,

no, doubt, had in mind these works of his teacher



when he wrote the music for the

Collections and

“ClavierBbunged In addition, the six Preludes of his

-

first Collection recall Bach's nine easy preludes in the

"Clavierblchlein," a work started in 1720 for his son,

Friedemenn.” Both these sets were written for rudimentary
instruction.

BACH KREBS
"Clavieriibung" Collectione ("Piecen")
Pt. I Partitas (6% “f Preludes™(6)

1731 1740
Pt. II Concert I+ Suite
after Ifal.taste™)
Overture ‘
(after the
manner")
1735 1741
Pt. IIDT I1NQwerture
according to the
¥ \\\\\L French Style "
1739 \ ‘&%41 -
Pt. IV Goldberg V' ations - IVeNConcerto
\ \ ("in the Italian tast-e“) |
1742 . 1TAS
"Glavierﬁbungén“

I "ereludes & Variations'
-on chorales
Pt.II Sulte

1744«56 or

\.“ Pt -

-~

1743=49 (see Do fn.l )

l. Geiringer, The Bach Family,

Pe 156v



3+ The Preludes (First Collection)

Form and style.-e The First Collection consists of

six Preludes ("Praeambulis"), two-part compositions in the
keys of the C major scale chords in ascending orders: G, 4,
e, F, @, a. One can loglically suppose that when planning
this set, Krebs had in mind his teacher's educational two~
part "Praeambyla! (1723, later called Inventions)1 presented
in ascending keys: C, o, D, d, Eb, etc. The two sets are
different in form and style:
1) Krebs' Preludes are in asymmétrical binary form;
Bach's Inventions are free in form; they are studies in
counterpoint. ’
2) Krebs' Preludes are written in a simple, homophonic,
gallant style (note against note); Bach's Inventions are,
of course, strictly polyphonic,

Krebs' gallant style is illustrated in the following example:
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s meledy.

1. Gelringer, Ibid., P.266.



In a few ihstanoesAthe upper part consists of two or
mdre notes. In Prelude I the main idea is arfanged in thirds
and sixths (see Ex. la). The final cadences in parts 1 and
2 of Prelude III (binary fdrm).have a third inner part. In
Preludes IV and VI a third voice appears in the upper part
at a very few cadence points (see Ex. 1b, m,6). Six measures

~in Prelude IV have this passage:
Ex Vivee I3
=3I MM
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The bass part in these Preludes is subordinate to the
upper part which it supports with a simple bass line. It often
embodys a rhythmic pattern closely related to the thematic
material; 1t may support the'upper part with broken chords
or with parallel movemenﬁ in thirds or sixths (see Exs. 1&2)e
The traditional binary form Krebs' chose for these Preludes

is found also in ten of Bach's Preludes from the Well-tempered
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Clavier: Pt. 1, tonic~dominant (or rel.min.):// Pt. 2,

dominantatqnic://. Both Krebs' and Bach's compositions
cadence in the dominant atvthe end of part 1. But there are
two important differences in the use of this form by Bach |
and by Krebs that exemplify the COntrasting styles of baroque
and gallant music. Banh usually begins part 2 with an inver-
éion of the main idea or with an idea derived from it (Handel
also does this, generally); whereas Krebs, in five out of the
six Preludes, presents the maih'idea in its original form at
the beginning of part 2. In this section Krebé also usually
presents all or part of the main idea in the tonic key. Bach
rarely does this; his music concentrates on the polyphonic
spinning out of the figures.

The presentation of the main idea.in the tonic key in
part 2 of Krebs' Preludes tends tordivide_this section into
two parts, the second of which ﬁsuélly éontains fepetition
of the original thematic material (involving transposition,
of course, because of the return to the ﬁonio in part 2). The
repetition is sometimes continuous and at other times derived
material is interposed. In the last section of the First
Prelude all but four measures of part 1 are repeated. There
is a repetition of measures 1=8, measures 9-20 (transposed),
and measures 25-31 (transposed). It is interesting to note
that the four measures omitted in the repetition (ms.21-24)
are more significant as figurations and less important as

thematic material than the other sections which are repeated.
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Five measures after the re-presentation of the main idea in
Prelude II six additional measures of part 1 are repeated
(transposed), followed by the same material an octave lower.
In Prelude V a repetition (transposed) of measures 21-23 follows
the repetition of the fifst eight measures. After five measures
of derived material the last 11 measures of part 1 are repeated
in the tonic key.

The Preludes, then, are built on one melodic idea.
Motives from this idea are extended, inverted, presented in
sequence, and repeated in original form. No new patterns
afe evolved except in Prelude II where a short new rhythmic
patterh is used a few times in the second section.

A comparison of Krebs' VIvPreludes_with composi tions

by his contemporarieé.a-l A similar binary form is found in

clavier music by Friedemann Bach(1710~84),2 Emanual Bach (1714«
88),3 J. P. Kirnberger (1721&83),4 Christoph-Nichelmann'(1717~62)?

l. It should be mentioned that it might not appear wholly
fair to compare a composer's educational works for beginners
with another composer's works embodying a more advanced keys
board technique. However, the above comparison serves a
constructive purpose, as its results show differences which
are simllar to those found in other comparisons in this
dissertation.

2. See p. 36, ny 3. Seefp..?é/. $h-¢ 4, See p. 35, Frdt,

5. He was not a private pupil of Bach but was a pupil in his
classes when he was enrolled at St. Thomas' School. Later
he was a Jeclaviep/ pupil of Frledemann and Emanual Bach
(Geiringer, The Bach Family, p.340); he studied counter—
point with Quantz and choral composition with Graun (rétis,
pére, "Notice Biographique! prefacing Nichelmann's Sonatas,
Le Trésor des Pianistes, ed. by Farrenc, v.1ll). One of
his positions was that of a harpsichordist to Frederick the
Great. He wrote various works for the harpsichord, in
addition to several symphonies, operas, and choral: .. -i
works. _ '
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and Johann Gottfried Mijthel (c.1725- c.1785). 1 Many of the
movements of Friedemann Bach's seven Sonatas for absingle'
clavier, which were probably-written between the years i733e
44,2 are‘in twoépayt form. Here, hqwever, is a style essentially
different from the gallant as seen in Krebs' Préludés. The
music is mainly homophonic but there are pléces where a sense
- of devélopment inheres in the music, There are aléo movements
with frequent changeé of subjectivé expression.

| Practically all the movements of Nichelmamn's harpsichofd
Sonatas are in two-part form. These were written betweén 1740
and‘l754;3 At'the beginning of the second section the original
idea is~uéua11y heard in the dominant key, as in Krebs' Preludes.
But here again is a stylekcontrasting With Krebs; strictly
gallant expression. There are various eléments here: sections
of polyphonic texture, measures reminiscent'qfvlate baroque
' toccata figurations, as well as simpie gallant melodies with

short repetitions of motives; ‘Here is an example of gallant

1. He was one of the last pupils of Bach, receiving instruction
for only a few weeks in 1750 while liv1ng in Sebastian's
home. He then studied composition with Emanual Bach and
with Telemarm. A keyboard-player as well as an organist,
he wrote various works for clavier, technically quite
difficult.

2, Geiringer, The Bach Family, p.322. "samtliche Klaviersonaten,"
ed. by Blume, contains five of these seven Sonatas (Blume
#1, #2 #3, #4, #6)., The other two sonatas may be found
in the Rlemann edition listed in the bibliography.

3., Fétis, pere, "Notice Biographique," prefacing Nichelmamn's
Sonatas, Le Trésor des Pianistes, ed. by Farrenc, v.1l.
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figurations and their imitation:
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The element of the subjéctive is also present. There are
expressive wilde ékips in the melody of the second movement of
the fourth Sonata ("Brevi Sonate"), and a tenseness expressed
in the first movement of the third Sonata ("Cing Sonates")
where the minor mode, syncopation, and running sixteenth~note
triplets and thirty-second notes are used.

| About 20 yeafs after\Krebs' Firsﬂ Collection was pub-
lished we find that Emanuél Bach chooses the two=part form

for some of his clavier sonatas. The two sets of "Sei Sonate",
published in 1761 and 1763, respectively, éontain many two-part
movements. In these part 1 usually ends in the dominant key
and part 2 begins in that key withvthematic material closely

related to the original. It is hardly necessary to say that
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here again is a more mature keyboard style where gallant
elements acquire more depth of expression and the texture is
genefally less subservient to the uppermost line.

We have seen that Krebs applied the title but not the
form or style of his teacher's "Pracambula® to his own Vi
Preludes. It is interesting to see that ahother of Bach's
pupils also appears to have imitated his teacher to some
extent. The polyphonic style and interesting figurations in
an "Inventio"l by Kirnberger relate it closely to Bach's
Inventions.‘ It is, however, in binary form and doés not always

remain strictly in two or three parts.

éfkﬁé
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Other compositions by Kirnberger entitled "Allegro" can also
be compared with Krebs' Preludes because they are short, two-
part compositions in binary form.2 Again their style is much

more like that of Bach's Inventions than are the Krebs Preludes.

1. From "Diverses Pieces, Le Trésor des Pianistes, ed. by
Farrenc, v.1lO0.

2. This discussion is based on: '
' 1) ‘Allegro in E,  from "Diverses Piéces," Ipid., the
Allegro was orlginally printed in Berlin, 1780.
2) "Allegro fiirs Clavier," in Musicalisches Vielerley,
ed. by C.P.E.Bach.
3) "Allegro f{ir die Slngﬁhr," in Antologia di musica antica
e moderna per pianoforte, ed. by Tagliapietra, v.1l3.
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The two lines are for the most part independent of each other;
they are imitative, and contain much figuration{ Inversions
presented in a polyphonic texture show skill, although express-

ive depth is lacking.

4, The Suites (including those of the Second
and Third Collectiohs)

This discussion will includé the suites of the Second
and Third Collections, the suite which constitutes part II of
the "Clavieribung," the six suites comprising the "Exercice
sur le Clavessin," and the ‘Suite for the Harpsichord.  The
order of the first few movements,-- (Prelude), Allemande,
Courante, Sarzbande,-- of seven of these sultes is tradi-
tional or "classical" (except for the addition of & fugue) as
represented in Bach’é English and French Suites and basicélly
in his Partitas. (One sees the traditional order in Hurle-
busch's suites also.) The variety‘and free order of the re-
mainiﬁg movements are more like that of the French overture
type of suite seen in Bach's orchestral Overtures (suites)
and his b minor suite in "Glavier@bung," II. The chart on
the following page shows-haw these observations hold true.

Second Collection: form and style.~- The form of the

Prelude of this suite is a vefy simple one~-part cohstruction
in a minor, where the main idea may be divided into phrases
Halt | "p," and "e (ﬁhe "e" section ending in ¢ major). After
a presentation of "a" in G major and a 10-measure extension

of "a," the whole theme is presented agaih in a minor. The



COMPARATIVE GHART OF SUTTE MOVEMENTS BY KREBS AND BACH

'I‘y'plcal English Suite (Bach) Second Gollection Third Collection Suite for the "Clavierubung!

Bouréé(or Gavotte, Passe-
pied, mn.;other free
movts. in FrQSurbes or
Partitas)

Bourrée I,II
Mino I’II
Gavotte-

Polonaise

Aria (wn poco-—————Air(avecz

tas #5 & #60)

Vivace) doubles)
Gigue
Tempo di Min,. Passepied
(This termin-  Rigaudon
ology used in
Bach's Parti-

(suite) (suite) Harpsichord Ptell,suite
Prelude (In Partitas also  Prelude Ouverture * Prelude Prelude
called Sinfonia, Fan- Fugue (fugue) Fugue Fugue
tasia, etc.) 7
- Allemande (French Suites Allemande Ientement Allemande Allemande
begin with this movt. o ‘
Oomit Prlde.) |
Courante (In Partitas Courante Vivement Courante Courante
Air may be here.) :
Sarabande -Sarabande Paisan Sarabande Sarabande

)5



"Exercice sur le Clavessin®

T I IIT v v VI
Prelude.. Fantasia Prelude
Allemande‘ Allemande ' Allemande Allemande Allemande Allemande
Courante Courante Courante Courante Courante Courante

Sarabande Sarabande Sarabande Sarabands Sarabande Sarabande

Minwet, . Péassepied _Hérlequinade Bourrée .I,l'.[ Min. I,II Rondeau

Burlesca Air Polonaise Polonaise Mine (Trio)
Rigaudon = Minuet Gavotte Capriceio
Min.T,II ~ (Cf. Bach
 Quverture-g)
Gigue————Cigue. Gigue e o Gigume____ _Gigus

918



BACH:

' Suite (bmin.) Cuverture-c Ouverture-b Ouverture-D Ouverture-D Ouverture-g
" Quverture [Ouverture] [uverturs] [uverturs] [Ouverture] Iarghetto
Courante | Courante

. Gavottel,II Gavotte I,IT Rondeam Air . BourrSe I,II Tornmeo

. Passepied I,IT Forlane Sarabande Gavotte I,II Gavotte Aria :
. Sarabande - Min, I,II Bourrée I,IT Bourrée ‘Ming I,II Min, (Trio)

' Bourrée I,II Bourrée I,II  Polonaise Gigue R8jouissance Capriccio

’ _ Passepied I,II  (dble.)

; o - Minuet

. Gigue Badinerie

: Echo

28
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next phrase is entitled in the music, "reprise." It consists
of "vb" and "c" presented in a minor. One repetitioh of the
"reprise" concludes the Prelude. "Reprise" is a term used
in sixteenth, seventeenth, and early eighteenth century dance
music indicating a repetition in varied form. In this Prelude
the variation is only a matter of key;(while in the Courante
of Krebs' "Suite for the Harpsichord"the "reprise" varies
the thematic material itself{cf. p.67).

The three volce Fugue in a-minor which follows the Prelude
- is a lively, well-contructed movement and a pleasure to plays.
Modulating to e, 4, G, and C, its harmony isvcontinuously
interesting.' Homophonic tendencies are unmistakable.

The remaining dance movements, as well as the Prelude,
have one major feature in common: polyphony has essentially
disappeared from them. Of the two voices, that of the right
hand generally carries the thematic material. All the dance
movements, except the Polonaise, are in binary form (asymmetri-
cal) and consist of short phrase extensions of the main idea
and brief repetitiohs of phrases from theé theme. The Polonaise
is in three~part form; the third\part is a repetition of the
first. |

The traditional up-beat and the sixteenth-note figures
are present in'the Allemande. But there is no polyphonic
spinning out of the ideas and‘no expressive climax,~~ features
typical of baroque Ailemandes. In the next movements we are
not surprised to find the Italian cogrante and gigue types

used here. The Couranteis different from the other
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movements ih that it contains no phrase repe=
tition, rhythmically or melodically, other than at the
beginning of part 2. Its continuous running figures flow
to the final cadence without interruption.

All these movements hold to certain traditional character-
isties. For example, the following Sarabande, in 3/4 meter
and starting on a down-beat, rests on the third beat in

the first phrase of the theme. It is also quite expressive.

The tenth movement of this suite, "Aria un poco Vivace,"
has a more interesting lowér part than the other movements )
have. The key, A major, provides a contrast ﬁo‘the preceding
movements. | |

Third Collection: form and style.~= Krebs' training

under Bach and his s8kill as a composer are cleérly evident
in these nine very interesting movements entitled "Waverture."
The music is inspired, spirited, and sensitive. . An over-all
plan, well thought-out, is‘evident. The first three moves
ments and the last six seem to form two groups, the latter
consisting of optional dance movements. This series is given

shape by'the presence of a movement longer than the others,
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an Alr with six variations, coming between the third and
fourth dance movements.

The titles of the movements of this composition are
essentially those of a sonata "da camera" in the second haif
of the eighteenth century. The first three movements,—-
Ouverture, Lentement, Vivement,-- show the penetration of
free movements into the suite which was common at thig time
(cf. p./20). In the introduction to this Gollection Krebs
himeelf gays that these are the wual movements belonging to
the Ouverture. None of the traditional dance movements are
present. Allemande, Gourante, Sarabande, Gigue. However, Bach
includes one or more of them in his Overtures,‘although other
composers, such as Telemamn, do not.

The first movement, Ouverture, has a form typical of the

baroque French overture. (This Collection is described on

the title rage as being written accordlng to the French style,"

"...einer, nach dem Franz¥ischen Gout.") Krebs had numerous

models of this three-part form in the works of his teacher.

The second section of Krebs' work is a fugue; the-third section

is in the stylé bf the first section, d;gnified;'pompous, and

in dotted rhythm.
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The chromatic theme of the Fugue is as follows:

Ex.
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It is also presented and used in its inversion; thus we
have a typical baroque melodic feature. a theme descendlng

chromatlcally. For example, this is the fugue subject in
Bach's Toccata in F# minor:l |

: ‘ {Q 28 #:l:ﬁ-:iib‘ .E_:f_‘: “*—‘______:

Homophonic texture is strong in this Fugue. Krebé appears
to use his material, which is basically comprised of the
theme and a running. sixteenth~note figure, for‘two purposes:

1) to give the performer opportunity to display his
virtuoso abilities;

' 2) to illustrate the full sgnOrity of the instrument.

1. Séhmiéder, Thematisch-systematisches Verzeichnis der
Musikalischen Werke J. S. Bachs, #910.
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The rhythm and the thematic material of the next movement
make a pleasant contrast to the preceding one. The Lentement
flows quietly along in 3/4 meter and in a not-too-strictly
polyphonic style. Note the wide intervals which contrast with

the chromatic persistence of the preceding Fugue:
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This movement, in asymmétrical binary form, begins at part 2
with the theme in inversion and distributed between the two
upper parts. In this section the theme is heard in the sub=
dominant key and near the end in the tonic. Similar to the
movenments in the Second Collection, the material between the
presentations of the main idea consists of exténsions of the
main idea leading to important cadences,

The third movement, Vivement, in aéymmetrical binary
form, has qualities of & Scherzo or Badinerie movement. Its
scale-wise,rﬁns and arpegglos (imi£ated in the left hand),
together with 1ts flasheg of syncopation and chromaticism,
combine to make a jolly and somewhat fanciful composition.

Considering this suite as a whole, we find that eéch
dance movement and the Ouverture uphold the features tradi-

tionally associated with them. But the simplicity, the
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periodicity, and the graQefuiness of.the gallant style are
clearly in evidence. It should be mentioned, in passing,
that this Collection (as well as the others), if mastered,
gives the keyboard student a well rounded  technique.

The "Clavierubung," Pt. II, suite: form and style.-e

"Glaviertbung," Pt. II, was published in Niirnberg by Johann
Ulrich Haffner when Krebs:waS'organist in Zeitz (1744<56).
(Séé pp. L3 &pasn(.) The "Bibliothéque du Conservatoire
Royal de Bruxelles" owns a copy of this publication.

~Like the suites of the Second and Third Gollections,
the "Clavierlbung" suite is predominantly gallant in texture
and eXpressioﬁ,l while it upholds the traditional earmarks
of the dancé-movements (i.e., those charactefistics which do
not affect muéical style or_texture). Form is also very
similar to that of the two sﬁites already considered.

The Prelude, Allemandé,vand Courante (Italian type),
are in two parts (1.é., %oice lines), with a few exceptions,
notably at final caden0985 The volces enter one at a time,
imitatively. This kind of beginning is found in most of the
Preludes of Bach's English Suites, aﬁd, considering his sultes
as & whole, in & few of the Allemandes, and in most of the
twompart Inventions. ‘It is not found in any of Krebs' sulte
movements‘already considered. Howevef, after the Qpening
measuré or measures the imitatidn is abandbned and rarely

- returns duringvthe course of the movement. As in the previous

1l. The title page reads: a sulte "according to today's taste,
",a.nach den heutigen Gout. .

-
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sulte movements discussed the right hand assumes the leading
role. The left hand adopts 2 simple bass line or ‘accompanies
in parallel thirds or sixths. The maln ideas of the Alle~
mande and Courante are very similar to the main idea of the
Prelude. |

The main interest in the Prelude, Allemande, and Courante
is in the persistent flow of rhythmic patterns, a feature
found in many of the movements of the Second and Third.Colle
ections. However, in this suite, especially in phese three
movements, the rhythm is simplérvthan in the music of the
Collections. In the latter, the rhythmic patterns often
emphasize virtuosity, and, as & consequence, the left nand
frequently has more lively phrases than{wé find in the "Claviere
tUbung" suite. |

As was observed in‘the fugues of the: other- suites, homo-
phony plays an important part in the Fugue which follows the
Prelude. The last five measures before the final chord con~
tain parallel thirds exclusiveiy.

The main ideas of the Sarabande and Gavotte are worked
out to a great extent in sequehcés quite uncomplicated and
light-hecarted in épirit. A typical gallant phrase is found in
Minuet II. It is, characteristicaliy, repeated immediately(ms.lSGLQ.
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A line such as this helps to perpetuate the simple'gaity of

the Scherzo:
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ence (referred to on p.58) between this sulte and those cone
stituting.the Second and Third Collections. Here is a meloe

diousness with a simp1101ty of rhythm and harmonic setting.
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Compare the somewhat more ornate thematickmaterial in these

movements from the Collections:
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The Cantable movement of the "Clavierubung

a measure of early classic charm,
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suite also expresses

illustrated in the following

example.
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"Exercice sur le Clavessin," form and style.ee= This work

consists of six sultes dedicated,

according to the title page,

to M. Jean Sigismond Pfinzing, Senator and Mayor of the Republic

of Nurnberg.

The suites were published by Johann Ulrich

Haffner in Nurnberg when Krebs was organist in Zeitz (1744<=56).

A copy of this publication may be found in the "Deutsche Staatse

bibliothek," Berlin.

Haffner prefaces the work with a few

superlative remaklks addréssed to Pfinzing, praising and ex«

pressing gratitude for the latter's fine musical taste and

good heart which he showed in allowihg Haffner to dedicate the

work to him.
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The fprm'and'style of these six suités have muohriﬁ
common with that of the suites alread& considered.‘ They are
enjoyable gallant compositions. The tWo Préludes and the
. Fantasia (cf. chart, p.5la) have a free onéapart form in which
oné idea is presented, spun out, repeated in»its'original
form, and contrasted with related mélddic~and rhythmic figures.
Most of the dance movements are in asymmetriéal binary form.
Very'often part 2 begine with a new idéa'complementary to the
main idea and usually derived in some way from it. All the
Gigues are the Italian type. Three Gourantes display thé
subtle shift in rhythm typical of the French Courante, and
tﬁree embody the Italiaﬁlcharactéristics (quick triple time,
continuous figurés, melodyaaccgmpanimént texture)..

There is a baquﬁe féatqre in these suites,-- a persistent
flow of rhythmic pa’ttérné,-;-- like that found in the other
suites discussed. And, like the suites of the Second and
Third Golléctions, the lines are mpre'orﬁate than those of
the "Claviérﬁbung" suite. Howéveﬁ, the Preludes, Fantasia,
and the Allemandes‘émbody a more'forWard 1ooking'keyboard
style than.dO'the Preludes and Allemapdes of the other suites.
There is much parallel movement between the voices. Gailant
keyboard idioms, running'scalé-ﬁisé pasgsages, and sequences |

abound. These passages are typicals
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The Sarabande from the 6th Suite reminds one of the

- Lentement of the Third Collection (c¢f. Ex.10). The sSemiepolyw

pﬁonic:texture;ofathesefmovaméntsziSnconéérvative,'
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On the other hand, there are Sardbandes in these suites which

are clothed in a truly gallant texture.
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Suite for the Harpsichord, ~form and style.e- This
sulte exists in manuscript and is entitled "Suite pour le
Clavecin." It méy be found in the "Westdeutsche Bibliothek,"
Marburg. | »

In this composition we find gallant style at its best
with a small share of high baroque features which add to its
worth. There is a sense of relaxation'in‘these movements, a
melodiousness that is satisfying and enjoyable. The thematic
material by and large emphasizes pleasing melody. This con-—
trasts with the suites of the Goliections and "Clavieriibung"
where the thematic ideas show a greater inﬁerest in rhythmic

figurations. Movements such as the Preludes and the Allew
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mandes from the "Exercice sur le Clavessin," where there are -
many varied keyboard patterns much of the time accompanied
with parallel movement in another voice, are not found in
the Suite for the Harpsichord. The material in each move«
ment from the latter suite does not depart from the basic
pattern or patterns of the main idea.

The three-part form of the Prelude resembles the baroque
overture in whioh the last section is in the style of the
first. The texture is seemingiy baroque, embodying a type

of toccata-like thematic material often foundvin Bach's music.

m. 6 CREL L)

FFELE

However, the music does not express baroque seriousness and

gravity. The first and'third sections are made up of fast
scale passages and arpeggio-like phrases and chords, con-
trasted by a middle section of both semi-polyphonic and homoe

phonic textures. The latter section is built on motives, as
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noted in Ex¢/7l~. The modulations in this section are intereste

ing and well planned:

e —~
LT 2o LY 3 A B B

#The Prelude‘is ine minofv
Inmediately following all but two of these cadences, the
motives, combined as in Ex. [94, enter.
The flowing phraées of the Fugue,rembraced in a key
structure skillfullyvlaid 6ut, have a 1ightnéss and grace,

the seed¢ of which are found in the subject:

T 2
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The remaining dance movements continue to emphasize
homophonic texture and other gallant stylistic elements, while
most of the traditional dance features, mentioned already in
the discussion of other suite mo#ements, are present. These
features include the following as found in the Allemande:

1) moderate, duple time;
2) aquiet, flowing phrases;
3) initial up-beat;
4) many sixteenth-note patterns.
Many of Bach's Allemandes are, of course, also characterized

by these features. Interestingly enough, we cén see much in

common between these two measures of Bach and Krebs:



EX3l @y Beih, Bkt 41 Qf—%,é !/:e’f:“w@

| Pt [ fasT measyre U S PN i _

e e
T =TT
yAVE | '1? ﬂ‘—:—"'_‘\l J; : Q‘{ . A JN\ 18
\\WFY1/ I i . [ . = [ 4 :
e = e e

: -

But there is only a superficial bond between them. The
general styles of the movements from which they come are

entirely different, as we can See when we examine tjbical

measures from each movement:
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The Courante in'thié Krebs suite is ﬁhe French type and
, embodys-the simplicity‘and'teﬁderness often found in Handel's
style. The ties in :measures 1, é, etcetera (see Ex. 23) are
a feature of Féench baroque~harpsichord style. It is interest-
ing to note the structure of thisvmovement whiéh exemplifies
Krebs' skill as a musical architect., The 1engths of the main
sections are as follbws; , o
Part 1 (of the binary form) 8 ms. ~>2:3
Part 2 2 ms, :3

: 8 ms.("reprlse
Features noted in the following analyeis may be found in Ex. 23,

Pt. 1%

o )(p.c.o fan ]
L bef/ns. )
345 —

Cms> )| 7—3%567

5 3

Sy ne efa.‘ftbq
ends. : o

L*}

On./ S‘Iél of a 73
In me/aJy.

%* See p.&ﬁ,fngl -
Ratio series 1:2: 3 5:8 1is used in this movement.
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The third movement, a Sarabande, presents an unusual feature:

it is written in Eb minor, which makes a striking contrast to
Eb hajor used in thelreép of the suite. Here the stately
character of the Sarabande is preserved, and we note the same
gimplicity as in the Courante together with an expressive

ingredient of baroque urgency. The wide melodic skips, a

slight use of chromaticlsm, and the ornaments, all contribute '

to giving this lovely movement its subjective character.
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The dance movements in this suite show the same feature
found in Krebs' other suite movements: the repetition of the
main idea in the tonic key near the end of the movement. The
second section of the Scherzo (in Eb) is unusual in that it
presents the main 1dea in Bb, O, and Eb in alternation with
other material, as in a coneerbo.

Suites and suite movements found in modern editions.,=-

In volume five of The Golden Treagury of Piano Music, edited

by L. Oesterle (1909), are two sultes by Krebs which are
entitled Partita #2 and Partita #6a1 Presumably Krebs wrote
gix Partitas. According to MGG #1, #3, and #5 are 1ost.2
The Sarabande from Krebs'"Partita 4 per il Clavicembalo"

is included in K. Herrmann's Lehrmeister und Schiller Johann

Sebastian Bachs, v.2, 1935. Martin Erey's volume, Klassische

Stlicke berihmter Zeltgenossen Bachs, 1929, contains the

Minuet and two Bourrées from Krebs' fourth Partita.

1. These Partitas are also in Alte Meister, ed. by E. Pauer,
v. 1&2 (192%); and in lLes Maftres du Clavecin, ed. by
L. Kéhler, v.l, ca. 1933. Volume 12 of G,Tagliapietra's
Anthologia di musica antica e moderna per pinaoforte,l1932,
containg Partita #6.

2. MGG, Lfg. 6869, pp.l731-32. BSeé Loc.:cit., for location
of manuscripts of the preserved Partitas. The sixth Partita
is listed in the auction catalog (c.1928) of Dr. Werner
Wolffheims' music library: "#95 Eigenhidnde. Vollstindiges
Musikmanuscript mit Namen: 'Partita Sesta per il Clavicembalo
di Monsieur Joh. Lud. Krebs.' Fol. Titel u., 18 Seiten."
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The first five movements of Partita #§ are the same as
the first five movements of Krebs' Suite for the Harpsichord.
Krebs evidently wrote two versions of thié suite. (The
first four movements of Partita #2 and #6 are in Geissler's
organ collection (1848) as separaté compositiong.)

These movements of fer nothing new to the preceding
discussion of Krebs' suites. They keep the traditional
dance features, and are predominantly gallant, while also
showing an influence of Sebastian Bach in some movements.

For example, the last movements in Partita #2 and #6, Gigues,
contain much polyphonic'imitation.

Krebs' contribution to the suite form.e- In concluding

this discussion of Krebs' suites, we can say that each suite
movement embodies the typical character or spirit of its

name; Krébs does not carry on an imporﬁant feature noted

in a few movements of Bach's ?artitas, namely, the abandonment
of the typical character of a dance movement. This feature

is one progressive 1link in the gradual replacement of the
suite by the eighteenih century éonata, and may also be

looked upon as illustréting'a phase of the suite's disin-
tegration.’ Krebs' contribution to the suite may be stated

simply thus:t he clothes it in the new homophohic style. His

1. This dual viewpoint is expressed in K. Geiringer's book,
The Bach Family, p. 272.
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suites are radically differenﬁ.from those of his teacher.

Gone are the‘broad, dignified phrases, the patterns of which
are spun out in a texture never completely abandoning poly-
phony and where the expressive depth is constantly developed.
But here are suites which are entertaining and satisfying, and
the essentlial expressive vitality of the sulte form is mastere
fully upheld,

A comparison of Krebs' suites with compositions by his

contemporaries.-=~ It was not easy for the writer to locate
suites written by Krebs' cohtemporaries. This is, no doubt,
due to the fact that the sonata was in vogue and significant
at that time (i.e;, abbut the middle 50 years of the eighteenth
century). Individual Polonaises and Minuets, though, became
increasingly popular in this century, especially in the
second-half, and were written by many composers. And it is
highly important to remember that, although Krebs chose the
suite form for the compositions of the SBecond and Third
Collections, he did not desire particularly to write many
suites. This fact he himself explains in his introduction
to the Fourth Collection. It ie only because of many requests
from clavier players for suitesthat he goes against hlis per-<
sonal will and plans to write six more (cf. p.%2).

It is interésting first to see the style of Krebs' suites
in relation to those of two older men, Johann Mattheson (1681«
1764) and Gottlieb Muffat (1690=1770), both contemporaries
of Sebastian Bach but still writing music in the second half
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of the century. Mattheson was a German harpsichordist,
organist, and composer, and a frieﬁdlof Sebastian Bach. His
keyboard43uitesldisp1ay~the baroqué interestﬁn rhythﬁic
figurations, as well as an interest in melody that forces
polyphony to loosen its hold upon the texture. The latter
:feature is, of course,’prédominant in Krebsf gultes.
Muffat;_an organist as well as a composer, was & pupil
of Fux in Viénné.: His many.suites2 do not embody the true
and serious polyphony as.found in Baéh,_but they do appear
to be influencéd greaﬁly by Gouperinfé keyb@ard works .- There
is some polyphonic texture including imitative and sequential

sections; and there is interest in rhythmic figurations.‘ Howe

ever, we often find the top line more important than the others

and expressing a gentle and pleasant melodiousness. Thus,

so far, we can see Muffat's similarity}tb Krebs. It is only
| a superficial agreement, though, as the general style 6f
Muffat's sultes, in thé,wr-iter's opinion, can be d‘escribed‘
essentially as fussy. Two or more different rhythmiq figures
or pattefns are heard at 6nce and are almost constantly being
replaced by new ones; the music is also highly ornamented.

Friedemann Bach wrote one Suite, in his early period

(1710~33).3‘ The polyphony in most of the movements and

1. "Pisces de Clavecin" (171%4), comprised of XI $ui£es, in
Le Trésor des Pianigtes, ed. by Farrenc, v,l4,

2. Componimenti musicali per il éembaio, ed. by Chrysander.

5. Geiringer, The Bach Fémilv, P.320. The suite may be found
in Le Trésor des Pianistes, ed. by Farrnec, v.1l3.




especlally in the Allemande give it a predominantly baroque
flavor not found in Krebs' suites.

Polonaises and "Alla Polacca" movements by Eménual Bach?
contain mére rhjthmic, thematic, and textural variety than
found in Krebs' Polonaises. The second parts of Emanual's
binary forms usually begin wiﬁh an idea derived from the
original idea; whereas, Krebs, iﬁ the same places, presents
the original idea, or at least its exact rhythm. The examples

below illustrate Krebs' all-around simplicity:
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Several éuite movements by Kirnberger™ are also differmnt

from Krebs' suites in style, being generally polyphonic and

1. "Kleine StuUcke fur Klavier," Nagel's Musik-Archiv #65,
éd. by Vrieslander.

2. "Diverses Pieces," in Le Trésor des Pianistes, ed. by
Farrenc, vs. 10 & 12; "Der allezeit fertige Polonoisen"(l757).
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containing much figuration. The following example is the
beglnning of a Polonaise: '

One should mention the 12 Polonaises by Friedemann: Bach
and the collection of Minuets by Johann_Gottfried Zlegler
(1688-1747)% in this.discussion; Friedemann's Polonaises,
quite unlike Krebs' suite movements and written in the early
1760%'s, embody a much more advanced_style than Krebs' gallantaz
Ziegler's Minuets, on the other hand, are consistently simpie
and gallant, and they ére, as Krebs' Collections, probably
educational in purpose. The title of the work is "Menuetten
furs Clavier durch alle Téhe,”(pubiished in Leipzig). There
does not appear to be any date for the work.

Several compositions are interesting to compare with

1. Although he studied composition at one time with Johann
Theile at Naumberg, Ziegler was one of Bach's first pupils
“at Weimar, studying clavier and organ. No doubt at this
time he learned principles of composition also, because,
according to Spitta (J.S.Bach, Engl, ed., v.1l, p.524),
these two aspects of instruction, in those days, could
not be divided. A theoretical work by him was published
in 1739, Anleitung zur musikalischen Composition.

2. Thies statement is based on a discussion of the Polonalses
in K. Geiringer's book, The Bach Family, pp. 324=25, as well
as on an examination of the music itself.




Krebs' Owerture, Preludes, ahd_FugUeé in his sultes. | It

is evident that the opening ié.ea. in the .Preiude of Krebs'
‘Suite for the Harpsichord”‘(Ex;Réé-).is.basically not orie
ginal with him. It is a common baroqué pattern. A similar
idea is in Mattheson's Prelude to Suite I (Ex;’;?(-ﬂ-)land in

a Prelude by Kirnbergér (EX.QL&);Q - Although the three compo=

sitions are entirely different, the opening notes are very

simivlar:
B ga%ii?“rﬁ. e YT Q:;:jgir':
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Typical French overture rhythm (dotted), found in

Krebe' Oiwverture, Third Gollection, is present in a Prelude

1. Le Tresor des Pianistes, ed.ky Farrenc., v. 1.

2. Ibid., v. 10.
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by Johamn Gottlieb (?rolc‘i’be:t"g‘(172"7-"56).:L The Prelude and
the following Fugue show much more baroque influe‘nce‘ than
do the Krebs Preludes and Fugues. Goidberg's movements are
predominantly polyphonic and displéy technical brilliance
not found in the~Kfebs movements.

Fugues by Kirnberger2 do not, in general, show the re-
laxation of the polyphonic process as we found in Krebs'
clavier fugues. Kirnberger was a good craftsman in the bar-
oque tradition. A persistent rhythmic drive, inevitably
embodied in Bach's fugues, is present alsc in Kirnberger's.

It 1s interestihg to note that the texture of Emanual
Bach's early Sonata in & (1732), as described by K. Geiringer,
has much in common with the téXture of- the compositions in .
Krebs' First, Second, and Third Colleétions. The first movee
ment contains much sixteenth-note figuration in the right hand,

while the left hand serves mainly as a simple "basso continuo, "’

1, Goldberg was also known as Johamm Theophilus Goldberg. He
was a pupil of Sebastian and Friedemann Bach, although we
do not know if the former taught him composition (cf. p.76,
fn. | ). Sebastian Bach said he was one of his best pupils
on clavier and organ. He was, as is well known, & keyboard
virtuoso. This was his greatest talent. Instrumental
compo&itions are for harpsichord (including concertos) and
for small chamber groups. He also wrote a few choral works.

2. In Le Trésor des Pianistes, ed. by Farrenc, v.10.

3. The Bach Family, p.354.




5. The Solo Concerto (Fourth Collection)

The Fourth Gollection, a simple Concerto "in the
Italian taSpe" ("esein einem leichten, und nach dem Italidn~
ischen Gustd“),;described’thus on the title page, 1lives up
to its name énd description in two important ways:

1) Although not difficult to play, it overflows with
technical brilliance expressed  in many figurations and
sequences idiomatic to the keyboard. The player is the
key factor in this composition .

2) Elements of the concerto (rondoalike) form are
present. .

Style.=- This Goncerto , with a combination of barogque
and gallant stylistic elements, represents the eighteenth
century'transitional period. 4An extreme persistent concen-

tration on rhythmic patterns points back to Krebé"criginal

9

training with the great‘baroque magter;. and, at the same time,

the v1rtua1 absence of polyphony, and the lightness and gaity
of the first and last movements clearly express the ‘rashion-
ablé'gallant style. “The main idea of the third movement is

eSpeéially gallant in spirit and sets the tone of the whole

movement:

- Ex. 3 S |
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As in the compositions of the other three Collections,
the upper part of the Concerto carries the thematic material;
the lower line supﬁofts~it mainly with simple figurations.
Krebe' choice of this texture can logically be attributed
in part to his expyessed aim to keep the music'out of the
difficuitetoapla& category, although one must also recognize
the influence of the gallant style here.

Interesting features of thé gallant style are found in
the first and third movements. One is the brief "echo" effect
achieved in the firsﬁ ﬁQvement by the "piano" repetition,
in the parallel minor key, bf the‘main.idea and also of a
derived pattern. These phréses are noted in the diagram
(p.fR) in Pt. I: 1 and b. | ‘The echo effect of the main idea
is heard first in measufes'5~8_(see Ex. 217 ¢ visualize B flsts
and E flats and "pileno" indication). In the third movement a
similar situatidn occurs when the:sécond'phrase of the main
idea (see Exx27) is repeated "plano" an octave lower, and
~when a subordinate idea is also repeatéd an octa&e 1§wer. Andther
gallant feature in the first movement is the momentary but
striking contrast in colof'achieved by the presentétion,of
the main idea in & major (as the dbminant‘of the dominant)

immediately after it has been heard in G major.
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' Similar to ihe music'of'the preceding-collecﬁions, there
arespfacticaily no dynamic indications or phrasing marks in
the Concerto, a fact which'points to the'baroque leanings
of ths cComposers, .There’iS'a'good;share of ornaments written
in all the movements. (It is important to note that Krebs
himself is thé'sditbr'of this music as is indicated on the
title pages of all the Gollestions‘) |

Form.=- The rondo=like alternation of virtuoso passages
'with presentatlons of the main idea is illustrated in the
following diagram of the;form,of the first movement. - Although
there are no indisations in the music, these passages'(indie
cated in the dlagram ag 1, 2, etec.) correspond generally
to the solo andkutti passages of a concerto. And perhaps
they were intended to be played alternately on the two manuals
of a-harpsichord as in Bach's Italian Concerto, where the

solo and tutti sectlons are clearly indicated.
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Diagram of form, movement 1, solo Concerto

PART T Xkey of &

4% R
(The several repetitions in Part II of passages from Part I,
transposed to the dominant key, and the cadence noted below
in ms. 72-73 establishing the main modulation to the domi-
nant, tend to divide the movement into two large parts.)

ms.l=31 1. MAIN IDEA; repeated in minor.
a. Derived patterns.
2. MAIN IDEA (first 2 ms. only); repeated in
key of A major.
b. Derived patterns; repeated in minor,
3. MAIN IDEA (first 2 me. only); ends with
full cadence.

nse .32-72 ¢. Derived patterns.
4, MAIN IDEA (complete: 4 ms.)
d. Dérived patterns; include:
«=Pedal point on dominant note of D;
«Modulation to key of -D;
em.723contains unique A major chord (V)
in half<notes with fermata; this
V chord is resolved to I in m.T73.

PART II « key of D (see "f")

ms.73=101 Derived patterns continued.
5. REPEAT "1" (MAIN IDEA) and part of "a'lt.##
e. REPEAT "b" (Derived patterns).
REPEAT "3" (MAIN IDEA: includes cadence as
noted above .

ms.102-171 f. REPEAT part of "d" (pedal point; derived patterns).
: Derived patterns continued; includes modulation
to key of G, employing p.ps. on
dominant note.
7. REPEAT "2!" (MAIN IDEA).
g. REPEAT "p" (Derived patter'ns)
8. REPEAT "3“ (MAIN IDEA).

##Note: The exact repetitions of phrases of derived patterns
are noted. However, there are, naturally, in addition, several
~places in the movement where the derived patterns are very
similar to those in other parts of the movement. These
pagsages are not noted.



The Concerto compared with Bach's Italian Concerto.-s
The rondo=like form which uses contfasting material in the
modulating "solos" and contains a final "tutti® section (7,

g, and ‘Bin diagram of form), in addition to the title,

]

"Concerto...in the Italian taste," strongly indicate that

Krebs may have had Bach's Italian Concerto in mind when writing
this composition. This>supposition is strengthened by two

other facts:

‘ 1)The similarity in texture and expressive content

of the second movements. The texture in both consists
of a highly ornamented melody in the upper voice, accomw
panied consistently by eighth-note chords. The wide
expressive melodic skips of a 5th, 6th, Tth, and 8ve
integrated in the decorative melody which is spun out
and is never repeated, give the Krebs movement a barogue
expression not unlike that of Bach's second movement.

- fx 9 H'.J«,%e

2)The similarity in form between the third movements,
Both movements resemble thelr corresponding first move=
ments in this respect.

A comparison of the Concerto with compositions by Krebs'

contemporarieg.~~ A»harpsichordISbnata by the German opera

composer, J. A. Hasse(1699«1783), embodies the gallant style,
but in certain respects it is a weaker composition than any
we have found in Krebs' output.. Here, loosely strung together,

are brief phrases idiomatic to the keyboard. The composition



&

as a whole does not seem to carry much_import. However, in
this Sonata as in most of the others we shall discuss in this
part of the chapter, the left hand is freer than it is in
Krebs' clavier compositions. It gives a fuller harmonic
support to the right hand part than we found in Krebs.

Polyphonic texture is again found paramount in another
of Kirnberger's compositions, "Allegro firs Clavier."1 It
has baroque features similar to those noted previously in
other Kirnberger examples.

From the standpoint of the chronology of music history,
more advanced features are found in keyboard compositions of
George Benda (1722=95), the north German opera composer;
Friedemann and.Emanual Bach, J. G. Muthel, Johann Ernst Bach
(1722-77),2 and J. C. F. Bach (1732-95).° Six Sonatas for
the harpsichord (1757) by George Benda display a more mature
homophonic keyboard style than found in any of Krebs' clavier
works, They also embody a certain dramatic_quality which we
did not find in Krebs' compositions.

It is interesting to note that Friedemann Bach also

1. Musgicalisches Vieleriex, ed.bYG,P.E,Bach.~
2: See. po:/a, 5""... '

3. Johann Christoph Friedrich Bach, the successful Buckeburg
court mu9101an, as his brothers, also had the advantage of
having the "usual excellent musical instruction from his
father," Sebastian Bach (Geiringer, The Bach Family,p.378).
He wrote many clavier and chamber works, cantatas, and
symphonies.




gs”

wrote a Gbncerto for harpsichord élone. If it is a work of
his youth (1710=33), which is probtable,® it is an earlier
Concerto (1743).

work than Krebs' Both composers adopt

features of the concerto grosso. The following examples
~ghow the end of a tutti section and the beginning of a solo

passage in each concerto.
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l. Geiringer, The Bach Family, pps 320 & 317.




Note how the texture and range of each solo éection suggesté
the smaller group of concertino instruments.l Note also the
melodic interest in Friedemann's solo as compared with fhe
typically virtuoso interest in Krebs' solo.

InvFriedemann's first movement the opening tutti section
provides thematic material for the whole movement and is
repeated at the end of the movement.2 Krebs repeats tutti
material at the end altﬁough it is not taken from the opening
measures (cf. diagram, p.8x), This thematic material is more
or less developed in the movement (see Note, p.82 ) but in
the interest of bringing out the technical possibilities of
the instrument, much new material, mostly figurations, is
also heard.

A QGoncerto by Friedemann Bach for two harpsichords alone,
from the early Dresden years (1733646),_has a very progressive
feature not found in the Kfébs' doncerto: the first movement
has many features of a.mature sonata for-m.3

Emanual Bach's Andanfe from his "Leichte Sonaten fiir
Klavier," #3 (published in.17394) has the same texture and
forﬁ as Krebsf Andante movement ffom his Concerto. The theme

in both movements is contindously spun out in the right hand

1. Ibid., p. 321: K. Gelringer makes this observation
concerning the Friedemann example.

2. Ibid., p. 320. 3, Ibid., p- 301.

4, Watquenne, ed., Thematisches Verzeichnls der Werke von
C.P.E.Bach, #65.

g



except for one main cadence near the middle of the movement.

, Other movements from_Emanual's Sonatag in this group
(#1:1748; #2:1759; #4:1744),; like the Krebs Concerto, embody
both baroque and gallant stylistic features. However, unlike
the Krebs Concerto, they also repreSent the age of sensibility
("Empfindsamkeit"), In addition, elémenﬁs of the sonata form
are present. Similar observations can be made for Emanual's
six "Prussian Sonatas! printed in 1742. One movement is a
fully developed sonata forﬁ; and all the movements ‘exhibit
bold harmonic dolbring, and many featurees of a dramatic, sube
Jective recitative style.2

. As these Sonatas of Emanual Bach offer a striking contfast
to Ktebs' Concerto (and indeed, to any of Krebs' clavier works),

go do the clavier compositions of Md'thel. His three keybpard

1. Loc. cits 2. Geiringer, 1bid., ppe 354=55.



Sonatas (1756) are written in what one may call a progressive
style which embodies a turbulent, subjective spirit. There
are also a few polyphonic sections that show Sebastian Bach's
influence. Of great significance are the sophisticated
rhythms, wide melodic skips, appogiaturas, rising suspensions,
chromatic passing tones, crescendos and decrescendos, toccatas
like phrases, frequént'changes in tempo, and inciéive‘harmon-
ies, all of which point to the great gulf between this music
aﬁd the clavier muslc of -Krebs.‘

The music of é younger composer;'J. C. F, Bach, affords
us interesting comparisons with the clavier music of Krebs.
His early music (1750~65), as represented bj twd'clavier

Sonatas in Musicalisches Vielerley, stands between the style

of the gallant composérs.and of Emanual Bach's more mature,
meaninsful.idiomc1 In the foliowing examples we see features
which are similar io those in the Krebs Concerto: transparent,
semi-polyphonic texture; interest in rhythmie patterns; and

a care-free spirit (the latter éxpressed particularly in

Ex .352 (L) ®
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- CHAPTER III
CHAMBER MUSIC

l. Instrumental Solos with Figure

Four Violin Solos - |
Krebs wrote six Solos (Eb, Bb,A,c,Eb,
which are préserved and are in one handwri
Each is entitled "Violino Solo [kei] con C
be found in the "Westdeutsche Bibliothek,"

Compositionsg for the virtuogo.-- The

9o

d Bags:

a)l
ting (#1,#2,#4,#6).

embalo."

four of

They may

Marburg.

Solos are mainly

virtuoso compositions displaying tine wide gamut of violin

technique. There are slow movements built

passages such as the following:

on ornate melodic
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and other movements developed along more si

truly heart-~felt lines such as these:

mple lyric and

1, Listed in Breitkopf's catalog of 1767, S
- also an incomplete autograph of Solo #6
Landesarchiv" (MGG, Lfg. 6869, p.,1732),

uppl IIl. There is
in the "Altenburger
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The slow movements of these Solos are delicate and decorativeg

thus fulfilling Johann Scheibe's description of such movements.

Scheibe writes in 1740.

later, about 1752,

to be

Krebs'

"eantabile"

and expressive,

Johaun J« Quantz, writing a little

says that the slow movements of solos ought

movements are so.

ag well &s delicate.2

And

1. Critischer Musikug, p.681.

(Scheibe: 1708-T76)

2. Versuch einer Anweisung die Fl8te traversiere zu spielen,

Ch. XVIII, par. 48.

(Quantz:

1697-1773)

1
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The fast movements contain double and triple stops,
broken chords of many kinds, various scale and arpeggio
passages, and other phrases calling for special bowing,
Quantz says that the first Allegro ought to have brilliant
passagesl and we surely find them in‘both Allegros (i.e.,

the second and third movements) of all the Solos.

NS salo# 1, AT °-17)
l}{ ﬁl- ;..m:? 1

The figured bass part in these Solos supports the violin

in an interesting manner, and sometimes contains motives from
the méin idea slightiy varied. (Exact imitations of the
whole, or part of, the main idea are noted on p« 95 o)
The bass also accompanies the violin in a'gallant or classical
manner, wlith figurations idiomatic to the keyboard, as in
the following example. | |

R A Solod 1,28 mit, Allegre

M=t By o
% N &*“#F% a“r N £
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1. Ibid’, Gh.XVIII, par. 49.




93

Order of movements.=- The slowefast-fast order of movee

ments of these Bolos is the typical form of Quantz' solo
composition as described in his Versuch, and also Scheibe's
typical solo form as explalned in his writings.m According
to Quantz, the two fast movements should contrast with each
other in content and tempo.2 ‘He says ﬁhaé if the first is
serious, the second may be gay; and if the first is lively
and fast, the second should be "arioso" and moderate.> Krebs'
movements are in agreement with these instructions only in
paft. In all four Solos the third movement is faster'than
the second, thus contrasting in tempo, though not necessarily
in content. The first Allegro in the first Solo and in the
fourth Solo (a fugue) are somewhat more serious 1in charaqter
than their respective éecond Aliegros. However, allvthe
Allegros in the second and third Solos are lively and gaye
There appears to be 1little use of te three-movement form
in eighteenth éeﬁtunvaerman chamber music. Sebastian Bach
did not use it in his clavier or chamber music. Johann D.
Heinichen (1683«1729) uses this sequence of tempi in a Sonata
for flute énd harpsichord and in‘a Sonata for two flutes and

4

bass. A Trio by J. G. Graun

1. Bthéibe, Ibidi5pp.681l+82. 2. Ibid., ChXVIII, par.50.
3. Loc. cita

4, Hausswald, G. Johann David Heinichens Instrumentalwerke,
pp.155+61l. J. D. Heinichen was a composer, theoretician,
and court conductor. He wrote mueh music, both sacred and
secular, '
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(1703-1771)L and one by Friedemann Bach (1710=84)%both for
two violins and bass, use this sequence of movements. J. H.
Mithel (1718~a88)3 uses this form in the third of his three
keyboard Sonatas referred to earlier (p.#8). If one con=
siders the Minuet a fast movement, then the é‘onafé_v(o-‘h&.-s’o—lo),
by J. Stamitz (1717u57)4 and J. C. F. Bach (173295)7, which
will be discussed later (pp.99-im), can be placed in this form
category. Thelir movements are: slow=fast-Minuetto (or Tempo
di Minuetto). And'it 1s interesting to note that in Studeny's
dissertation on the- eighteenth century violin sonata, in the
‘chapter discussing composers wno are contemporaries of Krebs,
we find tﬁis form referred to only once, where a Sonata by

the able Swedish composer, G. Agrell (1701-65), is listed.6

l. Johann Gottlieb Graun was & north German composer who was
also an outstanding violinist and conductor. A pupil of
Tartini, he taught violin to Friedemann Bach in 1726 (Gei=
ringer, The Bach Family, p.192). His works include violin
sonatas, harpsichord concertos, trios for two flutes and
violin, and sonatas for viola and harpsichord with cello obl.

2, Falck, M.W., W. F. Bach, #50. See p.36, fn.¢ .
3. See p. ¥2, fn. 1 .

4, Johann Stamitz was raised in Bohemia and was engaged in
Mannheim from 1741. Later he became conductor of the
orchestra there. He wrote symphonies, concertos for
various instruments, sonatas for solo instruments and for
chamber combinations.

5. See p.¥¥, fn.3 .

* 6. Beltrage zur Geschichte der Violinsonate im 18. Jahre
hundert, pp. 65<66.
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Style.~~ The Solos are prédominantly gallant in style
(see Exgs. 1 & 2b); a féw phrases embody an expressive depth
related to both the baroque and "Empfindsamkeit" styles
(see Ex. 2a). One very conspicuous feature of the:gallant
idiom is this: no matter how involved the voice lines may
become, a simple éadence appears frequently, dividing the
movement into rather short passages. (As in other composi-~
no.u

tions of Krebs already discussed, short phrases marked "p

and "f" are frequent.)

Barogue influence.«- Influences of the baroque style

(in-addition to that referred to above) are seen in several

features in these Solos.
1) The use of a figured bass.’

2) Imitation. The main idea, which is presented by
the violin, 1s imltated by the harpsichord in the
followling movements:

a) Solo #6, mvt., 1: first three notes of main
idea imitated (used in the harpsichord part .
frequently in the movement);

b) Solo #6, mvt. 2: first phrase of main idea
: imitated (one motive of the phrase is used
a few times later in the bass part);

¢) Solo #4, mvt. 1l: first phrase of main idea
- imitated; almost all of main idea is imitated
in harpsichord part after its last presenta~
tion in the violin part near the end of the
movement.

. 3) Unison passages. &As illustrated in the example
below, a typically bearoque unison passage is found in the
S/XEHR Solo, third mvt., and in the fourth Solo, third mvt.
In these movements the second phrases of the main ideas

- are in unison.
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4)‘The second movement of the fourth Solo is a fugue.
It is very well constructed with four episodes which bring
out the technical possibilities of the violin, yet do
not destroy the continuity and unity of the fugue. The
subject and countersubject are lively and vigorouss
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In choosing the fugue form for this movement, Krebs goes
further than Scheibe's recommendation that the first Allegro
may be fugue~like and contain free imitation.1

Form, «= Three of the slow movements have the same free
form (Solos #1, #2, #6). They develop one idea which is re-
peated in the tonic key near the middle of the movement. The
slow movement of the fourth Solo has a similar basic form but

contains more repetition of the material than do the other dlow

movements. Twenty-five of the total 76 measures are repeated

1, Critischer Musikus, p.682.
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in the second half of the movement. But the repetition does
ﬁo#;interrupt the progress-of the movement, nor destroy its
&nity; Tﬁﬁs we can say that this movément, as well as the
other three, conforms with Quantz' recommendation that the
slow movement should not have too much repetition.l

All the fast movéments (except, of course, the fugue
in Solo #4) are in binary form (symmetrical binary, except
for one). In these, as in the slow movements, one idea is
expanded or developed. In some movements a subordinate idea,
seeming to grow out of the original one, appears somewhere
in the first half.. There is a certain amount of repetition
in each movement. The possibilities are as follows:

1) The main idea may be presented for the second time
in the tonic or dominant key in part 1.

2) The main idea may be (and usually is) presented
in the dominant key at the beginning of part 2.

3) A virtuoso paseage from part 1 may be heard again
in part 2.

4) Somewhere near the middle of part 2 there may be
a repetition of the main idea in the tonic key.

5) The last section of part 2 (leading to the tonic
key) may be (and often is) a repetition of the last
section in part'l (leading to the dominant key).

In all the first (fast) moveménts, except the fugue, the
latter statement (5) holds true. Thus these movements agree
with Quantz' assertion that the first Allegro should have

attractive passages at the end of the first section which

1. Versuch einer Anweisung die-Flote traversiere zu spielen,
Ch. XVIII, par. 48.
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one can transpose and present at the end of the second
section.l

Briefly, then, all the movements are built on one idea
which is repeated occasionally betwoen sections that expand
and devélop the rhythmic and melodic motives of the theme.
The order of repetitions‘of the theme is skillful, as it should
be; according to Quantz.2 Virtuoso passages are resourcefully
woven.into the wholé movement and are seldom & part of the
main idea. However, here we must note that in several moveQ
ments, immediately igiloWing the main idea at the beginning
of the movement, are virtuoso passages which contain much of
the materials used later on.‘

Modulation in these compositions is modest, but skilie
fully employed. |

A comparigon of;the Solos with similar compositions by

Bach,<- What did Krebs' teacher write in this field of violin
ﬁusic? It is indeed interesting to see. The traditional form
of a solo instrument with figured bass, although it served
Krebs very Woll, was, as Karl Geiringer points out, certainly
not ideal for Bach's rich hérmony and polyphony and d4did not
'.interest him much.3 Working with this form was rather like

an experiment with Bach whichped to his writing the Sonatas
and Partitas for violin 5010.4 Krebs' Solos, though not pros

found, are attractive and substantial compositions. However,

10 Ibid’ bl Cho }WIII’ paro 490 2- LOG- citb
3. The Bach Family, p.279. 4, Loc. cit.
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in a broad, historical senée, they also may be regarded as
experimental or transitional. Demonstrating the varied and
rich technical possibilities of the violln, these gallant
Solos may be viewed as compositions which help to prepare
the ground for the greaﬁ violin literature of the classical
era. | |

Bach wrote three Sonatas for violin and figured bass,
and needless to say, their style is essentially different
from Krebs'. The violin line diSplays the bafoque interest
in persistent rhythmic figurétionse In two movements (thel
Vivace of the G maj. Sonata, and the Gigue of thé €& min.-
Sonata) the bass 1line contains much more imitation of the
violin part than it does in any of Krebs' movements. The
forms Bach uses are similar to Krebs‘:'binary and free form.
In Bach's free forms, however, there is less repetition of
the main idea £han in Krebs'.

The Sdlos compared with compdsitions by Krebs' contem-

poraries.-- A gallant idiom similar to that found in Krebs'
Solos is represented in the Bonata for flute and figured bass
by J. A. Hasse (1699-1783)1 and in the cello Solo by J. C.
F. Bach. The forms of the movements of these works are very
much like those of Krebs' Solos, although Bach's Solo has an
important progressive feature notAfound'in Krebs' music; the

. second movement is in sonata form.

1. ‘Sonata #1, D major, Nagel's Musik-Archiv #99, ed. by
wWalther. See p.¥3,
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Two violin Solos with bass by Carl Hbéckh (1707=72)%
compare unfavorably with Krebs' Solos. Insignificant gallant
thematic material is worked out ih a naive'fashion‘which
uses simple scale=wise runs  and arpeggios, and periodic
repetitions.

Finally, it is interesting to note differences between

Krebs' Solos and one from central Europe. A Sonata “da camera"
2

for violin and figured bass by J. Stamitz favors development
of the thematic material;: whereas Krebs' movements:emphasize=
violin technique, and periodicity plays a more important role

than 1t does in Stamitz' Sonata.

2. Sonatas (Trios) for Two Melody-instruments
and Figured Bass. _
Six Trios.e~ This set of "Sechs Trios" was published in
Nirnberg by Haffner and may be found in the "Bibliothdque du
Conservatoire Royal de Bruxelles" and in a few other libraries

(see Thematic Catalog). Hans Loeffler says that they were
' 3

written in Krebs' Zwickau years, 1737-44.” Gerber is more

specific, giving them the date of'1738.4

I. HOckh was an Austrian composer. MGG gives 1773 as the
year of his death(¥6, ptl, prse1). '

2. According to Grove's Dictionary of Music and Musicians
(v.8, p.4l) a greater part of his canamber music was
probably written before 1745.

3. "Johann Ludwig Krebs," in Bach Jahrbuch, 1930, pp.l27«28.

4. Lexicon, v.1l, p.757.
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The title page,bif there ever was any, may have speci-
fied the instrumentation. At this time, however, no separate
title page accompanies the music. On the first page of the
mustec to the right of the title, "Sechs Trios," two flutes
and bass are Specified{ (On this page the hamé of the composer
and publisher ié also given,) This specification, however,
appears to be handwritten and may not be original. The Almanac:
of 1783 1ists these compoéitions as Trios for transverse
flutes I and II, or vioiin, and harpsichord. Gerber (1790)
calls them simply Flute"ﬁ"ri;os.2 The ﬁusic itself seems to
call for flute, ﬁiolin, and bass,~=~ not two flutes,=- for
the following reason. The upper part is in flute range; where-
as, the second or middle vqice is in violin range and contains
double stops Which are idiomatic to théviolin, but not playable
on the flute. However, an eighteenth century flute player could
and would, no doubt, substitute his own choice of notes or
figurations for those impossible to play.

A similar situation exigts concerning the autographed
trio entitled Sonata (preserved in part; see p.li3). Here,
in Krebs' own handwriﬁing, two transverse flutes and harpsi-
chord (figured) are called for. However, in this trio,>as
in the 8ix Trios, the upper voicé i8 in flute range and tine
gsecond or mlddle volce is in vioiin range. These facts lead

one to suppose that Krebs, as a typical baroque composer in

1. Musikalischen Almanach fir Deutschland, ed. by Forkel, p.l146.

20 Ibido, p.757n



{6}

this respect, was unconcerned whether the two melody«voices
in his Trios were played Qn two flutes, two violins, or one
flute and one violin.

It is interesting to note that in Krebs' Sonatas for
harpsichord with flute (or violin),== six of which were
published in 1762,.and two others'éometime between 1744
and 1756,~= the flute part is written consistently in flute
range and contains no double stops.
| Stylistically, these Trios well represent the music of
the eighteenth century transitional perilod. Texture and
expression have both gallant and baroque characteristics, and
we occasionaily find an expressive element of classicism or
a touch of "Empfindsamkeit." Thematic material, reserved for
the two melddyainstruments,'is found more often in the uppers
most voice. The figured bass consists of simple rhythmic
patterns,‘a few of which are derived from the thematic maters
ial; at times it joins an upper voice in parallel movement.
In Trio #3, movement 4, the bass enters third, imitating the
thematic ideas of the other voices.

Form of Trio #1, a sulte.o= We shall discuss first Trio

#1 because this is the only suite in the set. Its movements

are as follows:

1. Con discrezione = Vivace - Lento
2. Réjouissance .

3. Minuet I, II

4, Bourrée

5. Gigue

The opening movement has the form of the baroque French overture
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with its usual three sections« The first and third sections

are based on the same idea which embodies the typical dotted

rhythm of a French overture. The seéond section 1s a lively

fugue. In the dance movements binary form (asymmetrical) and
the traditional spirit of‘eaéh movement'are presérved.

Style of Trio #l.-= A combination of‘styles'is evident

in this Trio. Polyphonic texture in thebfirst movement,
interest in rhythmic patterns in the first and second move=
ments, melodic ideas containing wide skips in sequence in -
the first and fourth mbvements, are all baroque features.
However, these are overesshadowed by the presencé;of gallant
characteristics. The polyphony lacks suspensions, the dance
movements contain mény shorts lightshearted phrases and much
parallel movement between the two upper voices. The fugue
shows a strong tendency towards homophony. And in it we find,
not a circular progression of keys, as 1s characteristically
baroque, but instead the typically classical emphasis on the
ionic and dominant keys which, in this case, excludes a modue
lation to any other key.

Form of Trios #2+«#6, sonatas "da chiesa."-e Triocs #2

! consistiné of the tradie

through'#ébare sonatas "da chiesa,'
tional four movements: slow-fast-slowsfast. The second Trio
deviates somewhat from this arrangement:; Andante-Allegrettos
Un poco AllegroeVivace. Eight of all the trio movements are
in binary form (usually asymﬁetrical), eleven are not. Krebs

prefers binary form for the fast movements. The form of movement
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3, (Un poco Allegro), Trio #2, is unique in the Trios. It
is a three-part form: )

The first parts of the movements in binary form contaiﬁ
melodic and rhythmic extensions of the oné main idea presented
at the beginning. In Trio 42, movemen£ 3; we find in part 1

"elosing" idea, derived from a motive of the main idea. It
is not used in part 2, |

The second parts of these movements develop the main
idea. 4n interesting feature is found in Trio #2, movement
4, where part 2 begins with a new idea, complementary to the
original theme. Most of Lhesé second parts cantain repetie
tions of either the main idea or of phrases from part 1.

Trio #4, movement 1, presents the mainridea three times in

part 2; whereas in Trio #5, movement 4, the second part contains
three repetitions from part 1, none of which include the main
idea. A repetition of thematic material in the tonic.key in
Trio #6, movement 2, constitutes about one third of the whole
movement and may be termed a recapitulation.

The non-binary movements are free in form. One ldea 1s
presénted and developed. The following is'avtypical example
illustrating how the thematic material is used, or developed,

in the course of a movement.

EXo /7 7_,:’0 #3 Q--”‘Vf,ﬁ//eofru I’Lak..'/'}'ofr

i vin 'L‘ k
,#'T" -+ - *[1*- —t—i'-:f- L. = - T

o — =yt

Z i {

— A



fog™

)

vin, . )7-19 P
T N s = % P e
— . Y F ;<[‘ 1rr 1 .
” F-H—p N I
= —~ = ITF“—

The main 1dea is usually repeated somewhere in the second

~ half or near the middle of the movement. If & repetition
occurs near the middle, it is ueually in a new key. If it
occurs near the eqd, ;t is in the tonic key. Only one move~
ment does not contain a repetition of the main idea (Trio #5,
movement 2), Trio #2,‘m0vement 2, eontains one fepetition
near the middle of the movement; Trio #3, movement l,bprea
sents the theme again near the end; while in Trio #4, movew
ment 2, the main idea is heard near the middle and near the
end of’the movement. The form of movement 3, Trio #4, is
buiit onvcontinuous fepetitions of the main idea in several

closely related keys.

Stylistic features of Trios #2-#6.-« Features of the
gallant style by far outweigh those of the baroque in these
Trios. The movements can be divided into two categories

according to texture:

1) Those in which there is a predominantly homo-
phonic (gallant) texture with occasional brief passages
of imitation or simple polyphony (total, eight movements).
With two exceptions the two upper voices begin together
in parallel movement (thirds & sixths). In Trio #6, movew
ment 4, the voices enter one at & time imitatively. In
the first movement of this Trio the second voice acts
as an accompaniment to the melody. The latter feature,«<
a unique one in these Trios,=- 1s progressive, looking
ahead to the accompanied solo sonata of later times., The
texture is as follows:
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2) Those movements which have a good share of both
homophonic (gallant) and polyphonic sections (total,
eleven movements). These movements begin with the two
upper lines entering one at a time in imitation, with one
exception: the third movement of Trio #5 begins with
the two upper volces in parallel thifds.

One movement cannot be placed in either of these groups.
It is the second movement of Trio #2 which is more polyphonic
than homophonic and hés a definitely baroque flavore'
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As ndted in the suite, Trio #l, baroque features are
often tempered with gallant characteristics. A typical
situation occurs in Tfio #2, movemént 4, Here we observe
grea£ interest in the development of rhythmic patterns, but
the development i1s not carried out in a'strictly baroque
fashion. For example, one section¥or part 2 of the binary
form is based on a sixteenth=note pattern derived from motives

in part 1 and is comprised of short phrases basically homoe

phonic:
(#This section is one third of the total length of part 2,)
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An interest in rhythmic patterns is seen alsc in the first
movement of Trio #3, But the texture of the whole is pre=
dominantly homophonic and the expression does not embody the

serious depth of béroque music.

£y [l Adgero

Dissonance, as a result of suspensions (containing wide

melodic skips), and. polyphonic lines are baroque features.
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But note the light-=hearted spirit and homophonic texture of

the main idea in thls same movement:
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 The long phrase of the Largo movement (third) of Trio #6
~ recalls the long, flowing, and unfolding baroque line. Hows

ever, the voice leading in measure 4, in the inner part, and



a homophonlc texture in measure 3 and on, tell of a new era:?
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A sedﬁence which bégins immediately after the presentation
of the main idea, and which is Baséd on it and is imitated at
dne or two measures, is found over and over again in baroque
music. We find such an example in these Trios, but we must

note the gallant simplicity and setting of the idea, and also

flo



the unpretentious polyphony beginning in measure 9.
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Short phrases marked alternately "p" and "f' a truiy
gallant feature, are frequent in these Trios. The dynamically
contrasting phrase may or may not be a repetition and it may
or may not be repeated an octave 1qwer.l The following example
illustrates a "p" contraStihg repetition (see also Ex. /5 ) as
well ag another géllaht dharacteristic: intégratingvone or two

measures of repetition in the main idea:

Ex./6 T;o#‘ thuf mkj“”‘e”f‘ N Tk
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The last measgure of the fourth movement,fTrio #4, not only has
the indication "p" but also "Adagio" which gives it an added
element of contrast to the fast "forte" immediately preceding

it. The expressive power felt in the opening measures here has

1. The first movement of the Sonata in C for two flutes and
harpsichord (autograph; see p.lI3ff.) contains in measures
4«6 a repetition of the main idea in measures le3, in the
parallel minor key. This means of achieving local contrast
was noted in the keyboard Concerto (see p. O ).

fee
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a kinship with the dramatic: and forceful final movements

often found in the later classicai sonatas.
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_Below is an example of the "p" = "f" contrast in a theme
which expresses to some extent the tender simplicity of

classiciem. Note the contrast of triplets and duplets.
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Subjective expression, characteristic of "Empfindsamkeit,"

is found in the Siciliano (movement 3) of Trio #5. "F" and

"W indications are frequent in the movement, applying
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only to one or two notes at a time,
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We also note in this movement a féafure which reminds us of
Krebs' tréining with his famous.teacher. There are three
short canons, two at the fifth, and one at the third. The
second movement of the 6th.Tfio also hag a feature with roots
in the baroque. The first pary of ihé binary form contains
eightlmeasures 6f counterpdint}which is'invefted and presented
in the dominant key in the second part. |
The.fiﬁal'mOVement of Trio #5 contains the only.example
found in any of Krebs' music discussed in this dissertatio 1
of the use of the word "erescendo." It is used twice, covering

a span of five to ten measures progreséing from "p" to "f".

Partly preserved autograph trios.-- Krebs wrote two other

trios for two flutes and harpsichord which are partlykpreserved
in autograph'scoré. The originél,manusoript may be found in
Harvard University‘s‘Houghton Library. (It is also #91 in the
Music Microfilm Archive series.) Most of ene trio (a minor;
three movements) is preserved on,pagevlvof the manuscript

which contains the end of the first movement and the complete
Largo and Allegro movemants. Page two contains the complete
first movement, Vivace, of another trio in C major, entitled

"Sonata a 2 Trav. e Cembalo." The following discussion 1§

1. That is, in Krebs' mahuscfipt works, orin his eighteenth
century published works.
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vbased on the incomplete autograph, as no other source for
this music could bekfound by ﬁhe writer.

The ﬁovements are very similar in form and style to
the §ix Trios just discussed. Binary form and free form are
represenﬁed with features of repetition and development as
noted in the Six Trios. Each'movement, containing one idea,
embodies a combination of galiant and baroque textural and
expressive elements.

The trios are different»from the 8ix Trios in two respects:

1) One trio consists of three movements: fastsslowe
fast;l the Six Trios are in four movements: s-f=g=f,

2) The bass part is not figured. (See also p.lil,fnl.)

Quantz' description of a trio movement.-« It is important

to point out that Krebs' trio movements discussed above gen-
erally represent the typical trio movement described in Quantz'

1752 publication, Versuch einer Anweisung die Fl8te travers

siere zu spielen. Features of Quantz' trio include the followe
ing.(note exceptions in Krebs' trios):

1) Gallant, "pleasing" ideas; Mvt. 1, Trio #1, and
mvt. 2, Trio #2 do not represent Quantz' trio type as
described by features #1 and #5. These movements are
mainly polyphonic and express the dignity and seriousness
which is characteristic of baroque music.

2) Material in the upper voice that can be imitated
in the second voice. In the first mvt. of Trio #6, where
the 2d melody-instrument accompanies the 1lst melody<instru~
ment (as shown in Ex. 8), there are exceptions to feae
tures #2, #3, #5, and #6. :

3) Short imitations and brilliant passages.

4) A good order in the repetitions.

l. The other trio may have been in three movements also:
f-s~fs The preserved movement, Vivace, is the first movement.



5) Use of parallel movement in thirds and sixths in
the two melody-voices that must not be abused and
allowed to become monotonous, but rather should be
interrupted by imitations and other kinds of passages.

6) Finally, a composition worked out in such a way
that one can scarcely tell which part is being played
by the first melody-instrument,l

With the exception of the two movements mentioned
under feature #1, Krebs' trios do not strictly conform
to this desoription (particulariy - Trio #6; 'mvts .1, men-
-fioned under featurs ; One usually knows which part
is being played by the first melodyeinstrument as it
ordinarily contains the main thematic material in the
opening measures and carries the thematic line more often
in the course of the movement than does the second
melody~instrument. :

A compariSOn of Krebs' Trios with those of his contem«

poraries.-= Naturally enough, two of QuantZ own Trios® also
correspond to the ebove description and efe quite similaf

in form aﬁd style to those of Krebs. The two upper parts

of these Quantz_Trios, however, are somewhat more indéependent
of each other than they are in Krebs"frios. The third move-
ment of Quantz' C major Sonata contains very little parallel

movement between the twc upper volces. The opening measures,

where the upper voice enters in measure three with new material

1., Ch. XVIII, par.45.

2. Each entitled "Trio sonata." The celebrated eighteenth
century flute player, Johann Joachim Quantz, who was
in the service of Frederick the Great from 1741«73, wrote
mainly for the flute. Hls significant theoretical work
is referred to several times in this chapter.

hs
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illustrates this point
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Sebastian Bach, little interested in the baroque form

- of chamber music using two melodyainstruments and figured
bass,1 ieft only two Sonatas of this type (Schmieder #1038

and #1039),2 The order of movements istthe same as in Krebs'
Six Trios, s=f-s-f, but, needless to'say; the texture and
expression of these high baroque eompositions is far different
from that of Krebs'. The two melody lines are equally import-
ant; they share the thematic material, and are related poly-
phonically.

Friedemann 8 trios, most of them written in his Dresden
years (1733~46), are also quite different from Krebs'. The
melody-~parts in his two Trios for two Violins and continuo,
are predominantly imitative in their relationship to each
other.4 |

A Trio by J. G. Goldberg (c.1720-56)°for two violins and
continuo (a miner), is stfdngly influenced by Sebastian Bach,

his teaeher. Only occasionally doesvone>find passages like

1. Gelringer, The Bach Family, p.281.

- 2. #1038 is an arrangement of the violin Sonata in G (solo &
f.b.). See Geiringer, Ibid., p.279, fn.2, concerning the
authenticity of this arrangement. . :

3. Geiringer, Ibid.,p.328. 4, Ibid.,p.329. 5. See p. 13,fn.].
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the following one which shows gallant influence; such passages,

though, are typical of Krebs' Trios.
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The most;predominént feature of the music is the polyphonic
spinning out of the thematic material, énd this important

aspect of style is what differentiates the music from Krebs.




hg

T i‘ ] 2 o -+
. e S s - ~,- % e # s ~ -JL—-
3 - S 10T e
- 1+ ']t,f e s
: - e SO S ~1
A’ ?;.4“ ’..4._... oo SRR NP ‘
e et o T e 4
' 11 7 s
4 £;-~ —~ B
0 - d%. . [\
s =
- B | . -
~N \ \ .

The order of the movements 1s the same as in Krebs' Six Trios
(s~f-8-f) and the forms used are very similar to Krebs' forms.
Krebe' Trios have more in common with Emanuanl'Bach‘:es:L
.later trios than with his earlier oneg, Those by Emanual Bach
written before 1740 are by and large in the style of Sebastian's
trios.2 Some trios written between 174068 are st11l in the |
baroque style. But there are others in which thé upper parts
are no longer treated as equals: the second melodyeinstrument
ig subordinate to the first, usually accompaﬁying it in par-
allel thirds and sixths,3

Six Sonatas or trios for two flutes (or violins) and

continuo by J. A. Hassge, although dating from 1770,4 have

much in common with Krebs' Trios. Most of them have the

1. See DP.%6, fn.< . o 2. Geiringer, Ibid., Dp. 56061,

3, Ibid., p.362. ' 4, This date is given in MGG(ys;
| Pf‘Z,P-l‘l?g).
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traditional gefessf order of movements and are in binary or
free form as are Krebs' Trios. The styles of the composers
are similar. Shbrt, periodic, and lighte-hearted phrases

' and simple

and sequences, frequently marked'"f" and "p,'
parallel deemgﬁt in thirds and si?ths1betWeen the two upper
voices are typical features. ;The!two upper voices'often‘enter
imitatively at the beginning of a movement, as in Krebs' |
Trios. -

There also exists a strong bond between Krebs' Trios

and one by J. G. Graun wiich was probably written later than

Krebs' Trios, since it was published in Emanual Bach's 1770

collectidn; Muéicalischestielerléy; It is foriﬁwm'violins

and figured bass. 4s in Krebs' irios, here‘alsoNare unpres
tentious gallant ideas,'expanded and varied with much par=<
éllel movement in’the melody~voices¢ One difference is noted,
Zthough, between this . T%ioi and Krebs'. A decorative, gallat
element,~—'seén in short‘phraseskof many different rhythms,
derived from each other and from the original idea,-~- 18 found
'in the Graun Trio. This is, no doubt, one of the features

1 to describe it as fresh,

in Grauns' music which led Scheibe
modern, delicate, and flattering (charming). Krebs tends
to cling to the basic figures’of the main idea. |

- It is énlishtening to compare Krebs' Trios with one from
the Mannheim School, a Trio Sonata (Eb) for two violins and

cello (not figured) by Johann Stamitz. As in Krebs' Trios,

1. Critischer Musikus, p§679.




there is much parallel movement between the two_uppef voices;
the bass contains.simple rhythmic patterns which at times have
thematic significance. Howéver, the two upper volces are

less dependent on periodicity and on fhythmic figurations

than they are in Krebs' Trios, an%khis is the essential diff-

erence between the music of the two COmpoSErs,

3. Sonatas for Keyboard and Another Instrument

VI Sonatas "da camera" for harpsichord with flute (or

vln.).-~ These Sonatas were published in 1762 by"B. C.Brelte
kopf e Figlio" and may be found in the "Deutsche ‘Staatsbiblios
thek," Berlin. Each title page reads in part: "Sonata I [;I,
III, IV, V,‘iﬂ;‘da camera, per il cembalo con .flauto traverso,
overo violino."

Typical of the time in which they wefe written thg six
Sonatas illustrate how the chamber music suité, the sonata
"da camera," was amalgamated with the sonata "da chiesa."
(See chart, p.la%g)‘ The succession of the first three move~
mente, slow=fast-slow, is typicai of the first three movements
of the baroque "chieea=" type sonata. The use of the relative
minor (or major), parallel minqr; or dominant key in six of
the movements (always one of the first three movements) is
another feature illustratihg the mingling of the sonata “da
chiesa" with the suite. We can also view the first movements
of these Sonatas in relation to the baroque "camera-" type
and note that the older first movements of the sonata "da

camera,"-« Preludio, Sinfonia, or Fantasia,=- are replaced
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CHART OF MOVEMENTS OF EREBS" VI SONATAS "DA CAMERA" AND TWO EARLIER SONATAS

T TI III v W VI T II
Andante [ SlCantabile Un poco  Iargo largo Cantabile ‘
, lento 3 , : v
Allegro @Allegro Allegretto Vivace Allegro  Allegro  Allegro  Allegro
moderato moderato non molte non molto moderato
Affettuoso @Ai‘fettuoso Iargo e Ai‘fettuoso Affettuoso Siciliano S:.c:.l'l.ano Cantabile
. cantabile
Min.I,II ~  Min, I,IT Burlesca Min.I,II Min.I,IT m.I,I\i:zerzq
Plaisanterie Scherzo’ “Min,T,IT S I, I MingI,IT
Polonaise Polonaise Polonaise Polonaise Polonaise _Pol_onaisé Polonaise Polonaise
Vivace D IR '~ Finale
: (Alla-
breve)
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by Largos and Cantabiles. The presence of a mﬁnuet and
éﬁlonaise in each Sonata reflects the popularity of these
dance movements at this tinme.

Expressively, the six Sonatas embody the delicateness
and sensitiveness of the gallant style, while several moye-
ments also have a depth of feeling that gives them a truly
classical character. The dance movements keep thelr tradi-
tional expression, even though clothed in the gallant style.
ThHe free movements (those with tempo tiiles) do not, on the
~whole, have characteristics of dance movements as some free
movements did in earlier sonatas "da camera" when the latter
began to unite with the sonata "da chiesa." One finds a little
evidence, though, of:felationship with a dance movement. For
instance, the tripie meter and wide intervals of the last
Vivace of Sohata II are gigue chargcteristics.' This slight
relation to the‘gigue,»hdwever, seems to be insignificant.

The formé répresented in ﬁhese Sonatas are generally
not forward=looking, although certain minor featurés'of the
" sonata form are present.

We shall discuss the Sonatas-in detail under three main
topics: the style; the use of the instruments and their rela-
tionship to each other; and the form. |

Style of the VI Sonatas,—~ The first movement of Sonata

II well exemplifies certain features of the gallant style.
Here are sequences that are "playful," and chromatic passages

that are gentle and soothing:

(24
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A few measures from the second movement of Sonata III will

serve to illustrate the unpretentious charm so typical of

the gallant style:
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The "florid mélodic line of the third movement of Sonata V
expresses the gallant spirit and style. (See Ex.3S, p.l38.)

The last of these Sonatas ends with a fugue in a light<hearted,
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truly gallant spirit. There is nothing subtle or complis
cated in the polyphony, yet it is skillfully composed
throughout.

Although gallant composers sometimes 9Xploited simple
keyboard patterns to the point of monotony, it is gratifying
to find no examples of this'in these Sonatas. There are two
movements in which a rhythmic pattern is used dontinuously'
as an accompanimént figure, but it does ﬁot become tedious.
In Sonata VI, movement 4(Minuet II), the left hand harpsie
chord part plays broken chofds-in triplets, while the right
hand part and flute parts have‘the thematic material. Minuet
II in Sonata II has a similar texture.. ‘
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The titles given to the movements of the Sonatas and
the editing of the music are typical of gallant and eafly
classical times. Note the titles "Largo e Cantabile" and
"Affettuoso" (see chart, p.l@d. The Cantabile movements

illustrate that inner "singing of the soul," which Quantz



speaks of.1 ' :
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The Affettuoso movements areAtouching, emotionale~ precisely
what Marpurg says they should be.2 Short phrases are often
marked "p" or "f." Phrase markings and ornamentation symbols
are frequént and éonsistently placed in a movement,

The following. example was}chosen to illustrate the style
of early classicism found in the Sonatas. ﬁere is embodied

a simplicity and tenderness often found in Haydn:

1. Versuch einer Answisung die Fléte traversiere zu spielen,
Ch. X, par. 22.

2. Anleitung zum Clavierspielen, p.l1l7.
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It is interesting to note that the Minuet (I) from the same

Sonagta expresses in a degree the folk spirit of many of the |

cla951ca1 Vienese Minuets.

e
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The use of the instruments and_their relationship to

each other in the'VI’Sonatas,-e Krebsvuses his instruments

in essentially the same way as does Bach in many of his Son=
atas for'tﬁo_instruments (harpsichord ahd violin or'gamba
or flute, etb.).;-In’these Sonatas the upper part of the
harpsichord,'aS'well as the flute, serves as a melody-instrue
ment. The 1ower’harpsichord part carries the bass line. Thus
‘there are three individual parts.but only two players. This
v"ingenious“ arrangement’was used about a century before Bachj
Bach,‘however, was most succéssful in using it and it became
one of his favorite forms of chamber music.t |

The bass line in these Sonatas of Krebs is very simple,
but is notlmohotonousvand enjoys a freedom of movement, as

the following observations show. It often contains short figures.

1. Geiringer, The Bach Family, pp. 281, 282.




Sometimes a figure is derived from the main idea. Only excep.-
tionally, however, does the bass line present thematic material
in itse original form. In part 1 of the Burlesca of Sonata III
the left hand enters in measure two imitating the first two
measures of the main idea. 1In part 2 of this movement the
left hand enters first with one measure oflthématic material,
After thesé introductory measures the left hand assumes its
usuai bass line. There are a few instances where the bass
line accompanies the flute part in parallel thirds or sixths,
while the upper harpsichord line contains different material.
This texture is'very colorful.

The upper harpéiéhord part carries most of the main
thematic material, It,Practically»always enters first with
the theme and usuvally has the main meiodic idea when the two
upper parts progress in parallel motion. The flute, however,
in most of the non-dance movements enters after the harpsichofd
with a .presentation of at least part of the main idea, and it

also sometimes presents this idea later in the movement.
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In only two free movements this is not true. In Sonata II,
movement 7, the flute'neQer has‘the main idea.  And ét the
beginniﬁg of movement 2, Sonata V, the flute enters as an
aécompanimeht to the harpsichord presentation of the second
- motlve of'the main idea. | |

The skillful and abtistic-relationship of the two upper
parts is.an important factor in making these Sonatas delightful
to hear. The two instruments are'related~predominant1yvin
a homophdnic fashiqn and cadence at the important points |
together. They often progréés in'pafallél thirds or sixths .
(sometimes in unison as in the Polonaise of Sonata IV).
Desirable and effective variety is achieved by the use of
imitation, by dovetailing phrases, and by giving the two parts
at the same time rhythmic'pattefns:that'are not wholly alike,
although similar. And ,'iﬁ should be added, that, on the whole,
the flute part beéutifullyvdiSplays;the teéhnical pqssibilities
of the instrument. -

It iBVEnlighteniné to compare Krebs"use of the flute
in relation to the harpsichord'with the conclusions on this
subject drawn by Williem S. Newman in his article, "Concerning
the7Accompanied Clavier Sonata" (that is, the.claﬁiér sonata -
with "ad 1ib." or obligato aécompaniment from about 1735
1835). Krebs' Sonatas bear out Newman's;six observations with
- the exception of two differences noted'in the presenﬁawriter‘s
comments to #1Aand #6 below. These tw0véxceptions éignify

that Krebs gives . a little more lmportance to the flute than
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is usually given to it in the eighteenth century sonata. The
8ix ways in which the other instrument could accompany the
clavier are as follows:

1) it could accompany any of the clavier voices in
unison or octave (function: reinforcement);

2) it could accompany the uppermost clavier line in
parallel thirds or sixths, or by a "rhythmic complement
of suspensions and resolutions;"

3) it could "fill out the harmony with sustalned tones
or figural patterns;"

4) it could outline in simple notes the melody 'implied
by a more figural clavier part."

5) 1t could "engage'in a tentative dialogue with the
clavier," (accompaniment remains subordinate);

6) it could present an entire melodic phrase by itself
(2lthough remained secondary in importance to_the clavier
part); occurred rarely in the first movement.l

KREBS

1) Sometimes.

6) Flute presentation of melody can be anywhere in
any movement, and can be accompanied by a subordinate
olavier parte
Although the harpsichord part in these Sonatas usually

hes only,two voice lines, there are several places where
Krebs departs from the traditional baroque concept of three
parts (two for the harpsichord and one for the flute). This

progressive feature'is seen in the following illustrationse.

1. Musical Quarterly, v.33, #3, pD. 342-45,
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Here, almost as in a solo section of a concerto, the two hands

Join to form one 1ine while the flute saccompanies with single

sustained notes:

Form of

movemente of these Sonatas is free, except for the Sicilliano
All

(third movement) of Sonata VI, which is in binary form.

the other movements are in binary form (usually asymmetrical)

except the last movement of Sonata VI, a fugue. The samse

the VI Sonatas.-<= The form of the first and third
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prdcess of development, however, is present in all the moves=

ments, the longer ones being more involved. Each movement

contains one main idea which usually.consistsjof motives or

short phrases, complementary to each other. These motives

are developed: their melodic and rhythmic patterns are extended,

heard in sequence, combined; and new motives integrate rhythmic

and melodic features of the original ones. The initial idea

is never challenged by anqther theme, but we note that in

some movements there is:
1) a closing idea;

¢

-2) in the shorter movements, & new idea, receiving
little development, if any; it is presented usually at
the beginning of the second part of the binary .form,
and acts in a complementary way to the original idea.
There is a varying amount of repetition,in the movements.

A repetition of the main idea may occur anywhere_in a move-
ment; other repetitions usually occur in‘tne second half.

Ideas or sections may be repeated in any key. We find that

in the third movement of Sonata I the entire main idea is
repeated only once in about the middle of the movement by the
flute. Thus, as far as presentation of the main ideé is
concerned, this movement contrasts greatly with the third
movement of Sonata III where the main idea iskpresented four
times, thrice by the harpsichord and once by the flute (exé
cluding its initial'preSentatioh>in measure 2). Both movements

are practically the same length. Usually no more than a phrase

or section of 4-12 measures is repeated at one time. In the
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final movement of Sonata II, however, is one exception,
where the 17th measure in the second part of the binary form’
begins an exact repetition of thevfirst 20 measures of part 1.
This is the only repetition in the movement. |

An interesting process ﬁakes place in the first movement
of Sonata VI in a section which will illustrate some of the
observations made in the above discussion on form. In meas-
ures 17%20 a new rhythmic and melqdic pattern is heard in
a closing phrase. Measure 21 contéins a‘sixteenth~note scalee
wise run which 1is neﬁ, while measure 22 completes this phrase

using a rhythmic pattern similar to that in measure 1 of the

original idea.

EREE
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Then measures 21«22 are fepeated (ms.23=24) in sequence
fashion., Measures 25232 contain two ideas, new melodically,
but incorporating rhythmic patterns from the main idea. All
of this material,.from measure 17 through 32, is repeated
later on in about the second half of the movement (total
measures of movement: 88). |

A closing idea is found in the second movements of Son-
atas IV and V. In Sonata IV it is heard in the relative major
 key at the end of part 1 (of the binary form) and in the ton-

ic key at the end of part 2.
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It is presented in the same way in the second movement of
Sonata V except that it occurs earliér and is followed by
material derived from the main idea.

A new idea, presented in part 2 of several fairly short
binary moﬁements, and which acts as an extenéipn of the ori-
ginal idea in a complementary fashion, occurs in the Burlesca,
Minuet II and.Polonaisé of Sonata III and in the Polonaise
of Sonata VI, In these movements part 2 simply presents the

main idea, the new idea, and again the main idea. ' s
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Modulatton in these movements is modest because the color
and excitement resulting_from frequent or "daring" harmonic
changes 1s not an aim of this type of music. It seems fair
to say ﬁhat a major concern of this music is to express the
calmer, more simple feelings of the heart in a transparent,
uncomplicated texture. In the first movement of Sonata I
there is actually no modulation, although the dominant and
sub~dominant keys are suggested. However, we find that, in
general, in one movement, one or two keys are modulated to,
these including the dominant, sub-dominant, the relative

minor or major, the super-~tonic, and sub=smediant.
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Two earlier Sonatas.=« When Krebs was organist in Zeitz

(1744<56) Balthasar Schmidt (Wittib,) published in Nurnberg
hisﬂnzwey Sonaten vor das}obligate Clavessin nebst der trae
versiere oder Violino." A4 copy of this publication may be
found in the "Bibliothque du Conservatoire Royal de Bruxelles."
It will be remembered that the VI Sonatas "da camera" were |
composed in 1762 when Krebs'held a positioh in Altenburg.
There is virtually no difference between the two sets. Gene
erally, what we have noted in our discussion of the VI Sénatas
holds true for these two Sonatas with the exception of the
following facts.

The individual movements of these Sonatas are generally
shorter, There are also fewer movementé; the first slowvmovea
ment of the VI Sonatas i1s lacking in these Sonatas. (See
chart, p./@oa.) In addition,.the first movements display a
little more concentration on rhythmic patterns than is found
in the VI Sonatas; the lines are more florid. - |

Another observation concerns the form of the second
movement of the second Sonata. Nowhere else in any of these
Sonatas do we find such a simple solution'for the presentation
and development of the material! A diagram will best

illustrates

Sonata two, movement 2; e minor; one-part form

8 ms.(ms. ls4 main idea; - 13 ms.{ms. 9-21 extension

ms, 5«8 main idea octave & develope
lower; ment of

main idea,

leading to

G major;



8 ms. ms, {22-29 repetition of 13 ms.{ms. 30«42 repetition
ms. 1l-8 in ’ of ms.9<2]1,
G major; leading to
tonie key,
=X

(Note the proportions 8:13 in both sectionss Cf. p.99, fn. | .)

H. D. Koch's description of some structural Processes.-—=

Although Krebs does not use the sonata form in his Sonatas,
the processes he uses in éxpanding andvdevaloping the thematic
material are described by Heinrich C. Koch, an eighteenth
century theoretician;vas‘thése uged to compose the first
section of a movement in sonatavform. Koch explains and
illustrates these extension techniques in his work, Versuch

einer Anleitung zur Gompositidn, 1782=93. His thematic mater<

ial consists of an eightémeésure period of an idealized dance
movement. .In Leonard G. Ratner's opinion Koch's chapter
containing this discussion is one of the most importaht
contributions to the theory of musical form in the‘eighteenth
century.l Ratner also states that "the mechanics of structure
set forth'b& [Koch] are those that controlled the construction
of melodic material, tngAbpildingvof phrases, and the distrie
bution of cadences in éil of Classic music."?

These structural procegses may be foun&»also, although
less frequently, in Krebs' Trios and Solos. A few are present

in the Preludes (First Collection).

36

The extension téchniques, ag explained by Koch, are listed

1. "Eighteenth Gentury Theories of Musical Period Structure,"
in Musical Quarterly, v.42, #4, p.449. -

2. Ibid., p.451.



by’ Ratner and are found below. They are noted in Krebs' Sons
ata V, movement 3w(Examp1935}_a1though not in this order.
However, it is more importanﬁ to see that these processes are

at wofk in Krebs' music than it is to see them in é composition
in a certain order. The Writer has substituted capital letters
for Ratner's Arabic'numeralu simply because letters are more
readily seen in the writer's musical example."Téchniques "o
and "H" are not found in this movement although they are present

in other Krebs movements.

Koch's Techniques of Extension

A) "Similar restatement of a motif on another harmony.

B) Reinforcement of & full cadence by varied repetition
of the cadence formula.

C) Repetition of a motif, taking another level of the same
harmony .

D) Extension of a section by repeating established metrical
formulas.

E) Parenthesis, insertion of new material.

F) Progression, i.e., sequence.

Gi Reinforcement of a half=cadence by repetition.

H) Closing section strengthened by additional cadential
_ formulas.

Ig Spinning out a rapidly moving figure. 1

J) Transposition, i.e., modulating sequencel

(In the example following' indicates a repetition or some
kind of varied form ofﬂﬂa :

1« Loc. cits
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A comparison of Krebs' Sonatas with thogse of his conteme

poraries.~= Krebs' teacher wrote three Sonatas for flute

and harpsichord and six Sonatas for violin and harpsichord.
These Sonatas have a few things,in common with Kfébs' Son-
atas, but much more that is different from them. Both
composers vary the number of movements in their Sonatas,

Three of Krebs' Sonatas have six movements, three have five
movements, one hasg four moveﬁenﬁs, and'another,'seven movementg,
Bach writes most. of his violin Sonatas in four movements,

one in five hovements; his flute Sonatas céntain three moves
‘ments. Krebs includes several guite movements in his Sonatas;
Bach writes only one,-- a Siciliano.

Generally speaking, Bach's lihes enjoy'much more freedom
of movement than do Krebs'. 1In many places the flute or
violin accompanies the harpsichord in ways noted on p. /27 .
Buﬁ'there are aiso_many places where the harpsichord accom-
panies the other instrument, and meny places where the two
melody-linés are treated as equals, Asg, X, Geiringer poinﬁs
out, there is no uniformity in these 3onatas.1‘ One sometimes

~finds long solc sections as in a concerto.

It was noted previously that Krebs sometimes abandons
the 3~part arrangement of the voices: flute,and harpsichord.
parts as melody liﬁes; and lower hérpsichord part as bass.
Bach .does-this: to a,muchnéréatér éxtent,,sometimes;emplgying

4y 5, or &:parts. Krebs is seen to be conservative in this

1. The Bach Family, p.282.
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respect., In addition, the texture of Bach's harpsichord
part varies gfeatly and in many instances ﬁoints forward
to the mature homophonic keyboard style of the classical era,

Krebs' forms are less varied than Bach's. Most of Krebs
movements are in binary form; the others are in a free form
in which one main idea is developed and repeated one'or more
times.. Bach sometimes uses a freexform, a rondo form, av
D,C. form, or a passacaglia form.

We noted that in Krebs Sonatas the main thematic material
1g given more often to the harpsichord than to the flute.
This unequal relatibnship between the two instruments is
carried further in Emanual Bach's "Sinfonia a Gembalo obblie
gato e Violino" of 1754 (Wotquenne #74})» Here the violin
serves mainly as an accompaniment and supplement to the right
hand part of the clavief.2 A similar gituation exists in
the Six Sonatas for harpsichord with violin or flute accoms
paniment and cello by the German-born composer, K. F. Abel
(1723-‘-87),3 where the most important instrument is the harpe
sichord.

On the othervhand, the tendency to glve the upper parts
equal importance 1is foﬁnd in the»Sonata for clavier and violin

in F by J. Ernst Bach (1722+77).% This feature recalls the
1. Thematisches Verzeichnis. 2. Geiringer, Ibid., p.362.

3. Karl Friedrich Abel lived in London, where he was conductor
of the Bach-Abel concerts, from about 1759 to his death. He
was an excellent gamba and clavier player, and was also a
composer of symphonles.

4, Geiringer, Ibid., p.456. Two movements of this Sonata are
published in Music of the Bach Family, ed. by K. Geiringer.
See p.I2, fn.l .
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many places in Krebs' Sonatas whére the harpsichord and
viblin imitate each other, and dovetail their phrases. Stylise
tically, this Sonata by J. E. Bach is very much akin to

Krebs' Sonatas. |

The style of the Six Sonatas by K. F. Abel, mentioned
above, is very different from Krebs' style. These composi-
tions reveal Abel mainly‘as a Mannheim adherent. The harpsi-
chord is used in a bold and idiomatic manner. The texture
is sonorous. Another feature absent in’Krebs' Sonatas and
present here is an emphasis on virtuosity, refiecting Abel's
own ability as a string player.

Nowhefe in this dissertation, when comparing Emanual
Bach's style with that of Krebs, have we found that Emanual
writes in & purely gallant idiom as does Krebs. Even in
Emanual's "Vier Sonaten fitr Fléte und Clavier" (1745+55) his
style is broader than Krebs'; that is, it imbﬁesvgallant fea=
tures with subjectivism, and the underlying harmonic progress-
ions are consistently more varied and richer thah are Krebs'.

A greater variety of harmonic progressipns is also found
in the "Klaviertrio #6" by Franz X. Richter (i709~89), a come
poser bélpnging to the Mannheim School,l The Trio also has
an intense melodic color not found in the gallant style. This

feature is seen eépeoially in the persistént chromatic lines

1. This Trio is for flute, cello, and harpsichord obl.
Richter, an Austro-Moravian composer, wrote symphonles,
church musiec, and chamber music. He was also a singer,
violinist, and conductor.
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of the flrst 30 measures of movemeﬁt 1.

A feature that goes hand in hand with the other stylistic
elements noted in the compositions above that are not pree
dominantly'gallant is a more or less homophonically mature
keyboard part; that is, thematic material, chords, runs, etc.,
are shared by both hands. A so=called Trio for clavier
with violin or flute, written about the same time as Krebs'
Sonatas but by a composer nearly 20 years younger, J,.C.F,
Ba.ch,1 displays this feature, in - addition to one more that
further differentiates the Trio from Krebs' Sonatas:

sonata form (in the final movemeﬁt);

1. This Trio was written between 1750 and 1765 (c¢f. Geiringer,
The Bach Family, pp. 389 & 386).
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CHAPTER IV
CONCERTOS FOR LUTE

Krebs wrote two Concertos for lute with string ensemble
consisting of two violins, viola, and cello. Copies exist in -
manuscript in the "Westdeutsche Bibliothek," Marburg (Concerto
in ¢, two copies; Goncerto in F, one cop&);ﬁ Each of the manue
geripts is written in a different hand. They do not contain
the names of the cdpyists nor any dates; neither do they give
any clue aé to why Krebs wrote the music. We know, however,
that he played the 1ﬁte, although we cannot be sure who taught
him, since we do not know 1f Bach played the instrument.l

At Leipzig, where Krebs was.é student for nine years, the
lute, according to C. 5. Terry, was especially liked, more so
than at other places.2 Bach had three instruments of lute char-
acter at the St. Thomas School, and there he may have experi-
mented with the construction of a lute~harpsichord or a lute

instrument called "Laut.en.—-Werck."3 While at Leipzig Bach

l. Cf. Bach's testimonial, p.X¥. W. Tappert says that Bach
did play the lute and also taught it. (This opinion, from
Tappert's Sebastian Bach's Kompositionen fur die Laute, Ber«
lin, 1901, not available to the present writer, is mentioned
by Hans Neemann, "J.S.Bach's Lautenkompositionen," Bach Jahre
buch, 1931, p. T4.)

2. Bach's Orchestra, p. 142.

3, See Spitta, J.8. Bach Engl, ed.’, v. 3, p. 167; Neemamn,.
Ibid., p. 87; Terry, Ibid., p. 1h4.
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arranged hie cello Suite in ¢ minor for luté (g minor). 1In
view of this information we can justifiably suppose that Krebs?
agsoclation with Bach helped in a degree to develop his
appreciation for the lute.

There is the possibility that Krebs wrote the Goncertos
to aid in supplying music in an "easy" and "unaffected"t style
for the many professional lute playeré around at that iime.
br, he may have written them with an educational purpose
in mind, as when he published his four Collections. The dise
cussion on pages3f-Yashows Krebs to have been desirous of ful«
filling the needs of the learner., And finally, Krebs may also,
of course, have written the Concertos for his own enjoyment
as a lute player, |

It ie not out of keepingrwith Krebs' accomplishments as
a composer that he should write a lute concerto rather than,
for example,‘a concerto for the increasingly popular piano
or the violin. For in many ways Krebs held strongly to the
traditional as we have seen. And the lute, with its enchanting
sound surpassing the harpsichord, according to Hans Neemann,
is technically not inferior to it; it was the beloved instrue
ment of chamber music.2 The delightful Concertos of Krebs lead

one to specuiate that Krebs no doubt shared this sentiment to

l. Krebs uses these words in describing his Collections.
See Ps 37 'Y ’

2, Lautenmusik des 17./18. Jahrhunderts, "Vorwort," VI,
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L 1
some eéextent.

1. The Lute’in the Eighteenth Centﬁry

The,eighteenth century was the last impdrtant era in
the hiétdry-of central European lute'musiévand its performance.
In Bach's time the lute had a étrong following. Favored and
enjoyed in esteemed circles and by enthu51astic players,2 1t
took an active part in musical life as a solo instrument as
well as in chamber music. In Vienna the lute-wés the instru=
_mentof the nobility, of the dignitariss of the court, and of
those in the offlclal hlerarchy.3 'Many of these men not only
played but also composed for the lute. Otner composers were
court musicians. Many of the‘bestvprofessional performers
who also composed for their inétrument came from Poland,
' Silesié, and Bohémia.4 Suites,.divertimenti, concertos, and
sonateas were the main forma. ﬁ

The world of lute music was teeming with activity. We.
shall mention just.a few of the composers and players here.
Carl Kohaﬁt; one of the finest iute players of his'time-(about)
the middle of the century), composed a lute Sonata, Divertie

menti with lute obligato, and a lute @oncerto which has the

l. In this connection it is interesting to note that Emanual
Bach wrote a @encerto for violsf a three-movement ¢ ompo~
sition in four parts for viols "concertante." This descripe=
tion is given as authentic in the score arranged for

- orchestra in 1912 by Maximilian Steinberg.»

2. Neemann, "J.S.Bach's Lautenkompositlonen,' in Bach Jahrs
bUCh’ 1931’ p.75. . : k

3, Koezirz, &d., Wiener Lautenmusik im 18. Jahrhundert,"Vorwort."

4. Terry, Bach's Orchestra, p.142..
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same orchestration as Krebs' Concertos. His main position
was an official of an Austrian chancery and later a court
secretary in the government officé of Poreign affairs in

Vienna. (No information-qould'beibund by the writer con=
cerning his date of birth.) o

From Breslau there wéé thann/Kropfgans‘and his son.l
The latter, born in i?OS,-wroteia Concerto, Partita, and six |
Sonatas for lute.® Ernst Gottlieb [Theopnil] Baron, the
author of a theoretical work on the 1ute (see page '50),
was a lute player in the service of Frederick the Great and
wrote several Fahtasias for 1uté; a_"Cohcert" for lute, vio-
11n,_and'bass; and alDuo,fdr’flute and 1ute;3 There was a
German 1ute.pléyer'by thé'name 6f Adam'Félckenhagen.who taught
in or around Leipzigrn'ear' the middle of the 'century;L* He
wrote éix'¥artitas and a @oncerto for lute.? Eitner lists
gseparately another lute ﬁlayer by the same name, different
 spelling, Adam Falkenhagen, who was in 1758 an official secre=
~tary in Béyreuﬁh. He wrote a Sonata for lute solo, Songs with
variations for the 1ute,'and 1ute comppsitions with stfing
accompaniment.s |

Johann Caspar Gleditsch, active between about 1720 and

1760, was Bach's principal oboelst and composed 12 Partitas

1., Loc, cit.
2, Eitner, ggellenlexikbn,'v.B, ps.458.

3. Ibid., V.l, p.346. - 4, Terry, Ibid., p.1l42.
5. Eitner, Ibid., V.3, p.383. 6., Ibid., v.3, p.386.
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for the 1ute.1 A pupil of Bach,rRudolph Straube,.and,'like
Krebs,ran alumnus of the St. Thomas School, published two
.lute'gonatas in Leipzig»ih'1746°2
-Perhapsrthe mostvsignifiéant'coﬁposer f&r the lute ih

the first half of the eighteénth century was the well known
plgyer from Bohémia, SilviushL36poid’WeiSS (168651750), who
‘we know was in Leipzig in 1740~aﬁdlpr0bably knew Bach. He
wrote lute thtasias;k%artitas,vand one @on@erto, according

3

to Eitner.” Six of his Sonatae for lute are published in

the volume, Lautenmusik des 17./18. Jahrhunderts. In the
editor's opinion (Hans Neemann) the music approaéhes the great
and deep music of Bach and is the consummation of the music
created for the 1ute.,4 Létér on we shall see a few examples
of this music as well as compoSitions of othef composSers.

| Sebastian Bach helps ﬁs somewhatvihfour endeavor to see
Krebs' Joncertos in perspective. There is one éuthentic'goma
» positionvthat we can'be sure was composéd originally for lﬁte,
and yet the autograph reads, "Prelude pour la LuthFSgCembal“
(Prelude, Fugue, ahd Allegro in Eb). . He arranged a few othér
compositions for lute and calls'for_the'inStrument in his

"Trauer-0de" and St. John Pa591on.5‘

1. This man's name and occupatlon from Terny, Ibid., p.142;
his compositions listed in Eitner, Ibid., v. 4, p.277.

2. Terry, Ibid., p.l42, 3. Ibid., v.10, p.218.
4, "Vorwort" to this edition, VI, | A

5. These observations are baged on discussions or lists of
~Bach's lute music found in Terry's book (Ibid.), and
in Schmieder, Thematisch-systematisches Verzeichnis der
musikalischen Werke J.S.Bachs, as well as on the actual
music. :
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The lute's final stage of development is represented

theoretically by Erhst Baron's work, 'Historische-theoretische

und praktische Untersuchung des,Instrﬁments der Laute, pub-=

lished in 1727.> In the second half of the century the lute
gradually ceased to be an instrument of any real significance,
At the very end of the century Wé find four Sonatas for piano
or lute and violin by Friedrich Wilhélm Rust (1739~96) written

in 1791 and,1795. In 1796 Rust’appropriately wrote a "Swan
_ : o

Song" for the lute called "An die Laute."
2. Analysis of the Concertos
Notation.-« The tablature and tuning Krebs uses are
those cdmmonly_in use in his era. They are described in
Baron's theoretical work (see above). French tablature is used

and the tuning is that which came into use about 1650, based

on the "nouveau ton" of Denis Gaultier, the great seventeenth

1. A;eomplétevschooléforabaroquellute_playing was pube
lished in 1940: Schule fir die Barocklaute, by J. J.
Giesbert,

2, Dates of this music are given by the editor, Dr. W. Rust.
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Relatively few kinds of symbols and indications for
fingering, phrasing, and ornaments are used3n these manue
scripte, and they are not used profusely as they are in
many other eighteenth century 1ﬁte compositions. Five kinds
. are found, the second one as illustrated below beingAthe

most common.1

= Xm
l),L

G:race hot’

Siom abore .

~S‘fe=;~/ ‘Ffftfee-‘}y.

General form.<«< Each of the Goncertos has three move~

ments, fast-slow-fast, a scheme which was used practically
always by Vivaldi? in his Concertos, and became the standard

form since then.3 The movements are as follows:

1. The meaning of these symbols may be found in Hans Neemann's
edition of Weiss' lute Sonatas and in Giesbert's Schile fur

die Barocklaute.

2, Antonio Vivaldi (c¢.1680-1741) composed many significant
works, not only for the violin, but also for various
other instruments. He also composed much vocal music.

3. All the concertos specifically referred to in this chapter
have this order of movements.
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Concerto #l. Allegro (C), Largo (f), Vivace (C)
Concerto #2. Allegro (F), Larghetto (C), Allegro(F).l

Here we see no influence of the suite as we do sometimes in
the Concertos by Sebaétian-Bach, G. F. Handel, G. P. Telew
mann (1681&-1’('67),2 and Emanual Bach (1714;-88).3 |

The form of all three movements in each @Qoncerto accepts
the Vivaldi heritage as found in his first (fast) movements,==
& rondo-like alternation between'tutti and solo passages, |
these being clearlj gseparated from eéoh other and distinct;

As we find in Vlvaldx, the tutti sections of the Krehs eona
certos have tnelr own thematie materlal, and the solo sections
usually have theirs in addition to some of the tutti material.
Basically, Bach élso accepted Vivaldi's general form but he
applied it in his own individual way. He adapted it to his
own.style énd as & result there is a great difference between
Bach's Concerto movements and Krebs'., We chall explain this
difference later oh.

By using the same form in all three movements Krebs de-
pafts from the Vivaldi and Bach practice of using the orcheétra
in the slow movements mainly as an accompaniment. We find no
ostinato basses in the middle movements of these Concertos as

we find so often in Bach's. In the second movement of one of

l. These Concertos are designated arbitrarily by the writer
~as #1 (in C major) and #2 (in F major).

2. Georg Philipo Telemann was a German harpsichordist, organ-
ist, theorist, and writer on musical affairs, as well as a
composer. Telemann, C.Graupner, and J.F«Fasch were among
the first to initiate gallant stylistic elements into
German music. Telemann's works include Passions, oratorios,
cantatas, operas, and a great variety and quantity of
instrumental works.

3. See p.3, fn. 4 .
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the early Concertos of J. Christian Bach (b.1735, d.1782)l
we find another departure from the traditional use of the
orchestra as accompaniment. Here the orchestra has its own
significant material and develoﬁs it, alternating with solo
- passages. The second movement of the lute Boncerto by Carl
Kohaut is in twow~part soné form, as is sometimes found in
Viveldi's third movemeﬁts,-'Each part of Kohaut's form con«
sists of a solo and t.utti section: ™ § T .,”P*gr'?,.”. The
third movements of Krebé' Qoncertos are tradiﬁionally in
triple time, animated, and lively.

The number of tutti‘and solo passages in each movement
varies greétly as does also the length of thesevsectiOns.
The second movement of Gonoefto #1 has 4 tuttis, 3 solos;
while the first movement of Concerto #2 has 8 tuttis and 7
solos. There are just th places in these concertos where
there are extremely;brief tuttl passages: a 2-measure tutti
ig found in Concerto #1, movement 3;‘a S«measure tutti passage
is found in Concerto #2, movement 2, presenting a phrase from
the main ritornelf Both tuttis act in a supplementary manner
to their preceding solo sections; they reinforce the final
cadence of ﬁhe solo. The shortest solo section is six meas-

ures. Extended tutti passages are as long as 36 measures;

solo sections are up to 57 measures in length. The early

1. "Concerto in Eb major for Gembalo and String Orchestra,"
Ed. Eulenberg #773, written in about 1744 (or before). -
J.C.Bach did not receive from Sebastian Bach as much musie
cal instruction as his brothers did, as he was 15 years
old when his father died.
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Goncertos of Emanual Bach contain short tutti and solo sections
which supplement each other; the tuttis and solos of his

later @Qoncertos are generally longer and differ widely

in length.l

The role of each instrument in the tutti ensemble, -=

A detalled analysis of the Qoncertos will begin with a .dise
cussion of the role played by~each>instrument in the tutti
ensemble. Krebs uses‘hiéinstruments in a typically gallant
fashion, thus departing radically from Bach. The first violin
almost always Cafries the melody. The second violin supports
it in a simple way, most often accompanying it in parallel

thirds or sixths or at least following its rhythm.
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Sometimes it Jjoins the accompaniment rhythm of the lower voices
while the first violin has the melody as in Goncerto #1,

movement 2
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One exception to its general use occurs in a brief passage where

there is a polyphonic relationship between the first and second

violin parts'
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Example 7 (above) gives us a good idea of the typical
viola part. Its purpose is to supply the middle harmony, and
it generally has the same rhythm as the second violin or bass,
Here is an example where the Viola achieves a little rhythmic

independence for a short time but still has the same function.
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The éello very simply suppliés ‘bhe bass line (see above)
example). Its part is usually the same as the lowest lute

line{in unison or at the octave).
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. In the ensemble the lute is used as a continuo ihstrus
ment which was one oS its important roles in middle and late
barogque times.1 Sebastian Bach used the luteras‘a continuo
instrument in his "Trauer«=Ode." Krebs' lute part is alwaye
clothed in a simple rhythm«as_éhowh in Example 7 above,
Typical of a continuo part it serves mainly to filllin the
harmony. Sometimes it supports the tutti theme as when its
uppermoét line carries the éxact tutti melody as found si -~
mitaneously in one of the upper string parts. (See Ex. 6b.)
The lowest 1uteiline and the cello part are usually the
same (cf.Asbhh?)s .

| It is interesting to note that Krebs' use of the lute
in tutti sections is similar tolits use in the popular late
seventeenth century suite movements, written for violin,
lute, and bass.2 In these compositions the upper line of the
lute may be the same as the violin part or 1t may fill in
with variations or ornamentation bf it, The lute's lowest
line and the bass are geperally a unison. _

On the other hand,fin Sebastian Bach's harpsichord @on-

certos, the harpsichord in the tutti sections is given its

own significant'part which 1is integrated polyphonically into-

l. However, it wag: also used a concerto instrument as was:
the harpsichord, gamba, violin, flute, etc. It can pers
form equally well as an ensemble instrument and as a solo
instrument. (Neemann, ed., Lautenmusik des 17./18. Jhs.,
"Vorwort," VIL)

2, This discﬁssioﬁ is based on the compositions in Neemann's
work, Ibld.
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the tutti ensemble.

Composers younger than Bach (including J. Christian
and J.C.F.Bach: 1732-957) use the solo instrument in the
tuttis generally as does Krebs,=- as a contlinuo, fiilingv
in the texture. For example, hére is a measure from the
Friedemann Bach (1710~84)2 narpsichord eoncertd in Eb
(Unfinished) s

Ly

RN

However, there are times when the solo instrument is given
more independence in the tuttis than we find in Krebs Con-
certos; In the Eb eoncerto by Friedemann Bach the bass line

(of the harpsichord) is at times given rhythmic independence,

1. This information concerning J.C.F.Bach's Concertos is
found in K., Geiringer's The Bach Family, p.393. See also
p.&4 , fn.3 .

2. See p.36, fno‘{' »
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Other parts are aléo given more individuality than Krebs
gives them. In the Kohaut lute éoncerto, although the cello
part rarely has the thematic material, its rhythm varies
greatly and it has a vigorous, interesting line. Again in
Friedemann Bach's Eb @oncerto both the violin and viola parts
are given their own rhythmic individuality, although the |
- texture remains basically homophonic.

Key structure, a prominent factor in the form.ss One

of the most significant facts about these Concertos is that
thgre is‘a strong drive in all the movements to arrive in
the dominant key (or sub-dominant or relative major), and
then progress back to the tonio_key. Krebs gives a predomie
nant place to these two modulaﬁions. Other‘modulations in
the movements aie very few, short-lived, and merely subs
serve the larger sphere of interest, that is, tne tonic and
dominant keys. Such a long=range contrast between the tonic
and dominaht keys is an important characteristic of classical
music.

bAs is true in Sebastian Bach's Qoncertos and in many
other eighteenth cantury concéertos, the solo instrument
carries the main part of-these progressions which occur in
two of the 1§ngest golo sections. Let us examine in detail
the key structures of Krebs' @oncerto movements.

Concerto #1, movement 1, is in C major (total ms.:266).
After measure 80‘the music‘passes thfough the dominant and

the subemediant keys. In measure 101 a dominant pedal
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point begins. .Avconflict between the progressions Eﬁ to N
G and F_natural to E ends invmeasure 111. G majbr ié estabe
lished in the next several measures aftef»which the main |
tutti idea is presented in the dominant key. The succeeding
solo and tutti sections (in the,dominant)krepeat part of the
main tutti idea. Before finally modulating back to the tonic
key, the music passes quickly‘throughvg majof and the sube
Amediant again, presenting some of thé main tutti material

in the latter key. The . -use of the subamédiant, we find, acts
as II in G major and is'an important link in ﬁhe progression

back to gvmajor.  After a few measureé thekpedal point on
the dominant note (g)'begins‘(m.218)¢ » |

The moddlétion to the dominant takes place in the largest

solo section, SOio #2, 61'measures long. The modulation
back to the ténic ig invthé next to the largest solo section,
#5, 34 measures long;v The impdrtancé of the modulation to
the dominant is emﬁhasized by the fact that measures 1-80,
completely in C major, compriée one third of the whole, exe
cluding the 1ast "Da Gapo‘dal Segno" repetition (a majér pért
of the first tutti), Progeéding-baékwérds.from thé very end
of the movement (that is, fromvthe end of the"D.C.d.S." ree
petition) we find that meéasure 186, 80 meaéur;s Eeforegthe
end, is the beginning éf the solo section that challenges

the supremacy of the dominant key.

It is interesting to note how «the main tutti ideas are
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used to stress the key progression. The "c¢" theme of the
mein idea (see p.db8) is used throughout the movement in
this way. For example, we find it at the final cadence of

the progression back to the tonic key:
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In the last solo \when_ the lute begins the modulation back
to the tonic, the strings accompany the lute with a slightly
changed “"piano" presentation of the "a" theme of the main

idea which emphasizes the chords in the harmonic progressione.
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The second movement of this @oncerto is in f minor; the
modulation is to Ab major. It occurs in the.longest solo
section at a point that is most significant, measure 63.

It is here that we see_the'movement assume the proportions
3:2. (See p. &9, fn.l .) The measure which begins the
modulation back to the toniec key, measure 76, holds a less<

prominant place in the oversall structure, thus:
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In this movement the tutti material‘is not heard in the new
key., In its place is a new theme derived from the original
material. This is an exceptional occurrence in the @oncertos.
Another exception occurs in this movement when the modulatioh‘
back to the tonic takes'piéce in a‘tutti section, rather than
in a solo sectione. N

The modulation to the ‘dominant in the third movement
(total ms.: 268) in C major, begins about 20 measures before
the»finalkcadence in the dominant which is near the middle
of the movement. uAfter this cadence all of the first tutti
and the first eight measures of golo #1 are repeated in the
dominant, In the next tutti the "c" theme»of tutti #1 is

again repeated (in the dominant), in thé last solo section
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after the music modulates back to C major, the key of Eb major
is touched upon in the solo figurations. This does not at
all detract from the prime importance of the I«VeI key prow
gresgsion of the whole movement,rone of the reasons being that
Eb is closely related to the parallel minor key of the tonic,.
The latter key, ¢ minor, is implied in the "¢" theme of tutti #1s

E ls Cone. |, BL b Divace
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Moreover, in "the same solo sectioﬁ (#5) where we find this
reference to Eb, there afe three pedal points, one of which
is on D and resolves to a G major chord. The other two are
on G, the first of which resolves to Ce« The second resolves
to c minor but a passage of figurations moves the harmony
quickly,-and in about 12 measures there is a cadence in C
major; In this'solo there is also a l4<measure repetition of
a passage in C major from solo #3.

In the first movement of this Qoncerto two rival pro=
gressions were pointed out: F# to g and F_natural to E.. We
find a similar conflict in this movement. In the last tutti

G to F# competes with F_natural to E:
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The above passage, presenting a new concluding idea, cons
stitutes the opening phrase of the 1as£.tutt1 sectidn, after
which the last’18 measures of tutti #i are repeated. The
presence of this new idea in the last tﬁtti’points up the
importance of key emphasis above that of themdtic material.

The modulation to the ddminant in the first movement of
Concerto #2, in F major, takeé place about 20 measures before
 the middle of the movement (total ﬁs.: 184).. Previous to this
modulation is a passing mbdulatidh (of four measures) to C.
After the ma jor modulation there are several presentations
of tutti material in the key of the dominant: the "a" and
"e" themes in tutti #4; thé Mot theme‘again in~tut£i-#5; the
first six measures of;thé "a" theme in s&lo #5; the last six
measures of "a" theme in tutti #6. In the next to the last
solo section the mﬁdulation to the tonic key takes place.
) It is important to note that the first presentation
of tutti material in the dominant key (tutti #4) begins in
measure 82 which is the middle measure of the movement
- (excluding thé cadenza and the last tutti).

When éonsidefing the second movement (in C major) of
this @oncerto, excluding the last "D.G." tutti repetition,
‘one finds that the middle‘ﬁeasufe and the following one cons
‘tain the final V-I cadence of thé modulation to the key of
the sub=dominant. In this key "a" and "b" themes of the tutti
material are preéenﬁed in additidﬁ to parf 6f the "b" theme

again. There are five measures in'e minor (ms. 97é101) which
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play a significant part in the modulaﬁion. These measures
come after the modulation back to C and immediately précéde
the short lute cadenza. Almost in the manner of a coda, and
.using main tutti material, they serve to emphasize the re=
turn to the key of C.

We notéd that the final cadencg of the modulation to
F marked the mlddle o% the movement (ekcluding the last
"D.¢." tutti). It is interesting to note that this middle
measure begins another large part of the movement which ine
cludes the last "D.C." tutti. This section is super—-imposed
on the first large seétién and is also mafked in the middle

by a change of key. See the diagram below:?

F magjz 3b ms. C may: 36 ms,
, —L me9l fd m.93 i
1{ms)ta 30 s - Ha &o J/ €90 76 Fo fo 1od ":lboc.q.s 1379

The major modulation in the last movement of this 8on=
certo is to the relative minbr key (d)e. The movement is 2@2
measures long and the modulation begiﬁs already in measure 73
in the longest solo section. There_are two pedal points on
A: one in measures 84=90 and the other in measures 976102'
The next tutti presents the "a" and "b" themes of the main

idea in the new key, as well as thematic material taken from
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the "e" and "d" themes. We hear Ffour measures of the "a"

theme in a minor in the next solo section, and material from
"p" in the following tutti. The second longest solo section
then modulates back td'E ma jor. B

It is clear from thefabove discusgion of key structure.
that each movement contains a very simple key scheme in which
the modulation to the dominant and back to the tonic is of
prime aﬁd unrivaled importance. Most of the main tutti
material 1s heard in the new key. In four out of six move=
ments some aspect of the modulation 1s augmented in significance
by its notable place in the proportional structure. In pass~
ing, it should be pointed out that Krebs' harmonic simplie
city has something in common with the lute sonatas of Silvius
Leopold Weiss. These compositioné contalin prolonged passages
in the tonic and dominant keys, and the muslc never strays
much beyond these keys.

- Concerto movements written by other composersvdo not
exhibit such simple, unadorned kéy schemes. For example,
here are the keys in which the tutti material is heard in
three movements by Sebéstian Bachs

1st movement (g minor harpsichord @oncerto)
g, Bb, c, 8.

3rd movement (same Boncerto as above)
) d’ & Fy & '

1st movement (D major harpsichord QGoncerto)
D, b, A, G, D.
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The Kohaut lute Qoncerto'showé a wider range of modulation
within the movements than found in Krebs' €oncertos. The first
movement containgﬁgbdulations, both equal in importance: the
fifst to the dominant key and the éecond to the'key of the
super-tonic. Somé'of the main tutti thematic material is heard
in each key. The last mo&emenﬁjmodulates to the key of the_
dominant, the superatohio; and the sub=mediant.

Keywise, the Qoncertos of Friedemann, Emanual, and J.
Christian Bach are also different from those of Krebs. They
usually modulate to other keys in addition to the domihant,
in the first‘movemenﬁ bf Emahual Bach's g minor harpsichord
Boncerto the first modulation is to the relative major key; then
the music progresses to d minor, Evmajor, and back to g minor.
In the Eb Unfinished @oncerto by Friedemann Bach we reach_the—
dominant key early in the first moveﬁent, and then‘prograss to
other keys. The same 1s true in the first movement of ﬁhe Eb-
harpsichord €oncerto of J. Christian Bach. The main tutti
material here, hoWéver, is never preSentedvin keys other than

the dominant for more than two measures.

The rdle_of the tutti and solo sections in the form.~e.
It was pointéd'ouﬁ early‘inuthis chapter (pdsé) that there is
a cléarkdistiﬁétion in Krebs' @oncérto movemenﬁs'between the
tuttl and solo»séctions. “Let us n¢wvsee Specifically the rela=
tionship between these_sections{ Let us see. to .what degree .«

the tutti sections are méfely repetitious ritornels, and to
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what extent the solos use tutti material and their own
thematic material. And thirdly, let us learn to what extent,
and how, the tutti instrumenta accompany the solo lute.

It is‘necessary to examine the structure of the tutti

thematic materlal first. In each movement it is made up of

several ideas which sometimes act in a complementary fashion

to each other, and at other times have independent identi-
ties. We shall label these ideas "a," Up," Me," "a." (There
can quite poseibly be a difference.of opinion aé to &here
these i1deas begin and end. However? tne labelling of the
divisions 1s relatively unimportant; The essential point

is to see the multiplisity of ideas.)
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The first solo in the opening movement of Krebs' Con~

certo #1 is a contrast £o the preceding tutti only in timbre
and texture, as it presents'the "a" idea. The second tutti
repeats the last phrase of "b" and all of "c¢." In the second
solo the last measure of "o is taken up by the lute in an

interesting way.
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Succeedihg lute figuratiohs carry the modulation to the
dominant. At the end of the«figﬁrationé the lute presents
part of "b." The orchestra accompanies at times harmonically

with simple rhythm,

-~

and with the "¢" idea in unison with the lute. The third

tutti is a repetition (in @) of tutti #1 except for the "e"
theme which is slightly changed. The third solo presents h
"a" in the dominant (i£ was heard in the tonic in solo #1).
We hear 12 measures of "b" in tutti #4; and in the 4th solo
a repetition of eight measures from solo #2 which includes

one measure of tne unison "c¢" theme. Theme "a" in the sube
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mediant key is heard in tutti #5.

The last solo (#5) is similar to solo #2. Lute figura-
tion is at its height here ag the music modulates back to,
and establishes , the tonic key. The orchestra supports the
luté in ﬁwo brief places. In the second place it emphasizes

the lute's subtle reference to the-"c" theme:
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The "c" theme in its original rhythm 1s integrated into the
lute part in measure 229, The final. tutti ("Da Cabo dal

"

Segno") is a repetition of "p" and "e." A diagram of the

form of the whole movement follows:v

Tutti #1 -« a,b,c S #3 -= a
Solo #1 -- a T #4 - part of b
T #2 -= part of S #4 -- 8 ms. from solo
b, ¢ ; : #2, including c.
S #2 -~ figurations: T #5 -- a (VI)
first few ms. = S #5 -- figurations,
use pattern modulation, (e),
from "e¢"; part (orch.: a,c)
of b, ¢ T #6 -- b,c

T #3 - a, b, (c)
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This movement is typical of the @oncerto movements in the
following respects: |

1) The tutti sections are repetitious: ritornels
although each section presents a different combination
of tuttl ideas. Most of the tuttl material, however,
is repeated in the dominant key near the mlddle of the
movement, sometimes followed by a repetition of "a" (in
the dominant) in the next lute solo section. The last
tuttli does not repeat the "a" idea. (In three of the
six movements the last section is indicated by "D.C.d.S.")

2) The solo lute presents some of the tutti thematic
material. Its main interest, however, is in the devels
opment of figurations, which usually carry the modulation.
Some of the figurations are derived from patterns of
one or more of the tutti ideas(cf. summary, p.)¥).

This helps to unify the movement. The figurations grow
in intensity in the course of the movement. (In this
movement they are most energetic in the last g0lo.)
The solo sections seldom contain repetitions of previ-
ous solo passages. (In the movement discussed above
only once does a solo section contain a repetition

of a previous passage.)

3) The solo lute is accompanied by the orchestra
gbout just as much &s it is not. The orchestra usually
accompanies with harmony in simple rhythm (see Ex./7 );
less often it uses short tutti phrases (see Ex.[3).

(Note: Exceptional features of the @oncerto movements are listed
~ on pages¥3-84.)

Solo #1 of the second movement of the first @oncerto
enters with a melodic idea of its own. This 18 an exception=
al, “though not unigue,-feature in the Qoncertos. There are
two points of similarity between the solo idea and "a" of |
the tutti theme: both hegin with an elghth-note upebeét on
the note g;‘and the first interval of the solo 1dea is an
inversion of the first interval of the tutti idea. The first

part of the solo is accompanied for four measures by & phrase
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of "a" in the orchestra. The remaining solo, unaccompanied,
consists of sixteenth-note figurations. The second tutti
repeats "¢" and "a," The second sélo is laid out similarly
to the first ome, aithough different ideas afe used and
tutti.matefial is emﬁloyed to a greater extent. In the first
part of the solo tuttl ideas are not only‘heard in the orch-

estra but in three places in the solo lute part as shown below:

EX l “a-,," fAeme e V/Vlei. %raugln m-S’“.

Cahr.# . ) v
L d 2y '@hl 1 ! 3 .
113 !% AW O Je~1 L] =& 1 l
Vis 1 ‘ - - - 7 -
[ od - S ve
: (4 : L 1 H I :
vwy? T - L“-—d - %~J;:=4
' .
- ] . - o
N I"I_—T————] e __J_} 2 t —— ——— o
LI A L:"L_ -~ '; 7
- ATt — —— — —
~ P : . I |
E l/c . )h._l-__J o
; ’;‘ {. 4 :I:\. - | 3 1
1 1 | oW I A 0 e g ol ey |
74 ! - — % { ] ot | 1;%*__ Y
- Fan < - = = ?ﬁg #':'j; —* 4 S
kote 7500 = FT:?
NS Al
,l\:l L — L%
- 7




174

== M ) B S
- * A f‘ id e will - -
:%‘ ==L 7t ¢
\'4 2 o o ; "'{:‘—"r' V. 174

. [— / ' )
e . J\ vl - = F
Y —tp— £ 7
- 4 & —t ] Y v

) I: 7 1

The solo then continues with sixteenthanote figurations
unaccompanied by the orchestra. In ﬁhe next tutti we find
another feature which 1is unﬁsual in theée €oncertos, Tutti
#3 presents a new theme.._While;the/second and third phreses '
of this theme (presented in Ab, rei.mej.key)‘are extended,
the music modulates back te~i.minor. The next two sections
serve, to a certain extent, as a recapitulation. This is a
third exceptional feature in the moveﬁent; as Krebs rarely
recapitulates mpfe than one section at the end of a movement.
Solo #3,first repeats exactly solo #1 and then continues with
six additional measures of figuration. The last tutti (#4)

is an exact repetition of "b."
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The firset solo in the 1astvmovement of Concerto #1
presents 1ts own theme, the second 2 measures of which are

practically the same as the second 2 measures of "b."
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The solowiﬁfedcontinﬁeé‘with a sequence.of'lively sixteenths
note figurations, and is suppoftéd in the main by simple
orchestral passages. Tﬁé first violin emphasizes the main
notés of the lute part by playing in parallel thirds or
sixths or in unison with them. There is a brief reference
to theme "a" in this section similar to that found in Ex. /8.
In the tuttli which follows (#2)‘"c," part of "a," and all of
"p" aye presented. The next solo and tutti are both brief
and are paired together. The solo (#2) contains part of
"p": the following tutti (#3) immediately repeats the same

phrase. The main interest in solo #3 lies in its figurations.

Only fleetingly 1s the maln idea suggested:
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The following rhythm subtly recalls the rhythm of theme "a,"
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This solo also contains somewhat lyrical lines, aé, for example:
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The next three sections are repetitions in the dominant key
of previous passages. Tutti #4 presents "a," "p," and "o
themes; solo #4 preéénts the original theﬁe heard at tae
beginning of éolo'#i. Tutti #5 repeats “c."

In the last solo (#5) the'figuratioﬁs are prolonged and
intereéting. A 14—measufe repetition from the third solo is
included. The last tutti (#6) bresents a -new concluding
phrase (cf. p. (6% ), and we hear "c" and "d" oncé more.

In this movement noteworthy featuresAof the lute part
are 1ts sparkling figurations and its rhythmic driver(embody~
ing a pattern not dissimilar to the rhythm of "a"). While
the 1ute-sometimes suggeéts or quotes briefly soﬁe phrase
of the main idea, i1t also has its own melodic interest; The
orchestra, except in the extended figuration passages in the
two largest solos, frequently aceompanies'the lute with
harmony in simple rhythm or with brief péssages in parallei
thirds and sixths. |

Although the sdlo lute oontainé passages which repeat
former material, these sections constitute only 22 measures
of the total 136 measures, Tutti sections function as pi-
tornels except in one place: in the 1ast tutti where we hear
a new concluding ldea. }‘

There is a very interesting fact concerning the first
movement of Concerto #2 and it is uniqﬁe in the @oncertos.

Most of the solo passages begin with this idea,)]J]J! .
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The cadenza begins with this passage:
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These phraseé lead diréctly into figurations. The last solo
(#7) begins with "b" in the lute and strings. Note the
rhythmic similarity between the ineipit:of the second phrase
or "a," {1, or "ot .J , and the inciplts of solos
#2, #3, #4, #6, and the cadenza'as given in ExamplesQ¢and 5%
This recurring rhythm ser#es to unify the movemént greatlys
Two other factors unify'the movement also, although to
a lesser degree._ One is the similarity between the incipit

of "e" E;éﬁgb——- and of sélo #3; the other is a passing

reference to "a" in the second, third, and sixth lute solos.

Let us briefly note the general structure of this move-

ment.  The first solo presents-the first 6 measures of "a,"



'Y

the second tutti; the last 6 measures. During most of the
gecond solo the orcheétra accompanies the ;ute figurations’
with harmony in simple rhythm,
. The next tutti (#3) is a vepetition of part of "o."
Figurations in the ihird solo ﬁassage modulate to the démi*
nant key after which "a" and "c¢" are presented in the new
key (tutti #4). »Figuraﬁions in this key (solo #4) lead to
a repetition of "¢" (tutti #5). The next solo (#5) repeats
solo #1 in the déminant.'~Part of "a" (tutti #6) is fbllowed
by a solo (#6) similar to solo #3. The last three sections
comprisé a kind of.recapitulation« - Tutti #7 repeats the latter
part of "a." Solo #7 presents the first phrase ofv“b," all
instruments participating; the latter phrases of "b" are varied
by the lute, unaccompanied. The “e" idea, tuttl #8, concludes
the movement., | | :

In the éecond and third movements of this Qoncerto the
~ solo lute shares tﬁtti ideas to a greéter extent than it does
in the other @oncerto movements. In the second movement the
first measure of the first.sélo sectionA(m,27) is derived
from the "a" idea. Measures 2829 imitate the first and second

“violin parts of measures 23=24, "b;“ and the rhythm in measure 30

is taken from "a.!
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The following tutti fepeats part of "b" and all of "c."

Theme "a'" accompanies the beginning of the succeediﬁg solo
Afiguratibns (solo #2), Then one phrase of "b," altered melod:.-
ically on one beat, is heard in the lute part. The solo
figurations that follow refer subtly to the tutti materiale
After a feturn of "a" and “b" (tutti #3) the lute and cello

take part in a duet of rhythﬁic figqrations‘(solo #3) .
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This 1nteresting cello part is unique in the Qoncertos. The
succeeding tutti, presentlng the first 4 measures of "p,"
leads to another solo section (#4) where tutti material is
clearly présent; Short tutti phrases are integrated in the
figurations. Meaéures 92~95 afe an exact imitation of meas=
ures 15-18, the "b" theme in tutti #1. The orchestra accoms=
panies the lute in most of this svlo, using saort phrasés
from "b" which progress mainly in parallel thirds and sixths
with the lute part. The first violin parf sometimes pros
gresses in unison with the main melodic notes of the lute,
thus accentuating the lute's melody. -A cadenza precedes the
final tutti, a return of "b" and Ye¢."

The first solo in the last movement of this @encerto
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tition, an octave lower, of the first phrase).
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Succeeding elghth-note patterns in the selo lute and in the

next tutti, "o," add to the unity end continuity of the move=

ment. Solo #2 combines figurations of quarter-notes and of

eighth-notes.

found in "b" and "ot
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One eighth-note péttern i1s.the same as that

while this type of pattern recalls the third measure of "a"
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A unique feature of the Qoncertos is found in this
movement in the next two tuttis (#3 and #4). They present
tutti material, but in altered form. This we find nowhere
else eicept in ohé brief passage in Concerto #1, movement 1.
(Cf. p. 170.) The third tutti presents "a" and "b" exactly,
"e" and "a" modified. The fourth tuttl contains varied "b"
material. Between these two tuttis is solo #3 which uses
figufations similar to those in solo #2, and theme "a," the

second phrase of which is varied, thus (e¢f. Ex. Q8 , m8.37=40):
5.3’1'_ bt I " :ﬂ: | :-‘ ‘F‘ Ay =y &
T W — § S B 1 y S 1

< T T p o ~ 0.2 -

The patterns developed in the last solo (#4) are also eimilar
to those in solo #2. .The movement concludes with a tutti
presenting part of “c“ and all of "d."

A feﬁ eXceptionai features_of Krébs"doncerto*movements
were mentioned in the above discussion. They may be summar-—
ized as follows: B

1) A melodic idea presented exclusively by the lute
in the first solo (onc. 1, mvt.2; and €onc.l, mvt.3;
in both movements the new ideas are, in one.or two
minor respects, similar to a tutti idea);

2) New thematic material presented in a tutti section
other than tutti #1 (in @onc. 1, mvt.2: a second
idea in the rel. maj. key in tutti #3; and in
Bonc. 1, mvt.3: a concluding phrase in the last
tutti). These hew ideas are not used or developed
in any way in the movement.
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3) Tutti material presented in altered form (in Ronc.
2, mvt.33 tuttis #3 & #4; and in a very brief passage
in tutts #3, @one.1, mvt, 1).

4) A repetition at the end of the movement of more
than one sectlion, thus constituting, to a certain extent,
a recapitulation (in fonc.l, mvt.2; where the last soclo
is a repetition of solo #1 and the last tutti presents
"p; " and in @onc. 2, mvt. 1t where tutti #7 epeats part
of "a," solo #7, ' b, and the last tutti (#8) c ).

%) Accompaniment (in all the solo sections of a
movement) which contains no tutti phrases (@Gonc.2,
nvt.3; in all the other movements the orchestra accom<
panies part of 1, 2, or 3 solos with tutti phrases).

In concluding this discussion it is enlightening to

summarize Krebs use of tutti material in the solo lute part.

The solo lute derives some of its meterial from tutti ideas

and also presents tutti material in its original form. This

fact was mentioned previously in describing Krebs' typical

concerto movement (p.l12) The ‘lute: uses tutti-material -»' .1

in the solo sections as follows:

o

Concerto #1, mvt.l: a) Solo- sectlons present "a" (twice), part

of "b," and "c."
b) A few brief passages of flguratlons are
derived from "c.™ .

Concerto #1, mvt.2: a) The lute's own melodic idea, presented

~in solo #1 & #3 is slightly similar
tO ﬂa'ﬂ
b) A solo section uses "a" and "p."

Goncerto #1, mvt.3: a) The lute's own melodic idea, presented

in solo #1 & #4, is partially derived

from "p."

D) Main rhythm of figurations is similar to
Hall

c) Figurations in two passages are derived
from "a."

, d; Two 8014 sections briefly refer to a."
e) A solo section presents part of b "
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Concerto #2, mvt.l: a) Figurations are derived from "b,"
- . 24 phrase of "a," and '
b) There is a.passing reference to Hall
in three solos.
‘e) Solo sections present part of " "(twice)
and part of "p. "
d) A solo section varies 24 part of “b.M

Concerto #2, mvt.2: a) A solo section uses part of "a" and "p"
in several measures. -
b) A solo section presents part of "b"
and refers subtly to other tuttl ideas.
c¢) A solo section uses part of "b."

Concerto #2, mvt.3: a) Two solos present "a," vary the 2d
’ phrase.
b) Figurations in the eolo sections are
derived from "a," "p," and “"e."

‘A comparison of the form of Krebs' @oncertos with the

form of concertos by his oentemporerieé.e— In viewing Krebs'
eoneertos against the backgroﬁnd of those of Sebastian Baeh,
one paramount fact stdands out. 'In Bach'e Qohcertos thefevis
‘more continuity between the tutti and solo sections than there
is 1n Krebs _Qoncertose There are several reasons for this.
The main reason 1s, no doubt, that the solo ahd tutti instru=
ments are related in a poljﬁﬁonic manner practieally through-
out the whole‘movement which’embodies‘one over—~all rhythmic
drive, persistent and uninterrupted. The sole instrument
participates in the tuttis, including the first one, with
important thematic material. The Orchestra hardly ever rests
for more than one to two measures, bﬁt accompanies the solo |
part with tutti material, new material, and accompaniment
figures.

In comparing Krebs' @oncertos with those other contem~
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poraries we discover that, in genefal,fcomposers present ,
use, and develop tutti material to a greater extent than
does Krebs. Thus thelr movements have more thematic continue
ity, In the Kohaut @oncerto, movement 1, the solo lute
regularly presents tutti material, FEach solo section begins
with tutti material, thus:
solo #1: first 9 measures of main tutti idea;
golo #2: first 2 notes of main tutti idea;
solo #3: first 3 measures of main tutti idea, folllwed
by Tigurations which include presentation of
. the tutti idea in thirds;
-solo #4; first 3 measures of main tutti idea.
Two of the three middle tuttis in this movement not only‘pre~
sent the main ideas but also extend it in varied phrases.
Krebs never .does this, although three times in his tutti
sections he presents the material in altered form. KXohaut's
sécond movement containsg two solo‘sections, one of which is
based on tutti material; the cher.is note In the third movee
ment tutti material is used throughout in both tutti and solo
gections.
In the g minor @oncerto of Emanual Bach the solo sections
use thematic material derived from thé first tutti as well as
new ideas. In the second movement the first solo ides is

clearly derived from a tutti idea. We find no derivation

comparable to this one in Krebs' @oncertos.
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In a later @oncerto by Emanual, the ¥ major one, the solo
harpsichord uses tutti material to a greater extent. There
is a strong sense of development of tutti ideas in the Eb
(Unfinished) @oncerto by Friedemann Bach and in the Eb Gon-
certo by J. Ghriétian Bach.

As was mentioned on page |73, the last tuttis of Krebs'
Boncertos do not repeat the tutti "a" idea., In the @oncertos
of Sebastian'Bachvthe‘iast tutﬁi méonr may. not include the
"g" j4ea. The final tuﬂti in the Eb Goncerto, movement 1,
of Friedemann Bach repeats the first 29 measures of the move-
ment. The last tutti in Emaﬁual BaCh’s Goncerto in g minor,
movement 1, includes measﬁres 1-7 and the 1ast.9 measures of
tutti #1, separated by a thematiGIQXtension of the material
in measures 1-7§ |

Among the exceptional features noted in Krebs' Qoncertos,
two are characteristic of the sonata form:

1) A second (tutti) idea presented in the relative

major key (Gonec.l, mvt.2); it is merely presented, not
used or developed in any way.
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2) A final repetition of sections from the first
part of the movement.

a) Gonec.l, mvt.2: the last solo repeats solo #1;
the last tutti repeats "b."

b) Conc.2, mvt.l: the last three sections. (tutti,
solo, tutti) reoapitulate, in the tonic key,
the "a," "b," and "c" ideas; all instruments
participate in the solo sectione

In many concertosiof other composers features of the
sonata form are not,exceptidnai, but commen. For example,
in EmanualyBach's Qoncertos of his Berlin years (1740-68),
in movements with three solo sections, the first, second, and
third are greatly similar to the three sections in the sonata
form, reSpectively.l In Emanual's later Qoncertos (1768<88)

duqlistic thematic content is found.2

The style of Krebe' BGancertos, including a comparison of

it with the style of compositions by‘his contemporariesg.sw«
There can be no doubt that these @oncertoe are fine examples
of the eighteenth century}gallant gtyle. /They exﬁress no
profound emotion, strain, or stress, but enly franknees, |
light=hearted joy, and dignity, which is.ciethed in a trans-
pareht homophonic texture, diatonic harmony, periodicity, and
uncomplicated rhythm. These stylistic elements cah be seen:im:
the following examples as well as in maﬁ& other examples given

in this chapter.

1. Gelringer, The Bach Family, p.366.
2. Ibid., p. 365. |
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The gallant style of Kohaut's Divertimentl for strings
and lute and of his Sonate for lute is very similar to Krebs!
concerto style. One can clearly see the bond between gallant

'melodies‘by Krebs (already illustrated in thiquhapter) and

the following melody.
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On the other hand, Kohaut's lute Qoncerto, although
remaining basically homophonic, has little in common with
Krebs' Qoncertos. In the first place Kohaut's melodies
lack graceful simplicity and balance.
Ex_w conec., I T, Allepro ima. now malto
”~ ~ o # T T~
""’“’ n-/ ‘.fkn—‘ = p'f"ﬁ' - e T

SRR

Gompare the. above melody with Krebs' melody in Ex. éa and
in this example:

Ex,ab Cc:::,..;#al & fwu'/.‘- ’ ﬂl/eg ra‘l‘.’
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Kohaut's Goncerto embodies a fair share of chromaticism,
(See Ex. 37 a,b,c,d.) Krebs' music is diatonic, as we have
seen.  Kohaut's figurations are mote involved than Krebs'

(Ex. 37 c) and his harmony more elaborate (Ex. 37 d).
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The most "daring" harmony one can find in Krebs' @oncertos

is
1) in Goncerto #2, movement 1 where ‘the "b" theme
(mg.13=24; and ms. 154~63 varied by the lute) is presented
in the parallel minor key(f min.); and

2) in Concerto #1, movement 1, where the dominant of
of the sub~mediant is used a few times,

Turning to the harpsichord Roncertos of Emanual Bach
we find;thgt the style of his early Qoncertos shares some
common ground with Krebs' foncertos in that they contain
gallant features.” In addition, however, imitations in the
texture reveal baroque influence.2 A subjective, emotional
element 1é found in his 1éter ﬁpncertos where deep passion and
drame often find expre,ssion.3 Subjectivism i1s also found in
Friedemann Bach's Qoncertos‘where the solo figurations are
vehicles‘for emotional expression.AA The wide melodic skips

and syncopated rhythms in his Eb<@onéarto (Unfinished)

1. Gelringer, The Bach Family, p,364.

2+, Loc. cit.
3‘ Ibid‘ ] p!365;
4, Ibid., p.326.



194

embody expressive power not found in the Krebs eoncertosvl

Krebs' overwhelming preference for the gallant stjie in
the Qoncertos does not completely exclude thé use of other
stylistic elements., Two baroque features are présent. One
is found in Concerto #1, movements 1 and 3 where the "Q"
ldea is presented in unison with all the instruments parti- .
cipating. Unison passages, so typiéally baroque, are found
also in tﬁé @oncertos of Friedémann Bach following the pre=
sentatiqn of several contrasting ideas,g and in the Eb Qon-~
certo of J. Christian Bach. In the third movement of the
Kohaut @oncerto unison passages close each of the two main
gections of the movement,

The second bardqﬁe feature is In.the first Goncerto,
movement 2‘(Largo),where ﬁhe melody has a baroque flavor.
The melodic skips of an octave,_diminished fifth, etcetera,
contrasting with the step-wise progressions, are mainly
responsible for the expressidn of a certain ﬁrayerful fervor

often found in Sebastian Bach's music. (See Ex. JS4..)

l. The fact that the lute is physically limited in power or

- sonority naturally does not prevent it from expressing
deép: emotions as it did in earlier times. The Rust Son-
atas (see p./$V) are a case in point, as is Emanual Bach's
@oncerto for viols which was available to the writer only
as arranged for violin or viola with piano or orchestra
accompaniment by Henri Casadesus. In this @oncerto there
are no gallant features; the texture is partly homophonic
and partly polyphonic, :

2. Geiringer, The Bach Family, p.326.
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When comparing Krebs' lute Qoncertos with the lute
music of Sebastian Bach one finds a predominant feature
in Bach's music which clearly differentiates it from Krebs'.
It is an unremitting rhythmic drive expressed in a consistent
unfoldment of one main rhythmic pattern. |

The presence of polyphony in the lute “Sonatas of Silvius
Leopold Welss is mainly responsible for the stylisticvdistinca
tion between them and Krebs‘ Qoncertos,

Krebs' technical use of the lute, including a comparison

of it with the use of the lute in compositions by his contem-—

ggg§£;§§.~? The figuraiions and melodic phrases of Krebs'

lute part are completely idiomatic to the lute. 4nd it is-
eﬁident from the above examples as well aé from other illus-
trations given in this chapter, thét they are technically

not difficult to play. Although Krebs' Qoncertos are styl-
istically different from the lute music of Sebastian and Weiss,
there are, nevertheless, several péssages of lute figurations

which are very similar to figurations used by Bach and Weisse

EXBQBck fld¥ c g krels, ExIlnd22(2)
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Figurations such as the following, common in Weiss' lute

Bonatas are often found in Krebs' Qoncertos.
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However, Weiss' "vmusic', by and large, is technically
advanced. Krebs' is conservative. DPassages such as this

one are not found in Krebs' Qoencertos.

T

EXx40 Capriccio '
~§o : (1)
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Bebastian Bach's lute music ig also technically more advanced
t.haj; Krebs's The Fugue in g minor and the Suite in g minorl
which Bach arranged for lute have a heavier, more Sonorous
texture than one finds in Krebs' Goncertos. When one examines
: Bach'é use of the lute as ‘an accdmpaniment Vinstmment.,khowehver,
2s in his "Trauer-Ode" and St. John Passion, one finds without
exception that the f‘igb.rations have much in common with Krebs’

lute part, Compare Krebs' use of the lute in Ex. 227 (in come
bination with the strings) with the lute part in these passages

1. Fugue: Bach Gesellschaft, v.40 p.l1l49 (Schmieder #1000);
Suite: Ibid., v.27, pP.59 (Schmieder #101l).
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from Bach's "Trauer-Ode" and St. John Passion. Here the

lute parts fill in the harmony with figurations in conjunction

with the same or similar patterns in the strings.
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Elghteenth century Vienese composers use the lute

technically in much the same Way a8 does Krebs,

(L)st. Tahn Passisn #3:
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It is interesting to note that Krebs' Qoncertos have
little in common with the compositions of David Kellner, one
off the last virtuoso composers for the lute (born c¢1670 in
Leipzig),l Kellner writes in a sdphisticated or brilliant
virtuoso style.2 »x

If XKrebs' lute part éounds well on the lute, and it
does, it also sounds wéll on the harpéichord. This fact

is not unusual, since harpsichord music ofiginally adopted

many stylistic features idiomatic to the lute. It should also

1, Wienandt, "David Kellner's 'Lautensticke, " in Journal
of The American Musicological Society, v.10, #1, p.29.

2, This observation is based on musical examples given in the
above~listed article.
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be added that the érrangements Sebastian Bach made of one
composition for both lute and clavier are practically the
same. . ;

Krebs uses the lﬁte skillfully whether it is unaccom=
panied or accompanied. Example _17 is a good 1illustration
of how the instruments are combined-in a solo. Here the lute
_timbre and rhythm contrast beautifullvaith that of the
strings,'particularly of the first violin.

The cadenzas in these Qoncertos technically add nothing
to what has preceded them. 'Theif‘presence in a concerto is
usual in the eighteenth century, although we shall note a
couple of divergencies in the following discussion.

In Concerto #2 the latter section of each final lute
solo is marked "ad 1ibitum" in all parte. This section con-
stitutes the dadenza'aﬁd is without any orchestral accom-
vaniment, while the first section of these solos is accom=
panied. vThe cadenza begins after a cadence on the tonic,
dominant, or‘subamediant with all inétruments’participating.
The cadenza ends on a dominant or tonic chord after which the
final tutti begins. No movement in Concerto #1 contains the
marking "ad 1ibitum" but the saﬁe plan is followed.

None of the cadenzas in either Qoncerto begin with the
traditional Iﬁ chord which was used in instrumental cadenzas
since about the turn of the eighteenth century. Another

feature of these cadenzas which was not at all common in
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this century is the fact that they are written out. The
cadenzas of Emanual Bach's éix concertos of the 1770's are
élso written out, thus cohstituting another departure from
the orthodox prbcedure.l One must consider the ﬁossibility,
however, that since Kfebs?leqnceftoé are not written in his
bwn hand, the oadénzas might not be his. The copyists may

have inserted thelr own version of a cadenza in each CGoncerto.
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CONCLUSIONS
Style and form;~— Krebs lived in that transitlional

Erg—= between'high baroque and matﬁre‘classical timeg-=
when musical styles went through various phases. It was
ﬁot-uncommon for a:composer to express himself in several
styles;‘even in one mbvement.‘ Krebs 1s typical in thié
respect. | ‘ |
| The principél styles represented in Krebs' music are‘the
baroquevand gallant. Baroqué features'are found mainly in

the organ music, and it is here that we find Krebs nearest

to Bach‘ However, baroque features are found’also in Krebs'
other instrumental music; He employe a figured bass in his
sbloé and Trios. His coﬁpositions-are generally based on a
Single idea; Rhythmic figurations are freeiy used. (Gallant
style adopts this latter characteristic.) Xrebs does not
désert thé fugue, and in his lute Goncérﬁos remains loyal to
the rondo-like constructlon, keeping the movements free from
the organic workings of the sonata form, A few other}baroque
characteristics were-pointed.out in the lute Goncertos, as well
~as in the Solos and Trios. The texture and spirit of the
second movement of the solo @oncerto (Fourth Collection)

is baroque. |

The gallant style, seen predominantly in his clavier‘
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and chamber music,‘generaily 1acks ité superficial aspects,
namely, what Curt Sachs.célls "delight in...foamy over-
decoraﬁion, in a soulless,..arisﬁodratic szuloof‘neeua....:L
However, even.though "Empfindsamkéit“ expressions are also
.few; his music 1is usﬁélly heartfelﬁ;“ But it sﬁresses neither
coolness nor sentiment. 'Séveral times even a classicél
quality of depth and purity was noted in his Sonatas "da
camefaQ" Generally speaking, one may say that Krebs' music
émbodies the most worthwhile elements of the gallant style.

As lmplied in the above paragraph, one finds no’influence
of the "Sturm und Drang" period in Krebs' music. And it
seems logical that his ﬁuéic,éhould not embody & dramtaic,
subjeétive elément’as’expréséed 80 intehsively in this
stormy period. Baroque music‘has ites own kind of subjectin
ism and it is found in Krebs' organ compositions. It would
seemvuﬁnatural'for one COmpoéer to embody two kinds of sub-

- jective style (even, of cQurge,‘in separéte compositions).

The aﬁsence of pefsonél emotions in Krébs"clavier and
chamber music is the outstanding factor that differentiates
his music most clearly from that of Friedemann and Emanual
Bach, two‘musical leaders of the.times;'and; of course, two
pupils of Sebastian Bach. Thése fhree;pupils learned much
from their teacher and diﬁ not forget what they 1earned,.but
they developed in véry different<ways. Friedemann and Emanual

~Bach opened up new significant vistas of romanticism; the

1. "Romantic Classicist or Glassic?," in Musical America,
V’769 #4, pn8v
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gallant style meant little to them.l

There is one fact, though, in common between Friedemann
Bach and Krebs: ﬁhe influence of Sebastian Bach is a domi-
natingvfactor in the musiéal development of both. But, as
Karl Geiringer points out, the intimate re;étionship between
Sebastian and Friedemann, in which Sebastian taught his son
with constant interest and the utmost care, resulted in
Friedemann's adopting his father's artistic ideas and thus
obstructing his own individual'developmenﬁ,g Friedemann wasg
inSpired by his father's work and instruction, but he was also
burdened with it; he was not able to develop his individuality
with freedom.3 Frustfation reduded‘his'output and drove him
to a style far beyond the éensibility.4 On the other hand,
Krebs appears to have béenfnot'frustrated by the Bach in-
fluence but invigorated by it, particularly in his organ
works. He fuses old elements and new elements, and often
strictly follows conﬁemporary‘trends, with ease and apparént
enjoyment. | | |

Krebs forms are gonsérvative.ﬂ His organ works, for the
most part, are cast in the molds of Sebaé}ianyﬁach?s organ.forms.
In his clavier and chamber music he prefers asymmetrical

binary form,or a free form where the element of repetition

1. Geiringer, The Bach Family, pp.317,—353, 354,
2. Ibid., p.l1l92. '

3. Loc. cit. |

4, Ibid., p.317.
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is an important unifying factor..

Krebs does not use the sonata form as such and shows
little interest in the development of thematic material in
the classical manner. In many combositiona he uses the texture
of the gallant style with its more or less lifeless lnner
volces. In this respect he i1s not as progressive as many of
his contemporaries. However, there are certain aspects of
his form which are fdrwardalooking in this transitional period:

1) His forms are not stereotyped. For example, in

the lute concertos, although, as was pointed out, he
does not go so far as to abandon the rondo-like construc-—

tlon for the sonata form, the Bpecial features in many
of the movements are interesting and refreshing.

2) Features of’the sonata form are evident in various
degrees in many composltions.

3) The predominance of two tonal spheres, the tonic
and dominant, in the lute ~oncertos, is typical of
classical music,

Krebs' music demandé'of its players various degrees of
technical proficiency. His organ worké and violin Sélos con=
tain many brilliant passages. The iute part in the Goncertos,
however , is modest. The Collections are skilifully geared
to the needs of the clavief student (starting from the beginner)

‘for whom they are written. Krebs' use of the clavier in the
Sonatas for harpsichord and flute is conservative. This fact
stands out particularly when comparing the compositioné with
Sebadtian Bach's Sonatas for harpsichord and flute (and for
harpsichord and violin). Bach uses the hafpsichord with a

freedom which sometimes approadhes-that of the mature classical

keyboard idioms.
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Krebs was a versatile composer,v His organ compositions
are sincere and fervent and well constructed. Yet he also
- writes skillfully and effectively for other instruments.
He 1s not & musical leader, but‘neither is he merely a follows
er; his music is not radical, neither is it monotonously con=
servative.l- His organ music truly embraces the Bach spirit
- at a time when Evangelical church music was no longer the

2
“"xernal and crown"

of German music. His ofgan music upholds
a most worthy‘traéition againstrpowerful currents flowing in.
an opposite direction. His use of the gallant style in his
clavier, chamber, and organ music shows restraint and sincer-
ity. His music contrasts greatly, on the one hand, with the
mugic of Johann Friedrich Doles, a pupil of Bach, and a
zealous supporter of the radical movement of the Enlighten-

ment which had a "fanatic interest in the new."3

It contrasts,
on the}other haﬁd, with the ﬁﬁéic of Johann Philipp K;rhberger,
another pupil of’Bgdh,-and é_representative of the conservative
school which tried, although unsuccessfully, to uphold the
Béch'heritége and continue its spirit. His music usuélly

lacks depth of expression.

1. In connection with these conclusions it is important to
note L. Hoffmann=~Erbrecht's description of Krebs' clavier
music in general. He states that Krebs writes with an
inner poise, equenimity, steadiness,~= "Ausgewogenheit."
(Deutsche und italienische Klaviermusik. zur Bachzeit, p.100.)

2, Blume, Die evangelische Kirchemmusik, p.3e

3, Lang, Music in Western Civilization, p.575.
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Krebs' suites.-- Krebs wrote maﬁy suites;: Second Coll~-

ection, Third Collection, Suite for the Harpsichord, Trio #1,
"Exercice sur le Clavessin" (six suites). Many suite moveménts
are found in his Sonatas for harpsichord and flute. ALl

thése compositions are written predominantly in the gallant
style. These facts plainly indicate that Krebs was stimu~
lated (whether altogether willingly or not; cf. PP314Q by
certain trends and ldeas of the eighfeenﬁh century. On page
421t was mentioned that Krebs received many requests from
claviér‘players in various places for suites. And, as we have
also pointed out (ef. p.#%s) individual polonaises and min-
uets became very popular, particularly in the second-half of
the century. Thus Krebs'sultes and suite movements, well
written and effective, helped meet'the'demand for this type

of composition. And not only were sultes popular with instru-=
mentaiists, but also with young composers. According to
Ratner, eighteenth century theoristé; including J.G.Sulzer,

J. Riepel, H.C.Koch, and J.P.Kirnberger, encourage their
students to become familiar with various types of dance

music "so.that they might compose sonatas [and symphonies,
concertog] with skill and taste;" these theorists say that
skili in writing dance movements‘trains one in rhythm, accent,
and caesuras.l' No doubt, Krebé himéelf learned much from

writing suites (ef. pp. /36~/[37),

. "Elghteentn Gentury Theories of Musical Period structure,"
in Musical Quarterly, v.42, #4, p.447. .
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We may follow this historical situation further and

remembef_that classical music 1earned much from the rhythms
and the complementary or balanced phfasee of dance movements
and the popular song. Ratnerbpoints.out that these aspects
of dance movements are important factors both stylistically
and formally in the music of Haydn and Mozart,1 and he further
states that the opening thematic material of the*first and
lagt movements of these'composers and also of Beethoven has
the essential characteristics of a dance movement, such aé
& bourrée, gavotte, waltaz, gigue.2 Thus eighteenth century
sultes find a significanﬁ historical place in the soil in
which mature clagsical muéic was developings

Considering Krebs' music according to chronology.=- 1t

“1s not possible to separate Krebs' works into periods,=-
early, middlé, and late,-- becausé only a few of his compo-
sitions, including thé chorel works, have dates. An analysis
of his choral music and an enlarged discussion of his organ
works might offer observations which would contribute to
conclusive evidence'concerning:the developmént of his style
according to chronology. However, it 15 doubtful that, even
with a complete knowledge of his music, definite conclusions
could be drawn, |

A few observations along this line can be made with

regard to Krebs' clavier and chamber music. Let us first

1. Ibid., p,k446.
2., Ibid., p.449.
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note what compositions are dated (dates are mainly of pub-

lishing, not of writing).

(Source)
VI Trios (1737=44)Zwickau Loeffler (Bach
.period Jahrbuch, 1930,
p.127.).
1738 Gerber‘(Lexioon,
: p';bol, 'pv757059
Four Collections 1740 | Title pages of
1741 the musige.
1741
1743
"Clavieriibung," Pt.I,II  1743-49 F.-J. Fétis ("No-
. . tice Biographique"
rebg] ,Le Trésor-
des Pianistes,ed.
Farrenc,v.l?.i.
¢.1745 Cf. po &, fn. d .
M"Glavieriibung," Pt.I,II (1744-56)Zeitz Title pagesof
' 4 period the music.
"Exercice sur le Clavessin"
(1744-56)Ze1tz Title page of
.period the music.
Two Sonatas for harp-
sichord and flute (or vin.)
(1744*56)Zeitz Title page of
» period the musice.
VI Sonatas "da camera" 1762 (Altenburg Title page of
. periods the muslc.
1756-80)

"Clavierubung," Pt. I, embodies many baroque as well as gallant
elements. The Trios, Géllections, "Clavierliibung," Pt.II, and
the "Exercice sur le Clavessin" are:written prédominantly in
the gallant style, although‘théy also show barogue influence,
The style of the Sonatas "da camera', the last published works

of Krebs, and the two earllier Sonatas, is strictly gallant.
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These worke are free from baroque influence. And, generally
speaking, the gallant style 1s more refined and mature in
these Sonatas than in the VI Trios, the Collections, the

"Clavierubung," Pts.I and II, and the "Exercice sur le Clavessin."

-
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~ APPENDIX A
COMPLETE GERMAN TEXT OF KREBS' INTRODUCTORY
REMARKS TO HIS SECOND, THIRD, AND FOURTH COLLECTIONS
Andere Plece
Geneigte MusicsGBnner, und Freunde!

Da ich vor nunmehro einem Jahr meine erste Piece 1:
in sechs leichten Praeambuliélheraus gehen liess; go 1ist
gsolche unter GOttes Seegen nach Wunsch abgegangen. Dahero 3
ich mich entschlossen die andere Plece, welche in einer
Suite bestehet, wieder heraus zugebeh. Es ist mir zwar 5
nicht unbekandt, dass schon sehr viele Clavier~Sachen von
grossen Meistern, als Herrn Hof=Compositeur Bach, Herrn D. T
Héndel, und Herrn CapelleMeister Hurlebusch, vieler anderer
rechtschaffener Manner zu geschweigen, welche sich durch 9
ihre ausseror=deutliche Virtu bey nahe unsterblich gemacht
haben, heraus gegeben worden; so habe ich doch auch, als 11
einer der Geringsten unter denen Musgicisg, das wenige Talent,
so ich von der gﬁtigen Hand meines GOttes emp$angen, nicht 13
etwan als ein fauler und unnitzer Knecht, vergraben, sondern
vielmehr dem Dienste meines Néchsten widmen wollen. Es haben 15
mir zwar viele zu verargen geschienen, dass ich mit so leicht«

en, und ganz ungekiinstelten Sachen die musicalische Welt 17

1. Words or letters underscored signify that in the original
published text they are written in straight letters (similar
to the print on this page). The remaining published text
is in German print.
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beschweret h8tte; allein, ich habe dieses mit guter Uberle=

gung gethan: Demn, ob es mir wohe eben nicht unmdglich ge=

wesen wére, schwerere und Kunstsreichere Sachen der Welt

vor Augen zu legen; so habe mich doch lieber denen meisten

ClaviereLiebhabernIgeféllig machen, und so leichte

Piecen

aufsetzen wollen, damlt solche so wohl von Frauenzimmern,

als auch von Anfdhgern, ohne grosse Muhe tractiret werden

kdnnen, Solte nun: diese andere Plece, ale welche mit vielen

ungezwungenen Abwechselungen vermischt ist, gleiches Glick,

als die erste haben; &0 werde, wo mir GOtt Gnade und Ge-

sundheit verleihen wird,, alle Jahre continuiren.

Ich werde

mich aber bey jeder Piece einer andern Art zu bedienen suchen,

Denn die Verdnderung der Clavier=Sachen vermehret gleichsam

die Lust, und das Verlangen ihrer Liebhaber. Hier

bey habe

- nicht unberlhrt lassen kdnnen, wase mich bewogen, diese =andere

Piece, welche mich doch eben so hoch, und bey nahe
als die erste, 2zu stehen.kﬁmmt, um 6. Gr» und also
wohlfeiler, zu geten; well ich von unterschiedenen
Rachricht erhalten, dass die erste Piece, hin und

abgeschrieben, und um 4. auch wohl 5 Gr. verkaufft

noch hdéher,
um 2 Gre
Crten
wieder

worden.

Damit nun denen Gewinnasubhtigen Copisten nicht ferner mége

Gelegenhelt gegeben werden, damit zu marchandiren;

zumal, da

ich gewiss versichert bin, dass doch jeglicher'Liebhaber

lieber das QOriginal, als eine’viélmal vitigs abgeschriebene

Cople in Héhden haben will; so habe aus  angefihrten Ursachen

diese andere Plece um so viel wohlfeiler geben wollen.

9

11

13

15

17

19

21

23

25
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Womit ich mich einem jedweden rechtschaffenen MusicaFreunde
zu fernern Diensten bestermassen empfohlen haben will,

Zwickau, den 3. Jan. , .
1741, Johann Ludwig Krebs.

Dritfe Plece
Hochgeneigter Leser!

Nachdem meine vor nicht allzu langer Zeit in saubern
und annehmlichen Kupffer=Stichen aus Licht gegebene zwey
Piecen allbereit guten abgang gewonnen, und ich daher verane
lasset worden, .denen Liebhabern zum Besten, auch die dritte
beyzufugen: So sehe mich genGthiget, die Freunde solcher
Clavier-Ubungen, bey deren ﬁunmehro bewerckstelligten Ause
gabe, dessfals zu errinnern, déss, da ich die erste Plece
etwas leicht, die andere eben so 1eicﬁt ais cantéfle gew
gsesst, die dritte aber, wiewohl nicht durchgéngig,(allera
.maésen die Ubrigen zur Ouvertufe.gehbrigen Stlicken, 3¢ C.

Lentement, Vivement, Paigan, Menuetts, Gavotte, Air, Passe-

pieds, Rigadon, nur als Galanterien vor Frauenzimmer an-

bzusehen.) mit allem Fleiés etwas schwerer abfassen wollen,
um damit aueh hierdurch so wohl denenjenigen, welche das
plus ultre lieben, als éuch denen offtmals allzu delicaten’
Ohren einige Abweéhselung gégebenvwérden méchte. Wie ich
aber der Weynung im geringsteh nicht bin, die kinfftig zu
erwartenden Piecen etwa immer schwérer und schwerer aus-

zufertigen, vielweniger hierdurch denen Anfédngern den

9

11

13

15

17,

19

21

23

25
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Appetit und die Lust zu dergleichenklavieranungen zu be=

nehmen: So habe vor gut bekunden, dieses Avertissement

vorzusetzen, und soll die vierte P;ege,.welche in einem

leichten und nach dem.Italid@nischen Gusto, wohleingerichteten

Concert, bestehen soll, wenn die dritte unter GOttes Seegen
bald abgegangen seyn wird, also fort, und ohne einigen
Anstand, nachfolgen. Womit dem Hochgeneigten Leser, und
allen rechtschaffenen Liebhabern der edlen Music, ich mich,
nebst meiner dritten Piece, bestens empfehle.

Zwickau; den 1ll. Sept.
1741, Johann Ludwig Krebs

= £ - - - — — — = - —— — - - -

Vierte Piece
Geneigte MusiCeGBnﬁer und Freundel

Es erscheinet nunmehro, zu Folge méinestersprechens
dle vierte Plece, welche in einem Concerto, nach dem Itales
ianischen Gusto, bestehet. Ich habe mir alle Mihe gegeben,
dieses Concerto so leicht und melodieﬁx zu setzen, als es
mir nur moglich gewesen,Bolte lch aber dennoch denen Cen-
suren_eigensinniger Kopffe herhaiten miissen, so troste ich
mich mit andrer Leute ihrem Exempel;habe aber dennocﬁ das
gute Vertrauen, es werde diese vierte Piece,.gleich denen
andern, wohl abgehen. Um so viel mehr werde ich bestarckt
" werden, kunfftighin noch mehr Piecen ausgehen zu lassen.
Ich war gesonnen, mit der funfften Piece eine Fantagie

zu liefern: Well mich aber viele Clavier<Freunde von untere

il

13
15
17
19
21
23

22
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schiedenen Orton ersuchet, einige Suiten, wie die andere
Piece war, heraus zu geben: :So habe denenselben um so viel
weniger entstehen wollen, und bin dahero entschlossen,

kiinfftighin ein halb Dutzend Galanterie-Suiten auf das

Clavier zu stezeh, und auf das saubersate wieder stechen zu
lassen. Um aber denen Liebhabern nicht beschwerlich zu
fallen; so sollen allemal zwey Suiten mit einander heraus
kommen, dass also binnen anderthalb Jahren, so GOtt Leben
und Gesundheit werleihen wird, das halbe Dutzend beysammen
seyn soll, und konnen dahero mit leichten Kosten nach und
nach angeschaffet werden. Wenn denn endlich diese Suiten
heraus waren, 8o solten als denh noch vier oder funf Plecem,
jede a 3., Bogen, nach und nach folgen. Womit denen geneigten
MusicQGBnnefn uhd Freunden ich mich bestens empfehle.

Zwickau, den 24, April _
“1743, ’ ’ - Johann Ludwig Krebs

— — — — =1
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13

15



H7

EPPENDIX Ho1
FIRST COLLECTION, PRELUDE VT

o on 4
Bllegge e romproste - o
& r'

%ﬁ% : === I
{ M . : f,;”o '
A —& : \i £ J ’ =
urame; o e S S ’ : —
} —
v ) . Ap
p— e 2 — c
. S =E2i = Bamami i meass

Il
3
a
¢
I

-~ ] . ==
A"‘%l’—r . 1 l 4‘7 .
Ad ~I
s = L : =
Ay €
) 7 . -~ “I
‘} _ _ - Ny 1 o? 4—!
| - . ® _’_j._s {—V et
\ =
A *
[ (] r 1 [ ra + . £
L -
-+ - { i ! +
’ D - ¥ g I —t—
7 . —r
A Vi N A 2PN ad o 0 AP'__P__\__;.C
& 3 1 4 s ;
I 3 i 117} o ——y
r - ¥* :
3 ]
17 * — HF =5
) - 3z T
VA ] e, des - A E £ ] S
—& T Q:
) i LA 1 fi ! — — : : -
| = I | "
J1CY) « 1 . i 7
| .
H—P— ) }FF = . -
711 —+ ! l [ : :
L 0—'6-’—14 . Y ! >




Y I

D)
[

7

o)

N

Mhs

o I ®

11

76

2E.

-

L W |

y 1P

| Wl |

"A
I

P )
Lo”

17

kD

o

b

r4
~d

D o0~

[aY)

y X |
Je
iy £

0D

N
A

¥}

.

N S

N

71 )0
N




Flq

7¢

‘35

/>

4

2

1 |

4

7]
T

/e

Iy

9

il
e T
B 7]
f i
™ _

-

y +

/8

17

Ny

7 1
4

1
L)

2!

prd

xX°

>

A 1\-4 oe kl_d
a u A u ny
Hy LA Ll
m.n 3 .... 4
! b ﬁw dtk
& i
u,.wf by .rl J -
a \ﬁt ...i La
. - ® .A i
dm\ . - R T flw
Yap 71/ +._.1 m“m Al
3% ™™ “..%ﬂih )
A 0 o
o= !
+ B .m.r.ﬂ FT :.1 1 .LTr
il Py
/ignrv .rj | . . oL L]
1 D
it L I
n. ”!0 y ﬁ iy
_ | N




220

APPENDIX B-3
LUTE CONCERTO #1, MOVEMENT 2

Note«.== Both manuscfipt copies of thié concerto
contain minor errors. However, one manuscript was
always found to have the correct version of an error
found in the other manuscript. The writer has added
a very few'phrase markings and dynamic indications which
appear in the same or similar phrases in other parts:
of the movement.

7 The lute part is written on two staffs in order
that one may quickly grasp what is going on and also

so that 1t may be easily played on a keyboard. Modern
editions of transcribed lute music usually use one staff

(guitar notation).. However, according to Hans Neemann

("J.8.Bachs Lautenkompositionen;" Bach Jahrbuch, 1931,
p;82),.Sebastian Bach used two staffs in two autographs,
Prelude for lute or harpsichord; and Suite in g minor.
Neemann. altso knows of another eighteenth century lute

manuscript which uses two staffs (Ibid., psT4).
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THE INSTRUMENTAL MUSIC OF JOHANN LUDWIG KREBS
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Jean Horstman, Ph, De
Boston University Graduate School,. 1959

Ma jor Professof: Dr. Karl Geiringer

Johann Ludwig Krebs (1713=1780), a pupil of Sebastian
Bach for nine years at the St..Thomas échoOl in Leipzig, was
highiy regarded by his great teacher as a composer, as a
clavier, violin,'and lute player,, and as a friend. Most of
Krebs"instrumental works are discussed in the dissertation and
are as followss organ works = chorale preludes ("Clavieribung,"
Pt.I), toccatas, fantasias, preludes, trios; clavier works =
four Cbllections (Preludes, .Sulte, Ouverture, Gohcerto),
"Clavierilbung," Pt.II (Suite),, "Exercice sur le Clavessin"
(VI Buites),.Suite for the Harpsichord; chamber works w= four'
Solos (islin. and figured basé), Six Trios (two flutes and Figured
bass), eight Sonatas (harpsichord and flute), two lute Concertos
(with string accompaniment). i

Dual stylistic features, baroque and gallant, are found
in most}of Krebs'works. The baroque stYle*is very prominent
in the organ cbmbositions,zthe‘gallant; in the clavier and
chamber music,. There are a few completely baroque'compositions
among the organ works (partiéularly the toccatastype compositlons
and trios) as well as several pufely gallant compositions
(particularly the chorale preludes). On the other hand, rarely

" does one find a barogque movement in the clavier and chamber
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music.. (The second movement of the solo clavier Concerto
is modelled after the second movement of Bach's Italian
Concerto.) All the Sonatas for harpsichord and flute are
virtually free from baroque stylistic influence.

+  The term baroque, as used in the dissertation, signifies
an expression of seriousness, fervency, sincerity, dignity,
and often ecstasy and tension. Chromatic or coloratura lines,,
or lines containing wide melodic skips, may be the vehicles for
intense feeling. The texture may be that of an accompanied
melody or it may be strictly polyphonic. In addition to these
characteristics, Krebs' toccata-type compositions for organ,.
like those of Bach, also contain free recitative-=like sections
and virtuoso and chordal passages. In the chorale preiudes
the chorale tune is held traditionally in high esteem.

The term gallant,;as used in the dissertation, denotes an
expression of lightaheartedness, elegance, and graciousness.
Melody is often highly ornamented. Other gallant characteristics
are: & semi-polyphonic texture or‘a transparent, homophonic
texture with much parallel movement in thirds and sixths,
periodielity, diatonic harmony, many nonastructural cadences,
gallant keyboard idioms, and uncomplicated rhythm,.

Krebs' music is not radical, neither is 1t monotonously

conservative. He avoids the superficial aspects of the gallant
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’style;as over=decoration, fﬁssiness,»snobbish aledfness.
He does not imbue his gallent idiom With extreme subjective
.emotioh (as dald many df his contémporaries), but hh;muéic
is nonetheless neartfelt; i£ exﬁresses frankness,  joy, simple
dignity. At times one notes:éveﬁ a classical'qualitybof
depth and.purity.' Hisibaroque comdeitions effectively
-uphold & most worthy‘tradition against powerful, radical
currents of the Enligﬁtéﬁmenf which cbﬁpletely disregarded. the
past. .

It is in style that Krebs deviates most from the ideals
of his teacher. ‘His forms’are genérally traditionai; particu=
larly in the organ ﬁbrké, err‘éxample, the over~ail forms of

many of the qompositions in his Collections and "Claviertbungen"

are modelled after compositi¢ns in Bach's "Glavieriibungen." )
The Concertbs, having the ﬁfaditional three movements (f-sef)
established by Vivaldi, also accept the Vivaldiy(and Bach)
first-movement form,eé a rondo=like gternation between tutti;
sections (haying thelr Oanthematié materialéandaédibisegtions;
(having their ownﬁthematic material in addition to some tutti.
material)e |

‘None of Krebs'.férms are‘stereotyped‘ Although most
individual moveﬁents are based on a single idea, various
gpecial features appear many times. Sonata form charéétere
istics are evident in various degrees in several compositions.
Oﬁevnoteworthy example ig found in the 1uﬁe Concertos whefe
there is a predominance of two ional spheres, the tonic and
dominante. |

A Thematic Catalog of Krebs' clavier and chamber music

is included in the dissertation.
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coNTENTSY

CLAVIER MUSIC . . . . T B I
"Claviertibung," Pt. I ve.l&2, chorale
preludes, published be tween 1744-56. . . . . .. 283
"Clavieriibung," Pt. II, a Suite, published
between 1744-56. . & v v v i vt v i e e e e +e2S6
Collections. . . . . TS & L
First Gollection VI Preludes,
publi shed in 1740( dedicated
to"Frau Gottscheda". . . . N 5 1
Second Collection, a Suite,

published in 1741. . . . . . . .+ « .« « . . R5Y
Third Collection, an Ouverture, pub- v
lisned in 1741. . . . « + « « « « + . . .. K6l
t Fourth Collection, a Concerto, pub-
' lished im 1743. . . . B

"Exercice sur le Clavessin," VI Suites,

published between 1744-56,ded.to J.S5.PANzing.... >€3
Suite for the Harpslchord manu-

script, n.d.. . . e e e s e e . 268
Partita #2 Partita #6 Sarabande

Minuet, two Bourrees, Partita #4

modern editions. . . . S 12 )

Three Fugues, modern editions (Farrenc) ¢ e e« . AT
Clavier compositions presumably lost. . . . . . .. R73
Duo for two planog. . . . « + « ¢« ¢« o « « o« , A7

Sonata for clavier. . . . . . « « . + + 4 + « X278

CHAMBER MUSIC., . . . . . e e e e e e e 27¢

Instrumental Solos with figured bass. . . .« . . .. BRTY
Four ¥iolin Solos, manuscript, .
n.d.; from a seéeries of 8ix. . . .+ . v + .o XTY

Other SOlOS. . . * » » ] Ed . . . .. - LEE a?:
Sonatas (Trios) for two melodywinstruments
and figured bass. . . . A L

B8ix Trios, two fls. and f.b.. T e 0 1
Other trios. . . . . . . . « . . o « + . « .. 279
Sonatas (Trios) for two melédy-instruments . '
and keyboard. . . . + . .4 e e 4 e e e .. 219

Largo, Allegro, Sonata for two fls.

& harpsichord, a min.,; Vivace,

Sonata for two fls. & harpseichord,

C maj.; partly-preserved autograph

ndco ‘ . . . . . . . . » - » . . . . - .

R79

-I?iA complete 1ist of Krebs' organ,‘clavier, chamber, and
choral works may be found in MGG, Lfg.68-69, pp..
1729~1732,

*
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Sonatas for keyboard and another instrument, . . . 2&0
Two Bonatas for harpsichord and ‘
fl. or vlin., published between
1744“56. . » . . . . . . . . . . > - . . . >90
VI Sonstas "da camera" for harpsichord .wibh. 2y
- .o “ 8

fl. 6r vln,, published in 1762. . . .
Other chambeP WOTKB: « o« ¢ + o o« » o ¢ + o as REE

. . . .

CONCERTOS: « o o « o v o « & o o o o« o o o o = . . 336
Two Concertos for lute with strings,

. MANUSCILIPLE, Medae o o o o o o o o o s o o o+ %G

NS &

Concertos for other instruments. .
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ABBEREVIATIONS
A----—-—-——-----Abteilung Refer to oompositions from
H__-_..-.a_'.---..-_a»qft } . Gel 88191" 8 Gesammt

. Ausgsabe; e.g., A2,H2,#4.

v

- MAG = - —w—w—====mDie Musik in Geschichte und Gegenwart,
‘ed. by Friedrich Blume, Bfrenrelthr,
Kassel & Basel, 1949 ff.

Geissler's Gesammt Ausgabe----Gegsammt Ausgabe der Tonstlicke
fdr die Orgel, ed. by Carl
Geilsegler. Heinrichshofen,
Magdeburg, 1848.

ME~m— e measoures
L ettt nhe date
Libraries, etc. a
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British Museum~-=-=—-~w«-British Museum, London
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de Bruxelles"
Dreaéan~~--~---~~-~~-~National Library
MEX PUTE~mmme e~ mmmm '@ 8t deut sche Bibliothek, " Marburg,Germany.
Munichecr=meeewsn=w~-=National Library, ‘Munich, Germany
PAYige—m—mwcmm —e —memwawParis National Library
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GIAVIER MUSIC

"glavierdbung," [Pt,D, vs. 1 & 2
Ghopale preludes
Published between 1T44-1756
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"Glavieribung," Pt. II

A Suite-Q

Published between 1744-1756
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TITLE PAGE;

Pt.I - "Erste Lieferung/der/Clavier Ubung/ bestehend/
in verschiedenen/ Vorspielen und Veraendrungen/ einiger
Kirchen Gesaenie/ welche/ so wohl auf der Orgel als auch auf
- dem,Clavier/ Kénnen tractirt werden/ Denen Liebhabern gzur
Gemi{ths Ergozung und/besonders denen Lehrbegierigen zu Grosen
nuzen/ und Vortheil verfertiget und &ffentlich heraus-
gegeben/ von/ Joh. Ludwig. Krebs./ Scnlozz-Organist/ in
Zeitz/ Nurmberg in Verlegung bej§ Balthasar Schmid. wittib./
zehender theil/ Nro.XXXVI.

"Zweyte Lieferung/de./Choral PFugen/von/Johann
" Ludwig Krebs./Schloss-Organist...(as above)/Nro.XXXVI.

Pt.II ~ "Clavieriibung/ bestehet/ in einer nach den
‘heutigen Gout/ wohl eingerichteten Sulte/ denen Liebhabern
des Claviers/ zur besondern Gemfths-Ergdtzung/ und angenehmen
Zeit—Vertreib/ componiret/ von/ Johann Ludwig Krebs/ Organist
bey ,der Schloss Kirche zur/ Heiss. Dref¥einigkeit in Zeltz/
Zwefter Theil./ Auf Kosten Johann Ulrich Haffners. Lauten-
isten in Nirnberg/ Nro.X.

PT. III OF THIS #CRK NOT PRESERVED: "Dritter Theil," six
sonatinas. MGG (Lfg«68-69, p.l1732) refers the reader to
the auction catalog of Hauser, Karlsruhe; Boerner, 1905,

pe14,#123,

DATE OF PUBLICATION:
F,J.Fétis, in his "Notice Biographique" concerning Krebs

in L. Farrenck lLe Trésor des Pianistes, v.1l7, states that
Krebs' "Claviertdbungen" were published between 1743-1T49.

PUBLICATION MAY BE FOUND:
Pt,I, v.X g. Berlin, Britiseh. ﬂuseum, Brussels;v.2 g¢Berlin,

Brussels. Pt II e Brussels

MQODERN EDITIONS:
Pt.I (vs.1&2) -"nach dem erstdruck_ revidiert und hrsg.

von Kurt Socldan." Leipzig, C.F.Peters, [1937.

ﬂ&‘
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Pt.I (ve.1l&2) in Carl Geissler's Gesammt Ausgabe der Tone
sticke fir die Orgel, Magdeburg, 1848, as followss

Prelude 1 - Abteilung 1, Heft 3, #7, "Vorspiel und Fuge als

Prelude 3 ~ A3, Hl, #8,
Prelude 5 -~ A3, Hl, #7,

Prelude 6 - A2, H2, #8,
Prelude 8 - A3, H1l, #9,

Postludium" |

"Postludium" _
Choral-Vorsplel, mit Benutzung der

Mel. 'Ach Gott vom Himmel'"
g o '

"Nachepiel™

Prelude 10 ~ A3, H2, #15, "Vorspiel". Geilssler's prelude con-

tains one additional measure between
the last two measures of the original
Prelude.

Prelude 11 - A3, H2, #18,%Vorspiel"

Prelude 12~ A2, H4, #20, "Trio zum choral 'Warum betriibst du

dich'"

Prelude 13 - A3, Hl, #8, "Postludium"

Choral 4 - A2, H2, #12,

Choral 5- A2, H2, #10,

Choral 8 - A2, H2, #6,

"Christ lag in Todesbanden"

"Prio zum choral 'Ach Gott vom Himmel'" "
Last two measures of Gelssler's chorale
are entirely different from those of

the original Choral. (Orig. contains

one more measure tnan Gelssler's.)

"Prio 'Seil Lob und ehr'"

Choral 10 - A2, H3, #17, "Trio 'Erbarm dich mein'"

Geissler's edittor - (A3,H4,#27) also contains Krebs' 13
"Choral ‘alio médo”", calling them "13 Chordle im Style
sétnes grossen Lehrers: Seb. Bach." Gelssler adds alto and
tenor parts. There are a few dlscrepancies between
Geigsler's bass lines and those of the original chorals

"alio modo."

Pt.II, Scherzo, in

J.E.H.Kein's "Clavier~Buch," 1745 (Yale),



Collections
First Collection, VI Preludes
Published in 1740
Dedicated to"Frau Gottsched"
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- Third Collection, an Ouverture —é
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Fourth Collection, & Goncerto~G
Published in 1743

L R“(Jro
| = 11] ms, )
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X
136 ms,

TITLE PAGE:

"Erste Piece,/ Bestehend/ In secns leicaten, und nach dem
neutigen gusto,/ Wohl-eingerichteten/ Praeambulis,/ denen/
Liebhabern der edlen Musig,/ Besonders des Claviers,/ zur
Genlths-Erg&zung,/ und Angenehmen Zeit-Vertreibd,/ Componiret,
und 8ffentlich herausgegeben/ Von/ Johann Ludwig Krebs,/
Organist bey der Haupt-Kirche zu St. Marien in Zwickau./

Anmno. M DCC XL. Followed by a dedicatory poem.
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"Andere Pilece,/ Bestehend/ In einer leichten, und nach

dem heutigen Gusto,/ Wohl-eingerichteten/ Suite,/

denen,..(same as First Collection)/ Anno M DCC XLI."

"Dritte Piece,/ Bestehend/ In einer, nach dem Franzdischen
Gout, / Wohl-eingerichteten/ Ouverture,/ denen...(same as
First Collection)/ Anno M DCC XLI."

"Vierte Piece,/ Bastehend/ In einem létchten, und nach
dem Italifnischen Gusto,/ Wohl-eingerichteten/ Concerto,/
denen...(same as First Collection)/ Anno M DCC XLIII."

Second, Third, and Fourth Collections are prefaced by
introductory remarks by Krebs.

PUBLICATION MAY BE FOUND: .

Sibley Library of the Eastman School of tusic; British
Museum: First, Second, and Third Collections; Bruszels:
Second, Third, and Fourth Collections; lLeipzig, First
Collection; Berlin, First and Fourth Collection; Munich:
Fourth Collection.

OTHER COPIES:

Manuscript of the Ouverture (only) of the Third Collection
and tne Fugue of the Second Collection tn the hand of
M.Kunz, 1836 (Munich).

Manuscript of the Fugue of Second Collection, n.d.

(Marburg).

MODERN EDITIONS: .
First Collection, Prelude III: in Lehrmelster und Schuler

Johann Sebagtian Bachg, ed. by Kurt Herrmann. Gebruder Hug
& Co., Lelpzig, 1935.

Second Collection, Fugue: in Geissler, Gesammt Ausgabe
Magdeturg, 1848; A3, Hl, #6.

Third Collection, Ouverture and Pasesepled: in Gelssler,
Ibid.; Al, H4, #10 and A2, H5, respectively.

"Exercice sur le Clavessin"
VI Suites
. Published between 1744-1756
Dedicated to J. S. Pfinzing

S&ﬁ+@ :[-:D
T Prelvde | T smande

Py &5

) ) O]

S e %—L,%{; Jm , S e
_ ‘ Dé;g ’ 2ams.

L4
t

@
2l
H

**h
4




1‘4

1T Courasde I Sarabande

SEESESSTSES=E . Wv%?ié

-

:ar,.

<
¥
[~

HE?UP/QM.

¢

"
i
i

|
B I T 2 me ' aFms
ﬂ/\’ljwc{o&a TIII- p;du‘
- G- ‘ o !ﬁ\ AT
o l i | e
" 3 P 4——-
N v }—!—-—' .
ﬁ% 1 — ~..LJ.__7 %
6 ms. 4 b |
S‘oﬂ'ﬁ I -4- 4 Motk
T Rllemande T Coumnte
e K A

Yy —_T'E‘ — -;o_n:‘v

. Q0 my
I S-.mh,h&. ]IP«.SJ‘OPMJ
T} . o _
z ot d T oa e e it
— 2 e
* lv'd - w
:m el W ws.
17'/7»- VI Mirexf
B 1 ‘—JL
VR A | A | . 4 1{ -
e - % T 1
Y 4. 14 .

T (juz

":"h
i
S

L
-«
&
h

L

4
N
™




T Hllemande

T'.LCOU ooy 7(—(.

4‘”-"

by

——e
i — Y- — -
FUM o A0 | ,,Q-r—‘n—.
s % | . Y —— I Bl W S
o " RIMmS. 20 As
KPO/OI( a/Se, E@&VO*
' o ___
ﬁ 2T .Y - 4 "
4 w- v
S0 jns, A
WiMinoet altanad Minvet 2
e d A AV I —
- - Ty | § | ¥
e A S hm
S 9ms . - | 3.‘8#-8 |
EC, . Syite TRl emande (TSRS
cJae. R 1'|
1 \ — hdretn, of _____,é’-.'
S .  — & -
| Hpe ==
-———‘-;_"7' 7 — | ey v
e T o Faz
3
I Covranta T Sarabande
. _ ‘ _l@
—l‘— » § _ - 4 -~
e 65"’ 4. f R
g M3 ‘ Ve s
IV Bourree 1 GRovrree 2
@ padg-g : Abd
2 r - I Ly 5 %r‘rg 1 R
I T'IIA .l l- [ e @ T s r"
¢ | — g o
24 ms, QY mx.
(Roorree
D.c)



rod
¥k lonaise | EQ«P Ficcio

w”ﬁ Z S

Sourte, X-F ‘
I FPrelvde TR kimanda

T Courante | TS robande

. Lo i .
. Gl L L [ S S N .
et B YA e e AT R IR - SR . %




J?Ronduux XMinoat alterat |
) 9 M s - Iﬁ L

b
-
v
t
<
A

L o

CMJ;‘- Ql+vb.c’,> ‘?6 ‘.‘“

TITLE- PAGE;
"Exercice sur le Clavesein/ consistant en/ VI. Suites,/

dedifes / ‘& Monsieur Jean Sigismond Pfinzing,/ De Henfenfeld,
. Grundlac, Reutles et Kircnensittenbac/ Senateur et Bourgue~
maitre de la Republique de Nuremberg./ compos€es / par/ Jean
Louis Krebs,/ Organiste de 1'Eglise du Chateau de la Sainte
TrinitE/ & Zeits / Oeuvre IV./ Aux dépens de Jean Ulrich.
Haffner; Maitre du Lut & Nuremberg./ Nro. XVIII./Pag:37.

gravé par Stdér/ “ Followed by dedicatory remarks by Haffner.

PUBLICATION MAY BE FOUND:
Berlin, )

MOCERN EDITIONS: ’ :

Suite I,Min.; Rigaudon; Suite II,Passepled; Suite IV,
Bourrée I,II; Suite VI, Sarabande: in Klaviermusik des 17.
und 18. Jahrhunderts, ed. by Kurt Herrmann, v.l, Gebrtder Hug
& Co., Leipzig, 1934. ‘

Suite I, Rigaudon; Suite III, Harlequinade, Polonaise;
Suite IV, Bourrfe II; Suite V, Min.I: in Aus der Zeit der
Galanten, ed. by Martin Frey. D.Rahter, Leipalg, 1935.




Suite for the Harpsichord—Eb
Manuscript, n.d. _
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TITLE PAGE:
"Suite/ pour le/ Clavecin/ di/ J.L.K."

- MANUSCRIPT MAY BE FOUND:
Marburg.

MCDERN EDITIONS:

First five movemente &re tne same as the first five
movements of Partita #6; see page |6 .

Prelude, Fugue, Allemande, Courantesin C. Geissler's
Jesammt Busgabe (Krebs' collected organ works), Magdeburg, 1848,
A1,HS5,#13; Al,H5,#13; A3,H4,#25; A3,H4,#26, respectively.

Partita #2- 8
Partita #6— Ep
Sarabar*de, Minuet, two
Bourrées, Partite #4 a

Modern editions
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apparently Krebe wrote a series of six sultes of wnich

#1, #3, and #5 are lost, Partita #6 1is listed in the

auction catalog of Dr. Werner Wolffheim's library (Auftrige
zur Verstelgerung Musikbibliothek Dr. W.W.; auction by dealers
Bresleuer & Lkepmannssohn, v.2,p.45) as follows; "#95 Eigen-
hénde. Vollstédndiges Musikmanuscript mit Namen: 'Partita

Sesta per il Clavicembalo di .ionsieur Joh. Lud. Krebs.' Fol,
Titel u. 18 Seiten," See MGG, Lfg. 68-69, pp.l1731-32 for
information concerning the locsatlon of mss. of the taree
preserved partltas.

MCDERN EDITIONS: : -
Partita #2 and #6: in The Golden Treasury of Pilano Musig;v.5,
ed. by L. Oesterle, 1909; in Alte Meister, ed. by E. Pauer,
ve.l %2 [1927]; and in-Les Maltres du Clavecin, ed. by L.
K8aler, v. 1, fca.1933(publikhers are, respectively, &, Schirmer,
N.Y.; Breitkopf % H#rtel, Leipzig; H.Litolff, Byaunschwelg,
, Partita #6: in Anthologia di muslica antica e moderna
ner pianoforte, ed. vty G. Tagliaptetra, v.12, Ricordi, Milan,
1932, . .
.First four movements of Partita #2, Prelude, Fugue,
Allemande, Couranteiin Geissler, Gesammt Auspgabe: Al,H9,
¥22; Al,H9,#22; A3,H3; A3,H5,#14, reepectively,
Sarabande, Partita #4: in Lehrmeister und Schlfiler J. S.
Bachs, ed. by K.Herrmam, v.2. Gebrtder Hug & Co., Leilpzig,
1935.
Mtiuet, two Bourrées, Partita #4: in Klassiscae Sticke 3
berfihmter Zeltgenossen Bachs, ed. bty M. Frey. C.F.Peters, .

leipzig, 1929.
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Modern edition ‘
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MANUSCRIPT COPIES:

Fugue I3 Hand of J.C.H.Rinck (17701846) ,"Fuga a per il :

Cembalo" (Yale); manuscript, n.d. (Marburg)i .
Fugue IIs Manuscript, n.d. (Marburg). )
Fugue III; manuecript, n.d. (Marburg).

MODERN EDITICNS &

Le Trfsor des Planistes, ed. by Farrenc, v.1l7,. Farrenc,
Paris, 1870. _

Fugue I; Gelssler, Gepamnt Ausgabe, Magdeburg, 1848,
Al, H6, #16; The Golden Treasury of Piano Music, ed. by
L.Oesterle, v.5, G. Schirmer, N.¥.,1909,

Fugue II: Gelssler, Ibid., Al, H5, #14; Anthology of
German Piano Music, ed. by M. Mosykowekl, v.1, Boston, . 1914,.
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CLAVIER COMPOSITIONS PRESUMABLY LOST

Duo
for two pianos

According to Gerber (Lexigon, v.l, p.756) Krebs played this
work in 1753 when he Performed in Dresden. It is entitled
"Duo fur zwei Flligel."

Hang Loeffler mentions this work ("Johann Ludwig Krebs," in
Bach Jahrbuch, 1930, p.l1l08).

The Duo may be the same eomposition listed in MGG (Lfg.68=69,
p.1732) as "Gonc. a II cemb. obligati," (autograph in '
Bach-Arch. Leip.).

Sonata for clavier

Eitner (Quellen-Lexikon, v.5, p.435) liste tals work:
"Breitkopf 7. Breitkopf & H&rtel, Wiesbaden, 1958,

can find no information concerning this work,

The Sonata may bte the same cemposition listed in MGG (Lfg,
£8-69, p. 1731) as "'Sonata per il Clavicembalo. a' in
'Yus. Magazin in Son....fdr das Kl. bestehend II, 6.'
Stdck, Lpg. 1765, B.C.Breitkorf u. Boh."




TNSTRUMENTAL SOLOS WITH FIGURED BASS

QHAMBER MUSIO

Four Violin Solos
Manuscript,n.d.
(From a series of six)

Solo#1-Eb
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TITLE PAGE:

A1l title pages read tne sames "Violino Solo/ [key /
con Cembalo/ di/ Joh: Lud: Krebs:/*

AUTCGRAEH ,
, Treomplete autograph of Solo #6 in the "Altenburger
Landesareniv' (MGG, Lfg. 68-69; p.1l732). .

PART OF THES SERIES NOT PRESERVED:
Solos #3 wnd #5 (MGG, Lfg. 68-69, p.1732).

DATE OF PUBLICATION: .
The six Solos are listed in Breéitkopf's catalog of
1767, Suppl. II (MGG, Lfg. 68-69, p.1732). ’
Other solos
Two other Sonatas for violin and flgured bass exlist in
manuseript in Marburg (MGG, Lfg.68-69, p.1732).




SONATAS {TRIOS) FOR TWO MELODY-
INSTRUMEKTS AND FIGURED BASS

Six Trios
Two fls. & f.Db.

Trio "'#l-tD
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[ITLE FAGE:

Miseing, Thuie work listed in Eitner {guellen-Lexlkon,

v.5, p.435) :"VI Trio a flauto traverso I,II1 &

violino e

Cembalo, denen Liebhabern der Instrumental Musgic zum
anzenenmen Zeltvertreib componiret. Erster Taell.. auf
fosten Joh. Ulr. Haffner, Lautenist in xirnterg."

First pzge of music resds: "Joh, Ludw. drebs. pechs

Trio a 2 Flauti e Basso. NUrnberg Haffner. 1 Li
No,VII."

DJATE COF fUBLICATION

etrung blatt

Hana Loeffler ("Johanna Ludwig Krebe," in Bech Jahrtuca

75

1930,pe. 127~28): during Krebs' Zwickau periogd,
Gerver (Lexlcon, pt.l, p.757): 1738.

rUBLICATION ¥aY BE FOUND:

Brussels.;Dresden; Paris; Zwickau. Accord
(Lf5.68~59,p.1732) an incomplete autograph exls
iibrary of tne "Gesellscneft der Musikfreunde"

1737"’&40

"1&: to MGE
in the
of Vienna,



MODERN EDITIONS:

Trio #1: Collegi A ,J#31, ed. by H., Riemann,
Breltkopf & H4rtel, Leipzig, [1 92?_“1 .
Trio #6: w#109, ed. by Th.W. Werner.

A, Nagel, Hannover, 1934,
Trio #6, Vivace: Gelssler, Gesammt Ausgabe, A2,H4,

Qther triog
According to MGG the library of the "Gesellschaft dér
Musikfreunde" of Vienna owns an incomplete autograph of
other trios (MGG, Lfg.68-69, p.1732),

SONATAS (TRIOS) FOR TWO MELODY~INSTRUMENTS ANL KEYBOARD

Largo, Allegro, Sonata for fwo
flutee snd harpsichord, a min.
Vivace, Sonata for two flutes
and harpsichord, G maj.
Partkppreserved autographs

n.d.
aIr Lu'ao :ﬂIﬁ{[egro
é/,l, A -'”/\_‘_ Pl
P - - § 3 - . - ' .
4 , + t# 1 1 -
' (9 b).r. ' 66ms.
:I: Vl&qcxa
DN To]
- r W
- 2V ¥ S
1 —’1 o -
44
ns,
AUTOGRA PH 3

No title pege. First page of music of Sonata in
C major readsd "I Senduna 2trav. e cembalo di J.L.Krebs!

End of Alle ra, S Sonata in g min. reads: "Soli Deo Gloria."
: T.iabbreria “Tesu Tuva.d) ‘

AJTOGRAPH MAY BE FOUND:

Houghton Library, Harvard University, Cambridge, Mass.
(The autograph 1s also #91 Music Microfilm Archive series.)
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SONATAS FOR KEYBOARD AND ANOTHER INSTRUMENT

Two Bonatas
For harpsichord and fl. or vln.
' Published 1744-56
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TITLE PAGE: : '

_ "Musicalischer/ und/ angenehmer zeltvertreidb/ besteheh
in/ zwey Sonaten/ vor das/ obligate Clavessin/ nebst der/
Traversiére oder Violino/ componirt/ von/ Joh. Ludwig Krebs/
Schloss-Organist/ in Zeitz/ Mirnberg ih Verlegung Baltn.
Schmid. Wittib./ Neuntertheil/ XXXIV."

PUBLICATION MAY BE FOUND;
Brussels.,

. VI Sonatas "da camera®
For harpsichord with fl. or vin.
Published in 1762
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da/ Giov. Lodovico Krebs,/ Organist della corte di B.A.

- o 2 es

TITLE PAGE:

"Sonata [I, II, etoi]b/ da damera,/ per i1/ Cembalo
obligato con Flauto/ traverso, overo Violino,/ composta

Ser. 11 duca 41 sasso-Gotha/ in’Altenburﬁ/ in Lipsie/ Presso

Bern. Christ. Breitkopf & Figlio./ 1762.

BLICATION .MAY BE FOUND: :
Berlin; Brussels: Sonata III; Marpurg: a manuscript of
Bonata II. :

MODERN EDITIQNS:

Sonata It Das Hauskonzert, #14, ed. by W. Hoeckner.
Wilhelm Hansen Musik-forlag, Copenhsgen, 1955.

Sonata III: Florilegium Musioum, #10, ed. by G. Scheck
& H. Ruf. Deutscher Ricordi Verlag, Loerrach-Baden, 1955.

Other canamber works

The following works are listed in MGG (Lfg.68-69, p.,1732):
"Sinfonia Es u. ¢ & V. 1,2, Va. et Camb."; manu-~
script (parts only) in Merburg.
"III Son. (d,e,D) a Flauto, V. coll' Basso (Vé.);"
listed in Breitkopf's catalog of 1762; score in Marburg.

"Sonata I da camera per il Cembalg obligato con Flauto
travs. o Violino. Lipsia, 1760;" "Sonata II, Lipeia, 1760."
These Bonatas were in the Berlin library; destroyed during
World War II. : .
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CONCERTOS

Two Concertos for- lute
wilth strings
Manuscripts, n.d.
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BRIEF AUTOBIOGRAFHY

Born: Hollis, New York, 5/24/25
Parents: E. Hobbs Horstman, Marion L. Horstman
Schools and Colleges atterded:
Sewanhaka High School = coll. ent., dipl.
Vassar College - A.B., Dec. 1945
New York University - M.A., 1949
Boston University, Ph.D., 1959
Also studied at: Norfolk School of Music(Yale summer sch.)
Organ Institute (Methuen, Mass.)
Harvard Summer School

Position: at Westover School, Middlebury, Conn., teaching
- fundamentals of music, orgam, and piano; -
three years (1952-55),






