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PREFACE

The copying of music nowadays is done for profession-
al reasons only, by the student of composition or the pro-
fessional copyist. There was a time, however, when it
belonged to the habitual occupations of the music lover in
general. While in early 18th century Germany there was no
actual dearth of printed matter, copies still were rare, due
to the lack of a well-organized system of distribution.
Besides, to possess merely a printed copy was not truly
owning the composition in the more personal sense of the
word. Music was too much regarded as a living thing to be
confined exclusively to the realm of goods that could be
bought in the store. Even if the listening or performing
experience preceded or followed the act of purchase, the
true music lover was not satisfied: the piece had to be
copied in order to become really and intimately his own.

In Bach’s family several of these “"Notenbiichlein” were
in circulation. We know three of them: the
“Klavierbiichlein” for J.S. Bach’s eldest son Friedemann
(started 1720 in Kothen), a second one without any title
from 1722, containing the first five French Suites and
some smaller pieces, and finally the one from 1725, which
bears the name of J.S. Bach’s second wife for good rea-
sons. It is the one we present in this reprint, which fol-
lows the Callwey edition of 1935. The preface and the
notes are by Arnold Schering and still represent the latest
results of musicological research, which had entered only
spottily into the first complete edition of Dr. Richard
Batka of 1906.

The original copy (Preussische Staatsbibliothek,
Berlin) must have been a true delight for the eye when it
was new. It was covered with green paper over a hard
base, with pressed-in gold rims, two locks and a red silk
ribbon. On the cover we find three large gilded letters:

AMB
1725

which later were supplemented by Philipp Emanuel to
“Anna Magdal. Bach.” Without any doubt a master of the
book binding craft in Leipzig had been ordered to do an
especially careful and beautiful job on it. And it must have
been Johann Sebastian who gave the order, possibly with
the intention to give the book to his wife in 1725 as a
birthday present.

Anna Magdalena, born on September 22, 1701, was
the daughter of the court and field trumpeter Johann

Caspar Wuelcken, who was employed in Zeitz at the time
of her birth. Bach, who was widowed since 1720, made
her acquaintance in Kéthen, where she was engaged as
“Fiirstliche Sdngerin.” It must have been music that
brought them together, for Bach was the conductor of the
court music of the prince in Koéthen. They were married
there on December 3, 1721. Two years later the couple
moved to Leipzig, where the “court singer” changed to a
very bourgeois “Frau Kantor” and a loving and conscien-
tious mother, who gave birth to thirteen children between
1723 and 1742. She survived Bach by ten years, dying in
pitiful circumstances on February 27, 1760, as an
"Almosenfrau” (woman dependent on charity). From the
little we know about her it is safe to assume that she was
an amiable woman and devoted wife, very serious in her
domestic and family duties, participating at the same
time in her husband’s work to the best of her abilities.
According to Johann Sebastian, she sang a decent sopra-
no (“einen sauberen Sopran”) in the house concerts of the
family. Many compositions of Johann Sebastian have been
preserved in her clear and faultless handwriting, and more
than a third of the pieces in the Notenbiichlein have been
copied by her.

There have been some misconceptions (caused partly
by Philipp Spitta) about the part which Johann Sebastian
played in respect to the "Notenbiichlein.” He had no influ-
ence on its final shape. After he had started it out by
copying two of his piano-suites for it, he left it to its fate.
After that, he seems to have been aware of its existence
only occasionally. It can neither be proved that the book
was meant to contain exclusively his own compositions
nor that he intended to improve Anna Magdalena’s piano
playing. Without any doubt it was left to Anna Magdalena
to decide what the book should contain. She accepted
what she liked, and that was not only refined and pro-
found music of her husband, but the easier, gallant art of
smaller masters as well. It took a number of years, proba-
bly more than five, to fill the book. In the meantime, the
children grew up. They asked for pretty pieces in the gal-
lant style, for menuets, marches, polonaises, which they
could play themselves and, not less important, execute
after the rules of the art of dance. To keep the education
of the children up to socially acceptable standards, one
had to engage a “"Tanzmeister,” a master of dance, to
teach them not only dancing, but graceful social manners,
“die zierliche conduite,” as well. It was necessary to col-
lect simple, suitable pieces for such purposes, with a
melody which could easily be taken by the fiddle of the



dance master or by a flute. To do this was within Anna
Magdalena’s realm of duties, as Johann Sebastian had
more important things to attend to. This explains the
appearance of all the small, gracious “Spielstiicke” (play-
pieces) in the book. We can be sure that Bach, as a com-
poser, had no part in them. They don’t testify in any
respect to Anna Magdalena’s personal taste which, to
Jjudge from her upbringing and career, had been formed by
music of a different style.

Besides, the children themselves occasionally tried a
composition or the realization of a choral. Mother’'s
"Notenbiichlein,” dear to every one of them, served hand-
somely for this purpose. When Johann Sebastian hap-
pened to catch them unexpectedly in these endeavors, he
corrected hastily the mistakes of the eleven-year-old
Philipp Emanuel or dictated a few of the fundamental
rules about intervals and figuring. It would not make any
sense to assume that the latter were meant for Anna
Magdalena’s use. The simple, if not outright poor formula-
tion of these rules at the end of the book is perfectly well-
adapted for the intellectual capacity of children. Besides,
they are incomplete and seem to have been written down
hastily. The end of No. 7 has been omitted; this shows
that the writer was not able to follow his father’s dicta-
tion, which might have been fast, perhaps accompanied by
demonstrations at the clavichord.

Furthermore, in Johann Sebastian’s musical family life
there were many occasions for the performance of special
compositions, like weddings, christenings, birthdays,
deaths, and social gatherings of all kind. No matter who
was the author of these pieces, a stranger or a member of
the family, the suitable place to put them down was
Mother’s musical family book. The second half of the book
is filled with them, beginning with the song of the tobac-
co pipe on page 78. All these pieces have the quality of
“"Gelegenheitsstiicke,” of being composed for special
occasions the nature of which can of course only be a
matter of speculation. In any case, during the course of
years, all kinds of compositions, serious and fun, impor-
tant and unimportant, piled up on these sheets. No mat-
ter what the book originally was meant to be, the result
was a hodgepodge of everything. It is this quality in par-
ticular which makes the book so attractive.

Johann Sebastian contributed only little to it. We can
distinguish his hand clearly from the one of Anna
Magdalena, who was a perfect artist in calligraphic music-

copying. Several other handwritings can be recognized.
There is a childish, unskilled one which seems to have
been Philipp Emanuel’s; and another one, more orderly,
probably Wilhelm Friedemann’s, who was a little older.
The notation of the song “Willst du dein Herz mir
schenken” shows a completely strange hand; it must
have been written by someone who was not a member of
the Bach family.

Our edition keeps as closely to the original as possi-
ble. Wherever it was necessary, the compositions have
been provided with a new thorough bass-realization. No
printed edition, of course, can truly substitute for the
handwritten original in which accident and planlessness
played such an important part. Many peculiarities and
oddities of its contents can be revealed only by the fac-
simile edition. Modern print and bookmaking prevent the
inclusion of the characteristic features of the personal
handwritings, the various degrees of carefulness, the sig-
nificant traces of usage and wear and the undefinable
spiritual element in this precious relic. Only the factual,
material contents can be given and here, too, we have to
face limits. In view of many mistakes in writing, errors,
omissions, corrections in all pieces which did not origi-
nate from Johann Sebastian’s hand a strictly philological
reproduction is impossible. A correct list of all errors
would fill a volume in itself; but that would do too much
honor to the careless writers. The critical edition of the
book which the Bach-Gesellschaft published in 1894 did
not contain a list of all mistakes, and we can do without it
all the more as our edition is meant for practical use.

F. 8-25. This is the third of the six “Partitas” which Bach
collected in 1731 as the first part of the “Klavieriibung.”
They had been published separately since 1726. In Bach'’s
own handwriting. This version is not quite identical with
the printed (later) one. The printed edition includes a
"Scherzo” before the end and calls the Prelude “Fantasia,”
the Menuet “Burlesca.”

F. 26-55. The sixth of the “Partitas” (see above). In
Bach’s own handwriting. Here, too, deviations from the
printed version are noticeable (especially in the Sarabande
p. 45); none of them, however, being essential. For obvi-
ous reasons the Prelude is called “Toccata” in print. The
“Notenbiichlein” does not include the “Air” and gives the
Gigue alla breve, with dotted eighths, while the later edi-
tion chooses full measures with dotted quarter-notes.



P. 56-58. Three Minuets. Author unknown. (Handwriting
of Anna Magdalena.)

P. 59. Rondeau. This composition is by Francois
Couperin and can be found in the second volume of his
“Pieces de Clavecin” (about 1715) with the heading “Les
Moissonneurs” (The Harvesters).

P. 62-66. Two groups of one minuet and one polonaise
each. Author unknown. Handwriting of Anna Magdalena.

P. 67. Chorale: “Wer nur den lieben Gott lasst walten.”
Added to the title is a handwritten remark by Philipp
Emanuel: “By J.S. Bach.” This composition is included in
Kirnberger’s collection of Bach’s chorales for the organ
(see vol. 40, p. 4 in the edition of the Bach-Gesellschaft).
It might have been sung in Bach’s house on festive occa-
sions, to the accompaniment of the house-organ.

P. 68. This unfigured movement is based on the
melody to Paul Gerhardt’'s church hymn “Gib dich
zufrieden und sei stille.” It does not give the text, howev-
er. In the “"Notenbiichlein,” only the outer voices (soprano
and bass) have been written out except for the fermata
bars, where the full five-voiced chord is given. The author
of the melody is unknown. It can be found in Balthasar
Koenig's “Gesangbuch” of 1738, slightly different in nota-
tion and with different basses. For Schemelli's
“Gesangbuch” Bach wrote figured basses to another
musical version (by J. Hintze, 1670) of the same text,
which seems to have attracted him deeply. (See the next
two paragraphs.)

P 69. “Gib dich zufrieden und sei stille.” A handwrit-
ten remark by Philipp Emanuel, to be considered as a
most reliable source, points to J.S. Bach as the author of
this composition, which has been written down both
times by Johann Sebastian himself. The first arrangement
is in G minor and in an unusually high range, which must
be explained by the low pitch of the clavichord in Bach’s
time. The second, slightly different arrangement in E
minor was apparently meant for the harpsichord or the
house-organ. The text has been written out by Bach for
the G minor arrangement, but our edition gives the words
with the E minor version to make vocal execution to the
accompaniment of modern instruments possible.

P 71-77. Two minuets, marches, and polonaises by
unknown authors. The possibility of Bach having any part

in the conception of these simple period pieces in the
“gallant” style has to be ruled out completely.
Instrumentalists with some skill in reading thorough bass
will have no difficulty in filling out the emptiness of the
two-part arrangements by adding parts in both hands.

P 78-79. Aria: “So oft ich meine Tabakspfeife.” The
poem has the title: “Erbauliche Gedanken eines
Tabakrauchers” (elevating thoughts of a tobacco smoker).
It is a rather delicious mixture of philistine humor and
religious seriousness. The composition has been written
down twice in succession, first by an unknown hand, with-
out text and starting with D, the second time (by Anna
Magdalena) with the text of the first stanza, but one
fourth higher (starting with G) in order to make accompa-
niment on the clavichord possible. The composition pre-
sumably originated within the Sperontes-circle in Leipzig.
(Sperontes was the editor of the “Singende Muse an der
Pleisse,” a collection of odes and songs of a partly spiritu-
al, partly “down-to-earth” quality.) Bach as author is out
of the question. The complete text has been put down
much later (about 1780) on a separate sheet by a strange
hand, the original copy having presumably been lost.

P 82. Minuet. Probably by Georg Bohm, the organist
and former teacher of Bach in Luneburg (d. 1733). This is
indicated by the intimate “Mons.” (monsieur) before the
name. In Bach’s handwriting.

P 83. This graceful Musette (with so-called Murky-Basses)
is close to the operatic style of the Hamburg composer
Reinhard Keiser (1739). Handwriting of Anna Magdalena.

P. 84. March of unknown origin. Handwriting of
Anna Magdalena.

P. 86. This untitled piece is a polonaise. The author is
unknown; handwriting of Anna Magdalena.

P, 87. "Bist du bei mir.” Known exclusively through the
“Notenbiichlein.” This melody seems comparatively high
for voices (like “Gib dich zufrieden,” p. 69) on account of
the low clavichord pitch.

P. 89. Untitled piano piece in the character of a
Sarabande. It is identical with the Aria-Theme of the
Goldberg-Variations from the fourth part of the
“Klavieriibung” (about 1742; ed. of the Bach-Gesellschaft
Vol. 3, p. 263). It seems doubtful that Bach was the com-



poser; the modulations as well as the ornaments point to
a style different from his.

P 91. “Solo per il cembalo.” Not by Bach. Handwriting
of Anna Magdalena.

P. 94. Polonaise of unknown origin. Handwriting of
Anna Magdalena.

P 96. The C Major prelude from the first part of the
“Well-Tempered Clavichord.” Handwriting of Anna
Magdalena. The first half of the composition has been put
down on the left side of the book. The continuation, which
originally was on the following right page, has been cut
out together with some other pages. Anna Magdalena con-
tinued the copy on a new page, but omitted five bars,
which we have supplemented in this edition.

P. 99-109. The first of the so-called French Suites (D
minor). We find it already, in Bach’s own handwriting, in
the smaller "Notenbiichlein” from 1722. It dates back to
the KGthen period. Handwriting of Anna Magdalena; minor
deviations in regard to notation and ornaments.

P 110-116. The first movements of the second French
Suites (C minor), which also, in Bach’s handwriting, can
be found in the smaller "Notenbiichlein” of 1722. The
copy of our book was written by Anna Magdalena. The end
of the Sarabande and the three last movements (Air,
Minuet, Gigue) are missing.

P 117. Rather clumsy attempt of a single composi-
tion, corrected by a strange hand.

F. 118. Aria: “Warum betriibst du dich.” The author of
the text is unknown. The original melody hardly could
have been Bach’s; he added to it, however, and provided it
with his own basses, thus conveying something of his
spirit and touch to the composition. (In a similar way he
treated the melodies of the Gesangbuch of Schemelli.)

P. 119-127. Recitative “Ich habe genug” and Aria:
"Schlummert ein, ihr matten Augen.” Both pieces are
known as parts of the Cantata “Ich habe genug” (probably
1731 or 1732; edition of the Bach-Gesellschaft vol. 20,
36). There they are a major third lower (the Aria in E-flat
Major) and have to be sung by a bass-voice. Besides, how-
ever, Bach left a soprano version of this Cantata (incom-
plete; edition of Bach-Gesellschaft, vol. 20, preface p.

XIV). The copy in our “Notenbiichlein” (handwriting of
Anna Magdalena) seems to be the earliest version. The
bass-aria of the Cantata is accompanied by string-quartet,
while our soprano-aria requires only the accompaniment
of the clavichord or harpsichord. The “Notenbiichlein”
shows just the melody with the bare unfigured bass. Our
realization of the bass is adapted to the style of the key-
board instrument; the complicated string quartet
arrangement, which Bach uses in the Cantata, would have
been out of place.

This aria has been written down twice: the first time
only the vocal part, without taking care of the bass-sys-
tem (p. 120), the second time with the bass part, but
without the ending. Both copies are separated from each
other. In both instances the writer must have been called
away from her work, without having found the time to fin-
ish it. Six pages have been cut between p. 129 and p. 130,
which points to some further disturbance at the time of
these writings. Both versions have no instrumental pre-
lude and vary, besides, in regard to the length of the inter-
ludes. Our edition supplements everything missing except
for the prelude, according to the cantata version.

P 128. Chorale: “Schaff’s mit mir, gott.” The text by
Benjamin Schmolck was new at the time, having been
published without melody in the “Dresdener
Gesangbuch” (1723). The composer of the melody is
unknown. Bach did only the figuring of the bass.
Handwriting of Anna Magdalena.

F. 130. Aria di Giovannini: “Willst du dein Herz mir
schenken.” The origin of this famous love song is still a
matter of dispute; all signs indicate, however, that Bach
was not the author. He was in the habit of indicating his
authorship clearly and unmistakably. We also have to
reject the hypothesis that Giovannini stands for the pet
name “Hanschen,” hinting in a jocular way at Bach'’s first
name. It would belittle the profound respect which Bach
enjoyed in public and in his family.

The name refers without any doubt to the Italian com-
poser Giovannini, who lived in Germany for a number of
years and seems to have had perfect command of the
German language. His seven German songs published in
the third and fourth part of the collection of odes by
Joahann Friedrich Gréafe (1741, 1743) show the same
quality of elegant daintiness that characterizes our Love
Song in the “Notenbiichlein”; Giovannini was an adherent



of “Anakreontik” in music. In both places we find the little
ornaments in the vocal part, which point to the manner-
isms of the Italian Canzonetta style. “"Willst du dein Herz
mir schenken,” however, surpasses Giovannini’s other
songs in charm and nicety of structure. This is not the
only instance of a second-rate talent succeeding in creat-
ing a seemingly immortal masterpiece.

About the origin of the text nothing is known. Philipp
Spitta, however, pointed to older jocular poems with simi-
lar contents. (Vierteljahrsschrift fiir Musikwissenschaft I,
1885, p. 62 ff. and 350 ff.). — Text and music are in dif-
ferent handwritings, both unknown to us. The writing of
the text shows lack of experience. The pages are loosely
added to the book. The first page originally did not belong
to it at all, and altogether the relationship of the copy to
its environment remains problematical. (See the
“Revisionsbericht” in vol. 43 of the Bach-Gesellschaft edi-
tion, p. XIII f.)

P. 132. “Dir, dir, Jehovah, will ich singen.” In four
parts, by Johann Sebastian Bach. The poem is by Barthol
Crasselius (1724). Bach’s own handwriting.

P. 134. The same composition, with only the outer
voices written out, perhaps to gain space for the complete

text of all the (8) stanzas. Bach included this version of
the magnificent piece in his arrangements for the
“Gesangbuch” of Schemelli.

P 136. “Wie wohl ist mir, o Freund der Seelen.” The
poem is by Wolfgang Chr. Dessler (d. 1722). We do not
know the author of the melody; Bach is out of the ques-
tion. He would not have permitted the “"Nacht des
Traurens” (night of sorrow) to be sung to the same notes
as the "Angenehmen Freuden” (pleasant joys): further-
more, he would not have repeated four bars without any
variation in the refrain. The composition is of particular
beauty nevertheless. Busoni paid homage to it in his sec-
ond violin sonata. Handwriting of Anna Magdalena.

P 138. Aria: "Gedenke doch, mein Geist.” The author
of the text is unknown. It seems justified to attribute this
beautiful spiritual slumber song to Johann Sebastian
Bach.

P. 140. Chorale: “O Ewigkeit, du Donnerwort.” The text
is by Joh. Rist, the melody by Joh. Schop (1644). We used
Philipp Emanuel Bach’s arrangement of the middle voices
in his edition of his father’s four-part chorales (III. part,
1786, no. 274), the melody and bass parts being the same
in both cases. Handwriting of Anna Magdalena.





