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KEVIN BOWYER

Kevin Bowyer was born in Southend-on-Sea in January 1961. He studied with
Christopher Bowers-Broadbent, David Sanger and Virginia Black and has won first
prizes at the international organ competitions in St. Albans, Dublin, Paisley, Odense
and Calgary. He has played throughout Europe, North America, Australia and Japan
and has become celebrated for contemporary and unusual repertoire. He has
broadcast widely for the BBC and many radio stations throughout the world and has
released more than fifty recordings.
His legendary sense of humour,
which makes him popular with
audiences, has also made him a
highly sought after teacher; in which
capacity he works at the St. Giles
International Organ School in
London, Warwick, Oxford and
Leicester and at the Royal Northern
College of Music in Manchester.
Kevin also reads (in particular Joyce,
Beckett and the Powys family),
drinks (real ale and malt whiskies)
and enjoys the odd pinch of snuff.
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Disc One 73.43

Partita: Ach, was soll ich Sünder machen? BWV 770                12.32
Fantasia in C minor BWV 1121 3.18
Fugue in G minor on BACH BWV Anh 109 2.14
Trio in C minor BWV Anh 46 2.47
Ouverture (Suite) in F BWV 820 9.49
Jesu, der du meine Seele BWV 752 1.22
Nun komm, der Heiden Heiland BWV 660b 2.30
Der Tag, der ist so freundenreich BWV 719 2.03
Fantasie über ein Rondo in C minor BWV 918 4.59
Fugue in D BWV 532a / ii 4.16
O Lamm Gottes, unschuldig BWV 1085 4.10
Ich hab’ mein’ Sach’ Gott heimgestellt BWV 708 0.54
Herzlich tut mich verlangen BWV 727 2.05
Fugue in C BWV Anh 90 2.15
Fugue in C minor on a theme by Legrenzi BWV 574a 5.50
Herr Jesu Christ, dich zu uns wend BWV 655b 1.41
Prelude, Trio and Fugue in B flat BWV 545b 10.58
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Although the intention of these notes is to underline the importance of spurious
attributions and variant readings to any definitive series of Bach recordings, it would
be unwise not to mention those few rarities left unrecorded elsewhere. The organ
chorales from the Neumeister Manuscript, a unique discovery of hitherto unknown
early works, have been discussed elsewhere in this series. However, less well known,
but of equal importance, are the five organ chorales that appear under Bach’s name in
a manuscript copied in the late eighteenth or early nineteenth century by the second-
generation Bach pupil Christian Heinrich Rinck (1770-1846). Housed at Yale
University and known simply as LM 4843, it contains amongst nineteen organ
chorales five Bach works and one spurious attribution. Of these, only one is known
elsewhere, a variant of the chorale partita Christ, der du bist der helle Tag (BWV 766,
See Volumes 2 and 14). The remainder, Ich ruf zu dir, Herr Jesu Christ, Komm
heiliger Geist, erfüll die Herzen and Auf meinen lieben Gott are probably correctly
attributed to Bach, since they are reminiscent of the style and range of those organ
chorales found in the Neumeister collection and other early works, especially the
boldly harmonised Komm heiliger Geist, erfüll die Herzen, which, like Allein Gott in der
Höh sei Ehr, Gelobet seist du, Jesu Christ and Herr Jesu Christ, dich zu uns wend (BWVs 715,
722 and 726) is perhaps indicative of the ‘wayward variations’ for which he received
so much criticism at the hands of the Arnstadt town council (see my notes to Volume
14). One remaining piece, which although attributed to Bach appears elsewhere under
the name that, if correct, is most likely to be Rudolf Ernst Adlung (1663-1669): Herr
Christ, der einig Gottes Sohn, although consisting of a facile melodic line over a
relatively uninteresting bass and an en taille chorale melody, might bear many
hallmarks of late seventeenth- and early eighteenth-century Thuringian organ works,
but lacks Bach’s quintessential handling of both motif and rhythm. 
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Disc Two 74.19

Fughetta in C minor BWV 961               1.43
Erhalt uns, Herr, bei deinem Wort BWV 1103 1.50
Allein zu dir, Herr Jesu Christ BWV 1100 2.19
O Jesu, wie ist dein Gestalt BWV 1094 3.00
Herr Jesu Christ, du höchstes Gut BWV 1114 2.53
Sonata in D BWV 963 10.10
Vater unser im Himmelreich BWV 737 2.20
Fantasia on Komm, Heiliger Geist BWV 651a 2.41
Komm, Gott, Schöpfer, Heiliger Geist BWV 667b 2.00
Liebster Jesu, wir sind hier BWV 706 2.34
Concerto in G BWV 986
I [Allegro] 2.08
II Adagio 1.07
III Allegro 1.46
Gott, durch deine Güte (Gottes Sohn ist kommen) BWV 724 1.33
Nun freut euch, lieben Christen BWV 755 3.31
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relatively straightforward task. However, the four chorale fantasias that appear in
these recordings, Nun komm, der Heiden Heiland (BWV660b), Herr Jesu Christ, dich
zu uns wend (BWV 655b), Komm heiliger Geist, Herr Gott (BWV 651a) and Komm,
Gott Schöpfer, heiliger Geist (BWV 667b), form variants of those Bach prepared
during the 1740s (known universally as the Eighteen Leipzig Chorales, see Volume 10)
possibly with a view to their publication. Out of the four, only BWV 667b seems to
have been prepared by Bach: BWV 660b, the second of two variants of Nun komm, der
Heiden Heiland, appears to be a largely unsuccessful arrangement by JT Krebs of the
first: the right hand part is transposed up an octave and the ornamented cantus firmus,
which, given the new distribution of parts can only work when played on a two-foot
stop, is placed in the pedal. BWV 655b, one of three variants of Herr Jesu Christ, dich zu
uns wend, appears only in nineteenth-century sources; based only on the pedal cantus
firmus section of BWV 655, alterations appear to have been made to suit later tastes:
the left hand has been transposed down an octave and the harmony altered, especially
at cadential points. BWV 667b is a version of the setting Bach made of Komm, Gott
Schöpfer, heiliger Geist prior to its revision for the Eighteen: made by JG Walter and
improved by JL Krebs after 1731, it appears as a simplified version, with much of the
semiquaver figuration of the original altered to quavers. (It is also interesting to note
that this organ chorale is itself an expanded version of the version found in the
Orgelbüchlein (BWV 631)). The variant of Komm heiliger Geist, Herr Gott, on the other
hand, is worth considering in slightly more detail, since not only is it an earlier version
of the Leipzig autograph, but it demonstrates much about Bach’s revision processes.
In comparison with BWV 651, which is over twice its length, its differences are typical
of those organ chorales composed in Weimar and reused in Leipzig; here Bach
repeated bars 12-43, and composed new sections between bars 44 and 54, and 89 and
103. Musically, BWV 651a works well and, unlike other organ chorales of the same
period, the bass cantus firmus neither hinders the flow of the counterpoint nor its
harmonic rhythm.
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The Organ Chorales from the Rinck Collection
I Ich ruf zu dir, Herr Jesu Christ - Aria 1.57
II Komm heiliger Geist, erfüll die Herzen 2.08
III Auf meinen lieben Gott – Arioso 1.19
IV Herr Christ, der einig Gottes Sohn 1.53
V Herr Christ, der einig Gottes Sohn – Aria 1.45
Fugue in A minor BWV 947 3.40
Wir glauben all’ einen Gott, Vater BWV 740 4.48
Prelude in C BWV 567 1.28
Fugue in E Minor BWV 956 3.10
Ehre sei dir, Christe, der du leidest Not BWV 1097 2.30
Herzliebster Jesu, was hast du verbrochen BWV 1093 1.59
Jesu, meines Lebens Leben BWV 1107 1.47
O Lamm Gottes unschuldig BWV 1095 2.06
Das alte Jahr vergangen ist BWV 1091 2.14
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The Fugue in c minor (BWV 574, see Volume 8), which, in the title of the version in the
Andreas Bach-Buch alludes to the use of subject material by Legrenzi, has two
variants, of which BWV 574a dates from around the second half of the eighteenth
century. Leaving aside its better-worked part writing, there are considerable structural
differences between the two versions: BWV 574 contains a fourteen-bar toccata-like
close that is typical of North German keyboard music of the high Baroque. This is
absent altogether from the variant version here, and begs several questions concerning
its provenance. Firstly, we cannot ascertain for certain if the fugue, the thematic
material of which has more in common with Corelli and Albinoni than Legrenzi, is an
extension of pre-existing material or based around one or two ‘Legrenzi’ subjects:
certainly, in terms of proportion, it more than exceeds the expectations of not only
Legrenzi, but also of Corelli and Albinoni, and the gradual shift in texture towards
figuration with a more Germanic flavour suggests that, at worst, this is the situation.
In this case, the toccata-like figuration of the final section is the next logical step. This
in turn leads us to question how close BWV 574a is to the original Legrenzi string
fugue. Its figuration is, in places, more reminiscent of string than keyboard writing,
and the absence of the final section does imply that it is an adaptation of a string fugue
as opposed to the carefully-arranged BWV 574; if this is the case, then we might be
wrong in assuming that BWV 574a is the variant, since BWV 574, with its final
rhetorical flourish is, plausibly, its successor.

It is understandable that although a large number of variants appear in the guise of
organ chorales, they are not as numerous as might be expected. Primarily, we must
accept that the majority of organ chorales are of the short type consisting of
ornamented melodic lines with a simple chordal or contrapuntal accompaniment,
fugal treatments of the chorale melody and chorale motets (for more detailed notes on
the organ chorales and their functional role, see my notes to Volume 14 of this series).
Given this, shorter organ chorales are therefore less likely to be subject to revision,
since the composition of different versions altogether must have proved to be a

The majority of Bach’s organ music comes down to us in the form of manuscripts; with
the cost of printing music being often beyond the financial resources of most working
musicians, manuscripts were invariably the means by which music was transmitted
from one performer to another. Of Bach’s known organ works, a surprisingly large
body survives in the form of autograph copies, that is, manuscripts written in the
composer’s own hand; allied to these are an even larger number of copies made by
musicians close to Bach or his immediate circle. Thus, a sizeable quantity of Bach’s
organ music can be found in the hands of, for example, his pupils, who were perhaps
required to make copies of his music for their own purposes, as well as his sons and
other musicians working within the locality. Of these, many were disseminated further
afield, leaving a perplexing array of manuscripts from not only Bach’s generation, but
from those of his pupils and, in turn, theirs, which differ considerably from his original
intentions not only in terms of notes, but sometimes in terms of structure and
instrumentation. Allied to this bewildering array is a collection of pieces that are
spurious in their authorship, which for any number of reasons have found themselves
provided with a Bach attribution. They might, for example, contain features that are
reminiscent of an echt Bach work, such as the A major Toccata (BWV Anh 178, to be
released in Volume 16 of this series), the opening of which contains many uncanny
similarities to the opening of the D major Toccata (BWV 912, see Volume 13). Similarly,
the reason might be as simple as the fact that they follow conventions, such as format
or style, that were common to composers working in Bach’s geographical area: despite
a genius for pushing the boundaries of instrumental and choral composition further
than any preceding composer, Bach’s organ music is surprisingly old-fashioned in its
outlook, and many features common to his music can be found time and again in the
works of other composers of not only his generation, but also the one that immediately
preceded it.

It is also important to consider that musicians, Bach included, would adapt existing
material for their own use, whether it be for their own purposes or those of others.
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Take, for instance, the famous Toccata and Fugue in d minor (BWV 565, see Volume 1).
According to some authors, this is possibly an adaptation of a work for
unaccompanied violin, and although this is not the time or place to consider the
arguments for and against this hypothesis, it does draw attention to the fact that not
only were arrangements of the works of others as common three hundred years ago as
they are today, but also that it comes as no surprise to find that a number of
misattributions have occurred along the way.

So, the picture that emerges, one that is a considerable source of debate for Bach
scholars, is of (1) a considerably large number of unique autograph manuscripts
containing works that are definitely from the pen of Bach; (2) a percentage of
autographs that prove to be revisions by Bach of earlier works; (3) a larger corpus of
music in the pen of members of Bach’s immediate circle that we can be certain is by
him, since they also exist in either autograph form, carry his name or display qualities
that are unmistakably Bachian; (4) a considerable amount of music that, in light of
more recent research, has been attributed to him wrongly and which, as a result, may
be deleted from the Bach catalogues. Where multiple copies of a work exist in any of
the third or fourth categories, large numbers of variant readings, of which there are
two forms, begin to emerge. The first type consists of simple copyists’ errors: mistakes
are commonplace and usually take the form of a wrong note, rhythm, misplaced rest,
etc. However, many other works appear in which considerably larger differences arise,
and which might, for example, include an extra movement altogether or be shortened
considerably. Although we can never be sure of the reasoning behind such alterations,
there are several possibilities that need exploring: primarily, it is important to consider
that music during the Baroque period was not regarded in quite the same way that it
is today, when a composer’s work is judged sacrosanct. Thus, additions to a bi-partite
work, for example the inclusion of a trio between the movements of a prelude and
fugue, even if from the pen of another composer altogether, were most likely to have
been made for æsthetic reasons. We have also to consider that works might have been

which its fore-imitation of the cantus firmus is similar to Pachelbel’s treatment of the
same melody. Whether this is proof enough remains to be seen; there are, for example,
aspects of the harmony that are so similar to those found in known works by Bach that
the attribution may indeed be correct.

Variants
Autograph variants are often quite indicative of the genesis of a composition,
especially when we are faced with multiple versions, which often provide not only an
insight into the composition of a work, but also the manner in which subsequent
generations of musicians adapted it to their particular needs. The Prelude, Trio and
Fugue in B-flat major (BWV 545b) is one such example. A transposed variant of the C
major prelude and fugue (BWV 545, see Volume 12), it is one of four very different
conceptions of the work: (1) a version with a shortened prelude; (2) one with the
longer prelude that is today accepted as BWV 545; (3) the same as (2), but with the
movements separated by a trio; (4) a B-flat major version of the shortened prelude (1),
followed by an arrangement of the second movement of the g minor sonata for viola
da gamba and obbligato harpsichord (BWV 1029) and then the fugue, in which the
three movements are separated by two short bridge sections. Initially, we need to
ascertain why the work has been transposed; certainly, pedagogy has an unlikely role
to play in the story, since its transposition down a tone makes the work infinitely
trickier. The change, however, could have been made to avoid its top D: BWV 545 was
certainly written before Bach’s Leipzig days, but whether it was a Mühlhausen or a
Weimar work is debatable. We know, for example, that the fifty-note keyboards of the
Mühlhausen organ would have been adequate for the extremes of compass required
by the C major version of the prelude, but we cannot be sure that the same compass
existed on the earlier Weimar instrument. If this is the case, then the B-flat version
might have been made to make the piece playable at Weimar, allowing us not only to
suggest the period in which the C major version was written, but also to speculate that
Bach was responsible for the transposition of the prelude, fugue and its additions. 
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discovered to be from the pen of other composers. One such work is BWV Anh. 46, a
trio movement in c minor that was thought to be by Bach because of its resemblance
to the Adagio from the bi-partite c minor trio (BWV 585, see Volume 13). However,
evidence in several forms suggests the ascription is far off the mark. First, an
examination of the manuscript reveals a header that carries the following inscription:
‘Trio a 2 Clav: e Ped: di JTK’, which clearly suggests JT Krebs is the author. Similarly,
internal evidence shows that although there are a few similarities that might be drawn
with movements from Bach’s six sonatas (BWV 525-30, see Volumes 1, 2 4, 8 and 12),
the harmonic movement, which avoids continually strong cadences, combined with
the galant melodic strains, are more reminiscent of a later period. Thus, in all
probability, we can accept the Krebs ascription as accurate.

In the same vein, the two fugues, BWV Anh 109, based on the subject B-A-C-H (B
being the German equivalent of B-flat and H, B-natural) and a C major Fugue (BWV
Anh. 90), were thought to be by Bach, since their figuration is reminiscent of the North
German style of composition. But since the quality of the music seems to lack Bach’s
quintessential inventiveness, it becomes necessary to look elsewhere for possible
authors: whereas the use of the B-A-C-H theme in BWV Anh. 109 is revealing,
suggesting a connexion with Bach in some respect or other, the execution of the
counterpoint, especially the manner in which the trite rhythm of the episodal material
acts in an unimaginative and relentless dialogue between the parts, is more
reminiscent of a Bach student – perhaps one of his sons. The C major fugue, again
possibly the work of a student due to its poor, over-long subject, weak development
of episodal material and truncated form, lacks the strength and character one would
associate with even a very youthful Bach work. 

Only one other work is considered spurious: the organ chorale Nun freut euch, lieben
Christen (BWV 755), which appears only in late sources, has been excluded from the
Bach-Gesellschaft and Neue Bach-Ausgabe editions on the grounds of the way in

shortened to make them simpler, the pedagogical reasoning for which is self-
explanatory; similarly, fashion might also have played a part in a piece’s alteration: as
attested by a number of contemporary writings, Bach’s music was considered by some
of his contemporaries to be outdated; certainly, few of the later pieces display the very
popular style galant that is found in the works of such contemporaries as Hasse,
Telemann and later Bach’s sons, in which melody, accompanied by simple harmonies
(rather than complex counterpoint) became an all-prevailing feature. Thus, it is not
unreasonable to suggest that some works in their original form might have been
regarded as passé and therefore in need of substantial revision if they were to be
deemed playable by succeeding generations of musicians.

In preparing a collection such as this, the first intégrale series to place as much
emphasis on the recording of Bach ephemera as on the better known Bach canon, a
number of works that were initially thought to be his, but which have now proved to
be from the pens of others, needs to be included. The reason for this is twofold since
not only does it provide a glimpse into eighteenth- and nineteenth-century musical
thought, but it also allows us a unique insight into early Bach scholarship. It is not
surprising, therefore, that a large number of works found throughout the series are
either of doubtful origin, or contain enough variants to make them worthy of being
considered separate pieces altogether. Since on this recording we find no less than
thirteen such works, it is the intention here to deviate from normal practices of writing
descriptive programme notes, and instead concentrate on the subject of attributions
and variants. Information concerning genres and styles of the pieces excluded from
this study may be found in other notes from the current series.

Spurious attributions
Of the scores of works attributed to Bach throughout the 250 or so years since his
death, many have been discounted not only on grounds of style, but also in light of
new evidence in the form of printed and manuscript sources of works subsequently
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Disc One 73.43
Partita: Ach, was soll ich Sünder machen?, BWV 770 12.32
Fantasia in C minor, BWV 1121 3.18
Fugue in G minor on BACH, BWV Anh 109 2.14
Trio in C minor, BWV Anh 46 2.47
Ouverture (Suite) in F, BWV 820 9.49
Jesu, der du meine Seele, BWV 752 1.22
Nun komm, der Heiden Heiland, BWV 660b 2.30
Der Tag, der ist so freundenreich, BWV 719 2.03
Fantasie über ein Rondo in C minor, BWV 918 4.59
Fugue in D, BWV 532a / ii 4.16
O Lamm Gottes, unschuldig, BWV 1085 4.10
Ich hab’ mein’ Sach’ Gott heimgestellt, BWV 708 0.54
Herzlich tut mich verlangen, BWV 727 2.05
Fugue in C, BWV Anh 90 2.15
Fugue in C minor on a theme by Legrenzi, BWV 574a 5.50
Herr Jesu Christ, dich zu uns wend, BWV 655b 1.41
Prelude, Trio and Fugue in B flat, BWV 545b 10.58

Disc Two 74.19
Fughetta in C minor, BWV 961               1.43
Erhalt uns, Herr, bei deinem Wort, BWV 1103 1.50
Allein zu dir, Herr Jesu Christ, BWV 1100 2.19
O Jesu, wie ist dein Gestalt, BWV 1094 3.00
Herr Jesu Christ, du höchstes Gut, BWV 1114 2.53
Sonata in D, BWV 963 10.10
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Vater unser im Himmelreich, BWV 737 2.20
Fantasia on Komm, Heiliger Geist, BWV 651a 2.41
Komm, Gott, Schöpfer, Heiliger Geist, BWV 667b 2.00
Liebster Jesu, wir sind hier, BWV 706 2.34
Concerto in G, BWV 986
I [Allegro] 2.08
II Adagio 1.07
III Allegro 1.46
Gott, durch deine Güte (Gottes Sohn ist kommen), BWV 724 1.33
Nun freut euch, lieben Christen, BWV 755 3.31
The Organ Chorales from the Rinck Collection
I Ich ruf zu dir, Herr Jesu Christ - Aria 1.57
II Komm heiliger Geist, erfüll die Herzen 2.08
III Auf meinen lieben Gott – Arioso 1.19
IV Herr Christ, der einig Gottes Sohn 1.53
V Herr Christ, der einig Gottes Sohn – Aria 1.45
Fugue in A minor, BWV 947 3.40
Wir glauben all’ einen Gott, Vater, BWV 740 4.48
Prelude in C, BWV 567 1.28
Fugue in E Minor, BWV 956 3.10
Ehre sei dir, Christe, der du leidest Not, BWV 1097 2.30
Herzliebster Jesu, was hast du verbrochen, BWV 1093 1.59
Jesu, meines Lebens Leben, BWV 1107 1.47
O Lamm Gottes unschuldig, BWV 1095 2.06
Das alte Jahr vergangen ist, BWV 1091 2.14
Total playing time 2 hours 28 minutes


