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You play Bach your waY, I will
play him his way.

Wanda l-andowska

YN 'rHosE arts, such as music or
I drama, in which the interpreta-
tion of a work is necessarY to its
public apprehension, the inter-
preter is in a delicate position. In
translating the silent text and giv-

ing it voice, he at the same time aP-

propriates it; the voice he gives it is

his own. The success of an interpre-
tation, whether Olivier's Shake-

speare or Landowska's Bach, lies in
the dialectical balance between the

appropriation of a work and its
translation.

This balance becomes the more
difficult to achieve the further a

work is removed from contempo-
rary consciousness. In music, one

response to the difficultY has been
to bowdlerize texts, to eliminate a

disturbing dissonance here or a

puzzling connotation there in favor
of the modern sensibility. This re-

sponse asserts a kind of Darwinian
notion of progress: we are better
able than our ancestors to know
what is musical, we have suPerior
instruments with which to execute
their ideas, and so we can free the

work from the accidental restric-
tions of its birth. An oPPosite aP-

proach has been that of "authentic-
ity," the attempt to return, through
scholarship, to the original text,
the original instrumentation, the
original performance practice. This
approach holds the text and the

style of the composer sacrosanct

and asserts the PrimacY of the Past
over the present.

One of the most remarkable reP-

resentatives of this latter impulse,
the restorative imPulse, has been
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the German conductor Nikolaus
Ffarnoncourt. With the Vienna
Concentus Musicus, which he
founded in 1953 with'members of
the Vienna SymPhonY Orchestra,
Harnoncourt has recorded on the
Telefunken label "authentic" per-

formances of works bY comPosers
from Monteverdi to Mozart, but
his main field of concentration has

been'the works of Johann Sebas-

tian Bach. Using original instru-
mentation, restored scores, and the
"Iatest knowledge regarding the
performance practice" of Bach's
time, F{arnoncourt has set down on
records his interpretations of the
St. Matthew Passion, the St. John
Passion, the B-minor Mass, the
Brandenburg Concertos, the Or'
chestral Sui,tes. Several years ago,
he embarked on a recording Pro-
ject, together with the harPsi-
chordist and conductor Gustav
Leonhardt and his Amsterdam-
based Leonhardt Consort, which in
its ambition and scope could occupy
their joint attention until the
three-hundredth birthday of Bach
in 1985: they are recording for Te-
lefunken his comPlete cantatas in
authentic performances. *

Quite upurt from the issue of au'
thenticity, Flarnoncourt's project is

an impressive one, almost the
equivalent, aurally, of the Neue
Bach Ausgabe Siimtlicher Werhe,
the new edition of the comPlete
Bach that was begun twentY Years
ago to replace the Bach-Gesell-
.tchaft edition of the previous cen-
tury. The cantatas constitute half
of Bach's complete works, and in
comparison with them, as Albert
Schweitzer wrote, "everything else

Bach has done appears as hardlY
more than a suPPlement." Bach's
obituary noted the comPosition of
five complete cycles of such church
works, each written for a particular
week in the ecclesiastical Year,
using texts of Lutheran hYmns and

Gospel-based poetry by Erdmann
Neumeister (the initiator of the
"new" cantata style) and other
librettists. About two hundred of
these nearly three hundred compo-
sitions survived the early years of
Bach's eclipse, is have over twenty
secular cantatas-dramatic and
often humorous works written for
civic celebrations. They span most
of his creative life, from L707,

when, at age twenty-two, he was or-
ganist at Miihlhausen, to his final
decade when as Cantor and Direc-
tor of Music for the LeiPzig
churches he was resPonsible for
preparing the music for the weeklY

services in the municipal churches.
Most of the surviving church works
date from Bach's first five Years in
Leipzig beginning in L7'23, when he
was required to compose and Pre-
pare for performance a new cantata
every week-a prodigious output
matched only by the quantitY of
his keyboard and orchestral compo-
sitions (and his twenty children).

IJNr,xr Bach's keyboard and or-

chestral works, these cantatas, de-

spite their incomParable beautY
and variety, are little heard in con-
cert and are grossly underrePre-
sented in the recorded literature.
Nearly a hundred are not even

listed in the Schwann catalogue
(though many of them have been

released by the mail-order Musical
Heritage Society) and manY have
been recorded only once. AnY re-

cordings of this music are there-
fore welcome, and those of Har-
noncourt and Leonhardt, which
approach the music in a sPirit of
scholarly dedication, and which
promise to take a unified view,
doubly so.

About four boxed sets of these
recordings are being released each
year; each contains two records of-
fering a total (usually) of four can-
tatas per boxed set. Thirteen sets

have been released so far, contain-
ing the first fifty cantatas of the
Bach-Gesellschaft listing (BWV 1

* Telefunken is likely to have an au-
thoritative command over Bach's recorded
literature by the tricentennial. They are

also releasing his complete organ lvorks
performed by Michel ChaPuis.



through BWV 50). This systematic
approach curiously lends variety to
each set, for the numbering system
does not correspond to the order in
which the cantatas were written
(*r, for instance, the Mozaft

K<ichel listing attempts to do), nor
does it group them according ro
the time of the ecclesiastical year
for which they were written; the
numbers merely indicate the order
in which the works were published
by the Gesellschaft over a hundred
years ago. Thus, the first Telefun-
ken set contains Cantata 3, "Ach
Gott, uie Manches Herzeleid,"
written in 1725 for the second Sun-
day after Epiphany, and the well-
known Cantata 4, "Christ log in
Todesbanden," probably written in
1707 or 1708 for Easter Sunday,
according to the Iatest research.
These are very different works, and
it is interesting to hear them, so to
speak, back to back.

Included in each set are three
booklets of notes which practically
exhaust the possibilities for com-
plete documentation. One contains
a brief and informed historical
essay about the cantatas by Alfred
Diirr (whose research has radically
changed the established dating of
the cantatas through examination
of watermarks, handwriting, and
style), and an essay by Ff arnon-
court about the motivations behind
the recording project. Dtirr also
contributes a brief analysis of each
cantata in the second booklet
which contains the complete text
in thE original and in English and
French translations, and a discus-
sion of the specific problems of
scoring and instrumentation that
arise in performance. Finally, in-
cluded in every set is the full musi-
cal score for each cantata in minia-
ture reproduction of the Gesell-
schaft edition, or, if it is available,
the Neue Werke edition.

The inclusion of the score is evi-
dence of the higher intentions of
.the project, of its seriousness, its
announced willingness to be
judged by the letter of the texr. Ir
also allows a look at Bach's pic-
torical musical language. "Musica
poetica," a baroque musical affec-
tation practiced earlier by Schiitz
and Buxtehude, was raised to a
new level by Bach. Albert Schweitz-
er's Bach contains nearly a com-

plete concordance of Bach's sym-
bolic musical vocabulary for the
translation of emotion, in which
the melodic line and the continuo
line combine to paint individual
words as well as the overall spirit
of the piece. Thus, the word "de-
scent" is sung with a descending
line; "grief" is accompanied by
chromaticism. There are even can-
onical rhythms for joy (an eighth
followed by two sixteenths) and
sorrow (a "sighing" motif consist-
ing of two slurred descending six-
teenths with a strong accent on the
first note of the group). Seeing the
score emphasizes these effects even
more. Satan is pictured in a wind-
ing serpentine series of thirty-sec-
onds that blacken the staff. To rep-
resent freedom from earthly ties,
the continuo line is omitted. Arias
dealing with faith are fugal. The
score also reveals effects that might
be inaudible, such as Bach's predi-
lection for numerical symbolism.*

If the inclusion of the score is
important to the apprehension of
the works, the inclusion of the texts
is essential, for they were the start-
ing point of Bach's own interpreta-
tive project. In this connection it is
unfortunate that the English trans-
lation provided does not attempt to
be literal. Even minor liberties
change the spirit of the texr:
"Liebstey Jesu, mein uerlangen"
should not be translated. "Dearest
Jesus sore I need thee," rvhich se-
verely restricts the erotic connota-
tions of the words, but "Dearest
Jesus, my craving," or "objet de
mes ddsirs," as the French transla-
tion has it. There is also at least
one really curious instance of mis-
translation that borders on the de-
liberately deceptive: "Friede i)ber
Israel," rendered correctly in
French as "Paix sur Isradlr" ap-
pears in English as "Peace be unto
all Mankind." This gratuitous ecu-
menicism is all the more out of
place in a project which when it
comes to musical translation prides
itself on being as literal as possible.

Still, the degree to which Har-
noncourt and Leonhardt have suc-
ceeded in their undertaking is not
to be measured by the English
translations of the texts or by the
inclusion of scores and commen-
tary, but by the interpretations
they offer of the music. Because
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their project is meant to be defini-
tive, questions may be raised about
it of a musicological nature. There
has already been some questioning,
for instance, of whether Bach did
indeed use the lower performance
pitch that Ffarnoncourr says he
did. Furthermoie, some of Harnon-
court:s choices of instruments and
the size of his orchestral forces have
been challenged, as have some of
his phrasings. And it has been
argued that the practice of Bach in
St. Thomas's may not really have
been indicative of the general per-
forming practice of his time since
he may have had to make compro-
mises on the basis of the forces and
talent available to him.

Bur the heart of the matter is the
performance, and at the heart of
the performance is Harnoncourt's
ideology of authenticity, in the
service of which he goes to such
lengths as personally researching
the score and using male sopranos

-boys, not castrati-and vintage in-
struments whose dates and makes
are listed with each recording. For
his recording of the Brandenburg
Concertos he chose as his studio the
baroque hall of Schcinberg Palace
in Vienna. All of this is meant to
return the listener to the sound and
style of the music as it was orig-
inally performed, and so release
him from the illusions of interven-
ing history. Does it work?

When one first listens to these
performances, the ear has to adjust
to new timbres and sounds. It is
somewhat like shifting one's gaze at

* The Crucifixus of the B-minor Mass
is written over a passacaglia bass line
ominously repeated thirteen timeS. There
are more obscure inStances. Harnoncourt
points out in his comments on the St.
Matthew Passion that the number of notes
in the continuo line occurring under
three passages describing an earthquake
refer to the numbers of the psalms in
which the descriptions appear. Karl Geir-
enger, in his fine biography of Bach, dis-
cusses a canon Bach wrote for a musical
society after Handel had joined: .,The
bass of the canon is borrowed from a
chaconne by Handel. The composition,s
first measure contains eight notes and the
whole piece, including the imitations,
sixty notes. A person conversant with the
number-alphabet would not find ii dif-
ficult to discover the hidden meaning.
Apparently 8 stands for the first letter of
Handel, and 60 for his full name (G.F.
Handel)."
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an art exhibition from an ebullient
Impressionist painting to a finelY
detailed etching by Rembrandt. It
is not merely the quantity of sound
which has changed, but also the
quality, which is more restrained,
less smooth, somewhat reedier
though no less Passionate than in
"modern" renditions of Bach. The
older baroque instruments used in
these recordings are richer in over-
tones and more distinctive-in color
than newer ones. Gut strings and
baroque bows cause the string in-
struments to sound as if the notes
were being phYsicallY Pulled out
from them, drawn from their in-
nards. There are differences of ar-

ticulation too; just as a harpsichord
will not phrase the waY a Piano
does, the smooth effortless line of

' the contemporary orchestra is re-

placed here by an earthier, almost
wavering, song-like quality which is

transparent even in ensemble.
Once one has entered this alien

world, variations can be discerned,
especially as between Harnoncourt
and his colleague Leonhardt. It has

been pointed out that E{arnoncourt
speaks with the voice of the Vien-
nese school of string PlaYing and
Leonhardt with the voice of the
Northern keyboard tradition (Har-
noncourt plays the gamba in his re-

cordings, Leonhardt the organ
continuo); Leonhardt's Perform-
ances, of sixteen out of these fiftY
cantatas, consequentlY have a more
direct quality. And where Harnon-
court uses the emotive Power of the
strings to vary the intensity of his
short but lush Phrases, Leonhardt
seems to Prefer a more even Phras-
ing technique. Yet the two have
essentially similar ideas, and one
can speak of the performances as a

unified, joint effort.
Many of the performances, quite

simply, are exquisite. The baroque
instruments combine well with the
human voice, and every line, in-
cluding the often lost continuo

"foundation, remains clear. One re-

lishes, too, the sound of the in-
strumental combinations alone-the
breathy baroque flute PlaYing
alongside a violin, a tenor's voice
echoing a phrase of the oboe. The
clarity of texture gives even the
fullest choral movements an excite-
ment that comes from being able to
hear each voice. The soloists (.*-

cept for the soPranos) are uni-
formly fine, The recitatives are ex-

cellent and serve as effective tex-
tual and dramatic bridges between
movements; the chorales which
close most of the cantatas can be
quite moving, and seal the Pieces as

they should:
But the recordings do not Pro-

vide a wholly satisfactory encoun-
ter with the cantatas. There ate,
first of all, occasional problems with
tempos (as in the bass aria in Can-
tata 13, with its overdone 'igroan-
ing and weeping," or in the so-

prano aria in Cantata 31 where the
tempo is too fast to convey the
death-wish quality of the words,
"Final hour break over me"), and
in some places phrasing is exagger-
ated; Flarnoncourt's recurring pul-
sations especially disrupt the long
line of the music. Bach himself
stressed the need for cantabile play-
irg, the art of singing each in-
'strumental line as though with a

human voice, but Flarnoncourt's
strings sometimes seem to ParodY
the human voice in its most dis-

torted moments. His instrumental
treatment, for examP1e, of the aria,
"Our mouths and sounding
strings," from the first cantata,
mocks the meaning of the words.
The playing can become baroque
in the derogatory sense; one hears

the concentrated attention being
paid to individual phrases and to
filigree, but the whole is oblique, a

misshapen pearl.
The long line which is often

missing in these Performances
should carry the listener through
the entire work; it gives the work
its drama. And these Pieces are
founded on dramatic PrinciPles;
they were meant to affect the lis-
tener through a kind of cathartic
transformation that would prepare
him for the church sermon that fol-
Iowed. The pieces embodY both the
subjective trials of faith and the
answers of Lutheranism to those

trials. Whether the cantatas take a
traditional Lutheran choral hYmn
and play out its meanings in har-
mony and word, as in ."Christ lag
in Todesbanden," or base them-
selves o1r a pietistic text arising out
of the Gospel, as in the other
Easter cantata, "Der Himmel
Lachi," the effect m-ust be total and
totally dramatic.

The cantatas are Bach's double
interpretation of the librettist's
text and of the more abstract
"text" of religious faith, both trans-
lated into musical form through
word painting and counterpoint.
And Bach's musical genius also has
two sides, or faces, "one face look-
ing back to the epoch of formal
architectonic structure, the other
turned toward the future-toward
the freest subjectivity of musical
speech," in the words of the Pianist
Von Liipke. The task of the Per-
fonner is to encompass both these

double aspects, balancing the fixed
canons of form against the demands
of subjectivity, Lutheran orthodoxy
against the silent inwardness of
mystical pietism. If these record-
ings are not entirely satisfying, it is

because they sometimes lack this
balance or necessary tension, a de-

fect traceable to their too-rigid ad-
herence to the ideal of literal au-
thenticity.

FIanNoNcouRT has argued that he

chose his method of presentation
for artistic reasons, not merely his-
torical ones: the music, he believes,
is best served by these instruments
and this mode of performance. But
in several instances the text as a
whole suffers. One such instance is

the introductory orchestral sonata
to Cantata 31. The cantata was
written at Weimar in the "choir
pitch" of the Weimar organ which
was tuned a minor third above

the "chamber pitch" of the wood-
winds. Since the violins at Weimar
were tuned to the organ's Pitch, the
woodwinds had to transpose uP-

ward a minor third to PlaY in tune.
To recreate the original Perform-
ance Flarnoncourt follows the same
practice and retunes the strings.
"Naturally," he writes, "a com-
pletely unusual sound Picture of
the string orchestra results from
this today." This is an understate-
ment: the sound is unnatural, the
music is utterly destroYed. The
movement, scored for a full orches-

tra with trumpet fanfares, is meant
to herald the joy of the choral sec-

ond movement, "Der Himmel
lacht." As played, the Piece fails
dramatically as well as musicallY,
and the tinny bodiless sound onlY
adds to the difficulties created bY a
labored and varying tempo.



Ff arnoncourt's "solution" seems
all the more strange when one con-
siders Bach's own handling of the
scoring problem when lte took the
score to Leipzig. There, the violins
customarily played in the lower
"chamber pitch," so Bach simply
transposed the organ part down-
ward; in this way the strings did
not have to be retuned, and the
problem of inaccessible depths in
the woodwind scores was solved
by altering the instrumentation.
Bach's emergency solution, which
must have sounded satisfactory, in-
volved a change in the scoring and
in Harnoncourt's reasoning would
supposedly have been "inauthen-
tic" because the Leipzig perfor-
mance differed from the Weimar
one. In fact one of the issues at
stake here, Bach's performance
pitch as compared with today's, is
still an open question.

Doclrerrc authenticity leads to an-
other difficulty when it extends, as
it does in these performances, to
the use of boy sopranos. Just as

Shakespeare, had the choice been
open, might not have wished a
twelve-year-old boy to appear as
Lady Macbeth or Cordelia, so Bach
might well have regarded the use
of boy sopranos as an unfortunate
if necessary compromise-the dra-
matic meaning of many cantatas
would appear to require a woman's
voice. The duets for soprano and
bass suffer especially, since the two
voices typically represent the Soul
and Christ respectively, the Soul
being also the Bride to Christ the
Bridegroom (following the Chris-
tian interpretation of the Song of
Songs) . These arias are known as
erotic duets, and not merely for
their sensuous intertwining of
voices. Cantata 140:

Sour: When will you come,
my Salvation?

Jrsus: I am coming thy Part.
(Thine own)

Sour: I wait with burning oil.
Open the hall
To the heavenly feast.

Jesus: I open the hall
To the heavenly feast.

Sour: Come, Jesus!
Jrsus: Come, beloved soul!*

Cantata 2l has a duet only a bit
Iess suggestive: "Come Jesus, revive

and gladden my soul with thy re-
gard," the Soul pleads, "fa ich
homme und erquicke," replies
Jesus. "Indeed thou art saved, I
love thee." The two voices repeat
and reply, .'Kon1,nl mein Jesu, Ja
ich homme."
. When a boy soprano sings the

part of the soul, any potentiality
for soul-quickening seems to van-
ish: instead of a woman longing for
her lover, we have a boy innocently
seeking the protection of an older
man in disturbingly insinuating
language

Albert Schweitzer once argued
that "a time will come when boy
sopranos would again be used in
these pieces because of the natural
lightness of boys' voices'l and their
"full, penetrating, objective tone."
But the objective tone is just the
problem when the voice must ad-
dress itself to Bach's most subjec-
tive texts: "Sighing, tears, distress,
grief . . prey upon my distressed
heart." "Flour of parting, come to
me"; "the grievous night of sor-
rows presses down my faltering
heart." Sung by a twelve-year-old
boy, these words seem almost bi-
zarre (comparable, perhaps, to hav-
irrg a boy soprano sing Mahler's
Das Lied aon cler Erde). The
drama of the soul, the driving force
of eros, .are hard to locate in the
"objective" tone and rnusical im-
maturity of a child. Though the
voices and phrasing are at times
beautiful, more often there are au-
dible breath and intonation prob-
Iems, and one never senses the
depth of feeling.that a mature art-
ist can deliver. (Is it an indication
of their acknowledgment of the
problem that Leonhardt and Har-
noncourt by and large omit the so-
prano soloists' names from these re-
cordings?) '

Lrrnner authenticity of this kind
denies a musical text's historical
life of transmutation and interpre-
tation. Ffarnoncourt says that his
recordings are an attempt "at re-
leasing the great old music from its
historical amalgamation with the
classical symphonic sound and by
means of the transparent and char-
acteristic selection of old instru-
ments, at finding a truly modern
interpretation." He is right to call
his interpretation modern; it
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would nbt have been possible be-
fore the extensive scholarship of
this century, not to mention its en-
gineering and technology. Nor is
the !'release" he speaks of to be
scoffed at, especially when he has
in mind performances that have ob-
scured the music "with an unsorted
blend of geniality, traditions of the
l9th century, and ignorance." But
the past cannot be simply invali-
dated, and release is not the same
thing ds replacement. In what sense
can the revival of the harpsichord
be said to have provided a release
from piano interpretations of
Bach? Indeed, even the most "in-
authentic" approaches to each of
these instruments, Wanda Lan-
dowska's romantic harpsichord and
Glenn Gould's eccentric piano, can
live side by side together and speak
through recordings to equally im-
portant aspects of Bach's genius.

The dogma of authenticity must
in the end come up against the ul-
timate irreversibility of historical
musical sensibility. Igor Stravinsky,
in his Poetics of Music, tells of
one encounter with the extreme
"archeological" approach:

One day the Comddie francaise
was rehearsing a medieval play
in which the celebrated actor
Mounet-Sully, according to the
author's directions, had to swear
an oath on an o1d Bible. For re-
hearsals the old Bible had been
replaced by a telephone direc-
tory. "The script calls for an old
Bible," roared Mounet-Sully.
"Get me an old Bible!" Jules
Claretie, the director of the
Comddie, promptly rushed to his
library to find a copy of the two
testaments in a magnificent old
edition and brought it trium-
phantly to the actor. "Ffere you
ate, rnon ch.er Doyen," said Clar-
etie, "a l5th-century edition. . . ."
"Fifteenth century!" said Mounet-
Sully. "But then at that 'time
it was brand new. . . ."

This is l{arnoncourt's dilemma,
too. His recordings are recordings
of old music in an old style. But at
the time the music was written, it
was brand new. It spoke naturally
in its new language, and its inter-
preter needed no scholarly research
to uncover methods of trill execu-
tions, of filling out a figured bass,

* Translation by Joshua Rifkin.
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or of improvising in a baroque
manner upon a theme. What haP-
pens today when one attempts to re-
create that mornent by denying the
past three hundred years of musical
history is similar to the dilemma
facing a contemporary composer
who sits down to write an "authen-
tic" baroque prelude and fugue.
What emerges is a stylization-a
creation that arises out of imitation
and the rules of imitation, rather
than out of the wellsprings of con-
temporary consciousness.

Musrcer orthodoxy insists that the
texts of the past are primarily his-
torical documents rather than artis-
tic ones, and to the extent that they
speak to the present they must do
so with the voice of the past, to the
extent they are to be aPProPriated
artistically they can be appropri-
ated in only one mode. This thesis
is as misapplied to music as it is to
exegesis of the Bible. If a text is

not responsive to different con-
sciousnesses it will not last, but will
become ap archeological work, of
interest only to cultural historians.
The Bible has responded with
equanimity to medieval scholasti-
cism, gnostic mysticism, Freudian
analysis, and existential hermeneu-
tics, because it is a work open with
possibility. So with the musical
texts of the past. Chopin is reputed
to have said, after hearing Liszt per-
form a Chopin Nocturne: "Whose
piece is this?"

Landowska once wrote: "At no
time in the course of my work have
I ever tried to reproduce exactly
what the old masters did. Instead, I
study, I scrutinize, I love, and I re-
create." The word bacchante, she

said, "would suit me ., but one
that works hard, zealous as a

schoolgirl, trying to understand the
letter, fustigating herself 'to make
it sound,' and then forgetting every-
thing-books and laws-unleashed,
intoxicated with freedom." This
is the secret of playing Bach "his
way." E{arnoncourt's and Leon-
hardt's performances are not en-
tirely successful partly because they
ignore this secret. Their interpre-
tations tend to be stylized and
overdrawn, and so much attention
is paid to detail that the drama
gets lost. The reluctance to take
risks in interpretation robs the

music of the force which i, lrirtef/
at in these recordings but seldom
fully expressed-the force not of
the original "live" presentation but
the force of the musical drama
which speaks both for itself and for
its religious roots.

Yet it would be. surprising in-
deed if anybody could perform
every one of the cantatas with its
full mystery and drama. These re-
cordings are important for the
scholarship they reflect, for their
restoration of a "baroque" sound,
for their de-bowdlerization of the
text. After hearing them and living
in their world it is difficult to go
back to the performances of Karl
Richter, or Robert Shaw, without
missing the clarity of articulated
phrase and audible score which
Ffarnoncourt and Leonhardt
achieve. And whatever quarrels one
might have with the ideology that
lies behind the performances one
must acknowledge their eloquent
beauty which recalls the feeling of
absolute necessity in Bach's works,
as though the entire piece were em-
anating out of a single theme. Te-
lefunken, with its clear recordings

and lavish presentation, has served
the performances well. Certainly
any lover of Bach should own at
least one of these sets, not because
their "authenticity" grants them
any sort of priority, but because
they offer a new view of the canta-
tas by representing them in yet an-
other of their many possible incar-
nations.

Nore

The following works by Bach per-
formed with original instruments
are among those available on the
Telefunken label, distributed by
London Imlrcrts:

Bran denb urg C oncertos, 2635043
Christrnas Oratorio, 641124
Das Kantatenwerh. Volumes l-

13, Cantatas 1-50, 26 records,
2635027-36, 2635269, 2635283-
84.

Harpsichor d C oncer tos, 5635049
Mass in B-minor, 3635019
Musical O fi ering, 3635022
O rchestral Suite s, 2635046
St. J ohn Passion, 3635018
St. Matthew Passion, 4635047

Movies

Obsessions

William S. Pechter

y FTDGETED my way through at
I least two-thirds of. The Story of
Adble F/., waiting for it to get off
the ground. The materials are all
impressive: the daughter of a re-
mote and famous father, trying to
wrest her own identity from un-
der her father's shadow, even
while vying for his affections with
the memory of a favored younger
sister no longer alive; her own tor-
tured feelings about that younger
sister and her death; and, above

all, her pursuit to the point of ob-
session of an unrequited love, a
pursuit which serves not only as a
rebellion against her father's wishes
but as her attempt to find a call-
ing for herself to equal his. But
though Addle, the headstrong hero-
ine of this new film by Frangois
Truffaut, is clearly in the line of
those earlier heroines ol Jules and
Jim and Two English Girls (hero-
ines about whom Truffaut plainly
feels some deep ambivalence), the


