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Bach wrote the motet "Jesu meine Freude" for the occasion of a funeral. That
was 251 years ago. Since then this motet has been performed and recorded
innumerable times in circumstances quite unrelated to its original purpose.
Such a change is quite normal in art. Some commentators would call it change
from 'Gebrauchsmusik’ (functional music) to music for its own sake.

The motet “Jesu meine Freude" exemplifies this process in both ways: from

Bach backwards to the beginning of Western music, and from Bach forward to
today. To be more specific: Bach living in his time used long-established
conventions such as harmonic and contrapuntal’ procedures, the "motet” idiom,
Bible texts, or & melody published long pefore his time as a tchorale". He
rethought and preframed them - partly changing their original meaning according
to his needs and professional duties as Cantor in Leipzig. This rethinking
is not at all unusual and by no means revolutionary. 1t is a process con=
ditioned by changes in social structures, aesthetic values, or even technical
performing conditions - and this applies to us as much as it applied to Bach.

Today we use the legacies of the past - such as this Bach motet - and partly
change their original meaning. The original funeral music has become 2 free
standing piece of music "literature". We perform it in churches, concert

halls, or even in the open air. We often use different instrumentations

or bigger choirs with different colours (women's instead of boy's voices).
The interpretation is different: for example, the speed is faster and there
are more dramatic accents. We reinterpret the past in the light of the
present: in his day Bach did likewise.

This performance combines the Bachmotet with several tapes. One of the tapes
contains a lecture by the American composer, John Cage. Thus we are faced
with a product that extends from the pre-Bach concept of the motet (le mot =
the word), up to today - today, where a single tone isn't regarded only as
(.e.g.) a pesult of striking the key of a piano, but as a result of speeded-up
impulses, and where many impulses are perceived as sound. The tape (live

and electronic sounds) helps to bring ideas to the surface, assisting Cage or
Bach, or else being independent. For example, Bach's extra rest on the word
“nothing" is a different handling of the same idea by Cage, the idea of silence.
The compositional technicality of a retrograde (the same melody backwards) can

be easi%y de}monstrated by reversing a tape section. The tape interacting with
the cheir yu?.lds shapes and lines or distorts them, making this distortion
another quality to which the choir will react. The choir alone - a cappella -

explores different aspects of the Chorale by keeping the pitches and changing
the rhythm, or vice versa.

The‘aiqm is not to show a new Bach or an old Cage, but to make music today.
Music in our century seems to have developed so fast beyond our conaepts of
understanding that we often find difficulty ¥ keeping up with this development,
whereas the jump in one century from the horse as a moving category to the jet
plane ia a3 "patural” and accepted phenomenon.
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