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PARODY SOURCES FOR THE “ET RESURREXIT” CHORUS:

 FACTS AND SUPPOSITIONS

T
he opinion that the “Et resurrexit tertia die” chorus from the

“Credo” movement of Bach’s Mass in B minor (BWV 232)

is in fact a parody was first proffered by Friedrich Smend as

early as 1956.  As in the case of the chorus “Gloria in excelsis Deo,”1

Smend believed that the passage was an adaptation of the introductory

movement from a now lost instrumental concerto by Bach.  The2

hypothesis was grounded mainly on the evidently concerto-like quality

of both the mighty choruses. In the wake of Smend’s theory, in the

1950s a growing conviction was felt that Bach’s Mass in B minor was

in fact predominantly made up of parodies.  To date, only seven3


