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Liner notes

JOHANN SEBASTIAN BACH: FORGOTTEN AND REDISCOVERED

After Bach was almost completely forgotten in the 19th century, save for a
small group of Bach scholars, much was made up for in the 20th century,
with the 250th anniversary of his death in 2000 sparking an array of
commemoration events, focussing more attention on the composer than
ever before. In 1899 the famous conductor Willem Mengelberg initiated
the now traditional annual Palm Sunday performance of the St Matthew
Passion by the Concertgebouw Orchestra in Amsterdam. In 1900 the Neue
Bachgesellschaft was founded, embarking on a new complete edition and
propagating Bach and his music in Germany through festivals and the
establishment of the Bach Museum in Eisenach, Bach’s birthplace. The first
Bach festival took place in Berlin in 1901. In 1904 publication of the Bach-
Jahrbuch commenced, a series of books containing studies and articles that
still appears annually. A year later a study of the performance of Bach’s
music was published by Wanda Landowska, the first pianist to play Bach in
public on a harpsichord. In the same year the celebrated doctor,
theologian and organist Albert Schweitzer published his authoritative work
on Bach and his music. And precisely 200 years after Bach’s death (1950),
Wolfgang Schmieder’s
classification and numbering of Bach’s music that he introduced half a
century ago is still internationally current: the so-called BWV numbers
(Bach’s Werke Verzeichnis, or index of Bach’s works).

catalogue of Bach’s works appeared. The

Bach and the European styles

Though considered old-fashioned and severe in his later years, as a young
man Bach was highly conscious of the musical fashions of his time. He was
fond of all those strange sounds and colours, approaching and imitating
them with his typically German solidity. In the course of his life he
gathered together an enormous library, including not only countless works
from bygone centuries but also the newest fashionable pieces by French,
Italian and German composers. Thus we know today what he studied and
arranged: Frescobaldi, Froberger, Lully, Corelli, Albinoni, Marcello,
Couperin, Dieupart, Kuhnau and Vivaldi. And Bach had the ability to absorb
all these different fashions and styles, to adapt them to his own purpose,
and even to far surpass his examples.

Youth

Bach probably underwent his very first musical experience in 1685 in the
womb of his mother Elisabeth, who came from a musical family. His father
too, like generations of the Bach family before him, was employed as a
town piper, violinist and trumpeter in Eisenach, the small town in east-
German Thuringia where Bach was born on 21 March 1685. There the
young Sebastian attended the same school as the church reformer Martin
Luther 190 years earlier. Hardly ten years old, Bach lost both parents
within a short time and was taken in by his eldest brother Johann
Christoph, organist in Ohrdruf and probably Bach’s first organ and
harpsichord teacher. About five years later Johann Christoph was no longer
able to support his young brother, and in 1700 Sebastian, with his school
friend Georg Erdmann, set out for Luneburg. There they attended the
‘Gymnasium’ free of charge, in return for which they were obliged to sing
daily in the choir of the Michaeliskirche. Like an insatiable sponge, the
young Bach absorbed the great musical tradition of St Michael’s school in
Lineburg, making his way through the contents of its celebrated library of
church music.

The French style and The Netherlands’ art of variation

In LUneburg Bach became acquainted not only with German choral music,
but also with the French language, French culture and French music: St.
Michael’s school also boasted a ‘Ritteracademie’, a school for the sons of
wealthy nobility where French was spoken, French customs and etiquette

were practised, and concerts of French music were frequently given by the
duke’s French orchestra from nearby Celle.

Bach was probably taught in Lineburg by the organist Georg Bohm, a
French-orientated composer who, like Bach, originated from Thuringia. In
the summer holidays he sometimes walked 48 kilometres northwards to
hear the celebrated organist Reincken play in Hamburg. At the age of 78
this Deventer-born organist and representative of the Amsterdam organ
school of Jan Pieterszoon Sweelinck was still filling St Catherine’s church in
Hamburg with his breathtaking

improvisations. Bach absorbed all these impressions and brought them to
fruition in his own organ playing and compositions.

Organist in Arnstadt and Miihlhausen

In 1703 Bach accepted his first real appointment, as organist of the New
Church in Arnstadt on his native Thuringian ground. Bach was truly
obsessed by the organ at the time, resolutely refusing to rehearse with the
boys’ choir. The conflict with his employers escalated in 1705, when Bach
walked 200 kilometres to Lubeck and stayed there two months longer than
agreed in order to listen to the organ playing and church music of the
organist Dieterich Buxtehude. Upon his
demonstrated his new virtuosic playing during the service, throwing the
entire congregation into confusion and making his position in Arnstadt
untenable. Moreover, he was accused of creeping into the wine cellar
during sermons and making music in the church with ‘a strange maiden’,
probably his niece Maria Barbara. After his departure from Arnstadt Bach
became organist of the Blasiuskirche in Muhlhausen in 1707, where he
composed organ works and cantatas, married his niece Maria Barbara and
set off again after only one year; it is clear that in this year Bach, with his
quickly growing reputation as an organ virtuoso and self-willed composer,
had outgrown the limited scope of this Thuringian city.

return to Arnstadt Bach

The world-famous Toccata and Fugue in D minor BWV565 was written
during the Miihlhausen period. The piece seems to begin with a flash of
lightning, followed by a terrific burst of thunder in the full organ chords;
this and further excitement late on in the work has ensured that it has
become and remains Bach’s most famous organ piece. In the year 1708 the
composer’s career planning took an important step forwards: in both
financial and artistic terms he doubled his prospects by accepting a post in
Weimar as court organist, chamber musician and concertmaster at the
court of Duke Wilhelm Ernst of Sachsen-Weimar.

The Vivaldi fashion

We now know that the duke’s nephew Prince Johann Ernst, who studied in
Utrecht, purchased large quantities of new music in Amsterdam,
particularly concertos by Vivaldi, and unleashed a veritable Vivaldi rage
upon his return to Weimar. Thus it was here that Bach made his first
acquaintance with the new Italian concertos by Vivaldi and others: without
ever setting foot in Italy, he allowed himself to be carried along by this
fashion, arranging Vivaldi’s concertos for harpsichord solo and composing
his own concertos according to the Italian’s example.

The well-known Brandenburg Concertos owe their existence largely to
Bach’s familiarity with Vivaldi’'s music; and the Violin Concerto in E major
bears witness not only to his fascination with Vivaldi, whose example he
leaves far behind him, but also to his love of the violin, an instrument that
he played himself (in addition to the organ, harpsichord and clavichord). As
well as organ works, Bach also composed cantatas and concertos in the
Italian style in Weimar. From his marriage to Maria Barbara two sons were
born in this city, both of whom were later to become composers: Wilhelm
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Friedemann (1710) and Carl Philipp Emanuel (1714). Once again Bach
became involved in a conflict with his employer, a struggle that again
concerned Bach’s artistic freedom, since he also worked for one of the
duke’s rivals and refused to stop doing so. Bach refused to be ordered
around, applied for a position as chapelmaster in Cothen, and was
subsequently imprisoned for a month by the duke. Thereafter, in 1717, he
was allowed to leave for Céthen. And so one of the most creative episodes
in Western music history came to an unbelievable end.

Cothen

In Cothen Bach achieved more personal and artistic freedom, becoming
Chapelmaster of the court orchestra of Prince Leopold von Anhalt-Céthen,
a fanatical music lover of only 23 years of age. However Calvinist the court
may have been, and however strong-willed Leopold’s mother, the prince
reserved no less than a quarter of the court’s expenditure for his orchestra.
He frequently joined in on the violin, viola da gamba or harpsichord,
playing along with the best virtuosi whom he had bribed away from Berlin
or elsewhere. And now he had even managed to contract the phenomenon
Bach!

The prince would probably be completely forgotten by now, were it not
that in Cothen Bach wrote unforgettable works that include the
Brandenburg Concertos, the Well-Tempered Clavier Part 1, the Sonatas
and Partitas for solo violin, the Suites for solo cello, the French and English
Suites for the harpsichord, lute works and many other chamber music
pieces. His first wife Maria Barbara died there in 1720, leaving the 35-year-
old Bach with four children: Catharina Dorothea (aged 12), Wilhelm
Friedemann (10), Carl Philipp Emanuel (6) and Johann Gottfried Bernhard
(5). Just over a year later Bach married the talented 20-year-old soprano
Anna Magdalena Wilcken, with whom he had often made music.
Meanwhile he applied for other positions as organist in Hamburg,
chapelmaster in Berlin and, as third choice, cantor in Leipzig. While this
decision of Bach’s to move on is often explained by the cooled musical
passion of Prince Leopold after his marriage to the ‘unmusical’ Princess
Friederike Henriette von Anhalt-Bernburg, it is more likely is that Bach
longed for the big town, for yet more musical challenge and prestige, and
for good schools and universities for his intelligent and musical sons.

Leipzig

Our most familiar impression of Bach is that of the Thomaskirche cantor in
Leipzig. For no less than 27 years he was responsible for the music on
Sundays and Feastdays in the four main churches of Leipzig: St Thomas’, St
Nicholas’, St Peter’s and the New Church. Here he composed his many
cantatas, his now world-famous St John and St Matthew Passions, and the
motets. To perform them, Bach selected students of Leipzig University as
well as the best choristers from the pupils of the neighbouring St Thomas’
school. Choir practices were held on Mondays, Tuesdays, Wednesdays and
Fridays, while on Saturdays there were rehearsals for choir, soloists and
orchestra for the cantata services on Sundays. Often, however, there was
hardly time to rehearse, and much to Bach’s exasperation performances
left much to be desired.

The enormous number of cantatas that Bach wrote in Leipzig (probably
about 250) and their outstanding quality forms one of the most
remarkable creative outbursts in the history of music. In 1729, the year in
which the St Matthew Passion was first performed, Bach became director
of the Leipzig Collegium Musicum, a company of students and professional
musicians founded by Georg Philipp Telemann in 1702. With this group
Bach gave weekly concerts on Friday evenings in Zimmermann's coffee
shop, performing much chamber music (sadly now lost) as well as the
harpsichord concertos (often with his eldest sons Friedemann and
Emanuel) and cantatas. Of the latter the best known is the Coffee Cantata,
a sort of musical advertisement for Zimmermann'’s coffee shop. Moreover,
Bach was appointed composer to the court of the Elector of Sachsen in
Dresden, for which he composed parts of the B Minor Mass. In the
meantime he became the focal point of a growing number of pupils,
including Mizler, Kirnberger and Agricola, who devoted themselves to
theoretical and historical aspects of music. His work with these pupils and
with his two eldest sons exercised a strong influence on later works such as
the Goldberg Variations, the Musical Offering, the Well-Tempered Clavier
Part 2 and the Art of Fugue — severe and oldfashioned compositions, but at

the same time free, fantastical and modern. In 1749 the Lutheran church
musician Bach completed his impressive B Minor Mass, a Mass in the
Roman Catholic tradition. At that time he was probably no longer active as
cantor, since the Leipzig authorities were already making moves to appoint
a successor. Bach was very nearly blind, probably as a result of cataracts,
and was unsuccessfully treated by the English eye surgeon Taylor. He died
on 28 July 1750 after a stroke.

World wonder

In the meantime complete libraries have been filled with books about
Bach, and many will follow on this greatest of musical geniuses of Western
culture. For we now know: without Bach, history would have told an
entirely different story. Indeed, no composer of name in the 19th or 20th
centuries did not devote himself to Bach or feel the pressure of his genius
when composing: his two eldest sons, for instance, knew that they could
hardly equal the talent of their father, and Haydn’s late string quartets and
Mozart’s last symphonies and Requiem would have sounded quite
different without his influence. Beethoven, Mendelssohn, Schumann,
Chopin, Liszt, Brahms, Debussy, Reger and Hindemith, too, played and
unravelled Bach’s works, nourishing their own style with his, while Carl
Maria von Weber considered Bach’s music to be so new and perfect that
everything before him lost its significance. As for Brahms, he claimed that,
if he had had to compose Bach’s Chaconne for solo violin, he would have
become so shocked and wound up that he would have gone mad, while
the pianist and conductor Hans von Bilow believed that if all classical
music were to be lost except for Bach’s Well-Tempered Clavier, all music
could surely be built up again from it: ‘the Well-Tempered Clavier is the
Old Testament and the Piano Sonatas of Beethoven the New, we must
believe in both’. Now, more than 250 years after his death, Bach has an
audience of millions; in Holland alone, thousands of singers and musicians
are involved in dozens of performances of the St Matthew Passion in Holy
Week, with hundreds of thousands listening in churches and concert halls,
or gathered around the radio, to what has been called ‘the Gospel
according to Bach’. These 142 CDs offer a resounding impression of this
great spirit of our Western culture: Johann Sebastian Bach, the severe
Baroque craftsman and the expressive Romantic.

© Clemens Romijn

BRANDENBURG CONCERTOS (CD1-2)

The surviving orchestral works of Johann Sebastian Bach provide examples
of concertos and suites, the two most important orchestral genres in the
late Baroque. Bach dedicated his final versions of the six Brandenburg
Concertos (BWV 1046-1051) on March 24, 1721 to Christian Ludwig, the
Margrave of Brandenburg. Probably each concerto had had earlier
performances (at least two - Nos. 1 and 5 - in different versions) in Weimar
or Cothen. The Brandenburg Concertos are not solo concertos in the sense
in which we understand concertos today, but examples of earlier forms of
concerted music. Each of the six features a different combination of solo
and tutti instruments, combinations that are highly unusual for the late
Baroque. In three of these concertos (Nos. 1, 3 and 6) the orchestra is
divided into well-balanced instrumental groups which pass themes from
one to another in a lively musical dialogue, comparable to a series of
questions and answers. From time to time a solo instrument takes control
of the conversation. The three other concertos (Nos. 2, 4, and 5) are typical
of the concerto grosso, with three or four solo instruments (concertino)
competing with an accompanying group of strings (the ripieno). However,
one solo instrument in each of these concertos stands out above the
others in the concertino (the trumpet, violin, and harpsichord in Nos. 2, 4,
and 5, respectively), thereby creating in effect three solo concertos.
Although not conceived as a group, these six works seem to be brought
together to demonstrate different ways of writing “concertos for several
instruments’, as the autograph title-page calls them.

The first concerto, in F major, is scored for two horns, three oboes,
bassoon, violin (a small violin, called violino piccolo), strings and continuo.
This seems to be an unusual ensemble, but one which Vivaldi used (with
two oboes instead of three) in four concertos. More unusual is the work’s
structure. At first glance it might appear that Bach has merely added a
French-style minuet to the usual three movement concerto. But in fact the
genesis of the work is more complicated than that. An earlier version (BWV
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1046a) without the violino piccolo and called ‘sinfonia’ has only the first
two movements and the minuet (lacking the second trio, the string
polonaise). Bach could have used this piece for an introduction to a longer
work, to Cantata 208, as has been suggested. The new Allegro, the third
movement of the concerto in its well-known version, makes the work
much more of a concerto. But even the style and structure of this
movement point to Bach’s secular vocal music rather than to his other
orchestral works. Bach did, indeed, use it again as the opening chorus of
the secular cantata BWV 207. The music sounds more at home there, with
trumpets, drums and four part chorus. The famous Bach scholar Alfred
Diirr called this unbelievably skilled adaptation of a concerto movement as
a da capo chorus ‘one of Bach’s most remarkable achievements.’

If the first concerto was designed more in the French taste, the other five
are more lItalianate in structure. The second concerto, in F major like the
first, has a solo group consisting of trumpet, recorder, oboe and violin, a
very heterogeneous collection of instruments. In its perfect proportions
this concerto seems to be the very prototype of a concerto grosso. The
trumpet, with its high clarino register, is treated with such virtuosity that
the work gives the impression of a real solo concerto. In the melancholy
middle movement the trumpet is kept silent, but in the Finale it is put to
the forefront again. It announces the jolly main subject and also concludes
this dashing piece.

The Third Brandenburg Concerto is arranged for three groups of strings,
each of which is divided in turn into three parts. The majestic first
movement, with its contending melodic forces and the occasional
emergence of sombre harmonies in the minor, is full of drama. Bach
dispensed with the customary slow second movement. A simple cadence
of only two chords provide the performers with an opportunity to
improvise a cadenza. The breathtaking Finale sounds like a wild chase
among the nine string parts.

The title page of the autograph score of the Brandenburg Concertos and
Bach’s dedication (according to the New Bach Reader) reads as follows:

Six Concertos with several instruments dedicated to His Royal Highness,
Monsieur Christian Ludwig, Margrave of Brandenburg &c. &c. &c, by His
very humble and very obedient servant Johann Sebastian Bach,
Capellmeister of His Most Serene Highness, the Reigning Prince of Anhalt-
Céthen.

Your Royal Highness,

As | had a couple of years ago the pleasure of appearing before Your Royal
Highness, by virtue of Your Highness’s commands, and as | noticed then
that Your Highness took some pleasure in the small talents that Heaven has
given me for Music, and as in taking leave of Your Royal Highness, Your
Highness deigned to

honor me with the command to send Your Highness some pieces of my
composition: | have then in accordance with Your Highness’s most gracious
orders taken the liberty of rendering my most humble duty to Your Royal
Highness with the present concertos, which | have adapted to several
instruments; begging Your Highness most humbly not to judge their
imperfection with the rigor and fine and delicate taste that the whole world
knows Your Highness has for musical pieces; but rather to infer from them
in benign consideration the profound respect and the most humble
obedience that | try to show Your Highness therewith. For the rest, Sir, | beg
your Royal Highness very humbly to have the goodness to continue Your
Highness’s gracious favor toward me, and to be assured that nothing is so
close to my heart as the wish that | may be employed on occasions more
worthy of Your Royal Highness and of Your Highness’s service - |, who
without an equal in zeal am,

Sire, Your Royal Highness’s most humble and obedient servant
Coethen, March 24, 1721 JEAN SEBASTIAN BACH
Although Brandenburg Concertos No.4 and 5 still owe a lot to the concerto

grosso, in each of these works one instrument takes the lead as soloist. In
No.4 a concertino of violin and two recorders is set against the strings. The

second movement, with the violin pre-eminent, has an unmistakable
concertante character.

Technically, the Brandenburg Concerto No.5 is a concerto grosso with
three soloists: flute, violin and harpsichord. It is obvious however, from
Bach’s treatment of the three solo instruments, that he was thinking in
terms of the keyboard concerto. Not only is there a brilliant harpsichord
cadenza of no less than 65 bars towards the end of the first movement, but
throughout this Allegro and in the Finale too, the harpsichord emerges as
the most prominent of the three soloists. The humble harpsichord, whose
role in ensembles had mostly been that of supporting other instruments,
assumes the proud role of leader. Obviously this work was from the outset
intended for the harpsichord and must be considered as the first original
clavier concerto ever written. Probably Bach, who played the part himself,
was inspired to compose it by the exquisite harpsichord he had bought in
1719 for his Prince in Berlin. The thrilling and dramatic first movement is
followed by a melancholic ‘Affettuoso’, played by the three solo
instruments only. The Finale has a completely different mood, shaking off
the strong introspection of the first and second movement. Elements of
the fugue, concerto, gigue and da capo aria have been brought together
here in a skilful combination. A sense of bucolic humor prevails in this
lightweight gigue-like piece.

Brandenburg Concerto No.6 has the most unusual and thinnest scoring of
the set, written for two violas, two viole da gamba, cello and continuo. One
of the gamba parts may have been intended for Prince Leopold, an
enthousiastic amateur on the instrument, because this part offers virtually
no technical difficulties. Bach himself most likely played the first viola part.
After a brilliant first movement full of polyphonic intricacies the Adagio
omits the viole da gamba and gives an expressive and nostalgic melody to
the violas. The finale has the same optimistic mood and rhythmic drive as
the first movement.

© Clemens Romijn

ORCHESTRAL SUITES 1-4 (CD3)

After the six Italianate Brandenburg Concertos this and the following
compact disk offer examples of the other important musical genre in 18th
century Europe: the suite. The great composers of the 17th and 18th
century - like Purcell, Telemann, Bach and Handel - were internationally
oriented pioneers and very aware of the musical fashions of their day, the
most important being the Italian concerto and the French suite. The
Brandenburg Concertos are brilliant examples of Italianate compositions by
a German composer, who, like Telemann, never set a foot on Italian
ground. While France itself was the scene of heated debate between
adherents of the French style against those of the Italian, composers in
neighbouring Austria, Germany and England switched without

any problem from the one style to the other and back again, or even tried
to combine the two, following the example of Frangois Couperin’s Go(ts
Réunis. Telemann, like Bach a real cosmopolitan, produced fine specimens
of this ‘gemischte Geschmack’ [mixed taste], as it was called in German
speaking countries. Tragically for France, around 1750 the musical
controversy brought on dramatic changes of direction in French art. The
final triumph of the Italian style over the French was later made even more
complete by the musical invasion from the East led by composers such as
Schobert and Mannheim’s Stamitz.

Bach referred to his Four Orchestral Suites as ‘Ouvertlren’, which strictly
applies only to the first movements. “Suite’ or ‘Partie’ [partita], though
perfectly appropriate for these pieces, was then usually applied to similar
works for individual instruments, like lute, harpsichord, viola da gamba or
violin. Each of the Four Orchestral Suites begins with a French overture, a
slow, serious section with a dotted rhythm followed by a faster, fugal one,
which leads back to the first section. The other movements are usually
dance forms like sarabandes, gavottes, courantes, bourrées etc.

The Four Orchestral Suites or Overtures (BWV 1066-1069) most likely
orginated in Cothen (Nos. 1 and 4) and Leipzig (Nos. 2 and 3). These last
two are more richly orchestrated and date probably from the years 1729 to
1736 in Bach’s Leipzig years. Each of the Suites has a different
instrumentation and a different combination of dances following an
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opening French overture. Number 2 features solo flute throughout; Nos. 3
and 4 have a more festive character, with three trumpets and timpani.
Very little is known about the origin of these pieces.

This is largely due to the fact that the original manuscripts have been lost
and we are only left with later copies. Rather than being based on one
original source, the Suites as we know them today are the result of diligent
research and detective work, especially in the previous century. In contrast
to the sonata, the suite is an entirely secular form, consisting usually of a
number of dances with or without an introduction prelude or overture.
Although one can find a strong French influence in these suites, the order
of the dances cannot be changed without doing damage to Bachs
intentions, this in contrast to the more arbitrary ordering in suites in the
French style.

Just as in the Brandenburg Concertos in each of the suites certain
instruments come to the foreground, taking full advantage of their
possibilities, especially in the opening movements (the actual overture).
Suite No.1 is for two oboes, bassoon and strings. It is striking how often the
movements are arranged in pairs. Four of the dances are paired with
dances of the same form. Bach seems to have had a preference for
combining the oboes and bassoon to contrast with the tutti sections. In
this overture, this preference is obvious right from the start. The virtuosity
of the flute part in Suite No.2 is one of the most convincing arguments for
dating this piece after Bach’s Céthen period, when he wrote relatively easy
flute parts. The virtuosity demonstrated here gives the work the allure of a
solo concerto. Especially the last movement belongs to the best show
pieces ever written for the flute.

In 1723 Bach moved from Céthen to Leipzig and became what he is mostly
remembered for: cantor of the church of St.Thomas. In 1729 he also took
over the university music society founded by Telemann in 1702, the Leipzig
Collegium Musicum. If, in becoming cantor, Bach’s main attentions had
been directed away from the concertos, sonatas and suites of the Céthen
period and more towards church music, he was now at least presented
with a new opportunity of regularly performing secular works. Bach
probably performed his Four Orchestral Suites - like his harpsichord
concertos and secular cantatas - at the concerts of this Collegium
Musicum. The style and instrumentation of these dazzling pieces for
orchestra suggest that they were conceived in Cothen and played in Leipzig
in some newer version. The French titles to the Suites and their various
dance movements follow examples of the French (Italian born) composer
Jean Baptiste Lully, who put together the dances of his “ballets’ and his
‘opéra-ballets’ to form suites. They found their counterpart in the refined
art of the 17th century French lute and the harpsichord players, and found
their way to Germany through Johann Jakob Froberger, whose’s music was
familiar to Bach. The development leading to the suites of Bach presents
an interesting picture of international cooperation. Briefly stated, Italy
contributed the early development (16th century), England the Gigue,
France the great wealth of dance types (early 17th century), and Germany
the conception of the suite as a unified and definite musical form. In this
way, a new form developed with a basic scheme of Allemande, Courante,
Sarabande and Gigue and was taken over by numerous German
composers. They wrote orchestral suites consisting of a French overture
followed by a series of ‘modern’ dances, such as rigaudon, marche,
chaconne, bourrée and many others. Such suites, briefly called Ouverture
after the initial movement, were written by Johann Kusser, Georg Muffat,
Johann Kaspar Ferdinand Fischer, Johann Joseph Fux, Georg Philipp
Telemann and Bach. Bach also transferred this type of orchestral suite to
the harpsichord in his Franzdsische Ouvertire (French Overture) contained
in his Claviertbung Ill, as did Georg Bohm before him. Bach’s Orchestral
Suites Nos.3 and 4 are in the same key (D major) and scored for nearly the
same group of instruments.

Through the addition of trumpets and timpani to the basic instrumentation
of two oboes and strings, Suite No.3 takes on a festive character. Suite
No.4 also makes use of trumpets, in addition to three oboes, bassoon and
timpani. When young Felix Mendelssohn-Bartholdy played the magnificent
initial movement of No.3 on the piano to Goethe in May 1830, the poet
remarked: ‘There is such pomp and ceremony here that one can actually
see a procession of elegantly dressed people descending a vast flight of

stairs.” Bach himself used the joyous introductory movement of this Suite
for the initial chorus of his Christmas Cantata 110, based on Psalm 126, v.2
with the words: "Then was our mouth filled with laughter and our tongue
with singing.” Perhaps the best known movement of all four suites is the
beautiful Air of No.3. The two Gavottes following the Air have an earthy
sense of humour and the Finale is a turbulent Gigue. In No.4 the three
oboes form an independent trio, which takes on a kind of solo function
from the first movement to the last. Is is frequently expanded into a
quartet by the addition of the bassoon which gives the work a witty charm.
A character piece with the appropriate French title Réjouissane (Rejoicing)
serves as a final movement.

© Clemens Romijn

VIOLIN CONCERTOS (CD4)

Johann Sebastian Bach grew up with the violin; hearing his father play the
instrument was his first musical experience, and it was as a violinist of the
Weimar Hofkapelle that he gained his first public appointment. This
explains why he wrote a sizeable number of solo and ensemble pieces for
this instrument, including several concertos for solo violin, strings and
continuo, two of which (BWV 1041 and 1042) have survived in their
original shape.

For these works Bach chose a musical form which exerted a great
fascination on all Baroque composers: the Italian concerto as established
by Antonio Vivaldi in the early 18th century. Vivaldi introduced the three-
movement solo concerto with its regular alternation of ritornelli for full
orchestra and solo passages, the musical proceedings following a relatively
fixed harmonious pattern: the ritornello keeps the whole structure
together, with the motivic material being presented in a different key each
time it recurs, and the modulations take place in the solo sections which
give the soloist wide scope for virtuoso display. It was mainly during his
Weimar period that Bach took a profound interest in this type of concerto,
arranging seven of Vivaldi’s violin concertos for the keyboard. In fact, he
did not just retain the original form, but modified it considerably. For
example, he relieved the sharp contrast between static ritornello passages
and dynamic solo episodes by linking the two through interconnecting
thematic work. Bach added richness to the musical texture, turning the
concerto into a space for complex polyphonic structures. Yet he remained
true to the basic concept of opposing musical forces.

The two violin concertos, BWV1041 in A minor and BWV1042 in E (early
examples of Bach’s contribution to the genre), were presumably written
around 1720. At that time Bach held the post of Director of Princely
Chamber Music at Céthen. He felt so comfortable at the court of the
musicloving Prince Leopold that he stated: ‘I may well stay here for the rest
of my life’. As a kapellmeister he was mainly entrusted with the
composition and performance of secular chamber and orchestral music,
including the Brandenburg Concertos and the Well-Tempered Clavier.

The two Violin Concertos in A minor and E major provide direct evidence of
the way in which Bach expanded and upgraded the concerto form. The
solo violin is contrasted with a group made up of two violins, viola and
continuo, and in both works the sequence of movements follows the same
pattern: fast—slow—fast. While the A minor concerto’s first movement is
still largely indebted to the model of the Italian concerto in formal terms,
in terms of thematic development the movement is almost chamber-like in
character; Bach derives virtually the entire melodic material of the first
movement from the germinal idea of the first four bars, and here the
orchestra states the energetic opening motive which the soloist
immediately sets out to vary and elaborate. Tutti and solo episodes

ensue in rapid succession, with both sides participating in the process of
thematic development but with the solo violin still given sufficient scope
for virtuoso playfulness.

The slow movements of both concertos, meanwhile, are testimony to
Bach’s powers of lyrical expression. At first we hear the elegiac cantilenas
of the solo violin over an ostinato bass theme in the relative key, there
ensuing a dialogue between the outer parts which respond to each other
in echo-like fashion, moving away and drawing closer again. The theme of
the last movement of the A minor concerto may be seen as a variation of
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the opening motif in the first movement, which means that the motivic
connections are not confined to individual movements. For the final
movement Bach chooses the popular and lively form of the Gigue, which
brings the concerto to a virtuosic and exuberant conclusion.

BWV1042 is similar in design, but its lighter and more brilliant flavour puts
it nearer to the Brandenburg Concertos. Here again, Bach makes full use of
the potential inherent in his germinal motive — an ascending E major triad
— which he then subjects to intensive development in both the tutti and
solo episodes. A deeply expressive Adagio is followed by the final
movement where five unchanged tutti sections and four solo passages
alternate in a simple rondo pattern.

Bach wrote further concertos for solo violin, but sadly the original material
has been lost. However, as scholars discovered early on, virtually all his
concertos for harpsichord are arrangements of earlier instrumental
concertos. The harpsichord concertos BWV1052 and BWV1056 contain
numerous figures clearly written with the technical resources of the violin
in mind. It is quite obvious that Bach used violin concertos, presumably
from his Weimar period, as a basis, simply transforming the violin part into
the upper part of his harpsichord writing, and indeed the autograph scores
of the arrangements make it pos sible to reconstruct the original form of
the concertos. Whether the original concertos are really from Bach’s pen,
however, has again become a matter of controversy in recent years.

© Christiane Krautscheid (Translated by Bernd ZélIner, INTERTEXT)

HARPSICHORD CONCERTOS (CD5-7)

In 1717 Johann Sebastian Bach entered the service of the Prince of Anhalt-
Cothen, an appointment that was to last six fruitful years and during which
the composer produced many of his instrumental works. Indeed, free from
ecclesiastical duties at this Calvinistic court, and with an instrumental
ensemble of about seventeen musicians to direct, Bach was encouraged to
write a collection of violin concertos — all of which date from this tenure.
The Harpsichord Concertos, on the other hand, were the product of Bach’s
association with the Telemann Musical Society (the Leipzig University
Collegium Musicum), a collaboration that began in the 1720s and spanned
almost two decades. It is these complete works that form the subject of
this engaging release.

Just as the organ concerto was Handel’s personal innovation, the
harpsichord concerto owes its origins to Bach, and while Corelli, Vivaldi
and a few other Italians are credited with helping to forge the concerto
grosso and solo concerto for violin, Bach took over — and, as always,
transformed — these forms into something new. Indeed, in requiring music
for both the Collegium Musicum and his sons’ tuition, he transcribed his
own and other’s, including Vivaldi’s, violin concertos for keyboard, thereby
initiating a new form of musical art. The keyboard versions are usually a
tone lower than the originals, and while it may be that the transpositions
were determined by differences in Céthen and Leipzig tunings, it is more
likely that they were necessary to compensate for the harpsichord’s lack of
high e’ prominent in the violin versions. Bach was an inveterate borrower
from himself and even used a number of these concerto movements in his
cantatas. As the canon now stands, there are seven harpsichord concertos
(including BWV1052, see below) which are thought to derive from pre-
existing Bach violin concertos.

While No.2 in E’s movements (BWV1053’s) are used again in two church
cantatas, No.3 in D BWV1054 is a transposition of the Violin Concerto in E,
and both No.4 in A BWV1055 and No.5 in F minor BWV1056 are probably
transcriptions of violin concertos. No.6 BWV1057, meanwhile, is identical
to the Fourth Brandenburg Concerto BWV1049, and No.7 in G minor
BWW1058 is a transcription of the A minor Violin Concerto. Of the three
concertos for two harpsichords, No.3 in C minor BWV1062 is identical to
the Double Violin Concerto in D minor BWV1043, No.2 in C major
BWV1061 is an original work for two harpsichords, and No.1 in C minor
BWV1060 is regarded as a transcription of a lost original for violin and
oboe. There are two concertos for three harpsichords — one in D minor
BWV1063 and one in C major BWV1064 — as well as one for four
harpsichords in A minor BWV1065, a transcription of a concerto for four
violins by Vivaldi. Bach’s lack of consideration for posterity as regards the

editorial issues which surround these works compares both to Dvorak, in
the numbering of his symphonies, and to Mussorgsky, in the confusion of
his opera Boris Godunov.

Of the lost violin concertos, three have survived in the form of harpsichord
transcriptions, and these include CD1’s Concerto No.l1 in D minor
BWV1052 (taken from either Bach’s or another’s concerto, we cannot be
sure) whose solo figurations are often cited as evidence of its true origins.
With its vigorous unison theme, the demonic first movement was later
used by Bach as an organ prelude, and the slow movement as the first
chorus of the Cantata No.146 ‘Wir mussen durch viel Triibsal’. The solemn
and spacious slow movement is also worth noting as regards it use of the
minor mode (G), something which is exceptional in the composer’s
concertos and sonatas, and the construction of the finale is very similar to
that of the first movement: it is built on a ritornello lasting 12 bars, after
which the soloist takes up a toccata-like figure in the first main solo.

The first CD also features the E major Concerto (BWV1053), which may
preserve a lost violin in D or an oboe concerto — although some scholars
think that it was originally conceived for the harpsichord — and the A major
Concerto (BWV1055) which, too, may derive from a lost violin concerto or
a concerto for oboe d’amore. One scholar, W. Mohr, has suggested that
the original version was for a string instrument and not an oboe — probably
a viola, since the range is too low for the violin.

Concertos BWV 1056-1058, 1060 & 1065

The Concerto in F minor for harpsichord and strings (BWV1056) probably
originated from a Violin Concerto in G — a work that, although lost, has
been twice reconstructed in the last few decades. With its Largo also
surviving as a Sinfonia to Cantata No.156, ‘Ich steh mit einem Fuss im
Grabe’, the F minor Concerto is perhaps more lightweight than the
majestic, even dramatic, one in D minor (BWV1052) that lasts almost twice
as long, and its first movement is based on a ritornello whose first four
bars effectively supply all the material for the following development.
While the slow movement, in A flat major, is a long arabesque with a light
and regular accompaniment on the strings, the finale takes the form of a
vigorous allegro movement, full of echo effects like the first movement but
in a more flowing triple time. It is remarkable how much wit and humour
can be expressed in the sombre key of F minor.

The F major Concerto (BWV1057) is Bach’s arrangement of his
Brandenburg Concerto No.4 (BWV1049), dated c.1719, and the only
harpsichord concerto to use two recorders in the accompaniment. The G
minor Concerto (BWV1058), meanwhile, was constructed out of Bach’s
Violin Concerto in A minor (BWV1041) and was composed around 1720.
Here Bach uses the Vivaldian ritornello form for the outer fast movements,
and, by developing Vivaldi’s simple principle with his own original ideas,
transforms it into a richer and more diversified structure. In the first
movement, the clear contrast between solo and tutti is abandoned so that
the whole might be flowing and more unified; commencing with a lively
tempo in which ritornellos and solo episodes alternate in a regular and
symmetrical way, it eventually leads to the second movement — a beautiful
cantilena with ostinato bass, a simple harmonic backing that is repeated
over and over again. The fast Allegro assai, which displays gigue rhythm,
provides an exuberant conclusion to the work.

Bach did not confine himself to simply writing concertos for single solo
harpsichord, and he also composed concertos for two, three and even four
harpsichords accompanied by string orchestra. These works seem once
again to be derived from earlier versions; among the Concertos for two
harpsichords and strings, the one in C minor (BWV1062, see third CD) is
based on the composer’s own Concerto in D minor for two violins
(BWV1043). A second C minor Concerto (BWV1060) is probably the
transcription of a Concerto for oboe and violin which is no longer in
existence, and in both of these works the orchestra fully shares in the
musical elaboration — with beautiful dialogues unfolding between the
harpsichords and the strings. Indeed, the soloists are not always given
leading parts: often one or both of them fulfil the harpsichord’s original
task as filling/a reinforcing continuo instrument, and sometimes the left
hand of one of the players is entrusted with a middle part, so that the
musical texture is enriched.
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The Concerto in A minor for four harpsichords and strings (BWV1065) is, in
fact, the only work whose antecedent is clear — Bach having arranged it
from Vivaldi’s Concerto in B minor for four violins and strings Op.3 No.10.
Earlier on in his career, during his Weimar period, Bach had arranged
several works from this collection into versions for solo harpsichord and
solo organ, and he may have chosen this Vivaldi concerto as a model
because he was challenged by the technical problem of performing with
four harpsichords and presenting himself with three of his pupils.

Concertos BWV 1061-1064

As the above notes explain, Bach did not confine himself to writing
concertos for single solo harpsichord, but also composed concertos for
two, three and even four harpsichords accompanied by string orchestra —
works that, like many of his others, tend to be derived from earlier
versions. The Concerto in C major (BWV1061), however, appears to be an
original composition; while its two keyboard parts exist in autograph, the
string parts, which mainly provide reinforcement, are not preserved in
Bach’s own writing, and thus it seems that the work was initially written
for two harpsichords only — with the orchestration being added at a later
date. In the slow middle movement the strings keep altogether silent, and
in the finale, too, they participate only briefly.

All of the concertos for three or four harpsichords and strings seem to be
arrangements, and it doubted that Bach even wrote the original
compositions. The Concerto in C major (BWV1064), for example, is
probably based on a concerto for three violins and strings in D that has
been reconstructed and published recently; the D minor Concerto
(BWV1063) might be derived from a concerto for flute, violin and oboe —
again, probably not by Bach.

But although not originally conceived for harpsichord, these works deserve
more attention from harpsichordists and other keyboard players than they
have so far received. They occupy an important position in the history of
the keyboard concerto, and perhaps they have an even stronger claim than
Brandenburg Concerto No.5 as the true originators of the genre. Bach'’s
eldest sons, Wilhelm Friedemann and Carl Philip Emanuel, took part in the
performances at Leipzig, and they went on to cultivate the genre of the
harpsichord concerto as composers in Dresden and Berlin. Johann Christian
was, of course, too young to assist his father at his weekly meetings in the
Collegium Musicum, but he undoubtedly played and imitated his elder
brother’s (Carl Philipp Emanuel’s) concertos in Berlin after 1750. His own
concertos for harpsichord or fortepiano, published in London, form the
most important link in the development of the genre between Johann
Sebastian Bach and Mozart.

© Clemens Romijn, 2012

TRIPLE CONCERTO - CONCERTO FOR OBOE D’AMORE

CONCERTO FOR 3 VIOLINS (CD8)

According to Schmieder (BWV = Bach Werke Verzeichnis) the Triple
Concerto in A minor for flute, violin and harpsichord (BWV 1044) was
written after 1730. The first and third movements are a lengthier version
of the Prelude and Fugue in A minor for solo harpsichord (BWV 894) from
c.1717. The middle movement, Adagio, is the second movement of the
third of six sonatas for organ (BWV 527), composed after 1727 or, possibly,
after 1723. The traditional view is that this concerto was developed from
these works. However, in a recent article by Hans Eppstein, it is suggested
that the Prelude and Fuge was itself based on a lost keyboard concerto and
that the Organ Sonata BWV 527 may also be an arrangement of an earlier
instrumental trio, now lost. Eppstein believes that stylistic elements in the
Aminor Triple Concerto point to a composition date around that of
Brandenburg Concerto No.5, ¢.1720, which also has a monumental
concertante part for the harpsichord. When arranging his earlier
harpsichord Prelude and Fugue into the outer movements of the Triple
Concerto Bach not only broadened but also reconstructed the general
form. By reworking and enlarging the original ideas he produced a
staggeringly impressive conception, dramatized further by dynamic
contrasts and (in the Finale) by the confrontation of highly intense solo
lines with the orchestra’s sharp impact. Yet the orchestra is not merely a
contrasting partner to the soloist’ concertino, it also produces a broad
canvas of an obbligato accompagnato. Bach also makes use of unique

effects, such as the combination of harpsichord passages with the
orchestra’s pizzicato before the end of the first movement. The brilliant
effect of inner unity in the first and last movements is achieved by the
ingenious combination of concerto form and fuge, which Bach had already
experimented with in some of his Brandenburg Concertos. The crowning
point of the virtuoso harpsichord part is a magnificent cadence in the last
movement. The second movement, Adagio e dolce, contrasts strongly with
the dramatic first and last movements. Despite all contrapuntal strictness
this music is in a more modern and galant style. Perhaps it is no
coincidence, that Mozart, on the suggestion of Baron Gottfried van
Swieten, transcribed the original organ version for a string trio.

As we have seen above, most of Bach’s fifteen concertos for the
harpsichord (or for two, three or four harpsichords) were produced by re-
writing concertos composed originally for other instruments, usually the
violin. Bach transposed the original key down by a second, so that the work
would fit the range of the harpsichords of Bach’s time. The original
versions have mostly been lost. But a study of Bach’s method of re-writing
works where both versions have been preserved (e.g. the famous Concerto
in D minor for two violins, later arranged for two harpsichords) provides us
with a reliable means of reconstructing the original versions from the later
transcriptions. This is the case with another Concerto in C minor for two
harpsichords (BWV 1060). Its original model, which has been lost, the
Concerto in D minor for oboe and violin was offered in the Breitkopf
catalogue as late as 1764: ‘Bach, G(iovanni) S(ebastian) I. Concerto a Oboe
concert(ato), Violino concert(ato), 2 Violini, Viola, Basso. 1 thl.’ The musical
content and charm of this composition is perhaps even more convincing in
this version, because the sound of the harpsichord in the later version can
only roughly sketch the flowing melody sung by the two melodic
instruments in the slow movement.

The Concerto for two violins, strings and basso continuo in D minor (BWV
1043) is one of the most beautiful works among Bach’s numerous
instrumental music. From the point of view of style, this piece seems to be
archaic in comparison with the two solo violin concertos. The date of
composition is believed to be a little earlier than the others, 1718. This
concerto is written with well-ordered structure in each of the three
movements and with the technique of imitation skillfully employed
throughout. Bach reduced the orchestral contribution substantially in
order not to distract the listeners to much from the solo parts. The weight
of the first movement falls upon the soloists in two long episodes, the tutti
returning only briefly in the middle and at the end. The work reaches its
peak in the second movement, Largo ma non tanto, in a sicilian rhythm, a
sublime duet of beautifully overlapping and imitative phrases.

The Concerto in A major for harpsichord and strings (BWV 1055) is believed
to be a transcription from an earlier version for violin or oboe d’amore.
One scholar, W. Mohr, suggests that the original version was for a stringed
instrument and not an oboe - probably a viola since the range is too low for
the violin. But, in 1939 Donald Tovey suggested - or as some say, even
proved - that the A major Concerto for harpsichord and strings (BWV 1055)
was originally written for the oboe d’amore, an instrument that came into
use around 1720 and remained popular until the end of the 18th century.
© Clemens Romijn, 2012

SONATAS & PARTITAS FOR SOLO VIOLIN (CD9-10)

Johannes Brahms almost bought it. The autograph entitled Sei solo a
violino senza basso accompagnato had suddenly emerged on the market in
about 1890, but because it was very expensive and almost too beautiful to
be real, he let the unique opportunity slip by. It is a fact that even a person
who cannot read music would hardly escape being fascinated by the
energetic vigour of this manuscript. Brahms’s scepticism regarding its
authenticity was altogether justified, for the collection already existed in
other manuscripts which experts had deemed authentic Bach autographs.
Indeed, in comparison with other works by Bach, an astonishing number of
copies of the Sonatas and Partitas for solo violin had circulated in the 18th-
century musical world before the first printed editions were published in
1802. The lasting interest in this music, which was foreign to the tastes of
the time, is perhaps explained by the comment of Johann Nikolaus Forkel,
the first Bach biographer, to the effect that nothing better could be
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recommended to up-and-coming young violinists than precisely these
violin solos without bass. In much the same vein, Ferdinand David, leader
of the Gewandhaus Orchestra, commended his own edition with detailed
performance directions for ‘use in the conservatories’. Numerous other
violinists followed suit and generations of violin students have used these
pieces to perfect their technique and musicality ever since. So it was that
Bach’s works for solo violin had an enduring reputation as valuable study
material during the 19th century. The collection moreover reveals a
conceptual dimension, an intellectual depth and an inexhaustible wealth of
musical ideas that place it as one of the greatest works to have ever been
written for solo violin. Attaining that peak of perfection remains an
adventure — for violinists and listeners alike.

The specification ‘senza basso accompagnato’  (without bass
accompaniment) does not mean that Bach’s six works for solo violin lack a
bass voice. As Johann Philipp Kirnberger noted, they come with their
harmonies built in. Even a modestly knowledgeable listener can hear that.
The polyphony is directly perceptible in the striking accents of the double
and multiple stopping and the spectacular chordal writing. The violin
seems to accompany itself with its own basso continuo or to play a duet
with itself by alternating between a high and a low register. Yet in these
widely varied sonata and dance movements Bach aimed at and realised
polyphony in a much broader sense. The omnipresent harmony seems, as
it were, to be the rich soil out of which the individual forms grow, as if
several voices are latently always present and could emerge any time —
which they do, when monophonic writing unexpectedly fans out into two
and more voices. Harmonies are implied even in a single line of notes, with
what is logically simultaneous seeming to be merely unfolded in time and
even ornamental elements playing their part in the harmonic charge. The
horizontal and the vertical are continually rebalanced against each other.
The use of the solo instrument as such is not extraordinary since,
particularly in German-speaking countries, music for solo violin enjoyed a
popularity established in the 17th century by master violinists like Biber,
Schmeltzer, Westhoff and Johann Jakob Walther. The consistency with
which Bach explores the potential of polyphony on the violin is, however,
unprecedented.

It is therefore only logical that the fugue, the most demanding of all
polyphonic disciplines, is so extensively present in the three sonatas. In
these works, the representation of independent voices is taken to the
limits of what is technically possible and musically imaginable. Because the
violin is a ‘melody instrument’ and is not able to produce several complete
fugal voices simultaneously in the manner of the organ, much of the
writing is inevitably implicative and fragmentary. By exploiting the full
potential of the instrument, Bach succeeds in suggesting a complete,
complex fugal architecture to the listener. His great achievement climaxes
in the 354-bar fugue in the Third Sonata, which is as monumental as a
cathedral and as transparent as a castle in the air. Paradoxically, Bach
wrote this — his longest fugue in terms of bars — for an instrument which
‘actually’ cannot play real fugues. That is probably why he did it! In his
violin writing he boldly reinterprets this richly traditional form, which is
bound to the strict rules of the canon, and combines it with modern
structural elements by alternating delicate monophonic passages with
powerful, polyphonically elaborated blocks like the solo and orchestral
tutti sections in an Italian violin concerto, and by ending with a da capo
that again takes up the introductory material, which is highly unusual for a
fugue.

The amazing structure of that C major fugue has a counterpart in the
Second Partita in the Chaconne. In Bach’s time the chaconne had a career
behind it that was unprecedented in European musical history. Originally a
South American dance, it had eventually made its way — together with the
fashionable Spanish guitar — to Italy, where it was found that the
underlying bass pattern provided excellent opportunities for improvisation.
Variations on an ostinato (constantly repeated) bass became one of the
most productive compositional models of the Baroque era. Its potential for
musical invention is practically endless, with the organic context of the
whole always remaining evident because of the recurrent structure using a
predetermined bass line or harmonic scheme. In the 32 elaborately
interlinked variations which make up Bach’s Chaconne, the underlying
sequence of notes — which has already appeared in the preceding

movements — is never heard as an unbroken ostinato, particularly because
it undergoes various modifications. But beneath the surface it is always
present and nurtures the flow of variations that place extreme demands
on the violinist. Accustomed as we are to revere Bach as the absolute
master of all keyboard instruments, we tend to forget that he learnt the
violin first and was an accomplished violinist; otherwise he would hardly
have become leader of the orchestra at the court of Weimar. As it
happened, when Bach arrived there, the memory of Johann Paul von
Westhoff was still fresh. Westhoff had been famous for his double
stopping and execution of chords on the violin; he also composed
unaccompanied solo suites for the instrument which may have served as a
model for Bach.

We do not know whether Bach himself could play his own solo violin
works, nor are the circumstances and date of their composition
ascertainable. They must have been complete by 1720 (when Bach was
court Kapellmeister in Cothen), since that is the date of the autograph. It is
quite possible that certain movements were written in Weimar and also
that Bach’s friend the violinist Johann Georg Pisendel (who himself
composed a sonata for unaccompanied violin around this time) influenced
the composition of Bach’s solo violin works. Pisendel’s experience in the
cosmopolitan Dresden Hofkapelle and studies in Italy enabled him to
inform Bach about developments in Italian violin style, while his mastery of
the instrument certainly stimulated Bach’s imagination. Whatever the
case, only someone intimately acquainted with the instrument’s potential
could have given him music like the Chaconne — an apotheosis of the genre
and of violin-playing. ‘On a single staff and for a single small instrument,
the man conceived a whole world of most profound ideas and powerful
feelings’, as Johannes Brahms once enthusiastically wrote. ‘Had | been able
to write, to conceive the piece, | am sure that the excess of excitement and
shock would have driven me mad.’

Bach’s claim to conjure up a complete music on a single violin, with as
many voices as the four strings permit, still presents an enormous
challenge to any performer. The fact that it is technically impossible to
sustain as many notes as are written has in the 20th century led to
fantastical speculations about violin technique in Bach’s age and even to
the invention of special ‘Bach bows’ that sounded more than two strings
simultaneously, which permitted the execution of chords consisting of
several notes and were supposed to solve the technical problem of Bach’s
polyphony once and for all. Yet it turns out that it is not necessarily of
musical benefit to be able to execute all the notes as written. The fact that
the polyphony is incomplete has a suggestive effect, feeds the imagination,
stimulates us to take part in the creative act. That taxes us; one is indeed
tempted to say that we are systematically overtaxed, but that does us no
harm. In our age of recordings, we are at last able to listen to and explore
Bach'’s speaking, singing and dancing voices as often as we like.

© Babette Hesse (Translated by J & M Berridge)

Kristof Barati’s way to Bach’s Partitas and Solo Sonatas

The way Baroque music has been interpreted during the 20th century has
evolved enormously. The spectrum is very wide, ranging from romantic,
intuitively free, self-centred approaches to ‘historically aware’ but — to my
taste — often dogmatic and inflexible interpretations. This leaves the young
musician of the first half of the 21st century with the freedom to choose.
However, it is a complex task. Even more so, the choice has to reflect
complete conviction in order to convince an audience.

My way through Bach’s cycle for solo violin started with the supposedly
easier movements from the Partitas. | played the Sonatas and particularly
the Ciaccona as soon as my technical and musical abilities allowed. After
several years of playing Bach | began performing the entire cycle in single
concerts. In 2002 | gave my first performance (recorded live) at the Salle
Pleyel in Paris, but on reflection | was too preoccupied with the technical
and physical aspects of the challenge. With time, this challenge has been
transposed into spiritual and intellectual spheres; I've spent countless
sessions reading the score again and again, analysing the emotional and
structural components of these masterpieces.

When the proposal to make a studio recording was raised a few months
ago | became very enthusiastic and highly motivated to leave a picture
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representing my present viewpoint on the cycle. First and foremost, my
intention was to fuse a modern technique and a colourful and rich sound
with the freshness and structure of a historically aware interpretation. To
have a full control of the vibrato instead of overplaying parts with vibrato
or neglecting it completely has been an important factor. The tempi are
much faster and livelier than in many of my earlier performances, creating
a lighter impression of the polyphonic and complex Fugas and giving
greater élan to the Partitas.

Last but not least, the process of recording Bach for solo violin involved
challenges in the areas of spontaneity and stamina, especially in
comparison with concert performances. In this aspect, the outstanding
acoustics of the Siemens-Villa proved to be greatly inspiring, and most
importantly, the very creative atmosphere during the recording sessions
made it possible to record entire movements many times without losing
the spontaneous feeling of a live performance. | believe we have kept
many first takes nearly unmodified, thus serving to highlight the liveness
and liveliness of the recording.

Just as the Ciaccona scarcely fits into the category of light dances in the D
minor Partita, so | cannot regard Bach as a purely Baroque composer. His
greatness elevates him beyond eras and cultures, offering perfect
equilibrium between the human and the transcendental. | hope the light of
this genius finds its way as clearly and truthfully as possible through the
mirror of my interpretation.

© Kristdf Bardti, 2013

CELLO SUITES (CD11-12)

One of the happiest periods of Johann Sebastian Bach’s life was the seven
years (1717-1723) when he lived and worked in Céthen. He subsequently
moved to Leipzig with his wife and children, becoming cantor of the
Thomaskirche and writing his now world-famous passions and hundreds of
cantatas. This is our most familiar picture of Bach. Much of his chamber
music, however, was composed in Cothen, where Bach was chapelmaster
of the court orchestra of Prince Leopold von Anhalt-Céthen, a fanatical
music lover of only 23 years of age. The prince spent no less than a quarter
of his court finances on music and often joined his virtuoso musicians on
the violin, viola da gamba or harpsichord. We would probably have
forgotten the prince entirely had his court not been the setting for the
composition of Bach’s Brandenburg Concertos, the Well-Tempered Clavier
part 1, the Sonatas and Partitas for violin solo, the Suites for cello solo and
other chamber music.

One of the virtuosos employed by Prince Leopold was the celebrated viol
player and cellist Christian Ferdinand Abel. Bach is presumed to have
written his six suites for solo cello for him, since the composer makes
extreme demands, if not requiring the impossible, of both cello and cellist.
Many passages, particularly the many double stoppings, cannot be
executed literally. In the Suites for solo cello, as in the Sonatas and Partitas
for solo violin, Bach pursued hitherto untrodden paths. He achieved the
very greatest effect with the very smallest means, turning an obstacle race
into a display of grandeur. As an instrumentalist to the back-bone, Bach
pushed forward the boundaries of performance practice by exploiting to
the full the specific possibilities of the cello. These Suites, with their
improvisational adventures, strict imitative excursions, rhythmic flair and
for the time unequalled virtuosity, are in every sense the equal of Bach’s
keyboard works of the same period. Furthermore, within his oeuvre they
form a group of compositions in their own right, in which he succeeded,
with all the means offered by the
accompaniment of a basso continuo, in creating genuine polyphony and
harmony. Bach’s suites present an absolute standard, a standard which
had to be measured up to by composers including Reger, Hindemith,
Ysaye, Kodaly, Bartok, Honegger and Ligeti when they composed for solo
cello.

instrument but without the

Unlike the works for solo violin, all six cello suites have a similar structure.
They commence with a prelude, followed by an allemande, courante, two
French dances (‘galanteries’) and a gigue. The First Suite in G major begins
with a genuine prelude with ‘perpetual motion’ in semiquavers, employing
arpeggio and scale motifs. Bach builds the tension up until the very end,

culminating in the widely spread final chord with a high g’. The prelude is
followed by an allemande, pacing forward regularly, and a courante, highly
virtuosic despite its single voice. The small-scale sarabande is a fine
example of classical structure, with two phrases of eight bars each. After
two simple menuets, employing material reminiscent of the prelude, the
suite ends with a whirling gigue.

Darker and more dramatic is the Second Suite in D minor. The prelude and
allemande offer more rhythmic variety than the corresponding movements
in the First Suite. Wonderful chords and a dark timbre lend the sarabande
great profundity. The menuets provide a strong contrast. The first is in D
minor and has such robust chords that it is hardly a ‘galanterie’. The galant
second menuet is in the sunny key of D major. The same sturdy character
permeates the concluding gigue.

In the opening of the magnificent prelude to the Third Suite in C major, a
descending scale and broken chords are the broad brush strokes used to
establish the key. The exciting semiquaver movement set in motion here
culminates in a long pedal point, the bass note G which is repeated for no
less than seven bars. The prelude is followed by a beautifully ornamented,
noble allemande, followed by a fast pendant in the form of the courante,
the French dance which runs along so agilely but surprises us with all sorts
of risky melodic leaps. Slow once more is the dignified, striding sarabande
with its wonderful double stoppings. Perhaps the most familiar movements
are the two bourrées, originally French country dances, with their
appealing and sweeping melodies. The suite ends with an English jumping
dance, the gigue, larded with virtuosic effects and awkward handfuls of
notes.

The Fourth Suite commences with a most spectacular prelude: 48 bars of
continuosly tumbling arpeggios are brought to an end only by a pause,
followed by a long garland of semiquavers. More pensive is the prelude to
the Fifth Suite in C minor. It is the only prelude of the six to comprise two
contrasting halves, first a dark, improvisational section and then a fugal
passage which constitutes a wonder of ‘single-part polyphony’. In order to
accomodate double stoppings and create a particularly dark colour, Bach
requires the highest A string to be tuned down to G. The recalcitrant Sixth
Suite in D major was written for an instrument with five strings, the viola
pomposa. In size this instrument occupies a place between the cello and
viola; above the customary high A string it has an E string. In the lengthy
prelude the uninterrupted 12/8 movement maintains the tension from
beginning to end. It is followed by the most richly ornamented and broadly
sweeping allemande of the series of six.
straightforward is the transparent and singlevoiced courante, after which
the sarabande indulges once more in an ingenious chordal style. The
customary two menuets between the sarabande and gigue are replaced
here by gavottes.

© Clemens Romijn

More streamlined and

The Bach cello suites

What extraordinary lucky people we are! Not only are we in this world to
make music, this most powerful art form, we all are at some point in our
lives confronted with Bach. | should tell you right now that his music, more
specifically his work for solo violin and cello, presents a challenge quite
incomparable to any other work we may put on our stands. Not only
because we are quite alone without any help from another instrument, but
also because in order to perform these suites, we are expected to be
architects and storytellers as well.

Sometimes | try to convince myself that, after all, Bach is ‘just’ another
composer of baroque music, albeit a very good one. Not very successfully.
Before | start on the journey into his world, | see a structure, a building of
great beauty and harmony, practically indestructible, because he designed
it so well. To continue with this image, it is now my task to try to
reconstruct it, and guide you through it with my storytellers’ skills. And
once in a while, to some extent, | succeed. Does this sound over the top?
Perhaps, but for me it is crystal clear reality every time | enter his world.

Let us come down from this very interesting philosophical hill and give you
some facts and figures about our suites. Bach probably wrote the cello
suites before the sonatas and partitas for violin, they once were a set, Part
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| cello, Part Il violin. Unfortunately Bach’s autograph is lost, we have to
content ourselves with four sources: a) Anna Magdalena (his wife), b)
Kellner (who copied a lot of Bach’s works), c) anonymous, early 2nd half of
the 18th century (Collection Westphal), and d) anonymous, late 18th
century. Unfortunately none of these sources are precise and credible
throughout in their use of articulations (by which | mean ‘slurs’, in other
words ‘bowing instructions’). It is interesting to compare Bach’s autograph
of the violin pieces with A. M.’s copy of the same. Although Bach too was
often not very precise, like in his cantatas, the violin pieces he must have
prepared for the purpose of printing because there is very little doubt
about his intentions when it comes to the use of articulations. Next to his,
A.M.’s copy looks very sloppy indeed and it seems that her copy of the
cello suites shares the same fate.

Well, ok, what about the other sources then? In spite of the combined
efforts of quite a number of esteemed musicologists, the provenance of
the other sources is not clear so there is no way to establish a degree of
credibility for any of them. And, as you may have guessed already, they all
seem to join A.M. in her sloppiness, although it is my impression that in
certain movements the two later sources seem to be pretty tidy. Why do
we make such a fuss about articulations? Nicolaus Harnoncourt once wrote
a beautiful oneliner: “Before Mozart there was the word, after him there
was melody”. This is not a precise translation but it puts the finger on an
essential point: the word and its musical, rhetorical expression was daily
bread and butter for musicians and composers until Mozart. And therefore
the use of articulation was considered very important for the
understanding of the message in the music. So we find ourselves in a spot
of trouble, how to make sense of the different bits of information that
have reached us through these four sources? First of all, we have to be
clear about one thing, we will never find the ‘truth’, the ‘right’ way, i.e.
Bach’s way. What then can we do about this? The way that works for me is
to start with A.M. in spite of her sloppiness and then try to get suggestions
or perhaps even answers from the other sources for the many moments
that a question mark appears on my face. Alas!, not even these four
combined sources give me enough clarity, so | ask Johann Sebastian
himself to come to the rescue and to some extent he does with his
autograph of the violin works. There are quite a number of passages which
show great similarities with the cello suites and they can give us some
clues. Furthermore, | simply read his score and this gives me an impression
of his language. He is very clear, does not mind to articulate similar
passages in similar ways — | hope that through doing this | can present a
version that shows respect to his way of thinking.

As a last contribution to the solution of our predicament, we realize that
Bach did not live on an island. He is firmly rooted in 18th century Germany
and this too helps us, because every baroque piece we play increases our
understanding of the articulation possibilities of the baroque language. The
six suites consist of three groups of two. The first group is determined by
the two Menuets after the Sarabande, being replaced in the second group
(Suite nrs. Ill and 1V) by Bourrée | and Il which in turn are being replaced in
the last two suites by Gavotte | and Il. There is a clear development in
scope and complexity: while in the suites I, Il and Ill Bach stays relatively
close to the origin of the dances, beginning with the 4th and in particular in
the last two suites the original form of some of the dances becomes ever
more distant. | do not believe that Bach intended any of his suites to be
danced upon, although it has been an illuminating experience for me to
work on some of his dances with the input and the movements of a
dancer. He used some of the characteristics of the dances as a sort of
framework, which he released as he progressed.

Further evidence of Bach’s continuing exploration of the instrument can be
found in his use of a 5-stringed cello for the 6th suite and of scordatura in
the 5th, here the top A-string needs to be tuned down to G which changes
the resonance of the cello quite drastically. This tuning was not his
invention, in the earlier days it was used for instance by Gabrielli in his
ricercares for cello solo.

© Jaap ter Linden, 2006

FLUTE SONATAS (CD13-14)

Sonata in E flat major BWV 1031 and the Sonata in A major BWV 1032.
‘Solo’ and ‘Trio’ were the most popular chamber music genres of the
period. The ‘Trio’ was especially loved because it offered the opportunity
for musical imitation of a dialogue. The two independent upper parts,
supported by the basso continuo, conduct a musical conversation in which
they are heard to agree and disagree, sometimes in harmony and
sometimes in competition.

One of Bach’s contemporaries, the critic Johann Adolph Scheibe,
mentioned as a trait of the trio sonata the ‘Fugenmassige’, the fugue-like,
or the so-called principle of imitation. This is recognisable in the entries of
the concertato upper parts which imitate one another like two voices in a
fugue. Occasionally the bass joins in the game, picking up the melody and
copying the others, but usually it concentrates on its own role as a
foundation. In Bach’s time sonatas and trio sonatas were also expected to
offer an alternation of virtuosic and cantabile passages, with all sorts of
technical escapades including broken chords and brilliant passagework in
the fast movements, and agreable, easily flowing melodic lines in the slow
movements.

Beside chamber music with an accompaniment Bach left us some dozen
other works for unaccompanied melody instruments, such as the Sonatas
and Partitas for violin solo and the Cello Suites. An example is the Partita in
A minor BWV 1013, a work usually heard on the flauto traverso or flute.
The unreliable transmission and the idiom of this composition have led
some scholars to doubt the authenticity of this instrumentation and to
suggest performance on a string instrument. This makes some passages
easier to play, such as the continuous stream of semiquavers in the
Allemande which a flautist has to interrupt in order to breath. Despite
doubts about the correct instrumentation, the listener is treated to
wonderful examples of characteristic dances such as the French
Allemande, the Italian Corrente and the French Sarabande. The most
magical of all is surely the sparkling Bourrée anglaise.

The Trio Sonata in G major exists in three versions: one for viola da gamba
and concertato harpsichord (BWV 1027, certainly authentic), one for two
flauti traversi and basso continuo (BWV 1039, assumed to be authentic),
and a version of the first, second and fourth movements for organ (or
harpsichord or clavichord with pedals) BWV 1027a. What Bach exactly had
in mind in respect to the second version we do not know, since it is not
clear whether it is supposed to be a trio sonata (for three instruments: two
flutes and basso continuo) or a work for one flute and concertato
harpsichord. In the latter case the harpsichord plays two parts, one of the
two upper voices and the bass. Because of these different
instrumentations this poetic (Andante) and at the same time happy and
energetic work has enjoyed extra attention. Moreover, it is one of the
many examples of how Bach continued to reuse his own work. The various
instrumentations enabled him to give one and the same piece different
expression and colour, so that his music could not fall into oblivion so
quickly.

© Clemens Romijn

An Interpreter’s Apology

No composer’s bones have been so strewn with roses as old Bach’s; no
musician’s legacy has generated more clamorous exclamations (the oohs
and aahs of ecstatic fanatics), nor more hushed orations (the silent tears of
fervent feeling), than old Bach’s; and no funerary monument raised to
genius has been piled higher with shields and trophies, with obsessions
and fads, with numerology, psychology, necromancy, than old Bach’s. The
uncertain taste, dubious powers of discrimination, and, indeed, all the tat
and clutter of lesser ages have attached themselves firmly to the absolute,
the unquestionable, the gold standard of style, to the famous J.S. from
Eisenach, from Cothen, from Leipzig.

What can | add to such a heap? | have no unknown sources — no
manuscripts found in dusty archive or attic, no forgotten letters, memoirs
or diary entries — to throw new light on pieces so well-known and oft-
recorded as those presented here. Even if | did, it would be of no special
consequence: Bach’s music, perhaps the most impervious of all to
performers’ perversities, can be played on any instrument from saxophone
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to steel drum to computerized sound generator, and in any style (Glenn
Gould? Violet Gordon-Woodhouse!) and still please. Telemann, Handel,
Rameau... their music crumbles without careful, loving interpretation.
These composers need us, delicious bliss for the performer! Bach the
Indestructible needs us not, cares not who plays his music or how it is
played: Bach, like Spinoza’s God, exists fully independent from the
adoration of his devotees.

What justification shall | offer, then, for our offering here? None, except
my sincere hope that these performances can please as well as any others,
though, undoubtedly, if at all, then in their own way. A long, thorough
immersion in the aesthetics, politics and gimmicks of early music has
convinced me that all | can say about this recording is that it is a true and
honest reflection of how | felt these pieces should be performed on the
day | recorded them. About some of them | have already changed my
mind, as my own taste revolves with the times: of Bach’s wishes | know as
little as anyone else.

Not that we do not try. Historical evidence of various kinds has been
weighed and re-weighed in the balance, personal taste and prejudice have
been questioned in the light of 18th-century sources, and inspiration has
been sought in the imagery of the times. But none of this can tell us what
Bach’s wishes were for the performance of these pieces, though they can
suggest much. These suggestions have informed what you hear here. But
to mistake suggestion for fact would be to crown Bach’s bust with a
jester’s cap, and admire the tinkling of the bells.

The enemies of early music may enjoy the confusion which realistic
selfexamination has brought upon the movement — ‘See how the mighty
are fallen! See hubris itself confounded!” But we who love early music need
not despair; Dr Richard Taruskin’s astute diagnosis of the ills of the
movement has brought on a crisis which can ultimately result in
revitalization, and give flourishing new health to the once-fevered patient.
For, surely, the best response to the undeniable modernity of the quest for
an authentic experience of the past is to rejoice in its very impossibility;
after all, a quest gains romantic power through the elusive nature of its
goal. It is the struggle that informs, defines and illuminates our relationship
to the repertoire: authenticity is a tool for defining more clearly the taste
of then versus now.

That now is an ever evolving one, each revolution inviting a new
perspective on the past and thus, most satisfyingly, on ourselves. For
example, the recent and complete overthrow of Freudian psychology by
neuroscience has opened up a smooth and velvety path for us into the very
heart of 18th-century music theory: the belief in the raw power of sound
over the passions, through the interaction of sensory perception with the
hard-wired body itself. And since 18th-century writers on music stressed
the overriding fundamental importance of the passions to their own
musical experience, we may now look forward to experiencing fresh and
newly ‘authentic’ — authenticker, if you will — performances of this beloved
repertoire.

And — Gott im Himmel! — beloved it deserves to be! What other composer
has given the flute works of such depth and beauty? The chamber music
for flute is not merely great because it is by Bach: it contains some of the
very best of great Bach’s music. Sneer if you will, lovers of Mozart’s childish
whining: if Salzburg’s genius ‘couldn’t bear’ the instrument, Leipzig’s must
have loved the flute. The B minor Sonata BWV1030, and the Musikalisches
Opfer BWV1079, both unequivocally authentic Bach... can one reasonably
imagine that the composer brought them to perfection in spite of the
intended instrumentation? Surely these works, no matter how torturous to
the player, were written aus Liebe?

For torturous they are, and the instrument is used from top to bottom,
taken to keys it would rather not visit and asked to do ‘as many as six
impossible things before breakfast’. The pendulum-swings from what an
early flute can comfortably do to what it simply cannot are part of the
rhetorical fabric of these pieces: high notes shriek, flats are muffled moans,
sharps pierce the musical texture like bright thorns through silk. To flatten
things out into the equanimity of a modern flute’s perfection, once the
goal of an early music movement struggling to justify the use of early

instruments Uberhaupt, now seems foolish to me. Tension and release,
struggle alternating with ease, a player’s caress and the application of
force; all of this is conveyed to the listener aurally, mapping out the
progress of the piece from one key, one intent, one affect to the next. The
expressive power of jumps, the soothing smoothness of stepwise motion,
the spirit-curdling effect of unequally tempered chromatics all mean
something in this repertoire. Bach, the great musical orator, knew his
tools; and like any true master of the art, he struck a balance between
content and execution, between inventio and actio. It is often incorrectly
said that Bach conceived of his music without concern for the performer’s
comfort; actually, like Coleridge, he simply bids the flautist to seek the heat
in ice. But then, that is my interpretation.

An Apologist’s Interpretation

We have prepared this recording using three basic tools: art, facts and
artefacts. The artefacts are the pieces themselves and the instruments on
which we have recorded them: | have tried to match copies of very
different-sounding 18th-century flutes to the differing styles of each
individual work. The irresistible, smoky beauty of the Bressan copy built for
me by Rod Cameron seems to suit perfectly the melancholy, angry
passions of the E minor Sonata BWV1034 (though it also seemed the best
choice for the Trio BWV1039, which is as sunny as old J.S. gets!). Giovanni
Tardino’s copy of an instrument by Oberlender seemed perfect for the
obbligato sonatas BWV1030 and 1032 as well as the Solo in a minor
BWV1013, the little trio BWV1039 and the Musikalisches Opfer BWV1079.
And Simon Polak’s reconstruction of the Wijne from the Ehrenfeld
collection, an elegant flute of dreamy sweetness, made the nightmarishly
difficult E major Sonata BWV1035 a pleasure to play. Using different flutes
for these pieces was an essential motivation behind this recording: the
pieces themselves, and the flutes on which they are played, are presented
with the greatest love and thankfulness... what early musician can survive
without artefacts? And what joy to have them of such high quality as these
flutes matched with these pieces!

And though much has already been said by so many others about these
pieces, | too must say a few words, though | shall limit myself to those
works which have received unusual treatment here: the A major obbligato
Sonata BWV1032 and the Solo in A minor, BWV1013. The first movement
of the former has not come down to us complete. It is usual for performers
to choose one of many available reconstructions (or to concoct one of their
own) when recording this piece. These reconstructions, however, are
never entirely convincing, being either too close to, indeed mainly
repeating, the material Bach has already presented, or too far from his
style when introducing new material into the work. We have, therefore,
simply chosen to play only the notes which have come down to us, and
which we know to be Bach’s own. This means that the first movement
breaks off abruptly where the gap in the manuscript begins; the music then
continues, after a pause, with Bach'’s final cadence.

Our bare-bones approach to the lacuna in BWV1032 may seem to chime
poorly with my decision to ornament the Sarabande of the Solo BWV1013
with a florid double: why, after refusing to ‘add notes’ to the incomplete A
major, where they are so obviously needed, should | gratuitously do so in
the A minor, where none are missing? This at first glance might resemble a
perverse performative whim: deeper reflection, however, will show that
the cases are actually quite different. Bach never imagined his performers
“filling in the gaps’ of the A major sonata, but he surely knew that no
flautist in that ornament-mad age would have been able to resist
displaying his taste and skill by filling out the plain Sarabande with his own
decorative twirls. Thus, despite Scheibe’s remarks about a despotic Bach
writing out all the ornaments and leaving nothing to the performer, | have
decided to add something personal, and thus undoubtedly 21st-century, to
the music. But then, | have never fully adhered to the rigours of the early
music doctrine of ‘composer’s intentions when approaching the music of
so performer-oriented an age as the 18th century.

From artefacts we move on to the facts, which, of course, are the sources
consulted in preparing such an undertaking: Kirnberger for tempi and the
expression of the metre signs, Mattheson on basso continuo, Kircher on
the Passions, and Quantz on matters of technique, to name just a few. |
shall say little of these important fact-givers here, simply because anyone
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wishing to censure our performance style will not be deterred by the mere
mention of historical sources, no matter how plentiful or illustrious they
might be. Frankly, if a critic doesn’t like rubatos, full-voiced continuo
realizations or fast tempi, no amount of argumentation from 18th-century
writers will effect a revolution in his taste: words on paper speak to the
intellect, the heart has its own rules. | can only say that, in my own case,
long-term submission to the performative perimeters imposed by these
sources has taught my heart to love the resulting sounds. But, after nearly
25 years in this business, | have lost the taste for belabouring points of
taste. What | have done will speak for itself. One may like it; one may not.

And finally, art has stimulated the subjective side of these interpretations.
Through 18th-century works of art | have sought the inspiration and
fantasy without which no winged Pegasus can ever rise above the dull
earth beneath its hooves. In particular, the idea of physical movement, of
Baroque gesture and dance, has influenced my manner of playing here.
Indeed, in each movement of the Solo BWV1013 a different visual has
imprinted its traces on the aural performance: in the Allemande it was the
oratorical actio of Quintilian as reflected in Bulwer’s Chironomia that
inspired me; the Corrente was meant to flash like the steely blade swung
by the choleric sword-dancer portrayed in Kircher’s Hall- und Schallkunst;
the Sarabande | associated with the complex steps of various
choreographies preserved in the florid beauty of Beauchamp- Feuillet
dance notation; and the comical Bourrée anglaise seemed to beg for the
bizarre dancers of Lambranzi’s Neue und curieuse theatralische Tantz-
Schul, for their crazy capering, wild
costumes.ga

leaps and phantasmagorical

So these three tools, art, facts, artefacts, have been used here to create yet
another tribute to old J.S. from Leipzig, to strew yet more rose petals onto
that mouldering layer of Horizonverschmelzung which obscures Bach’s
tomb. Here | find myself, for the second time, attaching my own vain
wreath of ribbons and tinsel to his weary old bones, fully aware that no
sound at all, neither that of personal interpretation nor of ‘composer’s
intentions’, can penetrate into the awesome, immense and eternal silence
where they lie. But a performer is always himself, and always performs for
an audience that can hear him, which must needs be of his own time. The
past is dead to his exertions, and the future, despite that miraculous
modern musical preservative, recorded sound, will never hear his work
within the context in which it was made, and thus can never hear it as it
was heard when new. And so all the performers of Bach’s music, from his
day to the present, catch hands in a great circle around him; all dance to
his music with their own steps, according to their own natures and to the
needs of their own times. Each generation adds new performers to the
widening circle, as it grows ever farther removed from the composer at its
hub. It is often said that ‘variety is the spice of life’, but William Blake knew
better: One Law for the Lion and Ox is Oppression. But nature needs no
apology.

© Jed Wentz, 2009

LUTE WORKS (CD15-16)

No more than a handful of pieces represent the entire musical heritage for
baroque lute by Johann Sebastian Bach — not a great deal when we
consider the enormity of the composer’s complete works. However, the
seven compositions ascribable to the lute have enjoyed — and still do —
extraordinary attention on the part of musicians due to their exceptional
quality. Their success is largely due to transcriptions and arrangements by
20th-century guitarists in search of a noble repertoire, and partly because
of the harpsichord renaissance during the second half of the last century. A
philological examination reveals that these pieces were not intended for a
specific instrument, obliging players and musicologists to find precise
contextual consistencies, or to render the works more agile in
performance. A certain ambiguity still remains today, witnessed by the
change of tonality deliberately employed by Mario D’Agosto in three of the
works (BWV 996, 997 and 10063, transposed into G minor, A minor and F
major respectively) in order to guarantee an execution more in keeping
with the true capacities of the lute. The pieces have come down to us in a
variety of MS sources, both in mensural notation and in lute tablature, and
as many as three of them are authentic autograph manuscripts.

This recording thus presents four compositions in suite form and three
pieces of a different nature, all belonging in principle to the florid
repertoire of the courtly Salonmusik in vogue among the German upper
classes at the time. Extrapolating the chronology of these pieces as given in
the Bach Werke Verzeichnis (1990) gives the following timeline:

1. Suite in E minor BWV996 for lute or lute-harpsichord (1714-7), called
Suite No.1 for lute: Prelude — Allemande — Corrente — Sarabande — Bourrée
- Gigue

2. Fugue in G minor BWV1000 for lute (after 1720), an arrangement of the
fugue from the Sonata in G minor BWV1001 for violin.

3. Prelude in C minor BWV999 for lute (the manuscript dates from after
1727, but the piece was probably composed in Kéthen between 1717 and
1723).

4. Suite in G minor BWV995 for lute (1727-31, autograph manuscript), an
arrangement of the Suite in C minor BWV1011 for cello, called Suite No.3
for lute: Prelude — Allemande — Corrente — Sarabande — Gavotte | and
Gavotte Il ‘en Rondeau’ — Giga

5. Partita in E major BWV1006a for unspecified instrument, possibly harp,
keyboard or lute (c. 1736-37, autograph manuscript), an arrangement of
the Partita in E BWV1006 for violin. Called Suite No.4 for lute: Prelude —
Loure — Gavotte ‘en Rondeau’ — Minuet | and Minuet Il — Bourrée — Gigue
6. Partita in C minor BWV997 for lute or lute-harpsichord (shortly before
1740), called Suite No.2 for lute: Prelude — Fugue — Sarabande — Gigue-
Double

7. Prelude, fugue and allegro in E flat BWV998 for lute or harpsichord
(1740, autograph manuscript).

Note that the group title ‘Suites for lute’ — given to the works BWV 995,
996, 997 and 1006a — that is often found in practical editions or on
recordings is certainly not attributable either to Bach or to his
contemporaries, but was first used by the German musicologist Hans
Dagobert Bruger in his pioneering work Johann Sebastian Bach:
Kompositionen fur die Laute (1921). In geographical terms, the
compositions originate from Bach’s residencies in Weimar, Kéthen and
Leipzig (the last four), cities where the Kantor made contact with the
greatest exponents of the flourishing lute tradition of Germany and central
Europe, at this time the last continental stronghold of the lute prior to its
imminent decline in popularity. Bach thus had personal contact with Silvius
Leopold Weiss, the greatest representative of that worthy school, Johann
Kropfgans, Johann Christian Weyrauch (to whom we owe the lute tablature
of BWV 997 and 1000) as well as Adam Falckenhagen, Ernst Gottlieb Baron,
Johann Ludwig Krebs and Rudolph Straube, among others. Weiss was much
respected by Bach, who arranged the former’s Sonata No.47 in A for lute
as his own Suite in A BWV1025 for violin and harpsichord. The presence of
these personal contacts does not answer the question of whether or not
Bach was able to play the lute himself, but it does sufficiently clarify that
he was familiar with its best performance practice. Bach also used the lute
in other compositions where, rather than employing it as a solo
instrument, it takes the role of the basso continuo: Cantata BWV198 ‘Lass,
Furstin, lass noch einen Strahl’ (Trauer Ode), the opening themes of the St
Matthew Passion 244b and of the St John Passion BWV245, the Cantata
BWV244a ‘Klagt, Kinder, klagt es der Welt’ (Trauermusik), and the St Mark
Passion BWV247.

The instrument in use at this time differed greatly from the renaissance
lute, conserving the original form but greatly increasing the dimensions
and extending the number of courses to 13 (the first two as single strings,
and the last two or five according to the model being strung off the neck
and used as bourdons, thanks to the so-called ‘theorbo-style’ head). The
tuning, with the first six courses forming a full D minor chord, facilitated
the flat keys (as opposed to the renaissance model), and its sonority added
appreciable colour to chamber ensembles, where it could be used either as
a concertante or as a continuo instrument. A rare exception to this general
model appears in the Suite BWV995, where a 14-course instrument is
required to produce a low G.

The notation of lute music generally followed French tablature, a direct
consequence of the profound musical influence exerted by France over the
German-speaking countries. Ornamentation was at the heart of
performance practice, with a wide variety of approaches and results
according to the nationality, school and personality of the performer.
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Notation did not crystallize the work into something immutable: the music
was animated and renewed with each new performance. Within certain
limits, however; within the abundance of treatises expounding on the
various methods, Ernst Gottlieb Baron in his Historisch-theoretische und
practische Untersuchung des Instruments der Lauten (1727) speaks of
numerous methods of ornamentation other than those he proposes. He
explains in detail how individual taste and ability are necessary in the
choice of one embellishment over another, and how in fast movements it
is preferable to be clear and precise: ‘If anyone wished to employ
numerous other “additions”, they would be as ridiculous as chasing rabbits
with snails and crabs’!

Finally, it is worth mentioning an instrument which Bach often equated to
the lute, and for which he wrote the two suites BWV 996 and 997: the
‘Lautenwerk’  (‘Lautenklavecimbel’ or ‘Lautenklavier’). The lute-
harpsichord, as it translates, was essentially a one- or two-manual
harpsichord strung for the most part with gut, having a similar, but not
always corresponding, extension to the harpsichord. Because of its few
metallic strings, the instrument’s sound was soft and cantabile — fuller than
the lute and not as dry as the harpsichord — and it appears to have been
particularly appreciated by Bach, who at the time of his death owned two
(one of them built by the renowned harpsichord maker Zacharias
Hildebrandt). Naturally the Lautenwerk, especially in the lower register,
permitted a much richer and more agile polyphony than the lute. This
could be one plausible motive, aside from its fascinating timbre, for Bach’s
motivation in employing it. Lute or lute-harpsichord, however, we observe
once again with awe and reverence as from Bach’s hand these ‘magnificent
seven’ of superb instrumental pieces spring, as fresh and alive today as
they were then.

© Mario Torta, 2012

VIOLA DA GAMBA SONATAS (CD17)
It is not difficult for a music historian to discern many of the elements that
render Bach’s sonatas for viola da gamba and harpsichord — like so much of
his music — so remarkable: a mixing of virtually every conceivable genre,
form, style, medium and gesture of the late German Baroque; a forging of
connections that had never hitherto been made, a penetrating insight into
the multi-dimensional potentialities of each motive, theme,

and
polyphonic complex.

But what is more remarkable still is that historical study only tends to
confirm what the music seems to offer in its own terms; it seems to work
well even when its historical nature is ignored. Indeed Bach could be
viewed historically as a musical cul de sac: he did little to extend the
musical vocabulary of his age, his music hardly served as a basis for that of
the succeeding generation. Yet what has made him a summit for many
with a certain conception of musical perfection is his apparent ability to
transcend historical contingency, somehow to stop the clock of outward
progress and rearrange and recreate the world as he knew it. Bach may be
important not so much as a supreme historical figure in western culture,
who did what he could with what he had, as in the way he epitomizes a
particular way of thinking, a complex of beliefs about how the cosmos
coheres.

Bach’s reasons for writing the three sonatas for gamba and harpsichord are
still quite obscure, as is the date of their genesis. Although there is
curiously no original source that shows all three sonatas belonging
together as a cycle — their present grouping is purely the conjecture of a
mid-nineteen century editor — their characteristic one another. Only the
first sonata exists in a previous version, a trio sonata for two flutes and
continuo, BWV 1039, and this cannot be dated to a period much before the
version preserved in BWV 1027. Moreover the autograph of the first
sonata originates from around the early 1740s. Stylistically too, the three
sonatas seem to accord more with the musical processes typical of the
mid-Leipzig years than with the period traditionally assigned to chamber
music, Bach’s years as the Koéthen Kapellmeister, 1717-23. The work of
contemporary scholars, particularly Laurence Dreyfus, has done much to
revolutionize our conception of Bach’s career, and the dating of the gamba
sonatas has been a prime target for revision.

Furthermore, this hypothesis is strengthened — if with a little circularity —
by the conjecture made both by Dreyfus an Lucy Robinson, that Bach
designed the sonatas for the gamba virtuoso Carl Friedrich Abel, who lived
in Leipzig sometime between 1737 and 1743 and who probably studied
with Bach. Certainly the calligraphic score of the first sonata, beautifully
laid out in separate parts with convenient page-turns, suggests a
manuscript designed both for presentation and for actual performance.
Given the detail of ornamentation and articulation which Bach specifies
here (more complete than even his conscientious wont) it is not difficult to
imagine the composer preparing this manuscript for one of Abel’s
appearances in the Leipzig Collegium Musicum. What we know about the
lost autograph of the third sonata, suggests that this manuscript was
similar in appearance and layout.

Despite Bach’s care in preparing his scores, he did not necessarily work
with the same degree of consistency and precision that we may expect
from a modern Urtext editor. Indeed the view of each piece of music as a
finite and perfected musical text was by no means the norm in Bach’s age.
The problems of establishing a plausible text today are compounded when
the works preserved only in the hands of later and non-too-careful
copyists; this is the case with the second and third sonatas. Quite often,
the sources might offer contradictory or implausible readings, so the
modern performer has to make decisions regarding certain details, just as
presumably did the players of Bach’s own age.

Even the titles of these pieces give one pause for thought: “Sonatas for
viola da gamba and obbligato harpsichord”. First, the gamba is an
instrument that was already somewhat archaic in Bach’s age; if a composer
used it in Germany, it would have been as a servile continuo instrument, or
in the case of an obbligato, in pieces associated with royalty or a lamenting
effect. If a solo piece were to be written, it would most likely be a suite in
the seventeenth-century French tradition, not the more up-to-date sonata
genre. Furthermore, the harpsichord was an instrument not typically
associated with an obbligato role in the sonata (i.e. where the right hand
plays as an equal partner with an other instrument). Bach seems to have
made a habit of this, since he left multiple sonatas for violin and flute
which have a similar obbligato role for harpsichord.

The first two sonatas are written in the Corellian four-movement form
(slow-fast-slow-fast), but Bach is not content to furnish each of the four
positions with a specific and consistent style. The opening movements of
the first and second sonatas pay lip-service to the expansive melodic
gestures typical of the traditional trio sonata, yet the pastoral atmosphere
of the first sonata is integrated with an often intense contrapuntal
dialogue (at times between all three voices), and chromatic gestures. The
second sonata opens with a short-breathed, almost galant melody
accompanied by a bass which is obviously of the “modern” Alberti kind; yet
it soon emerges that the gamba and harpsichord work together in close
imitation — for a time in strict canon — musical devices far too “serious” for
the subject matter the hand.

While the second movement of the first sonata is conventionally in fugal
style, Bach gives it a galant motivic flavour; this is even more noticeable in
the second movement of the second sonata which is unexpectedly cast in
binary form (that most appropiate to the dance) and where the fugal
elements are consistently obscured by a modish, carefree texture. The
most striking work is the third sonata, which comprises three movements
rather than four. Not only is this more typical of the Vivaldian concerto
than the trio-sonata, but the style of the music, particularly in the first
movement, resembles the concerto idiom. Indeed some scholars have
even seen this as the transcription of an original concerto movement. Yet
as a more “private” sonata this piece is doubly effective, pointing to worlds
and concepts outside its own confines.

The Prelude and Fugue an A minor BWV 894 provides an interesting
compliment to the gamba sonatas. Although it is undoubtedly of earlier
origins, presumably from the late Weimar years, Bach re-used much of the
material from both movements in the triple concerto for violin, flute and
harpsichord, BWV 1044, during the mid-Leipzig years. It is not surprising
that he chose this earlier work: both movements, particularly the Prelude,
show strong traits of the Vivaldian concerto style. Indeed, the ritornello
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structure of the Prelude qualifies it to be just as much an “Italian Concerto”
as the work of that name that Bach composed for harpsichord in the
1730s. Bach and his cousin J.G. Walter developed a particular keyboard
genre from around 1713, transcribing Italian concertos for harpsichord and
organ. This prelude might have been part of the next stage, in which Bach
wrote original keyboard pieces in concerto style. With its increasingly
virtuosic episodes, it might even have functioned as one of the prototypes
for Brandeburg Concerto V, the first concerto to employ a substantial
keyboard solo. A relation between the A minor Prelude and the opening
movement of the third gamba sonata is difficult to ignore: both relate to
the concerto, and the conventional ritornello principle of the earlier work
is itself the object of exploration, displacement and reconstruction in the
latter.

© John Butt

MUSIKALISCHES OPFER - CANONS (CD18)

One of the most memorable encounters in music history is that between
Johann Sebastian Bach and Frederick the Great of Prussia in 1747, three
years before Bach’s death. This encounter was probably arranged through
Bach’s second son Carl Philipp Emanuel, at the time harpsichordist at the
court of Frederick in Potsdam, near Berlin. Bach did not travel alone, but
took his eldest son Wilhelm Friedemann with him. Frederick, who gave a
flute recital every day with his musicians, actually interrupted his
performance on that memorable 17 May 1747 and cried out “Old Bach has
arrived”. Bach’s first biographer Johann Nicolaus Forkel (1802) tells how
Bach was subsequently invited to play on some of the fifteen Silbermann
fortepianos which were to be found in the various rooms. One can imagine
the select audience: the Prussian king Frederick the Great, perhaps his
sister Princess Amalia, the two sons of Bach, the Bohemian Benda
brothers, the flautist Quantz and the Graun brothers. Bach was also invited
to play the organ and to improvise on a theme presented by the king. His
performance was greeted with the greatest possible admiration. Upon his
return to Leipzig Bach immediately commenced work on a series of
compositions on this ‘royal theme’ which he called ‘A Musical Offering’.
Perhaps he felt he had not made the most of the given theme in his
improvisation at Potsdam!

The Musical Offering is a typical example of Bach’s late work. As in the Art
of the Fugue, he concentrated exclusively on the techniques of imitation.
The work could be described as a series of contrapuntal variations. There
are two Ricercares for harpsichord (fugues: one three-part and one six-
part), and ten Canons of different types. The collection also includes a Trio
Sonata in four movements for flute, violin and basso continuo. All these
pieces employ the theme which Frederick the Great gave to Bach.
According to tradition Bach improvised the three-part Ricercare on the
spot for the king. The Trio Sonata in C minor, with its instrumentation
including the flute, was of course intended as a homage to the royal
flautist. The ‘Thema Regium’ (royal theme) is heard in all four movements,
either as a strict cantus firmus (Allegro) or simply in the form of motifs.
This trio sonata forms a classic example of Bach’s late style, with its strict
and closely-woven polyphonic technique.

© Clemens Romijn

VIOLIN SONATAS (CD19-20)

Bach is most familiar to us as cantor of the Thomaskirche in Leipzig. From
1723 onwards, for about 26 years, he was responsible for the church music
on Sundays and festivals in the four main churches of Leipzig. In the past
twenty to thirty years many new facts and insights have been revealed
concerning Bach'’s life and work. Thus it has become clear that he was
much more occupied with chamber music in Leipzig than scholars thought:
it had previously been assumed that he wrote nearly all the chamber music
in Cothen (1717-1723). We have come to realise that Bach’s life and work
has always been rather schematically approached. Such was our
prepossession with his role as Cantor and Director Musices in the Leipzig
years, that we have underestimated his achievement in the field of
chamber music in the same period.

In 1729, the year which witnessed the first performance of the Passion
according to St Matthew, Bach became director of the Leipzig Collegium

Musicum, a company of students and professional musicians founded by
Georg Philipp Telemann in 1702. With this group Bach gave weekly
concerts on Friday evenings in Zimmermann'’s coffee shop, performing his
harpsichord concertos (often with the help of his eldest sons Friedemann
and Emanuel) as well as cantatas and chamber music. Among the works
almost certainly played are the three Sonatas for viola da gamba and
harpsichord BWV 1027-1029, the Sonatas for flute and harpsichord BWV
1030 and 1032, and the six Sonatas for violin and obbligato harpsichord
BWV 1014-1019. Bach would surely have played the harpsichord part
himself.

As a true cosmopolitan, Bach incorporated in his chamber music many
forms, styles and techniques which were not of German origin. The sonata,
trio sonata and concerto were Italian inventions, and the suite came from
France. Typically German is the integration of these ‘strange’ forms and
elements, and their subordination to a polyphonic concept and fugal and
canonic techniques. This is illustrated in Bach’s six sonatas for violin and
harpsichord. His point of departure was the traditional Italian trio sonata, a
genre featuring two upper parts involved in a sort of dialogue above a
supporting bass line. This picture is familiar from the three-part Inventions
or Sinfonias which Bach composed as didactic keyboard pieces for his two
eldest sons and other pupils.

Bach’s approach to the role of the harpsichord, however, differs from that
found in the customary trio sonata. While the trio sonatas by his
contemporary Handel, for instance, all employ the harpsichord purely as a
supportive basso continuo instrument, Bach grants it a concertato role.
Two of the three parts are usually given to the harpsichord: one of the two
upper voices in the right hand to partner the violin part, and the bass, the
fundament of the entire composition, in the left hand. Thus Bach liberated
the harpsichord from its servile role as basso continuo instrument in
Baroque chamber music, bringing it to the fore to occupy a dominant
position in the composition. At the same time he paved the way for similar
works by his second son Carl Philipp Emanuel.

But Bach went even further, actually abandoning the traditional concept of
the trio sonata as a strictly threepart work. Sometimes the harpsichord
itself performs a sort of trio sonata, a three-part invention, while the violin
adds a fourth voice. The number of parts can indeed increase from four or
five to a total of six, with four in the harpsichord and double stopping in
the violin part. But exactly the opposite, a reduction in the number of
parts, may also occur. Occasionally there are just two parts, the violin and
the bass in the left hand on the harpsichord, while the right hand plays
broken chords (Sonata BWV 1017, 3rd movement). In the third movement
of the last sonata (BWV 1019) Bach even creates a monologue for the
harpsichord in the form of a solo without

violin. And so the violin sonatas present all sorts of situations in which the
violin and harpsichord dominate in turn. Strict three-part writing is mainly
reserved for the fast movements, the two upper parts pursuing and
imitating each other as in a canon or fugue (for example the 3rd
movement of the sonata BWV 1015).

In general the violin sonatas have the four-movement structure of the so-
called church sonata: slow-fast-slow-fast. This is true of the first five, but
not of the sixth sonata BWV 1019. The most frequently performed of the
three known versions of the latter work has five movements, with the
above-mentioned harpsichord solo and an extra (second) slow movement
in the middle. Both movements are wonderful, despite their being
something of a curiosity, an ‘odd man out’ in the sonata as a whole. The
first two movements in combination with the last would have produced a
classical form. But Bach deliberately followed a different path, illustrative
of his refined treatment of current styles, genres and conventions in his
sonatas for violin and harpsichord.

© Clemens Romijn

NOTENBUCHLEIN FUR ANNA MAGDALENA BACH (CD21)

The year 1721 was an eventful one for Bach. In March the now world-
famous Brandenburg Concertos were completed and dedicated to
Christian Ludwig, Margrave of Brandenburg. But Bach also lost the person
who had supported him for thirteen years and given him four children
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including two musical sons: his wife Maria Barbara. To make matters
worse, Johann Christoph, his elder brother and former mentor in Ohrdruf,
died too. Bach, now 35 years old, was left alone with four children,
Catharina Dorothea (12 years old), Wilhelm Friedemann (10), Carl Philipp
Emanuel (6) and Johann Gottfried Bernhard (5). In December of the same
year Bach married the talented, 20-year-old soprano Anna Magdalena
Wiilcken, with whom he had often made music. She was the daughter of
the court trumpeter Johann Caspar Wilcken. Anna Magdalena became
Bach’s new support and refuge, not limiting her contribution to domestic
affairs: in Cothen and Leipzig, with the patience of an angel, she copied
much of her husband’s music.

Within their first four vyears together Bach twice compiled a
‘Clavierbuchlein’ for Anna Magdalena, one in 1722 in Céthen and one in
1725 in Leipzig. Together with the Clavierbiichlein commenced earlier for
his eldest son Wilhelm Friedemann, the two volumes for Anna Magdalena
give some idea of domestic music-making in the Bach family. Here
education and diversion went hand in hand. Some of the pieces were
included later in larger volumes with a didactic purpose, such as the fifteen
Inventions and Sinfonias, the Clavier-Ubung part | (with the Six Partitas for
harpsichord) and The Well-Tempered Clavier. Most of the first
Clavierbtichlein is by Bach himself, including the first five French Suites
(BWV 812-816), but in the course of centuries it has become damaged and
incomplete. Nevertheless, it offers a good impression of the music which
Bach liked to have played at home.

The second Clavierbuchlein (1725) begins with the Third and Sixth Partitas
for harpsichord, and also includes in Anna Magdalena’s handwriting some
short dances (menuets, polonaises, marches and a musette) which are not
by Bach. These simple and galant pieces were probably intended for the
small hands of the 11-year-old Carl Philipp Emanuel Bach and for the
younger children. Several of them were actually composed by Carl Philipp
Emanuel: two marches, two polonaises and a solo. Some galant pieces
were probably used for the dance lessons which the growing Bach children
received according to the custom of the time. A number of pieces may not
be by Bach, such as the anonymous aria ‘Erbauliche Gedanken eines
Tobackrauchers’ (Uplifting thoughts of a pipe smoker) and the wonderful
aria ‘Bist du bei mir’ with its somewhat wry text. The volume also includes
a love song ‘Willst du dein Herz mir schenken’ by Giovannini, a Rondeau by
Frangois Couperin, a Menuet possibly by Georg Bohm, and from Bach’s
hand two French Suites (BWV 812 and part of BWV 813), the first prelude
from The Well-Tempered Clavier, and a handful of chorales and arias.

© Clemens Romijn

VIOLIN SONATAS - TRIO SONATAS (CD22)

At some time before 1720 Bach wrote, besides his epoch-making solo
violin sonatas and the six sonatas for violin with obbligato harpsichord
(which broke new ground texturally), two more sonatas for violin and
continuo, each of which exhibits unusual features. The structure of that in
E minor, which appears to be the earlier, is a curious mixture of sonata and
suite, or a suite from which some basic movements seem to be missing. It
opens, rather after the fashion of some of Bach'’s early organ works, with a
30-bar free flourish of impassioned smiquavers over a tonic pedal. This
leads to an ornate Adagio whose intensity is heightened by poignant
chromaticisms. The thematically related Allemande which follows is even
more elaborate; but immediately after this comes the concluding Gigue, in
which syncopations like those in the finale of the Sixth Brandenburg
Concerto help to swing the rhythm along.

The G major work, which came to light only in 1928, when a manuscript
copy in the hand of Anna Magdalena Bach was discovered in Eisenach, is a
four-movement sonata da chiesa. Much speculation has been aroused by
the entire bass-line being identical with that of the Trio Sonata BWV1038
(another version of the BWV1022 violin sonata in F major), though in the
latter case the upper parts are thought to be by one of Bach’s sons or
pupils. Points of technical interest here are the multiple-stopping in the
Vivace and the suggestions of polyphonic violin writing in the fugato finale.

It is a remarkable fact that very few of Bach’s trio sonatas for chamber
instrumentation have survived; despite the fact that this was really the

most popular ‘classical’ genre of the Baroque period, only four works
survive. It is therefore likely that most of Bach’s chamber music has been
lost. Furthermore, the trio sonatas which do survive are known in different
versions with varying instrumentations. The Trio Sonatas in G major BWV
1038 and 1039, both conceived as church sonatas in four contrasting
movements, are an example. It is even uncertain whether the Trio Sonata
BWV 1038 is actually by Bach. It is not unlikely that one of his sons or
pupils wrote the piece, making use of an existing bass line by Bach himself,
since the bass part corresponds to that of the Sonatas for violin and
harpsichord BWV 1021 and 1022. The Adagio is strongly reminiscent of
‘Gute Nacht, o Wesen’, the ninth section of Bach’s motet ‘Jesu, meine
Freude’ (BWV 227).

The Trio Sonata in G major, BWV 1039, likewise exists in different versions:
one for viola da gamba and concertato harpsichord (BWV 1027, certainly
authentic), and one for two flauto traversos (or violin and traverso) and
basso continuo (BWV 1039, assumed to be authentic). In addition, the first,
second and fourth movements survive in a version for organ, or for
harpsichord or clavichord with pedals, BWV 1027a. What Bach exactly had
in mind in respect to the second version we do not know, since it is not
clear whether it was intended as a work for three instruments, two flutes
and basso continuo, or for just one flute and concertato harpsichord. In the
latter case the harpsichordist plays two parts, one of the two upper voices
and the bass. Because of these different instrumentations this poetic
(Andante) and at the same time happy and energetic work has enjoyed
special attention. Moreover, it is one of the many examples of Bach’s habit
of borrowing from his own work. The various instrumentations enabled
him to give one and the same piece different expression and colour, thus
helping to save his music from quick oblivion.

© Clemens Romijn

THE WELL-TEMPERED CLAVIER (CD23-26)

The Well-Tempered Clavier is the generally accepted English translation of
the German title, Das Wohltemperierte Clavier, Bach’s great collection of
48 paired preludes and fugues, often referred to as simply ‘The 48’. It is the
best known of Bach’s clavier works. Part 1 of The Well-Tempered Clavier
was completed at Cothen in 1722, and Part 2 in Leipzig around 1740. Each
part consists of twenty-four preludes and fugues, one prelude and one
fugue in each of the twelve major and minor keys, the keys being arranged
in chromatic order, alternating in major and minor keys. Consequently, all
odd-numbered preludes and fugues are in major keys, and all even-
numbered ones are in minor keys. The first prelude and fugue in each of
the two books is in C major, the last prelude and fugue in each is in B
minor. It is easy to determine the key from the number and the number
from the key. If the number is odd, substract 1 and divide the result by 2,
which will give the count of semitones up from C and will determine the
tonic of the key. Thus Prelude and Fugue No.15 will be in a major key since
15 is an odd number, and specifically in the key of G major (15-1=14;
14:2=7; 7 semitones from C is G). For even numbers, substract 2 and then
divide the result by 2. Thus, Fugue No.16 will be in the key of G major (16-
2=14; 14:2=7). To find the number from a given key, the procedure must
be reversed. Count the number of semitones from C to the tonic of the

prelude and fugue in question, and then multiply it by 2. If the key is major,
add 1; if the is minor add 2. The G major Prelude and Fugue must therefore
be No.15 (the interval from C to G is 7 semitones; 7x2=14; since the
tonality is major add 1; 14+1=15). The Prelude and Fugue in C minor must
be No.2; the interval from C to C is 0; 0x2=0; since this is in a minor key,
add 2 to the result: 0+2=2.

The complete original title of The Well-Tempered Clavier Part 1 could be
rendered into English as follows: "The Well-Tempered Clavier, or Preludes
and Fugues through all tones and semitones, relating to the major third,
that is, Ut Re Mi, as well as those related to the minor third, that is, Re Mi
Fa. Compiled and prepared for the benefit and practice of young musicians
desirous of learning, as well as for the entertainment of those already
versed in this particular study, by Johann Sebastian Bach, Anno 1722.'A
rather didactic apologia for such an epoch-making work.

The term well-tempered refers to the then novel system of equal (or
almost equal) temperament, in which the octave is divided into 12 equal
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(or almost equal) semitones, and the tuning is such that the transposition
is possible without altering the ratio of frequencies for different intervals.
This system made it possible to play equally well in all the keys, and Bach’s
collection of The Well-Tempered Clavier was the first complete realization
and his achievement the apotheosis of even-tempered tuning. The first
printed edition appeared almost half a century after Bach’s death, in 1799
(Kollman. London). It must be noted that Bach had a precursor in the
person of Johann Kaspar Ferdinand Fischer, who published a quarter of a
century earlier a collection of 20 preludes and fugues in 19 different keys.
He characteristically entitled the collection Ariadne Musicae, with the
allusion to Ariadne from Greek mythology whose guiding thread helped
Theseus find his way out the Cretan labyrinth. Bach must have known
Fischer’s work, because, in fact, some of Bach'’s fugal subjects are similar to
Fischer’s. Particularly interesting is the unmistakable thematic similarity
between some of Fischer’s fugues and those of Bach in the same key, e.g.,
those in G minor (WTC1), E major (WTC2), and F major (WTC1), a similarity
which is too striking to be incidental. On the other hand, a collection of 24
preludes and fugues written by B.C. Weber under a title identical with that
of Bach’s first collection is not a forerunner, but an imitation of Bach’s
work. The date 1689, which appears on the manuscript in the library of the
Brussels Conservatory is spurious, since Weber lived from 1712 to 1758.

Equal temperament is usually said to have been invented by Andreas
Werckmeister around 1700. This statement is not in accordance with the
facts. The history of equal temperament can be traced back tot 1518, when
H. Grammateus recommended dividing the octave into 10 equal semitones
and two of somewhat smaller size. Vincenzo Galilei, in his Dialogo (1581),
proposed to use a semitone of the frequency 18\17 (99.3 cents) which is a
very good approximation of the well-tempered semitone. The principle of
equal temperament was clearly expounded by the Chinese prince Tsai-yu
in 1596 and by the Frenchman Mersenne in 1635. Contrary to common
belief, Werckmeister never stated equal temperament correctly. The
introduction of equal temperament into musical practice was a very slow
process. Whether Bach’s famous collection of The Well-Tempered Clavier
or its less complete predecessor, Fischer’s Ariadne Musica, referred to
equal temperament or merely to a sufficiently close approximation, is not
entirely clear. At any rate, the system was not universally adopted in
Germany until ¢.1800, in France and England until c.1850.

When Bach started to assemble his first pupils around him, probably
already in Weimar (1708-1717), he undertook, in his thorough manner, to
teach them composition through practical examples. The set of organ
chorales he composed in this period were clearly designed for church
services, but at the same time to show how pieces of this kind should be
made, as appears from the inscription on the work: ‘Dem Hochsten Gott
allein zu Ehren, Dem Néchsten, drauss sich zu belehren.’” In English: “In
praise of the Allmighty’s will, And for my neighbours greater skill.” In his
Cothen years Bach expressed his pedagogical intentions more clearly. For
the instruction of his eldest son Wilhelm Friedemann he wrote fifteen two-
part preambula (preludes) and fifteen three-part fantasiae. When he
collected these pieces into a separate work, calling the two-part pieces
‘inventiones’ and the three-part ones ‘sinfoniae’, he provided the new
manuscript with a title page which contains the following promise: ‘to the
lovers of the clavier, and especially those desirous of learning, upright
instruction... not alone to have good ‘inventiones’ (thematic ideas) but to
develop them.” The first six Inventions were all built up on short motifs and
thus illustrate the technique of eleboration of such motifs. Also the
collections of the so-called French and English Suites and the two parts of
The Well-Tempered Clavier were designed for pedagogical purposes. More
than a third of the preludes of The Well-Tempered Clavier Part 1 were
conceived as studies for Wilhelm Friedemann. One source of information
of Bach’s teaching practice during his Leipzig years is an account dated
1790 by Ernst Ludwig Gerber, the son of Heinrich Nicolaus Gerber: ‘Bach
accepted him (Gerber senior) with particular kindness because he came
from Schwarzburg, and always thereafter called him
(compatriot). He promised to give him the instruction he desired and asked
him whether he had industriously played fugues. At the first lessons he set
his inventions before him. When he had studied these through to Bach’s
satisfaction, there followed a series of suites, then The Well-Tempered
Clavier. This latter work Bach played altogether three times through for
him with his unmatchable art, and my father counted these among his

‘Landsmann’

happiest hours, when Bach, under the pretext of not feeling in the mood to
teach, sat himself at one of his fine instruments and thus turned these
hours into minutes.’

Part 1 of The Well-Tempered Clavier is more unified in style and purpose
than Part 2, which includes compositions from many different periods of
Bach’s life. In addition to demonstrating the possibility, with the then novel
tempered tuning, of using all the keys, Bach had particular didactic
intentions in Part 1. In most of the preludes a single specific technical task
is given to the player; thus they might be called, in the terminology of a
later age, études, studies, for which some of Bach’s little preludes (BWV
933-943) as well as all the two-part inventions and the three-part sinfonias
may be regarded as preliminary studies. The teaching aims of The Well-
Tempered Clavier go beyond mere technique, since no two preludes or
fugues resemble each other in mood. Each of them represents a different
frame of mind, formal construction or technical device. Particularly strong
is the differentiation of the preludes, all examples of different types of
keyboard composition of the late Baroque. The famous first one, Prelude
No.1 in C (Part 1) is very much like a lute improvisation. Broken chords
serve also as the basis of other preludes (Nos.6 and 15), and sometimes
they take on an étude-like (Nos. 2 and 5) or toccata-like character (No.21).
No.10 shows a striking transformation. In its primitive form it appeared in
Wilhelm Friedemann’s Clavier-Bichlein. In its final version in The Well-
Tempered Clavier Part 1 it has an added cantilena in the right hand, but
also a completely new presto-section which reaffirms the improvisatory
character of the earlier version. The two-part Inventions certainly have had
some influence on Nos.3, 11 and 13, but also on No.14, 17 and 20.
Influences from the three-part Sinfonias can be observed in Nos.9, 18, 19
and 23. Preludes Nos.4, 8, 16 and 22 are aria-like pieces resembling the
slow movements of a church-sonata. In No.12 broken chords, invention-
like features and aria-style are fused into an unusual but very beautiful
combination.

The preludes of The Well-Tempered Clavier Part 2 differ from those of Part
1. There is only a single arpeggio piece (No.3), and then its second part
consists of a brief fugato. Also No.22 resembles a three-part fugue.
Contrary to this procedure, where fugue-like pieces are employed as
introductions to fugues, Bach also composed luxuriant and abundantly
ornamented preludes that most effectively prepare the following
contrapuntal fugues (Nos.1 and 16). Also the concerto form is used, in
Prelude No.17, and the style of a French Overture (No.13).

The fugues, wonderfully varied in subjects, texture, form, and treatment,
constitute a compendium of all the possibilities of concentrated,
monothematic fugal writing. The ancient ricercare is represented (Part 1,
No. 4 in C sharp minor), as well as the use of inversion, canon, and
augmentation (No. 8, E flat minor), virtuosity in a fugue with a da capo
ending (No. 3, C sharp major), and many other styles. There are pieces not
only with three voices (Nos.2, 3, 6-9, 11, 13, 15, 19 and 21) and four voices
(Nos. 1, 5, 12, 14, 16-18, 20, 23, and 24), but also with two voices (No.10)
and five (Nos.4 and 22). While the themes usually establish a firm sense of
tonality, there are also chromatic, modulating and highly adventurious
fugue subjects in Nos.7, 10, 18 and 24. Several fugues have a
countersubject (a melody combined with the fugal theme, Nos.7, 9, 10, 13-
16, 23 and 24), or even two counter subjects (two melodies combined with
the fugal subject, Nos.2, 3, 12, 18 and 21). Fugue No.5, a great favorite of
keyboard players, contrasts heavily with its forerunner No.4, which is in
the old-fashioned ricercar style of Froberger with long extended notes.
No.5 is more loosely constructed and closer to Handel than to Bach. A
climax is reached in the striking No.8. In this breathtaking complex piece
the main theme, its inversion, augmentation and double augmentation are
developed in two-part and three-part strettos.

In Part 2, the Fugue in D major (No. 5) may be mentioned as a superlative
example of concentrated abstract musical structure using the simplest
materials, while the Prelude and Fugue in F sharp minor (No. 14) is
outstanding for beauty of themes and proportions. As in the organ fugues,
each subject in Bach’s clavier figures is a clearly defined musical
personality, of which the entire fugue is to be a logical development and
projection. In the double fugue No.23 the set reaches its climax, a powerful
first theme later joined by a gently moving second theme. No.24 gives the
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impression of an appendix to the whole set, since in this carefree rococo-
like dance Bach seems to have absorbed the musical style of the younger
generation, of his sons Carl Philipp Emanuel and, maybe, even his youngest
Johann Christian.

© Clemens Romijn

PARTITAS (CD27-28)

The works Bach published during his lifetime only form a tiny fraction of his
entire oeuvre. This seems strange to a modern artist or composer, who
does all he can to get his works published, because that is the only way of
getting known and gaining recognition. Long before Bach published his first
works, the six partitas recorded here, he had already enjoyed a European
reputation. In 1717 Mattheson, the famous Hamburg music critic, had
written about Bach in glowing terms. All over Germany Bach’s organ and
harpsichord playing was recognized as something unprecedented. As a
tester of organs, he was both highly esteemed as feared, for organ builders
considered his verdict on an instrument decisive. Any young musician, who
could show a testimonial from Bach or claim to have been his pupil, was
assured of a post as organist, cantor or capellmeister. It will probably
remain a mystery why the famous Bach waited until his fourtieth year,
until 1726, to have his Opus 1 printed. And then, sales of the partitas were
miserable. Bach sold some copies himself. The remainder came into the
hands of first Boetius and then Breitkopf. In 1760, ten years after Bach’s
death, Breitkopf was still offering unsold copies in his catalogue.

Yet, from an artistic point of view the partitas proved an enormous
success. Even though very few people bought the printed edition,
numerous handwritten copies circulated and many harpsichord players
included them in their repertoire. According to Forkel (in his famous first
biography of Bach from 1802), the publication of Bach’s opus | caused
‘much ado in the musical world of his time. Such excellent compositions
for the clavier had never been seen and heard before. Anyone who had
learnt to perform well some pieces out of them could make his fortune in
the world thereby; and even in our times, a young artist might gain
acknowledgment by doing so, they are so brilliant, well-sounding,
expressive and always new.”

There exists some confusion about the term ‘partita’. In 17th or 18th
century music it signified either a suite or a series of variations. The original
and proper meaning of the word is variation. In Trabaci’s Ricercate,
canzone, ...partite diverse (1615) as well as in Frescobaldi’s Toccate e
partite d’intavolatura (1614) and in other early Italian publications, partita
always meant a series of variations, not a suite (a set of dance pieces). It
was thus (meaning variation) that the term was used by Pachelbel (1690),
Bohm, and in Bach’s Chorale partitas for organ. How the term came to
adopt the meaning of suite is not entirely clear. Possibly the denomination
‘Parthien’ (for suites), which appears in the publications of Froberger
(1693), Kuhnau (1692) and Theophil Muffat (1726), is derived not from the
Italian word ‘partita’, but from the French word ‘partie’ (movement), a
term which may have denoted suite-like compositions. Bach used the
designation partita for his six suites published in his Clavier-Ubung | and for
those for violin solo and for flute solo. Several of the harpsichord partitas
show ltalian features, such as the Italian names ‘sinfonia’ and ‘burlesca’,
and the preference for the Italian corrente in stead of the French courante
as the second dance movement.

Bach’s clavier suites show the influence of French and Italian as well as of
German models. There are three sets of six suites each: the French and
English Suites, composed at Cothen, and the six Partitas published
separtely between 1726 and 1730 and then collected in 1731 as Part of the
Clavier-Ubung. Part Il of the ClavierUbung also contains a large Partita in B
minor, entitled ‘Overture in the French style for a harpsichord with two
manuals.” The designations French and English for the suites composed at
Cothen are not Bach’s own, and have no descriptive significance. The suites
in both sets consist of the standard four dance movements (allemande,
courante, sarabande, gigue) with additional short movements between the
sarabande and gigue. Each of the English suites opens with a prelude.
Some of these preludes illustrate particularly well the skill with which Bach
transferred Italian ensemble forms to the keyboard: the prelude to the
third suite, for example, is a concerto Allegro movement with alternating

tutti and ritornellos. (An even more striking adaptation of the concerto
form is the Concerto in the Italian style, a harpsichord piece which utilizes
the two manuals of the instrument to emphasize the tutti-solo contrasts.)
The dances in the English suites are based on French models, and include
several examples of the double or ornamented repetition of a movement.
In the French suites, the second movement is more often an lItalian
corrente than a French courante.

The Clavier-Ubung, Part | (1731, although published in installments in
1726-1731) contains six suites, called Partitas, in which sets of highly
stylized dances are preceded by different kinds of introductory
movements, variously entitled Praeludium, Praeambulum, Sinfonia,
Fantasia, Overture, and Toccata, all forms and types of late Baroque
keyboard music. This third collection of keyboard suites (BWV 825-830)
occupies a special place in Bach’s entire oeuvre, because it was the first
work that he was to engrave and publish himself in the period 1726-1741.
He entitled the series Clavier-Ubung, and each separate suite Partita. This
idea was probably inspired by Bach’s predecessor Kuhnau, who had
achieved great success with his two series of keyboard suites, which he
had also published (in 1698 and 1702) under the title Clavier-Ubung and
the suite-title partita. Bach was probably assisted with the engraving by his
17-year-old son Emanuel, who himself had made copper-plates of his first
works. Like the English suites, the partitas begin with an introductory piece
which is of a different character in each partita - sometimes like an
invention (partita 1), sometimes a French overture (partita Il and 1V), and
sometimes a fantasy (partita Ill). The pieces display French and Italian
characteristics, but they also seem to anticipate the expressive melodic
style of Emanuel Bach. As in Kuhnau's partitas, all Bach’s six partitas have
the dances of the classical suite - allemande, courante, sarabande, gigue -
(except for the omission of the gigue from No.2). But Bach went further
than Kuhnau in his addition of “andern Galanterien’, as he call them on the
title-page. Every partita has at least one. Clearly Bach intended to give each
partita its individual distinct character.

© Clemens Romijn

KEYBOARD WORKS FROM THE PERIOD 1700-1710 (CD29-31)

The original musical scores of Johann Sebastian Bach

We know that the original manuscripts of J.S. Bach were in the possession
of members of his family. The majority were in the hands of Carl Philipp,
and others in the possession of Anna Magdalena and Wilhelm Friedemann.
Today the majority of these relics are preserved in the national libraries in
East and West Berlin; this collection forms the basis of the Bach-Archives in
Leipzig. The absurd situation created by current circumstances has added
to the dissemination of this heritage. There are a few manuscripts
scattered throughout the world which we can account for, but in regards
to some certain familiar pieces, we have no idea as to their whereabouts.

In addition to these invaluable scores, there were also numerous copies
made by his pupils and members of the Bach family (especially Anna
Magdalena) in preparation for performances. For Bach, who himself made
considerable use of the technique of this system, copying represented one
of the surest teaching methods. Fortunately this practice has provided us
with this precious inheritance. All of Bach’s works have been available in
published form for a long time and it could be argued that his music now
occupies its rightful place. But this is by no means the case, quite the
contrary in fact, since, barring a few exceptions, from the vast repertoire
he produced the works of the young Bach are never played, with the
exception of the Toccatas BMV 910 — 916 which were written between
1705 and 1712.

For a long time considered of dubious origin, 17 of the 29 works presented
in this collection have, nevertheless, been published (Breitkopf & Hartel,
and Peters), but have never really aroused other musicians. There are
therefore some works, admittedly limited in number, which are all the
more fascinating because they shed new light on the work and the life of
the adolescent Bach. It will be necessary to await the results of painstaking
musicological work being carried out, amongst others, by the Neue
Bachgesellschaft, to dispel the doubts existing on the authenticity of these
works. It has taken a hundred years of patient research.
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The brilliant preludes and fugues for organ BWV 532, 533 and 575, the
famous Pastorale BWV 590, as well as the great cantatas “Aus der Tiefe
rufe ich, Herr zu dir” BWV 131, “Gott ist mein Konig” BWV 71, and “Gottes
Zeit ist die allerbeste Zeit”, “Actus Tragicus” BWV 106 can all be dated with
certainty between 1700 and 1710. No doubt influenced by the obvious
maturity of the works of his youth, certain people dated the works ten of
fifteen years later than the date now attributed to them. Nevertheless the
difficulties of establishing dated remain very real.

The Bach expert A. Basso defines the numerous problems which the
exegesis poses: “The most chaotic and confused sphere in which Bach
practised his talent is that of music for the harpsichord {(...). Many isolated
pages exist for which it is difficult, on the one hand, to establish their
authenticity, and on the other hand, to determine their chronological
position”. In order to do this, it has been necessary to draw up a historical
classification, based on the biographical information gleaned from
evidence which was a priori general in its scope.

History reveals much evidence of his learning abilities, yet nothing remains
on his first attempts at composition. Friedrich Blume, describing the young
Bach, believed that as regards to the period in question (between 1695
and 1700), there is not the slightest indication of his musical progress.
There is no doubt that from the age of fifteen he possessed sufficient
musical and instrumental maturity to be able to compose. Still it should not
be forgotten that our knowledge of Bach’s musical environment does not
provide us with any more information. It was generally accepted that
Bach’s first work (the origin of which was doubted for many years) was the
pre-1707 manuscript chorale BWV 704. However, it now seems that the
chorale Partitas for organ BWV 766, 767 and 768 predate BWV 704. The
Prelude of the Partita del tuono Terzo BWV 833 with its archaic style,
should at the same time be considered as a composition for the
harpsichord dating from between 1700 and 1704.

Dating, identifying, establishing chronological order and in particular
locating the places where the works may have been written would seem to
be more a feat of archeological research than musicological research. It will
be necessary to call upon the very latest techniques to arrive at
conclusions which will determine with certainty one way or the other. In
fact the study of the origins of the paper, the constituents of the inks, the
written forms, the shape of the notes and the letters, the search for
similarities and likenesses demand a wealth of means which were not
available in the 19th Century. Once this work has been completed, the
analyst will examine, from a purely musicological point of view, the style,
existing musical origins, and finally, the many characteristic and essential
parameters of previous compositions. The pioneers have mainly
concentrated on corresponding styles, believing this to be a way of dating
and outlining a chronological order.

Spitta was the first to rely upon the authority of these similarities, which
we might call “evolutionary stylistic”, partly the result of influences which
have been chronologically defined. The inadequacy of the procedure,
especially attribution of possible dates, led him to draw conclusions fare
removed from today’s certainties. However this may be, and thanks to the
invaluable work of the patient scholars of the 19th and 20th Centuries, the
indefatigable research of Spitta, Schalzriedt, Kriiger (1970), Schmieder
(1976), Eichberg (1975), Wolff (1980), Basso (1983), and the publications of
the Neue Bach Ausgabe kritischer Bericht (1982), the following have been
definitively declared as the work of J.S. Bach: BWV 820,821, 822, 823, 832,
833,917,922, 923, 940, 947, 948, 949, 950, 951, 951A, 954, 955, 963, 965,
966, 967, 989, 992, 993, 996. Uncertainty still reigns over the concerto e
fuga BWV 909, but there is strong evidence in favour of its authenticity.

In this extraordinary re-examination of the sources, there was still one
point which had to be clarified, and this is not just a minor point. In what
town, in what place did J.S. Bach write and at what age? Bach left Ohrdruf
in the spring of 1700 to settle in Lineburg (BWV 822). On several occasions
he made frequent trips to meet the masters: Bohm and Buxtehude. In
March 1703 in Hamburg he heard Reinken; in Celle he became familiar
with French music, finally he stopped in Weimar where he settled down
(BWV 909). However, having spent barely four months at court, he left
again for Arnstadt. It is probably there, moved by the departure of his

brother Johann Jacob, oboist to Charles XIl of Sweden, that he wrote the
Capricco sopra la Lontananza BWV 992. Having obtained four weeks leave
to go and hear Buxtehude in Liibeck, he stayed there from October 1705
until February 1706. He remained in Liineburg until June 1707. The works
BWV 820, 821, 823, 832, 833, 955, 963, 967, and 993 definitely date from
this period. Next, on 15 June 1707 he was appointed organist at the church
of St. Blaise in Muhlhausen. On 17 October he married his cousin Maria
Barbara, the daughter of the organist of Gehren, Johann Michaél Bach. He
finally returned to Weimar on 25 June 1708. Bach was 23 years old, and we
can reasonably consider this time as the fruition of his youth.

In 1708, his daughter Catharina Dorothea was born, followed by Wilhelm
Friedemann in 1710. The compositions BWV 917, 922, 923,946, 947, 948,
949, 950, 951 951A, 954, 958, 959, 965, 966, 989, and 996 date from this
period. The Lautensuite BWV 996, originally written for the lute in E minor,
was rewritten for the harpsichord in A minor by Bach himself. This lone
Bach manuscript can now be found in the Royal Library in Bruxelles. The
cover of the booklet with this aloum represents the start of the “Preludio
con la Suite” from this work.

Carried away by a passion for an art which he mastered as no-one else
before him, and which many would try to emulate without ever
succeeding, Bach reveals in the 29 pieces of this collection a joyful impish
exuberance, and a desire to live his music to the full, together with an
unrivalled depth and nobility of emotion. Never, even in his earliest youth,
did he cease studying, learning and probing into the experience of his
elders, the lucid wisdom of a friend, striving indefatigably towards the
masterpiece, which one day would surpass them all.

Bach was the archetypal craftsman, never creating anything with which he
was not completely satisfied, each step carved, deliberated upon and
completed with a master’s touch. He was never a Mozart, whose legendary
precociousness moved the whole of Europe in his time. Yet Bach and
Mozart have one thing in common: there is not one work of their youth,
judged to be minor in the total scope of their compositions, which would
not have been declared a masterpiece if written by any other composer.

© Yves Bessiéres

ITALIAN CONCERTO - FRENCH OVERTURE - CHROMATIC FANTASY

& FUGUE (CD32)

In the first biography of Johann Sebastian Bach (1802) by Johann Nicolaus
Forkel, this great admirer of Bach’s oeuvre made the following note:
‘Chromatische Fantasie und Fuge. Unendliche Miihe habe ich mir gegeben
noch ein Stiick dieser Art von Bach zu finden. Aber vergeblich. Diese
Fantasie ist einzig und hat nie ihres Gleichen gehabt. Ich erhielt sie zuerst
von Wilh. Friedemann [Bach] aus Braunschweig. Einer seiner und meiner
Freunde, der gerne Knittelverse machte, schrieb auf ein beygelegtes Blatt:
Anbey kommt an

Etwas Musik von Sebastian,

Sonst genannt: Fantasia chromatica;

Bleibt schén in alle Saecula.

Sonderbar ist es, dass diese so ausserordentliche kunstreiche arbeit auch
auf den allerungeliibtesten Zuhérer Eindruck macht, wenn sie nur irgend
rein vorgetragen wird’.

(‘Chromatic Fantasy and Fugue. | have taken infinite pains to discover
another piece of this kind by Bach, but in vain. This fantasia is unique, and
never had its like. | first received it from Brunswick, from Wilh.Friedemann.
A friend of his and mine who liked to write doggerel, wrote on an inserted
leaf:

Here, my good man,

Is some music by Sebastian,

Called otherwise: Fantasia chromatica,

Will last through all the saecula.

It is remarkable that this work, though of such intricate workmanship,
makes an impression even on the most unpracticed hearer if it is but
performed at all clearly’.)
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The prophecy in the above poem has remained true until today: Bach'’s
Chromatic Fantasy and Fugue is among Bach’s most frequently performed
works. Perhaps the poet was helped in his assessment by the fact that
during Bach’s lifetime and for decades after his death this brilliant virtuoso
work in grand style for harpsichord solo circulated in a large number of
copies. It is a remarkable mystery why this entrancing work did not appear
in print until the beginning of the 19th century, while many Rococo
trivialities sold like hot cakes. This turbulent and expressive harpsichord
work probably originates from Bach’s Cothen period (1717-1723). Its
exceptional nature lies more in its expressive strength and the use of
chromatic and enharmonic elements than in the actual form. Despite its
emotional intensity, the fantasy has a logical structure. The opening
toccata-like section is full of scales, broken chords and arpeggios. The
second section is an instrumental recitative, and the third part makes an
effective combination of both elements. The succeeding fugue is based on
a subject which also makes abundant use of chromatic progressions. The
opening is strictly contrapuntal, but the style gradually becomes freer,
recalling the rhapsodical and improvisatory character of the fantasy. Full
chords of up to eight parts are introduced, and powerful octaves in the left
hand bring the fugue to its final climax.

Bach published his Clavier-Ubung Part Il in 1735, shortly after his 50th
birthday. It comprises the ‘Concerto nach Italienischem Gusto’ and the
‘Overture nach Franzosischer Art’, works both specially written for a
twomanual harpsichord. At the same time each of the two compositions is
modeled on a different orchestral genre: the Italian Concerto transfers the
forms and styles of a Vivaldi-like concerto to harpsichord, while the
Overture in French Style is an imitation of the typical orchestral suite
popular in Germany during the late Baroque. Some of the preludes of the
English Suites already illustrate particularly well the skill with which Bach
transferred Italian ensemble forms to the keyboard: the prelude to the
third suite, for example, is a concerto Allegro movement with alternating
tutti and ritornellos. An even more striking adaptation of the concerto
form is the Concerto in the Italian Style, usually called the Italian Concerto,
a harpsichord piece which utilizes the two manuals of the instrument to
emphasize the tutti-solo contrasts.

Also in the French Overture the often awkward manual changes are
designed to obtain an orchestral effect. As in the orchestral overtures,
Bach employed the title Overture (sic!) as ‘pars pro toto’ for an entire
suite, in which the overture is by far the most substantial movement.
Another similarity between this overture and those for orchestra lies in the
fact that Bach chose to omit the allemande included in all his harpsichord
suites. Of interest is that Bach first composed this work (in about 1731) in ¢
minor, transposing it later to b minor. We do not know the reason (key
structure, temperament, affect?), but we do know that Bach made far-
reaching alterations to the notation of the first movement of the overture:
all up-beat figures of two or three semiquavers in the C minor version
became demisemiquavers in the b-minor version, resulting in a much
sharper (overdotted) rhythm. Apparently Bach doubted whether the
interpretation of this notation familiar in his own surroundings was self-
evident in wider circles (i.e. via publication). That his alterations, 250 years
later, were to form a very concrete indication of over-dotting, he probably
did not anticipate.

© Clemens Romijn

GOLDBERG VARIATIONS (CD33)

In his Leipzig period, probably in the late 1730s, Bach came into contact
with some personalities of the higher aristocracy in Dresden. This was due
to his connections with the Dresden electoral court. One of these
aristocrats was Hermann Carl, Count von Keyserlingk, who became a very
special patron of Bach’s. Through his intervention Bach was nominated
‘court composer to the King of Poland and the Elector of Saxony.” The
Count maintained a small private band, in which a pupil of Bach and of his
son Wilhelm Friedemann played the harpsichord: Johann Gottlieb
Goldberg. An anecdote handed down to us through the first Bach-
biography by Johann Nicolaus Forkel (1802) links the genesis of the Aria
mit verschiedenen Veranderungen (BWV 988), now known as the Goldberg
Variations, with Keyserlingk and Goldberg: ‘"The Count was often sickly, and
then had sleepless nights. At these times Goldberg, who lived in the house

with him, had to pass the night in an adjoining room to play something to
him when he could not sleep. The Count once said to Bach that he would
like to have some clavier pieces for his Goldberg, which should be of such a
soft and somewhat lively character that he might be cheered up a bit by
them in his sleepless nights. Bach thought he could best fulfil this wish by
variations. The Count thereafter called them nothing but “his’ variations.
He was never weary of hearing them. And for a long time, when the
sleepless night came, he used to say, ‘Dear Goldberg, do play me one of
my variations.’

In his Goldberg Variations, Bach summarized the characteristic species of
Baroque keyboard music, the theme and variations. The Aria with thirty
different Variations, published in 1741 as Part IV of the Clavier-Ubung and
known as the Goldberg Variations is organized in the complete fashion of
many of the compositions from the latter part of Bach’s life. The theme is a
sarabande (slow, majestic baroque dance) in two balanced sections, the
bass and harmonic structure of which are preserved in all thirty variations.
The form of the whole is that of a chaconne or passacaglia. The variations
are grouped by threes, the last of each group being a canon, with the
canons at successive intervals from the unison (first canon) to the ninth
(last canon). The thirtieth and last variation, however, is a quodlibet, a
mixture of two popular song melodies combined in counterpoint above the
fundamental bass. After this the theme is repeated da capo. The
noncanonic variations are of many different types, including inventions,
fughettas, a French overture, ornamental slow arias, and, at regular
intervals, bravura pieces for two manuals. The diverse moods and styles in
these variations are unified by means of the recurring bass and harmonies
and also by the symmetrical order in which the movements are arranged;
the entirety is a perfectly organized structure of great proportions. In the
Goldberg Variations three essential characteristics of Bach’s keyboard
music are united: stylistic diversity, virtuosity and strict counterpoint.
These elements correspond with the tripartite grouping of the variations:
the character piece, the virtuoso piece and the canon. In the course of the
work all three become more and more characteristic: the style becomes
more divers in every following character piece, the virtuosity increases
gradually, and canon technique increases gradually in interval and has even
a novel element of the quodlibet, mentioned above.

Probably the Goldberg Variations were first performed publicly by Bach
himself at one of his last concerts in the Leipzig Collegium Musicum in
1741. The events in the famous Forkel anecdote - the young virtuoso Bach
pupil (only fourteen years old!) playing the work during sleepless night for
his patron Keyserlingk - probably took place shortly after publication, for
Bach stayed in Keyserlingk’s Dresden home in November 1741.
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ENGLISH SUITES (CD34-35)

In the first Bach biography, dating from 1802, Johann Nicolaus Forkel
explained that the six ‘English Suites’ were thus entitled because Bach was
said to have written them upon the request of ‘a prominent Englishman’.
The only confirmation is found on the title-page of one of the manuscripts
of the First Suite in A major, which indeed bears the words ‘Fait pour les
Anglois.” It was suspected for some time that Forkel’s explanation was no
more than an anecdote, and now we know that both titles, English and
French Suites, do not originate from Bach. Moreover, if he had indeed
written the English Suites in response to a commission, more details would
surely be available, as in the case of the Goldberg Variations. The titles are
presumed to have originated in the circle of Bach’s friends and pupils,
perhaps to distinguish between the two series of suites. In this manner the
English ‘Suites avec leurs Préludes’ were called ‘English’ to distinguish
them from the ‘smaller French Suites’, because they were thought to have
been composed after examples by a composer living in England. Though
Purcell and Handel were suggested, attention moved to Dieupart when
considerable similarity with his suites was revealed. Dieupart lived in
London from 1707 until his decease, and Bach was familiar with his
harpsichord suites and copied at least one of them.

Bach probably commenced the English Suites in Weimar and wrote
additional material in Céthen and Leipzig, arranging them to form the
collection of six works which have come down to us. We know that Bach’s
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Leipzig pupil Gerber studied and performed them under the composer’s
guidance in 1725.

The works which Bach wrote in series are almost always marked by a
systematic and concentrated pursual of a particular genre or composition
model, or a national style. His harpsichord suites are influenced by French,
Italian and German examples. Apart from a large number of less familiar
separate suites for the harpsichord, there are three series: the French and
English Suites (both completed as series in Céthen and Leipzig in 1718-
1725), and the Six Partitas, which originally appeared in separate
instalments in 1726-1730 and were published as a series in the first part of
the Clavier-Ubung in 1731. The second part of the Clavier-Ubung also
contains a suite, the large-scale Partita in B minor, entitled ‘Ouverture in
the French style, for a harpsichord with two manuals’.

The French and English Suites all consist of a sequence of the standard
dance movements allemande, courante, sarabande and gigue, with extra
short ‘galanteries’ between the sarabande and gigue. The dances in the
English Suites are based on French models and include ‘doubles’ or
ornamented, variant repeats of the preceding movement. Unlike the
French Suites, which begin immediately with the allemande, the English
Suites commence with a prelude. Some of these demonstrate how skillful
Bach was in transferring the Italian orchestral style to the harpsichord.
Thus the prelude to the Third English Suite in G minor resembles an Allegro
from an Italian concerto, in which ripieno passages alternate with solos. An
even more striking example was to come in Leipzig in the form of the
Italian Concerto, a harpsichord concerto in which Bach employs the two
manuals of the instrument for orchestral effects such as ripieno and solo
contrasts. The prelude to the Fourth English Suite in F major also seems to
have strayed from an Italian concerto. Certain motifs in this piece appear
to be borrowed from the first movement of the Fifth Brandenburg
Concerto. The tripartite da capo form (ABA) of the preludes to suites nos.
2, 5 and 6 creates a sort of musical triptych. In some suites, such as the
third, the prelude is the most substantial movement, while in others,
including the first, it is a rather light-weight prologue to the actual suite, in
the form of a short, toccata-like introduction flowing into a flourish of
quavers.

The English Suites are on a grander scale than the French, making more
demands upon the technical skills of the player and having a more stylised
character, further removed from the original folk dances. An interesting
aspect of the series is the order of keys, descending stepwise through a
fifth: A major, A minor, G minor, F major, E minor and D minor — mainly
minor keys. Moreover, while in the French suites Bach wrote all the dances
within a single suite in the same key, in the English Suites the trio-like
movements move to related keys. In terms of harmony and complexity of
texture the English Suites are again of a higher order, with full chords and
overflowing part-writing. The allemandes are followed not by a single
courante as in the French Suites, but by two, plus their ‘doubles’ or
ornamented variants. Perhaps Bach wished to leave the choice to the
player.

© Clemens Romijn

CONCERTO TRANSCRIPTIONS (CD36-37)

The seventeen concertos for harpsichord solo ((BWV 972-987 and 592a)
and the five concertos for organ solo (BWV 592-596) are the earliest signs
of Bach’s interest in the Italian concerto of Vivaldi and his contemporaries.
They are all transcriptions of existing works by different composers, made
while Bach was employed in Weimar (1708-1717). In addition to some ten
concertos by Vivaldi (BWV 593, 594, 596, 972, 973, 975, 976, 978 and 980),
Bach arranged concertos by Alessandro Marcello (1684-1750) (BWV 974),
Giuseppe Torelli (1658-1709) (BWV 979), Benedetto Marcello (1686-1739)
(BWV 981), Johann Ernst von Sachsen Weimar (BWV 982, 984, 987, 592a),
Georg Philipp Telemann (1681-1767) (BWV 985), and three concertos of
uncertain origin (BWV 977, 983, 986).

From the 19th century onwards various theories have been proposed as to
the reason why Bach made transcriptions for solo harpsichord of concertos
originally written for one or more solo instruments and orchestra. One
such theory assumes that this was Bach’s way of assimilating the genre of

the Italian concerto. This is supported by a passage from the first Bach
biography by Johann Nikolaus Forkel (1749-1818), Uber Johann Sebastian
Bachs Leben, Kunst und Kunstwerke (Leipzig 1802):

“Vivaldi’s Concertos for the violin, which were then just published, served
him for such a guide. He so often heard them praised as admirable
compositions that he conceived the happy idea of arranging them all for his
clavier. He studied the chain of the ideas, their relation to each other, the
variations of the modulations, and many other particulars.” Further on
Forkel mentions that the transcriptions may also have been used as ‘musica
sub communione’ (music during the communion): ‘In his time a concerto or
sonata was usually played on one instrument or another in church during
communion’.

Johann Gottfried Walther (1684-1748) also made 14 known transcriptions
of concertos by composers including Albinoni, Blamr, Corelli, Gentili,
Gregori, Manzia, Meck, Taglietti, Telemann, Torelli and Vivaldi. Walther
was a cousin of Bach and organist of the Petrus- und Pauluskirche in
Weimar while Bach was employed at the ducal court of Wilhelm Ernst von
Sachsen-Weimar. While it is difficult to establish which of the two arranged
their concertos first, we can surely assume that they would have discussed
their transcriptions together.

Another theory attempts to answer the question how Bach became
acquainted with the music of Vivaldi and his contemporaries. Prince
Johann Ernst of Weimar (1696-1715), Duke Wilhelm Ernst’s nephew, is
believed to have played a crucial role. In his monumental Bach biography
dating from 1873, Philipp Spitta wrote that all musicians in the prince’s
circle, to which Bach and Walther belonged, were interested in the Italian
concerto, if only to please the prince. Nearly sixty years later Charles
Sanford Terry wrote: Bach’s painstaking transcriptions of works by other
composers were most certainly encouraged by the prince.’

More is revealed by Johann Mattheson (1681-1764) in Das Beschitzte
Orchestre (Hamburg 1717): ‘That this sort of music can be performed on a
full-voiced instrument like the organ or harpsichord was proved some
years ago by the celebrated but blind organist of the Nieuwe Kerk at the
Dam in Amsterdam, Jan Jacob de Graaf. He knew all the latest three- and
four-part Italian concertos, sonatas and such by memory, and was able to
perform them in my presence with great clarity and splendour.”

Johann Jacob de Graaf (ca.1672-1738) had been appointed organist of the
Nieuwe Kerk in Amsterdam in 1702. Mattheson must have heard him play
shortly after 1710, probably when he visited The Netherlands as a diplomat
in connection with the Peace of Utrecht (1712/13). Early in 1713 Prince
Johann Ernst, who studied at the university of Utrecht in 1711-1713, also
visited Amsterdam, at that time the European centre of music publishing,
and probably likewise heard De Graaf play his concerto transcriptions on
the organ. Shortly before, in 1712, Antonio Vivaldi’s ‘L’Estro Armonico’ op.
3 had been published in Amsterdam by Roger & Le Céne. The prince had a
considerable amount of music purchased for his court in Weimar, and took
composition lessons with Walther upon his return in July 1713. Thus, under
Walther’s guidance, Johann Ernst wrote his first opus, Six Concertos in the
Italian style. It is quite possible that the prince commissioned Bach and
Walther in the same period to transcribe and compose works in the Italian
style. Bach’s 17 transcriptions must have been made between July 1713
and July 1714.

Since the concertos had to be ‘translated’ for the harpsichord, Bach
actually went further than simply copying them, taking certain liberties and
approaching the works as an arranger. He added rich embellishment to
solo passages, shortened excessive sequences and changed tempo and
expression marks. He also made the middle voices more interesting,
changed simple chordal writing into broken chords and improved routine
harmonic progressions by adding extra dissonances. Several years later this
apprenticeship in transcription and arrangment was to bear fruit in such
works as the celebrated Brandenburg Concertos.

© Clemens Romijn
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FRENCH SUITES - SUITES BWV 818 & 819 (CD38-39)

As far as we know Bach’s first acquaintance with French music dated from
around 1700 during his grammar school vyears in Lineburg. The
Michaelisschule attended by Bach boasted a ‘Ritteracademie’, a school for
the sons of wealthy nobility where French was spoken and French customs
and etiquette were taught. The neighbouring Duke of Celle’s French
orchestra frequently gave concerts of French music there, sometimes
being joined by Bach and other pupils. Around the same time the organist
of the Johanniskirche, Georg Bohm, introduced Bach to French harpsichord
music and the appropriate manner of playing. It is safe to assume that
Bach would have played the harpsichord suites and perhaps the freely
notated préludes non-mesurés (without barlines). Both genres had been
developed by 17th-century French lutenists and harpsichordists including
Denis Gaultier, Gallot, Blancroche, Chambonniéres and Louis Couperin.
Thanks to Bohm'’s introduction, Bach the German harpsichordist was able
to perform perfumed French dance music of the era of Louis XIV at
gatherings of the nobility. Ever anxious to learn, Bach thus became
initiated into the galant world and refined style of the French suite, the
musical export article par excellence of that land. The bigwigs of the time
in this delicate and richly ornamented genre were Jean-Henry D’Anglebert,
Frangois Couperin, Jean-Philippe Rameau and Louis Marchand.

Among the harpsichord pieces which Bach composed in the French style,
besides many separate suites, are the English and French Suites (both
completed as series in Cothen and Leipzig in 1718-1725), and the Six
Partitas, first published in instalments in 1726-30 and later as a series in
part | of the Clavier-Ubung in 1731. Part Il of the Clavier-Ubung includes
another suite, the large-scale Partita in B minor entitled ‘Ouverture in the
French style, for a harpsichord with two manuals’. It is certain that the title
French Suites does not originate from Bach’s hand.

As in the English Suites, Bach included in the French Suites the customary
sequence of allemande, courante, sarabande and gigue, with additional
short ‘galanteries’ between the sarabande and gigue. The dances are
based on French models, but do not have the ‘doubles’ found in the
English Suites, where some movements are repeated in an ornamented
version. Moreover, the French Suites have no preludes and are generally of
a more modest scale, less stylised and less demanding in technical terms.
Major and minor keys are employed equally, the first three suites being in
minor keys and the other three in major, giving rise to the following key
pattern: D minor, C minor, B minor, E flat major, G major and E major.

The French Suites played a role in domestic music making in Bach’s home
and in his teaching. Anna Magdalena copied the first five suites in her first
Notenbtchlein (1722), and three years later she included the first two once
more in her second Notenbiichlein. Moreover, a considerable number of
copies from the circle of Bach’s pupils survive, indicating that in Bach’s
teaching these pieces were situated somewhere between the Inventions
and the Well-Tempered Clavier in terms of difficulty. Remarks recorded by
Bach’s pupil Kirnberger reveal that it was both fashionable and self-evident
to indulge in French music: ‘Good music teachers have for their pupils
mainly recommended dances of different types. Through the different time
signatures, their rhythm and movement, which must be clearly marked,
the heaviness or lightness of performance, through the multiplicity of
character and expression, the players practised all sorts of difficulties and
became accustomed to eloquent, expressive and varied performance. One
should not claim that these dance pieces have no taste, for they have more
than that. They have indeed character and expression, training the player
in a cantabile manner of playing and in movement and rhythm. They
enlarge the native circle of experience with dance melodies of various
nations, and one may even claim that each suite, despite all national
differences, forms a reflection of the musical spirit of a united Europe.’

© Clemens Romijn

TOCCATAS (CD40)

Bach’s seven toccatas for the harpsichord (BWV 910-916) are among the
most remarkable and fascinating works of his early years. Although they
cannot be precisely dated they are assumed to have been written in
Arnstadt, Mihlhausen and Weimar, roughly between 1705-1712. Bach’s
models were the north-German organ toccatas by composers such as

Matthias Weckmann and Dietrich Buxtehude, and possibly toccatas by
Johann Jacob Froberger, who in turn was influenced by Girolamo
Frescobaldi. Common to all these works are the several interconnected
sections, the alternation of improvisatory and strict (fugal) styles, and the
impression of free forms. The early toccatas by Frescobaldi, for example,
contain more sections than those by Bach, but because Frescobaldi’s
sections are shorter his toccatas are on a considerably smaller scale.

Bach chose a four-movement structure for most of his toccatas. A virtuosic
introduction with all sorts of dramatic passagework, scales and broken
chords is linked to a slow section, both pensive and serious. This calm
section forms the ideal preparation for the severity and activity of the
second movement, a fugue. A slow, third movement follows, after which
the toccata ends with a second fugue and a short coda in the style of the
opening. A striking feature in the period up to about 1700 is that the
toccata-like and fugal sections are often not separate entities. An
improvisatory passage may suddenly lead into a fugal section or vice versa
— the styles may permeate one another. After 1700 the two became clearly
separated, as is demonstrated by Bach’s toccatas.

It is believed that Bach probably intended to arrange his toccatas in a
series of six, as he did later with the French and English Suites and the
Partitas. For one of the seven toccatas, that in G major (BWV 916), is
indeed a special case. It seems to lean more towards the Italian concerto of
Vivaldi, and deviates from the other six by reason of its tripartite structure.
It may be seen as a forerunner of the Italian Concerto, ‘ein Concerto nach
Italienischem Gusto’, and in one of the manuscripts it is indeed described
as ‘Toccata seu Concerto’ - toccata or concerto. The series of six toccatas
seems to have been conceived in three pairs which belong together in
terms of composition technique, coherence and maturity. The Toccatas in
D minor (BWV 913) and D major (BWV 912) were probably the first of the
series. They feature a profusion of musical invention but are not yet
strongly coherent, their fugues being rather fragmentary; they were
probably written in Arnstadt or Miihlhausen in 1705-1708. The next pair is
formed by the more coherent and mature Toccatas in E minor (BWV 914)
and G minor (BWV 915), written in Mithlhausen or Weimar between 1707-
1710. The last two Toccatas, in F sharp minor (BWV 910) and C minor (BWV
911), are the strongest in terms of structure and expressive power
(particularly in the slow movements); they were composed in Weimar in
1709-1712.

In one of the surviving manuscripts the D minor Toccata (BWV 913) is
entitled ‘Toccata prima’, possibly indicating that it was the first of the
series. It begins very much as a toccata, with broken chords, figuration and
turbulent passagework, recalling the organ works of Buxtehude so admired
by Bach. The connected Adagio, with its melancholic searching in the
darkness, forms a strong contrast to this passionate opening. It is followed
by a double fugue based on two strongly related subjects. The many
cadences produce a fragmentary effect. The fugue is succeeded by a
wonderful slow movement in which a continually repeated questioning
motif is given a different harmonic colour each time it appears. Finally, a
fugue which is more or less a variant of the first one. The Toccata in D
major has a similarly flamboyant opening. The furious tremolo figure
(literally: shaking) in the fast introduction reappears later. The succeeding
Allegro resembles a concerto movement, with solo and ripieno passages
and an obstinately repeated hammering motif. It flows into a pensive and
expressive recitative, which is interrupted by a chromatic fugal adventure,
the beginning and end of which is not clearly marked. The work concludes
with a most exuberant and losely constructed fugue in the rhythm of the
English leaping dance, the gigue.

The Toccata in E minor is the smallest of the series. This is clear from the
very beginning, where only thirteen bars are required to introduce a four-
part fugal section. Not until the succeeding improvisatory Adagio is the real
character of a toccata revealed. The composition ends with a chromatic,
three-part fugue. The concept of this work is related to that of the Toccata
in G minor, though the latter is composed on a considerably larger scale
and in five movements. Again, a relatively short improvisatory prologue
leads into a four-part fugal section, followed in turn by a musing recitative
and a concluding fugue in dotted rhythm — here the subject is heard in
inversion, and tension rises high.
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In the Toccata in F sharp minor the brilliant opening leads into a slow and
chromatic sarabande, preluding imaginatively on the succeeding fugue.
This is indicated ‘Presto e staccato’ and is based on a subject which
becomes increasingly submerged under freely modulating interludes; it is
followed by an episode in which a continually repeated motif modulates at
each repetition. The work concludes with a chromatic, four-part fugue, the
subject recalling the Adagio. The Toccata in C minor commences fast and
rhapsodically, seeming to explore the entire range of the keyboard on the
very first page. A splendid four-part Adagio leads to the nucleus of the
work: a very slow fugue on a broken triad subject. The piece ends as it
began — rhapsodically.

© Clemens Romijn

KUNST DER FUGE (CD41-42)

The Art of the Fugue BWV 1080 is Bach’s last major composition. He
apparently worked on this enormous task after completion of the Musical
Offering. Bach intended to bring the work to the attention of the public by
means of a printed edition. He checked some of the engravings, but before
their completion and before - as was long suspected — Bach had the
opportunity to finish the manuscript, he died. For a long time the Art of the
Fugue was seen to be a torso, and neither the manuscript or the edition
published after Bach’s death by Kirnberger in 1751 could give later
generations an accurate idea of the composer’s intentions. Many cast
doubts, as some continue to do, on the correct sequence of the various
movements. There were doubts too concerning the purpose of this work. It
is even possible that the title Art of the Fugue does not stem from Bach’s
hand. Despite concerning  sequence
instrumentation, the Art of the Fugue remains one of the most astonishing
products of the human mind.

such  uncertainties and

This composition would appear to be a continuation of the Musical
Offering, since it consists of a series of contrapuntal variations all based on
the same subject and all in the same key. There is even melodic similarity
between the two works: the subject of the Art of the Fugue amounts to a
sort of summary of the ‘royal subject’ of the Musical Offering. In most
Bach any
Musicological research, however, has convincingly established that Bach
intended his swan song for a keyboard instrument, most probably the
harpsichord. Not until the 1920’s was the Art of the Fugue adapted and
arranged for all sorts of instrumentations, related to the first public
performances of the work in the same period. In the past two decades it
has likewise been common practice to perform this keyboard work in
different instrumentations, sometimes including original instruments.

variations omitted indication as to instrumentation.

While in the Musical Offering the emphasis was on canonic forms (the
strictest contrapuntal technique), in the Art of the Fugue all the
possibilities of fugal composition are investigated. Even the four canons
are really designed to demonstrate the possibilities of fugal writing.
Despite, or perhaps by reason of, the relative simplicity and
unpretentiousness of the short subject of the Art of the Fugue, it is
particularly effective as the foundation stone of this monumental
structure. The subject is entirely regular and symmetrical. When played in
inversion (one imagines a horizontal axis: an upward leap becomes a
downward one) the most important intervals (distances between notes)
remain almost unaltered. When the subject is combined with its inversion,
entirely satisfactory two-part counterpoint results.

As Bach treats his subject in continually changing rhythmic and melodic
variations, he gradually develops a complete manual of fugal composition.
Each ‘contrapunctus’, as he calls the individual variations to underline their
‘learned’ character, offers the definitive solution to a basic problem of
fugal composition. The work commences with a group of fugues based on
the subject in its original form and in inversion. Contra-fugues and stretto-
fugues follow, employing the subject not only in its normal form and in
inversion, but also in condensed (‘diminution’) and enlarged
(‘augmentation’) form: the note values of the subject are shortened or
lengthened so that it sounds twice as fast or twice as slow. Bach
demonstrates the potential of fugues with two or three subjects, but the
magnificent contrapunctus 14 (a triple fugue — with three subjects) which
was to form the climax of the work, remained unfinished. Just after the

composer had added his signature to the work, like a medieval painter
portraying himself in the corner of his painting (the German note names B-
A-C-H correspond to our B flat - A - C - B natural), the contrapunctus
suddenly stops in bar 239. Later generations were confronted with the
difficult though fascinating task of guessing what Bach had in mind. In this
respect it is remarkable that the main subject of the Art of the Fugue can
be combined with the three subjects of this incomplete fugue. It is
therefore rather plausible that this great fugue was indeed conceived, as
was claimed in the 18th century, as a fugue with four subjects, a quadruple
fugue, to form the monumental key-stone to the Art of the Fugue. The
most astonishing (though not the most complicated) contrapunctus in the
entire series is the four-part mirror-fugue (contrapunctus 12). Here Bach
writes all the parts ‘rectus’ (in their original form) and subsequently
‘inversus’ (in inversion). To make the ‘reflection’ twice as realistic, the
soprano of the ‘rectus’ becomes the bass of the ‘inversus’, the alto changes
places with the tenor, the tenor with the alto and the bass with the
soprano, so that the entire composition is turned upside down.

In the 22 fugues (the number may vary depending on the performance) of
the Art of the Fugue Bach not only demonstrated the inexhaustible wealth
of contrapuntal composition, but at the same time created a masterpiece
in which the individual sections also form one great crescendo of dramatic
intensity, one unbreakable chain.
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SONATAS, SUITES, FANTATIAS, PRELUDES & FUGUES (CD43-44)

These CD’s unite the very smallest and the very grandest of Bach’s
harpsichord works. Although for convenience’s sake we leave aside the
lengthy Goldberg Variations and the Art of the Fugue, the contrasts remain
sufficiently extreme. For the collection of Small Preludes and Fughettas
includes a little piece of only eight bars (BWV 931), while the second
movement alone of the wonderful Sonata in D minor (BWV 964) amounts
to 289 bars, and the four movements together (not counting the repeats in
the 3rd and 4th movements) to no less than 408 bars. Strangely enough,
the Small Preludes and Fughettas are more familiar to a wide audience
than the Sonata. There are probably two reasons for this. Firstly, the Small
Preludes and Fughettas form a collection of pieces, like the French and
English Suites, the Partitas and the Well-Tempered Clavier, and they do not
have the disadvantage of being pieces which are difficult to place, however
fine they may be, like the breathtaking Prelude and Fugue in A minor BWV
894. Secondly, there is hardly a beginner on the piano or harpsichord who
has not tackled Bach’s Small Preludes and Fughettas, which form a pillar of
elementary keyboard tuition, as they did in Bach’s teaching too.

Bach’s two eldest sons Wilhelm Friedemann and Carl Philipp Emanuel
related to their father’s first biographer, Johann Nicolaus Forkel, how he
approached teaching: ‘The first thing he did was to teach his scholars his
peculiar mode of touching the instrument...he made them practice, for
months together, nothing but isolated exercises for all the fingers of both
hands, with constant regard to this clear and clean touch...but if he found
that anyone, after some months of practice, began to lose patience, he
was so obliging as to write little connected pieces, in which those exercises
were combined together. Of this kind are the six little Preludes for
Beginners.” They were created in the same manner as the Clavierbichlein
which Bach wrote in about 1720 for the ten-year-old Wilhelm Friedemann,
the only difference being that the latter collection also includes dancelike
pieces and works by other composers such as Telemann, Richter and
Stolzel. Remarkable in both collections is that Bach not only gradually
increased the technical difficulty of the pieces, but also arranged them
according to key. The Six Little Preludes for Beginners (BWV 933-943) form
a rising sequence through the keys of C major, C minor, D minor, D major, E
major and E minor. In the Inventions and Sinfonias Bach was to extend this
sequence to 15 keys, and in the Well-Tempered Clavier to all 24 keys of the
circle of fifths. Naturally, these collections were also intended to introduce
pupils to the most common genres and styles of the period, including the
free, more or less improvisatory prelude, the strict fugue, moulded around
a single theme and forming a compendium of the rules of counterpoint,
and the fashionable, stylised dances of the suite. As we know, all these
genres and styles were to be the subject of various separate collections in
the course of Bach'’s life.
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Related to the English and French Suites, and probably written in the same
period, are the Suite in A minor, BWV 818, a variant of the same suite,
BWV 818a, and the Suite in E flat major, BWV 819. They were probably
composed in Weimar between 1708-1717. It is uncertain whether the
Fantasia in C minor, BWV 919, is really by Bach, since it also survives in a
version bearing the name ‘di Bernhardt Bach’. The piece would fit perfectly
among the two-part Inventions.

A most intriguing piece is the Fantasia and Fugue in C minor, BWV 906,
written around 1730. The Fantasia, in two repeated halves, is particularly
turbulent and refractory. In the unfortunately incomplete fugue Bach
employs chromaticism so often and to such extremes that one imagines
one is listening to music written in 1910 rather than 1730. Had Bach
entered a blind alley? His torch was at any rate not taken up again until
Max Reger. We encounter almost the opposite situation in the Fantasia
and Fugue in A minor, BWV 944. Here a long and adventurous fugue of
almost 200 bars is preceded by a mini-fantasia of just ten bars of broken
chords; some manuscripts even omit this modest introduction. Less
spectacular and less concerto-like are the Prelude and Fughetta in F major,
BWV 901, and that in G major, BWV 902. Bach was later to include both
fugues in the second part of the Well-Tempered Clavier.

Remarkably, some of the finest musical treasures recorded here on the
harpsichord were not originally written for this instrument. The Sonata in D
minor BWV 964 is a transcription of the Violin Sonata in A minor BWV
1003, and the Adagio in G major BWV 968 is an arrangement of the first
movement of the Violin Sonata in C major BWV 1005. It is even uncertain
whether these transcriptions were made by Bach. Scholars believe they
stem from the hand of a younger composer, probably one of his pupils,
and candidates include Wilhelm Friedemann Bach, Johann Gottfried
Muthel (in whose manuscript the Sonata in D minor is transmitted!) and
Johann Christoph Altnickol. The Sonata is one of the most substantial and
rewarding keyboard works ‘by Bach’. Through the transposition down a
fifth the entire work has gained a dark coloration. A richly ornamented
Adagio leads to an extremely long Fugue of no less than 289 bars, based on
a most rudimentary subject. This movement reveals the largest differences
in respect to the violin version: where the latter merely suggests
polyphony, the harpsichord version boasts completely written-out two-
and three-part countrapuntal passages. A sonorous and flowing Andante,
comprising two sections in the parallel key of F major, leads ‘attacca’ to a
transparent final movement, capricious, and full of echo effects and
alternation of the hands.

Of the spectacular and virtuosic Prelude and Fugue in A minor, BWV 894
(written around 1717), it is known that Bach extended and arranged it
(around 1720?) to become the first and third movements of the splendid
Triple Concerto in A minor for violin, flute and harpsichord, BWV 1044. The
Bach scholar Hans Eppstein, however, has recently suggested that the
Prelude and Fugue is itself a transcription of a lost harpsichord concerto,
and therefore likewise an intermediate step in a creative process. Both
Prelude and Fugue display the strong influence of the lItalian concerto.
Concerning the date of the Fantasia and Fugue in A minor, BWV 904,
opinions differ. According to Schmieder, Bach composed it in Leipzig
around 1725. But Klaus Hofmann estimates that it was written in Weimar
between 1708-1717. The Fantasia glances back to the 17th century,
recalling Frescobaldi in its slowly sliding chords. It is followed by a
magnificent double fugue, opening with a rather agile subject which is
succeeded by a slowly descending, chromatic subject, only to be followed
by a most ingenious combination of the two.

© Clemens Romijn

INVENTIONS & SINFONIAS (CD45)

The circle of pupils which gathered around Bach, probably for the first in
the Weimar period (1708-1717), was not only introduced to keyboard
playing but also to music theory and composition. Bach worked with short,
practical examples which were gradually developed into fully-fledged
compositions. The collection of chorale preludes in the Weimar Orgel-
Biichlein, though compiled for use in the service, was also intended to
demonstrate how such pieces could be written, as the title-page added
later by Bach explains: ‘Orgel-Biichlein, in which guidance is given to a

beginning organist in how to accomplish a chorale in all kinds of ways, and
at the same time to become practised in the study of pedalling, since in the
chorales found therein the pedal is treated completely obbligato. For the
highest God alone Honour, For my neighbour, that he may instruct himself
fromit.’

In the Cothen years Bach continued to pursue this course, compiling
collections with both artistic and pedagogic aims. A fine example is the
Clavier-Biichlein for Wilhelm Friedemann Bach, written in 1720 for his
eldest son who was then aged ten. Three pages dealing with the tonal
system (clefs, keys and voice range), ornamentation and fingering, are
followed by short preludes and suchlike pieces, and thereafter by the early
versions of what are now known as the Two-part Inventions and the Three-
part Sinfonias. Later Bach was to combine these two sets of fifteen pieces
in a single volume entitled: ‘Sincere instruction wherewith amateurs of the
clavier, in particular the ones avid to study, are shown a distinct manner
not only (1) to learn how to play cleanly with two voices, but also in the
course of further progress (2) to deal correctly and nicely with three
obbligato parts; at the same time, not only to get good ‘inventiones’ of
their own, but also to develop them well; mostly, however, to achieve a
cantabile manner of playing, and along with it to receive a strong foretaste
of composition.’

In these thirty contrapuntal pieces Bach demonstrated how an ‘inventio’, a
single, short and clear theme, could be developed into a cohesive entity.
The first series comprises fifteen strict two-part pieces with one voice for
the right hand and one for the left, serving to demonstrate the importance
of good part-writing. The second series comprises fifteen three-part works
in which the emphasis lies on the harmonious combination of three voices
based on the triads. Bach therefore called them ‘sinfonia’, from the Greek
sym-phonia meaning ‘soun- ding together’. The volume also provides a
basis for technique and fingering. In the first invention, for instance, the
opening motif requires constant use of all five fingers of both hands, and a
cantabile manner of playing. Moreover, Bach systematically explored the
diatonic range of the tonal system within the scope of the fifteen keys
customary in the unequal temperaments of the time: those up to four
sharps and flats. In unequal temperament each key had its own character,
since the octave was not yet subdivided into twelve equal semitones as it is
today. In the ‘Sincere instruction’ Bach arranged the Inventions and
Sinfonias according to key, in ascending order.

A report dating from 1790 reveals how Bach used his Inventions and
Sinfonias and other works when teaching in Leipzig. It is recorded by Ernst
Ludwig Gerber and concerns his father Heinrich Nicolaus Gerber, who was
a pupil of Bach at the time: ‘Bach accepted him (Gerber senior) with
particular kindness because he came from Schwarzburg, and always
thereafter called him ‘Landsmann’. He promised to give him the instruction
he desired and asked at once whether he had industriously played fugues.
At the first lesson he set his Inventions before him. When he had studied
these through to Bach'’s satisfaction, there followed a series of suites, then
the Well-Tempered Clavier. This latter work Bach played altogether three
times through for him with his unmatchable art, and my father counted
these among his happiest hours, when Bach under the pretext of not
feeling in the mood to teach, sat himself at one of his fine instruments and
thus turned these hours into minutes.’

© Clemens Romijn

COMPLETE SACRED CANTATAS BWV 1-200 (CD46-95)

BWV1

In his second year as Thomascantor in Leipzig, Bach commenced a cycle of
cantatas in which chorale melodies form the main thread. Each cantata
was to be based on a chorale appropriate to the time of the church year.
The first and last verses of the chorale were to be reserved for the opening
and closing movements, while the remaining verses were to be parafrased,
shortened and adapted to the free poetry of the recitatives and arias. The
text and melody of the chorales were therefore the distinguishing feature,
giving rise to the name chorale cantata. To this category belongs Cantata 1
‘Wie schon leuchtet der Morgenstern’ for the feast of the Annunciation of
the blessed Virgin Mary, 25 March 1725. In the first and last movements
the chorale melody is heard in the soprano. The subject matter concerns
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not so much Mary but rather the coming of Christ, thus the allegory of the
morning star. The twinkling star is illustrated by the two sparkling solo
violins in the first movement.

Clemens Romijn

BWV 2

Cantata no. 2 ‘Ach, Gott, vom Himmel sieh’ darein’ is the second work from
the 1724 chorale-based cantata cycle; it employs a chorale text in which
Luther made a free adaptation of parts of psalm 12. The cantata was
written for the second Sunday after Trinity 18 June 1724. The six-
movement work is embraced by two choral movements, the first a strict,
archaic motet with the cantus firmus in the alto, and the last a simple four-
part chorale. In between are two recitative-aria pairs.

Clemens Romijn

BWV 3

The six-movement chorale cantata 3 ‘Ach, Gott, wie manches Herzeleid’ for
the 2nd Sunday after Epiphany, dates from 1725, two years later. Before
celebrating Jesus as the Saviour of those in need, this same need, misery
and desperation, indeed the very torments of hell, are dealt with
exhaustively. Thus the appropriately plaintive melodic lines in the oboe
solos of the opening chorus, and the poignant chromaticism in the bass
aria no. 3 (in F sharp minor!) at the words ‘Héllenangst und Pein’.

Clemens Romijn

BWV 4

BWV 4 is one of Bach’s earliest cantatas (24 April 1707?), and yet one of his
masterpieces. It takes Luther’s Easter hymn “Christ lag in Todesbanden’
and uses all seven stanzas. It has a fine symmetrical structure: Chorus-
Duet-Aria-Chorus-Aria-Duet-Chorus. A short sinfonia goes before which
prepares for the hymn tune, almost hesitating to let it hear in full. The
opening chorus is a fine chorale fantasia in which all chorale lines are
prepared in the three lower voices before being sung complete by the
soprano. At the word ‘frohlich’ there is joy all round, intensified in the
instrumental interlude. The alla breve ‘Hallelujah’ is exhilarating, the
ecstatic violin high up joining in the feast. The second verse is a superb
soprano/alto duet. The repetition of ‘den Tod’ stresses that really no one
can force death; the continuo figure is repeated time and again, and the
two voice lines echo each other and then come together in a sublime way.
The next verse has the tenor singing the tune, with violins playing a lively
counterpoint; there is a dramatic stop at 'nichts’. Verse 4 is another
chorale fantasia with the melody in the altos, prepared beautifully by the
other voices. The colourful words of Luther about one death eating the
other are illustrated by canonic entrances directly after each other, the
notes eating each other as it were. In the bass aria the singer starts with
the chorale melody and then sings a variation on it, while the violins play
the entire tune. The text is illustrated in many ways: a crossing figure at
‘Kreuzes’, a deep note on ‘Tod’ followed by an immensely high one on
‘Wirger’, and much more. The ‘Hallelujah’ is an extended one as in all
numbers. The following soprano/tenor duet is festive indeed; a simple
chorale ends this glorious cantata.

Dingeman van Wijnen

BWV 5

Cantata 5 “Wo soll ich fliehen hin’ is a seven-movement chorale cantata for
the 19th Sunday after Trinity, 15 October 1724. The celebrated Kreuzstab
cantata for bass solo was composed for the same day of the church year.
The theme of the work is man’s awareness of sin. In the course of the
cantata the human soul progresses from despair to comfort, a turn made
in the central recitative no. 4 ‘Mein treuer Heiland trostet mich’. This is the
only recitative with an oboe part: nos. 2 and 6 are secco recitatives with
continuo accompaniment. The chorale melody ‘Wo soll ich fliehen hin’ by
Johann Heermann forms a cohesive element in the outer choral
movements. In the opening chorus the chorale is heard in the soprano,
reinforced by a ‘tromba da tirarsi’ or slide trumpet. The chorale is subtly
anticipated by Bach in the instrumental introduction. The two arias
contrast strongly with one another. That for the tenor (no. 3), with a
wonderful solo role for the viola, has an enquiring and receptive nature.
The bass aria (no. 5) is more resolute and has an energetic trumpet part:
‘Verstumme, Hollenheer, du machst mich nicht verzagt!’

Clemens Romijn

BWV 6

BWV 6, a cantata written for Easter Monday 1725, refers to the story of
two disciples, on their way to Emmaus after Christ's resurrection, being
met by Christ himself (unbeknown) and asking him to stay with them. Their
call Bleib bei uns runs through the opening chorus, both in the choir and,
high up, in the violin and oboe. The word bleib (stay) gets a long, ‘staying'
note, once again both in choir and orchestra. The atmosphere of a falling
night is evoked beautifully. An alto aria follows in dark colours, the word
‘darkness' illustrated in semitones. The bass recitative picks up the idea of
darkness, the voice sinking to its lowest point for Dunkelheit. In between,
the chorale ‘Ach bleib bei uns' is sung in a lovely and moving setting (well-
known as one of the Schubler organ chorale preludes). In the following
tenor aria the prayer to be kept from sin (illustrated by a striking dissonant
on Sinden and the heavy steps of the weary traveller on the
Stindenwegen) combines with lovely flourishes on words like ‘light' and
‘shine'. A simple chorale concludes one of Bachs best-loved cantatas.
Clemens Romijn

BWV 7

The seven-movement chorale cantata BWV 7 ‘Christ unser Herr zum Jordan
kam’ was composed for the feast of John the Baptist on 24 June 1724. The
text deals with the baptism of Jesus by John the Baptist in the waters of
the river Jordan. Bach succeeded in symbolising in musical figures the
Jordan, the water and the baptism. The broken triads in the bass part of
the opening chorus, for instance, present an audio-visual image of the
waves. The semiquavers in the concertato violin part conjure up the same
picture. The striking continuo line in the bass aria (no. 2) depicts the
plunging baptism water.

Clemens Romijn

BWV 8

The chorale cantata 8 ‘Liebster Gott, wann werd’ ich sterben’ for the 16th
Sunday after Trinity was first performed on 24 September 1724. Later, in
1740, Bach created a new version with two solo violins and horn,
transposing the work from E major to D major. As in the other cantatas
which Bach wrote for this Sunday, the text relates the gospel story of the
boy wakened from death by Jesus. The title
contemplations on death and the transitory nature of life. The work begins
with an impressive chorus with the ornamented

chorale cantus firmus in the soprano. In a dramatic mood, time ticks away
to plucked strings, and the hour of death strikes to repeated notes on the
flute. The expressive tenor aria no. 2 in the poignant key of C sharp minor
is imbued with the fear of death: not only anguishing oboe d’amore lines,
but again ominous pizzicatos in the bass.

Clemens Romijn

reflects associated

BWV 9

Cantata 9 ‘Es ist das Heil uns kommen her’ was written for the 6th Sunday
after Trinity, sometime between 1732 and 1735. The opening chorus and
final chorale employ the same melody. It is announced in the opening
chorus, after 24 bars of instrumental introduction, in long notes in the
upper voice. The other voices imitate the instrumental parts, while the
flute, oboe d’amore and violin interweave their solo lines. There is a
shadow side, however, to the initially confident mood with its key of E
major and 3/4 rhythmic movement, a shadow side first heard in the tenor
aria no. 3 in E minor. In the unusual time signature of 12/16 Bach casts
humanity unmercifully into the depths at the words ‘wir waren zu tief
gesunken’. This fall is broken just slightly by occasional tied notes in the
avalanche of semiquavers. Not until the duet in Amajor for soprano and
alto does man make a moral revival. Here the flauto traverso and oboe
d’amore elaborate on ‘des Herzens Glaubensstarke’.

Clemens Romijn

BWV 10

BWV 10 (2 July 1724) is the German version of the Magnificat. The joyful
opening chorus, employing Bach’s joy motive, is full of fine runs and
‘ecstatic leapings’ (Whittaker); the sopranos and then the altos sing two
verses of the plainchant version of the Magnificat. Astrong soprano aria
deals with the power of God, opening with three loud cries of ‘Herr’
(reminding us of the opening of the St. John’s Passion) and a very high note
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on 'God’; the continuo is very active as well. The tenor then sings a
dramatic recitative about pride and arrogance being scattered (the
scattering being clearly illustrated), and a colourful bass aria follows in
which the bringing down of the mighty and the elevating of the humble is
evoked vividly. A very moving duet for alto and tenor is next, with a
descending figure in the continuo illustrating mercy coming down; the
trumpet once again plays the Magnificat plainchant. The tenor recitative
has a waving arioso, inspired by the sea that is referred to, and then the
Maghnificat tune is sung two more times to round off this great work.
Dingeman van Wijnen

BWV 12

After a very atmospheric opening sinfonia, the opening chorus of BWV 12
(22 April 1724) presents a chaconne of great beauty. That Bach thought
well of it is shown by the fact that he gave it a place in the Mass in B Minor.
An intense alto recitative sings of the sorrow through which we must enter
the kingdom of God; both the sorrow and the ‘eingehen’ are vividly
illustrated, the latter both in the violins and in the alto part. The alto then
sings a noble aria full of rest and quiet, the chance to stress the contrasts
this time not taken by Bach. The bass aria continues in the same vein, the
following of Jesus illustrated in the quiet, ‘going’ rhythm, ending in an
ascending figure referring back to the recitative. A remarkable tenor aria
follows in which the seeking solo part is sustained by a colourful continuo
theme which keeps coming back; the trumpet plays ‘Jesu, meine Freude’
(Bach possibly thinking of the verse ‘Weicht, ihr Trauergeister’). The final
chorale has a shining fifth part for the trumpet (with oboe). Hearing the
tune of ‘Was Gott tut’, we realise that it has already been referred to in the
bass aria!

Dingeman van Wijnen

BWV 13

Bach composed Cantata 13 ‘Meine Seufzer, meine Trénen’ for the 2nd
Sunday after Epiphany, 20 January 1726. The main theme is the
disconsolateness and despair of those who have abandoned God and do
not believe. The character of the work is therefore mainly poignant,
plaintive and melancholic. Only towards the end, when the believer
recovers from despair and seeks comfort in God, does the music cheer up
and conclude with a calm and serene chorale. The poignant and
abandoned mood of the text naturally provided Bach with every
opportunity to create expressive Baroque affects. In the alto recitative (no.
2), where the mortal weeps in vain and cries out for God’s help, we hear an
impressive musical translation of the word plead (‘flehen’). Here Bach
makes use of the melancholic minor second (a sighing effect or ‘seufzer’)
and its inversion, large descending intervals, the diminished fifth, rhythmic
ties and chromaticism. The latter four elements are most suitable for the
evocation of an unstable, uncertain and desperate mood. In no. 3 we hear
the chorale melody in the soprano, supported by two recorders and the
hauntingly beautiful oboe da caccia. There are two arias for male voices.
The cantata begins with a tenor aria full of expressive moments at the
words ‘Seufzer’, ‘Tranen’, ‘Jammer’ and ‘den Weg zum Tode’. The bass aria
(no. 5) gives expression to other affects too, providing contrast within
extremes such as ‘Achzen und erbirmlich Weinen’ and ‘Freudenlicht’.
Clemens Romijn

BWV 14

Cantata 14 ‘War Gott nicht mit uns diese Zeit’ was written later, in 1735, in
order to complete the unfinished 1724-25 cycle of chorale cantatas. In that
season, ten years earlier, the text was already at hand; the early date of
Easter, however, meant that there was no fourth Sunday after Epiphany,
so that the cantata was not required. The text was probably written by the
retired deputy headmaster of the Thomasschule in Leipzig. It is a chorale
cantata in five movements, based on a chorale by Luther and written for
three soloists (soprano, tenor and bass), four-part choir, two oboes, horn,
strings and basso continuo. The opening choral movement is exceptional
for Bach in that it is written as an old-fashioned motet. The chorale melody
is elaborated on and imitated line by line, and is heard subsequently in
long notes in one of the voices. Fine examples of text illustration include
the words ‘wilde Wellen’ in the bass aria no. 4.

Clemens Romijn

BWV 16

The six-movement Cantata 16 ‘Herr Gott, dich loben wir’ is a New Year
cantata, written for the new year of 1726. It is based on the text and tune
of Martin Luther’s German Te Deum, ‘Herr Gott, dich loben wir’, written in
1529. The beginning of the Te Deum is heard in long notes in the soprano
part of the elaborate opening chorus, and in the accompanying horn part.
The jubilant mood of the New Year’s feast is superbly expressed in the aria
‘Lasst uns jauchzen’ (no. 3), where Bach combines a bass aria with a choral
section. The words ‘jauchzen’ (= rejoice) and ‘krént’ (= crowns) are grasped
by Bach to create wonderful moments of text expression. Clemens Romijn

BWV 17

For two weeks later in the same year, the 14th Sunday after Trinity, 22
September 1726, Bach wrote the Cantata 17 ‘Wer Dank opfert, der preiset
mich’. Like the previous work, this cantata has a first and second part,
relating to the liturgical practice of Bach’s time in which part of the cantata
was performed before, and part after the sermon. This cantata provides an
example of borrowing in reverse. Part of the impressive, grandiose opening
chorus was used later as the final chorus of the Mass in G major BWV 236.
Many of the cantatas in two parts employ a New Testament text at the
beginning of the second part, often in the form of a bass solo suggesting
the role of Christ. Here, however, one associates the recitative and aria for
the tenor with the evangelist.

Clemens Romijn

BWV 18

BWV 18, dating from Bachs Weimar period, opens with a great piece of
instrumental music, a free chaconne in which the unisono opening melody
is repeated continually. The bass sings words from Isaiah which fit very
well to the parable of the sower. The coming down of the rain and snow
are graphically illustrated. At the close of this recitative there is a reference
to the theme of the sinfonia. The next number shows us the experimental
ly minded young Bach. A number of recitatives is interrupted by the choir
singing words from the Lutheran litany, colourful words that give ample
room for colourful music. In the glorious soprano aria the violas (no violins
are employed in this cantata) express the trust of the believer which
chases away all earthly things. This trust is sustained in the final chorale.
Dingeman van Wijnen

BWV 19

BWV 19 (29 September 1726) wastes no time in presenting the story of the
fight between archangel Michael and Satan: repeated notes hammer out
the fierceness of the battle which is stressed also by long runs on ‘Streit’.
The twists of the snake are given to the word ‘rasende’ just before it. The
da capo after Michael has won the field may seem strange, but the bass
recitative removes any remaining doubt: the dragon lies defeated as is
shown in the descending music. It is a reason for praise (a high ‘Gottlob’),
even though we may sometimes still be terrified (‘schrecket!’). Aquiet
soprano aria sings of the hosts of angels that guard the christian from all
evil. After a recitative the next aria starts with a magnificent melody for
strings (using what has been called the “angel rhythm’) which is then sung
by the tenor. The trumpet plays the chorale 'O Gott lass dein lieb’ Engelein”
of St. John Passion fame. A soprano recitative brings us to the final chorale;
again there are angels, their victory stressed by the three independent
trumpets.

Dingeman van Wijnen

BWV 20

Cantata 20 ‘O Ewigkeit, du Donnerwort’ for the 1st Sunday after Trinity, 11
June 1724, has the same opening text and chorale melody as Cantata 60 of
the same name. With its length of some thirty minutes Cantata 20 is
composed on a grander scale than the average cantata. Indeed, this was
the first work in a new cycle, and that is the reason why it is conceived in
two parts, for before and after the sermon, with a total of eleven
movements. Bach gave the opening chorus a genuine introductory
character by composing a sweeping French overture. The tenor aria
contains striking examples of text illustration: the words ‘Ewigkeit’ and
‘ewig’ are translated into long held notes, and ‘Flammen’ is set to rising
and falling coloratura figures. In the aria no. 8 we are woken up by the bass
and trumpet with the words ‘Wacht auf, wacht auf’.

Clemens Romijn
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BWV 21

One of the most extended and colourful of Bach’s cantatas is BWV 21. Its
history is complex and there are many different versions, the first possibly
as early as 1713. It begins with a beautiful sinfonia, adagio assai with a few
dramatic pauses, and then the choir starts by calling out “Ich! Ich! Ich!’ - a
dramatic opening ridiculed by Bach’s colleague Mattheson, but extremely
effective. Sopranos and tenors enter canonically and then altos and basses,
singing about great affliction, punctuated by orchestral interludes. After
another piece of drama (‘Aber!’) a lively vivace sings of the consolations to
be found with Christ. A superb soprano aria follows in which the oboe sings
a mournful dirge, with once more dramatic pauses; the motives of the first
seven bars return in one or another form all through this lovely number.
The tenor sings a colourful recitative and then an aria in which the ‘Bache’
are clearly illustrated. Another tremendous chorus follows, slow and fast
fragments alternating. Bass and soprano open part Il of the cantata with a
recitative and then a duet, in which Christ and the soul converse. Once
again the choir takes over, introduced by the four soloists, an intense
expression of contentment set off against the chorale "Wer nur den lieben
Gott lasst walten’ which expresses the same idea. A final recitative brings
us to the closing chorus, a prelude and fugue of impressive dimensions,
ending in an immense "Amen’.

Dingeman van Wijnen

BWV 22

Cantata 22 ‘Jesus nahm zu sich die Zwélfe’, like Cantata 159, was written
for Sunday Esto mihi (= Be with me, after Psalm 31). In fact the work was
first composed with Cantata 23 as a test piece in connection with Bach’s
appointment as cantor of the Thomaskirche in Leipzig on 7 February 1723.
A year later he performed the cantata again on Sunday Esto mihi, 20
February 1724. The opening arioso employs a gospel text, with the tenor as
the evangelist and the bass as Christ: ‘Sehet, wir gehen hinauf gen
Jerusalem’. In the succeeding aria ‘Mein Jesu, ziehe mich nach dir’ (no. 2),
the alto and oboe engage in a beautiful dialogue. New examples of striking
text illustration are heard in the following recitative, including fast motifs
at the word ‘laufen’ (running). The work ends with a four-part chorale.
Clemens Romijn

BWV 23

Cantata 23 ‘Du wahrer Gott und Davids Sohn’ was written for Sunday Esto
mihi (= Be with me), as was Cantata 22 ‘Jesus nahm zu sich die Zwélfe’.
Both works were originally composed as test pieces in connection with
Bach’s appointment as cantor of the Thomaskirche in Leipzig on 7 February
1723, when one cantata was performed before the sermon and the other
afterwards. Originally without a final chorale, Bach probably added one
after his arrival in Leipzig, reinforcing the choir with cornetts and
trombones at the same time. Another version (in a different key and with
other wind instruments) was performed by Bach in the period 1728-31.
The chorus usually sung at the end of this expressive cantata originally
formed the final movement of the St John Passion (in the 1725 version)
until Bach replaced it by the so familiar chorus ‘Ach Herr, lass dein lieb
Engelein’.

Clemens Romijn

BWV 24

BWV 24 (20 June 1723) is a truly baroque emotional outburst against the
lack of ‘Redlichkeit’ in this world. The ‘German truth and goodness’
referred to may makes us smile, but the "Falschheit, Trug und List’ we
encounter is vividly evoked in Bach’s music. The opening aria starts with
five staccato notes and then a run up and down which comes back in the
continuo and in the alto part. There is a long coloratura on ‘Handel’ and,
naturally, a long sustained note on ‘stehn’. The tenor recitative explains
that the lack of reason and integrity in our lives is because we should pray
more to receive it; a sensible advice. Then comes the chorus, right at the
heart of the cantata, in which the cries of ‘Alles! Alles!” play a fine part, as
do the calls of ‘Das thut! Das thut!” An almost agressive bass recitative,
indicating that the Bad One is everywhere (‘So geht es dort’, upward
swing; ‘So geht es hir’, downward swing), ends with a mild arioso praying
to be protected from it all. A tenor aria with a long and beautiful
introduction for two oboes d’amore, leads to the final chorale with tender
interludes for strings, which retain their independence during the singing
of the hymn. Dingeman van Wijnen

BWV 25

BWV 25 (19 August 1723) is another immensily impressive work in which
Bach combines a dramatic text with a chorale tune which acts as a
commentary. The opening chorus speaks of the sad state of our flesh and
bones due to our sins before God. The strings and oboes play a wailing
figure of three notes which goes on and on, there is unrest in the continuo
part, there are dissonants on words like ‘Gebeine’. The somber first line for
the choir is sung at the outset by altos and sopranos and just before they
are finished tenors and basses sing a repeat. The second theme on ‘und ist
kein Friede’ is finally combined with the opening theme of 'Es ist nichts
Gesundes’. Through it all the orchestra plays a chorale, most probably ‘Ach
Herr, mich armen Siinder’; the second stanza of this hymn reads "Heil du
mich, lieber Herre’: Bach indicates where healing is to be found. The tenor
recitative elaborates on the opening chorus by indicating that our world is
a hospital for sinners, the continuo moving up and down, ending in a vexed
question. This is taken up by the bass with a wailing ‘Ach, wo’ and a
seeking melody and continuo. That Jesus is the doctor we need is indicated
with a long run on ‘Artzt’. A soprano recitative with clear musical
illustrations of ‘fliehe’, "Ach’ and “lebenslang’ leads on to a swinging aria in
which flutes and oboes play a happy game; the soprano reminds us of the
voices of angels. A richly orchestrated chorale ends this splendid cantata.
Dingeman van Wijnen

BWV 26

BWV 26 for 19 November 1724 is based on the chorale ‘Ach wie flichtig,
ach wie nichtig'. A text apt to fire Bach's imagination. The transitoriness of
life is shown by musical lines fleeting away into the mist. The
homophonous passages hammer the message home. The tenor aria (the
longest aria Bach wrote) alternates flute and flute/violin passages in an
interesting way. The rushing water to which our life can be compared
provides the idea for the music. Words like Schnell and Eilen are as always
taken up for musical illustration. A recitative for alto follows, and then a
fascinating bass aria, in which the woodwind play a sarcastic dance
macabre: the temptation of concentrating on earthly goods will lead to
ruin. A soprano recitative and four-part chorale round off this great work.
Clemens Romijn

BWV 27

In BWV 27 (6 October 1726) the theme of death returns. The opening
chorale, interspersed with recitative, is quite solemn, with its pendulum-
like continuo, and an impressive long, pleading note on bet. After an
interesting recitative (all's well that ends well) the alto sings a welcome to
death. The text is illustrated impressively in many ways: ‘following' music
at the word folgen, chromatic lines on Plagen and Tod. A soprano recitative
with a high note on Himmel and an upward surge on ‘fly away' leads to a
vigorous bass aria with a vivid contrast between the quiet ‘good night' and
the raging confusion of the world. Here the believer is not with one foot in
his grave, but in heaven! The beautiful final chorale is unique in the
cantatas. It is the only five-part chorale, and the only one not by Bach;
Bach uses a setting by Johann Rosenmiiller.

Clemens Romijn

BWV 28

BWV 28 for the Sunday after Christmas (30 December 1725) celebrates the
new vyear and prays for happiness in it. The delightful orchestral
introduction is taken up by the soprano, the solo violin constantly being
answered by the orchestra: a ‘frohes Danklied’ indeed. Then the choir
comes in with an elaborate motet on the chorale "Nun lob, mein Seel’, den
Herren’. The sopranos sing the chorale melody, the other voices
sometimes singing elements of the tune, sometimes free material, in
endless variety. A bass recitative with arioso is followed by another one for
tenor with strings, in which the repeated word ‘lauter’ (only goodness,
only grace, only blessing) is beautifully stressed, as is the fact that in God
we have everything. The alto/tenor duet sings of the blessings of the past
year, with long coloraturas on ‘gesegnet’ and ‘begegnet’; in the continuo
we see the blessings come down from heaven. A richly orchestrated
chorale ends this lovely cantata.

Dingeman van Wijnen
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BWV 29

We encounter Bach the transcriber once more in the opening sinfonia of
the Ratwechsel cantata BWV 29: a solo violin piece (the preludio from BWV
1006) is turned into a full-blooded orchestral movement scored for
trumpets, oboes and strings with the solo organ taking the original solo
violin part. The result is unforgettable; especially exciting are a series of
downward runs in the oboes and violins towards the end. The magnificent
chorus which follows was later used by Bach for the Mass in B minor, the
text "Wir danken dir, Gott’ quite fitting to the ‘Gratias agimus tibi’. It is in
old motet style, the instruments doubling the vocal lines, fugatic with two
themes, one for "Wir danken dir’ and one for ‘und verkiindigen’. The
trumpets come in late, first doubling the sopranos and only later being
allotted entries of their own. There follows an aria with solo violin in which
the tenor becomes quite enthusiastic when he sings of God’s most high
name. A fine bass recitative leads to one of Bach’s most moving creations,
a siciliano for soprano and orchestra praying for the work of the town
council. A breathtakingly beautiful melody is first played by oboe and
strings, then repeated in full by the soprano; the same happens with the
second phrase, after which the second half of this second line is repeated
in the orchestra - an unusual procedure but adding to the atmosphere of
utter peace. An alto recitative which dramatically ends in "Amen’ leads to a
curious repetition of the tenor aria in an abbreviated form, this time for
alto and organ. In the closing chorale the trumpets have a fine
independent role.

Dingeman van Wijnen

BWV 30

BWV 30 (24 June 1738) is a work on a grand scale, based on a secular
cantata, 'Angenehmes Wiederau’. The opening chorus (which is repeated
at the end of the work, on a different text) is very impressive. The choir
make its entrance at once. On ‘dich mit Wohl zu Uberschitten’ fugatic
passages are sung, with the violins having their say high up above. The first
of the bass arias, preceded by a recitative, is huge, a song of praise to God,
whose name can hardly be praised enough, as is illustrated by the very
long runs on the word ‘Name’. The next recitative and aria are for alto, the
aria exciting with the first violins con sordino and the second violins plus
altos pizzicato. The music illustrates the hurry of which the text speaks.
Part 1 closes with a chorale, part two begins with another recitative plus
aria for the bass, the recitative with nice interludes for the oboes. The aria
is another extended one, and a telling illustration of the fact that the
cantata is a parody work: the secular text runs ‘I will hold thee and walk
with thee’, quite the opposite of the religious text. The next recitative and
aria are for soprano, the aria being another illustration of Bachs partiality
towards setting ‘hasty’ music. The ‘eilt, eilt’ is set to unforgettable,
flowing, running music. A tenor recitative leads to the da capo of the
opening chorus.

Dingeman van Wijnen

BWYV 31

BWV 31, another exhilaratingly joyful early work, written for Easter (21
April) 1715, celebrates Christ’s rising from the dead with music full of
upward moving figures. The opening sinfonia begins with a mighty unison
which returns at the close. The same instrumental forces, joined by a five-
part choir (as good as unique in the cantatas), takes up the laughing in
heaven with joyful, laughing music. Fugatic passages for just a few voice
parts alternate with the full choir. The adagio middle part draws our
attention to Christ’s grave before a da capo, in which the orchestra plays
what the choir has sung before, brings back the feast. The bass
recitative/arioso divides into several different sections of allegro, adagio
and andante, with an upward run on “ist nun gerissen aus den Tod’. In a
continuo aria the bass sings of the Cross’s ladder leading the "Hochster’ to
the throne of glory, ample material for rising figures. In the tenor recitative
we are invited to rise with Christ into a new life, again all of the music is
striving upward. A brief tenor aria with a delightful string orchestra
expands on this idea (Adam must die in us for the new man to be able to
rise) and then another turn is made in the librettist’s line of thought: the
soprano recitative sings of our own death and resurrection, with high notes
on ‘Herrlichkeit” and "Gott’. One of Bach’s ‘death arias’ follows, as always
bringing out the best of what he has to offer: a superb oboe melody, a
pizzicato death knell in the cello, and a chorale melody in the strings
("Wenn mein Stundlein vorhanden ist’). The opening motive, sung by the

soprano on ‘letzte Stunde’ and “brich herein’, is heard all through the aria.
The hymn tune we’ve just heard now returns for the final chorale, which is
enriched by a moving extra part for trumpet and violin.

Dingeman van Wijnen

BWV 32

Cantata 32 ‘Liebster Jesu, mein Verlangen’ was composed for the first
Sunday after Epiphany, 13 January 1726, and is probably based on a work
written in Cthen. The mood of this expressive piece is one of supplication
and yearning. There is a dialogue between the human soul (soprano),
yearning for God, and Jesus (bass). Not until the recitative no. 4 and the
duet no. 5 is there a true dialogue in the form of a duet; in the foregoing
movements the soprano and bass sing their ‘numbers’ alternately. In the
pleading opening movement the oboe accompanies the human soul. Jesus
replies, initially somewhat reprimandingly in no. 3, in the da capo aria no.
4, and accompanied by triplet movement in the solo violin. A simple four-
part chorale brings the work to an end.

Clemens Romijn

BWV 33

Cantata 33 ‘Allein zu dir, Herr Jesu Christ’ was intended for 3 September
1724, the 13th Sunday after Trinity. It belongs to the second annual cycle
of cantatas written by Bach for performance in Leipzig and consisting
largely of chorale cantatas. Konrad Hubert’s chorale ‘Allein zu dir, Herr
Jesus Christ’, written in 1540, is woven into the four-part texture of the
canonic opening chorus, and returns again in the final chorale. Bach’s first
annual cycle of Leipzig cantatas includes Cantata 37 ‘Wer da glaubet und
getauft wird’, composed for Ascension Day, 18 May 1724. Here Bach
employed the world-famous tune of ‘Wie schon leuchtet der Morgenstern’
in a duet for alto and tenor to the new text ‘Herr Gott Vater, mein starker
Held’ (no. 3).

Clemens Romijn

BWV 34

BWV 34 (1746/47) for Pentecost is based on a wedding cantata of 1726,
but the reworking has fitted it well for the feast of the Spirit. The music of
the opening chorus finds its inspiration in the idea of fire and heavenly
flames, the movement of the first violin being contrasted to the long notes
on ‘Ewig’. "O Ursprung der Liebe’ has a nice rising figure which moves
through all voices. A tenor recitative with high notes on ‘Herr’ and on
‘grossten’ leads to a deeply, deeply moving alto aria singing of God taking
His habitation in our hearts (which is what Pentecost is about). The music
to the word ‘Wohnung’ could not be more beautiful or intimate. The
pastoral scoring for flutes and muted strings finds an explanation in the
original from the wedding cantata: "Wohl euch, ihr auserwéhlten Schafe,
die ein getreuer Jacob liebt’, the bridegroom being a pastor. The idea of
God living within us is taken up by the tenor recitative and then the closing
chorus bursts in with a homophoneous ‘Friede Uber Israel!’. There are
reminiscences of the opening chorus in the trumpets; after a rising figure
the choir sings ‘Dankt!’ three times, there is a sustained ‘Friede’ and there
are fine runs on “dankt’.

Dingeman van Wijnen

BWV 35

Cantata 35 ‘Geist und Seele wird verwirret’ is a solo cantata for soprano,
two oboes, oboe da caccia, organ obbligato, strings and continuo, written
for the 12 Sunday after Trinity, 8 September 1726. The absence of a choir
seems to be compensated by a more prominent role for the orchestra and
in particular the obbligato organ. Here, as in some other cantatas from the
same year, Bach borrowed an earlier instrumental work which has since
been lost: the Harpsichord Concerto BWV 1059, of which only a fragment
survives, or an earlier version of the same work for oboe or violin. Bach
arranged the first movement of the concerto as the introduction to this
cantata, and the last movement as the introduction to the second part. The
Bach scholar Alfred Durr has even suggested that the aria ‘Geist und Seele
wird verwirret’ is an arrangement of the slow middle movement of the
concerto. One is struck by the somewhat worldly mood of the music and
the absence of biblical texts.

Clemens Romijn
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BWV 36

The Advent cantata BWV 36 consists of two blocks of four movements for
before and after the sermon, as was customary on most church festivals.
Both parts end with a four-part chorale. In the Pentecost cantata BWV 184
the character of what was once birthday celebration music is easily
recognisable but at the same time perfectly suitable for the feast of
Pentecost. The parallel triplets of the flauto traversos are an apt illustration
of the words ‘Erwinschtes Freudenlicht’. In the tenor aria no. 4 we hear
nothing short of a polonaise to the words ‘Gliick und Segen sind bereit’.
Clemens Romijn

BWV 37

Bach’s first annual cycle of Leipzig cantatas includes Cantata 37 ‘Wer da
gldubet und getauft wird’, composed for Ascension Day, 18 May 1724.
Here Bach employed the world-famous tune of ‘Wie schon leuchtet der
Morgenstern’ in a duet for alto and tenor to the new text ‘Herr Gott Vater,
mein starker Held’ (no. 3).

Clemens Romijn

BWYV 38

Cantata 38 ‘Aus tiefer Not schrei ich zu dir’ was composed for 29 October
1724 (two weeks later), the 21st Sunday after Trinity. It is a chorale cantata
on the well-known ‘Aus tiefer Not schrei ich zu dir’, Luther’s adaptation of
psalm 130, the main text for this particular Sunday in the church year. The
melody is not only heard in the vocal parts, as in the introductory and
somewhat old-fashioned motet and the final chorale, but surprisingly
enough in the basso continuo part too in the soprano recitative no. 4. Here
Bach gave the instruction ‘a battuta’ — play in time. In the opening chorus
the complete instrumental ensemble, including no
trombones, plays ‘colla parte’ with the fourpart choir. The cantata’s initial
cry for help is answered in the tenor aria no. 3 by words of comfort. Helped
by two trusty oboes, the tenor remains optimistic with his syncopated
rhythms. After a trio for soprano, alto and bass, concealing a variation on
the chorale melody, the work ends with a simple chorale for the whole
ensemble.

less than four

Clemens Romijn

BWYV 39

BWV 39, written for 23 June 1726, is one of Bach’s most eminent creations.
It presents a ‘social gospel’, urging christians to help those in need. The
two-note motive repeated throughout the magnificent opening chorus
indicates the breaking of the bread of which the text speaks. (Albert
Schweitzer, however, thinks it expresses the tottering of the weak.) The
choir enters and there is a break in the music after ‘brich’. This is the
beginning of a long chain of intensely beautiful musical ideas: intense
sadness on ‘Elend’, long runs on ‘fiihre’ expressive of the leading of the
destitute (a motive already found in the orchestral opening), a fugue on
‘Brich dem Hungrigen” with a splendidly long theme, the voices coming
together on “fuhre ins Haus’, a short intermezzo at "So du Einen Nackend
siehest’ - and then there are two fantastic fugues still to come, the theme
of the one on ‘Und die Herrlichkeit’ basically the same as that on “Alsdenn
wird dein Licht’. A bass recitative leads to the alto aria with a fine
oboe/violin duet, the foretaste of heaven present in the music, which
scatters (‘streuet’) the blessings all around us. The bass aria once again
reminds us not to forget doing well, as such offerings please God well. The
soprano aria with a beautiful tune for the two recorders is followed by
Bach’s most breathtakingly beautiful recitative. The harmonic windings and
the build-up to the climax makes one’s heart skip a beat; it leads to a fine
final chorale.

Dingeman van Wijnen

BWV 40

BWV 40, written for the day after Christmas 1723, is one of the highlights
among Bachs cantatas (which of course are all highlights). A superb
opening chorus, three splendid chorales, two stirring arias and two
recitatives of the highest order, all of them dealing with the theme of
Satan trying to ruin the work of God, a resistence Christ came down to
conquer. The horn theme in the opening chorus (reused in the Missa in F,
see Vol. 2), seen by some as a welcoming signal for a king, is more likely
meant to be battle cry. The voices throw the themes back and forth
between them. The works of the Devil are destroyed very graphically, the

fierce repeated notes being set off against the beautifully flowing fugue.
There are glorious runs in the continuo. A tenor recitative with rising
figures on “bestrahlt’ and ‘Gottes’, a descending one when the coming
down of Christ is dealt with, and a beautiful juxtaposition of King and
subject, Lord and servant, leads to a richly chromatic chorale. This is
followed by a fiery bass aria in which the serpent makes its musical
entrance; the word “bange’ is very effective, as is the setting of “zerknickt’.
Serpent Satan returns in the alto recitative, with its very moving ending.
There is another very effective chorale, and then follows a tenor aria with
surely the most impressive long runs on the word ‘Freuet’ Bach ever
wrote, besides splendid musical pictures on ‘withet’, “erschrecken’ and
‘*Hollenreich’. Finally a quiet prayer is sung in which the words ‘Freude’ and
‘Wonne’ ring out, never to be forgotten.

Dingeman van Wijnen

BWV 41

BWV 41 (for New Year’s Day 1725), richly scored for three trumpets, three
oboes and strings, is based on the very long chorale ‘Jesu, nun sei
gepreiset’. Not only is this hymn quite long, but many of the lines are
repeated. Bach achieves variety in changing the scoring of the different
parts, and the tempo as well. Still, many fine runs are repeated; but we
don’t mind: the final result is a memorable and splendid chorus. Three
oboes accompany the soprano in its aria, a fleeting melody the first part of
which is sung twice by the soprano before being varied over fragments of
the introduction in the accompaniment. Easily as peaceful and warm is the
tenor aria, which follows a fine alto recitative. The violoncello piccolo plays
a wonderfully long line, some of the long descending runs probably
indicative of the awaited blessings coming down. The middle part stresses
that blessings on earth are not the be-all and end-all: the high notes on
‘dort’ speak for themselves. It remains a mystery how millions upon
millions know the arias from the Matthew Passion by heart and have never
even heard a sublime piece like this. In the next recitative for bass there is
a sudden outburst against Satan from the litany. The closing chorale
succeeds in breaking up the long hymn tune by modifying the metre; it
links up with the opening chorus by reusing the trumpet fanfare of the
beginning.

Dingeman van Wijnen

BWV 42

An example is Cantata 42 ‘Am Abend aber desselbigen Sabbats’, composed
for Sunday 8 April 1725, the 1st Sunday after Easter, otherwise known as
Quasimodogeniti. This name originates from the opening text for Mass on
this Sunday, Quasimodo geniti infantes, meaning ‘as new-born babes’.
Bach commences the cantata with an instrumental Sinfonia somewhat
reminiscent of the Brandenburg Concertos and probably based on a lost
instrumental work. In this first movement the wind group (two oboes and
bassoon) competes with a string group (two violins and viola). The cantata
comprises seven movements: the opening sinfonia is followed by two
recitatives, two arias and two chorales, firstly ‘Verzage nicht, du Hauflein
klein’, and as final chorale ‘Verleih” uns Frieden gnadiglich’.

Clemens Romijn

BWV 44

Cantata 44 ‘Sie werden euch in den Bann tun’ for the Sunday before
Pentecost, known as Exaudi, comes from Bach’s first Leipzig cycle for the
church year 1723-24, Bach’s first year at the Thomaskirche. It requires
roughly the same players and singers as the first cantata on this CD: four
soloists, four-part choir, two oboes, bassoon, strings and basso continuo.
The opening words are the same as in cantata 183, though this is the only
similarity. After a short instrumental introduction of about twenty bars a
wonderful duet for tenor and bass begins, the oboes joining in to create a
most expressive quartet. This movement forms a whole with the following
choral section ‘Es kommt aber die Zeit'. In addition to a central chorale-
based movement (‘Ach Gott, wie manches Herzeleid’), a recitative and final
chorale, there are two arias for soprano (nos. 3 and 6). In the first of these
the richly ornamented, interwoven lines of the soprano and oboe suggest a
melancholic trio sonata.

Clemens Romijn
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BWV 45

Cantata 45 ‘Es ist dir gesagt, Mensch, was gut ist’ was written for the 8th
Sunday after Trinity, 11 August 1726. The theme of the cantata is man’s
obedience to God’s will. The believer is summoned to humility in word and
deed, and to subordination as a servant of his master. In reward the
obedient Christian is offered divine protection. In this context a threat is
appropriate, and the tenor aria (no. 3) includes the words ‘Qual und Hohn
drohet deinem Ubertreten!’, while in the next aria (no. 5) the alto sings
‘Denn der muss ewig brennen, der einzig mit dem Mund lhn Herren nennt.’
The tenor sings his words to a restless coloratura while the continuo plays
a most fidgety bass line.

Clemens Romijn

BWV 46

BWV 46 was written for 1 August 1723. The beautiful opening chorus (later
used in the Mass in B Minor) uses a text from Lamentations well known
from Handels Messiah: ‘Behold and see if there be any sorrow like unto my
sorrow.' The structure of the chorus is that of a prelude and fugue. Words
of sorrow like Schmerz and Jammer are highlighted by chromatic lines. A
tenor recitative follows in which the recurring recorder figure could be
seen either to illustrate the water-billows of which the text speaks, or the
weeping over Jerusalem. That judgement is not reserved for Jerusalem
alone is made clear by the furious bass aria in which the breaking of a
thunderstorm is vividly painted. After a warning sung by the alto, one of
Bach's most remarkable arias follows, in which two oboes da caccia in
combination with the recorders create a unique and lovely sound
illustrating the mother chicken gathering her Kiichlein. The final chorale is
enhanced by the sonorous recorders soaring above the chorale melody like
‘doves of mercy' (Whittaker).

Clemens Romijn

BWV 47

Cantata 47 ‘Wer sich selbst erhohet, der soll erniedriget werden’ for the
17th Sunday after Trinity, 13 October 1726, opens with a complex and
monumental choral movement in G minor. After a 45-bar instrumental
introduction a long choral fugue commences, with vivid illustration at such
words as ‘erhohet’ and ‘erniedriget’. This large-scale movement of no less
than 228 bars is occasionally intersected by chordal writing. No. 2, an aria
in D minor, has a thinner instrumentation with soprano, organ obbligato
and basso continuo. In a later version Bach replaced the organ by a solo
violin. The energetic obbligato organ or violin part seems to embody the
words ‘Wer ein wahrer Christ will heissen, muss der Dehmut sich
befleissen.” The texture of the bass aria no. 4, preceding the final chorale,
resembles that of a string quartet, with the bass singer, oboe, violin and
basso continuo joining forces very much as equal partners in consort-like
writing.

Clemens Romijn

BWYV 48

The splendid opening movement of BWV 48 (3 October 1723) expresses
the sorrow of the Christian over ‘the body of this death’ as expressed by
the apostle Paul in Romans 7. The “Leibe dieses Todes’ sinks to a deep note
while the violins play a longing melody and the trumpet plays the chorale
*Herr Jesu Christ, du hochstes Gut’, another prayer out of the depth of sin
on which cantata 113 is based. The choral entries are endlessly varied, the
voices never entering in the same order. The intense coda after the last
line is unforgettable. An expressive alto recitative, with big jumps up and
down, is followed by a beautiful bonus in the form of an intensely
chromatic chorale fitted in between alto recitative and alto aria. This short
aria has a very vocal oboe line. The tenor then follows with an enthusiastic
recitative in which we almost hear the next aria coming, with its confident
orchestral melody embedding a tender tenor line. The chorale on the
melody from the opening movement has especially lively accompanying
lower voices.

Dingeman van Wijnen

BWV 49

BWYV 49 (3 November 1726) is an exciting dialogue between Jesus and the
soul in which Song of Solomon imagery abounds. The superb opening
sinfonia, part of an earlier keyboard concerto, probably serves to make up
for the lack of a chorus. The first bass aria at once puts the central idea of

the cantata before us: the Bridegroom Jesus seeking his bride the church. It
is Him seeking her (not the other way round), wandering left and right as
illustrated by the wandering organ part. In the soprano/bass recitative the
bride is invited to the feast; the opening words of the cantata are sung
once again, to the same music, and then a delightful love duet is sung in
which the voices sing words which mirror each other. The next aria is for
soprano, the words ‘ich bin herrlich, ich bin schon’ set to just as “herrlich’
and ‘schon’ music. It is as if the bride is watching herself in a mirror,
turning and turning and being pleased by what she sees. Another recitative
for the two voices ends with an upward figure on the words ‘here | come,
Jesus’. The closing duet is a joyful dance, with a virtuoso organ part
through which the soprano sings the very apposite chorale ‘Wie bin ich
denn so herzlich froh’. When the bass sings ‘zieh ich dich zu mir’, the
soprano answers with ‘aufnehmen in das Paradis’. After a modulation the
longing becomes almost physical. A complete repetition of the opening
phrase with the organ playing the same tune provides an impressive finish
to this superb cantata.

Dingeman van Wijnen

BWV 50

Cantata 50 ‘Nun ist das Heil und die Kraft’ is surrounded by puzzles. It
comprises only a single movement for eight-part choir and an extensive
orchestra. It is assumed to have been just one part of a larger work, though
there is no supportive evidence for this. It is equally unclear whether the
choir was originally in eight parts, since the only surviving copy dates from
some time after Bach’s death. The cantata amounts to a song of triumph
upon the archangel Michael’s victory over the dragon, and it was indeed
written for Michaelmas, 29 September.

Clemens Romijn

BWV 51

Bach composed Cantata 51 ‘Jauchzet Gott in allen Landen’ for the 15th
Sunday after Trinity, probably in 1730. Since the text hardly alludes to the
readings for this specific Sunday, Bach wrote ‘per ogni tempo’ on the parts
— for any moment in the church year. It is a solo cantata, i.e. for just one
solo singer, and even a four-part chorale for the choir is absent. In this
work Bach made extreme demands on the solo soprano. The part is larded
with virtuosic coloraturas and goes right up to top C. The soprano has a
virtuosic partner in the form of the solo trumpet and sometimes the first
violin. This solo character is particularly convincing in the jubilant opening
movement, which despite the name ‘aria’ resembles a fast movement
from an instrumental concerto. The soprano and trumpet are countered
systematically in shorter and longer passages by the accompanying
orchestra. The recitative no. 2, accompanied by the strings, moves straight
into an arioso (Andante) overflowing with coloraturas. An aria (no. 3) with
considerable triplet movement is followed by a chorale with the melody in
the soprano. In the final movement (Alleluja) the main roles are again
reserved for the soprano and trumpet.

Clemens Romijn

BWV 52

The soprano cantata BWV 52 (24 November 1726) is special for its
employment, as the opening sinfonia, of the first movement of the first
Brandenburg Concerto. There does not seem to be any connection with
the idea of the opening recitative which denounces the false world in a
vehement manner, starting at once with a dramatic high note on “falsche’ -
it returns on “Falschheit’. The next aria is very lovely indeed, with its violin
duet preparing the way for the soprano’s ‘immerhin’, which expresses the
idea of ‘'who cares’ eminently; it comes back both textually and musically
time and again. A recitative with a very moving arioso ending on "Gott ist
getreu’ leads to an aria with three oboes which is full of variety. There is a
long note on ‘halt’ and laughing (as usual) at the word "Spott’; at “die Welt
mag nur alleine bleiben’ in the end only one oboe remains. The final
chorale is enriched by two horns.

Dingeman van Wijnen

BWV 54

Cantata 54 ‘Widerstehe doch der Siinde’ is twice as short (about 15
minutes). While the previous cantata was for four soloists, choir and
instrumentalists, this one, written about ten years earlier, is for alto soloist,
strings and basso continuo only. This cantata has been described as one of

94940 ).S. Bach Complete Edition

28



Bach’s best musical sermons. Through ingenious use of consonances
(literally: well-sounding chords) and dissonances the first aria warns
against the temptation and deadly poison of sin. In the succeeding
recitative Bach’s sudden semiquaver scales at ‘das scharfe Schwert’ are
most realistic.

Clemens Romijn

BWV 55

BWV 55 is a solo cantata for tenor, the only one Bach wrote (17 November
1726). An expressive aria opens the work, in which flute and oboe play a
wailing line, whilst the unjust sinner wrings his hands before a just God.
The words just and unjust always go opposite ways: when the one goes up,
the other goes down. A recitative in which, in truly baroque rhetoric style,
the Allerhochste gets the highest note, while a sustained note in the
continuo illustrates the persistence of sin, is followed by an aria with
beautiful flute runs full of pleading motives. A recitative with violin
accompaniment leads to the chorale "Bin ich gleich von dir gewichen', well
known from the Matthew Passion.

Clemens Romijn

BWV 56

One of Bach’s most beautiful works for solo voice and orchestra is Cantata
56 ‘Ich will den Kreuzstab gerne tragen’ (BWV 56). This intimate cantata for
Sunday 27 October 1726, the 17th Sunday after Trinity, was originally
written for Bach’s second wife Anna Magdalena, who had a fine soprano
voice and was often involved in performances of Bach’s music. Later, in
1731-32, Bach adapted the cantata for alto and even bass; since then this
work has moved countless churchgoers and concert audiences. The
composition is based on the gospel for the 19th Sunday after Trinity (St
Matthew 9: 1-8), which tells of the paralysed man who was healed by
Christ and redeemed from his sins. In the first aria, with a wonderful
feeling for text depiction, Bach symbolises the word ‘Kreuzstab’ (cross)
with a # (C sharp) and illustrates ‘tragen’ (bearing) with expressive ‘seufzer’
(sighing) motifs in voice and instruments. At the text ‘Da leg ich den
Kummer auf einmal ins Grab’ the bass sings in a sudden and conspicuous
triplet rhythm, with a descending sixth at the word ‘Grab’ (grave). These
fine phrases of resignation are reinforced by long bass notes, affective
‘sighing’ in the strings and oboes, and a combination of quavers and
triplets. In the ensuing recitative we are again reminded of the same
passage from St Matthew, where Christ crosses the water by boat and
arrives in his city. At the text ‘Mein Wandel auf der Welt ist einer Schiffahrt
gleich’ Bach suggests the movement of the waves with an undulating motif
in the solo cello part. This accompaniment stops suddenly as the tired
traveller reaches heaven, leaving the ship and finally finding peace after
such sorrow: ‘So tret’ ich aus dem Schiff in meine Statt, die ist das
Himmelreich, wohin ich mit den Frommen aus vieler Tribsal werde
kommen’. Full of joy, the solo voice and oboe ring out to the text ‘Endlich
wird mein Joch wieder von mir weichen mussen’ in the following da capo
aria in B flat major. The cantata concludes with a simple chorale setting,
‘Komm, o Tod’.

Clemens Romijn

BWV 57

Cantata 57 ‘Selig ist der Mann’, in eight movements and conceived as a
dialogue, was written for the second day of Christmas 1725. Two vocal
soloists fulfill the main roles, the bass portraying Christ and the soprano
the human soul, called ‘Anima’ by Bach. Remarkably, the entire cantata
text omits any reference to Christmas, the birth of Christ. The theme is
rather the temptation of sin, over which Christ is victorious. Despite
frequent mention of martyrdom, optimism predominates in arias such as
no. 5 ‘Ja, ich kann die Feinde schlagen’, with its lively bass and dominating
violin part. In the soprano aria no. 7 ‘Ich ende behende mein irdisches
Leben’, a fine trio for soprano, solo violin and basso continuo, the reason
for this optimism, the life everlasting, becomes clear: ‘Mein Heiland ich
sterbe mit hochster Begier’. A simple chorale brings the cantata to an end
in a mood of acquiescence.

Clemens Romijn.

BWV 58
Cantata 58 “Ach Gott, wie manches Herzeleid’ was written almost four
years later for the Sunday after New Year, 7 January 1727. However, the

work survives only in an adaptation made by Bach in 1733/34. The outer
movements, duets for soprano and bass, are based on the chorale. It is
quite puzzling how Bach managed to make the radiant key of C major
sound so poignant in this slow, sobbing lamento. The soprano aria no. 3
too brings a bitter-sweet melange to the text ‘Ich bin vergnlgt in meinem
Leiden’; this ‘pleasure’ is accompanied by yearning ‘seufzer’ figures and
minor seconds.

Clemens Romijn

BWV 59

BWV 59 (16 May 1723) is a short Pentecost cantata, the music of which
was later reused by Bach for BWV 74. Here the text is sung by soprano and
bass in a fine duet. The musical figure on the words ‘Wer mich liebet’
permeates the whole movement; only towards the end do the two voices
sing it together. An accompanied soprano recitative is followed by a
chorale with a lot of movement and speed. The cantata ends with a bass
aria in which the violin plays an attractive melody which is taken over by
the bass.

Dingeman van Wijnen

BWV 60

Cantata 60 ‘O Ewigkeit, du Donnerwort’ is a celebrated example of an
allegorical dialogue cantata. Fear and Hope converse with one another in
the face of death. These roles are taken by the alto (Fear) and the tenor
(Hope). The third figure is Christ, represented by the bass. The cantata has
five movements and a symmetrical structure. The contrast between Fear
and Hope is considerable, as appears from the text of the recitative no. 2:
Fear: ‘O schwerer Gang zum letzten Kampf und Streite!’, to which Hope
replies: ‘Mein Beistand ist schon da’. The introductory chorale-based
movement too is a duet, the chorale melody being heard in the alto and in
the horn part. The roles are cast to reflect the different characters, the
tenor moving freely in aria-like writing while the alto sings ‘only’ the
chorale. In the duet no. 3 the oboe d’amore and solo violin follow the same
role pattern. In the alto recitative no. 4 the pangs of death are full of
contrast as Fear is reassured three times by a bass arioso to words from
the Book of Revelation: ‘Selig sind die Toten’.

Clemens Romijn

BWV 61

The six-movement Advent Cantata 61 ‘Nun komm, der Heiden Heiland’
(1714) is one of about 20 cantatas which Bach wrote in Weimar. The work
is embraced by two choral movements, both based on world-famous
chorale tunes, the first on the Lutheran hymn ‘Nun komm der Heiden
Heiland’ and the final chorus on ‘Wie schon leuchtet der Morgenstern’. In
the second recitative (no. 4) there is a very graphic moment when Christ
(the bass soloist) knocks on the door, accompanied by plucked notes on
the strings.

Clemens Romijn

BWV 62

The six-movement Advent Cantata 62 ‘Nun komm, der Heiden Heiland’ is
part of the 1724 cycle of chorale cantatas. It is framed by two choral
movements based on the world-famous chorale ‘Nun komm der Heiden
Heiland’, the text of which is Luther’s translation of the hymn Veni,
redemptor gentium. In the opening chorus the melody is heard in the
soprano and the accompanying horn part. In the context of Advent ( =
coming or arrival) the crucial word is ‘komm’. Two aria-recitative pairs
follow. In the bass recitative no. 3 Bach illustrates the word ‘laufen’
realistically with a scale figure, and the word ‘Gefall’'ne’ with a descending
seventh. Quite appropriate to the pastoral mood of Advent and the image
of the child in a cradle is the rocking siciliano rhythm of the tenor aria no.
2. In the bass aria, in fighting spirit, Bach creates a continuo part in parallel
movement with the high strings.

Dingeman van Wijnen

BWV 63

Cantata 63 ‘Christen, dtzet diesen Tag’ takes us back some ten years to a
work written between 1713-1716 for Christmas Day, when Bach was
employed as organist and concertmaster at the court of Weimar. It may
even be that Bach composed this agile and radiant work for his application
as organist of the Liebfrauenkirche in Halle. The cantata has an astonishing

94940 ).S. Bach Complete Edition

29



symmetry (chorus, recitative, duet, recitative, duet, recitative, chorus), in
which the recitative no. 4 forms the axis. The rising figure in the continuo
illustrates the text ‘sein Bogen ist gespannt, das Schwert ist schon
gewetzt'.

Clemens Romijn

BWYV 64

BWV 64 (27 December 1723) is one of those cantatas that linger in one’s
mind from the moment one has heard it first. This is probably due to the
‘Sehet!’ figure which is heard all through the fine opening chorus, a motet
in the old style with independent continuo. The cries of "Sehet!’ contrast
with the enormous runs on ‘erzeiget’. The chorale which follows the
chorus explains how it could be that we became God’s children: "Das hat Er
[Christ] alles uns getan.” The alto recitative with its scales expressive of the
flight from this earth, ends with a colon: the following chorale expresses
the same idea of the renouncement of worldly goods. A splendid aria is
now sung by the soprano, with a fine violin tune indicating how these
worldly goods will vanish in smoke; the ascending runs are the same as in
the recitative. Another recitative, this one for the bass, leads to the last
aria which once more contrasts heaven and earth; the 'nichts, nichts’ is
thrown away to show that we care not for this world, while "Himmel’ is
sung to a sustained note, as is, of course, ‘ewig’. The final chorale has a
warm glow due to the trombones that have been added.

Dingeman van Wiljnen

BWV 65

The cantata for Epiphany sunday 1724 (6 January), BWV 65, paints the
picture of the three kings coming to visit the newborn Jesus. In the chorus
we can hear the camels swinging (the scripture reading for the sunday,
Isaiah 60, speaks about them). It is a great fugue, with a counter-subject on
‘Gold und Weihrauch’ and another one on ‘und des Herren lob’, with an
impressive final unisono. As a contrast to this impressive chorus the choir
sings a simple Christmas chorale. In the bass recitative we offer our hearts
as gifts to the Child. These gifts return in the bass aria. ‘Eitlen Gaben’ are
thrown away, the three gifts of the wise men (taken from the earth: an
upward run) are offered up. The next recitative details what they are. The
tenor then sings a beautiful aria with full orchestra in a dancing rhythm,
the abundance of wealth of which the recitative spoke; and a second
chorale brings this wonderful cantata to a close.

Dingeman van Wijnen

BWYV 66

If BWV 66 (10 April 1724) had been the only surviving Bach composition, it
would have been enough to secure him a place as one of the greatest of
composers. The opening chorus is pure joy, with shouts of ‘herschet’
stressing the reign of the conquerer Jesus that has started now that He has
risen from the grave. The vocal entries vary continually: altos and tenors,
tenors and basses, altos and basses. Wind and strings alternate. Further on
in the movement the motives of ‘erfreut’ and ‘herrschet’ are cleverly
combined. Then follows a superbly chromatic middle part for solo alto and
bass, interrupted a number of times by the choir singing a chorale-like
tune. The following bass recitative has an intense ending leading up to one
of Bach’s most cheerful arias. The ‘Danklied’ does indeed resound, and
when the bass sings about God'’s everlasting faithfulness, the instrumental
joy is continued above the long note. The rest of the cantata (apart from
the delightful short final chorale) is a dialogue between Fear and Hope.
They sing contrasting texts (kein/mein, noch/nicht) to the same musical
ideas, which is illogical, but it is all very beautiful. The music is so fitting to
the words that if we did not know all this was based on a worldly cantata in
which “Glickseligkeit Anhalts’ and ‘Fama’ have their conversation, we
would never have guessed.

Dingeman van Wijnen

BWV 67

BWV 67 (16 April 1724) centers on the doubt of St. Thomas about Christ’s
resurrection, a doubt clearly refuted in the music. The opening chorus with
its "Halt, halt, halt’ to underline the necessity not to forget, shows how
Christ did indeed rise with long upward runs on ‘auferstanden’. The
following tenor aria literally teems with ascending motives, starting with a
delightful run in the continuo and continuing all the time in violin, oboe
and continuo while the tenor sings of the resurrection. Two alto recitatives

surround a fine chorale and then comes one of Bach’s most dramatic
movements, a battle between the doubts of the believer (instigated by hell
and Satan) and Christ who brings us peace. Once again there are dramatic
upward flights in the violins. The closing chorale is a prayer to the
“Friedfirst’.

Dingeman van Wijnen

BWV 68

BWV 68 (21 May 1727) quotes the gospel for the day, John 3, 16-21,
literally. Verse 16, a verse of which Luther once said that it ought to
painted in golden letters on every home’s wall, is turned into a beautiful
siciliano. The sopranos sing the chorale melody, but with so many
decorations as to be hardly recognisable; the other voices sing imitations.
‘Bleibet ewig unverloren’ has long sustained notes, and dramatic breaks on
‘unverloren’. One of Bach’s most delightful soprano arias now follows. One
wonders which of the two is most unforgettable: the violoncello piccolo’s
tune or the soprano’s. The aria is based on one in BWV 208, but
transformed into something very special; the ritornello extends the delight
for almost as many bars as already went before. A fine bass recitative leads
to another parody from the Hunting Cantata, in which the bass expresses
his relief that Jesus has done enough (‘genung!’) for us. The final chorus is
a grand fugue, the sternness of which lives up to the solemn words. The
long runs on “gerichtet’ are positive for those who believe but threatening
for those who do not. The opening theme returns on the closing words
‘denn er glaubet nicht an den Namen des eingebor’nen Sohn Gottes’. The
seriousness of it all is stressed by the ending which is marked ‘Piano’.
Dingeman van Wijnen

BWV 69

Cantata BWV69 "Lobe den Herrn, meine Seele" is a so-called
Ratswechselkantate, written for the election of a new town council in
Leipzig. Bach created a parody of an existing cantate, BWV 69a, composing
two new recitatives and a final chorale. The work opens with a recitative
for soprano, followed by a wonderfully expressive alto aria, "Meine Seele,
auf, erzahle". The simple final chorale "Es danke, Gott, und lobe dich" is
given an extra dimension by the accents of the three trumpets and timpani
and the dynamic development in the closing words of thanksgiving.
Clemens Romijn

BWV 70

BWV 70 (21 November 1723, but based on an earlier version of 6
December 1716) starts off to an exciting trumpet fanfare which returns in
different guises a number of times. The words "Wachet!” and ‘Betet!” have
their own themes: an upward scale for ‘wachet’ (at its first entry
unaccompanied) and a sustained note for ‘betet’. At ‘seid bereit’ there is
new material, and then there is quieter music at the words ‘diese Welt ein
Ende macht’. The trumpet fanfare returns to round of this splendid chorus.
A bass recitative with trembling and joy being vividly contrasted leads to an
alto aria with a pleasant violoncello line; the words are a clear warning that
it is ‘die letzte Zeit’ and high time to flee from Sodom; ‘Feuer’ and ‘Fliehen’
receive coloraturas. After another recitative which speaks of a
‘Jammervolles Ach’ we get a soprano aria which is everything but
‘jammervoll’. The violins play a figure indicative of the jeers of the
mockers; the tone is defiant, Christ's word will stand: a long sustained
note. A recitative and a chorale (with a decoration on the word “jubilieren’)
end the first part of the cantata. Atenor aria full of cheer follows, with a
stress on ‘empor’ and a long note on “getrost’. Next comes a furious bass
recitative in which the last trumpet is sounded in the form of the chorale
“Es ist gewisslich an die Zeit’. The excitement is briefly suspended when the
bass sings ‘Seeligster Erquickungstag’ in the next aria, until at ‘schalle,
knalle’ everything starts moving again. The closing chorale is in seven parts,
the first violin playing high above the sopranos.

Dingeman van Wijnen

BWV 71

BWV 71, written for the Town Council inauguration of 4 February 1708 in
Muhlhausen may well be the earliest cantata we have of Bach, and at the
same time it is the only one that was printed in his lifetime. (A second
Ratwechsel cantata was also printed on the order of the Town Council, but
all copies are lost.) The opening chorus presents its message right at the
start: God is my King. It is supported by regal trumpet blasts, but other
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instrumental groups (called choirs by Bach) are brought in too. There is a
continuous exchange between full forces and solo passages; a little
recorder motive makes for a humorous ending. A quiet soprano/tenor duet
combines a verse from Il Samuel 19 with a stanza from the chorale 'O Gott,
du frommer Gott’, both dealing with old age, a reference to the elder
statesmen leaving the Town Council. A second chorus follows, a fugue in
the old style with continuo only. A bass arioso sings about the fact that day
and night are God’s, and that God also has set the borders to each land;
there are truly beautiful lines for flutes and oboes, sometimes apart,
sometimes together. An alto aria with trumpet fanfares brings us to the
crowning glory of this cantata, the superb ‘doves chorus’. The text (from
Psalm 74) speaks of turtle doves and the singing of these doves
characterises the piece. It is as if this intense slow movement will never
stop, but after a moving unisono phrase it finally does. The final chorus is
full of joy and excitement, interrupted by quiet passages, ending in a great
fugue with long runs on “freuen’, before the opening is repeated.
Dingeman van Wijnen

BWV 72

Cantata 72 ‘Alles nur nach Gottes Willen’ was composed for 27 January
1726, the 3rd Sunday after Epiphany. The work includes music which Bach
used later as the basis of the first Gloria chorus in the Mass in G Minor
BWV 235. The text of the cantata is by Salomon Franck, Bach’s favourite
cantata poet in Weimar, to whom he often resorted again in his later
Leipzig cantatas. The text is strongly reminiscent of that of Cantata 73
‘Herr, wie du willt, so schicks mit mir’, likewise for the 3rd Sunday after
Epiphany. In the music too the cantatas seem to quote one another. The
fragment ‘Herr, so du willt’ in the arioso of no. 2 in Cantata 72 is identical
to a passage with exactly the same text in the bass aria no. 4 in Cantata 73.
The work concludes with the chorale ‘Was mein Gott will, das gscheh
allzeit’.

Clemens Romijn

BWV 73

Cantata 73 ‘Herr, wie du willt, so schick’s mit mir’ was composed by Bach
for 23 January 1724, the 3rd Sunday after Epiphany. In both text and music
it is similar to another work for the same Sunday, Cantata 72 ‘Alles nur
nach Gottes Willen’. Indeed the later cantata seems to quote from the
earlier one. The passage ‘Herr, so du willt’ in the aria no. 4 for bass, strings
and basso continuo in Cantata 73 is identical to a fragment with exactly the
same text in the arioso of no. 2 from Cantata 72. The cantata included here
is in five movements, beginning and ending with choruses. The opening
chorus in G minor features a concertato organ part and a pair of oboes
which sound almost like organ stops in their alternation with the strings.
With great refinement Bach moulded the orchestral introduction, chorale
and three recitatives for tenor, bass and soprano soloists into a cohesive
whole. In the tenor aria no. 2 the singer, oboe and continuo join forces like
in a trio sonata. Afine example of Bach’s text depiction is the falling motif
at the word ‘senke’. The cantata ends with a simple chorale.

Clemens Romijn

BWV 74

BWV 74 (20 May 1725) is partly based on BWV 29, the opening duet of that
cantata being transformed into a chorus. This explains why much of the
chorus consists of two-part singing. The soprano aria, also transferred from
BWV 29 (there it is for bass) leads to an alto recitative, and then a bass aria
with continuo based on two ideas: ‘Ich gehe hin’ (ascending) and ‘und
komme wieder zu euch’ (descending); ‘freuen’, as usual, is set to lively
runs. Two splendid arias now follow. The one for tenor is characterized by
the word ‘eilet’, always a signal for exciting, running music. The
ascending/descending figures return for ‘geht er gleich weg, so kommt er
wieder’, and there is a furious middle part; faith, however, conquers,
stressed by a sustained note. After a brief but quite special bass recitative
the next aria is just as exciting, the hellish chains that threaten to encircle
us (the music going round in circles) rattling all the time, but faith in the
end laughing at the raging of hell. The closing chorale stresses that our
victory is due to the work of Christ.

Dingeman van Wijnen

BWV 75

BWV 75 (30 May 1723) was the first cantata Bach produced in his capacity
as Cantor of St. Thomas’s. He obviously gave his best. The opening chorus
presents the misery of the "Elenden’ in a colourful way, even though the
text tells us that they will eat till they have had enough - the music brakes
off after the word “satt’. A beautiful rising phrase follows on “und die nach
dem Herrn fragen’, and then comes a brilliant fugue with long lines on
‘ewiglich leben’. Abeautiful accompanied recitative leads on to an aria in
which the lovely orchestral tune is first ignored by the tenor, only to be
taken up later. Another recitative is followed by a soprano aria with a
magnificent oboe d’amore line taken over by the soprano; ‘Freude’ and
‘Leiden’ are illustrated as are Lazarus’s torments. Another recitative takes
us to the final chorale of part |, a delightful and joyful setting of "Was Gott
tut dass ist wohlgetan’. Another lovely setting of the same tune opens part
Il, followed by a recitative and then an aria for alto with a very
characteristic rising figure in the violins. The bass sings a brief recitative
followed by an aria with joyful trumpet runs (indicating the flames of which
the text speaks?). A final recitative leads to a repeat of the chorale setting
we heard at the end of part I.

Dingeman van Wijnen

BWV 76

BWV 76 was performed on 6 June 1723 and was Bach’s second Leipzig
cantata. The opening chorus based on Psalm 19 tells of the greatness of
God’s creation. After a lively opening section a splendid fugue starts. It
begins with the soloists; the moment when the choir takes over is very
effective, as is the entrance of the trumpet as fifth part. The whole
framework is so complex and varied that one loses all hope of ever being
able to follow it all. A tenor recitative is next, with a beautiful arioso, and
then a soprano aria, with a fine dialogue between different motives; the
‘hort ihr Volker” motive sounds all through this number, the word “eilt’ as
always is set to hurrying music. A bass recitative sings of the power of evil,
another moment of hurry coming on the word ‘laufen’. This idea is
extended in the bass aria ‘Fahr hin’ with a strong trumpet solo. There is
another recitative and then a superb chorale, with trumpet and violin
preparing for the chorale lines in sliding movements. The second part
opens with a fine sinfonia (= the organ trio BWV 528), followed by a
recitative and aria for tenor, the latter one of great vehemence; the
‘umfangen’ of Jesus in the middle part leads to long runs, the vehemence
of the first part is retained in the continuo. An alto recitative with a fine
arioso leads to an alto aria with a solemn viola da gamba/oboe d’amore
duet. The last recitative brings us to the repeat of the final chorus of part I.
Dingeman van Wijnen

BWV 77

BWV 77 (22 August 1723) opens with one of Bach’s most amazing
choruses. It is a sermon on the words from the scripture reading (the
parable of the Good Samaritan): you shall love the Lord your God with all
your heart, soul, strength and mind, and your neigbour as yourself. Bach
connects this verse from Luke with Matthew 22, where Jesus says that on
this ‘great commandment’ hangs all the law and the prophets. He does this
by adding the melody of the chorale ‘Dies sind die heil'gen zehn Gebot’.
Not satisfied with just adding the tune, he has it played in canon, a symbol
of the law; and by augmentation, the continuo playing at half the speed of
the trumpet - does not Matthew say that this is the great commandment?
Furthermore he uses (unusual elsewhere) the highest and the lowest
instrument: the great commandment encompasses all of the law and the
prophets. And to complete the sermon the trumpet enters exactly ten
times, once for each of the ten commandments! Amazing as all of this may
be, the most amazing thing is that it makes for absolutely glorious music, a
hundred percent thrilling even if one does not know a thing of all this.
After a bass recitative the soprano sings a heartfelt love song for God, two
oboes playing in contented thirds. The tenor prays for a ‘Samariterherz’,
referring to the gospel reading, and then the alto sings a fine aria with an
imaginative trumpet part; the message of the law (is this why Bach
employs the trumpet here?) can make us feel inadequate, our love being
so imperfect. There is a fine closing chorale.

Dingeman van Wijnen
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BWV 78

The title of Cantata 78 ‘Jesu, der du meine Seele’ originates from the
chorale with the same text by Johann Rist, dating from 1641. The work was
written for the 14th Sunday after Trinity 10 September 1724. The theme is
the suffering of Christ and his victory over sin and the devil. The cantata
begins with a chorus employing the chorale melody in the soprano and the
horn part. It is a lament, with the rhythm and typical chromatic bass line of
the chaconne. The choral passages alternate with instrumental ritornellos.
Between this chorus and the concluding chorale are three solo movements
(a duet and two arias) and two recitatives. A notable feature of the duet
no. 3 is that the bass line is divided into a basso continuo and a separate
part for the organ and cello. The words ‘Wir eilen mit schwachen doch
emsigen Schritten’ are translated into a nervously ornamented, rising
passage: ‘eilen’.

BWV 79

Another monumental cantata is BWV 79 for Reformation day (1725?), with
its militant horn fanfares, followed by an impressive fugue. The choir
enters majestically, the sopranos singing the inversion of the basses. The
themes are varied infinitely, all forces combining to stress the fact that God
is our refuge, an idea associated directly with Martin Luther. The alto sings
a beautiful conversation with the oboe; the music was later used by Bach
for the Mass BWV 234 (see Vol. 2). The chorale which follows provides us
with a fascinating surprise. It is "Nun danket alle Gott’. The horn tune of
the first chorus returns, and we now hear that this was based on the
opening line of this chorale! A bass recitative leads to a soprano/bass duet,
also reused for one of the Lutheran Masses, a dancelike movement with a
very characteristic jumping tune. The middle part uses the same musical
material; the continuo part is especially worth attending to. The closing
chorale once again employs the horns, now as an added musical line.
Dingeman van Wijnen

BWV 80

Cantata 80 'Ein feste Burg ist unser Gott’ is a rather large-scale work (8
movements totalling about 30 minutes) written around 1728-31 for
Reformation Day. As far as we know the work is an extended version of
Cantata 80a ‘Alles was von Gott geboren’ written in Weimar in 1715.
Precisely when and for what purpose the cantata was written, we do not
know. Bach appears to have added the opening chorus and central chorale
(no. 5) later. Bach’s eldest son Wilhelm Friedemann reinforced the already
large and festive instrumentation by adding trumpets and timpani in nos. 1
and 5. The cantata opens with one of Bach’s very finest choral movements
and ends with a simple and sober chorale to the tune ‘Ein feste Burg ist
unser Gott’, the Lutheran hymn par excellence.

Clemens Romijn

BWYV 81

In Cantata 81 ‘Jesus schléft, was soll ich hoffen’ for the 4th Sunday after
Trinity, 30 January 1724, the role of the choir is much more modest: the
final, simple chorale ‘Unter deinen Schirmen’ is the only choral movement.
The work is based on the well-known episode from St Matthew 8: 23-27
about Jesus sleeping on a boat, being woken by his fearful disciples, and
calming the storm on the lake. The cantata opens with an alto aria in E
minor, scored for the mild flute and violin as a sort of slumber song for
Jesus. In the succeeding tenor recitative and aria the storm on the lake is
more realistically protrayed in panicky melodic leaps in the vocal part and a
restless violin part: ‘die schaumenden Wellen ... verdoppeln die Wut'.
Clemens Romijn

BWYV 82

Cantata 82 ‘Ich habe genug’ (1727) is one of Bach’s most moving and
popular solo cantatas. With the cantata ‘Ich will den Kreuzstab gerne
tragen’ it belongs to the favourite repertoire of bass singers. The five-
movement cantata ‘Ich habe genug’, however, exists in three different
versions including one for soprano and one for mezzo-soprano. The sober
instrumentation, comprising solo voice, oboe, strings and basso continuo,
was probably prompted by the fact that the work was written for the feast
of the Purification of the Blessed Virgin Mary on 2 February.

Clemens Romijn

BWV 83

Cantata 83 ‘Erfreute Zeit im neuen Bunde’ was composed for the
Purification of the blessed Virgin Mary (Candlemas), 2 February 1724. The
readings for this day of the church year tell of the cleansing of Mary after
the birth of Jesus, and of the aged Simeon, to whom it had been
prophesied that he would not die until he had seen Jesus, the light of the
world. Life and death, darkness and light are therefore juxtaposed in the
cantata text, as in the opening movement: ‘Erfreute Zeit im neuen
Bunde...Wie freudig wird zur letzten Stunde’. These words are sung by the
alto soloist, accompanied by the instrumental ensemble with solo violin.
According to Alfred Dirr even the knell is imitated by the violin in the
middle section at the words ‘letzte Stunde’. In no. 2 the aged Simeon is
heard in his familiar hymn of praise (Nunc Dimittis) to the newborn Jesus.
The impending departure and decease of Simeon is vividly illustrated by
runs of semiquavers in the bass line: ‘Herr, nun ldssest du deinen Diener in
Friede fahren’.

Clemens Romijn

BWV 84

BWV 84 is a solo cantata for soprano, written for Sunday septuagesimae, 9
February 1727. It is an intimate work, based on the story of the workers in
the vineyard, who all receive the same reward for vastly different amounts
of work. The text picks out the idea of being content with what the Master
gives. The opening aria, possibly based on an earlier oboe concerto,
supports the soprano with a beautiful, quiet orchestral part. The central
word ‘vergniigt’ is decorated, and the word ‘Gaben’ is also singled out for
special treatment. An attractive recitative leads to an equally charming
aria, quite simple but with every note filled with Bachs musical mastery.
‘The upward and downward leap of a sixth is almost like a quiet laugh of
contentment’ (Gillies Whittaker). Another recitative and a simple chorale
finish off this attractive work.

Dingeman van Wijnen

BWV 85

Cantata 85 ‘Ich bin ein guter Hirt’ begins likewise with a bass solo
representing the words of Jesus. This work was intended for Sunday
Misericordias Domini, 15 April 1725. The central movement is again a
chorale, with the melody in the soprano supported by the texture of two
oboes and basso continuo. The succeeding aria ‘Jesus ist ein guter Hirt’
offers a fine role for the violoncello piccolo (personification of Christ?).
Since Bach’s manuscript of this cantata makes no mention of a choir, the
final chorale was probably performed by solo voices.

Clemens Romijn

BWV 86

Cantata 86 ‘Wabhrlich, wahrlich, ich sage euch’ was composed by Bach for
the 5th Sunday after Easter, Sunday Rogate, 14 May 1724. The name is
derived from the Latin text of the gospel for this particular Sunday, which
begins with the word ‘Rogate’ (= ask), after a text from St John 16: 23-30.
The structure of this cantata is similar to that of Cantata 85 ‘Ich bin ein
guter Hirt’. Both have a chorale as central movement. The opening
movement, an aria in which the bass part represents the voice of Jesus, is
of an archaic and strict character; it employs the above-mentioned text
from St John 16: 23-30, with the key words ‘ask’ (see Rogate) and ‘give’.
The following aria (no.2) has a particularly virtuosic violin part, and both
violin and alto revel in word illustration with such welcome texts as ‘Ich will
doch Rosen brechen, wenn auch gleich die Dornen stechen’.

Clemens Romijn

BWV 87

The seven-movement Cantata 87 ‘Bisher habt ihr nichts gebeten in
meinem Namen’ was written for Rogation Sunday, 6 May 1725. The text by
Mariane von Ziegler is based on St John’s gospel (Joh. 16: 24, 33) and
would appear to have been adapted by Bach himself. In the first two
movements we hear the words of Christ, first in an aria in D minor with the
title text, and thereafter in a contemplative recitative. In the third
movement, an alto aria, we hear a confession and a prayer for
perseverance. The mood of prayer and adjuration is most convincingly
portrayed in parallel seufzer (sighing) motifs in the two oboe da caccia
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parts and the pleading, upward gestures in the basso continuo. The final
chorale ‘Muss ich sein betriibet?” employs the melody of ‘Jesu, meine
Freude’.

Clemens Romijn

BWYV 88

On the fifth sunday after Trinity, for which BWV 88 (21 July 1726) was
written, the story of the miraculous draught of fish was read. Jesus tells
Peter that he will be a fisher of men, and this idea is taken up in a
quotation from the Old Testament, in which both fishing and hunting
imagery are found. The fishing part gives us flowing ‘water music’, which is
abruptly interrupted by horn signals and leaping music illustrating the deer
hunting on the hills. Without any instrumental interludes the bass singer
expands the musical ideas continually in a compelling piece of music. The
following tenor recitative ends in a question, to which the next aria
immediately answers; it ends in a happy instrumental coda. Part 2 of the
cantata starts with an arioso for the bass introduced by the ‘evangelist’;
the bass sings the words of Christ to Peter referred to above. There are
beautiful long coloraturas on ‘fahen’. A graceful soprano/alto duet urges
us to call upon God and to use his gifts well. After a recitative for soprano
with some drama at the words Miihe, Uberlast, Neid, Plag and Falschheit,
the cantata ends with a beautiful, confident chorale.

Dingeman van Wijnen

BWYV 89

BWV 89 (24 October 1723) opens with a very fine bass aria (vox Christi) in
which the string melody hangs in the air like a question, the oboes heaving
their sighs while the horns hammer on relentlessly. A rising motive
characterizes this number. The love of the Almighty, who cannot contain
his feelings of mercy, are expressed time and again. In the alto recitative
the text refers to the unforgiving servant, with chromatic chords at the
end. A severe aria for the alto follows, with Sodom being singled out for a
(musical) treatment reserved for Adama and Zeboim earlier on. In a
soprano recitative the shock realization of our sinfulness ('schrecket’!) is
set off against the faith in God’s forgiveness. A light and confident soprano
aria in which the vocal line is a simplified form of the oboe introduction,
leads to the chorale in which the basses go down to their lowest note in
the final line which deals with death, Devil, hell and sin - all of these having
been overcome through the blood of Jesus.

Dingeman van Wijnen

BWV 90

In Cantata 90 ‘Es reisset euch ein schrecklich Ende’ the role of the choir is
limited to the final chorale, the other movements being solos (recitatives
and arias) for the tenor, alto, bass, and again tenor. The work was written
for the 25th Sunday after Trinity (14 November 1723). Apart from the high
solo trumpet part in the third movement the instrumentation is uncertain.
Bach probably had a string ensemble in mind, strengthened by an oboe
and supported by the continuo. The text refers to the Day of Judgement,
illustrated by the somewhat threatening embellishments in the solo violin
part and the trumpet warnings in the third movement.

Clemens Romijn

BWV 91

Cantata 91 ‘Gelobet seist du, Jesu Christ’ for Christmas Day 1724 employs
in the opening chorus and final chorale the melody of the same name by
Luther, the classical Christmas hymn of the day in Lutheran Germany. The
opening chorus consists of a number of layers and voice groups, with the
orchestra operating independently with stereo effects between two horns
and timpani on the one hand and three oboes and strings on the other,
while the chorale melody is sung in long notes by the sopranos, supported
by the altos, tenors and basses in an agile three-part texture. No. 2 is a
combination of recitative and chorale for soprano solo, in which the
chorale lines are supported by continuously repeated motifs from the
chorale in the basso continuo. The chromaticism illustrating the word
‘Jammertal’ at the end of the bass recitative no. 4 is a particularly fine
moment.

Clemens Romijn

BWV 92

Cantata 92 ‘Ich hab in Gottes Herz und Sinn’ comes from the second cycle
of cantatas composed by Bach for Leipzig. It was performed on 28 January
1725, the 3rd Sunday before Lent, known as Septuagesima. In terms of
both text and music the work is rather extensive (about 30 minutes),
consisting of nine movements including an opening chorus and final
chorale. The instrumental sections at the beginning and end of the first
movement, in which the two oboes d’amore maintain a dialogue with the
strings, are identical. In the choir the cantus firmus of the chorale melody
‘Was meine gott will, das g'scheh’ allzeit’ is heard in the soprano,
supported by the other voices in an independent and ingenious texture.
Remarkable examples of Bach’s illustrative skills are heard in the second
movement at the words ‘mit Prasseln und mit grausem Knallen’ (rising and
falling scale motifs) and at ‘auf grossen Wassern’ (continuous undulating
semiquaver movement). Highly suggestive too is the restless and bustling
violin part in the tenor aria at the words ‘wie bricht, wie reisst, wie fallt’.
Clemens Romijn

BWV 93

Cantata 93 ‘Wer nur den lieben Gott ldsst walten’ is a chorale cantata for
the 5th Sunday after Trinity, 9 July 1724. The work is for four soloists, four-
part choir, two oboes and basso continuo, but it survives only in a later
version as performed by Bach in Leipzig in about 1732/33. It is not known
to what extent Bach then adapted the earlier piece. As is customary the
opening chorus and final chorale are based on the chorale melody.
Surprisingly, Bach also employed this melody in the slow introduction to
the bass recitative no. 2. In the tenor aria no. 3 the chorale is heard in the
voice, and in the soprano and alto duet no. 4 in the violins, while the tenor
movement no. 5 again combines chorale and recitative, with wonderful
text depiction at the words ‘wenn Blitz und Donner kracht’. After an aria
for soprano with oboe accompaniment the cantata closes with a four-part
chorale.

Clemens Romijn

BWV 94

BWV 94 is a lively chorale cantata (6 August 1724) in which the leading
idea, "Was frag ich nach der Welt', is illuminated from many sides. In the
opening chorus the sopranos sing the chorale melody, the other voices
following their lead. The key to the joyful musical material is the word
Wollust. The fact that the world which is being denounced is at the same
time painted so wonderfully is the central paradox of this cantata. The
tenor aria further on in the work, with its celebration of the Lust und Freud
which the text denounces as Eitelkeit, is another example. Before that the
bass has sung about how this world vanishes like a vapour (lovely fleeting
motive on Rauch), ending in the repeated taunting question: why should |
look to the world? This is followed by a recitative plus chorale and an aria
for alto in which the flute jumps up and down to illustrate the stupidity of
this world. Another recitative with chorale and the tenor aria already
referred to lead to a final aria, this time for soprano, rather stern with a
lovely middle part. Two verses of the chorale end the work.

Clemens Romijn

BWV 95

BWV 95 is unique in quite another way. Not one but no less than four
chorales are presented, all of them “Sterbe-Lieder’. “Christus der ist mein
Leben’ is sung in a simple setting, but when the hymn text speaks of death
the word is sung four times on long notes in dissonance. The tenor
suddenly enters with great gusto and then there is another chorale, "Mit
Fried und Freud’, with its beautiful “sanft und stille’; in the final line the
horns refer back to line 1. Two recitatives follow, the one for soprano
includes chorale number three. Then one of Bach’s most sublime creations
follows, the tenor aria ‘Schlage doch! in which the death bells ring so
beautifully that the singer’s longing for them can be well understood. After
a bass recitative the fourth chorale is enhanced by a shining violin line.
Dingeman van Wijnen

BWV 96

BWV 96 was written for 8 October 1724, the year in which Bach wrote
mainly chorale cantatas. The beautiful chorale ‘Herr Christ, der ein'ge
Gottessohn' is sung in the opening chorus by the altos (sustained by a
trombone). The musical material of the other voices is based on the
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instrumental opening, which consists of figures for oboes and violins, with
a hauntingly beautiful line for discant recorder soaring above them. Line 5
of the chorale reveals the meaning of this: Christ is the morning star
glittering on the horizon. After a simple alto recitative a tenor aria gives the
flute player something to do: the cantatas from this period have many
flute passages, suggesting there was a good flautist in Leipzig at the time.
Another recitative illustrating the path to heaven with an upward line,
leads towards a brief but exciting bass aria. The bass sings of the many
wrong steps to the left and the right that we so often take. The orchestra
shows this: the instruments seem not to know where they are going,
turning left and right, and playing ‘false' notes on verirrter Schritt. After
very low notes on sinken the way to heaven's gate is opened. In the final
chorale the transition from the old man to the new life is made once more,
clearly illustrated in the basses.

Clemens Romijn

BWV 97

The nine-movement Cantata 97 “In allen meinen Taten' is a relatively late
cantate, dated 1734. Precisely for what purpose and which liturgical
sunday or feastday Bach wrote this work, we do not know. The church
hymn “In allen meinen Taten' is given only to the opening chorus and the
final chorale movement. This cantata has an unusual number of solo pieces
(five), among them four arias, and an even more strikingly small number
of recitatives (two). The opening chorus is in the style of a french ouverture
with characteristic dotted rhythm. The chorale melody is given as a cantus
firmus to the soprano. The four arias are written for bass, tenor, alto and
soprano-bass duet respectively. In two of them (nos.4 and 6) the solo violin
plays a striking role. Especially in the first one, ‘Ich traue seiner Gnaden', it
has a very expressive and virtuoso part full of scale-like passages and
double stops.

Clemens Romijn

BWV 98

Cantata 98 ‘Was Gott tut, das ist wohlgetan’ was composed by Bach for 10
november 1726, the 21st Sunday after Trinity. Unlike cantatas 99 and 100,
which have the same opening text, the rather small-scale Cantata 98 (15
minutes) is not a chorale cantata framed by chorale-based choral
movements. Although there is no final chorale, the melody ‘Was Gott tut,
das ist wohlgetan’ is heard fragmentarily in the opening chorus. These
fragments are joined together by instrumental refrains in which the solo
violin plays the leading part. The two arias (nos. 3 and 5) for soprano and
bass respectively obbligato
accompaniment, the first with oboe and the second with two violins.
Clemens Romijn

also  feature instruments in  the

BWV 99

Cantata 99 ‘Was Gott tut, das ist wohlgetan’ is based on the same opening
text and chorale melody as cantatas 98 and 100. Bach wrote the work in
Leipzig for the 15th Sunday after Trinity, 17 September 1724, during his
second year as cantor at the Thomaskirche. The cantata opens with an
extensive choral movement in which the orchestra plays a substantial role.
The horn doubles the sopranos, who sing the chorale melody from bar
20/21 onwards. In addition to the customary strings, the flauto traverso
and oboe d’amore make their appearance as a duo. A secco recitative for
the bass leads to a tenor aria (no. 3) in the appropriate key of E minor. The
flute and voice illustrate the text most imaginatively at words such as
‘erschiittre dich nur nicht’ (do not be shaken), where Bach indeed gives the
notes a shaking. The fifth movement, entitled aria, really comprises two
duets, one between the soprano and alto and the other between the flute
and oboe d’amore. The work concludes with a simple chorale.

Clemens Romijn

BWV 100

BWV 100, the third cantata on the hymn "Was Gott tut, das ist wohlgetan’,
quotes the complete hymn literally. The opening chorus is based on that of
BWV 99, with horns and timpani added. A brilliant opening theme is
followed by lovely passages for the oboes. When the choir enters both
themes return. The sopranos sing the chorale melody, the other voices
following on. The other verses are all arias, and the chorale melody is
never completely absent. In the alto/tenor duet the rising fourth with
which the chorale begins is heard, while at "Es steht in seinen Handen’ line

5 of the chorale is referred to. The number is a beautiful illustration of the
concept of ‘Geduld’. In the soprano aria the flute has a splendid part, again
starting off with the rising fourth of the chorale. The bass line is, as always,
worth paying special attention to here. The bass aria with its splendid
spacious melody, ending with a delightful little descending motif, contrasts
joy and sorrow. There are long runs on ‘Leben’ and a long note on “Zeit'. In
the alto aria with oboe d’amore there is a contrast between the bitter cup
of the first part and the sweet comfort later on. We get a shock on
‘schrecken’ and when the sorrows finally yield the final F sharp of the oboe
line is omitted. The final chorale is enhanced by a joyful horn part.
Dingeman van Wijnen

BWV 101

BWV 101 (13 August 1724) deals with the hymn *Nimm von uns, Herr, du
treuer Gott’. It opens with a grand chorus, with first an orchestral
introduction of great passion, a three note motive cutting through
everything, with continuous variation of the first interval. The voices enter
in canon, preparing for the chorale melody in the sopranos. Our sins are
put before us in grim colours. A few times the little motive is combined
with climbing steps of great intensity. The following tenor aria, with lively
violin lines and fine word painting on ‘ruhn’, “flehen’ and ‘vergehen’, is the
only number without any reference to the hymn tune. The recitative for
soprano contains the melody in full, and the continuo part is also based on
it. The recitative text is an apposite commentary on the chorale. The
exciting bass aria which follows elaborates on the words of the chorale in a
colourful way: God’s wrath is vividly evoked, the why-question hangs in the
air, the flames flare up again and then the oboes play the melody: a
number of intense variation. The tenor once again sings the hymn above a
lively continuo related to the melody and then one of Bachs most beautiful
duets is sung by alto and soprano. Flute and oboe play a melody of great
intensity based on the chorale and then the chorale tune itself; the soloists
sing the beginning of the chorale and follow on with a deeply moving
continuation. ‘Barmherz’ger’ is sung to a pleading motive, and then the
opening returns, but with the parts for alto and soprano exchanged. In the
final chorale Bach can, of course, not refrain from highlighting the word
‘ewig’ (in the tenor).

Dingeman van Wijnen

BWV 102

Cantata 102 ‘"Herr, deine Augen sehen nach dem Glauben’ was composed
for the 10th Sunday after Trinity, 25 August 1726. It consists of two
sections and seven movements, four in the first section and three in the
second. The work opens with one of Bach’s very finest choral movements,
choir and orchestra alternating in a most ingenious manner: the orchestra
introduces and rounds off the phrases sung by the choir, while the two
oboes go their own way. Note the realistic staccato notes in the choir at
the words ‘Du schldgest sie...”. After a bass recitative a moving alto aria in F
minor (no. 3) follows, ‘Weh der Seele, die den Schaden nicht mehr kennt’,
a slow and sorrowful dialogue between the voice and a concertato oboe,
full of sighing motifs and poignant dissonances. A greater contrast with the
succeeding bass aria is hardly conceivable: here a most lively and dancelike
3/8 movement (Vivace) concludes the first section of the cantata before
the sermon. A disquieting tenor aria (no. 5) follows after the sermon,
‘Erschrecke doch, du allzu sichere Seele’, where shock is expressed in a
panicky and difficult tenor part and a similarly agile flute part.

Clemens Romijn

BWV 103

Cantata 103 ‘lhr werdet weinen und heulen’ for Sunday Jubilate 22 April
1725 is the first of nine cantatas in which Bach employed texts by Mariane
von Ziegler, though he did occasionally adapt Ziegler’s words. Not until the
tenor aria no.5 does the generally somber and desperate mood of the
cantata make an about-turn. In the words of the final chorale this is
summarised as ‘Dein kurzes Leid soll sich in Freud und ewig Wohl
verkehren’, corresponding to the ‘Weinen-Freude’ contrast in the text
from St John’s gospel upon which the complex opening chorus is based.
The colourful text, full of grief, gave Bach ample opportunity for musical
text depiction, such as the augmented second, poignant leap of a seventh
and chromaticism at the word ‘weinen’ in no. 1. The end of this opening
chorus takes a surprising turn in a short, slow bass solo at the words ‘lhr
aber werdet traurig sein’. More extensive solos are for the alto in the
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melancholic aria no. 3, with its expressive concertato part for the violin or
traverso, and for the tenor in no. 5, the jubilant and reassuring mood being
underlined by the trumpet and two oboes d’amore.

Clemens Romijn

BWV 104

The central image of Cantata 104 ‘Du Hirte Israel, hore’ is that of God as
the shepherd of mankind. The text symbolically describes the faithful as
sheep being led to their fold. The scenes are distinctly pastoral and rustic,
and it is therefore hardly surprising that rocking siciliano-like triplet
rhythms predominate in the work. The peaceful outdoor mood is heard
directly in the instrumental introduction to the opening chorus ‘Du Hirte
Israel, hore’. It suggests shepherds’ music, and a similar mood returns in
the wonderful bass aria no. 5, with dark pastoral sounds from the oboe
d’amore. The cantata was written for Misericordias Domini, 23 April 1724.
Clemens Romijn

BWV 105

BWV 105 (25 July 1723) is a glorious work. The memorable opening chorus
starts with a solemn adagio, wailing and plaintive, with four cries of ‘Herr!”
in the four voices; these then enter upon ‘gehe nicht ins Gericht’, in
imitation, fast upon each other, often against the beat. An allegro fugue
follows, the first word again separated to stress what comes after; the
entries of the orchestra after all four voices have had their say are very
effective indeed. An alto recitative leads us to one of Bach’s most
memorable creations, a soprano aria with a superb oboe melody,
trembling strings, and no bass, an indication of the lack of firm ground in a
sinner’s life. The ‘Stinder Gedanken’ tremble and totter indeed, the panic
of the self-accusations magnificently expressed in the upward runs on
‘verklagen’ and ‘wagen’. A truly unforgettable aria. In the following bass
recitative the death knells sound in the pizzicati, while the comforting
words are rendered in intensely comforting music. A lively tenor aria leads
to yet another unique movement, the closing chorale. The words speak of
our conscience coming to rest, and this is superbly illustrated in the music.
The orchestra plays a different rhythm for every two lines of the hymn,
slowing down more and more until it comes to a final standstill. It is one of
those moments in Bach where the first hearing brings us the sad certainty
that we will never again be able to hear it for the first time.

Dingeman van Wijnen

BWV 106

Cantata 106 Gottes Zeit ist die allerbeste Zeit’, also referred to as the
‘Actus tragicus’, is Bach’s well-known funeral cantata. It is a brilliant early
work from the Mihlhausen period, probably written in 1707 when Bach
was only 22 years of age. Although the occasion for which the work was
composed remains uncertain, it is assumed that this was the death of
Bach’s uncle Tobias Limmerhirt (on his mother’s side of the family) who
died on 10 August 1707. It is a very special cantata, the music expressive
and profound, the mood most sorrowful. With this piece alone the young
Bach excelled beyond his examples and beyond all comparable works by
his predecessors. Nevertheless, the instrumentation is quite modest,
comprising four soloists, two recorders, two viols, a small choir and
continuo, while the music is generally soft and slow — hardly a showy
spectacle! Perhaps Bach even had a solo vocal ensemble in mind, reflecting
the subdued mood. The work is based on various bible passages
concerning death and man’s encounter with Christ in paradise. There are
wonderfully moving moments for the recorders and viols as they entwine
with the singers, sharing their sorrow.

Clemens Romijn

BWV 107

BWV 107 was written for 23 July 1724. The whole work is based on one
chorale, and the text of the different verses is used unchanged. The
opening chorus has the chorale melody in the sopranos. The instrumental
opening loosely refers to the chorale melody, the chorale lines are woven
into the musical structure in a beautiful way, the name Immanuel (‘God
with us') at the end of line 4 being singled out for special treatment. The
bass recitative shows Bach's ingenuity in transforming the tight structure
of a chorale verse into a recitative. Four arias follow, all without da capo,
treating the chorale text in different ways. The bass aria, an
encouragement to doubting believers, is an exciting dance introduced by a

fascinating little theme in the continuo. After a tenor aria with continuo,
and a soprano aria in which the last line of the chorale melody is heard,
another tenor aria is again a joyful dance, with long notes illustrating the
words warte and feste. Trust in God is also the theme of the richly
illustrative chorale, a siciliano of great beauty.

Clemens Romijn

BWV 108

BWV 108 (29 April 1725) concerns itself with Jesus’ promise of the Holy
Ghost. It opens with Jesus himself explaining that he has to leave to make
room for his Spirit. The bass (vox Christi) sings in a beautifully quiet,
stepping rhythm. In the following tenor aria the violin jumps up and down
to illustrate the doubt of which the text speaks, ‘gehst du fort’ has an
ascending line, ‘glaube’ is sung to a long Halteton to illustrate that this
faith is strong and confident. The tenor recitative ends in a question which
is answered by a splendid setting of a text from John 16. It consists of three
fugues, the third of which is based on the first one. It burns the words of
Jesus into our heads and hearts, with glorious long runs on words like
‘reden’ and ‘verkiindigen’, this last word being thrown back and forth
between the different voices. Just before the last entrance of the fugue
theme the message is twice repeated separately. A solemn alto aria then
expresses how the blessings of Christ are poured out richly, with a
beautiful run on “tberschitte’. The final chorale sings of faith in the power
of the Spirit.

Dingeman van Wijnen

BWV 109

Cantata 109 ‘Ich glaube, lieber Herr, hilf meinem Unglauben’ portrays the
inner stride of the human soul between faith and doubt. In the recitative
no. 2 mortal man wonders whether God’s arm is long enough to reach him,
the disbeliever. Doubt and despair are unrelenting until relief is offered in
the recitative no. 4: ‘O fasse dich, du zweifelhafter Mut’. This cantata
comes from the cycle composed during Bach’s first year as cantor of the
Thomaskirche; it was written for the 21st Sunday after Trinity, 17 October
1723. In the first movement it seems almost as though Bach has
interwoven a concerto movement for oboe and violin with a choral work.
He added a ‘cor du chasse’ to the scoring at a later date, reinforcing the
first violin in this opening movement. In the succeeding recitative no. 2 the
continuous alternation of loud and soft passages illustrates the soul swept
back and forth between doubt and belief. This recitative leads into a slow
arioso to the text ‘Ach Herr, wie lange?’ In the tenor aria no. 3 the triplets
and frequent short rests depict the wavering and fear of mortal man, while
a restless violin keeps him company. The cantata ends with a choral
movement of a scale balancing the opening chorus. The chorale melody
forms the thread in the upper voice, as the sopranos and horn stand side
by side.

Clemens Romijn

BWV 110

The seven-movement Cantata 110 ‘Unser Mund sei voll Lachens’ forms a
strong contrast to the Trauer Ode BWV 198. Instead of the dark key of B
minor and subdued orchestration, we hear the radiant key of D major with
three brilliant trumpets and timpani. The work was written for Christmas
Day 1725, and begins with an appropriate text from the second verse of
psalm 126, ‘Unser Mund sei voll Lachens’. For this opening chorus Bach
drew on music from the first movement of his 4th Orchestral Suite in D
major, BWV 1069. The dotted, slow sections remained instrumental, but
he added vocal lines to the fast 9/8 passages with expressive triplets at the
word ‘Lachens’. The impressive scoring with three oboes, three trumpets,
bassoon, strings and timpani lends extra force to this laughter and
jubilation.

Clemens Romijn

BWV 111

Cantata 111 ‘Was mein Gott will, das gscheh allzeit’ is a so-called chorale
cantata by reason of the fact that it is based on a chorale melody, as so
often in Bach’s music. The melody of the same name is heard clearly in the
soprano of the large-scale opening chorus and the simple final chorale. The
cantata was written for 21 January 1725, the 3rd Sunday after Epiphany (6
January). In the text the faithful are urged to accept God’s will, the
recitative (no. 3) recalling the story of Jonah who tried in vain to turn away
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from God. The dance-like duet (no. 4) for alto and tenor depicts the
optimism and trust of the faithful, even in the face of death.
Clemens Romijn

BWV 112

BWV 112 (8 April 1731) is a chorale cantata. The chorale "Der Herr ist mein
getreuer Hirt’ is a rhymed version of Psalm 23. The hymn tune in the
opening movement is in the sopranos; the horns and the general musical
atmosphere make for an intensely beautiful pastorale. Orchestra and
continuo refer to the chorale melody, as do the other three voices. The
alto aria with oboe d’amore keeps the pastoral atmosphere; after the grass
of the Lord’s wholesome Word we now encounter the straight paths of his
commandments. An arioso and recitative for bass paints the dark valley in
dark colours, and then one of Bach’s most fascinating duets follows. The
violin twice plays a delightful motive followed by a downward run. This is
then sung by the soprano and tenor, continually changing roles. Both sing
very high notes, and everything echoes the chorale melody, which is then
heard in full in the final chorale to which the horns give an added glow.
Dingeman van Wijnen

BWV 113

Bach composed Cantata 113 ‘Herr Jesu Christ, du hochstes Gut’ for 20
August 1724, the 11th Sunday after Trinity. It is a typical chorale cantata, in
which the chorale tune ‘Herr Jesu Christ, du héchstes Gut’ has left its mark
on no less than four different movements. It is first introduced in the
opening chorus, where it is sung line for line by the sopranos. In the
following chorale (no. 2) the same tune is heard without ornamentation in
the alto, frequently interrupted by instrumental refrains featuring
descending scale motifs. Commentators have suggested that these motifs
were inspired by the words ‘wer sich selbst erniedrigt’. In the recitative
‘Jedoch dein heilsam Wort’ the chorale tune is sung by the bass, in
combination with a most lively basso continuo. In the duet ‘Ach Herr, mein
Gott’ (no. 7) Bach has again incorporated the chorale melody, though less
conspicuously, less completely and with more embellishment. Finally, the
chorale tune is heard once more in the final chorale. In Leipzig the
composition and performance of about 60 sacred cantatas each year for
Sundays and feast-days was one of Bach’s most important tasks as cantor
of the Thomaskirche. Beside composing new cantatas for this purpose he
adapted earlier works too (concerto and sonata movements and parts of
secular cantatas), sometimes employing a new text to suit the specific
occasion. By re-using his own work he was able to ensure that his best
music was not forgotten.

Clemens Romijn

BWV 114

Cantata 114 ‘Ach, lieben Christen, seid getrost’ is for the 17th Sunday after
Trinity, and was performed on 1 October 1724. It is another typical chorale
cantata from Bach’s first Leipzig cycle, with a chorus and chorale to begin
and end the work. The chorale melody in the soprano of the opening
chorus is anticipated in the instrumental introduction. Notable is the
suggestive role of the oboe, with its repeated notes and trills. A similarly
striking role is given to the flute in the succeeding tenor aria (no. 2), where
even without words Bach gives a most realistic rendition of the
‘lammertale’ (vale of tears). In no. 4 the simple, unornamented chorale
melody in the soprano is combined with a most lively bass line, full of
whimsical rests, illustrating instrumentally what the soprano sings in all
simplicity: the wheat grain is barren unless it falls in the earth.

Clemens Romijn

BWV 115

BWV 115, written for 5 November 1724, is called ‘One of the most perfect
of all' by Whittaker, and rightly so. The lovely, lovely opening chorale, with
flute, oboe d'amore and violin in unison creating a wonderful sound, uses
the melody also known as ‘Straf mich nicht in deinem Zorn', a very
apposite association which the congregation would not have missed.
Bach's joy rhythm which permeates the music stresses confidence in the
face of judgement. The alto aria is an impressive siciliano; the solemn,
quiet melody evokes the idea of sleep in a superb way, a sleep out of which
we may, however, be painfully woken up. A bass recitative follows, and
then another miraculous and truly lovely number follows, with a duet
between flute and violoncello piccolo. Adelightful grace note and a litlle

high jump of the melody could be illustrations of our prayers going
upwards, while the downward lines illustrate our bending our knee in
prayer. As with the alto aria our heart rejoices that there is a full da capo.
Arecitative and simple chorale end this gem.

Clemens Romijn

BWV 116

Cantata 116 'Du Friedefirst, Herr Jesu Christ’ was written for the 25th
Sunday after Trinity, 26 November 1724. The opening movement is
composed in Bach’s favourite manner: an independent instrumental
section in which the chorale melody is interwoven line by line. A poignant
aria in F sharp minor follows (no. 2), the alto and oboe d’amore
complaining at the text ‘Ach, unaussprechlich ist die Not... In the
subsequent recitative Bach makes subtle reference to the chorale melody
in the introductory bass line. The work closes with a simple,

accompanied chorale.

Clemens Romijn

BWV 117

We do not know when and for which Sunday Cantata 117 ‘Sei Lob und Ehr
dem hochsten Gut’ was composed. The structure of the nine-movement
cantata runs entirely parallel to the chorale text by Johann Jacob Schiitz,
also consisting of nine verses all ending with the words ‘Gebt unserm Gott
die Ehre’. The work commences with a chorus (the choir and orchestra
alternating in blocks) based on the text and melody of the chorale. After a
bass recitative and tenor aria accompanied by two oboes d’amore another
chorale-like chorus follows, possibly forming the conclusion to the first part
before the sermon. The sixth movement suggests a rather darkly coloured
trio sonata in which the bass voice and solo violin perform a dialogue.
Clemens Romijn

BWV 119

BWV 119 (30 August 1723) is a festive cantata for the inauguration of the
Leipzig Town Council. Bach employs no less than four trumpets to honour
the councillers, who are brought in on a stately french overture: slow, fast,
slow. The tenor recitative has a nice touch: the last line reverses the
musical material of the first line. The tenor aria has pleasantly fleeting
music, possibly portraying the swaying of the ‘Linden’ trees of which
Leipzig was so proud. The powerful bass recitative contrasts four trumpets
with lovely flutes. These return in the next aria, just as lovely. After
another recitative a truly peaceful chorus follows, full of thankfulness for
the blessings of God. The alto recitative leads to a short chorale with a
beautiful "Amen’.

Dingeman van Wijnen

BWV 120

BWV 120, a Ratwechsel cantata of around 1742, starts not with the usual
festive music but with a quiet alto aria - evidently because of the Stille” of
which the text speaks. The silence is characterised both by long sustained
notes on ‘Stille’ (even longer ones in the da capo) and one dramatic pause.
Next is the postponed opening chorus, with “Jauchzet’ as its characterising
idea. There is continuous alternation between soloruns and the full forces
coming in. Bach later reused the chorus for the Mass in B minor (Et
expecto). The bass recitative sings of the blessings for the ‘Lindenstadt’
(these trees are never absent when the praises of Leipzig are sung), and
then there is a fine soprano aria, based on an earlier piece for violin and
harpsichord, BWV 1019a. It is a peaceful song of "Heil und Segen’. A tenor
recitative and simple chorale, Luther’s Te Deum, end this cantata with
which the town councillers ought to have been well contented.

Dingeman van Wijnen

BWV 121

Cantata 121 ‘Christum wir sollen loben schon’ is likewise for Christmas.
Bach wrote it in 1724, ten years after the above cantata, for the second
day of Christmas. It forms part of the cycle of chorale cantatas, the entire
work being based on the chorale of the same name by Martin Luther. This
ancient melody inspired Bach to write a somewhat archaic first movement
in strict motet style, in which the instruments double the choral parts, with
the chorale melody in the soprano. Before the simple four-part final
chorale we hear two pairs of aria and recitative for tenor, alto, bass and
soprano respectively. In the bass aria no. 4 Bach writes rich coloraturas for
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the bass at the words ‘freudenvolles Springen’. Seven months earlier, for
Sunday 7 May 1724, Bach wrote Cantata 166 ‘Wo gehest du hin?’ for
‘Cantata’ Sunday, the fourth Sunday after Easter; this Sunday is named
after the opening words of the Introit psalm for the day, ‘Cantate Domino’
(Sing to the Lord). The work comprises six movements, the choir only
joining in for the final four-part chorale; the chorale melody is also heard in
long notes in the soprano in no. 3. The work begins with a compact bass
aria with oboe and string accompaniment. The wonderfully expressive
tenor aria no. 2 ‘Ich will an den Himmel denken’ can now be performed
once more thanks to a reconstruction by Alfred Dirr. Here Bach
juxtaposes the words ‘Gehen’ and ‘Stehen’ by means of a rising scale motif
and a long-held note.

Clemens Romijn

BWV 122

Cantata 122 ‘Das neugeborne Kindelein’ for the Sunday after Christmas
already looks forward to the new year. This is hardly surprising since the
cantata is based on the chorale ‘Das neugeborne Kindelein’ by Cyriacus
Schneegass (1597), written in the old tradition in which Christmas and New
Year were a single feast. The opening chorus introduces without delay the
joyful theme of the approaching good year, expressed by a dance-like 3/8
movement with the chorale melody in the soprano. The short instrumental
ritornellos include fine echo effects. The bass aria (no. 2) ‘O Menschen, die
ihr taglich sundigt’ is somewhat laboured and somber, with chromaticism
and whimsical coloraturas to underline the text. The following soprano
recitative (no. 3) suddenly seems to turn from darkness to light. The high
voice and instrumentation with no less than three flutes is entirely in
keeping with the text ‘Die Engel ... erflllen nun die Luft im héhern Chor’.
No. 4 is a trio for the soprano, alto and tenor soloists, in which the chorale
melody is heard in the alto part.

Clemens Romijn

BWV 123

Bach composed Cantata 123 ‘Liebster Immanuel, Herzog der Frommen’ for
6 January 1725, Epiphany Sunday. This feast commemorates both the
manifestation of Christ to the three kings, and his later appearance at the
wedding at Cana where he turned water into wine. ‘Epiphaneia’ is the
Greek word for appearance, and in the first verse of the text, sung by the
choir, this appearance is anticipated: ‘Liebster Immanuel, Herzog der
Frommen, Du meiner Seelen Heil, komm nur bald!’. This opening chorus is
dominated by the orchestra, the choir beginning (with the chorale melody
in the soprano part) after an instrumental introduction of no less than 20
bars. The choral writing is simple and homophonic, contrasting with the
polyphonic texture of the instrumental parts. The orchestral introduction is
repeated as a final ritornello. Two recitative-aria pairs follow, after which
the work ends with a mildly rocking chorale in 3/2 time. Of great beauty is
the slow, somewhat chromatic tenor aria in F sharp minor, in which the
tenor intermingles with the two oboe d’amore parts to form an expressive
trio.

Clemens Romijn

BWV 124

BWV 124 (7 January 1725) is based on the hymn ‘Meinem Jesum lass ich
nicht’, which is heard only in the first and last number, the other verses
being paraphrased in recitatives and arias. The chorus has a fine oboe part,
the treatment of the chorale is fairly straightforward, the sopranos singing
the tune with the other voices supporting; when they sing ‘kleben’ on a
long note the opening orchestral motives are heard once more. After a
recitative the tenor sings a strong, rhythmic aria, followed by a bass
recitative and then a soprano/alto duet in which the music is expressive of
the hurry of the heart away from the world, heavenward. The cantata
finishes with a splendidly harmonized chorale.

Dingeman van Wijnen

BWV 125

Candlemas, the feast of the Purification of the Blessed Virgin Mary, occurs
about one week after the 3 Sunday after Epiphany, on 2 February. In 1725
Bach wrote the six movement chorale cantata 125 for this festival, ‘Mit
Fried und Freud fahr ich dahin’, based on the chorale melody by Martin
Luther. The tune is announced in the soprano part of the opening chorus.
Bach illustrates the text ‘Mit Fried und Freud fahr ich dahin’ by a

predominantly upward movement in this opening chorus. Although Bach
chose the sad key of E minor, he created a comforting, rocking siciliano
rhythm (12/8). The alto aria no. 2 is particularly expressive, with poignant
appoggiaturas and the mild company of the flute and oboe. In the bass
recitative no. 3 ‘O Wunder’ Bach interweaves the chorale melody in a
masterly fashion. After a duet for the tenor and bass, no. 4 in G major, and
a recitative for the alto, the work closes with a four-part chorale.

Clemens Romijn

BWV 126

BWV 126 (4 February 1725) is a truly exciting chorale cantata. The opening
chorus begins with an huge battle cry, the trumpet playing a fanfare based
on the tune of the chorale which is then taken up by the choir, leading to
dramatic long sustained notes. The sopranos sing the chorale tune while
the other voices have free material that fits the text. The trumpet signal
returns a number of times, and the trumpet has another stirring melody
which rings high above the lively voices. Next two oboes sing a wonderful
duet to which the tenor adds his pleading for God’s blessings to come
down - which they already do in the music. A unique recitative follows, in
which alto and tenor take turns singing recitatives, while in between the
chorale is sung in two parts, both voices once again taking turns to sing the
decorated melody. One of Bach’s most furious arias is then sung by the
bass, the ‘stiirze zu Boden’ vividly pictured: the fierce downward runs (fifty
in all) are impressive even on paper in the score. A tenor recitative brings
us to the closing chorale ending with a beautiful "Amen’.

Dingeman van Wijnen

BWV 127

If possible even more impressive is BWV 127 (11 February 1725). Not as
grand as BWV 101, but with an intense intimacy. The opening chorus is
completely drenched in the initial idea: "Herr Jesu Christ, wahr Mensch und
Gott’, the first line of the chorale. It is absolutely everywhere, often
combined with a beautiful descending theme based on the second line of
the hymn tune. The sopranos sing the tune in its entirety; and through it all
another chorale, “Christe, du Lamm Gottes’, is played in long notes. The
last line of the hymn is repeated, to round off this truly breathtaking piece.
The tenor sings one of Bach’s most compelling recitatives, with a most
moving figure on “die Ruhe zubereiten’, and then the soprano presents yet
another miracle: an aria in which the superb melody expresses the rest of
the soul in Jesus’s hands, accompanied by the flutes already prefiguring
the “Sterbeglocken’ of which the text speaks later on; they are reinforced
by the pizzicato violins as soon as the word is actually sung. In the
recitative and aria for bass (as vox Christi) the ‘posaunen’ sound loud and
clear. The bass figure with its great jumps is, remarkably, the same as the
‘Sind blitze’ theme of the Matthew Passion. The hymn tune is heard both
in the bass part and in the continuo; the final phrase emphatically repeats
this undeniable fact: the believer will endure eternally. The beautiful final
chorale is a worthy crown to this king of cantatas.

Dingeman van Wijnen

BWV 128

Cantata 128 ‘Auf Christi Himmelfahrt allein’ has, by reason of its
performance on Ascension Day 10 May 1725, a festive instrumentation
including brass. The work requires three soloists (alto, tenor and bass),
four-part choir, two oboes d’amore, oboe da caccia, two horns and a high
trumpet. The latter instrument plays a most illustrative role in the bass aria
no. 3, underlining the words ‘auf, auf, mit hellem Schall’. Although Bach
included this cantata in the cycle of chorale cantatas it is really an ‘odd
man out’, since it is based not on one but on two chorales: the opening
chorus and the final chorale employ different melodies. In the opening
chorus the orchestra comes into its own in jubilant and energetic
semiquaver writing. In the earlier-mentioned aria no. 3 Bach has a surprise
in store when, before the final ritornello, he inserts an unexpected
accompanied recitative. The charming duet no.4 in rocking 6/8 time has a
most appropriate oboe d’amore part. The work ends with a simple chorale.
Clemens Romijn

BWV 129

Cantata 129 ‘Gelobet sei der Herr, mein Gott’, for Trinity Sunday, is an
example of an entirely new composition with which Bach supplemented
his incomplete 1724-1725 chorale cantata cycle. The work dates from
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about 1726 and is of the ‘per omnes versus’ type in which all the original
verses of the chorale are employed in the successive movements of the
work.

Clemens Romijn

BWV 130

Cantata 130 ‘Herr Gott, dich loben alle wir’ is a chorale cantata written for
Michaelmas, 29 September 1724. This feast commemorates the archangel
Michael’s fight with the dragon, the spectacular story recorded in the book
of Revelation 12: 7-12. Several decades before, around 1680, Bach’s
favourite uncle, the ‘profound composer’ Johann Christoph of Eisenach,
had already written a gripping work on this subject, ‘Es erhub sich ein
Streit’; Bach was familiar with this piece and performed it later in Leipzig.
The two works display certain similarities, including the large-scale
instrumentation with trumpets, oboes and timpani, the so-called military
instruments, and their typical fanfare-like signals with fifth and fourth
intervals and triad motifs. In the opening chorus the trumpets and drums
make their presence felt. Here the militant angels are heard: they have
triumphed over the devil and offer protection to God. But Bach reserved
the greatest musical effect for the depiction of the actual fight in the bass
aria (no. 3). The three trumpets blare, and the first plays a most virtuosic
part as if involved in a real fight with the equally agile vocal part (‘the old
dragon flares with anger...”), or possibly with his own slightly less agile
instrument...

Clemens Romijn

BWV 131

Another very early cantata is BWV 131 (1707/08), a setting of Psalm 130,
De Profundis. The ‘Aus der Tiefe’ theme is present at once in the orchestral
introduction, and is then sung many times in ever changing combinations
of voices. The word ‘Rufe’ gets long sustaining notes. A vivace follows,
homophonous at first, then with separate voices singing a prayer to God,
with the word ‘Flehens’ effectively set. Then it is andante again, a
recitative-like aria with chorale, the two texts commenting on each other
as usual in such combinations. The next chorus once again starts with
chords on ‘Ich harre des Herrn’ followed by intense climbing figures for
alto and tenor and then a delightfully long fugue. The next duet ‘Meine
Seele wartet’ combines free verse and a chorale again, indicating that what
we are waiting for, is to be washed clean from our sins. The final chorus
has the by now familiar homophonous entry, three dramatic cries of
“Israel!’, followed by an allegro and another adagio with a bautiful oboe
melody, then another allegro and then a double fugue with long runs on
‘erlésen’ and chromatic steps on ‘Stinden’.

Dingeman van Wijnen

BWV 132

Cantata 132 ‘Bereitet die Wege, bereitet die Bahn’ is also based on a text
by Salomon Franck; but it was written in Bach’s Weimar period in 1715,
about eleven years earlier than Cantata 72 and therefore at the time when
Franck wrote his poem. Composed for the 4th Sunday in Advent, it is a
rather soberly scored work for four soloists, oboe, solo violin, strings and
basso continuo, almost a ‘chamber’ instrumentation like many Weimar
cantatas. The work comprises three arias and two recitatives, without an
opening or final chorus. The coloratura soprano and oboe parts present a
colourful image of the opening text ‘Bereitet die Wege, bereitet die Bahn'.
Clemens Romijn

BWV 133

The six-movement chorale Cantata 133 ‘Ich freue mich in dir’ was written
for the 3rd day of Christmas in 1724. It is symmetrically constructed, with a
choral movement at the beginning and end, and four movements in
between consisting of aria-recitative and aria-recitative. Despite the festive
occasion the instrumentation is relatively sober, comprising four soloists,
four-part choir, two oboes d’amore, cornett, strings and basso continuo.
The fact that singers and players were already under great pressure on the
first two days of Christmas probably played a role. This may also explain
the cornett part, which simply reinforces the sopranos in the opening and
final choruses, giving extra colour to the chorale tune ‘Ich freue mich in
dir’.

Clemens Romijn

BWV 134

BWV 134 (11 April 1724) is one of those many cantatas that few people
know, and that those who know might not always remember as one of the
great ones. It opens not with a memorable chorus but with a recitative.
The final chorus, however, is unique, and the cantata has many other
superb features. It is a parody of a worldly cantata dating from the Kéthen
period, and contains no reference to the Bible or any chorales. The “freuet’
of the opening recitative is immediately taken up by the tenor in an
immensely joyful aria in which the word "Auf!” determines the atmosphere.
The exhortation to sing glad songs is supported by the example of the
singer itself. *Hochster’ always comes on the highest note. The joy is not
diminished when alto and tenor, after having sung a recitative together,
start a fantastic duet full of praise and love, in which one moment they
sing together, the next they chase each other. After such a piece, a chorale
to round things off might have been expected, and (with a second
recitative for alto and tenor as a bridge) we do get a chorale, but what a
chorale! All the joy of what went before is brought together in a chorus of
sheer beauty. Tenor and alto sing an introduction, then the choir ring out
their praise. It is as if the ‘glaubende Schar’ is trying to push its way ahead
to be first in their praise.

Dingeman van Wijnen

BWV 135

The chorale cantata 135 ‘Ach Herr, mich armen Stnder’ was written for the
3rd Sunday after Trinity, 25 June 1724. It comprises six movements, and
commences with an extensive chorus in strict style based on the eightline
chorale melody. The succeeding secco recitative offers fine examples of
text illustration: the ‘schnelle Fluten von Tranen’, for instance, are
translated into rising and falling scale motifs. The work continues with arias
for tenor and bass and a most expressive and chromatic recitative ‘Ich bin
von Seufzen miide’, while a simple chorale setting forms the conclusion.
Clemens Romijn

BWV 136

The opening chorus of BWV 136 (18 July 1723), the prayer of Psalm 139 for
God to search our hearts, is a beautiful fugue, the fugue proper being
preceded by the sopranos singing the theme. It has been suggested that
the work is based on an older cantata, but the chorus works very well in its
own right. It was reused by Bach in the Mass in A BWV 234. An expressive
tenor recitative is followed by an alto aria with a beautifully flowing line for
the oboe d’amore. ‘Erzittern’ is graphically illustrated. The more lively
middle part deals with God’s anger over hypocrisy. After a bass recitative
with an attractive arioso there is a tenor/bass duet with an interesting
violin part, the violin ‘falling’ on ‘Adams Fall’, and with long runs on
*Strom’. A beautiful fifth voice for the violin characterizes the final chorale.
Dingeman van Wijnen

BWV 137

BWV 137 (19 August 1725?) is a chorale cantata on the hymn ‘Lobe den
Herren, den méchtigen Konig der Ehren’. The hymn tune appears in all five
movements. The opening chorus starts with a very vivid orchestral
introduction, with three trumpets, timpani, oboes and strings. It has no
connection with the chorale other than illustrating the festive mood: the
King of honours receiving well-deserved praise. The joy rhythm ta-ta-tam
ta-ta-tam is employed and the trumpets play a signal worhty of a king. The
final line is ‘lasset die Musicam héren’ and this is exactly what Bach is
doing. An alto aria follows with a violin going up and down (indicative of
the eagle’s wings of the text?) while the alto sings a decorated form of the
chorale melody. Soprano and bass take over, singing about how we have
been created skilfully and beautifully by God. The duet itself can rightfully
be called “kinstlich und fein’ too; the oboe motive returns in the voices in
a simplified form, there is a long coloratura on ‘lobet’ and another one on
‘geleitet’, and a beautiful modulation on ‘gnadige Gott’. The tenor aria has
a very lively singing part over a fine continuo motive which is heard 34
times, and which is expressive of ‘extravagant joy’ (Whittaker). The
trumpet plays the chorale melody, which before the last line is taken up by
the tenor as well. The final chorale employs three trombones and timpani
with independent lines.

Dingeman van Wijnen
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BWV 138

A very special and exceptional work is Cantata 138 ‘Warum betriibst du
dich, mein Herz?’, written for the 15th Sunday after Trinity, 5 September
1723. The structure in particular is most unusual. The first three
movements offer a continuous and free alternation of chorale lines and
recitatives. In the first movement, for instance, the first verse of the
chorale is suddenly interrupted after three lines by an alto solo ‘Ach, ich
bin arm, mich driicken schwere Sorgen’. The third movement begins with a
chorale verse which is cut off half way by two recitatives, one for the
soprano and one for the alto, after which the verse is completed. The
cantata does not conclude with the customary simple chorale, but with a
movement in which the chorale lines alternate with instrumental phrases
for two oboes and two virtuosic violins.

Clemens Romijn

BWV 139

BWV 139 is based on the hymn *"Wohl dem, der sich auf seinen Gott', and
was written for 12 November 1724. It treats of the quiet trust that the
christian can have in the Lord. The trusting pace of the christian walking
with God pervades the chorus, with only “sin' briefly breaking through this.
The tenor aria contrasts the friendship of God, with a long line on Freund,
and the fiery raging of the enemy. As so often the word Spétter (mockers)
is made to sound like laughter. An imaginative alto recitative is followed by
a memorable bass aria. The heavy band which misfortune puts around us is
illustrated muscially, as is the distant light with long coloraturas. Then the
helping hand brings relief. The soprano sings of what our ultimate offering
to God should be: our inner souls. Satan's wiles will fail: a downward
figure. Woodwind and violin play with the sopranos in the final chorale.
Clemens Romijn

BWV 140

BWV 140 (25 November 1731) is one of Bach’s most famous cantatas, and
rightly so. All three stanzas of the chorale "Wachet auf’ are used, with free
poetry added. The opening chorus combines a theme of quiet footsteps
with a lovely upward motive which quotes the beginning of the chorale
melody. The sopranos sing the chorale in long notes above the lively other
voices. The calls to activity sound continuously: wacht auf! wohlauf! steht
auf! wo, wo! ihr, ihr! And then, at the end, the Allelujah takes off, almost
hesitatingly, like a young bird leaving the nest for the first time. After a
tenor recitative an unforgettable soprano/bass love duet follows, with a
longing violin line, the bride (soul) waiting for bridegroom Christ. The
following chorale, well known as one of the Schuebler Chorales, combines
the chorale tune with a most beautiful violin melody. Another recitative for
the bass leads to a second duet of a totally different, very lively character.
The text is logically wrong, but the message of bliss and unity makes us
forget this easily. A heavenly chorale in more senses than one ends this
unflawed masterwork.

Dingeman van Wijnen

BWV 143

BWV 143 (an early cantata) is a joyful song of praise based on Psalm 146.
The brief but memorable opening chorus is followed by the soprano
singing the chorale 'Du Friedefiirst, Herr Jesu Christ’, with a nice
decoration on ‘Vater’. The tenor sings a short recitative and a strong and
colourful aria in which sorrow and trouble are contrasted with the
blessings of the new year. Equally emphatic is the bass aria with its three
royal horns and long holding notes on “ewiglich’, leading to an exciting final
“Hallelujah'.

Dingeman van Wijnen

BWV 144

Cantata 144 ‘Nimm, was dein ist, und gehe hin’ was composed for Sunday
Septuagesima, 6 February 1724, and therefore belongs to Bach’s first cycle
of cantatas for Leipzig. Despite the fact that the surviving manuscript is
unquestionably in Bach’s hand, doubt has been cast on the authorship of
the work by reason of the nature of the first movement. This opening
chorus, in which independent instrumental phrases are absent, is a strict
choral fugue in motet style in which the instruments double the voices. In
the following alto aria (no. 2) man is summoned to accept his existence as
it is. Rebellious grumbling is illustrated by obstinate, repeated quavers:
‘Murre nicht, lieber Christ’. In the expressive duet between soprano and

oboe d’amore (no. 5) the virtues of sobriety and modesty are praised in
the words ‘Genligsamkeit ist ein Schatz in diesem Leben’.
Clemens Romijn

BWV 145

Cantata 145 ‘Ich lebe, mein Herze, zu deinem Ergotzen’, for Easter, possibly
19 april 1729, provides something of a puzzle. The work survives in
incomplete form and has a somewhat confusing history in which different
versions are likely to have played a role. he original version probably had
five movements, two choral movements being added to the beginning at a
later date by an unknown person. The first of these, ‘Auf, mein Herz, des
Herren Tag’, is from Bach’s hand, but the second, ‘So du mit deinem
Munde bekennest Jesum’ is by Telemann. The Bach scholar Alfred Durr
even suspects that the cantata once had an instrumental introduction too.
Clemens Romijn

BWV 146

BWV 146 for sunday Jubilate (of the year 1726, 12 May) traces a path from
sadness to joy, as the title, words from Acts 14, 22, indicates. It opens with
a superb sinfonia, a transcription from the harpsichord concerto BWV
1052, set in this version for organ. Its almost minimal music like repetitive
figures, the lines for violin and then oboe, the dramatic pauses and long
cadences, make for a complex yet clear piece of music. In the following
chorus the slow movement from the same concerto is pressed into service,
the four voices being woven into it in such a way that we would never have
guessed that it wasn’t a completely original piece. The ‘Triibsal’ of which
the text speaks is vividly expressed in the long lines, through which the
continuo and violins play the tune from the concerto. The alto aria once
again employs the organ, with illustrative runs on ‘nach den Himmel’;
‘schnoder Sodom’ is called up vividly, and there is a nice touch at the
phrase ‘ich und du sind geschieden’: a break between ‘ich’ und ‘du’. A
harmonically adventurous soprano recitative, with a high heaven, a low
world and great joy, leads to a fine soprano aria in which the sowing of
tears is illustrated. Once again we go from heart’s sorrow to glory. A tenor
recitative follows in which God as usual gets the highest note, and then
tenor and bass burst out in one of Bach’s most excitingly joyful duets.
Sorrow, mourning, howling and crying make a last appearance, but they
are ‘vorbei’. The chorale confirms this.

Dingeman van Wijnen

BWV 147

BWV 147 (2 July 1723, but based on an earlier version of 20 December
1716) is one of Bach’s most popular cantatas. It starts with a fine fugue,
the fugue theme having been prepared by the orchestral introduction. The
words ‘Furcht’ and ‘Heuchelei’ are painted musically regardless of the
word ‘without’ that goes before. The da capo has the voices entering in
reverse order, the trumpet once again playing its tune as a quasi fifth
entry. In the following tenor recitative "Er’ gets the highest note, except for
the word “Urteil’ later on - an indication of the seriousness of judgement.
In the alto aria, the oboe d’amore plays a fine tune which is then taken up
by the alto, slightly modified. "Vor des Vaters Angesicht’ has an ascending
figure, repeated by the oboe, as have ‘kdmmt’ and "Herrlichkeit’. An expres
sive bass recitative, with descending lines on ‘vom Stiihle stosst’, ascending
ones on ‘erhebt’, trembling notes on ‘erbebt’ and a high note on
‘hochbegliickte’, is followed by a soprano aria with a delightful violin tune.
It has the scheme so often found in the cantatas: the singer takes up the
beginning of the instrumental introduction, the obbligato instrument
repeating the second half, then the singer starts for a second time, now
developing into new material with the original obbligato
counterpoint. The lovely pastoral atmosphere of the chorale makes it a
great favourite with many, and the piano transcription as ‘Jesu, joy of
man’s desiring’ gave it a worldwide fame. Part Il starts with a tenor aria
characterised by the “hilf, Jesu, hilf/’ motive; the triplets probably illustrate
the flames of the burning love. In the alto recitative the words ‘hipft und
springet’ are selected for special treatment, and then the bass sings a song
of joyful thankfulness. It is not entirely clear whether he sings of Jesus’s
wounds ("Wunden’) or miracles (‘"Wundern’). Both would be appropriate.
The closing chorale is a repeat of the first one with new words.

Dingeman van Wijnen

line as
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BWV 148

BWV 148 (19 September 17237?) starts off to fine, festive opening tunes.
These return in the choir, are repeated, and then turn into a splendid
fugue with the trumpet as fifth voice. The intimate second fugue on “betet
an’ has the trumpet as entry number four, before the basses! The tenor
aria explains why going to church is a good thing: we should hurry each
sunday to bring praises to God. As usual with Bach, the “eile’ is expressed
in the music. An accompanied recitative for alto follows, which has a
mystical quality, the idea of ‘Ruh’ being painted in the beautiful string
parts. In the alto aria with three oboes the idea of ‘Ruh’ returns; in the
words ‘ich in dich und du in mich’ Bach takes care to give ‘ich/mich’ always
low notes and ‘du/dich’ high ones. A tenor recitative and simple chorale
end this fine cantata.

Dingeman van Wiljnen

BWV 149

Cantata 149 ‘Man singet mit Freuden vom Sieg’, like Cantata 130 ‘Herr
Gott, dich loben alle wir’ on the previous cd, was written for Michaelmas
29 September, the feast of the archangel Michael, when his fight with the
dragon is commemorated. Cantata 149 was composed for the 1728 or
1729 cycle. The subject of this work is the triumph of the angels over Satan
rather than the fight between Michael and the dragon. Thus the generally
festive character of the work. The jubilant opening chorus in 3/8 time is an
arrangement of the final chorus of the hunt cantata BWV 208, a most
appropriate association. The two horns in the original scoring are replaced
here by three trumpets and timpani. In the following bass aria in B minor
God’s strength resounds in a most agile vocal part. After two recitatives
and two arias the work concludes with a simple chorale.

Clemens Romijn

BWYV 150

We do not know whether Bach really composed Cantata 150 ‘Nach dir,
Herr, verlanget mich’, and, if so, when and for what occasion. It is possibly
an early work, and the Bach scholar Alfred Durr has estimated that it was
written around 1708-1709. Unusual for Bach is the sequence of no less
than four choral movements without a chorale, and the simplicity of the
instrumentation and structure. The work thanks its fame to Johannes
Brahms, who borrowed and adapted the chaconne theme from the final
chorus (no. 7) in the last movement of his 4th Symphony.

Clemens Romijn

BWV 151

Cantata 151 ‘Siisser Trost, mein Jesus kommt’ for 27 December is a happy,
optimistic and radiant piece in the unproblematic key of G major. The
relatively modest scoring includes four soloists, choir, oboe d’amore,
traverso and basso continuo; Bach may even have intended the simple
final chorale to be sung by the four soloists alone, so as not to burden his
choir after the hectic Christmas services. Bach wrote splendid solos for the
chosen instruments, including the reassuring opening soprano aria ‘Susser
trost’, with wonderful garlands interwoven by the traverso, and the
beautiful oboe d’amore part in the aria no. 3.

Clemens Romijn

BWV 152

Cantata 152 ‘Tritt auf die Glaubensbahn’ is one of the cantatas which Bach
composed every month as concertmaster of the ducal court in Weimar. He
held this position from March 1714 until his departure for Cothen in
December 1717. If Bach indeed wrote cantatas on a monthly basis then
some 40 Weimar cantatas should survive. But only about half of them,
some 20, are known. Cantata 152, to a text by Bach’s favorite Weimar poet
Salomon Franck, was intended for the Sunday after Christmas, 30
December 1714. The work is scored for soprano and bass soloists,
recorder, oboe, viola d’amore, viola da gamba and basso continuo, with no
role at all for a choir. The cantata therefore begins with a Sinfonia rather
than an opening chorus, introduced by four slow bars with richly
ornamented lines for the flute, oboe and viola d’amore, and followed by a
lively and buoyant fugue. No. 2 is a bass aria resembling a trio sonata for
bass, oboe and basso continuo; a particular feature is the flood of
semiquavers to the word ‘Bahn’. The final movement is a dialogue
between the Soul and Jesus in which the voices gradually become canonic,

illustrating the words ‘Ach, ziehe mich, Liebster, so folge ich dich nach!’
Clemens Romijn

BWV 153

Cantata 153 ‘Schau, lieber Gott, wie meine Feind’ was written for the
Sunday after the feast of the circumcision of Christ, the Sunday after new
year’s day, 2 January 1724. At least, this is the only date upon which a
performance of this cantata is recorded. The nine-movement work has no
large-scale choral sections, but it does have three simple chorales (nos. 1, 5
and 9), and three recitatives and three arias. The tenor aria in A minor (no.
6) deserves special mention: here, a restless and virtuosic violin part and a
somewhat jerky and jumpy tenor part illustrate the text ‘Stiirmt nur, ihr
Triibsalswetter’.

Clemens Romijn

BWV 154

Cantata 154 ‘Mein liebster Jesus ist verloren’ for the first Sunday after
Epiphany 9 January 1724 is likewise based on two different chorales, heard
in the third and eighth movements. It is likely that Bach wrote parts of this
work in Weimar, adapting and extending it for performance in Leipzig. The
theme of the work is sinful man, who has lost the way to Jesus and is
desperately in search of him. Thus the introductory tenor aria is in B minor,
with an uneasy chromatic lamento in chaconne rhythm. More peaceful is
the rocking alto aria no. 4 in Amajor. The absence of a bass part is a
remarkable effect, as Bach paints a picture of Jesus concealed behind the
clouds. In the succeeding bass arioso we hear the words of Jesus himself:
‘Wisset ihr nicht, dass ich sein muss in dem das meines Vaters ist’. The
duet no. 7 forms a complete contrast to the opening aria. Here the
arousing key of D major dominates: ‘Wohl| mir, Jesus ist gefunden’.
Clemens Romijn

BWV 155

Bach composed Cantata 155 ‘Mein Gott, wie lang, ach lange’ in Weimar for
19 january 1716, the Second Sunday after Epiphany. Our attention is drawn
immediately by the opening recitative with its depiction of the yearning
soul, waiting endlessly and symbolised by no less than 11 bars of repeated
bass notes. Other striking moments in this movement include the lively
soprano writing at the word ‘Freude’ and the hardly hopeful, descending
bass line at the end: ‘Mir sinkt fast alle Zuversicht’. But most remarkable of
all is the following duet (no. 2) ‘Du musst glauben, du musst hoffen’, in
which positive forces are generated by the energetic concertato part for
the bassoon.

Clemens Romijn

BWV 156

It is hard to see why BWV 156 (23 January 1729) should not hold the same
position among Bach lovers as BWV 106, the Actus Tragicus. The less
appealing title might explain this. The theme is the same: the Christian
hope in the face of death. The opening sinfonia must surely rank among
Bachs most beautiful melodies, the shy accompanying violins creating a
fitting atmosphere for the rest of the cantata. The opening aria with
chorale stays on the same high level. The beautiful melodic line both in the
violins and in the tenor voice, with a long ‘standing' note on steh, is set off
by a tottering syncopic bass line indicating that the other foot is already in
the grave. In the bass recitative resignation sets in after a hard struggle. In
the alto aria words like Leiden, Sterben, Bitten und Flehen are clearly
illustrated, as is Freude. After a second recitative the closing chorale on the
words ‘Herr wie du willt' stresses the leading thought of this wonderful
work.

Clemens Romijn

BWV 157

Also for Candlemas (2 February), but two years later (1727), is Cantata 157
‘Ich lasse dich nicht, du segnest mich denn’. This was apparently originally
a funeral cantata for the Saxon chamberlain Ponickau, but this version has
been lost. In the B-minor context of the opening duet Bach interpreted the
opening words of the cantata ‘Ich lasse dich nicht’ in terms of a
companionship between the bass and tenor, as one follows the other in
consistent imitation. Meanwhile they are ‘blessed’ by the solo lines of the
flute, oboe and violin. The word ‘halte’ in the tenor aria no. 2 gives
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occasion for simple but effective word illustration by means of a long-
sounding C sharp.
Clemens Romijn

BWV 158

BWV 158 (composed somewhere between 1724 and 1735) is a composite
work which derives its material from different sources. The opening
recitative for bass is a quiet presentation of the comforting words of Christ:
peace be unto you. The next aria bids farewell to this world, the bass part
is a commentary on the hymn text of the soprano part. The ascending
violin line, up towards heaven, is combined with long sustained notes on
‘Friede’ and "ewig’. A bass recitative and simple chorale end this short but
attractive cantata.

Dingeman van Wijnen

BWV 159

Cantata 159 ‘Sehet, wir gehn hinauf gen Jerusalem’ was composed for the
7th Sunday before Easter, known as Quinquagesima or Esto mihi, probably
27 February 1729. This was therefore the last cantata before the
performance of the St Matthew Passion on Good Friday 1729. The text
anticipates the Passion period: in the expressive opening recitative and
arioso the believer is moved by Christ’s suffering, while the wonderful
fourth movement, an expressive duet for bass and oboe, refers to Good
Friday with the words ‘Es ist vollbracht’. Cantata 165 ‘O heil’ges Geist- und
Wasserbad’ is a cantata from Bach’s Weimar period, probably written for
Trinity Sunday on 16 June 1715. With a few small alterations Bach
performed the work again in Leipzig in his first year as cantor of the
Thomaskirche (1723-24). The theme of this six-movement work is the
redemption of the heirs of Adam (‘Adamserben’), the sinners, through the
blood of Christ (‘Christi Blut’). Three arias and two recitatives are heard in
turn, with a simple chorale setting to conclude.

Clemens Romijn

BWV 161

Cantata 161 ‘Komm, du sisse Todesstunde’, composed for the 16th
Sunday after Trinity, is one of Bach’s most impressive cantatas. As far as
we know it was written in Weimar in 1715 but not performed completely
until 27 September 1716. The six-movement work requires two soloists
(alto and tenor), four-part choir, two recorders, obbligato organ and basso
continuo. The cantata begins with a chorale-based movement for alto
soloist, recorders, organ and continuo, in which the final chorale ‘Herzlich
tut mich verlangen’ is anticipated. The ‘sobbing’ motifs are remarkable,
permeating even the basso continuo. According to the great Bach scholar
Alfred Diirr each movement has its origin in the final chorale melody. In
the last alto recitative (no. 4) the recorders and strings accompany the
mortal soul realistically to its ‘sanften Schlaf’ (soft sleep).

Clemens Romijn

BWV 162

Precisely one week before Cantata 109 was heard in Leipzig, Bach
performed Cantata 162 on the 20th Sunday after Trinity 1723. The work
had been written at Weimar seven years earlier (25 October 1717). Here
again, Bach added a horn to strengthen the chorale melody. The further
instrumentation remains uncertain due to the fact that Bach’s score has
been lost. There is an unusually large number of passages with only
continuo accompaniment, without any particular obbligato instruments.
The attractive solos for the four singers include a bass aria accompanied by
the full orchestra, a soprano aria, and a duet for alto and tenor with only
continuo accompaniment. The cantata ends with a simple four-part
chorale.

Clemens Romijn

BWV 163

BWV 163, written for 24 November 1715, deals with the unlikely theme of
taxation. The words ‘each one his due' determine the opening tenor aria,
echoing through continuo, violins and then the voice. A harmonically
interesting bass recitative leads to a truly astounding bass aria, with
unforgettable patterns and rhythms for the two celli. The whole number
uses low instruments and a low voice, yet everything glitters and shines
like the coins that we pay to Jesus: our hearts. A duet recitative, an
interesting experiment of the young Bach, leads on to a just as interesting

duet in which the two voices first compete and then get into line, the
chorale ‘Meinem Jesum lass ich nicht' being played by the violins. The choir
finally enters with a simple chorale.

Clemens Romijn

BWV 164

BWV 164 (26 August 1725) is a sermon on the parable of the Good
Samaritan: christians ought not to be Christians in word only, but christians
in deed. The opening phrase directed at the followers of Christ is sung
twice, before the criticism starts. The bass recitative is a paraphrase of one
of the beatitudes ('Blessed are the merciful') in which the word
Barmherzigkeit gets a beautiful arioso. The plight of those who knock on
the doors of our heart in vain is painted in vivid colours. The alto aria has
one of those characteristic Bachian dialogues in which the two voices (here
two flutes) take over each other's musical phrases all the time; the word
Erbarmen once again is in for something special whenever it occurs. A
tenor recitative follows with a cold note on kalt and the highest note on
Heiland, and then comes a soprano/bass duet with a truly beautiful line for
the flutes, oboes and violins together. The theme is followed by its inverse,
illustrating the opening of our hands to help our neighbour. The beautiful
chorale “Ertét uns durch dein Gite' closes the cantata.

Clemens Romijn

BWV 165

Cantata 165 ‘O heil'ges Geist- und Wasserbad’ is a cantata from Bach’s
Weimar period, probably written for Trinity Sunday on 16 June 1715. With
a few small alterations Bach performed the work again in Leipzig in his first
year as cantor of the Thomaskirche (1723-24). The theme of this six-
movement work is the redemption of the heirs of Adam (‘Adamserben’),
the sinners, through the blood of Christ (‘Christi Blut’). Three arias and two
recitatives are heard in turn, with a simple chorale setting to conclude.
Clemens Romijn

BWV 166

Seven months earlier, for Sunday 7 May 1724, Bach wrote Cantata 166 ‘Wo
gehest du hin?’ for ‘Cantata’ Sunday, the fourth Sunday after Easter; this
Sunday is named after the opening words of the Introit psalm for the day,
‘Cantate Domino’ (Sing to the Lord). The work comprises six movements,
the choir only joining in for the final four-part chorale; the chorale melody
is also heard in long notes in the soprano in no. 3. The work begins with a
compact bass aria with oboe and string accompaniment. The wonderfully
expressive tenor aria no. 2 ‘Ich will an den Himmel denken’ can now be
performed once more thanks to a reconstruction by Alfred Durr. Here
Bach juxtaposes the words ‘Gehen’ and ‘Stehen’ by means of a rising scale
motif and a long-held note.

Clemens Romijn

BWV 167

Cantata 167 ‘Ihr Menschen, rithmet Gottes Liebe’ is for the feast of St John
the Baptist on 24 June. Bach performed it on this date in 1723, shortly
after his appointment as cantor of the Thomaskirche in Leipzig. The work
comprises five movements: an aria, a duet, two recitatives and a final
chorale. In terms of both concept and instrumentation the scope of the
cantata is limited. In addition to strings and basso continuo only an oboe
(or oboe da caccia) and trumpet (clarino) are required, merely to reinforce
the vocal parts. The introductory aria ‘lhr Menschen, riihmet Gottes Liebe’
sets the charming and pastoral mood of this cantata.

Clemens Romijn

BWV 168

Bach probably composed the small-scale and sparingly orchestrated
Cantata 168 ‘Tue Rechnung! Donnerwort’ for the 9th Sunday after Trinity,
29 July 1725. The six-movement work requires four soloists, choir, two
oboes d’amore, strings and continuo. Special moments of typical Baroque
text depiction include the opening aria for the bass, with dotted rhythms
and long strings of triplets to the text ‘tue Rechnung’, and the aria for
soprano and alto (no. 5: ‘Herz, zerreiss’ des Mammons Kette’), where
‘Mammon’s chain’ is portrayed by brusque scale passages in the bass,
while the voices make tearing movements in garlands of notes.

Clemens Romijn
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BWV 169

Cantata 169 ‘Gott soll allein mein Herze haben’ for the 18th Sunday after
Trinity, 20 October 1726, is a special work in view of its instrumentation
and parodic origin. The work requires just one solo voice (alto), a fourpart
choir, two oboes d’amore, oboe da caccia and obbligato organ. The latter is
explained by the work upon which parts of the cantata are based, the
Harpsichord Concerto in E major BWV 1053, which is probably based in
turn on a lost oboe concerto. The first part of this concerto was arranged
by Bach as the introductory sinfonia to the cantata. He transposed the
work from E major to D major, replaced the harpsichord by the organ and
added three oboes. The middle movement of the concerto became the
second aria (no. 5) ‘Stirb in mir, Welt’, in which Bach added the alto part
alongside the obbligato organ and thus considerably intensified its
expressive power.

Clemens Romijn

BWV 170

Cantata 170 ‘Vergniugte Ruh, beliebte Seelenlust’ was written for 28 July
1726, the 6th Sunday after Trinity. It is a solo cantata for alto, without choir
and therefore even without a final chorale, but with an obbligato organ
part in the two arias (nos. 3 and 5). Instead of drawing on the bible, the
text of this cantata is a free poem by Georg Christian Lehms (1711), based
on passages from the Sermon on the Mount dealing with man’s malice, his
miserable existence and his longing for peace in death. The greatest misery
comes to those who do not believe, according to the text. In the aria ‘Wie
jammern mich doch die verkehrten Herzen’ (no. 3) they have lost the very
ground under their feet. Bach silences the ever-present continuo and bases
the movement on a thin thread spun by the viola (‘Bassettchen’).

Clemens Romijn

BWV 171

The six-movement Cantata 171 ‘Gott, wie dein Name, so ist auch dein
Ruhm’ is a New Year’s Cantata, probably composed for 1 January 1729. The
strict and archaic opening chorus thanks its familiarity to the fact that Bach
used it again in 1748/49 for the ‘Patrem omnipotentem’ in the Credo of
the Mass in B Minor. Here the first of the three trumpets has a solo role.
But the cantata is in turn borrowed: the soprano aria no. 4 is an adaptation
of the ninth movement of the Birthday Cantata 205, and the final chorale is
the same as that of Cantata 41.

Clemens Romijn

BWV 172

The Pentecost Cantata 172 ‘Erschallet, ihr Lieder’ is a fine example of the
economical and painstaking manner in which Bach borrowed his own
music. This is one of the cantatas composed after his appointment as
concertmaster in Weimar, with the obligation to produce a church
composition every month. The work dates from 20 May 1714; Bach was to
repeat it several times in Leipzig, though in a somewhat more extensive
form in which the opening chorus was repeated at the end, as an extra
seventh movement after the original final chorale. Moreover, the entire
work was transposed from C major to D major. The radiant and dance-like
opening chorus to the text ‘Erschallet, ihr Lieder’ is reinforced by three
trumpets (and timpani), seeming to compete with the strings. The mood of
the music reminds one of the opening of the Christmas Oratorio. In the
more subdued middle section the trumpets are silent, only to claim a
leading role once more in the bass aria ‘Heiligste Dreieinigkeit’, where their
triad patterns symbolise the Holy Trinity. In terms of dynamics the
succeeding tenor aria is more modest; it is really a menuet for a trio
consisting of tenor, high strings and basso continuo. In the following duet
(no. 5), a chorale-based movement, we hear a dialogue between the soul
(soprano) and the holy spirit (alto), while the oboe and organ perform an
ornamented version of the chorale melody.

Clemens Romijn

BWV 173

Cantata 173 ‘Erhohtes Fleisch und Blut’ is a work for the second day of
Pentecost, probably 29 May 1724; there is also evidence of later
performances. The cantata is really a remodelled version of the earlier
Cantata BWV 173a ‘Durchlauchtster Leopold’, written for the birthday of
Prince Leopold of Anhalt-K6then on 10 December 1717 or 1722. The six-
movement work includes two recitatives, three arias and a final chorus; a

chorale is omitted, and it is therefore two movements shorter than the
original version. Bach has occasionally adapted the texture and distribution
of parts. In BWV 173 the first recitative ‘Erhohtes Fleisch und Blut’ is sung
by the tenor, while in the birthday cantata BWV 173a it is for the soprano.
Remarkable is the apparent ease with which Bach replaced the final chorus
text ‘Nimm auch, grosser Furst, uns auf’ in the birthday cantata by the
sacred text ‘Rihre, Hochster, unser Geist’. Listening to the music rather
than the text, one hears in both cases a light, dance-like piece in the form
of a polonaise.

Clemens Romijn

BWV 174

The Easter cantata BWV 174 begins with a spectacular surprise: a sinfonia
which is the first movement of the third Brandenburg Concerto in a
completely new guise, with horns and oboes added. This absolutely
fantastic piece of music threatens the balance of the work as a whole, but
no-one would have wanted to miss out on it. The love of God of which the
gospel for the day speaks leads to an aria on the love we should feel
towards God, a quiet song of love and trust. In the tenor recitative the
trembling of hell’s doors is illustrated. The bass aria with unisono strings
expresses the gripping of salvation with our hands of faith. The love of God
returns in the final chorale.

Dingeman van Wijnen

BWV 175

BWV 175 (22 May 1725) begins with a tenor recitative in a pastoral
atmosphere, followed by an alto aria in the same vein. The ‘Weide’ is
grazed on extensively. The tenor takes his turn with a recitative with a high
‘Ach’ and '0’, and a lively aria with violoncello piccolo. The recitative for
alto and bass then calls upon us to listen to what Jesus says, and the bass
sings the same message: open your ears for the message of salvation; the
words ‘6ffnet’ and ‘Ohren’ are stressed, and ‘nachtragt’ gets a long
coloratura: the carrying of the cross over a long winding road, where,
however, mercy, abundance and full life await us. The chorale is 'O Gottes
Geist, mein Trost und Rath’, a hymn for Pentecost.

Dingeman van Wijnen

BWV 176

BWV 176 (27 May, 1725) opens with one of those amazing Bach fugues
which you cannot get out of your head after hearing them. The word
‘trotzig’ is angrily repeated. Before we realize it the number finishes. The
alto takes over, singing about the contrast between Nicodemus who could
not wait for the sun to go down so he could speak to the Lord in the dark,
and Joshua who asked the sun to stand still so he could complete his
victory over the enemies. An absolutely delightful soprano aria follows,
once again a dance (Gavotte), in which the violins illustrate the ‘hell
beliebter Schein’, even though the text explains that this light is clouded
over. To the bass recitative Bach himself added the words from John 3:16.
Another glorious aria follows in which the unutterably beautiful melody
displays the rich blessings of the life to come. A fine chorale rounds off this
impressive work.

Dingeman van Wijnen

BWV 177

The opening chorus of BWV 177 employs a violino concertante playing
lively passages, while the choir rings out a cry to Jesus. The sopranos sing
the hymn tune, the other voices accompany them in endless variety,
sometimes singing long passages before the sopranos enter, sometimes
nothing at all; before the final line oboes and continuo refer to the chorale
melody, and after having sung the last line the sopranos end this
magnificent piece with four bars of fresh musical material. The next three
verses of the chorale are turned into three arias. The alto sings verse 2, in
which line 3 and 4 repeat 1 and 2, which means that expressive
illustrations like the long run on ‘geben’ lose their meaning in repetition.
Acomforting and warm soprano aria prays for a forgiving heart. There is a
telling break in the word “abkehren’. Verse 4 is a tenor aria, with a most
remarkable duet between violin and bassoon, their liveliness illustrating
the ‘Lust’ which the text asks God to keep from us. There is a strong
contrast on the word ‘Sterben’. The closing chorale verse once again asks
for help for a weak sinner.

Dingeman van Wijnen
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BWV 178

BWV 178 was written for 30 July 1724. The opening chorus treats the
opening verse of the chorale "Wo Gott der Herr' in a militant fashion: the
struggle against false prophets is a hard one. The first line is homophonic,
dealing with the safe keeping of God and ending on a tremendous unisono
long note on hélt. The second line about the raging enemies has raging
music. Strangely enough the same notes are repeated for line 3 and 4 with
completely different text. In the remarkable recitative the alto sings the
chorale melody; the same melody is played in a different tempo in the
continuo. The idea for the bas aria is derived from the wild sea waves. The
following tenor aria gives us the chorale again, as does the next number for
the choir, with recitative interruptions; a fascinating detail is the und
stlirzen in the bass part. The last aria before the two closing chorale verses
is given to the tenor, a diatribe against Vernunft. Human reason is literally
silenced.

Clemens Romijn

BWV 179

BWV 179 was written for 8 August 1723. A severe fugue (re-used by Bach
in the Missa in G) preaches against hypocrisy, with dramatic halftones on
falsche and Heuchelei. The opening phrase of the fugue is answered by its
inversion, possibly suggesting the duplicity of hypocrites. An emotional
tenor recitative is followed by a just as emotional aria, also later re-used by
Bach. A bass recitative puts the publican from the gospel reading as an
example before us. Then two oboes da caccia play an extremely moving
melody while the soprano pleads for mercy. Again Bach used the music
later, this time for the Missa in A. A remarkable chorale closes the piece,
with a final line full of dissonance.

Clemens Romijn

BWYV 180

BWV 180 (22 October 1724) is based on the chorale ‘Schmicke dich, o
liebe Seele’. It is a cantata full of joy, without any dark clouds, in which we
hear God'’s loving invitation to His table. The orchestral introduction of the
opening chorus contains some chorale-like passages which however are no
chorale: the music is independent from the hymn tune sung by the
sopranos. Only in line 5 and 6, where the tenors take the initiative,
reference is made to the hymn. In the tenor aria, which takes its lively
character from the word ‘ermuntre’, the knocking motive (‘dein Heiland
klopft’) is clearly heard in the continuo; maybe the flute figures are also
based on the idea. "Halbgebrochne’ is, of course, broken up. The soprano
recitative leads to the next stanza of the chorale with beautiful violoncello
piccolo figures. The alto sings a recitative with flutes full of joy and love,
and next is a soprano aria, again with sun and light all around. The bass
recitative with arioso brings us to the final chorale once again dealing with
the heavenly feast.

Dingeman van Wijnen

BWYV 181

BWV 181 (13 February 1724) is based on the parable of the sower, one of
the readings for this Sunday, and there are references to the story
everywhere. The opening aria discusses Jesus’s description of how birds
take away the seed of faith, explaining that it is the devil who takes the
word out of our hearts. The music is as ‘leichtgesinnt’ as the "Flattergeister’
who rob themselves of the word of God. The ‘flatter-’ in ‘Flattergeister’
may well have connected in Bach’s mind to the fowls of the air of which
the parable speaks; the music has an unmistakeable ‘fluttering’ quality.
More somber tones appear when 'Belial’ enters, but the musical ideas
remain the same: it is Belial who does the robbing. A fine alto recitative full
of dissonances is followed by a tenor aria in which the many obstacles on a
Christian’s road are present; the triplets as so often are inspired by the
word ‘Feuer’. A straightforward recitative for soprano brings us to the final
chorus, a delightful song of comfort.

Dingeman van Wijnen

BWYV 182

Cantata 182 ‘Himmelskonig, sei willkommen’ dates from approximately the
same period. It was written for Palm Sunday 25 March 1714, and Bach
repeated it at least twice in Leipzig in 1724 and 1728. In view of the text it
is understandable that Bach used the work in Leipzig on the feast of the
Annunciation of the Blessed Virgin Mary (25 March); indeed, in 1714 Palm

Sunday and the Annunciation fell on the same day. In the dignified opening
movement (Sonata) the ‘king of heaven’ is welcomed by recorders, solo
violin and plucked (later bowed) strings. The cantata boasts no less than
three choral movements: one after the Sonata, and two to conclude the
work. In between are three arias: one for the bass, a wonderfully
expressive movement for the alto, and a calm and sometimes richly
ornamented aria for the tenor.

Clemens Romijn

BWV 183

The five-movement Cantata 183 ‘Sie werden euch in den Bann tun’ was
composed for the 6th Sunday after Easter (Exaudi) 13 May 1725. The work
has the same title (and opening text) as Cantata 44, likewise for Exaudi,
though the similarities go no further. Cantata 183 has a remarkable scoring
for two oboes d’amore, two oboes da caccia, a violoncello piccolo, strings
and continuo. The four oboes accompany the words of Christ in the
introductory bass recitative. The solo contributions display an ascending
line from a tenor aria (no. 2) to an alto aria (no. 3) and a soprano aria
before the final chorale. In the aria no. 2 ‘Ich flrchte nicht des Todes
Schrecken’ the strict stream of semiquavers on the violoncello piccolo is
quite imperturbable.

Clemens Romijn

BWV 184

In the Pentecost cantata BWV 184 the character of what was once birthday
celebration music is easily recognisable but at the same time perfectly
suitable for the feast of Pentecost. The parallel triplets of the flauto
traversos are an apt illustration of the words ‘Erwiinschtes Freudenlicht’. In
the tenor aria no. 4 we hear nothing short of a polonaise to the words
‘Gluick und Segen sind bereit’.

Clemens Romijn

BWV 185

The Weimar Cantata 185 ‘Barmherziges Herze der ewigen Liebe’, to a text
by Salomo Franck, was written ten years earlier for the fourth Sunday after
Trinity 14 July 1715. The work survives in different versions, since Bach
repeated it several times in Weimar and Leipzig, adapting it to new
insights. The cantata is scored for four soloists, choir, oboe and basso
continuo. It opens with a chorale-based movement in the form of a duet
for soprano and tenor, the oboe playing the melody ‘Ich ruf zu dir, Herr
Jesu Christ’. The alto recitative no. 2 leads to a slow aria (no. 3) in which
two striking imitations of the voice are heard in the basso continuo at the
words ‘Sei bemiht in dieser Zeit, Seele, reichlich auszustreuen’ (note
particularly the coloratura at ‘ausstreuen’). A particular moment in the
bass aria no. 5 is when the word ‘Christenkunst’ is sculptured by staccato
notes. The work ends with a four-part chorale employing the same melody
as the opening duet, to which Bach adds a freely composed part for the
violin.

Clemens Romijn

BWV 186

When Bach commenced employment as cantor of the Thomaskirche in
1723 he was expected to make farreaching changes to the musical life of
the church. Having set himself the target of an enormous production of
weekly cantatas, he was quickly forced to make use of existing work, as in
the case of Cantata 186 ‘Argre dich, o Seele, nicht’. This cantata for the 7th
Sunday after Trinity, 11 July 1723, goes back to the lost Cantata 186a
written in Weimar in 1717. In borrowing this composition, however, Bach
hardly made things easy for himself: for many Sundays he planned
cantatas in two parts, or two complementary cantatas, to be performed
before and after the sermon as in the present case. The eleven movements
of the work are arranged in two parts, both ending with the same chorale
sung to two different texts.

Clemens Romijn

BWV 187

BWV 187 (4 August 1726, once again heavily reused for one of the
Lutheran Masses, BWV 235 this time) opens with a lovely chorus full of
quiet trust, one of those long fugatic numbers where one’s ears seem
inadequate to take in all of the beauty. The different parts are unified by
the orchestral material. A bass recitative with a high note on ‘Berge’ leads
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to an alto aria with one of those unforgettable Bach melodies, for oboe
and violin, probably expressive of the crown of which the text speaks. The
middle part is a beautiful variation, with fragments of the opening melody.
A lively bass arioso on the words of Christ telling us not to worry is
followed by a soprano aria characterized by a beautiful motive in both
oboe and soprano voice. The work is rounded off by a soprano recitative
and a wonderful chorale of which two stanzas are sung.

Dingeman van Wijnen

BWV 188

Cantata 188 ‘Ich habe meine Zuversicht’, like Cantata 98, was composed
for the 21st Sunday after Trinity. Picander, Bach’s favourite Leipzig writer,
wrote the text, which was published in 1728-29. From this we may assume
that Bach wrote his cantata in the same period and that it is therefore one
of the approximately 63 cantatas for the 1728-29 cycle which has only
partially survived. The manuscript of this cantata was torn to shreads after
Bach’s death! The work was reconstructed from later sources. In the
second aria (no. 3) ‘Gott meint es gut mit jedermann’, the obbligato organ
plays a prominent role.

Clemens Romijn

BWV 192

Only three movements of Cantata 192 ‘Nun danket alle Gott’ have
survived: a tenor aria framed by two choral movements. The original score
has been lost, as has the tenor part of the choral sections. The work is
based on the similarly named chorale ‘Nun danket alle Gott’, heard in the
soprano part of the final chorus. It is assumed that the cantata was written
for Reformation Day 1730.

Clemens Romijn

BWV 194

BWV 194, ‘Hochsterwiinschtes Freudenfest’, was written for the
dedication of a church and organ in the village of Stérmthal near Leipzig,
on 2 November 1723; Bach’s wife Anna Magdalena is said to have been the
soprano soloist. It was probably based on an earlier work and it consists of
a series of dance forms (Pastorale, Gavotte, Gigue and Menuet) introduced
by a French overture. The strong continuo at the beginning gives one the
impression of hearing timpani, fit for the festive occasion. ‘Hochst’ in
“hochsterwinschtes’ is high indeed, there are imitations and fugatic
passages and the instrumental da capo ends in a choral repetition of the
opening words of the cantata. A beautifully varied recitative leads to an
aria with a dreamy violin and oboe line; the rather clumsy text suggests
once again an earlier model. A recitative and aria for soprano follow, the
latter dancelike and with nice runs on ‘dringt’; it refers to the story of the
prophet Isaiah’s mouth being cleansed by a burning coal before he starts
his (fiery) prophecies. The second part of the cantata starts off with a
recitative and aria for tenor and then a recitative and duet for soprano and
tenor, in which two oboes encircle each other, followed by a final recitative
for the tenor. Both parts of the cantata end with two chorale stanzas.
Dingeman van Wijnen

BWV 195

Cantata 195 ‘Dem Gerechten muss das Licht immer wieder aufgehen’ is a
wedding cantata dating from Bach’s later years, probably 1748-49. In this
period he wrote only occasional new cantatas, often drawing on his own
earlier work, as in the present piece. Parts of Cantata 195 go back to
Cantata 30a, likewise a wedding piece dating from 1737. Alfred Dirr
strongly suspects that this in turn was preceded by an earlier version. From
the text of the opening chorus of Cantata 195 (psalm 97: 11-12, see the
title) and the following recitative he concludes that the bridegroom must
have been a lawyer or jurist: ‘so Gerechtigkeit als Tugend ehrt’. The large
instrumental group also indicates that the marriage couple must have been
high on the social ladder. Bach wrote here for two flutes, two oboes
d’amore, two oboes, two horns, three trumpets, timpani, strings and basso
continuo. The cantata opens with an imposing musical entry in the form of
two extensive choral fugues, with wind and brass adding extra weight. Two
newly composed movements (nos. 2 and 4) frame the only aria in the work
(no. 3). In the first recitative the text ‘Dem Freudenlicht gerechter
Frommen, muss stets ein neuer Zuwachs kommen’ gives rise to sudden
strings of triplets in the bass. The aria no. 3 has a touch of dance and folk

song, as if the aged Bach gives a wink at the fashionable style of his time.
Clemens Romijn

BWV 196

Cantata 196 ‘Der Herr denket an uns’ is one of Bach’s early cantatas,
probably written around 1708 during his Muhlhausen period. According to
the Bach biographer Spitta it was a wedding cantata for the marriage of
the aunt of Maria Barbara, Bach’s first wife, to pastor Johann Lorenz
Stauber, who had consecrated Bach’s own marriage shortly before. Certain
features also indicate that this is an early work: the conciseness of the
individual movements, the absence of recitatives and the use of psalm
texts to the exclusion of free poetry.

Clemens Romijn

BWV 197

BWV 197 (1736/37?) is a wedding cantata from Bach’s later period, and
what a feast it is: trumpets and timpani unite with the choir in a splendidly
long chorus, with a beautifully quiet middle part. The orchestral
introduction uses a stepwise rising figure, inspired by the words "Wie Er
uns’re Wege flhrt’, an idea that is used throughout the chorus. A bass
recitative tells us that the best provider is God; the arioso ending employs
the opening theme of the first movement in the continuo. The alto aria
which follows starts off with a beautiful, beautiful melody for oboe and
violin together, always a splendid effect. It is one of those superb sleeping
aria’s of Bach, swaying, with long notes on ‘schldfert’. The middle part
presents a contrast: God’s eyes are always awake. A bass recitative with
the highest note on ‘Herr’ leads to the final chorale of the first part. The
bass aria opening part two directly adresses bride and groom. It opens with
a nice little motive which keeps cropping up. The oboe flies high up above
the darker tones of bass.

Dingeman van Wijnen

BWV 198

Cantata 198 ‘Lass Furstin, lass noch einen Strahl’. One of the most
fascinating but frustrating remarks at the time of Bach’s death was that
made by Carl Philipp Emanuel Bach in a homage included in his father’s
obituary. He claimed that his father had written no less than five passions,
implying the existence of three others beside the well-known St Matthew
and St John Passions, and including a St Mark Passion. Although the music
of the latter has been lost, the text written by Bach’s favorite Leipzig poet
Picander does indeed survive. Not until about 1860, thanks to the research
of Wilhelm Rust, publisher of the complete works of Bach, was it realised
that Bach had compiled his St Mark Passion mainly by borrowing from his
own works and in particular from the Trauer Ode for the funeral of
Christiane Eberhardine, wife of August the Strong, on 17 October 1727.
This work is also known as Cantata 198. Bach borrowed from it not only for
the St Mark Passion but also for another Trauer Ode (opening chorus)
written in 1729 for Prince Leopold, his employer in Céthen, and for the B
Minor Mass (the introductory bars to the opening chorus of the Ode were
transplanted to become the Adagio introduction to the Kyrie). Bach
composed the Trauer Ode for the Electress upon the request of the
university of Leipzig. The libretto was written by Johann Christoph
Gottsched, professor of philosophy and poetry. The solemn funeral
ceremony took place in the Paulinerkirche, the university church of Leipzig.
The main part of the service, a funeral oration, was preceded by the first
half (nos. 1-7) of Bach’s Trauer Ode. The second half (nos. 8-11) followed
after the oration. Bach set Gottsched’s nine somewhat uniform verses in
eleven movements, in the so-called Italian style with recitatives and arias,
with an appropriate funeral instrumentation including four soloists, four-
part choir, two flutes, two oboes d’amore, two viola da gambas, lute and
basso continuo. The composer presided at the harpsichord during the
performance.

Clemens Romijn

BWV 199

Even more subdued is the instrumentation of the solo cantata 199 ‘Mein
Herze schwimmt im Blut’. Written for the 11th Sunday after Trinity, 12
August 1714, the work requires only a solo soprano, oboe, strings and
basso continuo. The cantata comprises eight movements, featuring
recitatives and arias in alternation. The absence of a choir seems to have
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prompted Bach to give the soprano and oboe parts an extra dimension. In
the wonderful slow and elegiac first aria (no. 2), for instance, the oboe
indulges in expressive embellishments and ‘seufzer’ (sighing) motifs which
underline the text ‘stumme Seufzer, stille Klagen’ (speechless sighs, silent
laments). In the last recitative (no. 7) the soprano expresses an entirely
different mood with lively coloraturas to the words ‘fréhlich singen’ (sing
joyfully).

Clemens Romijn

BWV 200

Cantata 200 ‘Bekennen will ich seinen Namen’, probably written for the
Feast of the Purification of the Blessed Virgin Mary (Candlemas) on 2
February 1742, is one of Bach’s later cantatas. The title covers only an aria,
discovered in 1924 and made public in 1935; this movement was probably
once part of a larger work. That is was written for Candlemas has been
assumed by reason of the text, which is a paraphrase of the Nunc Dimittis
(the canticle of Simeon) from St Luke’s gospel (2: 29-32). The musical drive
of the piece has been compared with Handel. The aria reveals that Bach,
eight years before his death, was not insensitive to new stylistic trends.
Clemens Romijn

MASS IN B MINOR (CD96-97)

In 1818, well before Bach's great Mass in B minor (also known as "High
Mass" from 1845) was given its first complete performance, the Swiss
and publisher, Hans Georg Nageli, described it
prophetically as the "greatest musical masterpiece of all times". When the
composer began writing down the score in 1748, his hand showing signs of
advancing illness, he knew that he would not be able to introduce the work
to the public himself. The Mass in B minor, meant to be his bequest to
posterity, marks the consummation of the ecclesiastical style which it sums
up and epitomizes in exemplary fashion. Musically speaking, it was Bach' s
final message to his contemporaries. The enormous length of the Mass
(which it takes about two hours to perform) was clearly beyond the
requirements of divine service in Leipzig and, indeed, any liturgical
purpose. Even though the Mass in B minor represents Bach' s legacy in the
realm of church music, it paradoxically calls for a concert setting to come
fully into its own. The Singakademie, a Berlin choral association, and its
then director, Carl Friedrich Rungenhagen, deserve credit for staging what
was probably the first complete performance of the work in Berlin on 20
February 1834.

music historian

When Bach completed the Mass in B minor in 1748-49, he mainly
rearranged and assembled older material rather than write new music. The
principal source was the Missa (Kyrie and Gloria), which he had sent to
Dresden in 1733 with a dedication to the Saxon Elector Frederick Augustus
Il (who also ruled Poland for a while as Augustus Ill) and an application for
the post of court composer. By adding the Credo, the Sancrus/Benedictus
and the Agnus Dei, chiefly derive from older material he had reworded and
rearranged, Bach turned the "Missa" into a "Missa tota", the full setting of
the Ordinary of the Mass. In fact, he had already performed the Sanctus
chorus in Leipzig in 1724 and 1727. The material used for the "Crucifixus"
was even borrowed from a cantata of the Weimar period (“Weinen,
Klagen, Sorgen, Zagen", dating from c. 1714).

There is no evidence whatsoever that major parts of the work, including
the Kyrie and Gloria completed in 1733, were performed during Bach's
lifetime. Nor do the sheets of music which the composer sent to Dresden
in 1733 reveal any signs of acrual use. Apparently, the court had little need
for Bach' s talents, and so the master had to make repeated bids,
accompanied by musical tributes complete with drums and trumpets,
before he was finally granted the coveted title of composer to the Saxon
and Polish court in 1736.

The score of the B minor Mass shows marks of incongruity where
heterogeneous sources were joined together. The choral parts vary in
number (four-, five- and six-part chorus, eight-part double chorus in the
"Osanna" - such a regrouping of forces is hardly possible on a narrow
church gallery), different woodwind combinations appear in the tutti
movements (three oboes in the "Sanctus" as opposed to the usual
complement of two transverse flutes and two oboes), and some of the

rewording is rather awkward (e.g. "Osann' These

circumstances and disparities in the reallocation of the words to what were

in  excelsis").

originally da capo arias and choruses tend to suggest that the music was
previously used for some other purpose. But the cyclic pattem which this
material is made to fit has been so carefully contrived that it lends the
overall work a compelling sense of uniny despite the different origins of its
constituent parts.

Bach selected the material to be re-used on the basis of whether it was
suitable for integration into the cyclic whole into the theological and
musical message he wished to convey and of whether it would lend itself
to a new text. In marked contrast to a number of previous occasions (as in
me cases of several arias in the Christmas Oratorio), he was very careful in
choosing his material, often subjecting it to extensive changes with its new
purpose in mind. (While working on the Mass, Bach sought to achieve a
better balance by reallocating parts of the text to arias and choruses). The
different sources employed are hardly discernible in the overall context.

The wealth of musical resources makes Bach' s High Mass a veritable
compendium of the ecclesiastical style which was already on the way out
at the time Bach was putting the finishing touches to his masterpiece. The
reasons for the trend were institutional (the decline of Latin schools and
the educational reforms in the wake of the Enlightenment deprived
Protestant figural church music of its material basis) and stylistic (the next
generation of composers, induding Bach's most gifted sons, found
polyphony and counterpoint too constraining for their own expressive
needs).

In writing his Mass in B minor, Bach not only sought to demonstrate his
supreme musicianship, but drew on all the resources at his command to
convey a spiritual message to the listener. In the Kyrie, he explores three
different forms of musical expression in an impassioned entreaty for God's
mercy. He brings in trumpets and drums to sing the praises of the Lord in
the Gloria, Credo and Sanctus. As so often before, one of his most exquisite
and poignant musical phrases serves to express the idea of "peace' ("et in
terra pax"). In the Credo, Bach assigns the text of the old Christian
Symbolum Nicenum (the Nicene Creed) to choral pieces and arias varying
in origin and age but manages to link them together in an elaborate
symmetrical edifice. The three middle choruses (flanked by an outer
framework consisting of choruses and arias) proclaim the belief in the
Incarnation ("Et incarnates est"), Crucifixion ("Crucifixus") and Resurrection
("Et resurrexit") of Christ as the centrepiece of the Christian faith, with the
lament of the "Crucifixus" chorus marking the focal point from which
everything flows: Christ who was crucified and buried for us.

It is hardly amazing that Bach should have chosen the Ordinary of the Mass
as the basis for his immortal monument to church music. Shared by all
major branches of Christianity, the venerable text is the most universal
formulation of the Christian creed - as opposed to the de tempore
character of Passions and cantatas relating to a specific feast-day with the
appropriate readings from the Bible. The words 'Jesu Juva" ('Help me,
Jesus") and "Soli Deo Gloria" ("Glory to God alone'), which Bach used to
put at the beginning and the end of his cantata scores, become the central
message of the High Mass, expressed in music of surpassing beauty.

A hymn of praise to god on high,
An exhortation to my fellow men.

This dictum (which graces the tide page of the "Little Organ Book") reflects
the ultimate purpose to which Bach devote his Mass in B minor.
© 1993, Dietmar Hiller

MASSES BWV 233-236 (CD98-99)

The Masses BWV236 are among the small minority of Johann Sebastian
Bach’s works that even eminent Bach experts treat with reserve, if not
outright criticism. Bach created these works (and many others) by taking
earlier compositions and giving them a new text - in this case, that of the
Latin Mass. Critics are of the opinion that this re-wording of the “Short
(missae breves) in a technique known as “parody” to
musicologists, did not produce particularly successful results. Music

Masses”
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historian and theologian Albert Schweitzer went so far as to dismiss these
rearrangements as “superficial and virtually senseless”.

On order to make clear the position occupied by the “Short Masses”
among Bach’s “parodied” compositions, several facts must be considered.
First, the rigid wording of the Mass is far harder to couple with cantata
movements previously rich in textual imagery than a new text. Secondly,
one should be clear about the conditions prevailing in church music in
Leipzig at the beginning of the eighteenth century. The predetermined
order of service of the mass, with its unchanging sung liturgy, had been
modified by the word-oriented order of service of Lutheran public worship
and by the intrusion of the hymn into the course of the Mass. The
proprium de tempore, that part of the Latin Mass which changed from
week to week, was gradually superseded by hymns and cantatas sung in
German. The language of the Lutheran service was the precise antithesis of
the standardized Latin of the Roman Catholic Church, the formal rigidity of
whose Mass was intended to embody eternal validity. From the time of
Luther onwards, the German language had made inroads into the service,
the focal point of the Mass being the approximately hour-long sermon -
the presentation of the gospel message so as to apply it to the everyday
life of the congregation. Only particularly solemn occasions warranted a
performance of the Latin missa brevis, a shortened version of the Mass,
consisting of the Kyrie and Gloria only.

Bach’s four “Short Masses” are of special interest, not least because they
illustrate the composer’s reaction to such changes in liturgical usage. He
strove for instance to fuse the traditional sung parts of the Mass with the
modern Protestant chorale. The Kyrie of the F major Mass BWV233
exemplifies this process. The bass, carrying the cantus firmus, sings the
melody of the litany “Kyrie eleison, Christe eleison, Kyrie eleison” while the
horns and oboes play the Protestant chorale “Christe, du Lamm Gottes”
(Christ, thou Lamb of God).

Bach was of course normally concerned with providing the figural music for
the service in Leipzig, so that one may presume that the short Latin masses
were not written for the principal Leipzig churches, whose order of service
called for a cantata in the German language as an integral part of the
gospel message. He may have been commissioned to compose them by a
non-local client, or perhaps they were a token of his appreciation to the
Catholic Royal Court at Dresden for conferring on him the title of
“Hofcompositeur” (Composer to the Court) in 1736. Whatever the case,
the Masses certainly originate from the period subsequent to 1726, since
the cantata movements to which Bach set new words were composed
between 1723 and 1726. All four Masses share a similar six part
construction. A single movement is allotted to the brief text of the Kyrie,
while the Gloria is spread over five movements. Each Gloria begins and
ends with a choral movement, three arias going to make up the inner
movements. Whereas the masses in G minor, BWV235 and in G major,
BWV236 exclusively consist of rearrangements of earlier sacred cantata, it
would appear that Bach composed new material for the first two
movements of each of the remaining masses. Fitting the rigidly formulated
wording of the Latin Mass to the cantata movements demanded from Bach
the utmost ingenuity in placing the words, adjusting the rhythms of the
melodies, and repositioning the metrical accents. Some substantial
alterations also had to be made to the compositions themselves. Bach
made use of several movements from certain cantatas, distributing them
among the four “Short Masses “. This was the case with material from the
cantatas BWV79 and BWV179. Bach used the third and fifth movements of
BWV102, “Herr, Deine Augen sehen nach dem Glauben” (Lord, thine eyes
perceive our faith), in the F major Mass, its opening movement becoming
the Kyrie of the G minor Mass. In the latter case, he was able to retain
practically the entire instrumental and vocal parts in the rewording
process, but could not avoid noticeable lapses in the way the words relate
to the music. For instance, the dotted fugal subject of the first movement
of the cantata, which in the original very expressively supported the words
“Du schlagest sie, aber sie fiuhlen’s nicht” (Thou dost smite them but they
feel it not), is now to be sung to the liturgical formula “Christe eleison”.
Modern research into the source material and into the reworked
compositions permits the detailed synthesis of each individual step of the
transformation, illustrating clearly what a complicated task Bach set
himself in the creation of the “Short Masses”. In addition, these works

represent an impressive documentation of the tremendous capacity
inherent in Bach’s vocal melodies to serve disparate texts — a quality they
indeed had to possess to meet the not inconsiderable demands the
Thomaskantor placed upon them.

© Christiane Krautscheid

MUSIKALISCHES GESANGBUCH G.C. SCHEMELLI (CD100-101)

Georg Christion Schemelli, born in Herzberg around 1680, in 1736 — at a
time, when he was working as a choirmaster-organist in Zeitz — published a
‘Musical Song Book” with Breitkopf & Hartel in Leipzig, which today is
generally known under the name ‘Schemellis Gesangbuch/Song book’.
According to the customs of that time, this song book mainly contained
song texts, and only 69 of the 954 songs altogether were written down
with melodies. To these 69 melodies the publisher at the same time added
compositions etched on copper, i.e. figured basses. According to the
foreword of this song book ... by S. Hoched|. Herrn Johann Sebastian Bach,
Hochfiirstl. Sichss. Capellmeister/ princely chapel-master of Saxony and
Directore Chor. Musici in Leipzig the melodies in this song book are partly
newly composed, partly improved by him in the thorough bass, and
immediately imprinted at the beginning of each song’.

Schemelli’s acquaintenance of Bach probably didn’t have its origin in
Schemelli’s own past as pupil of the Thomas-School, but went over his son,
who also was a Thomas-pupil in Leipzig from 1733 to 1735. For the largest
part of the melodies today it is certain that they were not composed by
Bach, also a large part of the thorough bass pieces Bach had taken from
other publications, then, however, “improved” them as it is said in the
foreword. The expressive leading of the basses as well as the rhythmically
and harmonically smooth adaption to the melodies are the feature first
striking of Bach’s musical revision.

But today it is also clear that he largely emphazised his own taste in the
melodies. If it seemed appropriate to him, be it for reasons of the contents
of the text or for purely musical reasons, he decorated or simplyfied the
existing melodies, in single cases he also changed the rhythmical course
without touching the essential features of a melody.

Bach’s conception becomes especially clear in certain characteristics of his
style. His thorough bass handlings are no harmonic statements for an
interpretation as congregational accompaniment or even as basis for a
chorus. Certainly Bach didn’t have any congregational chorales in his mind,
but his musical language used here clearly points to spiritual solo songs. It
seemed to be appropriate to arrange these solo songs, if they are recorded
in a complete recording, in a reasonable order according to the aspects of
contents and music.

MOTETS BWV 225-230 (CD102)

Bach’s German motets

German motets belong to a very specific category in the canon of liturgical
music inherited from the repertoire of intoned motets and canticles
traditionally sung exclusively by choir schools and distinguished from those
sections involving the whole congregation by their more sophisticated
musical form. In most major centres in Germany, 1 or 2 motets would be
sung regulary during religious services on Sunday as well as also at Vespers.
Other opportunities for polyphonic singing occured in the course of the
week, specifically at weddings, burials, commemorative services, official
induction ceremonies, inaugurations, university gatherings, etc. All the
motets written by J.S. Bach which have survived to this day date from the
time when he held the position of Thomas Cantor at Leipzig. Among the
many duties incumbent upon the holder of this office was the requirement
to compose music for minor religious ceremonies, in other words to
produce motets to be sung during such services.

The Neue Bach Ausgabe (NBA) in 1965 catalogues 7 motets authenticated
as being composed by J.S. Bach a canon of music which, when compared
with his profilic output of cantatats, is very slim:
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Singet dem Herrrn ein neues Lied, BWV 225
Der Geist hilft unser Schwachheit auf, BWV 226
Jesu meine Freude, BWV 227

Fuirchte dich nicht, Ich bin bei dir, BWV 228
Komm, Jesu, komm, BWV 229

Lobet den Herrn, alle Heiden, BWV 230

0 Jesu Christ, meins Lebens Licht, BWV 118

In the early 19th century, J.N. Forkel, Bach’s first biographer referred to
several motets with one or double choruses. He did not catalogue them so
it is impossible for us to ascertain whether these pieces of music were
wrongly attributed to Bach or have been lost. The BWV 118 motet was for
a long time classified as a cantata, but it has now been identified as a
motet.

This recording only includes the six motets traditionally identified as such
when the Bach catalogue was completed, i.e. BWV 225 to BWV 230. Four
of these pieces — Der Geist hilft unser Schwachheit auf, Jesu meine Freude,
Furchte dich nicht, Ich bin bei dir and Komm, Jesu, komm — were originally
composed for a funeral or commemorative service. Singet dem Herrn is a
festive piece written to mark the birthday of Friedrich August |, Elector of
Saxony. Lastly, Lobet dem Herrn, alle Heiden was probably a fragment of a
lost cantata, but we are not sure what it was intended for. Without doubt,
the most complex piece in terms of its structure (dipositio) is «Jesu meine
Freude», BWV 227. For this motet, Bach chose two distinct texts: six
chorale verses from a Lied by Johannes Crlger on a text by Johann Frank
and extracts from St. Paul’s Epistle to the Romans (VIIl 1-2 and 9-11). The
first text touches on the abandonnement of the worldly life, serving as a
commentary on the second text which exhorts manking to life by the spirit
and not by the flesh. Bach interweaves the two texts by alternating verses
from one to the other. Moreover, he accords a specific musical form to
each section, creating an overall symmetrical structure pivoting around a
central backone of a double fugue written on the text from St. Paul’s
Epistle to the Romans, Chapter VI, Verse 9. This neatly draws together the
theme of the textual strands mentioned above: “ Ihr aber seid nicht
fleischlich sondern geistlich” (But you are not in the flesh, you are in the
Spirit).

It is well-known that Bach was intrigued by links and interplay between
numbers, lettersand musical notation, in particular the direct correlation
between the alphabet and the German letters of solmisation (the famous
BA-C-H motif in B flat, A, C, B natural) as well as the conversation using the
numeric alphabet (A=1, B=2, C=3, ...I-J=9, K=10, U=V=20,...) of a word into a
number (of notes in a motif, or bars, etc.). This latter transformation is to
be found in “Furchte dich nicht, Ich bin bei dir”, BWV 228. Totalling the
corresponding numbers for the letters contained in “Furchte dich nicht”
produces a sum of 154 and this motet is 154 bars long. Moreover, it is
divided rigorously into two equal halves of 77 bars: the first being written
as an alternate double chorus, the second in the form of two chorale
phrases sung by soprano voices, with counterpoint from altos, tenors and
bass, singing in imitation, on two different motives. The main motive of the
second part, characterised by descending chromatic notes on the text
“Denn ich habe dich erléset” (As | have redeemed you), is repeated 33
times, the number 33 corresponding to Christ’s age when he was crucified.
“Singet dem Herrn ein neues Lied”, BWV 225, is divided into three main
sections. The first part, which sets Psalm 149, verses 1 to 3, to music, 152
bars long, which matches he total numeric value of letters in the words
“Singet dem Herrn”.

As far as the rendition of the various signifiers in the text in to music is
concerned, examples abound so we will limit ourselves to presenting a
selected few. In BWV 226, the word “Geist” (Spirit) is rendered by a
melisma in semiquavers — a soaring lyrical embellishment. Virtually the
same treatment is accorded to the adjective “geistlich” (in the Spirit) in the
double fugue in BWV 227. In BWV 228, the setting to music of two words
expressing a similar idea — “(ich) stérke (dich)” (I give you strength) and
“(ich) erhalte (dich)” (I give you succour) — through a lengthy vocalise
(which is almost prolonged ad infinitum in the latter case) stand in stark
contrast to the homophonic and syllabic setting. “ Springe” (explode) in “
Jesu meine Freude” is expressed almost visually in the music by soaring
melodic minor sixths in the soprano voice and by descending octaves in the

bass, then, in a second phase, by a descending octave for all voices. In the
same piece, it is worth highlighting the dissonance used to mark certain
words such as “Hélle” (hell), “Stinde” (sin), “Tod” (death)...

As we have sought to illustrate, the quest to infuse the music with a direct
translation of the meaning of the text lies at the heart of Bach’s
compositional technique in these motets. Understanding this approach,
considered in Bach’s time to be crucial in producting a faithful rendition of
the text into music, offers a more accessible and keener insight into these
works. It also enables us to grasp more clearly the way in which Bach
himself interpreted the texts that he was setting to music. There is little
doubt that nothing is more gratifying for either performer or listener than
to feel at one with the composer.

OSTER-ORATORIUM (CD103)

The Easter Oratorio BWV249, the first of the three works Bach called an
Oratorio (the Christmas Oratorio BWV248 and the Ascension Oratorio
BWV11 are the later examples), is compiled of earlier material conceived
for secular purposes. The original composition was a congratulatory
cantata (BWV249a) written for the birthday of Duke Christian of Saxony-
Weissenfels (1682—1736) and performed on 23 February 1725. The music
for this cantata was promptly re-used for a liturgical work celebrating the
first Easter feria of the same year (i.e. 1 April 1725).

The composition consists of eleven numbers, of which the first two
(Sinfonia and Adagio) are purely instrumental, almost certainly taken from
a concerto, one of the many written at Kéthen, just as it is probable that
No.3 of the Oratorio (a duet, then transformed into a chorus in a revival of
the work that took place after 1740) might well have been the original
concluding Allegro of this or some other concerto. The concerto style
manifest in the first three movements of the cantata is followed by the
style of the suite, found in the later movements. Thus, No.5 is a Tempo di
minuetto, No.7 is a Bourrée, No.9 a Gavotte and No. 11 a Gigue. There is
no cause for surprise here: examples of dance forms applied to arias in
liturgical cantatas are extremely frequent in Bach (one could enumerate at
least a hundred). The galant style was, therefore, a banner under which
Bach by no means refused to serve; he applied himself to cultivating, with
consummate art, a taste and a manner that were specific attributes of his
time.

MAGNIFICAT (CD103)

The Magnificat was Bach'’s first large-scale and complex piece of church
music, and the only five-part vocal and instrumental work written before
the B Minor Mass. It was performed twice, with a cantata, during Bach’s
first Christmas in Leipzig in 1723. Because he became cantor of the
Thomaskirche after Easter and Pentecost, Christmas 1723 was his first
opportunity to make a festive musical statement. During the Leipzig
Vespers on normal Sundays the Magnificat was sung in German, but on
feastdays it was sung in Latin with instrumental accompaniment. Bach’s
Magnificat is remarkable for the unusual five-part choral writing, extensive
instrumentation, symmetrical plan, and contrasting expression in the
various movements. In order to create a symmetrical form and to
underline the significance of the text, Bach repeated the music of the
opening movement in the final doxology ‘sicut erat in principio’ (as it was
in the beginning). From the late Middle Ages it had become a tradition to
add four German and Latin hymns to the Magnificat, the so-called Laude.
Bach included four hymns of praise: ‘Vom Himmel hoch, da komm ich her’,
‘Freut euch und jubiliert’, ‘Gloria in excelsis Deo’, ‘and ‘Virga Jesse floruit’.
These movements were performed from the east-end organ gallery in the
Thomaskirche, the swallow’s nest balcony opposite the west-end choir
gallery from which the other movements of the Magnificat were
performed. Since these ‘laude’ referred to Christmas, Bach omitted them
from a later revision to make the work suitable for other occasions in the
church year and for general use in Vespers.

SECULAR CANTATAS BWV 36C, 203 & 209 (CD104)
Next to opera, the cantata was the most popular musical genre in the 17th
and 18th centuries. It owed its appeal to an infinite capacity for adaptation
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to different purposes. Cantatas were composed for a wide variety of
occasions. In this way the vocal music of the Baroque era came to
transcend the boundaries of courtly life to find its way into more humble
bourgeois circles. Johann Sebastian Bach wrote cantatas of every
description throughout his creative life, producing music of superior quality
for whoever commissioned or ordered him to supply such pieces. In fact,
they were not just intended for his successive employers. He also
composed cantatas, mostly secular ones, as well as motets and other
works for a number of private and “public” clients. The production of such
piéces d’occasion was something of a musical service industry. In this
respect, Bach was no different from many of his fellow composers.

Bach was always concerned to make repeated use of his music, both for
other occasional works and for sacred compositions. The fact that this
sometimes involved a complicated reworking of the original material
suggests an economical approach bordering on frugality.

Schwingt freudig euch empor (BWV 36¢) is the title given to the original
version of a cantata that subsequently provided the basis for no less than
five reworkings, the last being the Advent cantata of the same title. No
other Bach cantata is known to have been rearranged so often. In its
original form, written down in the spring of 1725 and recorded here for the
first time, it served to celebrate the birthday of a teacher.

Apart from an allusion to his advanced age (“the silvery attire of old age”),
the text provides no clue as to his identity, which has not been established
so far. In keeping with the structure of the text, the music follows a
symmetrical ground plan, with the bass aria “Der Tag, der dich vordem
gebar” as the central feature. This powerful aria, accompanied by full-
voiced strings, is flanked by two arias with more light-textured scoring and
by two choruses, all of them linked by secco recitatives. The third and
seventh movements involve obbligato parts for oboe d’amore and viola
d’amore, respectively. These soft-toned Baroque instruments are well-
suited to describing the “gentle steps” and “feeble voices” referred to in
the text.

The text of the cantata BWV 209, Non sa che sia dolore, was drawn at least
in part from Italian verses by Giovanni Battista Guarini (Partita dolorosa,
1598) and Pietro Metastasio (libretto for the opera Semiramide
riconosciuta, 1729). There is repeated mention here of a sea voyage, of
winds and waves. The destination of the journey is Ansbach, a town in
Franconia. Since there is no waterway linking Leipzig with Ansbach, these
allusions can be put down to the allegorical nature of the poetry. The
traveller leaving Leipzig is a young scholar at the beginning of his career.

This view tends to challenge the long-accepted hypothesis that Bach
composed the cantata when Johann Matthias Gessner, later to become
rector of St. Thomas’s School, left Weimar for Ansbach in 1729. As he was
already 38 years old at the time, it seems more plausible that Bach had
someone else in mind: Lorenz Christoph Mitzler, a close associate of his,
who obtained his master’s degree in 1734. Mitzler was then 23 years old,
about to embark on a successful career. Since there is clear musical
evidence of features associated with Bach’s late style, the work is much
more likely to have been composed in 1734 than at an earlier date.
Moreover, the sinfonia in B minor with its prominent transverse flute is
stylistically related to the Orchestral Suite in B minor, which dated from
the same period. Given its concertante style, it may well have been
adapted from an instrumental concerto. The arias of that cantata, written
in the keys of E minor and G major, are dominated by the sound of the solo
flute and exude a “Hesperian” flavour which invests the work with a
magical charm entirely its own.

The cantata Amore traditore BWV 203 originally formed part of a now lost
omnibus volume comprising various Italian cantatas. Apart from works by
Heinichen, Conti, Telemann and others, it also included a composition
entitled “No 1 Cantata a voce solo e Cembalo obligato di Giov. Seb. Bach”.
The volume is known to have been still extant in Munich by the year 1862.
Laid out in three movements, the composition is available only in the form
of copies, and it was first published in the old Bach edition.

Bach surely performed Italian arias and cantatas of the kind found in the
collection during his Cothen period (1717-1723) because Prince Leopold of
Anhalt-Céthen, in line with the prevalent taste, was partial to Italian
cantatas, choosing to sing the bass parts himself. The text, which offers
Italian amorous verse in familiar stereotypes, is of unknown authorship
and has not been set to music by any other composer. It is interesting to
note that the first two movements only contain the continuo line while the
third has been written out in full. Both arias are of the da capo type. The
work is of a high compositional standard, but contains no stylistic evidence
of Bach’s characteristic assimilation and development of the Italian style.
So its authenticity cannot be taken for granted.

© Martin Méller (Translated by Ulrich Biising)

SECULAR CANTATA BWV201 (CD105)

Bach’s cantata “The Dispute Between Phoebus and Pan” belongs to the
large number of secular cantatas that were written for Leipzig’s middle-
class public. While a few of these cantatas can be assigned to Bach’s first

years in Leipzig, the vast majority were composed after 1729, that is, after
Bach had composed most of his church cantatas. The present cantata was
probably composed for the St. Michael’s (autumn) fair in 1729, although
the particular occasion is not known and cannot be determined from the
text. Henrici (Picander) wrote the text, taking the plot from the eleventh
book of Metamorphoses by Ovid. There, a musical competition is depicted
to which Phoebus Apollo, the inventor of the cithara (Zitter), is challenged
by Pan, the flute-playing god of woods and meadows To Ovid’s cast of
characters — which, in addition to Phoebus Apollo and Pan, includes
Tmolus, the god of the mountain of the same name, and Midas, the Lydian
King — Picander added Mercurius, the god of merchants, and Momus, the
god of reproach and mockery. The author, no doubt working closely with
Bach, used the mythical subject matter to enter into the musical-aesthetic
debate then current in Leipzig and all of Germany. Simple naturalness was
the fashionable ideal. Too much erudition was considered eccentric,
polyphony was dubious, obsolete, and unnatural. Bach had to battle
against such criticism of his music from the very beginning of his tenure,
and in his test pieces (Cantatas 22 and 23) as well as on many other
occasions he thought it proper to prove that he understood the modern
way of writing as well as all of the traditional ones.

In the cantata “The Dispute Between Phoebus and Pan” Bach seizes the
opportunity to defend his art discreetly but decisively. Along with the
classical subject-matter he now includes the debate with his critics, clearly
enough for every party to the dispute to recognize. It is even possible to
associate the mythical figures with certain actual figures in Leipzig. Thus
we can perceive Phoebus as Bach himself, Pan is the arrogant and absurdly
presumptuous university music director Johann Gottlieb Gérner, Midas is
Johann Adolph Scheibe, who already in his student days in Leipzig tried to
make a name for himself as a critic of Bach. The action of the cantata
begins with the challenge to Apollo, the representative of serious
polyphonic music, By Pan, the representative of the simple art of the forest
and meadows. They choose seconds — Phoebus Apollo picks Tmolus and
Pan chooses King Midas. After the performances of the two contestants,
everyone except King Midas agrees that Apollo is the winner. The loser,
however, is not punished, rather his defender Midas, who must wear a
fool’s cap and is thoroughly reproached.

Because the “rules” of the “Dramma per musica” require that each of the
protagonists sing an aria, Bach had to compose six arias, to which were
added the connecting recitatives that carry the plot forward, and an
opening and closing chorus performed by all the soloists. The choruses are
therefore in six parts, since bass and tenor are each represented twice —
this texture is not to be found elsewhere in Bach’s works. The sequence of
choruses and arias is most carefully planned and executed by Bach, with
arias of a bucolic character alternating with lyrical ones. In the opening
chorus the winds are summoned to proceed to a cave, so that the
“resonating to and from” of the musical competition is not endangered.
After the first recitative, in which the challenge is issued, Momus appears
and sings an aria ridiculing those who believe everything that they see.
Then Phoebus Apollo enters as the first competitor. That Bach identified
with this character is shown by the choice of his favorite key, B-minor, as
well as the high level of artistry and intensity with which the aria “Mit
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Verlangen” is composed. The aria is directed towards Hyacinthus, who,
according to Greek mythology, was a favorite of Apollo. Of the many arias
in which Bach expresses deep, wistful longing, this is the most exquisite.

Thereupon follows Pan’s aria, a musical joke full of overt and hidden
subtleties that shows that Bach saw his opponents not so much as
incompetent as simply limited in their musical understanding. A few years
later Bach reused this aria in his Peasant Cantata. Now Tmolus has his say.
After he establishes that Pan’s art is only able to delight forest and
nymphs, he praises Phoebus’ graceful melody, in which “one loses oneself,
whoever understands art”. In the oboe part Bach writes a crescendo, the
only time he expressly calls for this effect. The first and second violins play
together in unison in Midas’ aria as well as Pan’s. At the point in the aria
where Midas sings “denn nach meinen beiden Ohren” (“because to my
ears”), Bach writes a musical donkey bray, a reference to the donkey’s ears
(i.e. fool’s cap) with which, according to Ovid, Midas is punished. The role
of the punisher is taken in the cantata by Mercurius, in whose aria Midas
receives his clear reference to the musically foolish contemporaries with
their lack of understanding and reason, who “simply judge without due
consideration”. Bach compose the final chorus as a rejoicing song of praise
to music, whose “sweet tones can even charm the gods themselves”.

© Martin Méller (Translated by Mark Knoll)

WEDDING CANTATAS BWV 202 & 210 (CD106)

The two wedding cantatas from the hand of Johann Sebastian Bach are
united on the present CD. These are not the only ones that he composed —
we know of two others that unfortunately have not survived: “Auf! Suss
entziickende Gewalt” and “Vergniigte Pleissenstadt”. From the first work,
however, we know two movements, as they have been preserved in
parody form as the arias “Ach bleibe doch, mein liebstes Leben” and “Jesu,
deine Gnadenblicke” from the Ascension Oratorio.

That certainly many more wedding cantatas have been lost, in addition to
the two mentioned above, can be attributed in part to the custom of
bestowing the scores of such works on the bridal couple in beautifully
written out presentation copies. This is substantiated by the fortunately
surviving presentation copy of the Cantata 210, the calligraphy of which is
more meticulously worked out that anything else we know of by Bach. Also
the music of Cantata 210, “O holder Tag, erwiinschte Zeit”, is exceptionally
charming. It is dedicated to a bridal couple who cultivated intellectual
interests and who accorded music a high place in their shared life. Apart
from this, however, virtually nothing is known about the happy couple — a
circumstance that has not deterred some Bach scholars from speculating
about their identity. In any case, they were married around 1740, but the
greater part of the cantata, albeit with a different text, originated about a
decade earlier.

The work takes its cue from the Italian solo cantata and requires but a
single soprano for the vocal part. This part is exceedingly demanding and
more difficult than anything else Bach composed for solo soprano.
Coloratura runs, myriad ornaments, and extremely high passages that
reach up to c-sharp’’ require from the soloist a fully trained, professional
technique, one which she only rarely had opportunity to demonstrate
anywhere else in Leipzig due to the exclusion of female soloists from the
church, which was then still in force.

The instruments that are called for consist of strings, oboe, and flute, in
addition to the continuo group. The flute part is also quite virtuosic and
requires exceptional skill on the part of the soloist. The virtuosity serves
Bach as a means for creating variety, something that is not so easily done
considering the substantial length of the work and the limited number of
musicians. Bach solves the problem by making use of differing structures
and rhythmic figures, by changing the number of sounding parts, and by
various other means. The cleverly written text also helped, which has as its
theme the relationship between love and music. The latter can, indeed,
charm the soul, even cause rapturous fainting, but it can also lead astray to
vanity when the couple should instead be approaching the altar of thanks.
Music is, after all, no “panacea” for a happy marriage. And even the flute,
as an instrument of mourning, is not entirely suited to a wedding
celebration. But music is protected by heaven, it is the equal of love, and

coaxes the senses toward heaven. Therefore love can tolerate music
“before its throne”. The text concludes with best wishes for the bridal pair.

We know even less about the origins of the Cantata 202, “Weichet nur,
betriibte Schatten”, than we do about its sister work. It fits stylistically in
Bach’s early Leipzig period. However, it survives only in a single copy, that
shows signs of being much older. In this case there is also no indication for
whom the work was written. We do know, though, that the wedding took
place in the springtime, as the text speaks of the world becoming new:
since the days are free from cold, flowers are blooming and Amor is
seeking his pleasures. His delights, in contrast with those of nature, are
permanent, so that the couple may look forward to “a thousand sunny
days of abundance”.

The instrumentation of this chamber cantata is even smaller than that of
Cantata 210 — in addition to the usual strings only a solo soprano and solo
oboe are called for. But again Bach achieves maximum variety through
compositional means. Exemplary thereof are the ascending string chords
representing the receding shadows of winter, or the nearly literal depiction
of Apollo hurrying “with swift horses”. The opening aria, corresponding in
its three-part form to the French overture, is a movement of great
expressivity. The second movement stands in stark contrast, requiring only
a continuo accompaniment. The two arias that follow are both trios, the
first with solo violin, the second with solo oboe. Only in the concluding
movement is the entire ensemble reunited, bringing the cantata to a close
with a gavotte, a dance in whose rhythms Bach frequently expresses a
feeling of contentment.

© Martin Méller (Translated by Mark Knoll)

SECULAR CANTATAS BWV 204 & 208 (CD107)

The concept of “pleasure” had a different meaning in the Baroque era than
that common today. Exuberant, or even exalted, entertainment was not
meant, rather the ability to be at peace with oneself and to be satisfied
with spiritual riches. This ideal was highly valued, and so it is not surprising
that it is often extolled in Baroque poetry. Christian Friedrich Hunold,
known as Menantes, also occupied himself with this them on more than
one occasion, particularly in the poems “Concerning Satisfaction”, and
“The Contented Person”, which appeared in 1713. Many years later, these
texts served Bach as a libretto, albeit in a rearranged and slightly changed
form, and the editor — perhaps Bach himself — also added additional verses
from another unknown author. The very general content of the text does
not allow any firm conclusions to be drawn about its intended purpose, but
it seems probable that it was conceived to be heard in the home, perhaps
even in Bach’s own household. This is suggested by the limited performing
forces of a single solo soprano and few instruments — flute, oboes, strings
and continuo.

Bach was forced to solve several difficult compositional problems. Primary
among these was the metric rigidity of the text, which could be reconciled
only with difficulty with the forms of recitative (movements 1 and 7) and
aria. Furthermore, he could not alter the sense of the text, but still he had
to provide at least a minimum of entertainment value. Bach achieved this
above all through the highly varied treatment of the arias. Movement 2
presents at the beginning a brooding siciliano inspired by the concept of
the “poor heart”. In movement 4, solo violin figuration unfolds, beneath
which the vocal part is inserted. Movement 6 is a trio with flute, and
movement 8 concludes the work with full orchestra in a festive, quasi-
rondo.

The cantata 208, “Was mir behagt, ist nur die muntre Jagd,” (hunting
cantata) was written considerably earlier than cantata 204 from approx.
1726. Bach composed it already in 1713, while still court organist in
Weimar, for the neighboring court of Weissenfels. The prince there,
Christian, was indeed an enthusiastic hunter, but his pursuit of this and
other passions led his realm into financial ruin, which ultimately had to be
placed under trusteeship. The text of the cantata, which helped to
celebrate the prince’s thirty-fifth birthday, was penned by Salomo Franck,
consistorial secretary at Weimar and librettist for many of Bach’s cantatas.
The story of the text is simple and is carried out by four persons: Diana
(soprano), Endymion (tenor), Pales (soprano Il), and Pan (bass). Endymion,
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Diana’s lover, complains to her that she has been neglecting him because
of her excessive hunting. Upon learning, however, that the hunt serves to
honor Christian, Endymion withdraws his complaint and joins in with
Diana’s song of praise. Pan, the god of fields and meadows, and Pales,
goddess of shepherds, join in as well. Pan’s powers are transferred to
Christian, various songs of praise are sung, and everyone unites for the
choruses “Long live the sun of this earth,” and “You most lovely moments!
You joyful hours.”

Bach reused this last chorus later in Leipzig as the introductory chorus to
the cantata 149, “Man singet mit Freuden vom Sieg,” and other
movements reappear in various sacred cantatas as well. Bach had the
entire “hunting” cantata performed at other festivities at the Weimar
court, and perhaps also in Céthen. For these occasions he simply changed
the name of the prince to be honored.

The music of the numerous arias is charming and quite diverse. The aria
“Sheep may safely graze” has attained exceptional popularity. The aria
“While the herd, thick with wool” ends with a ritornello that suggests a
dance interlude, and the whole cantata concludes with hunting motives
that lend the work formal continuity.

© Martin Méller (Translated by Mark Knoll)

SECULAR CANTATAS BWV 205 & 207 (CD108)

The university in Leipzig assumed a continuing and significant place in the
city’s music life. It had at its disposal its own church in which music was
performed regularly — albeit not every week. In its Collegium Musicum it
had a fluent instrumental ensemble, and the musical enthusiasm of the
students aided in bestowing on Leipzig’s musical life an excellence that
would not have been possible through purely municipal means. Johann
Sebastian Bach was, of course, fully aware of these circumstances, and
attempted to secure for himself a dominant place in the university’s music
life from the very beginning of his tenure in Leipzig. Along the way to this
goal he had to overcome resistance by the university’s directors as well as
the municipal authorities, and often had to turn to the royal court for
assistance.

From the outset, however, Bach was accepted and revered by the student
body, who were able to recognize his musical qualities without getting
involved in institutional “turf” wars. Thus Bach often received commissions
for compositions from the students already during the first years of his
service in Leipzig, as was the case on 03 August 1725, when the beloved
professor of botany, August Friedrich Miille, was honored on his name day.
Bach composed a large-scale, expansive, open-air piece, “Zerreisset,
zersprenget, zertrimmert die Gruft,” whose plot is based on a fancifully
free treatment of Virgil's “Aeneas”. While Pallas Athena and the Muses
celebrate a festival in honor of Professor Miiller on the Helicon, the hill of
the Muses, Aeolus, the god of wind, pays his respects in the form of an
autumn storm. Following entreaties by Zephyr, the god of the mild
summer breezes, and Pomona, the goddess of fruit cultivation, it is finally
Athena who is successful in bringing about a temporary pause in the storm
during the celebration.

Compositionally, charming and heterogeneous score. While the framing
choruses bring together a splendid instrumental ensemble of trumpets,
horns, oboes, flutes, and strings, the 6 arias are clearly distinguished from
one another through instrumentation as well as in character. Of particular
interest are the two arias of Aeolus: whereas in his first aria Aeolus’
anticipation of the destructive power of his autumn storm is given an
almost wild expression, his second aria offers an aural treat with its unique
instrumentation of trumpets and horns.

The cantata “Vereinigte Zwietracht der wechselnden Saiten” likewise
belongs to those cantatas that Bach composed for the university in Leipzig.
On 11 December 1726, the philologist and jurist Gottlieb Kortte from
Beskow was installed as professor of law. He was paid homage on this
occasion with a celebratory composition, whose librettist is still unknown.
The text is presented by four voices representing the allegorical figures of
diligence (tenor), honor (bass), happiness (soprano), and thankfulness
(alto). They praise the merits of their virtues, grant success to those who

possess them, and declare that they are all united in the person of Kortte.
The concluding chorus, in spellbinding fashion,
“countless years of blessing” to the honored guest. These, however, were
not to be granted to him — he died just four years later at the age of 32.

extends wishes of

The cantata’s opening chorus is an arrangement of the final movement
from the Brandenburg Concerto no. 3, with a choral part added. Bach
frequently made use of this technique, and, although it is somewhat
experimental, he succeeded in creating a unified and aesthetically
satisfying choral movement. Even the change from a starting downbeat to
an upbeat, caused by the stress of the text, is not noticeably detrimental.
Following the fifth movement, a duet accompanied by continuo, Bach once
again inserts a borrowing from the third Brandenburg Concerto — the
second trio rearranged and reorchestrated. In this way, the rather
recitative-laden cantata is broken up and articulated. Conspicuous in the
third aria for alto, are the “quietly penetrating, fanfare-like motives of the
unison violins and violas” (Spitta), which are untypical for Bach.

The two compositions for the university by Johann Sebastian Bach that are
joined on this recording reveal the music director at the peak of his
creative powers, powers that he by no means dedicated exclusively to
figural church music.

© Martin Méller (Translated by Mark Knoll)

SECULAR CANTATAS BWV 206 & 215 (CD109)

Friedrich August | (August the Strong), Elector of Saxony, who, as August II,
was also King of Poland, died in the year 1733. His son, elector Friedrich
August |I, likewise succeeded in being elected King of Poland — as August
Ill. During a hastily planned trip, he came to Leipzig in October of 1734,
where the ceremonies attending his visit, which included an open-air
performance of a cantata, had to be prepared on extremely short notice.
The commission to compose the cantata, which came from the university,
was awarded to Johann Sebastian Bach, the city’s cantor who was very
much beloved by the university students. Bach was thus placed in the
position of having to compose a grand festival piece, which also had to be
appropriate for an open-air performance, in the space of three days. Bach
rose to the task in his usual masterly fashion, although he had to resort to
some exceptional means. For example, he made use of no fewer than eight
copyists, who, working according to a well thought-out pan, prepared the
parts from the score written out by Bach. It was also unavoidable that
Bach would need to reuse music what was already written, specifically the
opening chorus and the first two arias. But Bach was able to create out of
the old and newly-composed material a homogeneous festival piece that
counts among the most valuable secular cantatas to have survived from his
pen. The librettist, Johann Christoph Clauder — a not insignificant linguistic
reformer — took the circumstances surrounding August’s election to the
Polish throne as the subject matter of his cantata text. An opposition party
had namely elected another candidate, Stanislaus Leszczynski, as King of
Poland, but he was defeated after a short campaign, his last refuge being
Danzig before fleeing the country. Danzig, “that city, which had so long
opposed him,” had to surrender in July 1734, thereby assuring August’s
victory and clearing the way for him to be crowned king in Poland and
Saxony.

“Schleicht, spielende Wellen und murmelt gelinde” also belongs to those
cantatas that Bach composed for the Saxon royal house. The occasion for
its composition was birthday or name day of August Il sometime during the
1730s. The libretto of this “dramma per musica” is based on a dialogue
among mythical characters representing the rivers Vistula, Elbe Pleisse,
and Danube. The Elbe, Vistula, and Danube argue among themselves for
the privilege of being able to claim the person and family of the Elector for
their own. The Plesse (a branch of the White Elster that flows through
Leipzig) sets itself up as referee of the dispute. That the Danube should
appear alongside the rivers actually ruled over by August, has its basis in
the fact that Maria Josepha, the wife of August I, was an Austrian princess.

The Vistula at first praises August as a peacemaker. After having earlier
compared itself to the Cocytus (a river in the underworld), it now
announces that the gates of the Janus temple can be closed (in ancient
Rome this was usually done only during times of peace). Thereupon the
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Elbe eloquently chimes in with its venerable claim as being the principal
river of Saxony. Even the Danube, as home to the “fair Josephine,” stakes
its claim. But the Pleisse decides that the Danube must give up its
prerogative, while the other two rivers must share August’s presence.

The “lovely harmony” thereby created is praised by all in recitative and in
the rondo of the concluding chorus.
© Martin Méller (Translated by Mark Knoll)

SECULAR CANTATAS BWV 211 & 212 (CD110)

Next to opera, the cantata was the most popular musical genre in the 17th
and 18th centuries. It owed its appeal to an infinite capacity for adaptation
to different purposes. Cantatas were composed for a wide variety of
occasions. In this way the vocal music of the Baroque era came to
transcend the boundaries of courtly life to find its way into more humble
bourgeois circles.

Johann Sebastian Bach wrote cantatas of every description throughout his
life, producing music of superior quality for
commissioned or ordered him to supply such pieces. In fact, they were not
just intended for his successive employers. He also composed cantatas,
mostly secular ones, as well as motets and other works for a number of
private and “public” clients. The production of such pieces d’occasion was
something of a musical service industry. In this resect, Bach was no
different from many of his fellow composers. Bach was always concerned
to make repeated use of his music, both for other occasional works and for
sacred compositions. The fact that this sometimes involved a complicated
reworking of the original material suggests an economical approach
bordering on frugality.

creative whoever

The two cantatas featured here attest to Bach’s role in the musical life of
Leipzig's burgher class. Having already composed the major part of his
sacred vocal works, he in 1729 took charge of the Collegium musicum, an
instrumental ensemble which Telemann had founded as a student in 1702.
Now he turned increasingly to chamber and orchestral music, developed
his own distinctive form of the keyboard concerto and produced a large
number of secular cantatas for various occasions. Many of them were
presented in Leipzig's coffee-houses, and it was in such a place that the
Coffee Cantata written in 1732 received its first performance.

The text was published that same year by Christian Friedrich Henrici, using
the pseudonym of Picander, in the third volume of his poetry. Apart from
Bach’s, there are settings by two more composers. The action revolves
around a Leipzig middle-class family. Herr Schlendrian’s daughter has
become addicted to coffee. The prospect of marriage appears to bring
about a change of mind, but then she lets it be known that she will reject
any suitor who might forbid her to indulge her passion. The moral of the
story is summed up in the final trio “ Die Katze lasst das Mausen nicht, die
Jungfern bleiben Coffeeschwestern” (Just as a cat won’t leave the mice
alone, the young ladies will remain wedded to coffee).

Apart from the daughter, Liesgen (soprano), and her father Schlendrian
(bass), the solo parts include a narrator (tenor) whose appearances are
confined to the opening and closing recitatives. The music depicts the
character of the two protagonists in a highly imaginative and drastic
manner while never overstepping the limits of good taste. Bach presents
Schlendrian as an angry father, as suggested by a persistent ostinato motif
in the entrance aria, and Liesgen as a light-hearted girl who first yearns for
coffee and then for a husband, articula ting her feelings in three-eight and
six-eight time. All voices and all instrumental parts (flute, strings, continuo)
are brought together in the final trio, a bourrée which derives its originality
from its three-bar pattern.

The Peasant Cantata was composed in 1742 to celebrate the installation of
the Saxon squire, Carl Heinrich von Dieskau, as lord of the manor at
Kleinzschocher, an estate he had inherited from his mother. In line with
tradition, a ceremony was arranged to mark the occasion, with Bach’s
music adding a festive touch. Actually, there were no peasants involved.
The choice of a rustic setting was attributable to a new fashion, which had
come to replace the prevalent taste for mythological and pastoral subjects.

Once again, the text came from the Leipzig poet (and tax collector)
Henrici/Picander, whose superior Dieskau had been in his capacity as
district inspector of taxes. The upper Saxon dialect is used for the opening
chorus, and standard German for the remainder of the text, which is,
however, interspersed with phrases in the vernacular.

The music shows that even at an advanced age Bach was by no means out
of touch with the peasant culture of his native Thuringia and Saxony. It is
full of quotations and allusions, which were generally understood in his
day, generating a form of musical humour that can be appreciated only to
a very limited extent today. The overture consists of seven parts, all of
them simple in design. With two exceptions, the arias also dispense with
complicated textures, being more in the nature of dance forms common at
the time. The two outer Pieces, “Mer hahn en neue Oberkeet” and “Wir
gehn nun, wo der Tudelsack” are conceived as bourrées, “Ach es schmeckt
doch gar zu gut” and “Ach, Herr Schdsser, geht nicht gar zu schlimm” as
polonaises, and “Fiinfzig Taler bares Geld” as a mazurka. The aria “Unser
trefflicher lieber Kammerherr” is Bach’s contribution to the most popular
variation piece of the Baroque period, the sarabande “ “Folies d’Espagne”.
Unfortunately, we do not know how this melody relates to the squire nor is
it possible to decipher most of the remaining musical allusions and
quotations. To provide a contrast to the rustic setting, each of the two
soloists is given a fully written-out da capo aria, “Klein-Zschocher misse so
zart und sisse” being assigned to the soprano, and “Dein Wachstum sei
feste” to the bass. This aria is a parody on Pan’s aria “Zu Tanze, zu Sprunge,
so wackelt das Herz” from the cantata BWV 201 (Geschwinde, geschwinde,
ihr wirbelnden Winde).

© Martin Méller (Translated by Mark Knoll)

SECULAR CANTATAS BWV 213 & 214 (CD111)

The secular cantatas, “Lasst uns sorgen, lasst uns wachen,” BWV 213, and
“Tonet ihr Pauken, erschallet Trompeten” BWV 214, are part of a whole
series of homage cantatas from the pen of Johann Sebastian Bach for the
electoral-Saxon ruling house. These compositions, which were required by
none of Bach’s offices, were considered a recommendation to the ruling
sovereign and his family and most probably had a connection with Bach’s
efforts to obtain the title of “Electoral-Saxon Court Composer”. As the
difficulties with his superiors in the St. Thomas school began to multiply,
Bach had hopes that an official relationship with the house of Wettin
would be advantageous. But only in 1736 did Friedrich August Il (as King of
Poland, August Ill) grant the composer’s wish and bestow on him the
coveted title.

Bach’s homage cantatas were not performed at court in Dresden, nor even
necessarily in the presence of one of the court’s representatives, rather
publicly in Zimmerman’s Coffee House on Katharinenstrasse in Leipzig.
Bach rehearsed regularly here with the Collegium musicum, a student
group whose direction he had assumed in 1729 and which had proven
itself to be an especially suitable “instrument “ for such performances. On
September 5th, 1733, in the garden of Zimmerman’s Coffee House, a
performance of the festival music for the birthday of Prince Friedrich
Christian took place. This was the cantata, BWV 213, which the poet
Christian Friedrich Henrici, known as Picander, had given the title “Hercules
at the Crossroads”. The figure of Hercules, often used in the Baroque as a
symbol for the monarch, is here projected on the person of the young
crown prince: like Hercules, as the god Mercury reveals at the end, the 11-
year-old prince had already very early decided on the thorny road of virtue
rather than the presumptuous promises of lasciviousness. Subtitled
“Dramma per musica”, the cantata does in fact take on dramatic qualities
related to the opera seria as it presents the efforts of Virtue and Vice, in
tension-filled dialogue, to claim the young hero for themselves.

The festival cantata, BWV 214 was composed for the occasion of the
birthday of the Princess-Elector and Queen of Poland, Maria Josepha, on
December 8th, 1733. The goddesses of peace (Irene) and war (Bellona),
Pallas as protector of art and science, and finally Fama, the personification
of fame (sung by a bass) sing the praises of the queen. Unlike BWV 213, the
libretto, by an unknown poet, here does not outline a dramatic scenario
(although this cantata is also designated a “Dramma per musica”), rather it
presents the songs of praise in linear succession.
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When Bach was writing his Christmas Oratorio one year later, he reused
much of the musical material from these cantatas, using the so-called
parody technique to set new, sacred texts to the music. Thus the chorus
“Tonet ihr Pauken, erschallet Trompeten” became the famous opening
chorus of the Christmas Oratorio, “Jauchzet, frohlocket, auf preiset die
Tage,” Hercules’ repudiatory “ Ich will dich nicht héren” (BWV213/9),
became the aria “Bereite dich Zion” with a completely different “affect”
and so forth. The practice of parody was nothing unusual during Bach’s
era. Because the homage cantatas could only be performed once — on the
specific occasion of their composition- considerations of economical
recycling were wholly appropriate. And because Baroque theory still
maintained the unity of secular and sacred styles (only the text determined
the difference), a panegyric for a secular ruler could seamlessly become a
song of praise to the glory of God.

© Armin Krémer (Translated by Mark Knoll)

MATTHAUS-PASSION BWV244 (CD112-114)

The fact that the Bach family was unanimous in considering St. Matthew
Passion the greatest of its genre leaves little doubt that Johann Sebastian
was well aware of the work's singular qualities. And when Anna Magdalena
supplied a figured bass with the heading "for the great Passion", there
were no questions in the house of St. Thomas’ choir master about which
work she had in mind.

Bach revised the Passion on numerous occasions, adapting it to the
performance setting. All the alterations had one thing in common, namely
that they were intended to amplify the impact of the monumental design.
That Bach went to the length of employing two choirs for the vocals and a
full orchestra doubled, must have seemed extortionate indeed to his
contemporaries. It is all the more astonishing that we know so little of the
work’s origins and the conditions under which it was performed. There is
no indication of scoring for St. Matthew Passion, or of its reception by
Leipzig's churchgoers. Not even the year of the premiere can be
established with complete confidence. While 1729 used to be the
consensus among Bach scholars, the belief has now gained ground that the
work must have been performed two years earlier in St. Thomas' Church.

The city fathers and church leaders in Leipzig had no lack of grounds for
objecting or presenting their cantor with legal documents designed to pur
him in his place (as they indeed did with relish on lesser occasions). For
Bach's contract of May 1723 includes a passage requiring him to "preserve
good order in the churches by fashioning the music in such a way that it be
not unduly protracted, further that it be constituted in such a manner that
the outcome is not operatic but may rather may atouse the spirit of
reverence amongst those present. "Bach's rendering of St. Matthew
Passion not only far exceeded the time limit but enlisted the entire
repertoire of vocal forms at his time. From the world the world of opera he
borrowed the various recitative forms (secco and accompagnato), the
principle of arias and ariosi, and inserted among them congregational
chorals based on the word of the Gospeland polyphonic choruses.

It was in the line of tradition that the "musical Passion" was performed
during the vesper service on the afternoon of Good Friday, usually
beginning at 2 o'clock.The first part of the Passion (up to Christ being taken
prisoner) preceded the sermon, while the inquisition at the hands of the
highpriests and the crucifixion came after it. The Leipzig-based poet
Christian Friedrich Henrici (called Picander) divided the words of the
Gospel According to St. Matthew into 15 "acts" based on the progress of
events and rounded off each set with a meditation. One might easily
believe at first sight that the focus is on the originai Bible text, but Bach's
musical setting shifts the centre of gravity towards the poet's insertions in
which the daughter of Zion, Mary and the faithful soul add a contemplative
aspect.

It is not possible to discern what influence Bach brought to bear on
Picander's writing. That "Bach made his own tools in Pincander" (Spitta),
that “he drafted the plan for the work in detail and Picander worked
virtually under his supervision" (Schweitzer) is rather a matter of wishful
thinking on the part the biographers. Bach does, however, seem at least to
have made the choice of chorales himself, just as some of the interventions

in Picander's writing most likely stem from his pen - amendments in the
choice of words which, though minor, more forcefully, underline the
congregational character. The community spirit is at its most impressive in
the introductory chorus "Kommt ihr Tochter, helft mir klagen", which
Picander had originally intended as a soprano aria for the daughter of Zion.

The interpretation of Bach's autograph and the symbols he used in writing
St. Matthew Passion have been another target of avid speculation. Some of
the numerical cabbalistics and alphabetical decipherings point more to the
mathematical genius of Bach's exegetes, while others can actually be
appredate as an audible experience. When Christ prophecies his betrayal
at the last supper, the question "Lord, is it I" is asked eleven times - Judas
having no need to ask since the betrayal has already been committed. The
Jewish turba chorus "Kreuziget ihn!" is replete with sharps (#), while the
words of Christ are the only recitative passages to be wrapped in the
"halo" of the strings. It is not until the struggle with death, when Christ
takes his last step towards incarnation with the call "Eli, Eli, lama
sabachthani", that is "My God, my God, why hast thou forsaken me?", that
the strings fall silent here too.

In 1732 Christian Gerber, a contemporary of Bach, reported a performance
of the Passion at which "a pious, noble widow" screamed: "God save us,
'tis though one were at an opera or comedy." It is, however, debatable
whether the Passion in quesrion was any of those from Bach’s pen. Bach's
rendering of St. Matthew Passion sank into oblivion after he died. There
were still some insiders who described it as one of his most magnificent
pieces, but nobody was so bold undertake a performance of this
monumental work - nobody, that is, until Karl Friedrich Zelter and Felix
Mendelssohn tackled the Passion with the Berliner Sing-Akademie in 1829.
The audience included Frederick William Il of Prussia as well as Berlin's
intellectual créme de la créme in the personages of Droysen, Hegel, Heine,
Schleiertnacher, Rahel Varnhagen and many others. The Berliner
Allgemeine musikalische Zeitung enthused: "an important and fortunate
event. The greatest and holiest of works by the master of all tone poets
springs back to life again after almost a century of seclusion, a magnincent
celebration of faith and the arts ... " St. Matthew Passion had become an
indispensable part of the concert programme for Easter week.

© Wolfgang Lempfrid (Translated by Stephen Smith)

JOHANNES-PASSION BWV245 (CD115-117)

‘Music often sounds so worldly and jolly that it is more suited to a dance
floor or an opera than to divine service ... Now, however, it has become the
practice to sing the Passion story (which was formerly sung in simple
plainchant, humbly and reverently) with the accompaniment of many kinds
of instruments in the most elaborate fashion. Occasionally a verse from a
Passion hymn is introduced, and the whole congregation joins in the
singing, and then the panoply of instruments is heard again. When in one
of our great cities this Passion music was done for the first time, with
twelve violins. many oboes, bassoons, and other instruments, many people
were astonished and did not know what to make of it ... They were thrown
into the greatest bewilderment, looked at each other, and said: 'What will
become of this?'. An elderly widow of the nobility exclaimed: 'God save us,
my children! It's just as if we were at an opera'. Everyone was genuinely
displeased and voiced just complaints against it.'

So wrote the theologian Christian Gerber in his History of Church
Ceremonies in Saxony, published in Dresden and Leipzig in 1732. The
passage has sometimes been understood as referring to either the St. John
Passion or the St. Matthew Passion of Bach, both of which had been
performed in Leipzig before 1732, but this is almost certainly not the case.
For one thing, Bach's were not the first elaborate Passion settings to be
sung there. A St. Mark Passion by Johann Kuhnau, his predecessor as
Thomaskantor, had been heard in St Thomas's Church in 1721, two years
before Bach's arrival in the city, and similar works at the university church
before then. The performance that earned the disapprobation of the pious
clergyman is more likely to have taken place in Dresden.

Gerher's account, with its mention of music 'befitting an opera’, a 'panoply
of instruments' and the occasional 'verse from a Passion hymn'. would
nevertheless apply quite well to Bach's St. John Passion, and his
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congregation might easily have reacted with 'the greatest bewilderment'
when they first experienced it at the St Nicholas Church in 1724. Some,
indeed, might have argued that Bach had acted in breach of his contract,
which expressly stated that the liturgical music he provided 'should not last
too long, and should be of such a nature as not to make an operatic
impression, but rather incite the listeners to devotion'. The Bach Passions
are now so firmly, accepted as masterpieces of devout Lutheran church
music that we may wonder what the authorities and congregations in
Leipzig and elsewhere might have found so theatrical. What disturbed the
‘elderly widow' and caused her to compare whatever setting of the Passion
she heard to an opera was most probably the inclusion of recitative and da
capo (A-B-A) arias. Certainly the former, with its brief, dramatic choral
interjections. might seem to smack of the opera house, while the arias had
the effect of thrusting the soloist 'to the centre of the stage'. Recitative and
aria were not new in church music.

As early as 1701 the Hamburg pastor Erdmann Neumeister had described a
set of cantata texts he had written for the Weissenfels court as 'resembling
a piece from an opera, composed of stylo recitativo and arias'. But few of
those who attended the service in St. Nicholas's on Good Friday 1724 can
have experienced, outside the opera house, a work on the scale of the St.
John Passion that included such a large proportion of recitative. The text of
the recitative in the St. John Passion is taken entirely from St. John's
Gospel, except for two brief passages (in nos. 12 and 33) from St.
Matthew’s. In much the same way as operatic recitative, therefore, it
carries forward the dramatic action. Most of it falls to the Evangelist
(tenor), but the words of Christ, Pilate, Peter and other individuals are
allotted to different singers. As was traditional, the words of Christ are
sung by a bass, but Bach does not sanctify them with a ‘halo’ of string
sounds, as he was to do in the St. Matthew Passion a few years later: in the
St. John Passion all the recitative is accompanied only by continuo (organ
and string bass).

For the most part it is composed in a straightforward narrative style, but
Bach is always ready to respond to a particular poignant or dramatic
incidentwith a passage of arioso or an extended melisma. One example of
this is the long, chromatic passage on the word ‘weinete’ (‘wept’) to
express Peter’s remorse at having denied Jesus (in no. 12): another is the
harrowing vocal phrase representing in the scourging of Jesus (in no. 18).
Where it calls for it, the Gospel narrative is set as a brief turbae (‘crowd’ in
Latin’) chorus, for example when the Jews call for Christ to be crucified
(nos. 21 and 23). These two choruses quite naturally share the same music,
since they set the same text, but is is a feature of the St. John Passion that
the turbae often use the same music for different texts; the very first (in
no. 2, to the words 'Jesum von Nazareth’) is heard no fewer than four more
times (again in no. 2 and also in nos. 16, 18 and 23). Some commentators
have taken these repetitions as indicating that Bach had to complete the
work in some haste: others have argued a concern for musical unity on the
composer's part. The American scholar Eric Chafe, after a careful study of
the different words to which the music is repeated, has suggested that
Bach

intended by this means to establish Jesus of Nazareth as King of the Jews,
anticipating the ironic inscription that Pilate placed above the cross (in no.
25). There are in all eight arias in the St. John Passion (two for each soloist)
and these introduce a contemplative element into the telling of the
Passion story. Five of them (as well as two extended ariosos, nos. 19 and
34, and the final chorus no. 39) use texts from a celebrated Passion
oratorio by the Hamburg poet Barthold Heinrich Brockes (1712) which was
set to music by Keiser, Telemann, Handel and others.

Bach's arias are remarkable for their range of expression, but no less so for
their variety of instrumentation. The 'panoply of instruments' goes far
beyond the violins, oboes and bassoons mentioned by Gerber. Trumpets
and horns would have been considered inappropriate for a Passion setting,
but most of the other instruments current at the time are included, as well
as some which might have been thought almost obsolete. Two viola
d'amore and lute lend a subtle colouring to the bass arioso no. 19 and to
the succeeding aria, where the string instruments (as well as some of the
tenor's phrases) suggest the arc of the rainbow mentioned in the text: and
the bass viol, closely associated with Lutheran sentiments about easeful
death, is chosen to accompany Jesus’ last words on the cross. 'Es ist

vollbracht'. In the outer sections of no. 30 Bach frames the work with two
great choruses. If the members of the congregation who settled into their
pews on the afternoon of 7 April 1724 were not already aware of the
magnitude of what they were about to hear, the opening chorus, with its
surging semiquavers filling both the instrumental and the vocaltextures of
an expansive da capo structure, must have convinced them of it. The other
extended chorus is the traditional one of farewell after Jesus has been laid
to rest (no. 39), the descending string phrases suggesting burial. The text
had again been designed for ternary (da capo) setting, but Bach extended
it by repetition to fill a rondo form (A-B'-A-B'-A) more in proportion to the
rest of the work.

The St. John Passion might well have ended with this chorus (as the St.
Matthew Passion was later to do with a similar one) but, perhaps to
emphasize how the work glorifies the Saviour through the Crucifixion, Bach
ends instead with a chorale which at its climax recalls the very opening of
the work in the words 'Herr Jesu Christ, erh6re mich' ('Lord Jesus Christ,
hear me’). This is the last of several chorales (or hymns) introduced at
appropriate points in the story. Whether or not the congregation joined in
the singing of them (as they apparently did in the Passion that Gerber
decried), the effect of these well-known hymns was to involve everyone in
the performance - in other words, to make it a corporate act of worship.
The eight different tunes that Bach uses would all have been familiar to his
congregation. Two of them (nos. 3 and 15) are used twice (for nos. 17 and
37 respectively), but the one most associated with the work is Melchior
Vulpius' melody for 'Jesu, Kreuz, Leiden und Pein', which is sung in a plain
harmonization in nos. 14 and 28 and also to accompany the solo bass
singer in the aria 'Mein teurer Heiland' (No. 32). Bach repeated the St. John
Passion on at least three later occasions at Leipzig, each time revising it to
suit the prevailing conditions. The most radical changes were those
undertaken for Good Friday 1725, when the work was given in St.
Thomas’s Church. On that occassion the opening chorus was replaced by a
chorale fantasia, ‘O Mensch, bewein dein’ Stinde groR’, later transferred to
the St. Matthew Passion; a new aria, ‘Himmel, reiRe, Welt erbebe’, in
which the bass soloist is joined by the sopranos singing a fourth strophe of
‘Jesu, Kreuz, Leiden und Pein’ to the Vulpius hymn tune, was inserted after
the chorale ‘Wer hat dich so geschlagen’ (no. 11); a new and challenging
tenor aria replaced no. 13; another took the place of nos. 19-20, thereby
dispensing with the obsolescent viole d’amore and lute; and the final
chorale (no. 40) made way for an elaborate setting of the hymn ‘Christe,
du Lamm Gottes’.

These new constituents tend to shift the emphasis of the work from an
assertion of Christ’s majesty through his crucifixion to a recognition of
human sin and repentance perhaps more in keeping with orthodox
Lutheranism. The 1725 revisions are included as an appendix to the
present recording, allowing listeners to choose between the two versions,
neither of which can be regarded as definitive to the exclusion of the
other.

© 1996, Malcolm Boyd

WEIHNACHTS-ORATORIUM BWV248 (CD118-119)

“Oratorio, performed in both centrai churches in Leipzig at holy Christmas
tide”, these words on the title page of the libretto refer to the first
performance of the Christmas Oratorio. The work was indeed given parallel
performances in Leipzig's two central churches, St Nicolai and St Thomas,
having been presented at the one in the morning service and at the other
in the afternoon. Not only did this first performance over the Christmas
period or 1734-35 took place at two different venues, it was also
protracted in time. Its six “parts” were intended for the service on the
three consecutive Christmas holidays then still generally celebrated, for
the day of Christ's circumcision (New Year), for the Sunday after New Year
and for the feast celebrating the manifestation of Christ's divinity
(Epiphany). Although the cantatas were originally spread over several
services, the work that Bach himself entitied 'Oratorio' was conceived as an
organic whole and can therefore be performed as such. This thesis is borne
out by the scheme of keys and by the symmetrical construction of the
individual cantatas - with the exception of the second, all six parts begin
and end with a chorus.
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In composing the Christmas Oratorio, Bach applied the then usual “parody”
technique, taking movements from works he had written earlier and giving
them a new text. As a rule, the music itself was only slightly revised in the
process - changes being made to the instrumentation, for example, or the
movement merely being transposed into another key.In the case of the
Christmas Oratorio, Bach chiefly drew upon music from his secular
cantatas “Lasst uns sorgen, lasst uns wachen” (BWV 213), “Ténet, ihr
Paulzen! Erschallet, Tompeten!” (BWV 214) and “Preise dein Gluck,
gesegnetes Sachsen” (BWV 215), which were all written in homage to
members of the Electoral house of Saxony in 1734. The chorus “Wo ist der
neugeborne Konig der juden”, however, is probably from Bach's lost St.
Mark Passion of 1731, while for part VI, Bach reused almost in its entirety
the cantata BWV 248a, which he had composed shortly prior to this but
which is now likewise lost.

With three exceptions, Bach used the parody method in the initial
choruses, arias and ensembles, while newly composing the settings of the
passages from the Gospels according to Luke and Matthew and the chorale
settings for the Christmas Oratorio. The texts for the choruses and arias
representing Bach's or the congregation's reflection upon the biblical
narrative were in all probability written by the Leipzig poet Christian
Friedrich Henrici (Picander), who had already collaborated with Bach on
the St. Matthew Passion and various cantatas. Many of the chorales are by
Paul Gerhardt. They are to be seen as the voice of the congregation, as the
response of the faithful to the Gospel passages and the arias, as expressing
their trust in the Saviour.

The cantata for the first day of Christmas deals with the time leading up to
jesus's birth and with the birth itself. The opening chorus “jauchzet,
frohlocket!” is followed by the evangelist's announcement of the birth of
the Saviour and then by an accompagnato recitative for alto, together with
its corresponding aria “Bereite dich, Zion”. The alto voice is thus given early
prominence in the Christmas Oratorio, suggesting the important part it is
to play in the work it stands for Mary, mother of Christ. Two aspects of
Mary are depicted - the mother, anxious for her son's welfare, and: the
archetypal Christian, the first of the faithful, the allegorical “bride of
Christ”.

In the cantata for the second day of Christmas, the focus centres on the
angel's appearance to the shepherds. It is the only cantata of the six which
begins with an instrumental movement - a Sinfonia bearing the designation
“Hirtenmusik” (shepherd's music). While parts | and Il are dedicated to
praising the majesty of God, here attention is focused upon earthly events
- the shepherds in the field and God's incarnation. It is therefore not scored
for trumpets. The lullaby-like character of the alto aria “Schlafe, mein
Liebster, geniesse der Ruh” shows Mary in her role as mother.

The shepherds' adoration in the stable in Bethlehem is the subject of the
cantata for the third day of Christmas. The first section is concerned with
the shepherd's iourney to the stable, which Bach introduces with the
fugato setting of “Lasset uns nun gehen nach Bethlehem”. Later, the
central focus again falls on Mary; in her aria “Schliesse, mein Herze, dies
selige Wunder” she acknowledges in the shepherd's adoration the first sign
of her own unshakeable faith.

The opening of the cantata for New Year's Day has an unusual ring, for only
here did Bach use two horns. This part deals with Jesus's circumcision - an
event not directly related to the Christmas story. Its conclusion in the
Christmas Oratorio is explained by the fact that it is the ceremony at which
Jewish boys are given their names.

In the fifth cantata for the Sunday after New Year, Bach goes on to
Matthew's account of the three wise men coming from the East to worship
jesus. This part is scored for very small forces. With the Star of Bethlehem
to show the magi their way as its starting-point, the central image of the
cantata is that of jesus as the Light of the world. Texts such as “Dein Glanz
all Finsternis verzehrt” and “Erleucht auch meine finstre Sinnen” reinforce
this image. The trio “Ach, wann wird die Zeit erscheinen” is a dialogue
between the wise men, represented by the soprano and the tenor, and
Mary, represented by the alto, who answers their questions.

In the concluding cantata, intended for the Feast of Epiphany, the story of
the wise men from the East continues with their audience with Herod. He
seeks to obtain from them the whereabouts of the newborn child so that
he may kill it, seeing it as a threat to his position. These events centering
around the person of Herod serve to introduce general reflection upon the
enemies of the faith and their impotence in the face of the newborn child's
divine power. This theme is taken up in the opening chorus “Herr, wenn
die stolzen Feinde schnauben”, and continues in the ensuing choruses and
arias like “Nun mogt ihr stolzen Feinde schrecken”. Christ's birth promises
the faithful an end of the powers of darkness and bondage to evil. The
closing chorale of this cantata, which Bach again reinforces with trumpets
for the first time since the third day of Christmas, celebrates the ultimate
victory of the Son of God over sin and death - anticipating the resurrection.
© Wolfgang Marx (translated by Janet & Michael Berridge)

HIMMELFAHRTS-ORATORIUM BWV11 - ICH HABE GENUG BWV82A

- SANCTUS BWV238 (CD120)

The radiant Cantata ‘Lobet Gott in seinen Reichen’, BWV 11, also known as
the Ascension Oratorio, is an example of an extensive work for an
important feast in the church year, in this case Ascension Day. On such
occasions works were divided into two sections for performance before
and after the sermon, as in the present case.

The name oratorio originates from Bach. The work comprises no less than
11 movements, 1-6 forming the first section and 7-11 the second. The first
section ends with a chorale (no.6), while the cantata begins and ends with
complex choral movements. The festive opening chorus in D major is given
extra radiance by three trumpets, timpani, two flutes and two oboes. Bach
borrowed the music from his Cantata ‘Froher Tag, verlangte Stunden’,
BWV app. 1.18, written for the reopening of the Thomasschule after
extensive rebuilding in 1732. The two arias (nos. 4 and 10) also originate
from an earlier work, the wedding cantata ‘Auf! Siiss entziickende Gewalt’
(without BWV number). The wonderful first aria (no. 4) later became the
Agnus Dei in the B Minor Mass. As was customary in oratorios and
passions, an evangelist (the tenor) sings the narrative in the four secco
recitatives nos. 2,5, 7 and 9.

Cantata 82 ‘Ich habe genug’, written in 1727, belongs with the ‘Kreuzstab’
cantata to the most moving and famous of Bach’s solo cantatas. Both
belong to the favourite repertoire of bass singers. This five-movement
cantata, however, also survives in two later versions, one for soprano and
one for mezzo-soprano. The sober forces, comprising solo voice, oboe,
strings and basso continuo, were probably prompted by the occasion, the
Purification of the Blessed Virgin Mary, or Candlemas, on 2 February.

During Lutheran services in Bach’s day so-called Lutheran masses, choral
settings of parts of the Latin Mass, were custormary in some churches on
feastdays. Thus the Kyrie was sung on the 1st Sunday in Advent, the Kyrie
and Gloria at Christmas, and the Sanctus on various other feastdays. Bach
was particularly interested in these Roman Catholic Mass sections; he
copied and arranged Latin church music by Palestrina, Pergolesi, Lotti,
Caldara and other masters, and composed not only the B Minor Mass but
also four shorter masses, BWV 233-236, on the basis of his own cantatas.
An example of a newly composed Mass movement is the Sanctus in D
major, BWV 238, probably commissioned by Count Franz Anton von Sporck
von Lissa (Bohemia) and written by Bach around 1723, shortly after his
appointment as cantor of the Thomaskirche in Leipzig.

© Clemens Romijn

TILGE, HOCHSTER, MEINE SUNDEN BWV1083 - MOTETS BWV 188, 200 &
231 (CD121)

Tilge, Hochster, meine Stinden (Psalm 51) BWV 1083 (transcription of
Pergolesi’s Stabat Mater)

0 Jesu Christ, mein’s Lebens Licht BWV 118

Bekennen will ich seinen Namen BWV 200

Sei Lob und Preis mit Ehren BWV 231

It was not at all uncommon for Bach to borrow, quote or transcribe music
by other composers; many of his contemporaries, including Telemann and
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Handel, did just the same. But the music which Bach quoted and borrowed
most of all was his own, and he did so in about 400 cases. The world-
famous Brandenburg Concertos consist partly of borrowed movements,
and were in turn remodelled to form new compositions. A celebrated
example of how Bach made only small adaptations in someone else’s
music to produce something which looked quite new, or to give an old
piece a second youth, is Tilge, Hochster, meine Siinden (psalm 51), BWV
1083. It is in fact the Stabat Mater for soprano and alto by Pergolesi,
supplied with a new text. A little constructive criticism from Bach’s pen
concerned the habit of Italian composers such as Pergolesi to simply have
the viola play in unison with the basso continuo. Bach gave the viola its
own part and thus created the full four-part texture so typical of his own
music. An example of borrowing from his own work is ‘Sei Lob und Preis
mit Ehren’, BWV 231: the music is that of the second movement of Cantata
28, fitted with a new text.

In addition to hundreds of cantatas, Bach composed various occasional
works in Leipzig: music for special events such as birthdays, weddings and
funerals. Besides cantatas these included motets, works for one or two
choruses (without soloists) and basso continuo, in which the choir was
often reinforced by instruments. ‘O Jesu Christ, mein’s Lebens Licht’'BWV
118 is an example of a funeral motet, though in Schmieder’s index of
Bach’s works (Bach-Werke-Verzeichnis) it is incorrectly listed among the
cantatas. The work consists of a single movement for four-part choir and
an extensive brass and wind instrumentation. The chorale melody is heard
from bar nine in the soprano part, the other voices following in imitation.
Two versions of the piece survive, one from about 1736 and one from after
1740. We do not know who was buried to the sound of this motet. Cantata
200 ‘Bekennen will ich seinen Namen’, probably written for the Feast of
the Purification of the Blessed Virgin Mary (Candlemas) on 2 February
1742, is one of Bach’s later cantatas. The title covers only an aria,
discovered in 1924 and made public in 1935; this movement was probably
once part of a larger work. That is was written for Candlemas has been
assumed by reason of the text, which is a paraphrase of the Nunc Dimittis
(the canticle of Simeon) from St Luke’s gospel (2: 29-32). The musical drive
of the piece has been compared with Handel. The aria reveals that Bach,
eight years before his death, was not insensitive to new stylistic trends.

© Clemens Romijn

ORGAN MUSIC (CD128-142)

CD128

The majority of the recordings made using the Trost organ in
Waltershausen consist of trio sonatas that were not originally conceived as
compositions for the organ. Only No.6 was deliberately composed for the
collection, while many derive from other trios. Sonatas Nos. 2, 5 and 6 are
homogeneous, in that they share common features: the structure of the
first movement in the concerto style, for instance, with alternating solo
and ensemble parts; and that of the third movement in the style of the
fugue. Bach had envisaged the collection for his son Wilhelm Friedemann,
introducing some remarkably innovative developments in form and
content, and in general adhering to the style of the sonata and the Italian
concerto. That said, however, the focus is largely on the keyboard, with the
pedal generally ‘simplified’ in the themes (with respect to compositions for
strings) to create a moderately concertante effect, while the slow tempi
present details that vary considerably, to the extent that some of them are
almost galanti (No.3).

The first movement of the Trio Sonata BWV525 has no tempo indications,
but is cantabile, with a simple ABABA form and recapitulations typical of
the composer’s maturity. The different themes are variously combined and
inverted. The second movement is melancholy, a grieving Siciliana, divided
into two parts with ritornelli and with the second part presenting an
inverted version of the main theme. Lastly the third movement, binary in
form like the second, is marked ‘Vivace’, with the head of the violin theme
developed in leaping intervals, with an inversion in the second part. The
bass also takes part, but in a simplified form well suited to the pedalboard.

In BWV526 the first movement is concerto-like in form, with alternations
of the ensemble and solo parts and fugues. The overall expressive impact is
very different from that of BWV525, because the themes are distinct and

recognisable and the form evident. The taut harmonies exploit the
expressive resources of the C minor key (long Orgelpunkt with chromatic
harmonies and long trills). The structure of the second movement does not
appear to be as clear and symmetrical as its counterpart in BWV525, but it
is distinctly cantabile and freely inspired in character. Particularly worthy of
note is the final cadenza on the C minor dominant (by means of E flat), also
found in many Vivaldi concertos and in BWV537. There is practically no
division between this movement and the start of the third, which is a
proper fugue in the early style alla breve with two themes, the second
more rhythmical, lively and modern in style.

The lovely colours of the Trost organ come to the fore in the series of
chorales BWV 735 and 736 and the Partita BWV767. There are two
different versions of the Valet will. Distinctly cantabile and motet-like in
form, the first (BWV735) was written during the Arnstadt period and
reflects the influence of Georg Bohm and the tastes of central and
southern Germany. The cantus firmus (on the pedal) alludes to death, but
with serenity reminiscent of the chorales from the Orgelbiichlein (BWV 616
and 617) on the Canticle of Simeon, with subdivision of the phrases and
imitations of the individual elements. The BWV736 version in D major,
which was composed later, also expresses serenity, though the way it is
constructed is different, in that the chorale, played by the pedal, emerges
from the weft in triplets of the upper voices.

The partita O Gott, du frommer Gott BWV767 (and Sei gegriiRet BWV768)
appears to be a series of variations on a chorale often used in the
Thuringian (Buttstett) tradition. It was probably intended as a collection of
material that could be alternated with the canto. One feature that
distinguishes it from similar pieces by Buxtehude is the presence of the
harmonised chorale at the beginning and at the end. The eight variations
that follow reveal the influence of both Pachelbel and Béhm, and the
cantus firmus is in fact developed in various different ways: bicinium
(No.1), figurations in ascending and descending semiquavers (Nos. 3 and
5), basse de trompette (No.6), chromaticism with unusual harmonies
(No.8) and echo (No.9). In this last form, apart from the dialogue between
the keyboards, the use of different tempi is also particularly interesting:
the final Andante expresses the Transfiguration before the Resurrection
(Presto) in keeping with the text of the chorale.

Outstanding among the great preludes and fugues are those comprising
BWV543 (which possibly dates back to the Weimar period, with major solo
sections on the manuals and the pedals typical of Pachelbel and Buxtehude
in both the prelude and at the end of the fugue) and BWV541, in the style
of the Italian concerto, with the pedal playing rhythmical motifs typical of
the timpani. This latter composition may have been used for the Dresden
audition by Wilhelm Friedemann in 1733, though Bach also adopts various
elements of the northern organ tradition, such as the initial solo passage
(cf. BWV543), typical of his earlier compositions (cf. Toccata in G major for
harpsichord BWV916). The theme of the fugue features repeated notes in
the Italian style, in @ manner reminiscent in form of the fifth movement of
the BWV596 concerto and the BWV21 cantata.

© Stefano Molardi

CD129

This CD also comprises two trio sonatas. BWV527 begins with an Andante
that is full of distinctive and interrelated thematic ideas: triplets,
demisemiquaver rests, descending lines, and pedal notes that imitate the
plucking of strings. The third movement is very much a sonata in the Italian
style in which the elements have been unified in an ingenious whole
featuring repeated notes on the pedal, its central part containing a vortex
of triplets that create a succession of new episodes comprising many and
varied harmonies and rhythms.

The Trio Sonata BWV528 is unique in its four-part form. The first
movement derives from the BWV76 cantata (the symphony that opens the
second part, with the oboe d’amore, viola da gamba and continuo); the
Andante is a far-reaching cantabile piece made up of short musical phrases
that embody plenty of intervals and harmonic progressions. Minuet-like in
form, the Un poc’allegro tempo is actually quite rapid and concise, with a
use of triplets (even in the pedal, in the central part) similar to that of the
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second movement of the BWV527 trio sonata. The initial theme expands
the descending chromatic series E — D sharp — D — C sharp — C, which is
common in other pieces written in E minor (cf. Toccata BWV914 and
Bruhns’ Praeludium in E minor).

One of the outstanding examples of the great miscellaneous pieces is the
Praeludium et Fuga BWV532. The prelude derives from the combination of
different elements: the southern German improvisation and toccata style,
unique its use of the pedal right from the outset, a Pachelbel-like episode
(bars 5-9) with Orgelpunkt and figurations in precise semiquavers, and the
dotted rhythm of the French Ouverture. In the long alla breve section, in
the manner of Corelli, there is a development of elements in three-voice
counterpoint using the pedals that suggests it was conceived during the
Weimar period (1713-1717): progressions, echoes and remarkable
inventiveness. The last bars of the Adagio introduce an episode in the
Italian style featuring ‘hardness and ligature’, with the double pedal,
Neapolitan Sixth, dissonance and intense expressiveness. The virtuoso,
exuberant theme of the Fugue is highly developed, in many respects
typical of the Thuringian organ tradition. A long section in the dominant
introduces the finale, where chords and dense tessitura amplify the theme,
with arpeggios on the manuals and a pedal on the tonic in D major. The
coda is like a toccata, reminiscent of the first bars of the prelude until it
suddenly breaks off: a curiously rhetorical feature that is unique among
Bach’s compositions.

There is a greater concentration of polyphonic material and pedal
technique development in Bach’s chorales, especially in those written
during the Weimar period: the cantus firmus becomes the starting point
for a wide range of different compositional procedures that do not really
pertain to the chant as such, but more to the emotional content of the text
by means of rhetorical figures and symbolism. This is the case with the
Orgelbtichlein, created between 1713 and 1714. The chorales of the
second CD refer to the theme of the New Year (BWV 613-615) and to that
of the serenity of death, in relation to the Canticle of Simeon (BWV 616
and 617).

BWV720, on the other hand, belongs to the fantasia genre, in which the
chorale becomes a way of constructing a virtuoso concerto piece that
showcases the performer’s skill and the sound range of the instrument. In
fact, Ein feste Burg was written for the inauguration of the Muhlhausen
organ in 1709, to which Bach had added new registers, some of which are
mentioned in the score. BWV721 is a chorale relating to the theme of
penitence and conversion, in which the impact of the text is expressed by
means of repeated chords reminiscent of the ‘imitatio tremula organi’
effect in S. Scheidt’s Tabulatura nova of 1624, and the ‘trembling of the
Israelites’ in Kuhnau’s first Biblical Sonata.

For Bach, the Weimar period was a time of great creative energy and deep
reflection regarding composition. Italian music was becoming highly
influential, not least on account of Prince Johann Ernst’s interest in the
instrumental works of Vivaldi, Corelli and Albinoni. The transcriptions of
the Italian concertos (especially those by Vivaldi) for both the harpsichord
and the organ bear witness to the wide circulation of such music at court;
indeed, in all likelihood the prince himself commissioned his teachers,
Walther and Bach, to write them, and Bach in particular showed
remarkable skill in reworking the material in concerto form. The Concerto
BWV596 derives from Vivaldi’s Op.3 No.11 (RV565, Amsterdam 1711),
originally conceived for two violins and cello. It is a perfect example of
Bach’s mastery in adapting the voice of string instruments for the
keyboard, just as the colour of the orchestra is captured in the astounding
interplay of the organ manuals. Conceived in the style typical of northern
Germany, with solos in the manual and pedalboards, the Prelude and
Fugue BWV550 also probably date back to the Weimar period. The theme
of the fugue, with its ‘broken’ chords, creates an increasingly dense
structure that is reminiscent of the great Bruhns’ Praeludium in G major.

© Stefano Molardi

CD130
The CD opens with the Prelude and Fugue in C major BWV545, of which
there are various versions, including one with a trio for the third

movement (corresponding to the Largo of the Trio Sonata BWV529).
Though the structure of the prelude is simple, the piece is dense and
imposing, with grand rhetorical gestures like the initial katabasis on the
pedal, in which the build-up of energy finds release in the brief final chord.
The fugue is very different in character, cantabile in the manner of the
‘Dorica’ BWV538 and the Fugue in F major BWV540. It emanates serenity
and simplicity, even in relation to the limited extension of the voices.

The Trio Sonata BWV529 is one of the longest in the collection. The first
Allegro, with its ensemble/solo form, has an initial theme that creates an
elaborate descending arpeggio and a second theme with a fugue in the
central section. Contrasting moods, both melancholic and chromatic,
characterise the three-part Largo, while the final Allegro presents a second
theme in fugue form that is outgoing and full of refined harmonies,
creating an encounter with the first theme that leads to a vortex of rapid
semiquavers. Towards the end Bach returns to the opening theme, with an
interplay of the three voices that ushers in the conclusion.

The expressiveness of the Prelude and Fugue in G minor BWV535 is
completely different. It starts out with cello-like arpeggios, with various
repetitions, broken chords and passages from one Orgelpunkt to the other,
not unlike Pachelbel’s toccatas. In general the style appears to lean
towards improvisation, with many bravura passages — in this respect
reminiscent of the harpsichord cadenza of the Fifth Brandenburg Concerto
— that can be played with echoes between the manuals. The fugue reveals
the influence of the northern and central German school, in particular the
compositions of Reincken, Pachelbel, Buttstett and Kerll as regards the
many repeated notes, and of Buxtehude in the use of the trilled
semiquaver figure. The finale lingers on the Neapolitan sixth (as in the
Passacaglia) and then re-establishes the virtuoso improvisation style,
following the model of the toccatas in several sections typical of northern
Germany.

The six chorales in the collection were published during the last years of
Bach’s life by Georg Schiibler (hence the name). Excluding BWV646, which
derives from an unidentified source, they are transcriptions of arias from
other Bach cantatas in which the chorale becomes the cantus firmus with
long values, sometimes in the pedal, sometimes in the right or the left
hand. The ABA form is typical of the Baroque aria, with melodies and
ornaments that are distinctly cantabile and indications for registration.
Bach adopted the trio form for the BWV 645 and 646 chorales (from the
Cantata BWV140): the former with the chorale in the tenor as well as
counterpoint in ascending leaps and intervals in the right hand; the latter
with the chorale and tessitura in the 4’ pedal and with the other two voices
imitating each other, as in the Inventions for two voices. The text speaks of
salvation and the hope for release from a condition of misery and
affliction. In BWV647 (soprano-alto duet with strings, from the Cantata
BWV93), both the cantus firmus on the 4’ pedal and the themes in
imitation on the manual are taken from the melody of the chorale (the text
speaks of the coming of the Lord and the steadfastness of faith).

The Concerto BWV594, a brilliant piece full of magnificent effects and
violin-like cadenzas, is a transcription from Vivaldi’s Violin Concerto in D
major ‘Grosso Mogul’ Op.7 No.5 (published in 1716). It probably relates to
a commission received from the youthful Prince Johann Ernst of Weimar,
who had spent time studying in Holland between 1711 and 1713. The
connection lies partly in the fact that in 1711 the concertos from Vivaldi’s
Estro armonico were published by E. Roger in Amsterdam, with La
stravaganza following suit in 1712-13. In addition, Ernst may have heard
not only Italian operas, but also the performances of Jacob de Graaf, who
played by memory ‘all that was new in the way of Italian concertos’ (J.
Mattheson, Das beschitzte Orchestre, 1717). In the transcription, apart
from transposing the original from D major to C major, Bach introduced
new figurations, especially in the solo accompaniment (written an octave
lower than Vivaldi’s original, which suggests that the register was based on
the 4’). The second movement in the recitative style is remarkable, with
improvisation-style motifs sounded over bass continuo chords.

The partita Sei gegriiBet BWV768 came after O Gott, du frommer Gott,
which explains its greater maturity. In fact, it advances along the lines of
the Orgelblchlein, but with a compositional technique that is better suited
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to the development of the chorale, especially in relation to the use of the
pedal obbligato for some of the variations. The five-voice conclusion with
the organo pleno represents the culmination of a highly complex and
varied creative process. Variation 6, for instance, based on a text that
speaks of the flames of hell, is a magnificent case in point, in that it
involves a flurry of demisemiquavers on the reed and sesquialtera stops,
rather as Monteverdi had used the trombone and regal registers in his
Orfeo to depict scenes of hell.

© Anna Maria Carla Proietto

CD131

The BWV540a version of the Toccata in F major (BWV540), made by
Johann T. Krebs around 1714, was intended for an instrument with a
pedalboard reduced to D3. BWV540, on the other hand, envisaged a
pedalboard that reached F3, which meant that it could be played on
certain organs in Weissenfels and Buttstadt, where Krebs was the organist.
This could suggest that it was in fact a revised version of BWV540a;
however, it might also be the fruit of an adaptation made for the Trost
organ in Altenburg, where Krebs’s son, Johann Ludwig, was the organist.
Either way, it is a spectacular piece that embodies a wealth of ideas: from
the initial canon on the pedal with its triple counterpoint to the alternation
of themes and refrains, the pedal solos and the dialogues between the
manuals. Beautifully interwoven are several different influences, including
the northern German idiom, that of Pachelbel and also of Vivaldi. The
fugue is alla breve, as with BWV 538 and 545, with two contrasting themes
(one vocal and the other more leaping and instrumental), first exposed one
at a time, and then superimposed in a crescendo of expressive and
dynamic intensity. In the present recording this fugue is accompanied by
another, a miscellaneous piece (BWV579) that probably dates back to the
Weimar period. It is composed on a theme taken from the Sonata da
chiesa a tre Op.3 No.4 by Arcangelo Corelli.

Returning to the chorales, the focus is on the Schibler and Orgelbiichlein
collections, where it is important to bear in mind the characteristics of the
‘chorale’ phenomenon in the Protestant liturgy. The great production of
chorales is intimately linked to the theological aspect of the Lutheran
Reformation, whereby the power of the Word could be experienced not
only through contemplation, but also by means of the music itself. The
chorale spread throughout the Protestant

world, taking on certain specific features in relation to local traditions. In
Holland, for example, where the culture of Calvinism was opposed to music
during the celebration of Mass, it fulfilled sacred and spiritual functions
outside the liturgical service.

At the outset the melody line was entrusted to one soloist, or a small
group of musicians, whereas later it became common to involve the
congregation, which gave rise to singing that alternated with the organ (as
the structure of the Bach partitas reveals). Singing within the home also
increasingly gained favour, with a number of voices accompanied by a
harpsichord or a clavichord. In reference to this, J. Mattheson has
described the possibility of developing pieces such as courantes and gigues
using the melodies of the chorale to create little suites.

Bach’s approach to the art of composing chorales involved various stages
of development: initially within the family, where the models were J.
Christoph and J. Michael (linked to the school of Pachelbel, Buttstett,
Vetter etc.); and later, when he was more mature and open to the
influence of the northern composers (Reincken, B6hm, Buxtehude), of the
English virginalists, of Sweelinck and string instrument technique. For the
young Bach, journeys to Lineburg and Lubeck brought a wealth of new
experiences, including the famous Abendmusik musical entertainments
organised in the churches for the enjoyment of the prosperous merchants.
All in all, this provided precious opportunities for expanding his technical
and cultural awareness. One immediate outcome was the

development of his style of voice accompaniment, which had changed
radically by the time he returned to Arnstadt: his harmonies tended to be
more refined and unusual, he was more skilful in his use of ornamentation,
and inclined to include virtuoso figuration between one verse and the next
of the chorale. Over the years, and especially in the latter part of Bach’s
Weimar period (1713-17), the development of the melodies of the chorale

grew in refinement and effect, both musical and symbolic, as the
Orgelbiichlein and the 18 Weimar chorales clearly reveal. Duly amended,
these works were to constitute the body of compositions that are known
as the Leipzig scores.

The Schibler collection, on the other hand, dates back to the composer’s
last years. With the exception of BWV646, it consists of transcriptions of
arias from cantatas. This CD includes the last three chorales of the
collection: BWV648 (alto-tenor duet with the trumpet as cantus firmus,
from the BWV10 cantata), which opens and ends with a chromatic theme
and features unusual harmonies to portray the sense of the text relating to
God’s mercy in assisting his servant; BWV649 (from Cantata BWV6), in
which the left hand imitates the violoncello piccolo present in the cantata
(the text concerns the episode in Emmaus following the Resurrection,
where the disciples ask Jesus to remain with them as night falls); BWV650
(from the Cantata BWV137), with the 4’ pedal to imitate the contralto
voice, while the right hand reproduces the violin motifs (the text is a hymn
of praise to God).

Returning to the Orgelbiichlein, there are seven chorales relating to the
mystery of the Passion (BWV 618-624), five regarding Easter (625-629),
one for the Ascension (BWV630) and one for Pentecost (BWV631). In these
pieces syncopation, dissonance and chromaticism are used to allude to the
flagellation in BWV620, while in BWV622 the beauty and intensity of the
melodies and harmonies suggests meditation on the Passion, which is the
culmination of the whole collection. Other outstanding musical and
rhetorical features are to be found in BWV625, where descending motifs
on the pedal conjure up the idea of the stone being rolled away from the
tomb following the Resurrection.

The CD ends with the vivacious rhythms of the Trio Sonata in G major
BWV530. Conceived in a forma that oscillates between the sonata and the
concerto in the first movement, it concludes with a third movement in
which the main voice imitates the violin.

© Stefano Molardi

CD132

The Dritter Teil der Clavierlibung constitutes the height of Bach’s output
for the organ. In keeping with Lutheran tenets regarding the Catechism
and the Trinity, the composer created a masterpiece that embodies the
pinnacle of technique, music, religiosity and symbolism, following a
tradition that stretched from Dufay to Buxtehude. The structure itself of
the Clavierlibung reveals deliberate intent in this sense, as the following
framework with the corresponding ‘Chapters’ of the Lutheran Catechism
reveals:

Prelude in E flat - TRINITY

3 Kyrie / Christe / Kyrie large

3 Kyrie / Christe / Kyrie small - KYRIE-GLORIA: MISSA BREVIS
3 Allein Gott

2 Dies sind - THE LAW

2 Wir glauben - THE FAITH

2 Vater unser - OUR FATHER

2 Christ unser Herr - BAPTISM

2 Aus tiefer Not - PENANCE

2 Jesus Christus unser Heiland - COMMUNION
4 Duetti - CONFESSION

Fugue in E flat - TRINITY

The Prelude BWV552/1 in E flat introduces the symbolism of God the
Father at its beginning, along the lines of the French Ouverture tradition.
Next come two sections that represent the Passion of the Son (dissonance
and intense harmonies) and the breath of the Holy Spirit (semiquaver
movement).

The first chorale triptych, Kyrie / Christe / Kyrie, is ‘a 2 Claviers et pédale’
and is written in the early Palestrina style, or stylus gravis (plain style). In
the first Kyrie BWV669 the text speaks of the eternity of God who is above
everything and rules Creation, which suggests a very calm and cantabile
style of performance. The Christe BWV670 concerns the figure of Christ
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who mediates between heaven and earth, and his Passion, evoked by
means of frequent intervals and dissonant harmonies. As for the Kyrie
BWV671, it stands for the power of faith, represented symbolically by the
cantus firmus in the bass and by the syncopation in the upper voices. In
conclusion, the reference is still to the Passion (chromaticism and
dissonance), but also to Psalm 130 ‘De profundis clamavi’.

The following triptych, Kyrie / Christe / Kyrie BWV 672, 673 and 674, is
more contained and intimate in form, even though it involves cantabile
elements, ‘suspirans’ motifs (BWV 672) and triplets that seem to herald
the emotional impact of Allein Gott (BWV 674).

The Allein Gott BWV 675, 676 and 677 triptych is dedicated to the Gloria
which, unlike the Catholic liturgy, never tries to create an effect through
major sound, but rather opts for a more meditative tone. BWV675 employs
three voices without the pedal, with lively motifs of restrained
expressiveness. BWV676 is a trio in which the movement of semiquavers in
the two manuals derives from the cantus firmus, while the complete
theme of the chorale is entrusted to the pedals at the end. The piece
concludes with a diminuendo in which the voices rise upwards until they
almost ‘disappear’, like an angelic vision. In BWV677, manualiter, the
staccato quavers and the ascending finale suggest, as in BWV676, great
lightness, thereby emphasising by means of the rising F-G-A (Fa, Sol, La)
key sequence of the three pieces an anabasis, and thus a reference to the
words ‘in der Hoh sei Ehr’.

Dies sind BWV678 relates to the Ten Commandments, the Law of God that
man must follow. The counterpoint is thus ‘respected’, with the cantus
firmus in the middle voices in canon at the octave. The initial serenity of
the piece conjures up the idea of Eden before original sin, while the bars
preceding the entry of the cantus firmus are a symbolic summary of the
story of Creation before the coming of the Commandments.

In Dies sind BWV679 the power of Faith and the ‘gravity’ of Divine Law are
represented by means of dense tessitura and the use of repeated notes,
chords and inflections similar to those of the previous piece (and with
which this piece also shares the same key of G).

The two Wir glauben, BWV 680 and 681, also refer to Faith, though one is
positioned at the end of the first part and the other at the beginning of the
second part of the work. While the former evidently imitates the character
of the chorale by means of the ascending ostinato in the pedal and the
frequent syncopation in the other voices, the latter is in the style of the
French Ouverture. This short chorale also contains an interesting citation
of Es ist vollbracht from the St John Passion, with a major rhetorical
interruption following a diminished seventh chord. This prepares the way
for the mystery of the Passion and the intensity of the prayer that follows:
Our Father, Vater unser BWV682. At this point the two fundamental ideas
in the chorale text are expressed: Jesus teaching his disciples to pray, with
the exhortation that they should follow his example (cantus firmus in
canon, with one voice ‘following’ the other), and the quotation from the
Gospel ‘knock, and it shall be opened’ (the use of staccato triplets). The
short Vater unser BWV683 is more intimate, representing a moment of
great concentration and meditation.

The chapters that follow represent the Lutheran Sacraments, Baptism and
the Eucharist, the latter preceded and followed by Penance and Confession
respectively. Christ unser Herr BWV684, Baptism, presents the cantus
firmus in the pedal in tenor voice. The left hand plays continuous
semiquavers to symbolise the water of the River of Jordan, while the right
hand plays intervals that look like crosses on the score (used frequently by
Bach in his compositions).

A similar concept is expressed in the Nun komm BWV599 of the
Orgelbtichlein, where the birth of Jesus also presupposes his death on the
cross to cleanse mankind of sin.

© Stefano Molardi (translated by Kate Singleton)

CD133
The CD begins with Christ unser Herr BWV685, in which the previous
piece’s subject is revisited by way of reversing the theme in the various

voices. Similar to the initial Kyrie, with Aus tiefer Not BWV686 Bach returns
to the idea of the early style of motet: in this case a powerful six-voice
version using double pedals. The piece expresses with great intensity the
believer’s invocation to God, beseeching him for relief from human
suffering (again the reference is to Psalm 130).

The ‘small’ version of the chorale, BWV687, is in actual fact fairly lengthy,
expressing the Lutheran idea of conversion (Penance) by means of
frequent imitations in the reversed order of the theme.

The final chorale of the Clavieribung is Jesus Christus BWV688, a
continuous dialogue between the two hands that proceed in a series of
pronounced intervals, with dissonance on the strong beats and plenty of
drastic virtuoso effects. The outcome is like a duel between Good and Evil
(as in the first Duet), with the long note values entrusted to the pedal. The
other version, BWV689, is a majestic, contemplative fugue in which Bach
makes use of all forms of counterpoint, including the inversion and the
augmentation of the subject in the last bars.

The four Duets usher in an important chapter in the theological structure
of the work: Confession. Starting out from the Lutheran Catechism and
from aspects of number symbolism according to the theories of
Werckmeister, the four Duets can take on particular significance. The very
form of the Confession (sinner/priest = 2 voices) develops in four
‘ascending’ stages: along with oneself, before the priest, as part of the
congregation, and finally before God. The Duets likewise proceed in
ascending pitches: E, F, G, A (up to B flat, the first note of the final Fugue).
Moreover, the number ‘4’ also stands for the four Archangels, associated
with the four Elements:

Michael (fire, Duet 1)
Gabriel (air, Duet 1)
Raphael (water, Duet Ill)
Uriel (earth, Duet IV)

The BWV552 Fugue provides a majestic conclusion to the work, completing
the idea of the initial Prelude dedicated to the Trinity: three sections with
three subjects and as many different styles (early vocal in common time,
Frescobaldi-style baroque in 6/4, modern concertato in 9/8). At the end, to
define the essence of the Trinity in one Being alone, in keeping with the
Council of Nicaea (AD 325), Bach superimposes the three subjects in a
manner similar to Monteverdi’s handling of the Duo Seraphim in the
Vespro della Beata Vergine, especially as regards the passage from three
distinct voices to the triple unison (‘et hic tres unum sunt’).

The Dritter Teil der Clavieribung is followed by the Fantasia BWV1121,
written around 1706 and which is particularly interesting in view of the
way simple, melodious counterpoint ideas are developed chromatically to
create refined harmonies of great elegance.

The CD ends with three important pieces recorded on the Trost organ in
Waltershausen. The chorale prelude Christ lag BWV718 is written in a style
reminiscent of Buxtehude and Bohm — especially the latter, in view of the
features it shares with Bohm’s Vater unser. It consists of various sections:
the first is rich in ornamentation, with a grand katabasis whose falling
motif conjures up the deposition of Christ; the second (Allegro) features an
echoing dialogue between the manuals in the style of Sweelinck (the text
refers to the joy of the Resurrection); while the focus of the last is an
exultant melisma, with the theme entrusted to the pedals. The BWV695
version of the same chorale probably belongs to the Weimar period and
features fugue-like developments of episodes taken from the cantus firmus
expressed by the contralto.

The Fantasia and Fugue in G minor BWV542 is a work of great depth that
consists of two pieces composed at different times and subsequently put
together: the Fugue dates back to the Weimar period, whereas the
Fantasia was written later. With its free form and two imitative sections
akin to works of the same genre belonging to Claudio Merulo’s oeuvre, the
latter is like a grand recitative with air-like insertions. It is full of emphasis
and exclamation, chromatic harmony and enharmony, avoided cadences,
unexpected resolutions of diminished sevenths: elements that contribute
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to making the work unique and of great modernity. There is also an
interesting analogy between the first bars of the recitative and the first
movement of the Sonata No.1 in G minor for solo violin BWV1001. As for
the Fugue, according to Mattheson, Bach played the theme as part of his
audition for the position of organist at Hamburg Cathedral in 1725, which
coincided with his visit to the elderly Reincken. The sweeping subject
derives from a Dutch song (an evident homage to Reincken), which is
developed in ample sections, using movements in perpetuum mobile in
descending thirds and sixths, and two clearly defined countersubjects.
Here and there curious intervals of a seventh appear in the countersubject,
aimed at avoiding the high D in the manual. The high D does feature in the
Fantasia, however, which is further evidence of the fact that the two
pieces were written in different periods. Moreover, there is an interesting
thematic relation with the Sonata for strings in G minor that was part of
Reincken’s Hortus Musicus.

© Stefano Molardi (translated by Kate Singleton)

CD134

The first track on this CD is an early composition, the Prelude and Fugue in
A major BWV536. An airy and simple work, distinctly Italian in its
melodiousness (and thus along the lines of Pasquini), its Prelude
nevertheless belongs to the ‘stylus phantasticus’ genre a la Buxtehude,
with characteristic elements such as the incipit on the solo manual, the
improvisation-like development and the broken chords on the Orgelpunkt
pedal.

Much of the recording, however, is devoted to the chorales belonging to
the collection known as the Leipzig Manuscript: a compilation of 18 major
works composed during the Weimar period and reworked in Leipzig during
the last years of Bach’s life. This often involved further development of
some of the existing material (for example the Fantasia BWV651), and on
occasions also the introduction of small amendments (BWV668), or indeed
substantial changes of character (BWV656). A sort of leitmotif invests the
collection with cohesion: the invocation ‘Komm’ (BWV 651, 652, 658, 659,
660, 667, 679a). As for the distribution of the chorales, they form three
triptychs.

1. Spiritus Sanctus

Komm, heiliger Geist BWV651 cantus firmus in the Bass
Komm, heiliger Geist BWV652 cantus firmus in the Soprano
Komm Gott, Schépfer BWV667 cantus firmus in the Soprano & Bass
2. Advent

Nun Komm der Heiden Heiland BWV659

Nun Komm der Heiden Heiland BWV660

Nun Komm der Heiden Heiland BWV661

3. Gloria

Allein Gott BWV662

Allein Gott BWV663

Allein Gott BWV664

Fantasia BWV651 expresses the strength of Faith in the Holy Spirit. It
features a registration in organo pleno and cantus firmus on the pedal,
according to a procedure typical of Bach’s works of this sort. The richly
polyphonic nature of the piece and the ceaseless interweaving of the other
voices evokes the idea of the Holy Spirit.

The Chorale BWV652 ‘alio modo’, with the subject in the soprano, is
motet-like in form, with each phrase preceded by imitations of the same
chorale in the other voices. The finale, which is unexpectedly brilliant and
melismatic, expresses the joy of the Hallelujah with seven imitations of
motifs between the soprano and the alto: the seven gifts of the Holy Spirit.

An Wasserflissen BWV653 is cantabile and meditative, with the chorale in
the tenor. The earliest version (BWV653b), with the double pedal, was
influenced by Reincken’s famous composition, whereas the latest version
features dotted rhythms, ritardando notes and pauses that contribute to a
pensive, melancholic atmosphere that reflects the text, which refers to the
humiliation of the Jews during the Babylonian captivity.

Schmiicke dich BWV654 expresses deep meditation by means of an easy-
going sarabande that uses hemiola rhythmic devices and expressive
ornamentation to achieve occasional moments of suspension. The
intimate, otherworldly atmosphere conjured up in this piece makes it one
of Bach’s most beautiful and inspired works.

Herr Jesu Christ BWV655 is in the style of the three-voice Italian sonata,
with the upper voices imitating the sound of the violin above a basso
continuo that proceeds in intervals. Similar to the Allein Gott in the
Clavierbung, at the end of the piece the entire theme of the chorale is
played on the pedalboard.

O Lamm Gottes BWV656 is a particularly long work in three verses, where
the cantus firmus ‘migrates’ from the soprano to the contralto and thence
to the bass in the last section. It is cantabile in character, in the style of the
composers of central Germany. The third verse, written in 9/8 in the
Weimar version, here appears in 9/4, creating an effect of greater gravity,
perhaps to symbolise in ‘qui tollis peccata mundi’ the weight of the cross
during the Passion of Christ, a concept already expressed in the previous
chromatic section.

Nun danket BWV657 is a chorale expressing thanks in the form of a motet,
with the subject in the soprano. The way the voices move and the use of
the ‘figura corta’ invest the work with a great feeling of joy.

Von Gott BWV658 is a plea to God beseeching Him to guide mankind
towards salvation, thereby ridding people of suffering. The feeling of
anxiety and dejection expressed in the text are rendered by means of
troubled runs of demisemiquavers and the use of the F minor key, defined
by Mattheson as ‘appassionata’.

The CD ends with the great Prelude and Fugue in C major BWV547, which
was probably composed in Leipzig. There is a strong relationship between
the Prelude and the Fugue, largely on account of the diminished seventh
chords and the rhetorical pauses at the end of both pieces. The prelude is
developed around three basic elements: triplets, semiquavers and the
ostinato on the pedal (in the ‘timpani’ style), that together create a ‘quasi-
ritornello’ form suggesting a refrain as the harmonic crescendo evolves by
way of chromaticism and a tendency towards distant tonality. The overall
effect is joyous, and at the same time also majestic. The fugue is tightly
knit, intricate and complex, with the theme giving rise to each successive
element. Towards the conclusion, right when the harmony and
counterpoint undergo their greatest intensification, the same motif also
features in a heavier, reversed form in the pedal. The finale is thus a
concentration of counterpoint procedures (augmentation and reversal of
the subject), as well as harmonic and rhetorical devices aimed at creating a
climax that culminates in the short but liberating final chord. © Stefano
Molardi (translated by Kate Singleton)

CD135
Written at some time between 1727 and 1732, the extensive and intricate

Prelude and Fugue in E minor BWV548 is one of Bach’s foremost
masterpieces. It is made up of two parts that relate closely to each other,
with the Prelude consisting of 137 bars and the Fugue 231: two numbers
that unquestionably allude to the Golden Ratio.

137 +231 =368
368:231=1.6

The Prelude comprises various sections that are all developed with
sweeping energy and expressiveness. They begin with an intense ascending
minor sixth, followed by upper and lower appoggiaturas, on a basso
ostinato in octave intervals. These technical devices act as a sort of
‘manifesto’ for the entire piece. The Fugue is based on a wedge-shaped
chromatic subject which in graphical terms looks like an arrow, the symbol
of the Archangel St Michael’s flaming sword. Bach himself probably
performed the piece for the Patron Saint’s Day in Kassel, in 1732.

The Jesus Christus BWV 665 and 666 mark a return to the cycle of the 18
Leipzig Chorales. The first is indicated in the manuscript score as ‘sub
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communion’, whereas the wording ‘organo pleno’ is lacking, though it did
feature in the earlier Weimar version. It is no coincidence that wording
appears in only three chorales of the manuscript version: BWV 651, 661,
667; a triptych featuring the triple invocation ‘Komm’ (see the notes for
CD3). In BWV665 the emotional impact inherent in the text of the chorale
refers to the mystery of the Passion, expressed here in the distinctly grave
and bleak tessitura at the beginning of the piece, and in the ascending and
descending chromatic movements in the middle section. By contrast,
BWV666, which is also a meditation on the Passion, relies on the E minor
key and on the use of triplets along the same lines as the first chorus of the
St Matthew Passion.

Komm Gott BWV667, an extended version of the chorale of the same
name in the Orgelbiichlein (BWV631), uses brilliant semiquavers that stand
for the ‘breath’ and the power of the Holy Spirit (see also BWV651). The
subject of the chorale is first played by the soprano, then by the bass,
creating a sort of ‘unio mystica’, a triptych on the Holy Spirit, together with
BWV651 (with the cantus firmus in the bass) and BWV652 (with the cantus
firmus in the soprano).

Vor deinen Thron BWV668 appears in Bach’s manuscript following the
canonical variations on Vom Himmel hoch. It is interesting to note how
pairing these two texts relating to man’s relationship with God (‘Before Thy
Throne | now appear’ and ‘From Heaven high | come to you’) already
implied the order in which to place them. In an earlier version, composed
in Weimar, this was based on the chorale Wenn wir in hochsten Noten
sein, which was then replaced in Leipzig

with a text on death: already blind, Bach dictated the few corrections to his
son-in-law Atnickol in what proved to be the final days of the composer’s
life.

The Fugue BWV578 is a lively piece in the ‘northern’ violin style that
reveals the influence of Reincken’s Fugue in G minor, while the Chorale
BWV728, a meditation on life beyond death, is a more immediate work,
both ornate and cantabile, conceived for a more intimate form of liturgy,
such as the typically Lutheran service for celebration in the home. From
the many works attributed to Bach we have chosen to include in this
recording the two Trios, BWV 585 and 586, on account of their strikingly
expressive melody. They are also particularly well suited to giving voice to
the sound potential of the Silbermann organ in Dresden. Both pieces

derive from a Leipzig manuscript that also contains the Trio BWV1027a.
Also attributed to Bach’s pupil, Johann Tobias Krebs, the first of these trios
consists of two movements and is in fact a transcription of a Sonata for
two violins and basso continuo in the ‘gallant’ style that is thought to be
the work of the German violinist Johann Friedrich Fasch. The second is
based on a theme attributed to Telemann and consists of a single
movement with simple imitations and frequent use of parallel thirds.

BWV 569, 706, 709, 712 and 727 are also early works: the Chorales BWV
709 and 727, with the soprano voice adorned, almost appear to be
preparatory studies for various compositions in the Orgelbiichlein; the
Chorale BWV706 has features in common with the BWV 633 and 634 of
the Orgelbuchlein, even though the underlying concept is simpler; while
the Chorale BWV712 is structured like a fugue based on the subject of the
chorale, handled with great variety, inventiveness and some interesting
chromaticism in the last section. By contrast, the Prelude BWV569 was
written around 1708 and mirrors the style of the southern German
preludes. Featuring a continuous repetition of descending motifs, the work
embodies different forms and genres, from the chaconne to the prelude
and the ‘stylus phantasticus’ art of improvisation.

The CD ends with the majestic Prelude and Fugue in B minor BWV544. A
distinctly mature piece, this work not only embodies much of the
emotional impact of the great Passions, including a noteworthy echo of the
aria Es ist vollbracht from the Johannes-Passion, but also reveals a wealth
of technical and expressive devices: harmonic appoggiaturas, dissonance,
tension and drama. The prodigious Fugue develops around a major subject
based around stepwise motion and which enters into counterpoint with
two countersubjects. In the last section, all the elements are brought to
the fore and superimposed, including a return of the subject in contrary
motion.

© Stefano Molardi (translated by Kate Singleton)

CD136-142
This PDF file will be updated with these liner notes withing two weeks. Our
apologies for the inconvenience.
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Sung texts

NOTENBUCHLEIN FUR ANNA MAGDALENA BACH (CD21)

Gib dich zufrieden und sei stille, BWV 511, BWV 512

Gib dich zufrieden und sei stille in dem Gotte
deines Lebens.

In ihm ruht aller Freuden Fiille, ohn ihm

mihst du dich vergebens.

Er ist dein Quell und deine Sonne, scheint taglich
hell zu deiner Wonne.

Gib dich zufrieden, zufrieden.

So oft ich meine Tobackspfeife, BWV 515a
So oft ich meine Tobackspfeife,

mit gutem Knaster angefiillt,

zur Lust und Zeitvertreib ergreife,

so gibt sie mir ein Trauerbild

und fiiget diese Lehre bei,

dass ich derselben ahnlich sei.

Die Pfeife stammt von Ton und Erde,
auch ich bin gleichfalls draus gemacht.
Auch ich muss einst zur Erde werden
sie fallt und bricht, ehe Ihr's gedacht,
mir oftmals in der Hand entzwei,

mei Schicksal ist auch einerlei.

Die Pfeife pflegt man nicht zu farben,

sie bleibt weiss. Also der Schluss,

dass ich auch dermaleins im Sterben

dem Leibe nach erblassen muss.

Im Grabe wird der Kérper

auch so Schwarz, wie sie nach langem Brauch.

Wenn nur die Pfeife angeziindet,

so sieht man, wie im Augenblick

der Rauch in freier Luft verschwindet,
nicht als die Asche bleibt zuriick.

So wird des Menschen Ruhm verzehnt
und dessen Leib in Stauh verkehrt.

Wie oft geschieht’ s nicht bei dem Rauchen
dass, wenn der Stopfer nicht zur Hand,
man pflegt die Finger zu gebrauchen.

Dann denk ich, wenn ich mich verbrannt:
0, macht die Kohle solche Pein,

wie heiss mag erst die Holle sein?

Ich kann bei so gestalten Sachen

mir bei dein Toback jederzeit
erbauliche Gedanken machen.

Drum schmauch ich voll Zufriedenheit
zu Land, zu Wasser und zu Haus

mein Pfeifchen stets in Andacht aus.

Bist du bei mir, BWV 508

Bist du bei mir, geh ich mit Freuden
zum Sterben und zu meiner Ruh,
zum Sterben und zu meiner Ruh.

Ach, wie vergntigt war so mein Ende,

es driickten deine schone Hande mir getreuen
Augen zu.

Ach, wie vergniigt war so mein Ende,

es driickten deine schéne Hande mir getreuen
Augen zu.

Bist du bei mir, geh ich mit Freuden
zum Sterben und zu meiner Ruh,
zum Sterben und zu meiner Ruh.

Warum betriibst du dich, Aria,

BWV 516

Warum betriibst du dich und beugest dich zur
Erden,

mein sehr geplagter Geist, mein abgematter
Sinn?

Du sorgst, wie will es doch noch endlich mit
dir werden,

und fahrest Gber Welt und Gber Himmel hin.
Wirst du dich nicht recht fest in Gottes Willen

grinden,
kannst du in Ewigkeit nicht wahre Ruhe finden.

Ich habe genug, Rezitativ und Arie, BWV 82
Ich habe genug! Mein Trost ist nur allein,
dass Jesus mein und ich sein eigen méchten
sein.

Im Glauben halt ich ihn, da seh ich auch mit
Simeon

die Freude jenes Leben schon.

Lasst uns mit diesem Manneziehn.

Ach! mochte mich von meines Leibes Ketten
der Herr erretten!

Ach ware doch mein Abschied hier,

mit Freuden sagt ich, Welt, zu dir:

Ich habe genug!

Schlummert ein, ihr matten Augen, fallet sanft
und selig zu,

schlummert ein (2x)

Schlummert ein, ihr matten Augen,

fallet sanft und selig zu (2x )

Welt, ich bleibe nicht mehr hier, hab ich doch
kein Teil an dir,
das der Seelen kénnte taugen (2x)

Schaff‘s mit mir, Gott, BWV 514

Schaff’s mit mir, Gott, nach deinem Willen,
dir sei es alle heimgestellt.

Du wirst mein Winschen so erfiillen,

wies deiner Weisheit wohlgefillt.

Du bist mein Vater, du wirst mich versorgen,
darauf hoffe ich.

Aria di Giovannini, BWV 518

Willst du dein Herz mir schenken, so fang es
heimlich an,

dass unser beider Denken niemand erraten kan.
Die Liebe muss bei beiden allzeit verschwiegen
sein,

drum schliess die grossten Freuden in deinem
Herzen ein.

Behutsam sei und schweige und traue keiner
Wand,

lieb innerlich und zeige dich aussen unbekannt.
Kein Argwohn musst du geben, Verstellung
notig ist,

genug, dass du mein Leben, der Treu versichert
bist.

Begehre keine Blikke von meiner Liebe nicht,
der Neid hat viele Strikke auf unser Tun
gericht.

Du musst die Brust verschliess, halt deine
Neigung ein.

Die Lust, die wir geniessen, muss ein
Geheimnis sein.

Zu frei sein, sich ergehen, hat oft Gefahr
gebracht.

Man muss sich wohl verstehen, weil ein falsch
Auge gewacht.

Du musst den Spruche bedenken, den ich
zuvor getan:

Willst du dein Herz mir schenken, so fang es
heimlich an.

Dir, dir, Jehova, will ich singen, BWV 299
Dir, dir, Jehova, will ich singen, denn,

wo ist so ein Gott wie du?

Dir will ich meine Lieder bringen,

ach! gib mir deines Geistes Kraft darzu,
dass ich es tu’ im Namen Jesu Christ,

so wie es dir durch ihn gefillig ist.

Wie wohl ist mir, o Freund der Seelen, BWV 517
Wie wohl ist mir, o Freund der Seelen,
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wenn ich in deiner Liebe ruh.

Ich steige aus der Schwermuts Héhlen

und eile deinen Armen zu.

Da muss die Nacht des Trauerns erscheiden,
wenn mit so angenehmen Freuden

die Liebe strahlt aus deiner Brust.

Hier ist mein Himmel schon auf Erden,

wer wollte nicht vergniiget werden,

der in dir findet Ruh und Lust.

Gedenke doch mein Geist, BWV 509
Gedenke doch, mein Geist,

zuriikke ans Grab und an den Glokkenschlag,
da man mich wird zur Ruh begleiten,

auf dass ich kltiglich sterben mag.

Schreib dieses Wort in Herz und Brust,
gedenke, dass du sterben musst.

O Ewigkeit, du Donnerwort, BWV 513

O Ewigkeit, du Donnerwort,

o Schwert, das durch die Seele bohrt,

o Anfang sonder Ende.

O Ewigkeit,

Zeit ohne Zeit, ich weiss vor grosser Traurigkeit
nicht,

wo ich mich hinwende,

Mein ganz erschrocknes Herze bebt,

dass mir die die Zung am Gaumen klebt.

COMPLETE SACRED CANTATAS BWV 1-200 (CD46-95)

BWV 1
Wie schén leuchtet der Morgenstern

1. Coro

Wie schon leuchtet der Morgenstern
Voll Gnad und Wahrheit von dem Herrn,
Die siiBe Wurzel Jesse!

Du Sohn Davids aus Jakobs Stamm,
Mein Konig und mein Brautigam,

Hast mir mein Herz besessen,

Lieblich,

Freundlich,

Schén und herrlich, groR und ehrlich, reich
von Gaben,

Hoch und sehr prachtig erhaben.

2. Recitativo

Du wahrer Gottes und Marien Sohn,
Du Konig derer Auserwahlten,
Wie s ist uns dies Lebenswort,
Nach dem die ersten Viter schon
So Jahr' als Tage zahlten,

Das Gabriel mit Freuden dort

In Bethlehem verheiRen!

O SuRigkeit, o Himmelsbrot,

Das weder Grab, Gefahr, noch Tod
Aus unsern Herzen reien.

Aria

Erfillet, ihr himmlischen gottlichen Flammen,
Die nach euch verlangende gldubige Brust!

Die Seelen empfinden die kraftigsten Triebe
Der brinstigsten Liebe

Und schmecken auf Erden die himmlische Lust.

3. Recitativo

Ein irdscher Glanz, ein leiblich Licht
RUhrt meine Seele nicht;

Ein Freudenschein ist mir von Gott entstanden,
Denn ein vollkommnes Gut,

Des Heilands Leib und Blut,

Ist zur Erquickung da.

So muR uns ja

Der Uberreiche Segen,

Der uns von Ewigkeit bestimmt
Und unser Glaube zu sich nimmt,
Zum Dank und Preis bewegen.



4. Aria

Unser Mund und Ton der Saiten
Sollen dir

Fir und fir

Dank und Opfer zubereiten.
Herz und Sinnen sind erhoben,
Lebenslang

Mit Gesang,

GrolRer Konig, dich zu loben.

Choral

Wie bin ich doch so herzlich froh,
DaR mein Schatz ist das A und O,
Der Anfang und das Ende;

Er wird mich doch zu seinem Preis
Aufnehmen in das Paradeis,

Des klopf ich in die Hande.

Amen!

Amen!

Komm, du schéne Freudenkrone, bleib nicht lange,
Deiner wart ich mit Verlangen.

BWV 2
Ach Gott, vom Himmel sieh darein

1. Chor

Ach Gott, vom Himmel sieh darein,
und laR dichs doch erbarmen!

Wie wenig sind der Heilgen dein,
Verlassen sind wir Armen;

Dein Wort man nicht IaRt haben wahr,
Der Glaub ist auch verloschen gar

bei allen Menschkindern.

2. Recitativo Tenore

Sie lehren eitel falsche List,

Was wider Gott und seine Wahrheit ist;
Und was der eigen Witz erdenket,

0, Jammer! der die Kirche schmerzlich kranket
Das muR anstatt der Bibel stehn.

Der eine wahlet dies, der andre das,
Die torichte Vernunft ist ihr KompaR;
Sie gleichen denen Totengrabern,

Die, ob sie zwar von auBen schén,

Nur Stank und Moder in sich fassen
Und lauter Unflat sehen lassen.

3. Aria Alto

Tilg, o Gott, die Lehren,

So dein Wort verkehren!

Wehre doch der Ketzerei

Und allen Rottengeistern;

Denn sie sprechen ohne Scheu:
Trotz dem, der uns will meistern!

4. Recitativo Basso

Die Armen sind verstort,

Ihr seufzend Ach, ihr dngstlich Klagen

Bei soviel Kreuz und Not,

Wodurch die Feinde fromme Seelen plagen,
Dringt in das Gnadenohr des Allerh6chsten ein.
Darum spricht Gott: ich muB ihr Helfer sein!
Ich hab ihr Flehn erhort,

Der Hilfe Morgenrot,

Der reinen Wahrheit heller Sonnenschein

Soll sie mit neuer Kaft,

Die Trost und Leben schafft,

Erquicken und erfreuen.

Ich will mich ihrer Not erbarmen,

Mein heilsam Wort soll sein die Kraft der Armen.

5. Aria Tenore

Durchs Feuer wird das Silber rein,

Durchs Kreuz das Wort bewahrt erfunden.
Drum soll ein Christ zu allen Stunden

Im Kreuz und Not geduldig sein.

6. Choral

Das wollst du, Gott, bewahren rein
Fur diesem argn Geschlechte;

Und laR ins dir befohlen sein,
Sichs in uns nicht flechte,

DaR ins dir befohlen sein,

Der gottlos Hauf sich umher findt,
Wo solche lose Leute sind
In deinem Volk erhaben.

BWV3
Ach Gott, wie manches Herzeleid

1. Chor

Ach Gott, wie manches Herzeleid
Begegnet mir zu dieser Zeit!

Der schmale Weg ist triibsalvoll,
Den ich zum Himmel wandern soll.

2. Choral und Recitativo

Wie schwerlich 1aRt sich Fleisch und Blut

So nur nach Irdischem und Eitlem trachtet
Und weder Gott noch Himmel achtet,
Zwingen zu dem ewigen Gut

Da du, o Jesu, nun mein alles bist,

Und doch mein Fleisch so widerspenstig ist.
Wo soll ich mich denn wenden hin?

Das Fleisch ist schwag, doch will der Geist;
So hilf du mir, der du mein Herze heiRt.

Zu dir, o Jesu, steht mein Sinn.

Wer deinem Rat und deiner Hilfe traut,

Der hat wohl nie auf falschen Grund gebaut,
Da du der ganzen Welt zum Trost gekommen,
Und unser Fleisch an dich Genommen,

So rettet uns dein Sterben

Vom endlichen Verderben.

Drum schmecke doch ein glaubiges Gemiite
Des Heilands Freundlichkeit und Giite.

3. Aria Basso

Empfind ich Hollenangst und Pein,
Dich muR besténdig in dem Herzen
Ein rechter Freudenhimmel sein.

Ich darf nur Jesu Namen nennen,

Der kann auch unermeBne Schmerzen
Als einen leichten Nebel trennen.

4. Recitativo Tenore

Es mag mir Leib und Geist verschmachten,

Bist du, o Jesu, mein

Und ich bin dein,

Will ichs nicht achten

Dein treuer Mund

Und dein unendlich Lieben

Das unverandert stets geblieben,

Erhélt mir noch den ersten Bund,

Der meine Brust mit Freudigkeit erfullet

Und auch des Todes Furcht, des Grabes Schrecken stillet
Fallt Not und Mangel gleich von allen Seiten ein,
Mein Jesu wird mein Schatz und Reichtum sein.

5. Aria Duetto Soprano/Alto
Wenn Sorgen auf mich dringen,
Will ich in Freudigkeit

Zu meinen Jesu singen.

Mein Kreuz hilft Jesu tragen,
Drum will ich glaubig sagen:

Es dient zum besten allezeit.

6. Choral

Erhalt mein Herz in Glauben rein,
So leb und sterb ich dir allein.
Jesu, mein Trost, hor mein Begier,
O mein Heiland, wér ich bei dir.

BWV 4
Christ lag in Todesbanden

Sinfonia

Versus 1

Christ lag in Todesbanden

Fur unsre Sund gegeben,

Er ist wieder erstanden

Und hat uns bracht das Leben;
Des wir sollen fréhlich sein,

Gott loben und ihm dankbar sein
Und singen halleluja,

Halleluja!
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Versus 2

Den Tod niemand zwingen kunnt
Bei allen Menschenkindern,

Das macht' alles unsre Siind,

Kein Unschuld war zu finden.
Davon kam der Tod so bald

Und nahm Gber uns Gewalt,

Hielt uns in seinem Reich gefangen.
Halleluja!

Versus 3

Jesus Christus, Gottes Sohn,

An unser Statt ist kommen

Und hat die Stinde weggetan,
Damit dem Tod genommen

All sein Recht und sein Gewalt,

Da bleibet nichts denn Tods Gestalt,
Den Stach'l hat er verloren.
Halleluja!

Versus 4

Es war ein wunderlicher Krieg,

Da Tod und Leben rungen,

Das Leben behielt den Sieg,

Es hat den Tod verschlungen.

Die Schrift hat verkiindigt das,
Wie ein Tod den andern fraR,

Ein Spott aus dem Tod ist worden.
Halleluja!

Versus 5

Hier ist das rechte Osterlamm,

Davon Gott hat geboten,

Das ist hoch an des Kreuzes Stamm

In heiBer Lieb gebraten,

Das Blut zeichnet unsre Tir,

Das hilt der Glaub dem Tode fiir,

Der Wiirger kann uns nicht mehr schaden.
Halleluja!

Versus 6

So feiern wir das hohe Fest

Mit Herzensfreud und Wonne,

Das uns der Herre scheinen 14Rt,
Erist selber die Sonne,

Der durch seiner Gnade Glanz
Erleuchtet unsre Herzen ganz,

Der Siinden Nacht ist verschwunden.
Halleluja!

Versus 7

Wir essen und leben wohl

In rechten Osterfladen,

Der alte Sauerteig nicht soll

Sein bei dem Wort der Gnaden,
Christus will die Koste sein

Und speisen die Seel allein,

Der Glaub will keins andern leben.
Halleluja!

BWV 5
Wo soll ich fliehen hin BWV 5

Coro

Wo soll ich fliehen hin,

Weil ich beschweret bin

Mit viel und groRen Siinden?
Wo soll ich Rettung finden?
Wenn alle Welt herkame,

Mein Angst sie nicht wegnahme.

Recitativo

Der Siinden Wust hat mich nicht nur befleckt,
Er hat vielmehr den ganzen Geist bedeckt,
Gott muBte mich als unrein von sich treiben;
Doch weil ein Tropfen heilges Blut

So groRe Wunder tut,

Kann ich noch unverstoRen bleiben.

Die Wunden sind ein offnes Meer,

Dahin ich meine Siinden senke,

Und wenn ich mich zu diesem Strome lenke,
So macht er mich von meinen Flecken leer.



Aria

ErgieRe dich reichlich, du géttliche Quelle,
Ach, walle mit blutigen Strémen auf mich!
Es fiihlet mein Herze die tréstliche Stunde,

Nun sinken die driickenden Lasten zu Grunde,
Es waschet die stindlichen Flecken von sich.

Recitativo

Mein treuer Heiland trostet mich,

Es sei verscharrt in seinem Grabe,

Was ich gesiindigt habe;

Ist mein Verbrechen noch so groR,

Er macht mich frei und los.

Wenn Glaubige die Zuflucht bei ihm finden,
MuR Angst und Pein

Nicht mehr gefahrlich sein

Und alsobald verschwinden;

Ihr Seelenschatz, ihr hochstes Gut

Ist Jesu unschatzbares Blut;

Es ist ihr Schutz vor Teufel, Tod und Stinden,
In dem sie Gberwinden.

Aria

Verstumme, Héllenheer,

Du machst mich nicht verzagt!
Ich darf dies Blut dir zeigen,

So muRt du plétzlich schweigen,
Es ist in Gott gewagt.

Recitativo

Ich bin ja nur das kleinste Teil der Welt,
Und da des Blutes edler Saft

Unendlich groRe Kraft

Bewdhrt erhdlt,

DaR jeder Tropfen, so auch noch so klein,
Die ganze Welt kann rein

Von Siinden machen,

So laR dein Blut

Ja nicht an mir verderben,

Es komme mir zugut,

DaR ich den Himmel kann ererben.

Choral

Fithr auch mein Herz und Sinn
Durch deinen Geist dahin,

DaR ich mog alles meiden,

Was mich und dich kann scheiden,
Und ich an deinem Leibe

Ein GliedmaR ewig bleibe.

BWV 6
Bleib bei uns, denn es will Abend werden

1. Chor
Bleib bei uns, denn es will Abende werden,
Und der Tag hat sich geneiget.

2. Aria Alto

Hochgelobter Gottessohn,
Lass es dir nicht sein entgegen,
Dass wir itzt vor deinem Thron
Eine Bitte niederlegen:

Bleib, ach bleibe unser Licht,
Weil die Finsternis einbricht!

3. Choral Soprano

Ach bleib bei uns, Herr Jesu Christ,
Weil es nun Abend worden ist,
Dein géttlich Wort, das helle Licht,
Lass ja bei uns ausléschen nicht!
In dieser letzten betriibten Zeit
Verleih uns, Herr, Bestandigkeit,
Dass wir dein Wort und Sakrament
Rein behalten bis an unser End.

4. Recitativo Basso

Es hat die Dunkelheit

An vielen Orten iberhandgenommen.

Woher ist aber dieses kommen?

Bloss daher, weil sowohl die Kleinen als die Grossen
Nicht in Gerechtigkeit

Von dir, o Gott gewandelt

Und wider Christenpflicht gehandelt.
Drum hast du auch den Leuchter umgestossen.

5. Aria Tenore

Jesu, lass uns auf dich sehen,
Dass wir nicht

In den Siindenwegen gehen.
Lass das Licht

Deines Worts uns helle scheinen
Und dich jederzeit treu meinen.

6. Choral

Beweis dein Macht, Herr Jesu Christ,
Der du Herr aller Herren bist;
Beschirm dein arme Christenheit,
Dass sie dich lob in Ewigkeit.

BWV7
Christ unser Herr zum Jordan kam.

1. Coro

Christ unser Herr zum Jordan kam
Nach seines Vaters Willen,

Von Sankt Johanns die Taufe nahm,
Sein Werk und Amt zu erfiillen;

Da wollt er stiften uns ein Bad,

Zu waschen uns von Siinden,
Ersdufen auch den bittern Tod
Durch sein selbst Blut und Wunden.

2. Aria Basso

Merkt und hért, ihr Menschenkinder,
Was Gott selbst die Taufe heisst.

Es muss zwar hier Wasser sein,

Doch schlecht Wasser nicht allein.
Gottes Wort und Gottes Geist

Tauft und reiniget die Sunder.

3. Recitativo Tenore

Dies hat Gott klar

Mit Worten und mit Bildern dargetan,
Am Jordan liess der Vater offenbar
Die Stimme bei der Taufe Christi horen;
Er sprach: Dies ist mein lieber Sohn,
An diesem hab ich Wohlgefallen,

Er ist vom hohen Himmelsthron

Der Welt zu gut

In niedriger Gestalt ggkommen

Und hat das Fleisch und Blut

Der Menschenkinder angenommen;
Den nehmet nun als euren Heiland an
Und horet seine teuren Lehren!

4. Aria Tenore

Des Vaters Stimme liess sich horen,
Der Sohn, der uns mit Blut erkauft,
Ward als ein wahrer Mensch getauft.
Der Geist erschien im Bild der Tauben,
Damit wir ohne Zweifel glauben,

Es habe die Dreifaltigkeit

Uns selbst die Taufe zubereit'.

5. Recitativo Basso

Als Jesus dort nach seinen Leiden

Und nach dem Auferstehn

Aus dieser Welt zum Vater wollte gehn,
Sprach er zu seinen Jingern:

Geht hin in alle Welt und lehret alle Heiden,
Wer blaubet und getaufet wird auf Erden,
Der soll gerecht und selig werden.

6. Aria Alto

Menschen, glaubt doch dieser Gnade,
Dass ihr nicht in Stinden sterbt,

Noch im Héllenpfuhl verderbt!
Menschenwerk und -heiligkeit

Gilt vor Gott zu keiner Zeit.

Stinden sind uns angeboren,

Wir sind von Natur verloren;

Glaub und Taufe macht sie rein,

Dass sie nicht verdammlich sein.

94940 ).S. Bach Complete Edition
63

7. Chorale

Das Aug allein das Wasser sieht,
Wie Menschen Wasser giessen,
Der Glaub allein die Kraft versteht
Des Blutes Jesu Christi,

Und ist fir ihm ein rote Flut

Von Christi Blut gefarbet,

Die allen Schaden heilet gut

Von Adam her geerbet,

Auch von uns selbst begangen.

BWV 8
Liebster Gott, wenn werd ich sterben

1. Chor

Liebster Gott, wenn werd ich sterben?
Meine Zeit lduft immer hin,

Und des alten Adams Erben,

Unter denen ich auch bin,

Haben dies zum Vaterteil,

Dass sie nicht eine kleine Weil

Arm und elend sein auf Erden

Und denn selber Erde werden.

2. Aria

Was willst du dich, mein Geist, entsetzen,
Wenn meine letzte Stunde schlagt?

Mein Leib neigt taglich sich zur Erden,
Und da muss seine Ruhstatt werden,
Wohin man so viel tausend tragt.

3. Recitativo

Zwar fiihlt mein schwaches Herz
Furcht, Sorge, Schmerz:

Wo wird mein Leib die Ruhe finden?
Wer wird die Seele doch

Vom aufgelegten Siindenjoch
Befreien und entbinden?

Das Meine wird zerstreut,

Und wohin werden meine Lieben
In ihrer Traurigkeit

Zertrennt, vertrieben?

4. Aria

Doch weichet, ihr tollen, vergeblichen
Sorgen!

Mich rufet mein Jesus: wer sollt nicht gehn?
Nichts was mir geféllt,

Besitzet die Welt.

Erscheine mir, seliger, frohlicher Morgen,
Verklaret und herrlich vor Jesu zu stehn.

5. Recitativo

Behalte nur, o Welt, das Meine!

Du nimmst ja selbst mein Fleisch und mein Gebeine,
So nimm auch meine Armut hin;
Genug, dass mir aus Gottes Uberfluss
Das héchste Gut noch werden muss,
Genug, dass ich dort reich und selig bin.
Was aber ist von mir zu erben,

Als meines Gottes Vatertreu?

Die wird ja alle Morgen neu

Und kann nicht sterben.

6. Choral

Herrscher tiber Tod und Leben,
Mach einmal mein Ende gut,
Lehre mich den Geist aufgeben
Mit rechtwohlgefasstem Mut.
Hilf, dass ich ein ehrlich Grab
Neben frommen Christen hab
Und auch endlich in der Erde
Nimmermehr zu schanden werde!

BWV 9
Es ist das Heil uns kommen her

1. Coro

Es ist das Heil uns kommen her
Von Gnad und lauter Giite.

Die Werk, die helfen nimmermehr,
Sie mogen nicht behuten.

Der Glaub sieht Jesum Christum an,



Der hat g'nug fir uns all getan,

Er ist der Mittler worden.

2. Recitativo Basso

Gott gab uns ein Gesetz, doch waren wir zu schwach,
DaR wir es hatten halten kénnen.

Wir gingen nur den Stinden nach,

Kein Mensch war fromm zu nennen;

Der Geist blieb an dem Fleische kleben
Und wagte nicht zu widerstreben.

Wir sollten in Gesetze gehn

Und dort als wie in einem Spiegel sehn,
Wie unsere Natur unartig sei;

Und dennoch blieben wir dabei.

Aus eigner Kraft wo niemand fahig,

Der Siinden Unart zu verlassen,

Er mocht auch alle Kraft zusammenfassen.

3. Aria Tenore

Wir waren schon zu tief gesunken,
Der Abgrund schluckt uns véllig ein,
Die Tiefe drohte schon den Tod,
Und dennoch konnt in solcher Not
Uns keine Hand behilflich sein.

4. Recitativo Basso

Doch muBte das Gesetz erfiillet werden;
Deswegen kam das Heil der Erden,

Des Héchsten Sohn, der hat es selbst erfiillt
Und seines Vaters Zorn gestillt.

Durch sein unschuldig Sterben

LieR er uns Hilf erwerben.

Wer nun demselben traut,

Wer auf sein Leiden baut,

Der gehet nicht verloren.

Der Himmel ist fir den erkoren,

Der wahren Glauben mit sich bringt
Und fest um Jesu Arme schlingt.

5. Aria (Duetto) Soprano Alto
Herr, du siehst statt guter Werke
Auf des Herzens Glaubensstarke,
Nur den Glauben nimmst du an.
Nur der Glaube macht gerecht,
Alles andre scheint zu schlecht,
Als daB es uns helfen kann.

6. Recitativo Basso

Wenn wir die Siind aus dem Gesetz erkennen,
So schldgt es das Gewissen nieder;
Doch ist das unser Trost zu nennen,
DaR wir im Evangelio

Gleich wieder froh

Und freudig werden:

Dies starket unsern Glauben wieder.
Drauf hoffen wir der Zeit,

Die Gottes Gutigkeit

Uns zugesaget hat,

Doch aber auch aus weisem Rat

Die Stunde uns verschwiegen.
Jedoch, wir lassen uns begniigen,

Er weil} es, wenn es notig ist,

Und brauchet keine List

An uns; wir durfen auf ihn bauen
Und ihm allein vertrauen.

7. Choral

Ob sichs anlieR, als wollt er nicht,
LaR dich es nicht erschrecken;

Denn wo er ist am besten mit,

Da will ers nicht entdecken.

Sein Wort laR dir gewisser sein,

Und ob dein Herz spréch lauter Nein,
So laB doch dir nicht grauen.

BWV 10
Meine Seel erhebt den Herren

1. Coro

Meine Seel erhebt den Herren,

Und mein Geist freuet sich Gottes, meines Heilandes;
Denn er hat seine elende Magd angesehen.

Siehe, von nun an werden mich selig preisen alle
Kindeskind.

2. Aria

Herr, der du stark und méchtig bist,
Gott, dessen Name heilig ist,

Wie wunderbar sind deine Werke!
Du siehest mich Elenden an,

Du hast an mir so viel getan,

DaR ich nicht alles zahl und merke.

3. Recitativo

Des Hochsten Giit und Treu

Wird alle Morgen neu

Und wahret immer fiir und fur

Bei denen, die allhier

Auf seine Hilfe schaun

Und ihm in wahrer Furcht vertraun.
Hingegen Ubt er auch Gewalt

Mit seinem Arm

An denen, welche weder kalt

Noch warm

Im Glauben und im Lieben sein;

Die nacket, bloR und blind,

Die voller Stolz und Hoffart sind,
Will seine Hand wie Spreu zerstreun.

4. Aria

Gewaltige stoRt Gott vom Stuhl
Hinunter in den Schwefelpfuhl;

Die Niedern pflegt Gott zu erhéhen,
DaR sie wie Stern am Himmel stehen.
Die Reichen 13Rt Gott bloR und leer,
Die Hungrigen fullt er mit Gaben,
DaR sie auf seinem Gnadenmeer
Stets Reichtum und die Fiille haben.

5. Duetto (e Choral)
Er denket der Barmherzigkeit
Und hilft seinem Diener Israel auf.

6, Recitativo

Was Gott den Vitern alter Zeiten

Geredet und verheiRen hat,

Erfillt er auch im Werk und in der Tat.

Was Gott dem Abraham,

Als er zu ihm in seine Hitten kam,
Versprochen und geschworen,

Ist, da die Zeit erfiillet war, geschehen.

Sein Same muBte sich so sehr

Wie Sand am Meer

Und Stern am Firmament ausbreiten,

Der Heiland ward geboren,

Das ewge Wort lieR sich im Fleische sehen,
Das menschliche Geschlecht von Tod und allem Bosen
Und von des Satans Sklaverei

Aus lauter Liebe zu erlésen;

Drum bleibt's darbei,

DaB Gottes Wort voll Gnad und Wahrheit sei.

7, Choral

Lob und Preis sei Gott dem Vater und dem Sohn
Und dem Heilgen Geiste,

Wie es war im Anfang, jetzt und immerdar

Und von Ewigkeit zu Ewigkeit. Amen

BWV 12
Weinen, Klagen, Sorgen, Zagen

1. Sinfonia

2. Coro

Weinen, Klagen,

Sorgen, Zagen,

Angst und Not

Sind der Christen Tranenbrot,
Die das Zeichen Jesu tragen.

3. Recitativo
Wir miissen durch viel Triibsal in das Reich
Gottes eingehen.

4. Aria

Kreuz und Krone sind verbunden,
Kampf und Kleinod sind vereint.
Christen haben alle Stunden
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lhre Qual und ihren Feind,
Doch ihr Trost sind Christi Wunden.

5. Aria

Ich folge Christo nach,

Von ihm will ich nicht lassen
Im Wohl und Ungemach,

Im Leben und Erblassen.

Ich kisse Christi Schmach,
Ich will sein Kreuz umfassen.
Ich folge Christo nach,

Von ihm will ich nicht lassen.

6. Aria

Sei getreu, alle Pein

Wird doch nur ein Kleines sein.
Nach dem Regen

Bliht der Segen,

Alles Wetter geht vorbei.

Sei getreu, sei getreu!

7. Choral

Was Gott tut, das ist wohlgetan
Dabei will ich verbleiben,

Es mag mich auf die rauhe Bahn
Not, Tod und Elend treiben,

So wird Gott mich

Ganz vaterlich

In seinen Armen halten:

Drum laR ich ihn nur walten.

BWV 13
Meine Seufzer, meine Trdnen

1. Aria Tenore

Meine Seufzer, meine Tréanen
Kénnen nicht zu zahlen sein.

Wenn sich téglich Wehmut findet
Und der Jammer nicht verschwindet,
Ach! so muss uns diese Pein

Schon den Weg zum Tode bahnen.

2. Recitativo Alto

Mein liebster Gott lasst mich annoch

Vergebens rufen und mir in meinem Weinen
Noch keinen Trost erscheinen.

Die Stunde Iasset sich zwar wohl von ferne sehen,
Allein ich muss doch noch Vergebens flehen.

3. Chorale

Der Gott, der mir hat versprochen
Seinen Beistand jederzeit,

Der lasst sich vergebens suchen
Jetzt in meiner Traurigkeit.

Ach! Will er denn fiir und fiir
Grausam ziirnen Uber mir,

Kann und will er sich der Armen
Itzt nicht wie vorhin erbarmen?

4. Recitativo Soprano

Mein Kummer nimmet zu

Und raubt mir alle Ruh,

Mein Jammerkrug ist ganz mit Tranen angefullet,
Und diese Not wird nicht gestillet,

So Sorgen Kummernacht

Driickt mein beklemmtes Herz darnieder,
Drum sing ich lauter Jammerlieder.

Doch, Seele, nein,

Sei nur getrost in deiner Pein:

Gott kann den Wermutsaft gar leicht in
Freudenwein verkehren

Und dir alsdenn viel tausend Lust gewahren.

5. Aria Basso

Achzen und erbéarmlich Weinen
Hilft der Sorgen Krankheit nicht;
Aber wer gen Himmel siehet
Und sich da um Trost bemiihet,
Dem kann leicht ein Freudenlicht
In der Trauerbrust erscheinen.

6. Chorale
So sei nun, Seele, deine



Und traue dem alleine,

Der dich erschaffen hat;

Es gehe, wie es gehe,

Dein Vater in der Hohe,

Der weiss zu allen Sachen Rat.

BWV 14
Wir Gott nicht mit uns diese Zeit

Coro

Wir Gott nicht mit uns diese Zeit,
So soll Israel sagen,

Wir Gott nicht mit uns diese Zeit,
Wir hatten mussen verzagen,

Die so ein armes Hauflein sind,
Veracht' von so viel Menschenkind,
Die an uns setzen alle.

Aria

Unsre Starke heilt zu schwach,
Unserm Feind zu widerstehen.
Stiind uns nicht der Hochste bei,
Wiird uns ihre Tyrannei

Bald bis an das Leben gehen.

Recitativo

Ja, hatt es Gott nur zugegeben,

Wir wéren langst nicht mehr am Leben,

Sie rissen uns aus Rachgier hin,

So zornig ist auf uns ihr Sinn.

Es hatt uns ihre Wut

Wie eine wilde Flut

Und als beschdumte Wasser iiberschwemmet,
Und niemand hatte die Gewalt gehemmet.

Aria

Gott, bei deinem starken Schiitzen
Sind wir vor den Feinden frei.
Wenn sie sich als wilde Wellen
Uns aus Grimm entgegenstellen,
Stehn uns deine Hande bei.

Choral

Gott Lob und Dank, der nicht zugab,
DaR ihr Schlund uns mécht fangen.
Wie ein Vogel des Stricks kommt ab,
Ist unsre Seel entgangen:

Strick ist entzwei, und wir sind frei;
Des Herren Name steht uns bei,
Des Gottes Himmels und Erden.

BWV 16
Herr Gott, dich loben wir

Chor

Herr Gott, dich loben wir,
Herr Gott, wir danken dir!
Dich, Gott Vater in Ewigkeit,
Ehret die Welt weit und breit.

Recitativo

So stimmen wir bei dieser frohen Zeit

Mit heisser Andacht an

Und legen dir, o Gott, auf dieses neue Jahr
Das erste Herzensopfer dar.

Was hast du nicht von Ewigkeit

Vor Heil an uns getan;

Und was muss unsre Brust noch itzt vor Lieb
und Treu verspiiren?

Dein Zion sieht vollkommne Ruh;

Es fallt ihm Gluck und Segen zu,

Der Tempel schallt

Von Psaltern und von Harfen, und unsre Seele wallt,
Wenn wir nur Andachtsglut in Herz und
Munde fiihren.

O sollte darum nicht ein neues Lied erklingen,
Und wir in heisser Liebe singen?

Aria

Lasst uns jauchzen, lasst uns freuen:
Gottes GUt und Treu

Bleibet alle Morgen neu!

Krént und segnet seine Hand,

Ach so glaubt, dass unser Stand
Ewig glticklich sei!

Recitativo

Ach treuer Hort,

Beschiitz auch fernerhin dein wertes Wort,
Beschiitze Kirch und Schule,

So wird dein Reich vermehrt,

Und Satans arge List gestort.

Erhalte nur den Frieden

Und die beliebte Ruh,

So ist uns schon genug beschieden,
Und uns fallt lauter Wohlsein zu.
Ach! Gott, dus wirst das Land

Noch ferner wéssern,

Du wirst er stets verbessern,

Du wirst es selbst mit deiner Hand
Und deinem Segen bauen.

Wohl uns! Wenn wir dir fiir und far,
Mein Jesus und mein Heil, vertrauen.

Aria

Geliebter Jesu, du allein

Sollst meiner Seele Reichtum sein!
Wir wollen dich vor allen Schatzen
In unser treues Herze setzen,

Ja, wenn das Lebensband zerreisst,
Stimmt unser gottvergniigter Geist
Noch mit den Lippen sehnlich ein:

Geliebter Jesu, du allein
Sollst meiner Seele Reichtum sein.

Choral

All solch dein Gt wir preisen,
Vater ins Himmels Thron,

Die du uns tust beweisen
Durch Christum, deinen Sohn,
Und bitten ferner dich,

Gib uns ein friedlich Jahre,
Vor allem Leid bewahre

Und néhr uns mildiglich.

Fir -jetzt- im Himmelsthron.

BWV 17
Wer Dank opfert, der preiset mich

1. Coro

Wer Dank opfert, der preiset mich,

und das ist der Weg, das ich ihm zeige das
Heil Gottes.

2. Recitativo

Es muss die ganze Welt ein stummer Zeuge werden
Von Gottes hoher Majestat,

Luft, Wasser, Firmament und Erden,

Wenn ihre Ordnung als in Schnuren geht;

lhn preiset die Natur mit ungezéhlten gaben,

Die er ihr in den Schoss gelegt,

Und was den Odem hegt,

Will noch mehr Anteil an ihm haben,

Wenn es zu seinem Ruhm so Zung als Fittich regt.

3. Aria

Herr, deine Gute reicht, so weit der Himmel ist,

Und deine Wahrheit langt, so weit die Wolken gehen.
Wiisst ich gleich sonsten nicht, wie herrlich gross du bist,
So konnt ich es gar leicht aus deinen Werken sehen.

Wie sollt man dich mit Dank davor nicht stetig preisen?
Da du uns willst den Weg des Heils hingegen weisen.

Seconda Parte

4. Recitativo

Einer aber unter ihnen, da er sahe, dass er
gesund worden war,

kehrete um und preisete Gott mit lauter
Stimme und fiel auf sein Angesicht

zu seinem Fissen und dankete ihm;

und er was ein Samariter.

5. Aria
Welch Ubermass der Giite
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Schenkst du mir!

Doch was gibt mein Gemdite Dir daftir?
Herr, ich weiss sonst nichts zu bringen,
Als dir Dank und Lob zu singen.

6. Recitativo

Sieh meinen Willen an, ich kenne, was ich bin;

Leib, Leben und Verstand, Gesundheit, Kraft und Sinn,
Der du mich ldsst mit frohem Mund geniessen,

Sind Stréme deiner Gnad, die du auf mich lasst fliessen;
Lieb, Fried, gerechtigkeit und Freud in deinem Geist
Sind Schatz, dadurch du mir schon hier ein Vorbild weist,
Was Gutes du gedenkst mir dorten zuzuteilen

Und mich an Leib und Seel vollkommentlich zu heilen.

7. Choral

Wie sich ein Vatr erbarmet

Ubr seine junge Kindlein klein,
So tut der Herr uns Armen,

So wir ihn kindlich fiirchten rein.
Er kennt das arm Gemachte,
Gott weiss, wir sind nur Staub,
Gleich wie das Gras vom Rechen,
Ein Blum und fallendes Laub,
Der Wind nur driiber wehet,

So ist es nimmer da:

Also der Mensch vegehet,

Sein End, das ist ihm nah.

BWV 18
Gleichwie der Regen und Schnee vom Himmel fallt

1. Sinfonia

2. Recitativo Basso

Gleichwie der Regen und Schnee vom
Himmel fallt und nicht wieder dahin kommet,
sondern feuchtet die Erde und macht sie
fruchtbar und wachsend, daR sie gibt Samen
zu sden und Brot zu essen: Also soll das
Wort, so aus meinem Munde gehet, auch
sein; es soll nicht wieder zu mir leer kommen,
sondern tun, das mir geféllet, und soll

ihm gelingen, dazu ich's sende.

3. Recitativo (e Litanei) Soprano Tenore Basso
Tenore

Mein Gott, hier wird mein Herze sein:

Ich 6ffne dir's in meines Jesu Namen;

So streue deinen Samen

Als in ein gutes Land hinein.

Mein Gott, hier wird mein Herze sein:

LaB solches Frucht, und hundertfiltig, bringen.
O Herr, Herr, hilf! o Herr, laR wohlgelingen!
Du wollest deinen Geist und Kraft zum
Wortegeben

Erhér uns, lieber Herre Gott!

Basso

Nur wehre, treuer Vater, wehre,
DaR mich und keinen Christen nicht
Des Teufels Trug verkehre.

Sein Sinn ist ganz dahin gericht',
Uns deines Wortes zu berauben
Mit aller Seligkeit.

Den Satan unter unsre FiiBe treten.
Erhér uns, lieber Herre Gott!

Tenore

Ach! viel verleugnen Wort und Glauben
Und fallen ab wie faules Obst,

Wenn sie Verfolgung sollen leiden.

So stiirzen sie in ewig Herzeleid,

Da sie ein zeitlich Weh vermeiden.

Und uns fiir des Tirken und des Papsts
grausamen Mord und Lésterungen,
Wiiten und Toben véterlich behiiten.
Erhér uns, lieber Herre Gott!

Basso

Ein andrer sorgt nur fur den Bauch;
Inzwischen wird der Seele ganz vergessen;
Der Mammon auch



Hat vieler Herz besessen.

So kann das Wort zu keiner Kraft gelangen.
Und wieviel Seelen halt

Die Wollust nicht gefangen?

So sehr verfuhret sie die Welt,

Die Welt, die ihnen muR anstatt des Himmels stehen,

Dariiber sie vom Himmel irregehen.
Alle Irrige und Verfiihrte wiederbringen.
Erhor uns, lieber Herre Gott!

4. Aria Soprano

Mein Seelenschatz ist Gottes Wort;
AuBer dem sind alle Schatze
Solche Netze,

Welche Welt und Satan stricken,
Schnode Seelen zu beriicken.

Fort mit allen, fort, nur fort!

Mein Seelenschatz ist Gottes Wort.

5. Choral

Ich bitt, o Herr, aus Herzens Grund,

Du wollst nicht von mir nehmen

Dein heilges Wort aus meinem Mund;

So wird mich nicht beschamen

Mein Siind und Schuld, denn in dein Huld
Setz ich all mein Vertrauen:

Wer sich nur fest darauf verlaRt,

Der wird den Tod nicht schauen.

BWV 19
Es erhub sich ein Streit

Coro

Es erhub sich ein Streit.

Die rasende Schlange, der héllische Drache
Stiirmt wider den Himmel mit witender Rache.
Aber Michael beywingt,

Und die Schar, die ihn umringt

Stlrzt des Satans Grausamkeit.

Recitativo

Gottlob! der Drache liegt.

Der unerschaffne Michael

Und seiner Engel

Heer Hat ihn besiegt.

Dort liegt er in der Finsternis

Mit Ketten angebunden,

Und seine Statte wird nicht mehr
Im Himmelreich gefunden.

Wir stehen sicher und gewiR,
Und wenn uns gleich sein Brillen schrecket,
So wird doch unser Leib und Seel
Mit Engeln zugedecket.

Aria

Gott schickt uns Mahanaim zu;
Wir stehen oder gehen,

So kénnen wir in sichrer Ruh
Vor unsern Feinden stehen.

Es lagert sich, so nah als fern,
Um uns der Engel unsers Herrn
Mit Feuer, RoB und Wagen.

Recitativo

Was ist der schnéde Mensch, das Erdenkind?
Ein Wurm, ein armer Stinder.

Schaut, wie ihn selbst der Herr so lieb gewinnt,
DaR er ihn nicht zu niedrig schitzet

Und ihm die Himmelskinder,

Der Seraphinen Heer,

Zu seiner Wacht und Gegenwehr,

Zu seinem Schutze setzet.

Aria (e Choral)

Bleibt, ihr Engel, bleibt bei mir!
Fihret mich auf beiden Seiten,

DaR mein FuR nicht moge gleiten!
Aber lernt mich auch allhier

Euer groRes Heilig singen

Und dem Hoéchsten Dank zu singen!

Recitativo
LaRBt uns das Angesicht

Der frommen Engel lieben

Und sie mit unsern Siinden nicht
Vertreiben oder auch betriiben.
So sein sie, wenn der Herr gebeut,
Der Welt Valet zu sagen,

Zu unsrer Seligkeit

Auch unser Himmelswagen.

Choral

LaR dein' Engel mit mir fahren
Auf Elias Wagen rot

Und mein Seele wohl bewahren,
Wie Lazrum nach seinem Tod.
LaR sie ruhn in deinem SchoR,
Erfall sie mit Freud und Trost,
Bis der Leib kommt aus der Erde
Und mit ihr vereinigt werde.

BWV 20
O Ewigkeit, du Donnerwort

Erster Teil

Coro

O Ewigkeit, du Donnerwort,

O Schwert, das durch die Seele bohrt,
O Anfang sonder Ende!

O Ewigkeit, Zeit ohne Zeit,

Ich weiB vor groRer Traurigkeit

Nicht, wo ich mich hinwende.

Mein ganz erschrocken Herz erbebt,
DaR mir die Zung am Gaumen klebt.

Recitativo
Kein Ungliick ist in aller Welt zu finden,
Das ewig dauernd sei:

Es muR doch endlich mit der Zeit einmal verschwinden.

Ach! aber ach! die Pein der Ewigkeit hat nur
kein Ziel;

Sie treibet fort und fort ihr Marterspiel,

Ja, wie selbst Jesus spricht,

Aus ihr ist kein Erlosung nicht.

Aria

Ewigkeit, du machst mir bange,
Ewig, ewig ist zu lange!

Ach, hier gilt firwahr kein Scherz.
Flammen, die auf ewig brennen,
Ist kein Feuer gleich zu nennen;
Es erschrickt und bebt mein Herz,
Wenn ich diese Pein bedenke
Und den Sinn zur Héllen lenke.

Recitativo

Gesetzt, es dau'rte der Verdammten Qual
So viele Jahr, als an der Zahl

Auf Erden Gras, am Himmel Sterne wéren;
Gesetzt, es sei die Pein so weit hinausgestellt,
Als Menschen in der Welt

Von Anbeginn gewesen,

So ware doch zuletzt

Derselben Ziel und MaR gesetzt:

Sie miBte doch einmal aufhéren.

Nun aber, wenn du die Gefahr,
Verdammter! tausend Millionen Jahr

Mit allen Teufeln ausgestanden,

So ist doch nie der SchluB vorhanden;

Die Zeit, so niemand zdhlen kann,

Fangt jeden Augenblick

Zu deiner Seelen ewgem Ungeliick

Sich stets von neuem an.

Aria

Gott ist gerecht in seinen Werken:
Auf kurze Stinden dieser Welt

Hat er so lange Pein bestellt;

Ach wollte doch die Welt dies merken!
Kurz ist die Zeit, der Tod geschwind,
Bedenke dies, o Menschenkind!

Aria

O Mensch, errette deine Seele,
Entfliehe Satans Sklaverei

Und mache dich von Suinden frei,
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Damit in jener Schwefelh6hle

Der Tod, so die Verdammten plagt,
Nicht deine Seele ewig nagt.

0O Mensch, errette deine Seele!

Choral

Solang ein Gott im Himmel lebt

Und Gber alle Wolken schwebt,

Wird solche Marter wahren:

Es wird sie plagen Kalt und Hitz,

Angst, Hunger, Schrecken, Feu'r und Blitz
Und sie doch nicht verzehren.

Denn wird sich enden diese Pein,

Wenn Gott nicht mehr wird ewig sein.

Zweiter Teil

Aria

Wacht auf, wacht auf, verlornen Schafe,
Ermuntert euch vom Siindenschlafe

Und bessert euer Leben bald!

Wacht auf, eh die Posaune schallt,

Die euch mit Schrecken aus der Gruft

Zum Richter aller Welt vor das Gerichte ruft!

Recitativo

VerlaB, o Mensch, die Wollust dieser Welt,
Pracht, Hoffart, Reichtum, Ehr und Geld;
Bedenke doch

In dieser Zeit annoch,

Da dir der Baum des Lebens griinet,

Was dir zu deinem Friede dienet!
Vielleicht ist dies der letzte Tag,

Kein Mensch weiR, wenn er sterben mag.
Wie leicht, wie bald

Ist mancher tot und kalt!

Man kann noch diese Nacht

Den Sarg vor deine Tiire bringen.

Drum sei vor allen Dingen

Auf deiner Seelen Heil bedacht!

Aria (Duetto)

O Menschenkind,

Hor auf geschwind,

Die Stind und Welt zu lieben,

DaR nicht die Pein,

Wo Heulen und Zahnklappen sein,
Dich ewig mag betriiben!

Ach spiegle dich am reichen Mann,
Der in der Qual

Auch nicht einmal

Ein Tropflein Wasser haben kann!

Choral

O Ewigkeit, du Donnerwort,

O Schwert, das durch die Seele bohrt,
0 Anfang sonder Ende!

O Ewigkeit, Zeit ohne Zeit,

Ich weiR vor groRer Traurigkeit

Nicht, wo ich mich hinwende.

Nimm du mich, wenn es dir gefallt,
Herr Jesu, in dein Freudenzelt!

BWV 21
Ich hatte viel Bekiimmernis

Erster Teil

Coro

Ich hatte viel Bekiimmernis in meinem
Herzen; aber deine Tréstungen erquicken
meine Seele.

Aria

Seufzer, Tranen, Kummer, Not,
Angstlichs Sehnen, Furcht und Tod
Nagen mein beklemmtes Herz,

Ich empfinde Jammer, Schmerz.

Recitativo

Wie hast du dich, mein Gott,
In meiner Not,

In meiner Furcht und Zagen



Denn ganz von mir gewandt?
Ach! kennst du nicht dein Kind?
Ach! horst du nicht das Klagen
Von denen, die dir sind

Mit Bund und Treu verwandt?
Da warest meine Lust

Und bist mir grausam worden;
Ich suche dich an allen Orten,
Ich ruf und schrei dir nach,
Allein mein Weh und Ach!
Scheint itzt, als sei es dir ganz unbewuBt.

Aria

Bache von gesalznen Zahren,

Fluten rauschen stets einher.

Sturm und Wellen mich versehren,
Und dies tribsalsvolle Meer

Will mir Geist und Leben schwichen,
Mast und Anker wollen brechen,
Hier versink ich in den Grund,

Dort seh ins der Holle Schlund.

Coro

Was betriibst du dich, meine Seele, und bist so

unruhig in mir? Harre auf Gott; denn
ich werde ihm noch danken, daB er meines
Angesichtes Hilfe und mein Gott ist.

Zweiter Teil

Recitativo
Seele (S), Jesus (B)

Soprano
Ach Jesu, meine Ruh,
Mein Licht, wo bleibest du?

Basso
0 Seele sieh! Ich bin bei dir.

Soprano
Bei mir?
Hier ist ja lauter Nacht.

Basso

Ich bin dein treuer Freund,
Der auch im Dunkeln wacht,
Wo lauter Schalken seind.

Soprano
Brich doch mit deinem Glanz und Licht des
Trostes ein.

Basso

Die Stunde kémmet schon,
Da deines Kampfes Kron'

Dir wird ein siiBes Labsal sein.

Aria (Duetto)

Soprano
Komm, mein Jesu, und erquicke,

Basso
Ja, ich komme und erquicke

Soprano
Und erfreu mit deinem Blicke.

Basso
Dich mit meinem Gnadenblicker,

Soprano
Diese Seele,

Basso
Deine Seele,

Soprano
Die soll sterben,

Basso
Die soll leben,

Soprano
Und nicht leben

Basso
Und nicht sterben

Soprano
Und in ihrer Ungliickshohle

Basso
Hier aus dieser wunden Héhle

Soprano
Ganz verderben?

Basso
Sollst du erben

Soprano
Ich muRB stets in Kummer schweben,

Basso
Heil! durch diesen Saft der Reben,

Soprano
Ja, ach ja, ich bin verloren!

Basso
Nein, ach nein, du bist erkoren!

Soprano
Nein, ach nein, du hassest mich!

Basso
Ja, ach ja, ich liebe dich!

Soprano
Ach, Jesu, durchsuiRe mir Seele und Herze,

Basso
Entweichet, ihr Sorgen, verschwinde, du
Schmerze!

Soprano
Komm, mein Jesus, und erquicke

Basso
Ja, ich komme und erquicke

Soprano
Mit deinem Gnadenblicke!

Basso
Dich mit meinem Gnadenblicke

Coro
Sei nun wieder zufrieden, meine Seele, denn
der Herr tut dir Guts.

Tenore

Was helfen uns die schweren Sorgen,
Was hilft uns unser Weh und Ach?
Was hilft es, daR wir alle Morgen
Beseufzen unser Ungemach?

Wir machen unser Kreuz und Leid
Nur groRer durch die Traurigkeit.

Soprano

Denk nicht in deiner Drangsalshitze,
DaR du von Gott verlassen seist,
Und daR Gott der im SchoRe sitze,
Der sich mit stetem Gliicke speist.
Die folgend Zeit verandert viel

Und setzet jeglichem sein Ziel.

Aria

Erfreue dich, Seele, erfreue dich, Herze,

Entweiche nun, Kummer, verschwinde, du Schmerze!
Verwandle dich, Weinen, in lauteren Wein,

Es wird nun mein Achzen ein Jauchzen mir sein!
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Es brennet und sammet die reineste Kerze
Der Liebe, des Trostes in Seele und Brust,
Weil Jesus mich tréstet mit himmlischer Lust.

Coro

Das Lamm, das erwiirget ist, ist wiirdig zu
nehmen Kraft und Reichtum und

Weisheit und Starke und Ehre und Preis und Lob.
Lob und Ehre und Preis und Gewalt sei

unserm Gott von Ewigkeit zu Ewigkeit.

Amen, Alleluja!

BWV 22
Jesus nahm zu sich die Zwélfe

Aria und Chor

Jesus nahm zu sich die Zwélfe und sprach:
Sehet wir gehn hinauf gen Jerusalem, und es
wird alles vollendet werden,

das geschrieben ist von des Menschen Sohn.
Sie aber vernahmen der keines und wussten
nicht, was das gesaget war.

Aria

Mein Jesu, ziehe mich nach dir,

Ich bin bereit, ich will von hier

Und nach Jerusalem zu deinen Leiden gehn.
Wohl mir, wenn ich die Wichtigkeit

Von dieser Leid- und Sterbenszeit

Zu meinem Troste kann durchgehends wohl
verstehn!

Recitativo

Mein Jesu, ziehe mich, so werd ich laufen,

Denn Fleisch und Blut verstehet ganz und gar,
Nebst deinen Jingern nicht, was das gesaget war.
Es sehnt sich nach der Welt und nach dem gréssten
Haufen;

Sie wollen beiderseits, wenn du verklaret bist,
Zwar eine feste Burg auf Tabors Berge bauen,
Hingegen Golgatha, so voller Leiden ist,

In deiner Niedrigkeit met keinem Auge schauen.
Ach! kreuzige bei mir in der verderbten Brust
Zuvorderst diese Welt und die verbotne Lust,

So werd ich, was du sagst, vollkommen wohl verstehen
Und nach Jerusalem mit tausend Freuden gehen.

Aria

Mein Alles in Allem, mein ewiges Gut,
Verbessre das Herze, verandre den Mut;
Schlag alles darnieder,

Was dieser Entsagung des Fleisches zuwider!
Doch wenn ich nun geistlich ertétet da bin,
So ziehe mich nach dir in Friede dahin!

Choral

Ert6t uns durch dein Giite,
Erweck uns durch dein Gnad;
Den alten Menschen kranke,
Dass der neu‘ leben mag
Wohl hie auf dieser Erden,
Den Sinn und all Begehren
Und Gdanken habn zu dir.

BWV 23
Du wahrer Gott und Davids sohn BWV 23

Aria

Du wahrer Gott und Davids Sohn,

Der du von Ewigkeit in der Entfernung schon
Mein Herzeleid und meine Leibespein
Umstandlich angesehn, erbarm dich mein!
Und lass durch deine Wunderhand,

Die so viel Béses abgewandt,

Mir gleichfalls Hilf und Trost geschehen.

Recitativo

Ach, gehe nicht voriber;

Du aller Menschen Heil,

Bist ja erschienen,

Die Kranken und nicht die Gesunden zu bedienen.
Drum nehm ich ebenfalls an deiner Allmacht teil;



Ich sehe dich auf diesen Wegen,
Worauf man mich hat wollen legen,
Auch in der Blindheit an.

Ich fasse mich und lasse dich

Nicht ohne deinen Segen.

Chor

Aller Augen warten, Herr,

Du allméchtger Gott, auf dich,
Und die meinen sonderlich.

Gib denselben Kraft und Licht,
Lass sie nicht immerdar in Finsternissen!
Kunftig soll dein Wink allein

Der geliebte Mittelpunkt

Aller ihrer Werke sein,

Bis du sie einst durch den Tod
Wiederum gedenkst zu schliessen.

Choral

Christe, du Lamm Gottes

Der du tréagst die Stnd der Welt,
Erbarm dich unser!

Christe, du Lamm Gottes,

Der du tragst die Stind der Welt,
Gib uns dein Frieden.

Amen.

BWV 24
Ein ungefirbt Gemiite

Aria

Ein ungefarbt Gemiite

Von deutscher Treu und Giite

Macht uns vor Gott und Menschen schén.
Der Christen Tun und Handel,

Ihr ganzer Lebenswandel

Soll auf dergleichen FuRe stehn.

Recitativo

Die Redlichkeit

Ist eine von den Gottesgaben.

DaR sie bei unsrer Zeit

So wenig Menschen haben,

Das macht, sie bitten Gott nicht drum.

Denn von Natur geht unsers Herzens Dichten
Mit lauter B6sem um;

Soll's seinen Weg auf etwas Gutes richten,
So muR es Gott durch seinen Geist regieren
Und auf der Bahn der Tugend fihren.
Verlangst du Gott zum Freunde,

So mache dir den Nachsten nicht zum Feinde
Durch Falschheit, Trug und List!

Ein Christ

Soll sich der Taubenart bestreben

Und ohne Falsch und Tiicke leben.

Mach aus dir selbst ein solches Bild,

Wie du den Néchsten haben willt!

Coro
Alles nun, das ihr wollet, daR euch die Leute
tun sollen, das tut ihr ihnen.

Recitativo

Die Heuchelei

Ist eine Brut, die Belial gehecket.
Wer sich in ihre Larve stecket,

Der tragt des Teufels Liberei.

Wie? lassen sich denn Christen
Dergleichen auch geltsten?

Gott sei's geklagt! die Redlichkeit ist teuer.
Manch teuflisch Ungeheuer

Sieht wie ein Engel aus.

Man kehrt den Wolf hinein,

Den Schafspelz kehrt man raus.
Wie konnt es arger sein?
Verleumden, Schmahn und Richten,
Verdammen und Vernichten

Ist tberall gemein.

So geht es dort, so geht es hier.

Der liebe Gott behiite mich dafiir!

Aria

Treu und Wahrheit sei der Grund
Aller deiner Sinnen,

Wie von auBen Wort und Mund,
Sei das Herz von innen.

Gutig sein und tugendreich
Macht uns Gott und Engeln gleich.
Choral

O Gott, du frommer Gott,

Du Brunnquell aller Gaben,

Ohn den nichts ist, was ist,

Von dem wir alles haben,
Gesunden Leib gib mir,

Und daR in solchem Leib

Ein unverletzte Seel

Und rein Gewissen bleib.

BWV 25
Es ist nichts Gesundes an meinem Leibe

Coro

Es ist nichts Gesundes an meinem Leibe vor
deinem Drduen und ist kein Friede in
meinen Gebeinen vor meiner Stinde.

Recitativo

Die ganze Welt ist nur ein Hospital,

Wo Menschen von unzéhlbar groRer Zahl
Und auch die Kinder in der Wiegen

An Krankheit hart darniederliegen.

Den einen qudlet in der Brust

Ein hitzges Fieber boser Lust;

Der andre lieget krank

An eigner Ehre haBlichem Gestank;

Den dritten zehrt die Geldsucht ab

Und stiirzt ihn vor der Zeit ins Grab.

Der erste Fall hat jedermann beflecket
Und mit dem Siindenaussatz angestecket.

Ach! dieses Gift durchwihlt auch meine Glieder.

Wo find ich Armer Arzenei?
Wer stehet mir in meinem Elend bei?
Wer ist mein Arzt, wer hilft mir wieder?

Aria

Ach, wo hol ich Armer Rat?

Meinen Aussatz, meine Beulen
Kann kein Kraut noch Pflaster heilen
Als die Salb aus Gilead.

Du, mein Arzt, Herr Jesu, nur

WeiRt die beste Seelenkur.

Recitativo

O Jesu, lieber Meister,

Zu dir flieh ich;

Ach, stérke die geschwéchten Lebensgeister!
Erbarme dich,

Du Arzt und Helfer aller Kranken,
VerstoR mich nicht

Von deinem Angesicht!

Mein Heiland, mache mich von
Suindenaussatz rein,

So will ich dir

Mein ganzes Herz daftir

Zum steten Opfer weihn

Und lebenslang vor deine Hiilfe danken.

Aria

Offne meinen schlechten Liedern,
Jesu, dein Genadenohr!

Wenn ich dort im hohern Chor
Werde mit den Engeln singen,
Soll mein Danklied besser klingen.

Choral

Ich will alle meine Tage
Rihmen deine starke Hand,
DaR du meine Plag und Klage
Hast so herzlich abgewandt.
Nicht nur in der Sterblichkeit
Soll dein Ruhm sein ausgebreit':
Ich wills auch hernach erweisen
Und dort ewiglich dich preisen.

94940 ).S. Bach Complete Edition
68

BWV 26
Ach wie fliichtig, ach wie nichtig

1. Coro

Ach wie flichtig, ach wie nichtig
Ist der Menschen Leben!

Wie ein Nebel bald entstehet
Und auch wieder bald vergehet,
So ist unser Leben, sehet!

2. Aria Tenore

So schnell ein rauschend Wasser schief3t,
So eilen unser Lebenstage.

Die Zeit vergeht, die Stunden eilen,

Wie sich die Tropfen plotzlich teilen,
Wenn alles in den Abgrund schieRt.

3. Recitativo Alto

Die Freude wird zur Traurigkeit,

Die Schonheit fallt als eine Blume,

Die groRte Starke wird geschwacht,

Es dndert sich das Gliicke mit der Zeit,

Bald ist es aus mit Ehr und Ruhme,

Die Wissenschaft und was ein Mensche dichtet,
Wird endlich durch das Grab vernichtet.

4. Aria Basso

An irdische Schatze das Herze zu hangen,

Ist eine Verfiihrung der térichten Welt.

Wie leichtlich entstehen verzehrende Gluten,
Wie rauschen und reiRen die wallenden Fluten,
Bis alles zerschmettert in Trimmern zerfallt.

5. Recitativo Soprano

Die hochste Herrlichkeit und Pracht
Umbhiillt zuletzt des Todes Nacht.
Wer gleichsam als ein Gott gesessen,
Entgeht dem Staub und Asche nicht,
Und wenn die letzte Stunde schliget,
DaR man ihn zu der Erde traget,

Und seiner Hoheit Grund zerbricht,
Wird seiner ganz vergessen.

6. Choral

Ach wie flichtig, ach wie nichtig
Sind der Menschen Sachen!

Alles, alles, was wir sehen,

Das muR fallen und vergehen.

Wer Gott furcht', bleibt ewig stehen.

BWV 27
Wer weil}, wie nahe mir mein Ende?

1. Choral e Recitativo Soprano Alto Tenore
Wer weiB, wie nahe mir mein Ende?

Soprano

Das weiR der liebe Gott allein,

Ob meine Wallfahrt auf der Erden
Kurz oder langer moge sein.

Hin geht die Zeit, her kommt der Tod,

Alto

Und endlich kommt es doch so weit,
DaR sie zusammentreffen werden.
Ach, wie geschwinde um behende
Kann kommen meine Todesnot!
Tenore

Wer weil, ob heute nicht

Mein Mund die letzten Worte spricht.
Drum bet ich alle Zeit:

Mein Gott, ich bitt durch Christi Blut,
Mach's nur mit meinem Ende gut!

2. Recitativo Tenore

Mein Leben hat kein ander Ziel,

Als daR ich moge selig sterben

Und meines Glaubens Anteil erben;
Drum leb ich allezeit

Zum Grabe fertig und bereit,

Und was das Werk der Hande tut,



Ist gleichsam, ob ich sicher wiiRte,
DaR ich noch heute sterben miiRte:
Denn Ende gut, macht alles gut!

3. Aria Alto

Willkommen! will ich sagen,

Wenn der Tod ans Bette tritt.
Frohlich will ich folgen, wenn er ruft,
In die Gruft,

Alle meine Plagen

Nehm ich mit.

4. Recitativo Soprano

Ach, wer doch schon im Himmel war!
Ich habe Lust zu scheiden

Und mit dem Lamm,

Das aller Frommen Brautigam,

Mich in der Seligkeit zu weiden.
Flugel her!

Ach, wer doch schon im Himmel war!

5. Aria Basso

Gute Nacht, du Weltgetimmel!
Itzt mach ich mit dir Beschlug;
Ich steh schon mit einem FuR
Bei dem lieben Gott im Himmel.

6. Choral

Welt, ade! ich bin dein miide,
Ich will nach dem Himmel zu,
Da wird sein der rechte Friede
Und die ewge, stolze Ruh.
Welt, bei dir ist Krieg und Streit,
Nichts denn lauter Eitelkeit,

In dem Himmel allezeit

Friede, Freud und Seligkeit

BWV 28
Gottlob! nun geht das Jahr zu Ende

Aria
Gottlob! nun geht das Jahr zu Ende,

Das neue riicket schon heran. Gedenke, meine Seele,

dran,

Wieviel dir deines Gottes Hande

Im alten Jahre Guts getan!

Stimm ihm ein frohes Danklied an;

So wird er ferner dein gedenken

Und mehr zum neuen Jahre schenken.

Coro

Nun lob, mein Seel, den Herren,
Was in mir ist, den Namen sein!
Sein Wohltat tut er mehren,
VergiB es nicht, o Herze mein!
Hat dir dein Stind vergeben

Und heilt dein Schwachheit groR,
Errett' dein armes Leben,

Nimmt dich in seinen SchoR.

Mit reichem Trost beschiittet,
Verjlingt, dem Adler gleich.

Der Ko6n'g schafft Recht, behutet,
Die leid'n in seinem Reich.

Recitativo

So spricht der Herr: Es soll mir eine Lust
sein, daR ich ihnen Gutes tun soll, und ich
will sie in diesem Lande pflanzen treulich,
von ganzem Herzen und von ganzer
Seele.

Recitativo

Gott ist ein Quell, wo lauter Gute fleuR3t;
Gott ist ein Licht, wo lauter Gnade scheinet;
Gott ist ein Schatz, der lauter Segen heif3t;

Gott ist ein Herr, der's treu und herzlich meinet.

Wer ihn im Glauben liebt, in Liebe kindlich ehrt,
Sein Wort von Herzen hort

Und sich von bésen Wegen kehrt,

Dem gibt er sich mit allen Gaben.

Wer Gott hat, der muR alles haben.

Aria (Duetto)
Gott hat uns im heurigen Jahre gesegnet,

DaR Wohltun und Wohlsein einander begegnet.

Wir loben ihn herzlich und bitten darneben,

Er woll auch ein gliickliches neues Jahr geben.
Wir hoffens von seiner beharrlichen Giite

Und preisens im voraus mit dankbarm Gemiite.

Choral

All solch dein Gut wir preisen,
Vater ins Himmels Thron,

Die du uns tust beweisen
Durch Christum, deinen Sohn,
Und bitten ferner dich:

Gib uns ein friedsam Jahre,
Fir allem Leid bewahre

Und néhr uns mildiglich.

BWV 29
Wir danken dir, Gott, wir danken dir

Sinfonia

Coro

Wir danken dir, Gott, wir danken dir und verkiindigen

deine Wunder.

Aria

Halleluja, Stérk und Macht

Sei des Allerhochsten Namen!
Zion ist noch seine Stadt,

Da er seine Wohnung hat,

Da er noch bei unserm Samen

An der Vater Bund gedacht.
Recitativo

Gottlob! es geht uns wohl!

Gott ist noch unsre Zuversicht,
Sein Schutz, sein Trost und Licht
Beschirmt die Stadt und die Palaste,
Sein Flugel halt die Mauern feste.
Er 1aRt uns allerorten segnen,
Der Treue, die den Frieden kiRt,
MuR fiir und fiir

Gerechtigkeit begegnen.

Wo ist ein solches Volk wie wir,
Dem Gott so nah und gnadig ist!

Aria

Gedenk an uns mit deiner Liebe,
SchleuB uns in dein Erbarmen ein!
Segne die, so uns regieren,

Die uns leiten, schiitzen, fuhren,
Segne, die gehorsam sein!

Recitativo A e Coro

VergiB es ferner nicht, mit deiner Hand
Uns Gutes zu erweisen;

So soll

Dich unsre Stadt und unser Land,

Das deiner Ehre voll,

Mit Opfern und mit Danken preisen,
Und alles Volk soll sagen:

Amen!

Aria
Halleluja, Stérk und Macht
Sei des Allerh6chsten Namen!

Choral

Sei Lob und Preis mit Ehren

Gott Vater, Sohn, Heiligem Geist!
Der woll in uns vermehren,

Was er uns aus Gnaden verheifit,
DaR wir ihm fest vertrauen,
Ganzlich verlassn auf ihn,

Von Herzen auf ihn bauen,

DaR unsr Herz, Mut und Sinn

Ihm tréstlich solln anhangen;
Drauf singen wir zur Stund:
Amen, wir werden's erlangen,
Glaubn wir aus Herzens Grund.
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BWV 30
Freue dich, erloste Schar

Erster Teil

1. Coro

Freue dich, erléste Schar,
Freue dich in Sions Hitten.
Dein Gedeihen hat itzund
Einen rechten festen Grund,
Dich mit Wohl zu tberschiitten.

2. Recitativo Basso

Wir haben Rast,

Und des Gesetzes Last

Ist abgetan.

Nichts soll uns diese Ruhe stéren,
Die unsre liebe' Vater oft
Gewdnscht, verlanget und gehofft.
Wohlan,

Es freue sich, wer immer kann,
Und stimme seinem Gott zu Ehren
Ein Loblied an,

Und das im hohern Chor,

Ja, singt einander vor!

3. Aria Basso

Gelobet sei Gott, gelobet sein Name,

Der treulich gehalten Versprechen und Eid!
Sein treuer Diener ist geboren,

Der ldngstens darzu auserkoren,

DaR er den Weg dem Herrn bereit'.

4. Recitativo Alto

Der Herold kdmmt und meldt den Konig an,
Er ruft; drum sdumet nicht

Und macht euch auf

Mit einem schnellen Lauf,

Eilt dieser Stimme nach!

Sie zeigt den Weg, sie zeigt das Licht,
Wodurch wir jene selge Auen

Dereinst gewiBlich kénnen schauen.

5. Aria Alto

Kommt, ihr angefochtnen Siinder,
Eilt und lauft, ihr Adamskinder,
Euer Heiland ruft und schreit!

BWV 31
Der Himmel lacht! die Erde jubilieret

Sonata

Coro

Der Himmel lacht! die Erde jubilieret

Und was sie tragt in ihnrem SchoR;

Der Schopfer lebt! der Hochste triumphieret
Und ist von Todesbanden los.

Der sich das Grab zur Ruh erlesen,

Der Heiligste kann nicht verwesen.

Recitativo

Erwinschter Tag! sei, Seele, wieder froh!

Das Aund O,

Der erst und auch der letzte,

Den unsre schwere Schuld in Todeskerker setzte,
Ist nun gerissen aus der Not!

Der Herr war tot,

Und sieh, er lebet wieder;

Lebt unser Haupt, so leben auch die Glieder.
Der Herr hat in der Hand

Des Todes und der Holle Schlissel!

Der sein Gewand

Blutrot bespritzt in seinem bittern Leiden,

Will heute sich mit Schmuck und Ehren kleiden.

Aria

First des Lebens, starker Streiter,
Hochgelobter Gottessohn!

Hebet dich des Kreuzes Leiter
Auf den hochsten Ehrenthron?
Wird, was dich zuvor gebunden,



Nun dein Schmuck und Edelstein?
Miissen deine Purpurwunden
Deiner Klarheit Strahlen sein?

Recitativo

So stehe dann, du gottergebne Seele,
Mit Christo geistlich auf!

Tritt an den neuen Lebenslauf!

Auf! von des Todes Werken!

LaR, daR dein Heiland in der Welt,

An deinem Leben merken!

Der Weinstock, der jetzt bliiht,

Tragt keine tote Reben!

Der Lebensbaum IaRt seine Zweige leben!
Ein Christe flieht

Ganz eilend von dem Grabe!

Er 3Rt den Stein,

Er 1Rt das Tuch der Stinden
Dahinten

Und will mit Christo lebend sein.

Aria

Adam muRB in uns verwesen,
Soll der neue Mensch genesen,
Der nach Gott geschahen ist.
Du muBt geistlich auferstehen
Und aus Siindengrébern gehen,
Wenn du Christi GliedmaR bist.

Recitativo

Weil dann das Haupt sein Glied
Naturlich nach sich zieht,

So kann mich nichts von Jesu scheiden.
MuB ich mit Christo leiden,

So werd ich auch nach dieser Zeit

Mit Christo wieder auferstehen

Zur Ehr und Herrlichkeit

Und Gott in meinem Fleische sehen.

Aria (e Choral)

Letzte Stunde, brich herein,
Mir die Augen zuzudriicken!
LaB mich Jesu Freudenschein
Und sein helles Licht erblicken,
LaB mich Engeln &hnlich sein!
Letzte Stunde, brich herein!

Choral

So fahr ich hin zu Jesu Christ,

Mein' Arm tu ich ausstrecken;

So schlaf ich ein und ruhe fein,

Kein Mensch kann mich aufwecken,
Denn Jesus Christus, Gottes Sohn,
Der wird die Himmelstur auftun,
Mich fihrn zum ewgen Leben.

BWYV 32
Liebster Jesu, mein Verlangen

Aria

Liebster Jesu, mein Verlangen,

Sage mir, wo find ich dich?

Soll ich dich so bald verlieren

Und nicht ferner bei mir spiiren?
Ach! mein Hort, erfreue mich,

LaRB dich héchst vergniigt umfangen.

Recitativo

Was ists, daB du mich gesuchet? WeiRlt du
nicht, daR ich sein muR in dem, das
meines Vaters ist?

Aria

Hier, in meines Vaters Statte,
Findt mich ein betriibter Geist.
Da kannst du mich sicher finden
Und dein Herz mit mir verbinden,
Weil dies meine Wohnung heift.

Recitativo

Ach! heiliger und groRer Gott,
So will ich mir

Denn hier bei dir

Bestandig Trost und Hilfe suchen.

Basso

Wirst du den Erdentand verfluchen
Und nur in diese Wohnung gehn,
So kannst du hier und dort bestehn.

Soprano

Wie lieblich ist doch deine Wohnung,

Herr, starker Zebaoth;

Mein Geist verlangt

Nach dem, was nur in deinem Hofe prangt.
Mein Leib und Seele freuet sich

In dem lebendgen Gott:

Ach! Jesu, meine Brust liebt dich nur ewiglich.

Basso

So kannst du gluicklich sein,

Wenn Herz und Geist

Aus Liebe gegen mich entziindet heift.

Soprano
Ach! dieses Wort, das itzo schon
Mein Herz aus Babels Grenzen reift,

Fass' ich mir andachtsvoll in meiner Seele ein.

Aria (Duetto)

Beide

Nun verschwinden alle Plagen,

Nun verschwindet Ach und Schmerz.
Soprano

Nun will ich nicht von dir lassen,

Basso
Und ich dich auch stets umfassen.

Soprano
Nun vergniiget sich mein Herz

Basso
Und kann voller Freude sagen:

Beide
Nun verschwinden alle Plagen,
Nun verschwindet Ach und Schmerz!

Choral

Mein Gott, 6ffne mir die Pforten
Solcher Gnad und Gutigkeit,

LaR mich allzeit allerorten
Schmecken deine SiiBigkeit!
Liebe mich und treib mich an,
DaB ich dich, so gut ich kann,
Wiederum umfang und liebe
Und ja nun nicht mehr betriibe.

BWV 33
Allein zu dir, Herr Jesu Christ

Chor

Allein zu dir, Herr Jesu Christ,

Mein Hoffnung steht auf Erden;

Ich weiss, dass du mein Troster bist,
Kein Trost mag mir sonst werden.
Von Anbeginn ist nichts erkorn,

Auf Erden war kein Mensch geborn,
Der mir aus Noten helfen kann.

Ich ruf dich an,

Zu dem ich mein Vertrauen hab.

Recitativo

Mein Gott und Richter, willst du mich aus
dem Gesetze fragen,

So kann ich nicht,

Weil mein Gewissen widerspricht,

Auf tausend eines sagen.

An Seelenkréften arm und an der Liebe bloR,
Und meine Suind ist schwer und tbergroR;
Doch weil sie mich von Herzen reuen,
Wirst du, mein Gott und Hort,

Durch ein Vergebungswort

Mich wiederum erfreuen.
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Aria

Wie furchtsam wankten meine Schritte,
Doch Jesus hért auf meine Bitte

Und zeigt mich seinem Vater an.

Mich driickten Siindenlasten nieder,
Doch hilft mir Jesu Trostwort wieder:
DaR er flir mich genung getan.

Recitativo
Mein Gott, verwirf mich nicht,

Wiewohl ich dein Gebot noch téglich tibertrete,

Von deinem Angesicht!

Das kleinste ist mir schon zu halten viel zu schwer,

Doch, wenn ich um nichts mehr

Als Jesu Beistand bete,

So wird mich kein Gewissenstreit

Der Zuversicht berauben;

Gib mir nur aus Barmherzigkeit

Den wahren Christenglauben!

So stellt er sich mit guten Friichten ein
Und wird durch Liebe tatig sein.

Aria (Duett)

Gott, der du die Liebe heisst,

Ach, entziinde meinen Geist,

LaR zu dir vor allen Dingen

Meine Liebe kraftig dringen.

Gib, daR ich aus reinem Triebe

Als mich selbst den N&chsten liebe;
Stéren Feinde meine Ruh,

Sende du mir Hilfe zu!

Choral

Ehr sei Gott in dem hochsten Thron,
Dem Vater aller Giite,

Und Jesu Christ, seinm liebsten Sohn,
Der uns allzeit behiite,

Und Gott, dem heiligen Geiste,

Der uns sein Hilf allzeit leiste,

Damit wir ihm gefallig sein,

Hier in dieser Zeit

Und folgends in der Ewigkeit.

BWV 34
0 ewiges Feuer, o Ursprung der Liebe

Coro
O ewiges Feuer, o Ursprung der Liebe,
Entziinde die Herzen und weihe sie ein.

LaR himmlische Flammen durchdringen und wallen,
Wir wiinschen, o Hochster, dein Tempel zu sein,

Ach, |aB dir die Seelen im Glauben gefallen.

Recitativo

Herr, unsre Herzen halten dir

Dein Wort der Wahrheit fiir:

Du willst bei Menschen gerne sein,
Drum sei das Herze dein;

Herr, ziehe gnadig ein.

Ein solch erwahltes Heiligtum

Hat selbst den groRten Ruhm.

Aria

Wohl euch, ihr auserwéhlten Seelen,
Die Gott zur Wohnung ausersehn.
Wer kann ein groRer Heil erwéhlen?
Wer kann des Segens Menge zéhlen?
Und dieses ist vom Herrn geschehn.

Recitativo

Erwahlt sich Gott die heilgen Hiitten,

Die er mit Heil bewohnt,

So muB er auch den Segen auf sie schitten,
So wird der Sitz des Heiligtums belohnt.
Der Herr ruft Gber sein geweihtes Haus

Das Wort des Segens aus:

Coro
Friede Gber Israel.
Dankt den hochsten Wunderhanden,



Dankt, Gott hat an euch gedacht.
Ja, sein Segen wirkt mit Macht,

Friede tber Israel,
Friede tiber euch zu senden.

BWV 35
Geist und Seele wird verwirret

Erster Teil

1. Sinfonia

2. Aria Alto

Geist und Seele wird verwirret,
Wenn sie dich, mein Gott, betracht'.
Denn die Wunder, so sie kennet
Und das Volk mit Jauchzen nennet,
Hat sie taub und stumm gemacht.

3. Recitativo Alto

Ich wundre mich;

Denn alles, was man sieht,

MuR uns Verwundrung geben.

Betracht ich dich,

Du teurer Gottessohn,

So flieht

Vernunft und auch Verstand davon.

Du machst es eben,

DaR sonst ein Wunderwerk vor dir was
Schlechtes ist.

Du bist

Dem Namen, Tun und Amte nach erst wunderreich,
Dir ist kein Wunderding auf dieser Erde gleich.
Den Tauben gibst du das Gehor,

Den Stummen ihre Sprache wieder,

Ja, was noch mebhr,

Du 6ffnest auf ein Wort die blinden Augenlider.
Dies, dies sind Wunderwerke,

Und ihre Starke

Ist auch der Engel Chor nicht machtig auszusprechen.

4. Aria Alto

Gott hat alles wohlgemacht.

Seine Liebe, seine Treu

Wird uns alle Tage neu.

Wenn uns Angst und Kummer driicket,
Hat er reichen Trost geschicket,

Weil er taglich fiir uns wacht.

Gott hat alles wohlgemacht.

Zweiter Teil

5. Sinfonia

6. Recitativo Alto

Ach, starker Gott, laB mich

Doch dieses stets bedenken,

So kann ich dich

Vergnugt in meine Seele senken.
LaR mir dein stRes Hephata

Das ganz verstockte Herz erweichen;
Ach! lege nur den Gnadenfinger in die Ohren,
Sonst bin ich gleich verloren.

Riihr auch das Zungenband

Mit deiner starken Hand,

Damit ich diese Wunderzeichen

In heilger Andacht preise

Und mich als Erb und Kind erweise.

7. Aria Alto

Ich wiinsche nur bei Gott zu leben,
Ach! wire doch die Zeit schon da,
Ein fréhliches Halleluja

Mit allen Engeln anzuheben.

Mein liebster Jesu, 16se doch

Das jammerreiche Schmerzensjoch
Und laR mich bald in deinen Handen
Mein in martervolles Leben enden.

BWV 36
Schwingt freudig euch empor

Erster Teil

1. Coro

Schwingt freudig euch empor zu den erhabnen Sternen,

lhr Zungen, die ihr itzt in Zion fréhlich seid!

Doch haltet ein! Der Schall darf sich nicht weit entfernen,

Es naht sich selbst zu euch der Herr der Herrlichkeit.

2. Choral (Duetto) Soprano Alto
Nun komm, der Heiden Heiland,
Der Jungfrauen Kind erkannt,
Bes sich wundert alle Welt,
Gott solch Geburt ihm bestellt.

3. Aria Tenore

Die Liebe zieht mit sanften Schritten
Sein Treugeliebtes allgemach.
Gleichwie es eine Braut entzlicket,
Wenn sie den Brautigam erblicket,
So folgt ein Herz auch Jesu nach.

4. Choral

Zwingt die Saiten in Cythara

Und laRt die stiRe Musica

Ganz freudenreich erschallen,

DaR ich moge mit Jesulein,

Dem wunderschénen Brautgam mein,
In steter Liebe wallen!

Singet,

Springet,

Jubilieret, triumphieret, dankt dem Herren!
GroB ist der Konig der Ehren.

Zweiter Teil

5. Aria Basso

Willkommen, werter Schatz!

Die Lieb und Glaube machet Platz
Vor dich in meinem Herzen rein,
Zieh bei mir ein!

6. Choral Tenore

Der du bist dem Vater gleich,
Fihr hinaus den Sieg im Fleisch,
DaR dein ewig Gotts Gewalt

In uns das krank Fleisch enthalt.

7. Aria Soprano

Auch mit geddmpften, schwachen Stimmen
Wird Gottes Majestéat verehrt.

Denn schallet nur der Geist darbei,

So ist ihm solches ein Geschrei,

Das er im Himmel selber hort.

8. Choral

Lob sei Gott, dem Vater, g'ton,
Lob sei Gott, sein'm eingen Sohn,
Lob sei Gott, dem Heilgen Geist,
Immer und in Ewigkeit!

BWV 37
Wer da gldubet und getauft wird

Chor
Wer da gldubet und getauft wird, der wird
selig werden.

Aria

Der Glaube ist das Pfand der Liebe,
Die Jesus fur die Seinen hegt.

Drum hat er bloss aus Liebestriebe,
Da er ins Lebensbuch mich schriebe,
Mir dieses Kleinod beigelegt.

Choral

Herr Gott Vater, mein starker Held,

Du hast mich ewig von der Welt

In deinem Sohn geliebet.

Dein Sohn hat mich ihm selbst vertraut,
Er ist mein Schatz, ich bin sein Braut,
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Sehr hoch in ihm erfreuet.

Eia! Eia!

Himmlisch Leben wird er geben mir dort oben;
Ewig soll mein Herz ihn loben.

Recitativo

Ihr Sterblichen, verlanget ihr mit mir
Das Antlitz Gottes anzuschauen?

So durft ihr nicht auf gute Werke bauen,
Denn ob sich wohl ein Christ

Muss in den guten Werken ben,

Weil es der ernste Wille Gottes ist,

So macht der Glaube doch allein,

Dass wir vor Gott gerecht und selig sein.

Aria

Der Glaube schafft der Seele Flugel.
Dass sie sich in den Himmel schwingt,
Die Taufe ist das Gnadensiegel,
Dass uns den Segen Gottes bringt;
Und daher heisst ein selger Christ,
Wer gldubet und getaufet ist.
Choral

Den Glauben mir verleihe

An dein’ Sohn Jesum Christ,

Mein Siind mir auch verzeihe
Allhier zu dieser Frist.

Du wirst mir nicht versagen,

Was du verheissen hast,

Dass er mein Suind tu tragen

Und 16s mich von der Last.

BWYV 38
Aus tiefer Not schrei ich zu dir

Coro

Aus tiefer Not schrei ich zu dir,
Herr Gott, erhér mein Rufen;
Dein gnadig Ohr neig her zu mir
Und meiner Bitt sie 6ffne!

Denn so du willt das sehen an,
Was Siind und Unrecht ist getan,
Wer kann, Herr, vor dir bleiben?

Recitativo

In Jesu Gnade wird allein

Der Trost vor uns und die Vergebung sein,

Weil durch des Satans Trug und List

Der Menschen ganzes Leben

Vor Gott ein Siindengreuel ist.

Was kénnte nun

Die Geistesfreudigkeit zu unserm Beten geben,
Wo Jesu Geist und Wort nicht neue Wunder tun?

Aria

Ich hére mitten in den Leiden

Ein Trostwort, so mein Jesus spricht.
Drum, o geangstigtes Gemdite,

Vertraue deines Gottes Giite,

Sein Wort besteht und fehlet nicht,

Sein Trost wird niemals von dir scheiden!

Recitativo

Ach! DaR mein Glaube noch so schwach,
Und daR ich mein Vertrauen

Auf feuchtem Grunde muR erbauen!
Wie ofte missen neue Zeichen

Mein Herz erweichen!

Wie? kennst du deinen Helfer nicht,

Der nur ein einzig Trostwort spricht,
Und gleich erscheint,

Eh deine Schwachheit es vermeint,

Die Rettungsstunde.

Vertraue nur der Allmachtshand und seiner
Wahrheit Munde!

Aria

Wenn meine Triibsal als mit Ketten

Ein Ungluick an dem andern halt,

So wird mich doch mein Heil erretten,
DaR alles plotzlich von mir fallt.

Wie bald erscheint des Trostes Morgen
Auf diese Nacht der Not und Sorgen!



Choral

Ob bei uns ist der Stinden viel,
Bei Gott ist viel mehr Gnade;
Sein Hand zu helfen hat kein Ziel,
Wie groR auch sei der Schade.

Er ist allein der gute Hirt,

Der Israel erlosen wird

Aus seinen Stinden allen.

BWV 39
Brich dem Hungrigen dein Brot

Erster Teil

Coro

Brich dem Hungrigen dein Brot und die, so
in Elend sind, fiihre ins Haus! So du einen
nackend siehest, so kleide ihn und entzeuch
dich nicht von deinem Fleisch.

Alsdenn wird dein Licht herfiirbrechen wie
die Morgenroéte, und deine Besserung wird
schnell wachsen, und deine Gerechtigkeit
wird fir dir hergehen, und die Herrlichkeit
des Herrn wird dich zu sich nehmen.

Recitativo

Der reiche Gott wirft seinen UberfluR

Auf uns, die wir ohn ihn auch nicht den Odem haben.
Sein ist es, was wir sind; er gibt nur den GenuR,
Doch nicht, daR uns allein

Nur seine Schatze laben.

Sie sind der Probestein,

Wodurch er macht bekannt,

DaR er der Armut auch die Notdurft ausgespendet,
Als er mit milder Hand,

Was jener notig ist, uns reichlich zugewendet.

Wir sollen ihm fur sein gelehntes Gut

Die Zinsen nicht in seine Scheuren bringen;
Barmherzigkeit, die auf dem Néachsten ruht,

Kann mehr als alle Gab ihm an das Herze dringen.

Aria

Seinem Schépfer noch auf Erden
Nur im Schatten dhnlich werden,
Ist im Vorschmack selig sein.
Sein Erbarmen nachzuahmen,
Streuet hier des Segens Samen,
Den wir dorten bringen ein.

Zweiter Teil

Aria
Wohlzutun und mitzuteilen vergesset nicht;
denn solche Opfer gefallen Gott wohl.

Aria

Hochster, was ich habe,

Ist nur deine Gabe.

Wenn vor deinem Angesicht
Ich schon mit dem meinen
Dankbar wollt erscheinen,
Willt du doch kein Opfer nicht.

Recitativo

Wie soll ich dir, o Herr, denn sattsamlich vergelten,
Was du an Leib und Seel mir hast zugutgetan?

Ja, was ich noch empfang, und solches gar nicht selten,
Weil ich mich jede Stund noch deiner rihmen kann?
Ich hab nichts als den Geist, dir eigen zu ergeben,

Dem Néchsten die Begierd, daR ich ihm dienstbar werd,

Der Armut, was du mir gegénnt in diesem Leben,
Und, wenn es dir geféllt, den schwachen Leib der Erd.
Ich bringe, was ich kann, Herr, laB es dir behagen,

DaR ich, was du versprichst, auch einst davon még tragen.

Choral

Selig sind, die aus Erbarmen
Sich annehmen fremder Not,
Sind mitleidig mit den Armen,
Bitten treulieh fiir sie Gott.
Die behiilflich sind mit Rat,
Auch, womoglich, mit der Tat,

Werden wieder Hulf empfangen
Und Barmherzigkeit erlangen.

BWV 40
Dazu ist erschienen der Sohn Gottes

1. Coro
Dazu ist erschienen der Sohn Gottes, daR er
die Werke des Teufels zerstore.

2. Recitativo Tenore

Das Wort ward Fleisch und wohnet in der Welt,
Das Licht der Welt bestrahlt den Kreis der Erden,
Der groRe Gottessohn

VerlaRt des Himmels Thron,

Und seiner Majestét gefallt,

Ein kleines Menschenkind zu werden.

Bedenkt doch diesen Tausch, wer nur gedenken kann;
Der Konig wird ein Untertan,

Der Herr erscheinet als ein Knecht

Und wird dem menschlichen Geschlecht

- O stiBes Wort in aller Ohren! -

Zu Trost und Heil geboren.

3. Choral

Die Stind macht Leid;

Christus bringt Freud,

Weil er zu Trost in diese Welt ist kommen.

Mit uns ist Gott

Nun in der Not:

Wer ist, der uns als Christen kann verdammen?

4. Aria Basso

Hollische Schlange,

Wird dir nicht bange?

Der dir den Kopf als ein Sieger zerknickt,
Ist nun geboren,

Und die verloren,

Werden mit ewigem Frieden begliickt.

5. Recitativo Alto

Die Schlange, so im Paradies

Auf alle Adamskinder

Das Gift der Seelen fallen lieR,

Bringt uns nicht mehr Gefahr;

Des Weibes Samen stellt sich dar,
Der Heiland ist ins Fleisch gekommen
Und hat ihr allen Gift benommen.
Drum sei getrost! betriibter Sunder.

6. Choral

Schiittle deinen Kopf und sprich:
Fleuch, du alte Schlange!

Was erneurst du deinen Stich,
Machst mir angst und bange?
Ist dir doch der Kopf zerknickt,
Und ich bin durchs Leiden
Meines Heilands dir entriickt

In den Saal der Freuden.

7. Aria Tenore

Christenkinder, freuet euch!

Wiitet schon das Héllenreich,

Will euch Satans Grimm erschrecken:
Jesus, der erretten kann,

Nimmt sich seiner Kiichlein an

Und will sie mit Fliigeln decken.

8. Choral

Jesu, nimm dich deiner Glieder
Ferner in Genaden an;
Schenke, was man bitten kann,
Zu erquicken deine Bruder:
Gib der ganzen Christenschar
Frieden und ein selges Jahr!
Freude, Freude tiber Freude!
Christus wehret allem Leide.
Wonne, Wonne tiber Wonne!
Erist die Genadensonne.
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BWV 41
Jesu, nun sei gepreiset

Coro

Jesu, nun sei gepreiset

Zu diesem neuen Jahr

Fir dein Git, uns beweiset
In aller Not und G'fahr,

DaR wir haben erlebet

Die neu fréhliche Zeit,

Die voller Gnaden schwebet
Und ewger Seligkeit;

DaR wir in guter Stille

Das alt Jahr habn erfiillet.
Wir wolln uns dir ergeben
Itzund und immerdar,
Behiite Leib, Seel und Leben
Hinfort durchs ganze Jahr!

Aria

LaB uns, o héchster Gott, das Jahr vollbringen,
Damit das Ende so wie dessen Anfang sei.

Es stehe deine Hand uns bei,

DaR kiinftig bei des Jahres Schluf

Wir bei des Segens UberfluR

Wie itzt ein Halleluja singen.

Recitativo

Ach! deine Hand, dein Segen muR allein

Das A und O, der Anfang und das Ende sein.

Das Leben trégest du in deiner Hand,

Und unsre Tage sind bei dir geschrieben;

Dein Auge steht auf Stadt und Land;

Du zéhlest unser Wohl und kennest unser Leiden,
Ach! gib von beiden,

Was deine Weisheit will, worzu dich dein
Erbarmen angetrieben.

Aria

Woferne du den edlen Frieden

Vor unsern Leib und Stand beschieden,

So laB der Seele doch dein selig machend Wort.
Wenn uns dies Heil begegnet,

So sind wir hier gesegnet

Und Auserwahlte dort!

Recitativo B e Coro

Doch weil der Feind bei Tag und Nacht
Zu unserm Schaden wacht

Und unsre Ruhe will verstoren,

So wollest du, o Herze Gott, erhéren,
Wenn wir in heiliger Gemeine beten:
Den Satan unter unsre FiiRe treten.

So bleiben wir zu deinem Ruhm

Dein auserwahltes Eigentum

Und kénnen auch nach Kreuz und Leiden
Zur Herrlichkeit von hinnen scheiden.

Choral

Dein ist allein die Ehre,

Dein ist allein der Ruhm;
Geduld im Kreuz uns lehre,
Regier all unser Tun,

Bis wir frohlich abscheiden

Ins ewig Himmelreich,

Zu wahrem Fried und Freude,
Den Heilgen Gottes gleich.
Indes machs mit uns allen

Nach deinem Wobhlgefallen:
Solchs singet heut ohn Scherzen
Die christglaubige Schar

Und wiinscht mit Mund und Herzen
Ein seligs neues Jahr.

BWV 42
Am Abend aber desselbigen Sabbats

Sinfonia



Recitativo

Am Abend aber desselbigen Sabbats, da die
Jiinger versammlet und die Turen verschlossen
waren aus Furcht fur den Jiden, kam

Jesus und trat mitten ein.

Aria

Wo zwei und drei versammlet sind

In Jesu teurem Namen,

Da stellt sich Jesus mitten ein

Und spricht darzu das Amen.

Denn was aus Lieb und Not geschicht,
Das bricht des Hochsten Ordnung nicht.

Aria

Verzage nicht, o Hiuflein klein,
Obschon die Feinde willens sein,
Dich génzlich zu verstéren,

Und suchen deinen Untergang,
Davon dir wird recht angst und bang:
Es wird nicht lange wéahren.

Recitativo

Mann kann hiervon ein schén Exempel sehen

An dem, was zu Jerusalem geschehen;

Denn da die Jiinger sich versammlet hatten

Im finstern Schatten,

Aus Furcht fiir denen Juden,

So trat mein Heiland mitten ein,

Zum Zeugnis daB er seiner Kirche Schutz will sein.
Drum laRt die Feinde wiiten!

Aria

Jesus ist ein Schild der Seinen,
Wenn sie die Verfolgung trifft.
lhnen muR die Sonne scheinen
Mit der giildnen Uberschrift:
Jesus ist ein Schild der Seinen,
Wenn sie die Verfolgung trifft.

Choral

Verleih uns Frieden gnadiglich,

Herr Gott, zu unsern Zeiten;

Es ist doch ja kein andrer nicht,

Der fir uns kénnte streiten,

Denn du, unser Gott, alleine.

Gib unsern Fursten und allr Obrigkeit
Fried und gut Regiment,

DaR wir unter ihnen

Ein geruhig und stilles Leben fiihren mogen
In aller Gottseligkeit und Ehrbarkeit.
Amen.

BWV 44
Sie werden euch in den Bann tun

Aria
Sie werden euch in den Bann tun.

Chor

Es kdmmt aber die Zeit, dass, wer euch tétet,
wird meinen,

er tue Gott einen Dienst daran.

Aria

Christen mussen auf der Erden
Christi wahre Jinger sein.

Auf sie warten alle Stunden,

Bis sie selig iberwunden,
Marter, Bann und schwere Pein.

Choral

Ach Gott, wie manches Herzeleid
Begegnet mir zu dieser Zeit!

Der schmale Weg ist triibsalvoll,
Den ich zum Himmel wandern soll.

Recitativo

Es sucht der Antichrist,

Das grosse Ungeheuer,

Mit Schwert und Feuer

Die Glieder Christi zu verfolgen,
Weil ihre Lehre ihm zuwider ist.

Er bildet sich dabei wohl ein,

Es musse sein Tun Gott gefallig sein.

Allein es gleichen Christen denen Palmenzweigen,
Die durch die Last nur desto hoher steigen.

Aria

Es ist und bleibt der Christen Trost,

Dass Gott vor seine Kirche wacht.

Denn wenn sich gleich die Wetter tiirmen,
So hat doch nach den Triibsalstirmen

Die Freudensonne bald gelacht.

Choral

So sei nun, Seele, deine

Und traue dem alleine,

Der dich erschaffen hat.

Es gehe, wie es gehe:

Dein Vater in der Hohe,

Der weiss zu allen Sachen Rat.

BWV 45
Es ist dir gesagt, Mensch, was gut ist

Erster Teil

1. Coro

Es ist dir gesagt, Mensch, was gut ist und

was der Herr von dir fordert, ndmlich: Gottes
Wort halten und Liebe Giben und demiitig sein
vor deinem Gott.

2. Recitativo Tenore

Der Hochste 1aRt mich seinen Willen wissen
Und was ihm wohlgefallt;

Er hat sein Wort zur Richtschnur dargestellt,
Wornach mein FuB soll sein geflissen

Allzeit einherzugehn

Mit Furcht, mit Demut und mit Liebe

Als Proben des Gehorsams, den ich (ibe,

Um als ein treuer Knecht dereinsten zu bestehn.

3. Aria Tenore

Weil} ich Gottes Rechte,

Was ist's, das mir helfen kann,
Wenn er mir als seinem Knechte
Fordert scharfe Rechnung an.
Seele, denke dich zu retten,

Auf Gehorsam folget Lohn;

Qual und Hohn

Drohet deinem Ubertreten!

Zweiter Teil

4. Arioso Basso

Es werden viele zu mir sagen an jenem Tage:
Herr, Herr, haben wir nicht in deinem Namen
geweissaget, haben wir nicht in deinem

Namen Teufel ausgetrieben, haben wir nicht

in deinem Namen viel Taten getan?

Denn werde ich ihnen bekennen: Ich habe
euch noch nie erkannt, weichet alle von mir, ihr
Ubeltster!

5. Aria Alto

Wer Gott bekennt

Aus wahrem Herzensgrund,
Den will er auch bekennen.
Denn der muR ewig brennen,
Der einzig mit dem Mund

Ihn Herren nennt.

6. Recitativo Alto

So wird denn Herz und Mund selbst von mir Richter sein,

Und Gott will mir den Lohn nach meinem Sinn erteilen:
Trifft nun mein Wandel nicht nach seinen Worten ein,
Wer will hernach der Seelen Schaden heilen?

Was mach ich mir denn selber Hindernis?

Des Herren Wille muR geschehen,

Doch ist sein Beistand auch gewiR,

DaR er sein Werk durch mich még wohl vollendet sehen.

7. Choral
Gib, daR ich tu mit FleiR3,
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Was mir zu tun gebihret,
Worzu mich dein Befehl
In meinem Stande fihret!
Gib, daR ichs tue bald,

Zu der Zeit, daich soll;
Und wenn ich's tu, so gib,
DaR es gerate wohl!

BWV 46
Schauet doch und sehet, ob irgendein Schmerz sei

1. Coro

Schauet doch und sehet, ob irgendein
Schmerz sei wie mein Schmerz, der mich
trogen hat. Denn der Herr hat mich voll
Jammers gemacht am Tage seines grimmigen
Zorns.

2. Recitativo Tenore

So klage du, zerstorte Gottesstadt,

Du armer Stein- und Aschenhaufen!
LaR ganze Bache Trénen laufen,

Weil dich betroffen hat

Ein unersetzlicher Verlust

Der allerhochsten Huld,

So du entbehren muRt

Durch deine Schuld.

Du wurdest wie Gomorra zugerichtet,
Wiewohl nicht gar vernichtet.

O besser! warest du in Grund verstort,
Als daR man Christi Feind jetzt in dir lastern
hort.

Du achtest Jesu Tranen nicht,

So achte nun des Eifers Wasserwogen,
Die du selbst Gber dich gezogen,

Da Gott, nach viel Geduld,

Den Stab zum Urteil bricht.

3. Aria Basso

Dein Wetter zog sich auf von weiten,
Doch dessen Strahl bricht endlich ein
Und muR dir unertréaglich sein,

Da Uberhéufte Siinden

Der Rache Blitz entziinden

Und dir den Untergang bereiten.

4. Recitativo Alto

Doch bildet euch, o Stinder, ja nicht ein,

Es sei Jerusalem allein

Vor andern Siinden voll gewesen!

Man kann bereits von euch dies Urteil lesen:
Weil ihr euch nicht bessert

Und taglich die Stinden vergroRert,

So miisset ihr alle so schrecklich umkommen.

5. Aria Alto

Doch Jesus will auch bei der Strafe

Der Frommen Schild und Beistand sein,

Er sammelt sie als seine Schafe,

Als seine Kiichlein liebreich ein;

Wenn Wetter der Rache die Stiinder belohnen,
Hilft er, dak Fromme sicher wohnen.

6. Choral

O groRer Gott von Treu,

Weil vor dir niemand gilt

Als dein Sohn Jesus Christ,

Der deinen Zorn gestillt,

So sieh doch an die Wunden sein,
Sein Marter, Angst und schwere Pein;
Um seinetwillen schone,

Uns nicht nach Stinden lohne.

BWV 47
Wer sich selbst erhohet, der soll erniedriget werden®

1. Coro

Wer sich selbst erhéhet, der soll erniedriget
werden, und wer sich selbst erniedriget, der
soll erh6het werden.

2. Aria Soprano
Wer ein wahrer Christ will heiRen,



MuR der Demut sich befleiRen;
Demut stammt aus Jesu Reich.
Hoffart ist dem Teufel gleich;
Gott pflegt alle die zu hassen,
So den Stolz nicht fahrenlassen.

3. Recitativo Basso

Der Mensch ist Kot, Stank, Asch und Erde;
Ist's moglich, daR vom Ubermut,

Als einer Teufelsbrut,

Er noch bezaubert werde ?

Ach Jesus, Gottes Sohn,

Der Schopfer aller Dinge,

Ward unsretwegen niedrig und geringe,
Er duldte Schmach und Hohn;

Und du, du armer Wurm, suchst dich zu briisten?

Gehort sich das vor einen Christen?

Geh, schame dich, du stolze Kreatur,

Tu BuR und folge Christi Spur;

Wirf dich vor Gott im Geiste glaubig nieder!
Zu seiner Zeit erhoht er dich auch wieder.

4. Aria Basso

Jesu, beuge doch mein Herze
Unter deine starke Hand,

DaR ich nicht mein Heil verscherze
Wie der erste Hollenbrand.

LaR mich deine Demut suchen

Und den Hochmut ganz verfluchen;
Gib mir einen niedern Sinn,

DaR ich dir gefallig bin!

5. Choral

Der zeitlichen Ehrn will ich gern entbehrn,
Du wollst mir nur das Ewge gewahrn,

Das du erworben hast

Durch deinen herben, bittern Tod.

Das bitt ich dich, mein Herr und Gott.

BWV 48
Ich elender Mensch, wer wird mich erlosen

Coro
Ich elender Mensch, wer wird mich erlésen
vom Leibe dieses Todes?

Recitativo

0 Schmerz, o Elend, so mich trifft,
Indem der Stinden Gift

Bei mir in Brust und Adern wiitet:

Die Welt wird mir ein Siech- und
Sterbehaus,

Der Leib muR seine Plagen

Bis zu dem Grabe mit sich tragen.

Allein die Seele fiihlet den starksten
Gift,

Damit sie angestecket;

Drum, wenn der Schmerz den Leib des
Todes trifft,

Wenn ihr der Kreuzkelch bitter schmecket,
So treibt er ihr ein briinstig Seufzen aus.

Choral

Solls ja so sein,

DaR Straf und Pein

Auf Stinde folgen miissen,

So fahr hie fort

Und schone dort

Und laR mich hie wohl biiBen.

Aria

Ach, lege das Sodom der stindlichen
Glieder,

Wofern es dein Wille, zerstéret darnieder!
Nur schone der Seele und mache sie

rein,

Um vor dir ein heiliges Zion zu sein.

Recitativo

Hier aber tut des Heilands Hand

Auch unter denen Toten Wunder.
Scheint deine Seele gleich erstorben,

Der Leib geschwacht und ganz verdorben,

Doch wird uns Jesu Kraft bekannt:
Er weiB im geistlich Schwachen
Den Leib gesund, die Seele stark zu
machen.

Aria

Vergibt mir Jesus meine Stinden,

So wird mir Leib und Seele gesund.

Er kann die Toten lebend machen

Und zeigt sich kréftig in den Schwachen,
Er halt den langst geschloBnen Bund,
DaR wir im Glauben Hilfe enden.

Choral

Herr Jesu Christ, einiger Trost,

Zu dir will ich mich wenden;

Mein Herzleid ist dir wohl bewuRt,
Du kannst und wirst es enden.

In deinen Willen seis gestellt,
Mach's, lieber Gott, wie dir's gefallt:
Dein bleib und will ich bleiben.

BWV 49
Ich geh und suche mit Verlangen

1. Sinfonia

2. Aria Basso

Ich geh und suche mit Verlangen

Dich, meine Taube, schonste Braut.

Sag an, wo bist du hingegangen,

DaR dich mein Auge nicht mehr schaut?
3. Recitativo Soprano Basso

Jesus (B), Seele (S)

Basso

Mein Mahl ist zubereit'

Und meine Hochzeittafel fertig,

Nur meine Braut ist noch nicht gegenwartig.

Soprano
Mein Jesus redt von mir;
O Stimme, welche mich erfreut!

Basso
Ich geh und suche mit Verlangen
Dich, meine Taube, schénste Braut.

Soprano

Mein Brautigam, ich falle dir zu FiiRen.
{Basso / Soprano}

Komm, {Schénste / Schonster,} komm und
1aR dich kiissen,

{Du sollst mein / LaR mich dein} fettes Mahl
genieBen.

{Komm, liebe Braut, und / Mein Brautigam!
ich} eile nun,

beide

Die Hochzeitkleider anzutun.

4. Aria Soprano

Ich bin herrlich, ich bin schon,
Meinen Heilands zu entziinden.
Seines Heils Gerechtigkeit

Ist mein Schmuck und Ehrenkleid;
Und damit will ich bestehn,
Wenn ich werd im Himmel gehn.

5. Recitativo (Dialog) Soprano Basso

Seele (S), Jesus (B)

Soprano

Mein Glaube hat mich selbst so angezogen.

Basso

So bleibt mein Herze dir gewogen,
So will ich mich mit dir

In Ewigkeit vertrauen und verloben.

Soprano

Wie wohl ist mir!

Der Himmel ist mir aufgehoben:

Die Majestét ruft selbst und sendet ihre
Knechte,
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DaR das gefallene Geschlechte

Im Himmelssaal

Bei dem Erlésungsmahl

Zu Gaste moge sein,

Hier komm ich, Jesu, laR mich ein!

Basso
Sei bis in Tod getreu,
So leg ich dir die Lebenskrone bei.

6. Aria Basso Soprano e Choral
Jesus (B), Seele (S)

Dich hab ich je und je geliebet,
Wie bin ich doch so herzlich froh,
DaR mein Schatz ist das A und O,
Der Anfang und das Ende.

Und darum zieh ich dich zu mir.
Er wird mich doch zu seinem Preis
Aufnehmen in das Paradeis;

Des klopf ich in die Hande.

Ich komme bald,

Amen! Amen!

Ich stehe vor der Tiir,

Komm, du schéne Freudenkrone, bleib nicht
lange!

Mach auf, mein Aufenthalt!
Deiner wart ich mit Verlangen.
Dich hab ich je und je geliebet,
Und darum zieh ich dich zu mir.

BWV 50
Nun ist das Heil und die Kraft

Coro

Nun ist das Heil und die Kraft und das Reich
und die Macht unsers Gottes seines
Christus worden, weil der verworfen ist, der
sie verklagete Tag und Nacht vor Gott.

BWV 51
Jauchzet Gott in allen Landen!

Aria

Jauchzet Gott in allen Landen!
Was der Himmel und die Welt
An Geschopfen in sich halt,
Missen dessen Ruhm erhéhen,
Und wir wollen unserm Gott
Gleichfalls itzt ein Opfer bringen,
DaR er uns in Kreuz und Not
Allezeit hat beigestanden.

Recitativo

Wir beten zu dem Tempel an,

Da Gottes Ehre wohnet,

Da dessen Treu,

So taglich neu,

Mit lauter Segen lohnet.

Wir preisen, was er an uns hat getan.

MuR gleich der schwache Mund von seinen wundern
lallen,

So kann ein schlechtes Lob ihm dennoch wohlgefallen.
Aria

Hochster, mache deine Giite

Ferner alle Morgen neu.

So soll vor die Vatertreu

Auch ein dankbares Gemiite

Durch ein frommes Leben weisen,

DaR wir deine Kinder heiRen.

Choral

Sei Lob und Preis mit Ehren

Gott Vater, Sohn, Heiligem Geist!
Der woll in uns vermehren,

Was er uns aus Gnaden verheiRt,
DaR wir ihm fest vertrauen,
Ganzlich uns lass'n auf ihn,

Von Herzen auf ihn bauen,

DaB uns'r Herz, Mut und Sinn
Ihm festiglich anhangen;

Drauf singen wir zur Stund:
Amen, wir werdn's erlangen,
Glaub'n wir aus Herzensgrund.



Aria
Alleluja!

BWV 52
Falsche Welt, dir trau ich nicht!

Recitativo

Falsche Welt, dir trau ich nicht!

Hier muR ich unter Skorpionen

Und unter falschen Schlangen wohnen.
Dein Angesicht,

Das noch so freundlich ist,

Sinnt auf ein heimliches Verderben:
Wenn Jaob kiiBt,

So muR ein frommer Abner sterben.
Die Redlichkeit ist aus der Welt verbannt,
Die Falschheit hat sie fortgetrieben,
Nun ist die Heuchelei

An ihrer Stelle blieben.

Der beste Freund ist ungetreu,

O jammerlicher Stand!

Aria

Immerhin, immerhin,

Wenn ich gleich verstoBen bin!

Ist die falsche Welt mein Feind,

0 so bleibt doch Gott mein Freund,
Der es redlich mit mir meint.

Recitativo

Gott ist getreu!

Er wird, er kann mich nicht verlassen;
Will mich die Welt und ihre Raserei
In ihre Schlingen fassen,

So steht mir seine Hilfe bei.

Auf seine Freundschaft will ich bauen
Und meine Seele, Geist und Sinn

Und alles, was ich bin,

Ihm anvertrauen.

Aria

Ich halt es mit dem lieben Gott,

Die Welt mag nur alleine bleiben.
Gott mit mir, und ich mit Gott,

Also kann ich selber Spott

Mit den falschen Zungen treiben.

Choral

In dich hab ich gehoffet, Herr,

Hilf, daR ich nicht zuschanden werd,
Noch ewiglich zu Spotte!

Das bitt ich dich,

Erhalte mich

In deiner Treu, Herr Gotte!

BWV 54
Widerstehe doch der Siinde

Aria

Widerstehe doch der Siinde,
Sonst ergreifet dich ihr Gift.

Lass dich nicht den Satan blenden;
Denn die Gottes Ehre schanden,
Trifft ein Fluch, der todlich ist.

Recitativo

Die Art verruchter Siinden

Ist zwar von aussen wunderschon,
Allein man muss

Hernach mit Kummer und Verdruss
Viel Ungemach empfinden.

Von aussen ist sie Gold,doch will man weiter
gehn,

So zeigt saich nur ein leerer Schatten
Und Uberttinchtes Grab.

Sie ist den Sodomsapfeln gleich,

Und die sich mit derselben gatten,
Gelangen nicht in Gottes Reich.

Sie ist als wie ein scharfes Schwert,
Das uns durch Leib und Seele fahrt.

Aria
Wer Siinde tut, der ist vom Teufel,
Denn dieser hat sie aufgebracht;

Doch wenn man ihren schnéden Banden
Mit rechter Andacht widerstanden,
Hat sie sich gleich davongemacht.

BWV 55
Ich armer Mensch, ich Siindenknecht

1. Aria Tenore

Ich armer Mensch, ich Stindenknecht,
Ich geh vor Gottes Angesichte

Mit Furcht und Zittern zum Gerichte.

Er ist gerecht, ich ungerecht.

Ich armer Mensch, ich Stindenknecht!

2. Recitativo Tenore

Ich habe wider Gott gehandelt

Und bin demselben Pfad,

Den er mir vorgeschrieben hat,

Nicht nachgewandelt.

Wohin? soll ich der Morgenréte Fligel

Zu meiner Flucht erkiesen,

Die mich zum letzten Meere wiesen,

So wird mich doch die Hand des
Allerhéchsten finden

Und mir die Stindenrute binden.

Ach ja!

Wenn gleich die Holl ein Bette

Vor mich und meine Siinden hétte,

So ware doch der Grimm des

Héchsten da.

Die Erde schiitzt mich nicht,

Sie droht mich Scheusal zu verschlingen;
Und will ich mich zum Himmel schwingen,
Da wohnet Gott, der mir das Urteil spricht.

3. Aria Tenore

Erbarme dich!

LaR die Tranen dich erweichen,
LaR sie dir zu Herzen reichen;
LaR um Jesu Christi willen
Deinen Zorn des Eifers stillen!
Erbarme dich!

4. Recitativo Tenore

Erbarme dich!

Jedoch nun

Trost ich mich,

Ich will nicht fir Gerichte stehen
Und lieber vor dem Gnadenthron
Zu meinem frommen Vater gehen.
Ich halt ihm seinen Sohn,

Sein Leiden, sein Erlésen fur,

Wie er fiir meine Schuld

Bezahlet und genug getan,

Und bitt ihn um Geduld,

Hinfiiro will ich's nicht mehr tun.
So nimmt mich Gott zu Gnaden wieder an.

BWV 56
Ich will den Kreuzstab gerne tragen

Aria

Ich will den Kreuzstab gerne tragen,

Er kdmmt von Gottes lieber Hand,

Der flihret mich nach meinen Plagen

Zu Gott in das gelobte Land.

Da leg ich den Kummer auf einmal ins Grab,
Da wischt mir die Tranen mein Heiland
selbst ab.

Recitativo

Mein Wandel auf der Welt

Ist einer Schiffahrt gleich;
Betriibnis, Kreuz und Not

Sind Wellen, welche mich bedecken
Und auf den Tod

Mich taglich schrecken;

Mein Anker aber, der mich halt,

Ist die Barmherzigkeit,

Womit mein Gott mich oft erfreut.
Der rufet so zu mir:

Ich bin bei dir,

Ich will dich nicht verlassen noch versdumen!
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Und wenn das wiitenvolle Schaumen
Sein Ende hat,

So tret ich aus dem Schiff in meine Stadt,
Die ist das Himmelreich,

Wohin ich mit den Fommen

Aus vielem Tribsal werde kommen.

Aria

Endlich, endlich wird mein Joch
Wieder von mir weichen missen.
Dar krieg ich in dem Herren Kraft,
Da hab ich Adlers Eigenschaft,

Da fahr ich auf von dieser Erden
Und laufe sonder matt zu werden.
0O, gescheh es heute noch!

Recitativo

Ich stehe fertig und bereit,

Das Erbe meiner Seligkeit

Mit Sehnen und verlangen

Von Jesus Handen zu empfangen.

Wie wohl wird mir geschehn,

Wenn ich den Port der Ruhe werde sehn.
Da leg ich den Kummer auf einmal ins Grab,
Da wischt mir die Tranen mein Heiland ab.

BWV 57
Selig ist der Mann

Aria

Selig ist der Mann, der die Anfechtung erduldet;
denn,

nachdem er bewahret ist, wird er die Krone

des Lebens empfahen.

Recitativo

Ach! dieser susse Trost erquickt auch mir
mein Herz,

Das sonst in Ach und Schmerz

Sein ewigs Leiden findet

Und sich als wie ein Wurm in seinem Blute windet.

Ich muss als wie ein Schaf

Bei tausend rauhen Wolfe leben;
Ich bin ein recht verlassnes Lamm und muss
mich ihrer Wut

Und Grausamkeit ergeben.

Was Abeln dort betraf,

Erpresset mir auch diese Tranenflut.
Ach! Jesu, wiisst ich hier

Nicht Trost von dir,

So musste Mut und Herze brechen,
Und voller Trauern sprechen:

Aria

Ich wiinschte mir den Tod,

Wenn du, mein Jesu, mich nicht liebtest.
Ja wenn du mich annoch betriibtest,

So hatt ich mehr als Hollennot.

Recitativo

Ich reiche dir die Hand

Und auch damit das Herze.
Ach! susses Liebespfand,

Du kannst die Feinde stiirzen
Und ihren Grimm verkiirzen.

Aria

Ja, ja, ich kann die Feinde schlagen,
Die dich nur stets bei mir verklagen,
Drum fasse dich, bedréangter Geist.
Bedréngter Geist, hor auf zu weinen,
Die Sonne wird noch helle scheinen,
Die dir itzt Kummerwolken weist.

Recitativo

In meiner Schoss liegt Ruh und Leben,
Dies will ich dir einst ewig geben.
Ach! Jesu, war ich schon bei dir,

Ach striche mir

Der Wind schon tiber Gruft und Grab,
So kénnt ich alle Not besiegen.

Wohl denen, die im Sarge liegen

Und auf den Schall der Engel hoffen!



Ach! Jesu, mache mir doch nur, wie
Stephano, den Himmel offen!

Mein Herz ist schon bereit,

Zu dir hinauf zu steigen.

Komm, komm, vergniigte Zeit!

Du magst mir Gruft und Grab

Und meinen Jesum zeigen.

Aria

Ich ende behende mein irdisches Leben,

Mit Freuden zu scheiden verlang ich itzt
eben.

Mein Heiland, ich sterbe mit héchster Begier,
Hier hast du die Seele, was schenkest du
mir?

Choral

Richte dich, Liebste, nach meinem Gefallen
und gldube,

Dass ich dein Seelenfreund immer und ewig
verbleibe,

Der dich ergotzt

Und in den Himmel versetzt

Aus dem gemarterten Leibe.

BWV 58
Ach Gott, wie manches Herzeleid Il

Choral

Ach Gott, wie manches Herzeleid
Begegnet mir zu dieser Zeit!

Der schmale Weg ist Triibsals voll,
Den ich zum Himmel wandern soll.
Nur Geduld, Geduld, mein Herze,

Es ist eine bose Zeit!

Doch der Gang zur Seligkeit

Fiihrt zur Freude nach dem Schmerze.
Recitativo

Verfolgt dich gleich die arge Welt,

So hast du dennoch Gott zum Freunde,

Der wider deine Feinde

Dir stets den Riicken hélt.

Und wenn der wiitende Herodes

Das Urteil eines schmahen Todes

Gleich tiber unsern Heiland fllt,

So kommt ein Engel in der Nacht,

Der ldsset Joseph trdaumen,

DaR er dem Wirger soll entfliehen

Und nach Agypten ziehen.

Gott hat ein Wort, das dich vertrauend macht.
Er spricht: Wenn Berg und Hugel niedersinken,
Wenn dich die Flut des Wassers will ertrinken,
So will ich dich doch nicht verlassen noch
versaumen.

Aria

Ich bin vergniigt in meinem Leiden,
Denn Gott ist meine Zuversicht.

Ich habe sichern Brief und Siegel,
Und dieses ist der feste Riegel,
Den bricht die Hélle selber nicht.

Recitativo

Kann es die Welt nicht lassen,

Mich zu verfolgen und zu hassen,

So weist mir Gottes Hand

Ein andres Land.

Ach! kénnt es heute noch geschehen,
DaR ich mein Eden mochte sehen!

Choral

Ich hab fir mir ein schwere Reis
Zu dir ins Himmels Paradeis,

Da ist mein rechtes Vaterland,
Daran du dein Blut hast gewandt.
Nur getrost, getrost, ihr Herzen,
Hier ist Angst, dort Herrlichkeit!
Und die Freude jener Zeit
Uberwieget alle Schmerzen.

BWV 59
Wer mich liebet, der wird mein Wort halten

Aria

Wer mich liebet, der wird mein Wort halten,
und mein Vater wird ihn lieben, und wir wer
den zu ihm kommen und Wohnung bei ihm
machen.

Recitativo

0, was sind das vor Ehren,

Worzu uns Jesus setzt?

Der uns so wiirdig schatzt,

DaR er verheifit,

Samt Vater und dem heilgen Geist
In unsern Herzen einzukehren.

0, was sind das vor Ehren?

Der Mensch ist Staub,

Der Eitelkeit ihr Raub,

Der Muh und Arbeit Trauerspiel
Und alles Elends Zweck und Ziel.
Wie nun? Der Allerhéchste spricht,
Er will in unsern Seelen

Die Wohnung sich erwéhlen.

Ach, was tut Gottes Liebe nicht?
Ach, daR doch, wie er wollte,

lhn auch ein jeder lieben sollte.

Choral

Komm, Heiliger Geist, Herre Gott,
Erfill mit deiner Gnaden Gut

Deiner Glaubigen Herz, Mut und Sinn.
Dein briinstig Lieb entziind in ihn'n.
O Herr, durch deines Lichtes Glanz

Zu dem Glauben versammlet hast
Das Volk aus aller Welt Zungen;

Das sei dir, Herr, zu Lob gesungen.
Alleluja, alleluja.

Aria

Die Welt mit allen Konigreichen,

Die Welt mit aller Herrlichkeit

Kann dieser Herrlichkeit nicht gleichen,
Womit uns unser Gott erfreut:

DaR er in unsern Herzen thronet
Und wie in einem Himmel wohnet.
Ach Gott, wie selig sind wir doch,
Wie selig werden wir erst noch,
Wenn wir nach dieser Zeit der Erden
Bei dir im Himmel wohnen werden.

BWV 60
O Ewigkeit, du Donnerwort Il

Dialogus
Furcht (Alto), Hoffnung (Tenore), Christus (Basso)

1. Aria Tenore e Choral Alto

O Ewigkeit, du Donnerwort,

O Schwert, das durch die Seele bohrt,
O Anfang sonder Ende!

O Ewigkeit, Zeit ohne Zeit,

Ich weil vor groBer Traurigkeit

Nicht, wo ich mich hinwende

Mein ganz erschrocknes Herze bebt
DaR mir die Zung am Gaumen klebt.
Herr, ich warte auf dein Heil.

2. Recitativo Alto Tenore

Alto

O schwerer Gang zum letzten Kampf und
Streite!

Tenore

Mein Beistand ist schon da,
Mein Heiland steht mir ja
Mit Trost zur Seite.

Alto

Die Todesangst, der letzte Schmerz
Ereilt und Gberféllt mein Herz

Und martert diese Glieder.
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Tenore

Ich lege diesen Leib vor Gott zum Opfer nieder.
Ist gleich der Triibsal Feuer heiR,

Genung, es reinigt mich zu Gottes Preis.

Alto
Doch nun wird sich der Siinden groRRe Schuld
vor mein Gesichte stellen.

Tenore

Gott wird deswegen doch kein Todesurteil
féllen.

Er gibt ein Ende den Versuchungsplagen,
DaR man sie kann ertragen.

3. Aria (Duetto) Alto Tenore
Alto
Mein letztes Lager will mich schrecken,

Tenore
Mich wird des Heilands Hand bedecken,

Alto
Des Glaubens Schwachheit sinket fast,

Tenore
Mein Jesus tragt mit mir die Last.

Alto
Das offne Grab sieht greulich aus,

Tenore
Es wird mir doch ein Friedenshaus.

4. Recitativo Alto e Arioso Basso

Alto

Der Tod bleibt doch der menschlichen Natur
verhafBt

Und reiBet fast

Die Hoffnung ganz zu Boden.

Basso
Selig sind die Toten;

Alto

Ach! aber ach, wieviel Gefahr
Stellt sich der Seele dar,

Den Sterbeweg zu gehen!
Vielleicht wird ihr der Hollenrachen
Den Tod erschrecklich machen,
Wenn er sie zu verschlingen sucht;
Vielleicht ist sie bereits verflucht
Zum ewigen Verderben.

Basso
Selig sind die Toten, die in dem Herren sterben;

Alto

Wenn ich im Herren sterbe,

Ist denn die Seligkeit mein Teil und Erbe?
Der Leib wird ja der Wiirmer Speise!

Ja, werden meine Glieder

Zu Staub und Erde wieder,

Da ich ein Kind des Todes heile,

So schein ich ja im Grabe an verderben.

Basso
Selig sind die Toten, die in dem Herren sterben,
von nun an.

Alto

Wohlan!

Soll ich von nun an selig sein:

So stelle dich, o Hoffnung, wieder ein!
Mein Leib mag ohne Furcht im Schlafe ren,
Der Geist kann einen Blick in jene Freude
tun.

5. Choral

Es ist genug;

Herr, wenn es dir geféllt,
So spanne mich doch aus!
Men Jesu kommt;



Nun gute Nacht, o Welt!

Ich fahr ins Himmelshaus,

Ich fahre sicher hin mit Frieden,

Mein groBer Jammer bleibt danieden.
Esist genug.

BWV 61
Nun komm, der Heiden Heiland

Chor

Nun komm, der Heiden Heiland,
Der Jungfrauen Kind erkannt,
Des sich wundert alle Welt:
Gott solch Geburt ihm bestellt.

Recitativo

Der Heiland ist gekommen,

Hat unser armes Fleisch und Blut
An sich genommen

Und nimmet uns zu Blutsverwandten an.
0 allerhéchstes Gut,

Was hast du nicht an uns getan?
Was tust du nicht

Noch téglich an den Deinen?

Du kommst und lasst Dein Licht
Mit vollem Segen scheinen.

Aria

Komm, Jesu komm zu deiner Kirche
Und gib ein selig neues Jahr!
Befordre deines Namens Ehre,
Erhalte die gesunde Lehre

Und segne Kanzel und Altar!

Recitativo

Siehe, ich stehe vor der Tur und klopfe an.

So jemand meine Stimme héren wird und die
Tur auftun, zu dem werde ich eingehen und
das Abendmahl mit ihm halten und er

mit mir.

Aria

Offne dich, mein ganzes Herze,
Jesus kommt und ziehet ein.

Bin ich gleich nur Staub und Erde,
Will er mich doch nicht verschmahn,
Seine Lust an mir zu sehn,

Dass ich seine Wohnung werde.

O wie selig werd ich sein!

Choral

Amen, Amen!

Komm, du schéne Freudenkrone,
Bleib nicht lange.

Deiner Wart ich mit Verlangen.

BWV 62
Nun komm, der Heiden Heiland Il

1. Coro

Nun komm, der Heiden Heiland,
Der Jungfrauen Kind erkannt,
Des sich wundert alle Welt,
Gott solch Geburt ihm bestellt.

2. Aria Tenore

Bewundert, o Menschen, dies groRe

Geheimnis:

Der hochste Beherrscher erscheinet der Welt.
Hier werden die Schitze des Himmels entdecket,
Hier wird uns ein géttliches Manna bestellt,

O Wunder! die Keuschheit wird gar nicht
beflecket.

3. Recitativo Basso

So geht aus Gottes Herrlichkeit und Thron
Sein eingeborner Sohn.

Der Held aus Juda bricht herein,

Den Weg mit Freudigkeit zu laufen

Und uns Gefallne zu erkaufen.

O heller Glanz, o wunderbarer Segensschein!

4. Aria Basso

Streite, siege, starker Held!

Sei vor uns im Fleische kraftig!
Sei geschaftig,

Das Vermogen in uns Schwachen
Stark zu machen!

5. Recitativo (Duetto) Soprano Alto
Wir ehren diese Herrlichkeit

Und nahen nun zu deiner Krippen

Und preisen mit erfreuten Lippen,
Was du uns zubereit';

Die Dunkelheit verstort' uns nicht

Und sahen dein unendlich Licht.

6. Choral

Lob sei Gott, dem Vater, g'ton,
Lob sei Gott, sein'm eingen Sohn,
Lob sei Gott, dem Heilgen Geist,
Immer und in Ewigkeit!

BWV 63
Christen, dtzet diesen Tag

Coro

Christen, atzet diesen Tag

In Metall und Marmorsteine!
Kommt und eilt mit mir zur Krippen
Und erweist mit frohen Lippen
Euren Dank und eure Pflicht;

Denn der Strahl, so da einbricht,
Zeigt sich euch zum Gnadenscheine.

Recitativo

O selger Tag! o ungemeines Heute,

An dem das Heil der Welt,

Der Schilo, den Gott schon im Paradies
Dem menschlichen Geschlecht verhieR,
Nunmehro sich vollkommen dargestellt
Und suchet Israel von der Gefangenschaft
und Sklavenketten

Des Satans zu erretten.

Du liebster Gott, was sind wir arme doch?
Ein abgefallnes Volk, so dich verlassen;
Und dennoch willst du uns nicht hassen;
Denn eh wir sollen noch nach dem Verdienst
zu Boden liegen,

Eh muB die Gottheit sich bequemen,

Die menschliche Natur an sich zu nehmen
Und auf der Erden

Im Hirtenstall zu einem Kinde werden.

O unbegreifliches, doch seliges Verfiigen!

Aria (Duetto)

Gott, du hast es wohl gefuget,
Was uns itzo widerféahrt.

Drum laBt uns auf ihn stets trauen
Und auf seine Gnade bauen,

Denn er hat uns dies beschert,
Was uns ewig nun vergniget.

Recitativo

So kehret sich nun heut

Das bange Leid,

Mit welchem Israel gedngstet und beladen,
In lauter Heil und Gnaden.

Der Low aus Davids Stamme ist erschienen,
Sein Bogen ist gespannt, das Schwert ist
schon gewetzt,

Womit er uns in vor'ge Freiheit setzt.

Aria (Duetto)

Ruft und fleht den Himmel an,

Kommt, ihr Christen, kommt zum Reihen,
lhr sollt euch ob dem erfreuen,

Was Gott hat anheut getan!

Da uns seine Huld verpfleget

Und mit so viel Heil beleget,

DaR man nicht g'nug danken kann.

Recitativo
Verdoppelt euch demnach, ihr heien
Andachtsflammen,
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Und schlagt in Demut briinstiglich zusammen!
Steigt frohlich himmelan
Und danket Gott vor dies, was er getan!

Coro

Hoéchster, schau in Gnaden an
Diese Glut gebiickter Seelen!

LaR den Dank, den wir dir bringen,
Angenehme vor dir klingen,

LaR uns stets in Segen gehn,

Aber niemals nicht geschehn,

DaR uns der Satan moge quélen

BWV 64
Sehet, welch eine Liebe hat uns der Vater erzeiget

Coro
Sehet, welch eine Liebe hat uns der Vater
erzeiget, daR wir Gottes Kinder heiRen.

Choral

Das hat er alles uns getan,
Sein groR Lieb zu zeigen an.
Des freu sich alle Christenheit
Und dank ihm des in Ewigkeit.
Kyrieleis!

Recitativo

Geh, Welt! behalte nur das Deine,

Ich will und mag nichts von dir haben,

Der Himmel ist nun meine,

An diesem soll sich meine Seele laben.

Dein Gold ist ein verganglich Gut,

Dein Reichtum ist geborget,

Wer dies besitzt, der ist gar schlecht versorget.
Drum sag ich mit getrostem Mut:

Choral

Was frag ich nach der Welt
Und allen ihren Schatzen
Wenn ich mich nur an dir,
Mein Jesu, kann ergotzen!
Dich hab ich einzig mir

Zur Wollust vorgestellt:

Du, du bist meine Lust;
Was frag ich nach der Welt!

Aria

Was die Welt

In sich halt,

MuRB als wie ein Rauch vergehen.
Aber was mir Jesus gibt

Und was meine Seele liebt,
Bleibet fest und ewig stehen.

Recitativo

Der Himmel bleibet mir gewiR,

Und den besitz ich schon im Glauben.

Der Tod, die Welt und Siinde,

Ja selbst das ganze Hollenheer

Kann mir, als einem Gotteskinde,
Denselben nun und nimmermehr

Aus meiner Seele rauben.

Nur dies, nur einzig dies macht mir noch
Kimmernis,

DaR ich noch ldnger soll auf dieser Welt verweilen;
Denn Jesus will den Himmel mit mir teilen,
Und darzu hat er mich erkoren,

Deswegen ist er Mensch geboren.

Aria

Von der Welt verlang ich nichts,
Wenn ich nur den Himmel erbe.
Alles, alles geb ich hin,

Weil ich genung versichert bin,
DaR ich ewig nicht verderbe.

Choral

Gute Nacht, o Wesen,
Das die Welt erlesen!
Mir gefallst du nicht.
Gute Nacht, ihr Stiinden,
Bleibet weit dahinten,



Kommt nicht mehr ans Lieht!
Gute Nacht, du Stolz und Pracht!
Dir sei ganz, du Lasterleben,
Gute Nacht gegeben!

BWV 65
Sie werden aus Saba alle kommen

Coro
Sie werden aus Saba alle kommen, Gold und
Weihrauch bringen und des Herren Lob verkiindigen.

Choral

Die Kon'ge aus Saba kamen dar,

Gold, Weihrauch, Myrrhen brachten sie dar,
Alleluja!

Recitativo

Was dort Jesaias vorhergesehn,

Das ist zu Bethlehem geschehn.

Hier stellen sich die Weisen

Bei Jesu Krippe ein

Und wollen ihn als ihren Kénig preisen.
Gold, Weihrauch, Myrrhen sind

Die kostlichen Geschenke,

Womit sie dieses Jesuskind

Zu Bethlehem im Stall beehren.

Mein Jesu, wenn ich itzt an meine Pflicht
gedenke,

MuB ich mich auch zu deiner Krippe kehren
Und gleichfalls dankbar sein:

Denn dieser Tag ist mir ein Tag der Freuden,
Da du, o Lebensfirst,

Das Licht der Heiden

Und ihr Erléser wirst.

Was aber bring ich wohl, du Himmelskonig?
Ist dir mein Herze nicht zuwenig,

So nimm es gnadig an,

Weil ich nichts Edlers bringen kann.

Aria

Gold aus Ophir ist zu schlecht,
Weg, nur weg mit eitlen Gaben,
Die ihr aus der Erde brecht!
Jesus will das Herze haben.
Schenke dies, o Christenschar,
Jesu zu dem neuen Jahr!

Recitativo

Verschmihe nicht,

Du, meiner Seele Licht,

Mein Herz, das ich in Demut zu dir bringe;
Es schlieft ja solche Dinge

In sich zugleich mit ein,

Die deines Geistes Friichte sein.

Des Glaubens Gold, der Weihrauch des
Gebets,

Die Myrrhen der Geduld sind meine Gaben,
Die sollst du, Jesu, fiir und fiir

Zum Eigentum und zum Geschenke haben.
Gib aber dich auch selber mir,

So machst du mich zum Reichsten auf der
Erden;

Denn, hab ich dich, so muB

Des gréRten Reichtums UberfluR

Mir dermaleinst im Himmel werden.

Aria

Nimm mich dir zu eigen hin,

Nimm mein Herze zum Geschenke.
Alles, alles, was ich bin,

Was ich rede, tu und denke,

Soll, mein Heiland, nur allein

Dir zum Dienst gewidmet sein.

Choral

Ei nun, mein Gott, so fall ich dir
Getrost in deine Hande.

Nimm mich und mach es so mit mir
Bis an mein letztes Ende,

Wie du wohl weiRt, daR meinem Geist
Dadurch sein Nutz entstehe,

Und deine Ehr je mehr und mehr

Sich in ihr selbst erhéhe.

BWV 66
Erfreut euch, ihr Herzen Dialogus

Coro

Erfreut euch, ihr Herzen,

Entweichet, ihr Schmerzen,

Es lebet der Heiland und herrschet in euch.

lhr kdnnet verjagen

Das Trauren, das Firchten, das angstliche Zagen,
Der Heiland erquicket sein geistliches Reich.

Recitativo

Es bricht das Grab und damit unsre Not,
Der Mund verkiindigt Gottes Taten;

Der Heiland lebt, so ist in Not und Tod
Den Glaubigen vollkommen wohl geraten.

Aria

Lasset dem Hochsten ein Danklied erschallen
Vor sein Erbarmen und ewige Treu.

Jesus erscheinet, uns Friede zu geben,

Jesus berufet uns, mit ihm zu leben,

Téglich wird seine Barmherzigkeit neu.

Recitativo

Bei Jesu Leben freudig sein

Ist unsrer Brust ein heller Sonnenschein.

Mit Trost erfiillt auf seinen Heiland schauen
Und in sich selbst ein Himmelreich erbauen,
Ist wahrer Christen Eigentum.

Doch weil ich hier ein himmlisch Labsal habe,
So sucht mein Geist hier seine Lust und Ruh,
Mein Heiland ruft mir kraftig zu:

Mein Grab und Sterben bringt euch Leben,
Mein Auferstehn ist euer Trost.

Mein Mund will zwar ein Opfer geben,

Mein Heiland, doch wie klein,

Wie wenig, wie so gar geringe

Wird es vor dir, o groRer Sieger, sein,

Wenn ich vor dich ein Sieg- und Danklied bringe.

Tenore, Alto
{Mein, Kein} Auge sieht den Heiland auferweckt,
Es hélt ihn {nicht, noch} der Tod in Banden.

Tenore
Wie, darf noch Furcht in einer Brust entstehn?

Alto
LaRt wohl das Grab die Toten aus?

Tenore
Wenn Gott in einem Grabe lieget,
So halten Grab und Tod ihn nicht.

Alto

Ach Gott! der du den Tod besieget,

Dir weicht des Grabes Stein, das Siegel bricht,
Ich glaube, aber hilf mir Schwachen,

Du kannst mich starker machen;

Besiege mich und meinen Zweifelmut,

Der Gott, der Wunder tut,

Hat meinen Geist durch Trostes Kraft gestarket,
DaR er den auferstandnen Jesum merket.

Aria (Duetto)

Ich furchte {zwar, nicht} des Grabes

Finsternissen

Und {klagete, hoffete} mein Heil sei {nun, nicht} entrissen.

beide

Nun ist mein Herze voller Trost,

Und wenn sich auch ein Feind erbost,
Will ich in Gott zu siegen wissen.

Choral

Alleluja! Alleluja! Alleluja!
Des solln wir alle froh sein,
Christus will unser Trost sein.
Kyrie eleis.
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BWV 67
Halt im Gedéchtnis Jesum Christ

Coro
Halt im Gedé&chtnis Jesum Christ, der auferstanden
ist von den Toten.

Aria

Mein Jesus ist erstanden,

Allein, was schreckt mich noch?

Mein Glaube kennt des Heilands Sieg,
Doch fiihlt mein Herze Streit und Krieg,
Mein Heil, erscheine doch!

Recitativo

Mein Jesu, heiRest du des Todes Gift
Und eine Pestilenz der Holle:

Ach, daR mich noch Gefahr und Schrecken
trifft!

Du legtest selbst auf unsre Zungen
Ein Loblied, welches wir gesungen:
Choral

Erschienen ist der herrlich Tag,

Dran sich niemand gnug freuen mag:
Christ, unser Herr, heut triumphiert,
All sein Feind er gefangen fiihrt.
Alleluja!

Recitativo

Doch scheinet fast,

DaR mich der Feinde Rest,

Den ich zu groB und allzu schrecklich finde,
Nicht ruhig bleiben I4Bt.

Doch, wenn du mir den Sieg erworben hast,
So streite selbst mit mir, mit deinem Kinde.
Ja, ja, wir spiiren schon im Glauben,

DaR du, o Friedefurst,

Dein Wort und Werk an uns erfillen wirst.

Aria B e Coro

Basso

Friede sei mit euch!

Soprano, Alto, Tenore

Wohl uns! Jesus hilft uns kimpfen
Und die Wut der Feinde ddmpfen,
Holle, Satan, weich!

Basso

Friede sei mit euch!
Soprano, Alto, Tenore

Jesus holet uns zum Frieden
Und erquicket in uns Muden
Geist und Leib zugleich.

Basso

Friede sei mit euch!

Soprano, Alto, Tenore

O Herr, hilf und laB gelingen,
Durch den Tod hindurchzudringen
In dein Ehrenreich!

Basso
Friede sei mit euch!

Choral

Du Friedefirst, Herr Jesu Christ,
Wahr' Mensch und wahrer Gott,
Ein starker Nothelfer du bist

Im Leben und im Tod:

Drum wir allein

Im Namen dein

Zu deinem Vater schreien.

BWYV 68
Also hat Gott die Welt geliebt

Coro

Also hat Gott die Welt geliebt,

DaR er uns seinen Sohn gegeben.
Wer sich im Glauben ihm ergibt,
Der soll dort ewig bei ihm leben.
Wer glaubt, daR Jesus ihm geboren,
Der bleibet ewig unverloren,



Und ist kein Leid, das den betriibt,
Den Gott und auch sein Jesus liebt.

Aria

Mein gldubiges Herze,
Frohlocke, sing, scherze,
Dein Jesus ist da!

Weg Jammer, weg Klagen,
Ich will euch nur sagen:
Mein Jesus ist nah.

Recitativo

Ich bin mit Petro nicht vermessen,

Was mich getrost und freudig macht,

DaR mich mein Jesus nicht vergessen.

Er kam nicht nur, die Welt zu richten,
Nein, nein, er wollte Siind und Schuld

Als Mittler zwischen Gott und Mensch vor
diesmal schlichten.

Aria

Du bist geboren mir zugute,

Das glaub ich, mir ist wohl zumute,

Weil du vor mich genung getan.

Das Rund der Erden mag gleich brechen,
Will mir der Satan widersprechen,

So bet ich dich, mein Heiland, an.

Coro

Wer an ihn gldubet, der wird nicht gerichtet;
wer aber nicht glaubet, der ist schon gerichtet;
denn er gldubet nicht an den Namen des
eingebornen Sohnes Gottes.

BWV 69

Lobe den Herrn, meine Seele

1. Recitativo Soprano

Wie gross ist Gottes Giite doch!

Er bracht uns an das Licht,

Und er erhélt uns noch.

Wo findet man nur eine Kreatur,

Der es an Unterhalt gebricht?

Betrachte doch, mein Geist,

Der Allmacht unverdeckte Spur,

Die auch im kleinen sich recht gross erweist.
Ach! mocht es mir, o Hochster, doch gelingen,
Ein wiirdig Danklied dir zu bringen!

Doch, sollt es mir hierbei an Kraften fehlen,
So will ich doch, Herr, deinen Ruhm erzéhlen.

2. Aria Alto

Meine Seele, auf erzdhle,

Was dir Gott erwiesen hat!
Rihme seine Wundertat,

Lass dem Hochsten zu gefallen
Ihm ein frohes Danklied schallen!

3. Recitativo Tenore

Der Herr hat grosse Ding an uns getan.
Denn er versorget und erhilt,
Beschiitzet und regiert die Welt.

Er tut mehr, als man sagen kann.
Jedoch, nur eines zu gedenken:

Was kdnnt uns Gott wohl Bessres schenken,
Als dass er unsrer Obrigkeit

Den Geist der Weisheit gibet,

Die denn zu jeder Zeit

Das Bose straft, das Gute liebet?

Ja, die bei Tag und Nacht

Vor unsre Wohlfahrt wacht?

Lasst uns dafir den Hochsten preisen;
Auf! ruft ihn an,

Dass er sich auch noch fernerhin so gnadig
woll erweisen.

Was unserm Lande schaden kann,
Wirst du, o Hochster, von uns wenden
Und uns erwiinschte Hilfe senden.
Jaja, du wirst in Kreuz und Néten

Uns ziichtigen, jedoch nicht toten.

4. Choral
Es danke, Gott, und lobe dich
Das Volk in guten Taten.

Das Land bringt Frucht und bessert sich.
Dein Wort ist wohl geraten.

Uns segne Vater und der Sohn,

Uns segne Gott, der heilge Geist,

Dem alle Welt die Ehre tut,

Fur ihm sich fiirchten allermeist,

Und sprecht von Herzen: Amen!

BWV 70
Wachet! betet! betet! wachet!
Erster Teil

Coro

Wachet! betet! betet! wachet!
Seid bereit

Allezeit,

Dieser Welt ein Ende machet.

Recitativo

Erschrecket, ihr verstockten Stinder!
Ein Tag bricht an,

Vor dem sich niemand bergen kann:
Er eilt mit dir zum strengen Rechte,
O! siindliches Geschlechte,

Zum ewgen Herzeleide.

Doch euch, erwdhlte Gotteskinder,
Ist er ein Anfang wahrer Freude.
Der Heiland holet euch, wenn alles fallt und
bricht,

Vor sein erhohtes Angesicht;

Drum zaget nicht!

Aria

Wenn kommt der Tag, an dem wir ziehen
Aus dem Agypten dieser Welt?

Ach! laBt uns bald aus Sodom fliehen,

Eh uns das Feuer tiberfallt!

Wacht, Seelen, auf von Sicherheit

Und glaubt, es ist die letzte Zeit!

Recitativo

Auch bei dem himmlischen Verlangen

Halt unser Leib den Geist gefangen;

Es legt die Welt durch ihre Tiicke

Den Frommen Netz und Stricke.

Der Geist ist willig, doch das Fleisch ist schwach;
Dies preRt uns aus ein jammervolles Ach!

Aria

LaRt der Spétter Zungen schméhen,
Es wird doch und muR geschehen,
DaR wir Jesum werden sehen

Auf den Wolken, in den Héhen.
Welt und Himmel mag vergehen,
Christi Wort muB fest bestehen.
LaRt der Spétter Zungen schméhen;
Es wird doch und muR geschehen!

Recitativo

Jedoch bei dem unartigen Geschlechte
Denkt Gott an seine Knechte,

DaR diese bose Art

Sie ferner nicht verletzet,

Indem er sie in seiner Hand bewahrt
Und in ein himmlisch Eden setzet.

Choral

Freu dich sehr, o meine Seele,

Und vergiR all Not und Qual,

Weil dich nun Christus, dein Herre,
Ruft aus diesem Jammertal!

Seine Freud und Herrlichkeit

Sollt du sehn in Ewigkeit,

Mit den Engeln jubilieren,

In Ewigkeit triumphieren.

Zweiter Teil

Aria

Hebt euer Haupt empor

Und seid getrost, ihr Frommen,
Zu eurer Seelen Flor!

lhr sollt in Eden griinen,
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Gott ewiglich zu dienen.

Recitativo

Ach, soll nicht dieser groRe Tag,

Der Welt Verfall

Und der Posaunen Schall,

Der unerhérte letzte Schlag,

Des Richters ausgesprochne Worte,

Des Héllenrachens offne Pforte

In meinem Sinn

Viel Zweifel, Furcht und Schrecken,

Der ich ein Kind der Stinden bin,

Erwecken?

Jedoch, es gehet meiner Seelen

Ein Freudenschein, ein Licht des Trostes auf.
Der Heiland kann sein Herze nicht verhehlen,
So vor Erbarmen bricht,

Sein Gnadenarm verlaRt mich nicht.
Wohlan, so ende ich mit Freuden meinen
Lauf.

Aria

Seligster Erquickungstag,

Fithre mich zu deinen Zimmern!
Schalle, knalle, letzter Schlag,

Welt und Himmel, geht zu Triimmern!
Jesus fiihret mich zur Stille,

An den Ort, da Lust die Fiille.

Choral

Nicht nach Welt, nach Himmel nicht
Meine Seele wiinscht und sehnet,
Jesum wiinsch ich und sein Lieht,
Der mich hat mit Gott verséhnet,
Der mich freiet vom Gericht,
Meinen Jesum laB ich nicht.

BWV 71
Gott ist mein Konig

Coro
Gott ist mein Konig von altersher, der alle
Hilfe tut, so auf Erden geschicht.

Aria T S con Corale in Canto

Ich bin nun achtzig Jahr, warum soll dein
Knecht sich mehr beschweren?

Soll ich auf dieser Welt

Mein Leben héher bringen,

Durch manchen sauren Tritt

Hindurch ins Alter dringen,

Ich will umkehren, daR ich sterbe in meiner
Stadt, So gib Geduld, fiir Stind

Und Schanden mich bewahr,

Auf daR ich tragen mag

bei meines Vaters und meiner Mutter Grab.
Mit Ehren graues Haar.

Coro
Dein Alter sei wie deine Jugend, und Gott ist
mit dir in allem, das du tust.

Arioso

Tag und Nacht ist dein. Du machest, da
beide, Sonn und Gestirn, ihren gewissen Lauf
haben. Du setzest einem jeglichen Lande
seine Grenze.

Aria

Durch méchtige Kraft

Erhaltst du unsre Grenzen,
Hier muR der Friede gldanzen,
Wenn Mord und Kriegessturm
Sich allerort erhebt.

Wenn Kron und Zepter bebt,
Hast du das Heil geschafft
Durch méchtige Kraft!

Coro
Du wollest dem Feinde nicht geben die Seele
deiner Turteltauben.



Coro

Das neue Regiment

Auf jeglichen Wegen

Bekréne mit Segen!

Friede, Ruh und Wohlergehen,
Miisse stets zur Seite stehen
Dem neuen Regiment.

Gluick, Heil und groRer Sieg
Muss taglich von neuen

Dich, Joseph, erfreuen,

DaR an allen Ort und Landen
Ganz bestandig sei vorhanden
Glick, Heil und groRer Sieg!

BWV 72
Alles nur nach Gottes Willen

Chor

Alles nur nach Gottes Willen,
So bei Lust als Traurigkeit,

So bei gut als boser Zeit.
Gottes Wille soll mich stillen
Bei Gewdlk und Sonnenschein.
Alles nur nach Gottes Willen!
Dies soll meine Losung sein.

Recitativo

O selger Christ, der allzeit seinen Willen in
Gottes Willen senkt, es gehe, wie es gehe, bei
Wohl und Wehe. Herr so du willt, so muss
sich alles fugen!

Herr, so du willt, so kannst dus mich vergnugen!
Herr, so du willt, verschwindet meine Pein!
Herr, so du willt, werd ich gesund und rein!
Herr, so du willt, wir Traurigkeit zur Freude!
Herr, so du willt, find ich auf Dornen Weide!
Herr, so du willt, werd ich einst selig sein!
Herr, so du willt, -lass mich dies Wort im
Glauben fassen

Und meine Seele stillen!-

Herr, so du willt, so sterb ich nicht,

Ob Leib und Leben mich verlassen,

Wenn mir dein Geist dies Wort ins Herze
spricht!

Aria

Mit allem, was ich hab und bin,

Will ich mich Jesu lassen,

Kann gleich mein schwacher Geist und Sinn
Des Hochsten Rat nicht fassen;

Er fiihre mich nur immer hin

Auf Dorn- und Rosenstrassen!

Recitativo

So glaube nun!

Dein Heiland saget: Ich wills tun!

Er pflegt die Gnadenhand

Noch willigst auszustrecken,

Wenn Kreuz und Leiden dich erschrecken,
Er kennet deine Not und |6st dein
Kreuzesband.

Er starkt, was schwach

Und will das niedre Dach

Der armen Herzen nicht verschméhen,
Darunter gnédig einzugehen.

Aria

Mein Jesus will es tun, er will dein Kreuz
versten.

Obgleich dein Herze liegt in viel
Bekiimmernissen,

Soll es doch sanft und still in seinen Armen
ruhn,

Wenn ihn der Glaube falt; mein Jesus well es
tun!

Choral

Was mein Gott will, das gescheh allzeit,
Sein Will, der ist der beste,

Zu helfen den’n er ist bereit,

Die an ihn glauben feste.

Er hilft aus Not, der fromme Gott,

Und ziichtiget mit MaRen.

Werr Gott vertraut, fest auf ihn baut,
Den will er nicht verlassen.

BWV 73
Herr, wie du willt, so schick's mit mir

1. Coro e Recitativo

Tenore Basso Soprano

Herr, wie du willt, so schick's mit mir
Im Leben und im Sterben!

Tenore

Ach! aber ach! wieviel

LaRt mich dein Wille leiden!

Mein Leben ist des Ungliicks Ziel,

Da Jammer und VerdruB

Mich lebend foltern muR,

Und kaum will meine Not im Sterben von
mir scheiden.

Allein zu dir steht mein Begier,

Herr, laR mich nicht verderben!

Basso

Du bist mein Helfer, Trost und Hort,

So der Betriibten Trénen zéhlet

Und ihre Zuversicht,

Das schwache Rohr, nicht gar zerbricht; Und
weil du mich erwihlet,

So sprich ein Trost- und Freudenwort!

Erhalt mich nur in deiner Huld,
Sonst wie du willt, gib mir Geduld,
Denn dein Will ist der beste.

Soprano

Dein Wille zwar ist ein versiegelt Buch,
Da Menschenweisheit nichts vernimmt;
Der Segen scheint uns oft ein Fluch,

Die Ziichtigung ergrimmte Strafe,

Die Ruhe, so du in dem Todesschlafe

Uns einst bestimmt,

Fein Eingang zu der Holle.

Doch macht dein Geist uns dieses Irrtums
frei

und zeigt, daR uns dein Wille heilsam sei.
Herr, wie du willt!

2. Aria Tenore

Ach senke doch den Geist der Freuden
Dem Herzen ein!

Es will oft bei mir geistlich Kranken
Die Freudigkeit und Hoffnung wanken
Und zaghaft sein.

3. Recitativo Basso

Ach, unser Wille bleibt verkehrt,

Bald trotzig, bald verzagt,

Des Sterbens will er nie gedenken;
Allein ein Christ, in Gottes Geist gelehrt,
Lernt sich in Gottes Willen senken

Und sagt:

4. Aria Basso

Herr, so du willt,

So prefRt, ihr Todesschmerzen,

Die Seufzer aus dem Herzen,
Wenn mein Gebet nur vor dir gilt.
Herr, so du willt,

So lege meine Glieder

In Staub und Asche nieder,

Dies hochst verderbte Stindenbild,
Herr, so du willt,

So schlagt, ihr Leichenglocken,

Ich folge unerschrocken,

Mein Jammer ist nunmehr gestillt.

5. Choral

Das ist des Vaters Wille,
Der uns erschaffen hat;
Sein Sohn hat Guts die Fiille
Erworben und Genad;
Auch Gott der Heilge Geist
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Im Glauben uns regieret,
Zum Reich des Himmels fiihret.
Ihm sei Lob Ehr und Preis!

BWV 74
Wer mich liebet, der wird mein Wort halten

Coro

Wer mich liebet, der wird mein Wort halten,
und mein Vater wird ihn lieben, und wir werden
zu ihm kommen und Wohnung bei ihm
machen.

Aria

Komm, komm, mein Herze steht dir offen,
Ach, |aB es deine Wohnung sein!

Ich liebe dich, so muR ich hoffen:

Dein Wort trat itzo bei mir ein;

Denn wer dich sucht, furcht', liebt und ehret,
Dem ist der Vater zugetan.

Ich zweifle nicht, ich bin erhéret,

DaR ich mich dein getrdsten kann.

Recitativo

Die Wohnung ist bereit.

Du findst ein Herz, das dir allein ergeben,
Drum laB mich nicht erleben,

DaR du gedenkst, von mir zu gehn.

Das laR ich nimmermehr, ach, nimmermehr
geschehen!

Aria
Ich gehe hin und komme wieder zu euch.
Hattet ihr mich lieb, so wiirdet ihr euch freuen.

Aria

Kommt, eilet, stimmet Sait und Lieder
In muntern und erfreuten Ton.

Geht er gleich weg, so kémmt er wieder,
Der hochgelobte Gottessohn.

Der Satan wird indes versuchen,

Den Deinigen gar sehr zu fluchen.

Er ist mir hinderlich,

So glaub ich, Herr, an dich.

Recitativo
Es ist nichts Verdammliches an denen, die in
Christo Jesu sind.

Aria

Nichts kann mich erretten
Von héllischen Ketten
Als, Jesu, dein Blut.

Dein Leiden, dein Sterben
Macht mich ja zum Erben:
Ich lache der Wut.

Choral

Kein Menschenkind hier auf der Erd
Ist dieser edlen Gabe wert,

Bei uns ist kein Verdienen;

Hier gilt gar nichts als Lieb und Gnad,
Die Christus uns verdienet hat

Mit BiiRen und Versiihnen.

BWV 75
Die Elenden sollen essen

Erster Teil

Coro

Die Elenden sollen essen, daR sie satt werden,
und die nach dem Herrn fragen, werden ihn
preisen. Euer Herz soll ewiglich leben.

Recitativo

Was hilft des Purpurs Majestat,

Da sie vergeht?

Was hilft der groRte UberfluR,

Weil alles, so wir sehen,

Verschwinden muR?

Was hilft der Kitzel eitler Sinnen,

Denn unser Leib muR selbst von hinnen?



Ach, wie geschwind ist es geschehen,
DaR Reichtum, Wollust, Pracht
Den Geist zur Holle macht!

Aria

Mein Jesus soll mein alles sein!
Mein Purpur ist sein teures Blut,
Er selbst mein allerhochstes Gut,
Und seines Geistes Liebesglut
Mein allersiiR'ster Freudenwein.

Recitativo

Gott stiirzet und erhohet

In Zeit und Ewigkeit.

Wer in der Welt den Himmel sucht,
Wird dort verflucht.

Wer aber hier die Hélle Gberstehet,
Wird dort erfreut.

Aria

Ich nehme mein Leiden mit Freuden auf mich.

Wer Lazarus' Plagen
Geduldig ertragen,
Den nehmen die Engel zu sich.

Recitativo

Indes schenkt Gott ein gut Gewissen,
Dabei ein Christe kann

Ein kleines Gut mit groRer Lust genieRen.
Ja, fuihrt er auch durch lange Not

Zum Tod,

So ist es doch am Ende wohlgetan.

Coro

Was Gott tut, das ist wohlgetan;
MuR ich den Kelch gleich schmecken,
Der bitter ist nach meinem Wahn,
LaR ich mich doch nicht schrecken,
Weil doch zuletzt

Ich werd ergotzt

Mit stiRem Trost im Herzen;

Da weichen alle Schmerzen.

Zweiter Teil

Recitativo

Nur eines krankt

Ein christliches Gemiite:

Wenn es an seines Geistes Armut denkt.
Es glaubt zwar Gottes Gite,

Die alles neu erschafft;

Doch mangelt ihm die Kraft,

Dem Uberirdschen Leben

Das Wachstum und die Frucht zu geben.

Aria

Jesus macht mich geistlich reich.
Kann ich seinen Geist empfangen,
Will ich weiter nichts verlangen;
Denn mein Leben wéchst zugleich.
Jesus macht mich geistlich reich.

Recitativo

Wer nur in Jesu bleibt,

Die Selbstverleugnung treibt,

DaR er in Gottes Liebe

Sich glaubig tbe,

Hat, wenn das Irdische verschwunden,
Sich selbst und Gott gefunden.

Aria

Mein Herze glaubt und liebt.
Denn Jesu siiRe Flammen,

Aus den' die meinen stammen,
Gehn tber mich zusammen,
Weil er sich mir ergibt.

Recitativo

O Armut, der kein Reichtum gleicht!
Wenn aus dem Herzen

Die ganze Welt entweicht

Und Jesus nur allein regiert.

So wird ein Christ zu Gott gefuhrt!

Gib, Gott, daR wir es nicht verscherzen!

Coro

Was Gott tut, das ist wohlgetan,
Dabei will ich verbleiben.

Es mag mich auf die rauhe Bahn
Not, Tod und Elend treiben;

So wird Gott mich

Ganz vaterlich

In seinen Armen halten;

Drum laB ich ihn nur walten.

BWV 76
Die Himmel erzdhlen die Ehre Gottes

Erster Teil

Coro
Die Himmel erzdhlen die Ehre Gottes, und
die Feste verkiindiget seiner Hande Werk.

Es ist keine Sprache noch Rede, da man nicht
ihre Stimme hore.

Recitativo

So 4Bt sich Gott nicht unbezeuget!
Natur und Gnade redt alle Menschen an:
Dies alles hat ja Gott getan,

DaR sich die Himmel regen

Und Geist und Korper sich bewegen.
Gott selbst hat sich zu euch geneiget
Und ruft durch Boten ohne Zahl:

Auf, kommt zu meinem Liebesmahl!

Aria

Hért, ihr Vélker, Gottes Stimme,
Eilt zu seinem Gnadenthron!
Aller Dinge Grund und Ende

Ist sein eingeborner Sohn:

DaR sich alles zu ihm wende.

Recitativo

Wer aber hort,

Da sich der groBte Haufen

Zu andern Gottern kehrt?

Der dltste Gotze eigner Lust

Beherrscht der Menschen Brust.

Die Weisen briiten Torheit aus,

Und Belial sitzt wohl in Gottes Haus,
Weil auch die Christen selbst von Christo
laufen.

Aria

Fahr hin, abgéttische Zunft!

Sollt sich die Welt gleich verkehren,
Will ich doch Christum verehren,

Er ist das Licht der Vernunft.

Recitativo

Du hast uns, Herr, von allen StraRen

Zu dir geruft

Als wir im Finsternis der Heiden saRen,
Und, wie das Licht die Luft

Belebet und erquickt,

Uns auch erleuchtet und belebet,

Ja mit dir selbst gespeiset und getrdnket
Und deinen Geist geschenket,

Der stets in unserm Geiste schwebet.
Drum sei dir dies Gebet demiitigst zugeschickt:

Choral

Es woll uns Gott genadig sein

Und seinen Segen geben;

Sein Antlitz uns mit hellem Schein
Erleucht zum ewgen Leben,

DaR wir erkennen seine Werk,
Und was ihm lieb auf Erden,

Und Jesus Christus' Heil und Stark
Bekannt den Heiden werden

Und sie zu Gott bekehren!
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Zweiter Teil

Sinfonia

Recitativo

Gott segne noch die treue Schar,
Damit sie seine Ehre

Durch Glauben, Liebe, Heiligkeit
Erweise und vermehre.

Sie ist der Himmel auf der Erden
Und muR durch steten Streit
Mit HaR und mit Gefahr

In dieser Welt gereinigt werden.

Aria

Hasse nur, hasse mich recht,
Feindlichs Geschlecht!
Christum glaubig zu umfassen,
Willich alle Freude lassen.

Recitativo

Ich fihle schon im Geist,
Wie Christus mir

Der Liebe SuRigkeit erweist
Und mich mit Manna speist,
Damit sich unter uns allhier
Die briderliche Treue

Stets starke und verneue.

Aria

Liebt, ihr Christen, in der Tat!
Jesus stirbet fur die Bruder,
Und sie sterben fur sich wieder,
Weil er sich verbunden hat.

Recitativo

So soll die Christenheit

Die Liebe Gottes preisen
Und sie an sich erweisen:
Bis in die Ewigkeit

Die Himmel frommer Seelen
Gott und sein Lob erzihlen.

Choral

Es danke, Gott, und lobe dich

Das Volk in guten Taten;

Das Land bringt Frucht und bessert sich,
Dein Wort ist wohlgeraten.

Uns segne Vater und der Sohn,

Uns segne Gott, der Heilge Geist,

Dem alle Welt die Ehre tu,

Fir ihm sich firchte allermeist

Und sprech von Herzen: Amen.

BWV 77
Du sollt Gott, deinen Herren, lieben

Coro

Du sollt Gott, deinen Herren, lieben von ganzem

Herzen, von ganzer Seele, von allen

Kréften und von ganzem Gemiite und deinen
Néchsten als dich selbst.

Recitativo

So muR es sein!

Gott will das Herz vor sich alleine haben.
Man muR den Herrn von ganzer Seelen
Zu seiner Lust erwahlen

Und sich nicht mehr erfreun,

Als wenn er das Gemiite

Durch seinen Geist entziindt,

Weil wir nur seiner Huld und Giite
Alsdenn erst recht versichert sind.

Aria Soprano

Mein Gott, ich liebe dich von Herzen,
Mein ganzes Leben hangt dir an.

LaR mich doch dein Gebot erkennen
Und in Liebe so entbrennen,

DaR ich dich ewig lieben kann.



Recitativo

Gib mir dabei, mein Gott! ein Samariterherz,
DaR ich zugleich den Nachsten liebe

Und mich bei seinem Schmerz

Auch Uber ihn betriibe,

Damit ich nicht bei ihm vortibergeh

Und ihn in seiner Not nicht lasse.

Gib, daR ich Eigenliebe hasse,

So wirst du mir dereinst das Freudenleben
Nach meinem Wunsch, jedoch aus Gnaden
geben

Aria

Ach, es bleibt in meiner Liebe
Lauter Unvollkommenheit!

Hab ich oftmals gleich den Willen,
Was Gott saget, zu erfiillen,

Fehlt mir's doch an Méglichkeit.

Choral

Herr, durch den Glauben wohn in mir,
LaR ihn sich immer stérken,

DaR er sei fruchtbar fiir und fiir

Und reich in guten Werken;

DaR er sei tatig durch die Lieb,

Mit Freuden und Geduld sich iib,
Dem Nachsten fort zu dienen.

BWV 78
Jesu, der du meine Seele

1. Coro

Jesu, der du meine Seele

Hast durch deinen bittern Tod

Aus des Teufels finstern Hohle

Und der schweren Seelennot

Kréaftiglich herausgerissen

Und mich solches lassen wissen

Durch dein angenehmes Wort,

Sei doch itzt, o Gott, mein Hort!

2. Aria (Duetto) Soprano Alto

Wir eilen mit schwachen, doch emsigen Schritten,
0 Jesu, o Meister, zu helfen zu dir.

Du suchest die Kranken und Irrenden treulich.
Ach hore, wie wir

Die Stimmen erheben, um Hiilfe zu bitten!

Es sei uns dein gnadiges Antlitz erfreulich!

3. Recitativo Tenore

Ach! ich bin ein Kind der Stinden,

Ach! ich irre weit und breit.

Der Siinden Aussatz, so an mir zu enden,
VerlaBt mich nicht in dieser Sterblichkeit.
Mein Wille trachtet nur nach Bésen.

Der Geist zwar spricht: ach! wer wird mich erlésen?

Aber Fleisch und Blut zu zwingen

Und das Gute zu vollbringen,

Ist tiber alle meine Kraft.

Will ich den Schaden nicht verhehlen,

So kann ich nicht, wie oft ich fehle, zéhlen.
Drum nehm ich nun der Siinden Schmerz und Pein
Und meiner Sorgen Burde,

So mir sonst unertraglich wiirde,

Ich liefre sie dir, Jesu, seufzend ein.
Rechne nicht die Missetat,

Die dich, Herr, erziirnet hat!

4. Aria Tenore

Das Blut, so meine Schuld durchstreicht,
Macht mir das Herze wieder leicht

Und spricht mich frei.

Ruft mich der Hollen Heer zum Streite,
So stehet Jesus mir zur Seite,

DaR ich beherzt und sieghaft sei.

5. Recitativo Basso

Die Wunden, N&gel, Kron und Grab,

Die Schldge, so man dort dem Heiland gab,
Sind ihm nunmehro Siegeszeichen

Und kénnen mir verneute Kréfte reichen.
Wenn ein erschreckliches Gericht

Den Fluch vor die Verdammten spricht,

So kehrst du ihn in Segen.

Mich kann kein Schmerz und keine Pein bewegen,
Weil sie mein Heiland kennt;

Und da dein Herz vor mich in Liebe brennt,

So lege ich hinwieder

Das meine vor dich nieder.

Dies mein Herz, mit Leid vermenget,

So dein teures Blut besprenget,

So am Kreuz vergossen ist,

Geb ich dir, Herr Jesu Christ.

6. Aria Basso

Nun du wirst mein Gewissen stillen,
So wider mich um Rache schreit,

Ja, deine Treue wird's erfiillen,

Weil mir dein Wort die Hoffnung beut.
Wenn Christen an dich glauben,
Wird sie kein Feind in Ewigkeit

Aus deinen Handen rauben.

7. Choral

Herr, ich glaube, hilf mir Schwachen,
LaR mich ja verzagen nicht;

Du, du kannst mich starker machen,
Wenn mich Siind und Tod anficht.
Deiner Gite will ich trauen,

Bis ich frohlich werde schauen

Dich, Herr Jesu, nach dem Streit

In der siiRen Ewigkeit.

BWV 79
Gott der Herr ist Sonn und Schild

1. Coro

Gott der Herr ist Sonn und Schild. Der Herr
gibt Gnade und Ehre, er wird kein Gutes
mangeln lassen den Frommen.

2. Aria Alto

Gott ist unsre Sonn und Schild!
Darum riihmet dessen Giite
Unser dankbares Gemiite,

Die er fiir sein Hauflein hegt.
Denn er will uns ferner schiitzen,
Ob die Feinde Pfeile schnitzen
Und ein Lasterhund gleich billt.

3. Choral

Nun danket alle Gott

Mit Herzen, Mund und Hinden,
Der groRe Dinge tut

An uns und allen Enden,

Der uns von Mutterleib

Und Kindesbeinen an

Unzahlig viel zugut

Und noch itzund getan.

4. Recitativo Basso

Gottlob, wir wissen

Den rechten Weg zur Seligkeit;

Denn, Jesu, du hast ihn uns durch dein Wort
gewiesen,

Drum bleibt dein Name jederzeit gepriesen.
Weil aber viele noch

Zu dieser Zeit

An fremdem Joch

Aus Blindheit ziehen miissen,

Ach! so erbarme dich

Auch ihrer gnadiglich,

DaR sie den rechten Weg erkennen

Und dich bloB ihren Mittler nennen.

5. Aria (Duetto) Soprano Basso
Gott, ach Gott, verlaR die Deinen
Nimmermehr!

LaR dein Wort uns helle scheinen;
Obgleich sehr

Wider uns die Feinde toben,

So soll unser Mund dich loben.

6. Choral

Erhalt uns in der Wahrheit,
Gib ewigliche Freiheit,

Zu preisen deinen Namen
Durch Jesum Christum. Amen.
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BWV 80
Ein feste Burg is unser Gott

Chor

Ein feste Burg ist unser Gott,
Ein gute Wehr und Waffen.

Er hilft uns frei aus aller Not,
Die uns itzt hat betroffen.

Der alte bose Feind,

Mit Ernst ers jetzt meint,
GroB Macht und viel List

Sien grausam Rustung ist,

Auf Erd ist nicht seinsgleichen.

Aria

Mit unser Macht ist nichts getan,
Wir sind gar bald verloren.

Es streit vor uns der rechte Mann,
Den Gott selbst hat erkoren.
Fragst Du, wer er ist?

Er heilt Jesu Christ,

Der Herre Zebaoth,

Und ist kein andrer Gott,

Das Feld MuR er behalten.

Alles, was von Gott geboren,

Ist zum Siegen auserkoren.

Wer bei Christi Blutpanier

In der Taufe Treu geschworen,
Siegt im Geiste fur und fur.

Recitativo

Erwage doch, Kind Gottes, die so groRe Liebe,
Da Jesus sich

Mit seinem Blute dir verschriebe,

Wormit er dich

Zum Kriege wider Satans Heer und wider
Welt und Stinde

Geworben hat!

Gib nicht in deiner Seele

Dem Satan und den Lastern statt!

LaR nicht dein Herz,

Den Himmel Gottes auf der Erden,

Zur Wiiste werden!

Bereue deine Schuld mit Schmerz,

DaR Christi Geist mit dir sich fest verbinde!

Aria

Komm in mein Herzenshaus,

Herr Jesu, mein Verlangen!

Treib Welt und Satan aus

Und laR dein Bild in mir erneuert prangen!
Weg, schndder Siindengraus!

Choral

Und wenn die Welt voll Teufel war
Und wollten uns verschlingen,

So flirchten wir uns nicht so sehr,
Es soll uns doch gelingen.

Der First dieser Welt,

Wie saur er sich stellt,

Tut er uns doch nicht,

Das macht, er ist gericht’,

Ein Woértchen kann ihn fallen.

Recitativo

So stehe denn bei Christi blutgefarbten Fahne,
O Seele, fest

Und glaube, daR dein Haupt dich nicht verlaRt,
Ja daR sein Sieg

Auch dir den weg zu deiner Krone bahne!

Tritt freudig in den Krieg!

Wirst du nur Gottes Wort

So horen als bewahren,

So wird der Feind gezwungen auszufahren,
Dein Heiland bleibt dein Hort!

Duett

Wie selig sind doch die, die Gott im Munde tragen,
Doch selger ist das Herz, das ihn im Glauben trigt!
Es bleibet ubesiegt und kann die Feinde schlagen
Und wird zuletzt gekront, wenn es den Tod

erlegt.



Choral

Das Wort sie sollen lassen stahn
Und kein” Dank dazu haben.

Er ist bei uns wohl auf dem Plan
Mit seinem Geist und Gaben.
Nehmen Sie uns den Leib,

Gut, Ehr, Kind und Weib,

LaR fahren dahin,

Sie habens kein’ Gewinn;

Das Reich mufR uns doch bleiben.

BWV 81
Jesus schlift, was soll ich hoffen?

Aria Alto

Jesus schlaft, was soll ich hoffen?
Seh ich nicht

Mit erblaBtem Angesicht

Schon des Todes Abgrund offen?

Recitativo Tenore

Herr! warum trittest du so ferne?

Warum verbirgst du dich zur Zeit der Not,
Da alles mir ein klaglich Ende droht?

Ach, wird dein Auge nicht durch meine Not beweget
So sonsten nie zu schlummern pfleget?

Du wiesest ja mit einem Sterne

Vordem den neubekehrten Weisen,

Den rechten Weg zu reisen.

Ach leite mich durch deiner Augen Licht,
Weil dieser Weg nichts als Gefahr verspricht.
Aria Tenore

Die schaumenden Wellen von Belials Bachen
Verdoppeln die Wut.

Ein Christ soll zwar wie Wellen stehn,

Wenn Triibsalswinde um ihn gehn,

Doch suchet die stirmende Flut

Die Krafte des Glaubens zu schwachen.

Arioso Basso
Ihr Kleingldubigen, warum seid ihr so furchtsam?

Aria Basso

Schweig, aufgetiirmtes Meer!
Verstumme, Sturm und Wind!
Dir sei dein Ziel gesetzet,
Damit mein auserwahltes Kind
Kein Unfall je verletzet.

Recitativo Alto

Wohl mir, mein Jesus spricht ein Wort,

Mein Helfer ist erwacht,

So muB der Wellen Sturm, des Ungliicks Nacht
Und aller Kummer fort.

Choral

Unter deinen Schirmen

Bin ich fiir den Stiirmen

Aller Feinde frei.

LaR den Satan wittern,

LaR den Feind erbittern,

Mir steht Jesus bei.

Ob es itzt gleich kracht und blitzt,
Ob gleich Stind und Hélle schrecken,
Jesus will mich decken.

BWYV 82
Ich habe genung

Aria

Ich habe genung,

Ich habe den Heiland, das Hoffen der Frommen,
Auf meine begierigen Arme genommen;

Ich habe genug!

Ich habe ihn erblickt,

Mein Glaube hat Jesum ans Herze gedriickt;
Nun wiinsch ich noch heute mit Freuden

Von hinnen zu scheiden.

Recitativo

Ich habe genung!

Mein Trost ist nur allein,

DaR Jesus mein und ich sein eigen mdchte sein.

Im Glauben halt ich ihn,

Da seh ich auch mit Simeon,

Die Freude jenes Lebens schon.
LaBt uns mit diesem Manne ziehn!
Ach! Méchte mich von meines Leibes Ketten
Der Herr erretten;

Ach! wiére doch mein Abschied hier,
Mit Freuden sagt ich, Welt, zu dir:
Ich habe genug.

Aria

Schlummert ein, ihr matten Augen,
Fallet sanft und selig zu!

Welt, ich bleibe nicht mehr hier,
Hab ich doch kein Teil an dir,

Das der Seele kénnte taugen.

Hier muR ich das Elend bauen,
Aber dort, dort werd ich schauen
SiiBen Friede, stille Ruh.

Recitativo

Mein Gott! Wenn kommt das schone: Nun!
Da ich im Friede fahren werde

Und in dem Sande kiihler Erde

Und dort bei dir im SchoRe ruhn?

Der Abschied ist gemacht,

Welt, gute Nacht!

Aria

Ich freue mich auf meinen Tod,

Ach, hétt er sich schon eingefunden.
Da entkomm ich aller Not,

Die mich noch auf der Welt gebunden.

BWV 83
Erfreute Zeit im neuen Bunde

Aria

Erfreute Zeit im neuen Bunde,

Da unser Glaube Jesum halt.

Wie freudig wird zur letzten Stunde
Die Ruhestatt, das Grab bestellt!

Recitativo

Herr, nun lassest du deinen Diener in Friede
fahren, wie du gesaget hast.

Was uns als Menschen schrecklich scheint,
Ist uns ein Eingang zu dem Leben.

Es ist der Tod

Ein Ende dieser Zeit und Not,

Ein Pfand, so uns der Herr gegeben

Zum Zeichen, dass er's herzlich meint

Und uns will nach vollbrachtem Ringen
Zum Frieden bringen.

Und weil der Heiland nun

Der Augen Trost, des Herzens Labsal ist,
Was Wunder, daR ein Herz des Todes Furcht
vergiBt!

Es kann den erfreuten Ausspruch tun:

Denn meine Augen haben deinen Heiland
gesehen, welchen du bereitet hast fir allen
Vélkern.

Aria

Eile, Herz, voll Freudigkeit

Vor den Gnadenstuhl zu treten
Du sollst deinen Trost empfangen
Und Barmherzigkeit erlangen,

Ja, bei kummervoller Zeit,

Stark am Geiste, kréaftig beten.

Recitativo
Ja, merkt dein Glaube noch viel Finsternis,

Dein Heiland kann der Zweifel Schatten trennen;

Ja, wenn des Grabes Nacht

Die letzte Stunde schrecklich macht,

So wirst du doch gewif

Sein helles Licht im Tode selbst erkennen.

Choral

Es ist das Heil und selig Licht

Fur die Heiden,

Zu erleuchten, die dich kennen nicht,
Und zu weiden.
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Er ist deins Volks Israel
Der Preis, Ehre, Freud und Wonne.

BWYV 84
Ich bin vergniigt mit meinem Gliicke

Aria Soprano

Ich bin vergniigt mit meinem Glucke,
Das mir der liebe Gott beschert.

Soll ich nicht reiche Fiille haben,

So dank ich ihm vor kleine Gaben
Und bin auch nicht derselben wert.

Recitativo Soprano

Gott ist mir ja nichts schuldig,

Und wenn er mir was gibt,

So zeigt er mir, dass er mich liebt;

Ich kann mir nichts bei ihm verdienen,

Denn was ich tu, ist meine Pflicht.

Ja! wenn mein Tun gleich noch so gut geschienen,
So hab ich doch nichts Rechtes ausgericht'.
Doch ist der Mensch so ungeduldig,

DaR er sich oft betriibt,

Wenn ihm der liebe Gott nicht tiberflussig gibt.
Hat er uns nicht so lange Zeit

Umsonst ernahret und gekleidt

Und will uns einsten seliglich

In seine Herrlichkeit erhhn?

Es ist genug vor mich,

Dass ich nicht hungrig darf zu Bette gehn.

Aria Soprano

Ich esse mit Freuden mein weniges Brot

Und génne dem Nachsten von Herzen das Seine.
Ein ruhig Gewissen, ein frohlicher Geist,

Ein dankbares Herze, das lobet und preist,
vermehret den Segen, verzuckert die Not.

Recitativo Soprano

Im SchweifRe meines Angesichts

Will ich indes mein Brot genieRen,
Und wenn mein Lebenslauf,

Mein Lebensabend wird beschlieRen,
So teilt mir Gott den Groschen aus,
Da steht der Himmel drauf.

O! wenn ich diese Gabe

zu meinem Gnadenlohne habe,

So brauch ich weiter nichts.

5. Choral

Ich leb indes in dir vergniiget

Und sterb ohn alle Kimmernis,

Mir genlget, wie es mein Gott fuget,
Ich glaub und bin es ganz gewi:
Durch deine Gnad und Christi Blut
Machst du's mit meinem Ende gut.

BWV 85
Ich bin ein guter Hirt

Aria
Ich bin ein Hirt, ein guter Hirt lasst sein
Leben fiir die Schafe.

Aria

Jesus ist ein guter Hirt:

Denn er hat bereits sein Leben
Fur die Schafe hingegeben,
Die ihm niemand rauben wird.
Jesus ist ein guter Hirt.

Choral

Der Herr ist mein getreuer Hirt,

Dem ich mich ganz vertraue,

Zur Weid er mich, sein Schaflein, fihrt
Auf schoner griinen Aue,

Zum frischen Wasser leit er mich,
Mein Seel zu laben kréftiglich

Durchs selig Wort der Gnaden.

Recitativo

Wenn die Mietlinge schlafen,

Da wachet dieser Hirt bei seinen Schafen,
So dass ein jedes in gewiinschter Ruh



Die Trift und Weide kann geniessen,

In welcher Lebensstrome fliessen.

Denn sucht der Hollenwolf gleich einzudringen,
Die Schafe zu verschlingen,

So hélt ihm dieser Hirt doch seinen Rachen zu.

Aria

Seht, was die Liebe tut.

Mein Jesus hélt in guter Hut

Die Seinen feste eingeschlossen

Und hat am Kreuzesstamm vergossen
Fir sie sein teures Blut.

Choral

Ist Gott mein Schutz und treuer Hirt,
Kein Unglick mich berthren wird:
Weicht, alle meine Feinde,

Die ihr mir stiftet Angst und Pein,

Es wird eurem Schaden sein,

Ich habe Gott zum Freunde.

BWYV 86
Wabhrlich, wabhrlich, Ich sage euch

Aria

Wabhrlich, wahrlich, ich sage euch,

so ihr den Vater etwas bitten werdet in meinem
Namen,

so wird ers euch geben.

Aria

Ich will doch wohl Rosen brechen,
Wenn mich gleich itzt Dornen stechen.
Denn ich bin der Zuversicht,

Dass mein Bitten und mein Flehen
Gott gewiss zu Herzen gehen,

Weil es mir sein Wort verspricht.

Choral

Und was der ewig glitig Gott

In seinem Wort versprochen hat,
Geschworn bei seinem Namen,
Das halt und gibt er gwiss firwahr.
Der helf uns zu der Engel Schar
Durch Jesum Christum, Amen!

Recitativo

Gott macht es nich gleich wie die Welt,

Die viel verspricht und wenig halt;

Denn was er zusagt, muss geschehen,

Dass man daran kann seine Lust und Freude
sehen.

Aria

Gott hilft gewiss;

Wird gleich die Hilfe aufgeschoben
Wird sie doch drum nicht aufgehoben.
Denn Gottes Wort bezeichet dies:
Gott hilft gewiss!

Choral

Die Hoffnung wart’der rechten Zeit,
Was Gottes Wort zugesaget,

Wenn das geschehen soll zur Freud,
Setzt Gott kein gwisse Tage.

Er weiss wohl, wenns am besten ist,
Und braucht an uns kein arge List;
Des solln wie ihm vertrauen.

BWV 87
Bisher habt ihr nichts gebeten in meinem Namen

1. Arioso Basso
Bisher habt ihr nichts gebeten in meinem
Namen.

2. Recitativo Alto

0O Wort, das Geist und Seel erschreckt!

Ihr Menschen, merkt den Zuruf, was dahinter steckt!
Ihr habt Gesetz und Evangelium vorsatzlich tibertreten;
Und dies mdcht' ihr ungesdumt in Bu und

Andacht beten.

3. Aria Alto

Vergib, o Vater, unsre Schuld

Und habe noch mit uns Geduld,

Wenn wird in Andacht beten

Und sagen: Herr, auf dein GeheiR,
Ach, rede nicht mehr sprichwortsweis,
Hilf uns vielmehr vertreten.

4. Recitativo Tenore

Wenn unsre Schuld bis an den Himmel steigt,
Du siehst und kennest ja mein Herz, das
nichts vor dir verschweigt;

Drum suche mich zu trésten!

5. Arioso Basso
In der Welt habt ihr Angst; aber seid getrost,
ich habe die Welt Gberwunden.

6. Aria Tenore

Ich will leiden, ich will schweigen,
Jesus wird mir Hilf erzeigen,

Denn er trést' mich nach dem Schmerz.
Weicht, ihr Sorgen, Trauer, Klagen,
Denn warum sollt ich verzagen?

Fasse dich betriibtes Herz!

7. Choral

MuB ich sein betriibet?

So mich Jesus liebet,

Ist mir aller Schmerz

Uber Honig siiRe,

Tausend Zuckerkisse

Driicket er ans Herz.

Wenn die Pein sich stellet ein,
Seine Liebe macht zur Freuden
Auch das bittre Leiden.

BWV 88
Siehe, ich will viel Fischer aussenden

Erster Teil

1. Aria Basso

Siehe, ich will viel Fischer aussenden, spricht
der Herr, die sollen sie fischen. Und darnach
will ich viel Jager aussenden, die sollen sie
fahen auf allen Bergen und allen Hiigeln und
in allen Steinritzen.

2. Recitativo Tenore

Wie leichtlich kénnte doch der Héchste uns entbehren
Und seine Gnade von uns kehren,

Wenn der verkehrte Sinn sich boslich von

ihm trennt

Und mit verstocktem Mut

In sein Verderben rennt.

Was aber tut

Sein vatertreu Gemite?

Tritt er mit seiner Glte

Von uns, gleich so wie wir von ihm, zuriick,
Und iiberlasst er uns der Feinde List und Tiick?
3. Aria Tenore

Nein, Gott is allezeit geflissen,

Uns auf gutem Weg zu wissen

Unter seiner Gnade Schein.

Ja, wenn wir verirret sein

Und die rechte Bahn verlassen,

Will er uns gar suchen lassen.

Zweiter Teil

4. Recitativo Tenore - Aria Basso
Tenore
Jesus sprach zu Simon:

Basso
Furchte dich nicht; den von nun an wirst du
Menschen fahen.

5. Aria (Duetto) Soprano Alto

Beruft Gott selbst, so muss der Segen
Auf allem unsern Tun

Im UbermaRe ruhn,

94940 ).S. Bach Complete Edition
84

Stuind uns gleich Furcht und Sorg entgegen.
Das Pfund, so er uns ausgetan,

Will er mit Wucher wiederhaben;

Wenn wir es nur nicht selbst vergraben,

So hilft er gern, damit es fruchten kann.

6. Recitativo Soprano

Was kann dich denn in deinem Wandel schrecken,
Wenn dir, mein Herz, Gott selbst die Hande reicht?
Vor dessen bloRem Wink schon alles Ungliick weicht,
Und der dich machtiglich kann schiitzen und bedecken.
kommt Miihe, Uberlast, Neid, Plag und Falschheit her
Und trachtet, was du tust, zu stéren und zu hindern,
Lass kurzes Ungemach den Vorsatz nicht vermindern;
Das Werk, so er bestimmt, wird keinem je zu schwer.
Geh allzeit freudig fort, du wird am Ende sehen,

Dass, was dich eh gequalt, die sei zu Nutz geschehen!

7. Choral

Sing, bet und get auf Gottes Wegen,
Verricht das Deine nur getreu

Und trau des Himmels reichem Segen,
So wird er bei dir werden neu;

Denn welcher seine Zuversicht

Auf Gott setzt, den verldRt er nicht.

BWV 89

Was soll ich aus dir machen, Ephraim

1. Aria Basso

Was soll ich aus dir machen, Ephraim? Soll
ich die schiitzen, Israel? Soll ich nicht billig
ein Adama aus dir machen und dich wie
Zeboim zurichten? Aber mein Herz ist anders
Sinnes, meine Barmherzigkeit ist zu briinstig.

2. Recitativo Alto

Ja, freilich sollte Gott

Ein Wort zum Urteil sprechen

Und seines Namens Spott

An seinen Feinden rachen.

Unzahlbar ist die Rechnung deiner Siinden,
Und hatte Gott auch gleich Geduld,
Verwirft doch dein feindseliges Gemiite
Und angebotne Gite

Und driickt den Néchsten um die Schuld;
So muss die Rache sich entziinden.

3. Aria Alto

Ein unbarmherziges Gerichte

Wird tber dich gewiss ergehn.

Die Rache fangt bei denen an,

Die nicht Barmherzigkeit getan,

Und machet sie wie Sodom ganz zunichte.

4. Recitativo Soprano

Wohlan! mein Herze legt Zorn, Zank und
Zwietracht hin;

Es ist bereit, dem Né&chsten zu vergeben.
Allein, wie schrecket mich mein siindenvolles
Leben,

DaR ich vor Gott in Schulden bin!

Doch Jesu Blut

Macht diese Rechnung gut,

Wenn ich zu ihm, als des Gesetzes Ende,
Mich glaubig wende.

5. Aria Soprano

Gerechter Gott, ach, rechnest du?

So werde ich zum Heil der Seelen

Die Tropfen Blut von Jesu zahlen.

Ach! rechne mir die Summe zu!

Ja, weil sie niemand kann ergriinden,
Bedeckt sie meine Schuld und Siinden.

6. Choral

Mir mangelt zwar sehr viel,
Doch, was ich haben will,
Ist alles mir zugute

Erlangt mit deinem Blute,
Damit ich tiberwinde

Tod, Teufel, Holl und Siinde.



BWV 90
Es reiBet euch ein schrecklich Ende

1. Aria Tenore

Es reiRet euch ein schrecklich Ende,
Ihr siindlichen Verichter, hin.

Der Stinden MaR ist voll gemessen,
Doch euer ganz verstockter Sinn
Hat seines Richters ganz vergessen.

2. Recitativo Alto

Des Hochsten Giite wird von Tag zu Tage neu,
Der Undank aber siindigt stets auf Gnade.
0, ein verzweifelt béser Schade,

So dich in dein Verderben fiihrt.

Ach! wird dein Herze nicht geriihrt?

Dass Gottes Giite dich

Zur wahren BuBe leitet?

Sein treues Herze lasset sich

Zu ungezéhlter Wohltat schauen:

Bald 1aRt er Tempel auferbauen,

Bald wird die Aue zubereitet,

Auf die des Wortes Manna fillt,

So dich erhalt.

Jedoch, o! Bosheit dieses Lebens,

Die Wohltat ist an dir vergebens.

3. Aria Basso

So l6schet im Eifer der rachende Richter

Den Leuchter des Wortes zur Strafe doch aus.
Ihr musset, o Stinder, durch euer Verschulden
Den Greuel an heiliger Statte erdulden,

Ihr machet aus Tempeln ein mérderisch
Haus.

4. Recitativo Tenore

Doch Gottes Auge sieht auf uns als
Auserwahlte:

Und wenn kein Mensch der Feinde Menge
zahlte,

So schitzt uns doch der Held in Israel,

Es hemmt sein Arm der Feinde Lauf

Und hilft uns auf;

Des Wortes Kraft wird in Gefahr

Um so viel mehr erkannt und offenbar.

5. Choral

Leit uns mit deiner rechten Hand
Und segne unser Stadt und Land;
Gib uns allzeit dein heilges Wort,
Beht fir's Teufels List und Mord;
Verleih ein selges Stiindelein,

Auf daB wir ewig bei dir sein!

BWV 91
Gelobet seist du, Jesu Christ

1. Coro

Gelobet seist du, Jesu Christ,
DaR du Mensch geboren bist
Von einer Jungfrau, das ist wahr,
Des freuet sich der Engel Schar.
Kyrie eleis!

2. Choral e Recitativo Soprano

Der Glanz der hochsten Herrlichkeit,
Das Ebenbild von Gottes Wesen,
Hat in bestimmter Zeit

Sich einen Wohnplatz auserlesen.
Des ewgen Vaters einigs Kind,

Das ewge Licht von Licht geboren,
Itzt man in der Krippe findt.

O Menschen, schauet an,

Was hier der Liebe Kraft getan!

In unser armes Fleisch und Blut,
(Und war denn dieses nicht verflucht, verdammt,
verloren?)

Verkleidet sich das ewge Gut.

So wird es ja zum Segen auserkoren.

3. Aria Tenore
Gott, dem der Erden Kreis zu klein,
Den weder Welt nocht Himmel fassen,

Will in der engen Krippe sein.
Erscheinet uns dies ewge Licht,
So wird hinfiiro Gott uns nicht
Als dieses Lichtes Kinder hassen.

4. Recitativo Basso

O Christenheit! Wohlan, so mache die bereit,
Bei dir den Schopfer zu empfangen.

Der grosse Gottessohn

Kémmt als ein Gast zu dir gegangen.

Ach, |aR dein Herz durch diese Liebe riihren;
Er kémmt zu dir, um dich for seinen Thron
Durch dieses Jammertal zu fiihren.

5. Aria (Duetto) Soprano Alto

Die Armut, so Gott auf sich nimmt,
Hat uns ein ewig Heil bestimmt,

Den UberfluR an Himmelsschatzen.
Sein menschlich Wesen machet euch
Den Engelsherrlichkeiten gleich,
Euch zu der Engel Chor zu setzen.

6. Choral

Das hat er alles uns getan,
Sein grof Lieb zu zeigen an;
Des freu sich alle Christenheit
Und dank ihm des in Ewigkeit.
Kyrie eleis!

BWV 92
Ich hab in Gottes Herz und Sinn

Chor

Ich hab in Gottes Herz und Sinn

Mein Herz und Sinn ergeben.

Was boése scheint, ist mein Gewinn,
Der Tod selbst ist mein Leben.

Ich bin ein Sohn des, der den Thron
Des Himmels aufgezogen:

Ob er gleich schlagt und Kreuz auflegt,
Bleibt doch sein Herz gewogen.

Recitativo und Choral

Es kann mir fehlen nimmermehr!

Es mussen eh'r,

Wie selbst der treue Zeuge spricht,

Mit Prasseln und mit grausem Knallen
Die Berge und die Hugel fallen;

Mein Heiland aber triiget nicht,

Mein Vater muss mich lieben.

Durch Jesu rotes Blut bin ich in seine Hand
geschrieben;

Er schiitzt mich doch!

Wenn er mich auch gleich wirft ins Meer,
So lebt der Herr auf grossen Wassern noch,
Der hat mir selbst mein Leben zugeteilt,
Drum werden sie mich nicht ersaufen
Wenn mich die Wellen schon ergreifen
Und ihre Wut mit mir zum Abgrund eilt,
So will er mich nur tben,

Ob ich an Jonam werde denken,

Ob ich den Sinn mit Petro auf ihn werde lenken.
Er will mich stark im Glauben machen,

Er will vor meine Seele wachen

Und mein Gemiit,

Das immer wankt und weicht,

In seiner Giit,

Der an Bestandigkeit nichts gleicht,
Gewoéhnen, fest zu stehen.

Mein Fuss soll fest

Bis an der Tage letzten Rest

Sich hier auf diesen Felsen griinden.

Halt ich denn stand,

Und lasse mich in felsenfestem

Glauben finden,

Weiss seine Hand,

Die er mir schon vom Himmel beut,

Zu rechter Zeit

Mich wieder zu erhéhen.

Aria
Seht, seht! Wie reisst, wie bricht, wie fallt,
Was Gottes starker Arm nicht halt!
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Seht aber fest und unbeweglich prangen,

Was unser Held mit seiner Macht umfangen!
Lasst Satan wiiten, rasen krachen,

Der starke Gott wird uns uniiberwindlich machen!

Choral

Zudem is Weisheit und Verstand

Bei lhm ohn alle Massen,

Zeit, Ort und Stund is ihm bekannt,

Zu tun und auch zu lassen.

Er weiss, wenn Freud, er weiss, wenn Leid
Uns, seinen Kindern, diene;

Und was er tut, ist alles gut,

Obs noch so traurig schiene.

Recitativo

Wir willen nun nicht langer zagen

Und uns mit Fleisch und Blut,

Weil wir in Gottes Hut,

So furchtsam wie bisher befragen.

Ich denke dran,

Wie Jesus nicht geflircht’ das tausendfache
Leiden;

Ersah esan,

Als eine Quelle ewger Freuden.

Und dir, mein Christ,

Wird deine Angst und Qual, dein bitter Kreuz
und Pein

Um Jesu willen Heil und Zucker sein.
Vertraue Gottes Huld

Und merke noch, was nétig ist:

Geduld!

Aria

Das Brausen von den rauhen Winden
Macht, dass wir volle Ahren finden.

Des Kreuzes Ungestiim schafft bei den
Christen Frucht,

Drum lasst uns alle unser Leben

Dem weisen Herrscher ganz ergeben.

Ksst seines Sohnes Hand, verehrt die treue
Zucht!

Choral und Recitativo

Ei nun, mein Gott, so fall ich dir

Getrost in deine Hande.

So spricht der Gott gelassne Geist,

Wenn er des Heilands Brudersinn

Und Gottes Treue gldubig preist.

Nimm mich, und mache es mit mir

Bis an mein letztes Ende!

Ich weiss gewiss,

Dass ich unfehlbar selig bin,

Wenn meine Not und mein Bekiimmernis
Von dir so wird geendigt werden,

Wie du wohl weisst, dass meinem Geist
Dadurch sein Nutz entstehe,

Dass schonn auf dieser Erden,

Dem Satan zum Verdruss,

Dein Himmelreich sich in mir zeigen muss
Und deine Ehr je mehr und mehr

Sich in ihr selbst erhohe.

So kann mein Herz nach deinem Willen
Sich, o mein Jesu, selig stillen,

Und ich kann bei geddmpften Saiten

Dem Friedensfiirst ein neues Lied bereiten.

Aria

Meinem Hirten bleib ich treu.
Will er mir den Kreuzkelch fillen,
Ruh ich ganz in seinem Willen.

Er steht mir im Leiden bei.

Es wird dennoch, nach dem Weinen,
Jesu Sonne wieder scheinen.

Jesu leb ich, der wird walten,
Freu dich, Herz, du sollst erkalten,
Jesus hat genug getan.

Amen; Vater, nimm mich an!

Choral

Soll ich denn auch des Todes Weg
Und finstre Strasse reisen,
Wohlan, so tret ich Bahn und Steg,



Den mir dein Augen weisen.
Du bist mein Hirt, der alles wird
Zu solchem Ende kehren,

Dass ich einmal in deinem Saal
Dich ewig moge ehren.

BWV 93
Wer nur den lieben Gott |38t walten

1. Coro

Wer nur den lieben Gott IaRt walten
Und hoffet auf ihn allezeit,

Den wird er wunderlich erhalten

In allem Kreuz und Traurigkeit.

Wer Gott, dem Allerhéchsten, traut,
Der hat auf keinen Sand gebaut.

2. Choral e Recitativo Basso

Was helfen uns die schweren Sorgen?
Sie driicken nur das Herz

Mit Zentnerpein, mit tausend Angst und
Schmerz.

Was hilft uns unser Weh und Ach?

Es bringt nur bittres Ungemach.

Was hilft es, daB wir alle Morgen

mit Seufzen von dem Schlaf aufstehn
Und mit betrdntem Angesicht des Nachts zu
Bette gehn?

Wir machen unser Kreuz und Leid
Durch bange Traurigkeit nur groRer.
Drum tut ein Christ viel besser,

Er tragt sein Kreuz mit christlicher
Gelassenheit.

3. Aria Tenore

Man halte nur ein wenig stille,
Wenn sich die Kreuzesstunde naht,
Denn unsres Gottes Gnadenwille
VerlaRt uns nie mit Rat und Tat.
Gott, der die Auswerwahlten kennt,
Gott, der sich uns ein Vater nennt,
Wird endlich allen Kummer wenden
Und seinen Kindern Hilfe senden.

4. Aria (Duetto) Soprano Alto

Er kennt die rechten Freudesstunden,
Er weill wohl, wenn es nitzlich sei;
Wenn er un nur hat treu erfunden
Und merket keine Heuchelei,

So kémmt Gott, eh wir uns versehn,
Und lasset uns viel Guts geschehn.

5. Choral e Recitativo Tenore

Denk nicht in deiner Drangsalhitze,
Wenn Blitz und Donner kracht

Und die ein schwiiles Wetter bange macht,
DaR du von Gott verlassen seist.
Gott bleibt auch in der groBten Not,
Ja gar bis in den Tod

Mit seiner Gnade bei den Seinen.
Du darfst nicht meinen,

DaR dieser Gott im SchoRe sitze,
Der téglich wie der reiche Mann,

In Lust und Freuden leben kann.
Der sich mit stetem Gluicke speist,
Bei lauter guten Tagen,

MuB oft zuletzt,

Nachdem er sich an eitler Lust ergétzt,
"Der Tod in Topfen" sagen.

Die Folgezeit verandert viel!

Hat Petrus gleich die ganze Nacht
Mit leerer Arbeit zugebracht

Und nichts gefangen:

Auf Jesu Wort kann er noch einen Zug erlangen.

Drum traue nur in Armut, Kreuz und Pein
Auf deines Jesu Giite

Mit glaubigem Gemiite;

Nach Regen gibt er Sonnenschein

Und setzet jeglichem sein Ziel.

6. Aria Soprano

Ich will auf den Herren schaun
Und stets meinem Gott vertraun.
Er ist der rechte Wundermann.

Der die Reichen arm und bloR
Und die Armen reich und groR
Nach seinem Willen machen kann.

7. Choral

Sing, bet und geh auf Gottes Wegen,
Verricht das Deine nur getreu

Und trau des Himmels reichem Segen,
So wird er bei dir werden neu;

Denn welcher seine Zuversicht

Auf Gott setzt, den verlaRt er nicht.

BWV 94
Was frag ich nach der Welt

1. Coro

Was frag ich nach der Welt
Und allen ihren Schatzen
Wenn ich mich nur an dir,
Mein Jesu, kann ergétzen!
Dich hab ich einzig mir

Zur Wollust furgestellt,

Du, du bist meine Ruh:
Was frag ich nach der Welt!

2. Aria Basso

Die Welt ist wie ein Rauch und Schatten
Der bald verschwindet und vergeht,
Weil sie nur kurze Zeit besteht.

Wenn aber alles fallt und bricht,

Bleibt Jesus meine Zuversicht,

An dem sich meine Seele halt.

Darum: was frag ich nach der Welt!

3. Choral e Recitativo Tenore

Die Welt sucht Ehr und Ruhm

Bei hocherhabnen Leuten.

Ein Stolzer baut die prachtigsten Palaste,
Er sucht das héchste Ehrenamt,

Er kleidet sich aufs beste

In Purpur, Gold, in Silber, Seid und Samt.
Sein Name soll fiir allen

In jedem Teil der Welt erschallen.

Sein Hochmuts-Turm

Soll durch die Luft bis an die Wolken dringen,
Er trachtet nur nach hohen Dingen

Und denkt nicht einmal dran,

Wie bald doch diese gleiten.

Oft blaset eine schale Luft

Den stolzen Leib auf einmal in die Gruft,
Und da verschwindet alle Pracht,

Wormit der arme Erdenwurm

Hier in der Welt so grossen Staat gemacht.
Acht! solcher eitler Tand

Wird weit von mir aus meiner Brust verbannt.

Dies aber, was mein Herz
Vor anderm rithmlich hilt,

Was Christen wahren Ruhm und rechte Ehre gibet,

Und was mein Geist,

Der sich der Eitelkeit entreiRt,
Anstatt der Pracht und Hoffart liebet,
Ist Jesus nur allein,

Und dieser solls auch ewig sein.
Gesetzt, daR mich die Welt

Darum vor téricht halt:

Was frag ich nach der Welt!

4. Aria Alto

Betérte Welt, berorte Welt!

Auch dein Reichtun, Gut und Geld

Ist Betrug und falscher Schein.

Du magst den eitlen Mammon zahlen,
Ich will davor mir Jesum wahlen;
Jesus, Jesus soll allein

Meiner Seele Reichtum sein.

Betorte Welt, betorte Welt!

5. Choral e Recitativo Basso

Die Welt bekimmert sich.

Was muR doch wohl der Kummer sein?
O Torheit! dieses macht ihr Pein:

Im Fall sie wird verachtet.

Welt, schame dich!
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Gott hat dich ja so sehr geliebet,

Dass er sein eingebornes Kind

Vor deine Stind

Zur groBten Schmach um dein Ehre gibet,
Und du willst nicht um Jesu willen leiden?
Die Traurigkeit der Welt ist niemals groRer,
Als wenn man ihr mit List

Nach ihren Ehren trachtet.

Es ist ja besser,

Ich trage Christi Schmach,

Solang es ihm gefallt.

Es ist ja nur ein Leiden dieser Zeit,

Ich wei gewiB, daB mich die Ewigkeit
Dafiir mit Preis und Ehren krénet;

Ob mich die Welt

Verspottet und verhéhnet,

Ob sie mich gleich veréchtlich halt,

Wenn mich mein Jesus ehrt:

Was frag ich nach der Welt!

6. Aria Tenore

Die Welt kann ihre Lust und Freud,

Das Blendwerk schnoder Eitelkeit,
Nicht hoch genug erhdhen.

Sie wuhlt, nur gelben Kot zu finden,
Gleich einem Maulwurf in den Griinden
Und laRt dafiir den Himmel stehen.

7. Aria Soprano

Es halt es mit der blinden Welt,
Wer nichts auf seine Seee halt,

Mir ekelt vor der Erden.

Ich will nur meinen Jesum lieben
Und mich in BuR und Glauben tben,
So kann ich reich und selig werden.

8. Choral

Was frag ich nach der Welt!
Im Hui muB sie verchwinden,
Ihr Ansehn kann durchaus
Den blassen Tod nicht binden.
Die Glter missen fort,

Und alle Lust verfallt;

Bleibt Jesus nur bei mir:

Was frag ich nach der Welt!
Was frag ich nach der Welt!
Mein Jesus ist mein Leben,
Mein Schatz, mein Eigentum,
Dem ich mich ganz ergeben,
Mein ganzes Himmelreich,
Und was mir sonst gefallt.
Drum sag ich noch einmal:
Was frag ich nach der Welt!

BWV 95
Christus, der ist mein Leben

Coro e Recitativo

Christus, der ist mein Leben,
Sterben ist mein Gewinn;

Dem tu ich mich ergeben,

Mit Freud fahr ich dahin.

Mit Freuden,

Ja mit Herzenslust

Will ich von hinnen scheiden.

Und hieR es heute noch: Du muRt!
So bin ich willig und bereit.

Den armen Leib, die abgezehrten Glieder,
Das Kleid der Sterblichkeit

Der Erde wieder

In ihren SchoR zu bringen.

Mein Sterbelied ist schon gemacht;
Ach, durfte isch heute singen!

Mit Fried und Freud ich fahr dahin,
Nach Gottes Willen,

Getrost ist mir mein Herz und Sinn,
Sanft und stille.

Wie Gott mir verheiRen hat:

Der Tod ist mein Schlaf geworden.

Recitativo
Nun, falsche Welt!
Nun habe ich weiter nichts mit dir zu tun;



Mein Haus ist schon bestellt,

Ich kann weit sanfter ruhn,

Als da ich sonst bei dir,

An deines Babels Fliissen,

Das Wollustsalz verschlucken missen,
Wenn ich an deinem Lustreview

Nur Sodomsépfel konnte brechen.
Nein, nein! nun kann ich mit gelassnerm
Mute sprechen:

Choral

Valet will ich dir geben,

Du arge, falsche Welt,
Dein stiindlich boses Leben
Durchaus mir nicht gefallt.
Im Himmel ist gut wohnen,
Hinauf steht mein Begier.
Da wird Gott ewig lohnen
Dem, der ihm dient allhier.

Recitativo

Ach kénnte mir doch bald so wohl geschehn,
DaR ich den Tod,

Das Ende aller Not,

In meinen Gliedern kénnte sehn;

Ich wollte ihn zu meinem Leibgedinge wahlen
Und alle Stunden nach ihm zéhlen.

Aria

Ach, schlage doch bald, selge Stunde,
Den allerletzten Glockenschlag!

Komm, komm, ich reiche dir die Hande,
Komm, mache meiner Not ein Ende,
Du ldngst erseufzter Sterbenstag!

Recitativo

Denn ich weiB dies

Und glaub es ganz gewiR,

DaR ich aus meinem Grabe

Ganz einen sichern Zugang zu dem Vater
habe.

Mein Tod ist nur ein Schlaf.

Dadurch der Leib, der hier von Sorgen abgenommen,

Zur Ruhe kommen.

Sucht nun ein Hirte sein verlornes Schaf,
Wie sollte Jesus mich nicht wieder finden,
Da er mein Haupt und ich sein GliedmaR bin!
So kann ich nun mit frohen Sinnen

Mein selig Auferstehn auf meinen Heiland grinden.

Choral

Weil du vom Tod erstanden bist,
Werd ich im Grab nicht bleiben;
Dein letztes Wort mein Auffahrt ist,
Todsfurcht kannst du vertreiben.
Denn wo du bist, da komm ich hin,
DaR ich stets bei dir leb und bin;
Drum fahr ich hin mit Freuden.
BWV 96

Herr Christ, der einge Gottessohn

Coro

Herr Christ, der einge Gottessohn,
Vater in Ewigkeit,

Aus seinem Herzn entsprossen,
Gleichwie geschrieben steht,

Er ist der Morgensterne,

Sein' Glanz steckt er so ferne

Fiir andern Sternen klar.

Recitativo Alto

O Wunderkraft der Liebe,

Wenn Gott an sein Geschopfe denket,
Wenn sich die Herrlichkeit

Im letzten Teil der Zeit

Zur Erde senket;

O unbegreifliche, geheime Macht!
Es tragt ein auserwahlter Leib

Den groRen Gottessohn,

Den David schon

Im Geist als seinen Herrn verehrte,
Da dies gebenedeite Weib

In unverletzter Keuschheit bliebe.

O rieche Segenskraft! so sich auf uns ergossen,
Da er den Himmel auf, die Holle zugeschlossen.

Aria Tenore

Ach, ziehe die Seele mit Seilen der Liebe,

0 Jesu, ach zeige dich kraftig in ihr!

Erleuchte sie, daR sie dich glaubig erkenne,
Gib, daR sie mit heiligen Flammen entbrenne,
Ach wirke ein gldubiges Diirsten nach dir!

Recitativo Soprano

Ach, fihre mich, o Gott, zum rechten Wege,
Mich, der ich unerleuchtet bin,

Der ich nach meines Fleisches Sinn

So oft zu irren pflege;

Jedoch gehst du nur mir zur Seiten,

Willst du mich nur mit deinen Augen leiten,
So gehet meine Bahn

Gewill zum Himmel an.

Aria Basso

Bald zur Rechten, bald zur Linken
Lenkte sich mein verirrter Schritt.
Gehe doch, mein Heiland, mit,
LaR mich in Gefahr nicht sinken,
LaR mich ja dein weises Fiihren
Bis zur Himmelspforte spiren!

Choral

Ertot uns durch dein Giite,
Erweck uns durch dein Gnad;
Den alten Menschen kranke,
DaR der neu' leben mag
Wohl hier auf dieser Erden,
Den Sinn und all Begierden
Und G'danken hab'n zu dir.
BWV 97

In allen meinen Taten

Chor

In allen meinen Taten

LaR ich den Hochsten raten,
Der alles kann und hat;

Er muB zu allen Dingen,
Solls anders wohl gelingen,
Selbst geben Rat und Tat.

Aria

Nichts ist es spat und frihe
Um alle meine Miihe,

Mein Sorgen ist umsonst.

Er mags mit meinen Sachen
Nach seinem Willen machen,
Ich stells in seine Gunst.

Recitativo

Es kann mir nichts geschehen,
Als was er hat versehen,

Und was mir seligt ist:

Ich nehm es, wie ers gibet;
Was ihm von mir beliebet,
Das hab ich auch erkiest.

Aria

Ich traue seiner Gnaden,

Die mich vor allem Schaden,
Vor allem Ubel schiitzt.

Leb ich nach seinen Gesetzen,
So wird mich nichts verletzen,
Nichts fehlen, was mir niitzt.

Recitativo

Er wolle meiner Siinden

In Gnaden micht entbinden,
Durchstreichen meine Schuld!
Er wird auf mein Verbrechen
Nicht stracks das Urteil sprechen
Und haben noch Geduld.

Aria

Leg ich mich spéte nieder,
Erwache friihe wieder,
Lieg oder ziehe fort,
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In Schwachheit und in Banden,
Und was mir stoRt zuhanden,
So trostet mich sein Wort.

Duett

Hat er es denn beschlossen,
So will ich unverdrossen

An mein Verhéngnis gehn!
Kein Unfall unter allen
Wird mir zu harte fallen,
Ihn will ihn Giberstehn.

Aria

Ihm hab ich mich ergeben
Zu sterben und zu leben,
Sobald er mir gebeut.

Es sei heut oder morgen,
Dafur laR ich ihn sorgen;
Er weiR die rechte Zeit.

Choral

So sein nun, Seele, deine
Und traue dem alleine,
Der dich erschaffen hat;
Es gehe, wie es gehe,
Dein Vater in der Hohe
WeiR allen Sachen Rat.

BWV 98
Was Gott tut das ist wohlgetan BWV 98

Chor

Was Gott tut, das ist wohlgetan.

Es bleibt gerecht Sein Wille;

Wie er fangt meine Sachen an,

Will ich ihm halten stille.

Er ist mein Gott, der in der Not,

Mich wohl weiss zu erhalten;

Drum lass ich ihn nur walten.
Recitativo

Ach Gott! wenn wirst du mich einmal
Von meiner Leidensqual,

Von meiner Angst befreien?

Wie lange soll ich Tag und Nacht

Um Hilfe schreien?

Und ist kein Retter da!

Der Herr ist denen allen nah,

Die seiner Macht und seiner Huld vertrauen.
Drum will ich meine Zuversicht

Auf Gott alleine bauen,

Denn er verlésst die Seinen nicht.

Aria

Hort, ihr Augen, auf zu weinen!

Trag ich doch mit Geduld mein schweres
Joch.

Gott, der Vater, lebet noch,

Von den Seinen lasst er keinen.

Hort, ihr Augen, auf zu weinen!

Recitativo

Gott hat ein Herz, das des Erbarmens Uberfluss;
Und wenn der Mund vor seinen Ohren klagt
Und ihm des Kreuzes Schmerz

Im Glauben und Vertrauen sagt,

So bricht in ihm das Herz,

Dass er sich Gber uns erbarmen muss.

Er hélt sein Wort;

Er saget: Klopfet an, so wird euch aufgetan!
Drum lasst uns alsofort,

Wenn wir in hochsten Néten schweben,
Das Herz zu Gott allein erheben!

Aria

Meinem Jesum lass ich nicht,

Bis mich erst wein Angesicht

Wird erhéren oder segnen.

Er allein soll mein Schutz in allem sein,
Was mir Ubels kann begegnen.



BWV 99
Was Gott tut, das ist wohlgetan Il

Coro

Was Gott tut, das ist wohlgetan,
Es bleibt gerecht sein Wille;
Wie er fangt meine Sachen an,
Will ich ihm halten stille.

Er ist mein Gott,

Der in der Not

Mich wohl weiB zu erhalten;
Drum laR ich ihn nur walten.

Recitativo Basso

Sein Wort der Wahrheit stehet fest

Und wird mich nicht betriigen,

Weil es die Glaubigen nicht fallen noch verderben I&Rt.
Ja, weil es mich den Weg zum Leben fuhret,
So faBt mein Herze sich und lasset sich
begniigen

An Gottes Vatertreu und Huld

Und hat Geduld,

Wenn mich ein Unfall riihret.

Gott kann mit seinen Allmachtshanden
Mein Ungliick wenden.

Aria Tenore

Erschiittre dich nur nicht, verzagte Seele,
Wenn dir der Kreuzeskelch so bitter schmeckt!
Gott ist dein weiser Arzt und Wundermann,
So dir kein tédlich Gift einschenken kann,
Obgleich die StBigkeit verborgen steckt.

Recitativo Alto

Nun, der von Ewigkeit geschloR'ne Bund
Bleibt meines Glaubens Grund.

Er spricht mit Zuversicht

Im Tod und Leben:

Gott ist mein Licht,

Ihm will ich mich ergeben.

Und haben alle Tage

Gleich ihre eigne Plage,

Doch auf das Uberstandne Leid,
Wenn man genug geweinet,
Kommt endlich die Errettungszeit,
Da Gottes treuer Sinn erscheinet.

Aria (Duetto) Soprano Alto

Wenn des Kreuzes Bitterkeiten

Mit des Fleisches Schwachheit streiten,
Ist es dennoch wohlgetan.

Wer das Kreuz durch falschen Wahn
Sich vor unertraglich schatzet,

Wird auch kiinftig nicht ergotzet.
Choral

Was Gott tut, das ist wohlgetan,
Dabei will ich verbleiben.

Es mag mich auf die rauhe Bahn
Not, Tod und Elend treiben,

So wird Gott mich

Ganz vaterlich

In seinen Armen halten;

Drum laR ich ihn nur walten.

BWV 100
Was Gott tut, das ist wohlgetan

Coro

Was Gott tut, das ist wohlgetan,
Es bleibt gerecht sein Wille;
Wie er fangt meine Sachen an,
Will ich ihm halten stille.

Er ist mein Gott,

Der in der Not

Mich wohl weiB zu erhalten;
Drum laR ich ihn nur walten.

Aria (Duetto) Alto Tenore

Was Gott tut, das ist wohlgetan,
Er wird mich nicht betriigen;

Er fihret mich auf rechter Bahn,
So laB ich mich begniigen

An seiner Huld

Und hab Geduld,
Er wird mein Ungliick wenden,
Es steht in seinen Handen.

Aria Soprano

Was Gott tut, das ist wohlgetan,

Er wird mich wohl bedenken;

Er, als mein Arzt und Wundermann,
Wird mir nicht Gift einschenken
Vor Arzenei.

Gott ist getreu,

Drum will ich auf ihn bauen

Und seiner Gnade trauen.

Aria Basso

Was Gott tut, das ist wohlgetan,
Er ist mein Licht, mein Leben,

Der mir nichts Boses gonnen kann,
Ich will mich ihm ergeben

In Freud und Leid!

Es kommt die Zeit,

Da o6ffentlich erscheinet,

Wie treulich er es meinet.

Aria Alto

Was Gott tut, das ist wohlgetan,
MuR ich den Kelch gleich schmecken,
Der bitter ist nach meinem Wahn,
LaR ich mich doch nicht schrecken,
Weil doch zuletzt

Ich werd ergotzt

Mit stiBem Tost im Herzen;
Da weichen alle Schmerzen.

Coro

Was Gott tut, das ist wohlgetan,
Derbei will ich verbleiben.

Es mag mich auf die rauhe Bahn
Not, Tod und Elend treiben,

So wird Gott mich

Ganz vaterlich

In seinen Armen halten;

Drum laB ich ihn nur walten.

BWV 101
Nimm von uns Herr, du treuer Gott

Coro

Nimm von uns Herr, du treuer Gott,
Die schwere Straf und groRe Not,
Die wir mit Sinden ohne Zahl
Verdienet haben allzumal.

Behiit fiir Krieg und teurer Zeit,

Fir Seuchen, Feur und groBem Leid.

Aria

Handle nicht nach deinen Rechten
Mit uns bésen Stindenknechten,
LaR das Schwert der Feinde ruhn!
Hochster, hére unser Flehen,

DaR wir nicht durch siindlich Tun
Wie Jerusalem vergehen!

Choral e Recitativo

Ach! Herr Gott, durch die Treue dein

Wird unser Land in Frieden und Ruhe sein.
Wenn uns ein Ungliickswetter droht,

So rufen wir,

Bermherziger Gott, zu dir

In solcher Not:

Mit Trost und Rettung uns erschein!

Du kannst dem feindlichen Zerstéren
Durch deine Macht und Hilfe wehren.
Beweis an uns deine groRe Gnad

Und straf uns nicht auf frischer Tat,

Wenn unsre Fisse wanken wollten

Und wir aus Schwachheit straucheln sollten.
Wohn uns mit deiner Gite bei

Und gib, daR wir

Nur nach dem Guten streben,

Damit allhier

Und auch in jenem Leben
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Dein Zorn und Grimm fern von uns sei.

Aria B

Warum will du so zornig sein?

Es schlagen deines Eifers Flammen
Schon uber unserm Haupt zusammen.
Ach, stelle doch die Strafen ein

Und trag aus vaterlicher Huld

Mit unserm schwachen Fleisch Geduld!

Choral e Recitativo

Die Siind hat uns verderbet sehr.

So mussen auch die Frémmsten sagen
Und mit betranten Augen klagen:

Der Teufel plagt uns noch viel mehr.

Ja, dieser bése Geist,

Der schon von Anbeginn ein Mérder heift,
Sucht uns um unser Heil zu bringen

Und als ein Lowe zu verschlingen.

Die Welt, auch unser Fleisch und Blut

Uns allezeit verfiihren tut.

Wir treffen hier auf dieser schmalen Bahn
Sehr viel Hindernis im Guten an.

Solch Elend kennst du, Herr, allein:

Hilf, Helfer, hilf uns Schwachen,

Du kannst uns starker machen!

Ach, laR uns dir befohlen sein.

Aria (Duetto)

Gedenk an Jesu bittern Tod!

Nimm, Vater, deines Sohnes Schmerzen
Und seiner Wunden Pein zu Herzen,
Die sind ja fiir die ganze Welt

Die Zahlung und das Losegeld;

Erzeig auch mir zu aller Zeit,
Barmherzger Gott, Barmherzigkeit!

Ich seufze stets in meiner Not:

Gedenk an Jesu bittern Tod!

Choral

Leit uns mit deiner rechten Hand
Und segne unser Stadt und Land;
Gib uns allzeit dein heilges Wort,
Behut fur's Teufels List und Mord;
Verleih ein selges Stiindelein,

Auf daB wir ewig bei dir sein.

BWV 102
Herr, deine Augen sehen nach dem Glauben!

Erster Teil

Coro

Herr, deine Augen sehen nach dem Glauben!
Du schlagest sie, aber sie fihlen's nicht; du
plagest sie, aber sie bessern sich nicht. Sie
haben ein harter Angesicht denn ein Fels und
wollen sich nicht bekehren.

Recitativo Basso

Wo ist das Ebenbild, das Gott uns eingepraget,
Wenn der verkehrte Will sich ihm zuwiderleget?
Wo ist die Kraft von seinem Wort,

Wenn alle Besserung weicht aus dem Herzen fort?
Der Hochste suchet uns durch Sanftmut zwar

zu zéhmen,

Ob der verirrte Geist sich wollte noch
bequemen;

Doch, fahrt er fort in dem verstockten Sinn,

So gibt er ihn in's Herzens Duinkel hin.

Aria Alto

Webh der Seele, die den Schaden
Nicht mehr kennt

Und, die Straf auf sich zu laden,
Storrig rennt,

Javon ihres Gottes Gnaden
Selbst sich trennt.

Arioso Basso

Verachtest du den Reichtum seiner Gnade,
Geduld und Langmiitigkeit? WeiBest du
nicht, daR dich Gottes Giite zur BuRe locket?



Du aber nach deinem verstockten und
unbuBfertigen Herzen héufest dir selbst den
Zorn auf den Tag des Zorns und der
Offenbarung des gerechten Gerichts Gottes.

Zweiter Teil

Aria Tenore

Erschrecke doch,

Du allzu sichre Seele!

Denk, was dich wiirdig zahle

Der Siinden Joch.

Die Gotteslangmut geht auf einem FuR von Blei,
Damit der Zorn hernach dir desto schwerer sei.

Recitativo Alto

Beim Warten ist Gefahr;

Willst du die Zeit verlieren?

Der Gott, der ehmals gnadig war,

Kann leichtlich dich vor seinen Richtstuhl
fihren.

Wo bleibt sodann die BuB? Es ist ein
Augenblick,

Der Zeit und Ewigkeit, der Leib und Seele
scheidet;

Verblendter Sinn, ach kehre doch zurtick,
DaR dich dieselbe Stund nicht ende unbereitet!

Choral

Heut lebst du, heut bekehre dich,

Eh morgen kommt, kann's andern sich;
Wer heut ist frisch, gesund und rot,
Ist morgen krank, ja wohl gar tot.

So du nun stirbest ohne BuB,

Dein Leib und Seel dort brennen muR.
Hilf, o Herr Jesu, hilf du mir,

DaR ich noch heute komm zu dir

Und BuRe tu den Augenblick,

Eh mich der schnelle Tod hinriick,

Auf daR ich heut und jederzeit

Zu meiner Heimfahrt sei bereit.

BWV 103
lhr werdet weinen und heulen

Coro e Arioso Basso

Chor

Ihr werdet weinen und heulen, aber die Welt
wird sich freuen.

Basso

Ihr aber werdet traurig sein.

Doch eure Traurigkeit soll in Freude verkehret
werden.

Recitativo Tenore

Wer sollte nicht in Klagen untergehn,

Wenn uns der Liebste wird entrissen?

Der Seelen Heil, die Zuflucht kranker Herzen
Acht nicht auf unsre Schmerzen.

Aria Alto

Kein Arzt ist auRer dir zu finden,

Ich suche durch ganz Gilead;

Wer heilt die Wunden meiner Siinden,
Weil man hier keinen Balsam hat?
Verbirgst du dich, so muR ich sterben.
Erbarme dich, ach, hére doch!

Du suchest ja nicht mein Verderben,
Wohlan, so hofft mein Herze noch.

Recitativo Alto

Du wirst mich nach der Angst auch wiederum
erquicken;

So will ich mich zu deiner Ankunft schicken,
Ich traue dem Verheifungswort,

DaR meine Traurigkeit

In Freude soll verkehret werden.

Aria Tenore

Erholet euch, betriibte Sinnen,
Ihr tut euch selber allzu weh.
LaBt von dem traurigen Beginnen,
Eh ich in Tranen untergeh,

Mein Jesus |aRt sich wieder sehen,

O Freude, der nichts gleichen kann!
Wie wohl ist mir dadurch geschehen,
Nimm, nimm mein Herz zum Opfer an!

Choral

Ich hab dich einen Augenblick,

O liebes Kind, verlassen;

Sieh aber, sieh, mit groRem Gliick
Und Trost ohn alle MaRen

Will ich dir schon die Freudenkron
Aufsetzen und verehren;

Dein kurzes Leid soll sich in Freud
Und ewig Wohl verkehren.

BWV 104
Du Hirte Israel, hére

Coro

Du Hirte Israel, hore der du Joseph hiitest
wie der Schafe, erscheine, der du sitzest iber
Cherubim.

Recitativo

Der hdchste Hirte sorgt vor mich,
Was niitzen meine Sorgen?

Es wird ja alle Morgen

Des Hirten Gite neu.

Mein Herz, so fasse dich,

Gott ist getreu.

Aria

Verbirgt mein Hirte sich zu lange,

Macht mir die Wiiste allzu bange,

Mein schwacher Schritt eilt dennoch fort.
Mein Mund schreit nach dir,

Und du, mein Hirte, wirkst in mir

Ein glaubig Abba durch dein Wort.

Recitativo

Ja, dieses Wort ist meiner Seelen Speise,
Ein Labsal meiner Brust,

Die Weide, die ich meine Lust,

Des Himmels Vorschmack, ja mein alles
heiRe.

Ach! sammle nur, o guter Hirte,

Uns Arme und Verirrte;

Ach laR den Weg nur bald geendet sein
Und flihre uns in deinen Schafstall ein!

Aria

Begliickte Herde, Jesu Schafe,

Die Welt ist euch ein Himmelreich.
Hier schmeckt ihr Jesu Giite schon
Und hoffet noch des Glaubens Lohn
Nach einem sanften Todesschlafe.

Choral

Der Herr ist mein getreuer Hirt,

dem ich mich ganz vertraue,

Zu Weid er mich, sein Schaflein, fuhrt,
Auf schoner griinen Aue,

Zum frischen Wasser leit' er mich,
Mein Seel zu laben kraftliglich

Durchs selig Wort der Gnaden.

BWV 105
Herr, gehe nicht ins Gericht mit deinem Knecht

Coro

Herr, gehe nicht ins Gericht mit deinem
Knecht. Denn vor dir wird kein Lebendiger
gerecht.

Recitativo

Mein Gott, verwirf mich nicht,

Indem ich mich in Demut vor dir beuge,
Von deinem Angesicht.

Ich weiB, wie groR dein Zorn und mein
Verbrechen ist,

DaR du zugleich ein schneller Zeuge
Und ein gerechter Richter bist.

Ich lege dir ein frei Bekenntnis dar
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Und stiirze mich nicht in Gefahr,
Die Fehler meiner Seelen
Zu leugnen, zu verhehlen!

Aria

Wie zittern und wanken

Der Siinder Gedanken,

Indem sie sich untereinander verklagen

Und wiederum sich zu entschuldigen wagen.
So wird ein gedngstigt Gewissen

Durch eigene Folter zerrissen.

Recitativo

Wohl aber dem, der seinen Biirgen weiR,
Der alle Schuld ersetzet,

So wird die Handschrift ausgetan,

Wenn Jesus sie mit Blute netzet.

Er heftet sie ans Kreuze selber an,

Er wird von deinen Gutern, Leib und Leben,
Wenn deine Sterbestunde schlagt,

Dem Vater selbst die Rechnung Ubergeben.
So mag man deinen Leib, den man zum
Grabe tragt,

Mit Sand und Staub beschiitten,

Dein Heiland 6ffnet dir die ewgen Hiitten.

Aria

Kann ich nur Jesum mir zum Freunde
machen,

So gilt der Mammon nichts bei mir.

Ich finde kein Vergnugen hier

Bei dieser eitlen Welt und irdschen Sachen.

Choral

Nun, ich weiR, du wirst mir stillen
Mein Gewissen, das mich plagt.
Es wird deine Treu erfiillen,

Was du selber hast gesagt:

DaR auf dieser weiten Erden
Keiner soll verloren werden,
Sondern ewig leben soll,

Wenn er nur ist Glaubens voll.

BWV 106

Gottes Zeit ist die allerbeste Zeit
Actus Tragicus

1. Sonatina

2a. Coro

Gottes Zeit ist die allerbeste Zeit.

In ihm leben, weben und sind wir, solange er will.
In ihm sterben wir zur rechten Zeit, wenn er will.

2b. Arioso Tenore
Ach, Herr, lehre uns bedenken, daB wir sterben
missen, auf daB wir klug werden.

2c. Aria Basso
Bestelle dein Haus; denn du wirst sterben
und nicht lebendig bleiben.

2d. Coro
Es ist der alte Bund: Mensch, du muRt sterben!

Soprano

Ja, komm, Herr Jesu, komm!

3a. Aria Alto

In deine Hande befehl ich meinen Geist; du
hast mich erloset, Herr, du getreuer Gott.

3b. Arioso Basso e Choral Alto

Heute wirst du mit mir im Paradies sein.
Mit Fried und Freud ich fahr dahin

In Gottes Willen,

Getrost ist mir mein Herz und Sinn,
Sanft und stille.

Wie Gott mir verheiRsen hat:

Der Tod ist mein Schlaf geworden.

4. Coro

Glorie, Lob, Ehr und Herrlichkeit
Sei dir, Gott Vater und Sohn bereit,
Dem heilgen Geist mit Namen!



Die gottlich Kraft
Mach uns sieghaft
Durch Jesum Christum, Amen.

BWV 107
Was willst du dich betriiben

1. Coro

Was willst du dich betriiben,
O meine liebe Seel?

Ergib dich, den zu lieben,
Der heiRt Immanuel!
Vertraue ihm allein,

Er wird gut alles machen
Und férdern deine Sachen.
Wie dir's wird selig sein!

2. Recitativo Basso

Denn Gott verlasset keinen,
Der sich auf ihn verlaRt.

Er bleibt getreu den Seinen.
Die ihm vertrauen fest.

LaRt sich's an wunderlich,

So laB dir doch nicht grauen!
Mit Freuden wirst du schauen,
Wie Gott wird retten dich.

3. Aria Basso

Auf ihn magst du es wagen
Mit unerschrocknem Mut,
Du wird mit ihm erjagen,
Was dir ist niitz und gut.
Was Gott beschlossen hat,
Das kann niemand hindern
Aus allen Menschenkindern;
Es geht nach seinem Rat.

4. Aria Tenore

Wenn auch gleich aus der Hollen
Der Satan wollte sich

Dir selbst entgegenstellen

Und toben wider dich.

So muR er doch mit Spott

Von seinen Ranken lassen,
Damit er dich will fassen;

Denn dein Werk fordert Gott.

5. Aria Soprano

Es richt's zu seinen Ehren

Und deiner Seligkeit;

Soll's sein, kein Mensch kanns wehren.
Und wars ihm doch so leid.

Will's denn Gott haben nicht,

So kann's niemand forttreiben.

Es muss zuriickebleiben,

Was Gott will, das geschicht.

6. Aria Tenore

Darum ich mich ihm ergebe,

Im sei es heimgestellt;

Nach nichts ich sonst mehr strebe
Denn nur was ihm gefallt.

Drauf wart ich und bin still,

Sein Will der ist der beste.

Das glaub ich steif und feste,
Gott mach es, wie er will!

7. Coro

Herr, gib, daR ich dein Ehre
Ja all mein Leben lang

Von Herzensgrund vermehre,
Dir sage Lob und Dank!

0O Vater, Sohn und Geist,

Der du aus lauter Gnade
Abwendest Not und Schaden,
Sei immerdar gepreist.

BWV 108
Es ist euch gut, daB ich hingehe

1. Aria Basso
Es ist euch gut, daR ich hingehe; denn so ich
nicht hingehe, kmmt der Tréster nicht zu

euch. So ich aber gehe, will ich ihn zu euch
senden.

2. Aria Tenore

Mich kann kein Zweifel stéren,
Auf dein Wort, Herr, zu héren.
Ich glaube, gehst du fort,

So kann ich mich getrdsten,
DaR ich zu den Erlésten

Komm an gewinschten Port.

3. Recitativo Tenore

Dein Geist wird mich also regieren,

DaR ich auf rechter Bahne geh;

Durch deinen Hingang kommt er ja zu mir,
Ich frage sorgensvoll: Ach, ist er nicht schon
hier?

4. Coro

Wenn aber jener, der Geist der Wahrheit,
kommen wird, der wird euch in alle Wahrheit
leiten. Denn er wird nickt von ihm selber
reden, sondern was er héren wird, das wird er

reden; und was zukunftig ist, wird er verkiindigen.

5. Aria Alto

Was mein Herz von dir begehrt,
Ach, das wird mir wohl gewahrt.
Uberschiitte mich mit Segen,
Fuhre mich auf deinen Wegen,
DaR ich in der Ewigkeit

Schaue deine Herrlichkeit!

6. Choral

Dein Geist, den Gott vom Himmel gibt,
Der leitet alles, was ihn liebt,

Auf wohl gebdhntem Wege.

Er setzt und richtet unsren FuR,

DaR er nicht anders treten muR,

Als wo man findt den Segen.

BWV 109
Ich glaube, lieber Herr, hilf meinem
Unglauben!

Coro
Ich glaube, lieber Herr, hilf meinem
Unglauben!

Recitativo

Des Herren Hand ist ja noch nicht verkurzt,
Mir kann geholfen werden.

Ach nein, ich sinke schon zur Erden

Vor Sorge, daR sie mich zu Boden stiirzt.
Der Hochste will, sein Vaterherze bricht.
Ach nein! er hért die Stinder nicht.

Er wird, er muB dir bald zu helfen eilen,
Um deine Not zu heilen.

Ach nein, es bleibet mir um Trost sehr bange;
Ach Herr, wie lange?

Aria

Wie zweifelhaftig ist mein Hoffen,

Wie wanket mein gedngstigt Herz!

Des Glaubens Docht glimmt kaum hervor,
Es bricht dies fast zustoBne Rohr,

Die Furcht macht stetig neuen Schmerz.

Recitativo

O fasse dich, du zweifelhafter Mut,

Weil Jesus itzt noch Wunder tut!

Die Glaubensaugen werden schauen

Das Heil des Herrn;

Scheint die Erfillung allzufern,

So kannst du doch auf die VerheiBung bauen.

Aria

Der Heiland kennet ja die Seinen,

Wenn ihre Hoffnung hilflos liegt.

Wenn Fleisch und Geist in ihnen streiten,
So steht er ihnen selbst zur Seiten,
Damit zuletzt der Glaube siegt.
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Choral

Wer hofft in Gott und dem vertraut,
Der wird nimmer zuschanden;

Denn wer auf diesen Felsen baut,
Ob ihm gleich geht zuhanden

Viel Unfalls hie, hab ich doch nie
Den Menschen sehen fallen,

Der sich verlaRt auf Gottes Trost;

Er hilft sein' Glaubgen allen.

BWV 110
Unser Mund sei voll Lachens

1. Coro

Unser Mund sei voll Lachens und unsre
Zunge voll Rihmens. Denn der Herr hat
GroRes an uns getan.

2. Aria Tenore

Ihr Gedanken und ihr Sinnen,
Schwinget euch anitzt von hinnen,
Steiget schleunig himmelan

Und bedenkt, was Gott getan!

Er wird Mensch, und dies allein,
DaR wir Himmels Kinder sein.

3. Recitativo Basso

Dir, Herr, ist niemand gleich. Du bist groR
und dein Name ist groR und kannst's mit der
Tat beweisen.

4. Aria Alto

Ach Herr, was ist ein Menschenkind,
DaR du sein Heil so schmerzlich suchest?
Ein Wurm, den du verfluchest,

Wenn Héll und Satan um ihn sind;

Doch auch dein Sohn, den Seel und Geist
Aus Liebe seinen Erben heift.

5. Aria (Duetto) Soprano Tenore
Ehre sei Gott in der Hohe und Friede auf
Erden und den Menschen ein Wohlgefallen!

6. Aria Basso

Wacht auf, ihr Adern und ihr Glieder,
Und singt dergleichen Freudenlieder,
Die unserm Gott gefillig sein.

Und ihr, ihr andachtsvollen Saiten,
Sollt ihm ein solches Lob bereiten,
Dabei sich Herz und Geist erfreun.

7. Choral

Alleluja! Gelobt sei Gott,

Singen wir all aus unsers Herzens Grunde.
Denn Gott hat heut gemacht solch Freud,
Die wir vergessen solln zu keiner Stunde.

BWV 111
Was mein Gott will, das g‘scheh allzeit

Chor

Was mein Gott will, das g‘scheh allzeit,
Sein Will, der ist der beste;

Zu helfen den’n er ist bereit,

Die an ihn glduben feste.

Er hilft aus Not, der fromme Gott,

Und ziichtiget mit Massen:

Wer Gott vertraut, fest auf ihn baut,
Den will er nicht verlassen.

Aria

Entsetze dich, mein Herze, nicht,

Gott ist dein Trost und Zuversicht

Und deiner Seele Leben.

Ja, was sein weiser Rat bedacht,

Dem kann die Welt und Menschenmacht
Unméglich widerstreben.

Recitativo

O Torichter! Der sich von Gott entzieht
Und wie ein Jonas dort

Vor Gottes Angesichte flieht;

Auch unser Denken ist ihm offenbar,



Und unsers Hauptes Haar

Hat er gezéhlet.

Wohl dem, der diesen Schutz erwahlet
Im glaubigen Vertrauen,

Auf dessen Schluss und Wort

Mit Hoffnung und Geduld zu schauen.

Aria

So geh ich mit beherzten Schritten,
Auch wenn mich Gott zum Grabe fiihrt.
Gott hat die Tage aufgeschrieben,

So wird, wenn seine Hand mich rihrt,
Des Todes Bitterkeit vertrieben.

Recitativo

Drum wenn der Tod zuletzt den Geist

Noch mit Gewalt aus seinem Kérper reisst,
So nimm ihn, Gott, in treue Vaterhdnde!
Wenn Teufel, Tod und Siinde micht bekriegt
Und meine Sterbekissen

Ein Kampfplatz werden miissen,

So hilf, damit in dir mein Glaube siegt!

O seliges, gewtinschtes Ende!

Choral

Noch eins, Herr, will ich bitten dich,

Du wirst mir’s nicht versagen:

Wenn mich der bése Geist anficht,

Lass mich doch nicht verzagen.

Hilf, steur und wehr, ach Gott, mein Herr,
Zu Ehren deinem Namen.

Wer das begehrt, dem wirds gewahrt;
Drauf sprech ich frélich: Amen.

BWV 112
Der Herr ist mein getreuer Hirt

Coro

Der Herr ist mein getreuer Hirt,

Halt mich in seiner Hute,

Darin mir gar nichts mangeln wird

Irgend an einem Gute,

Er weidet mich ohn UnterlaB,

Darauf wichst das wohlschmeckend Gras
Seines heilsamen Wortes.

Aria

Zum reinen Wasser er mich weist,
Das mich erquicken tue.

Das ist sein fronheiliger Geist,
Der macht mich wohlgemute.

Er fihret mich auf rechter Stra
Seiner Geboten ohn Abla

Von wegen seines Namens willen.

Recitativo

Und ob ich wandelt im finstern Tal,
Furcht ich kein Ungeluicke

In Verfolgung, Leiden, Triibsal

Und dieser Welte Tlcke,

Denn du bist bei mir stetiglich,

Dein Stab und Stecken trosten mich,
Auf dein Wort ich mich lasse.

Aria (Duetto)

Du bereitest fiir mir einen Tisch

Vor mein' Feinden allenthalben,

Machst mein Herze unverzagt und frisch,
Mein Haupt tust du mir salben

Mit deinem Geist, der Freuden O,

Und schenkest voll ein meiner Seel
Deiner geistlichen Freuden.

Coro

Gutes und die Barmherzigkeit
Folgen mir nach im Leben,

Und ich werd bleiben allezeit

Im Haus des Herren eben,

Auf Erd in christlicher Gemein

Und nach dem Tod da werd ich sein
Bei Christo meinem Herren.

BWV 113
Herr Jesu Christ, du hochstes Gut

Chor

Herr Jesu Christ, du héchstes Gut,
Du Brunnquell aller Gnaden,

Sieh doch, wie ich in meinem Mut
Mit Schmerzen bin beladen

Und in mir hab der Pfeile viel,

Die im Gewissen ohne Ziel

Mich armen Siinder driicken.

Choral

Erbarm dich mein in solcher Last,
Nimm sie aus meinem Herzen,
Dieweil du sie gebusset hast

Am Holz mit Todesschmerzen,
Auf dal ich nicht fir groRem Weh
In meinem Siinden untergeh,
Noch ewiglich verzage.

Aria

Furwahr, wenn mir das kommet ein,

DaR ich nicht recht vor Gott gewandelt

Und téglich wider ihn miBhandelt,

So quélt mich Zittern, Furcht und Pein.

Ich weiB, daR mir das Herze briche,

Wenn mir dein Wort nicht Trost versprache.

Recitativo

Jedoch dein heilsam Wort, das macht

Mit seinem siien Singen,

DaR meine Brust,

Der vormals lauter Angst bewuRt,

Sich wieder kraftig kann erquicken.

Das jammervolle Herz

Empfindet nun nach trénenreichem Schmerz
Den hellen Schein von Jesu Gnadenblicken;
Sein Wort hat mir so vielen Trost gebracht,
DaR mir das Herze wieder lacht.

Als wenns beginnnt zu springen.

Wie wohl ist meiner Seelen!

Das zagende Gewissen kann mich nicht ldnger
qualen,

Dieweil Gott alle Gnad verheiRt,

Hierndchst die Glaubigen und Frommen

Mit Himmelsmanna speist,

Wenn wir nur mit zerknirschtem Geist

Zu unserm Jesu kommen.

Aria

Jesus nimmt die Siinder an:
StiBes Wort voll Trost und Leben!
Er schenkt die wahre Seelenruh
Und rufet jedem tréstlich zu:
Dein Siind ist dir vergeben.

Recitativo

Der Heiland nimmt die Stinder an:

Wie lieblich klingt das Wort in meinen
Ohren!

Er ruft: Kommt her zu mir,

Die ihr miihselig und beladen,

Kommt her zum Brunnquell aller Gnaden,
Ich hab euch mir zu Freunden auserkoren!
Auf dieses Wort will ich zu dir

Wie der buRfertge ZélIner treten

Und mit demiitgem Geist Gott sie mir gnadig!
beten

Ach, tréste meinen bléden Mut

Und mache mich durch dein vergossnes Blut
Von allen Stinden rein,

So werd ich auch wie David und Manasse,
Wenn ich dabei

Dich stets in Lieb und Treu

Mit meinem Glaubensarm umfasse,

Hinfort ein Kind des Himmels sein.

Aria

Ach Herr, mein Gott, vergib mirs doch,
Womit ich deinen Zorn erreget,
Zerbrich das schwere Siindenjoch,
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Das mir der Satan auferleget,

DaR sich mein Herz zufrieden gebe
Und dir zum Preis und Ruhm hinfort
Nach deinem Wort

In kindlichem Gehorsam lebe.

Choral

Stark mich mit deinem Freudengeist,
Heil mich mit deinen Wunden,

Wasch mich mit deinem Todesschweif
In meiner letzten Stunden;

Und nimm mich einst, wenn dirs gefallt,
In wahrem Glauben von der Welt

Zu deinen Auserwahlten!

BWV 114
Ach, lieben Christen, seid getrost

Chor

Ach, lieben Christen, seid getrost,
Wie tut ihr so verzagen!

Weil uns der Herr heimsuchen tut,
Lasst uns von Herzen sagen:

Die Straf wir wohl verdienet han,
Solchs muss bekennen jedermann,
Niemand darf sich ausschliessen.

Aria

Wo wird in diesem Jammertale

Vor meinen Geist die Zuflucht sein?
Allein zu Jesu Vaterhdnden

Will ich mich in der Schwachheit wenden;
Sonst weiss ich weder aus noch ein.

Recitativo

O Siinder, trage mit Geduld,
Was du durch deine Schuld
Dir selber zugezogen!

Das Unrecht sdufst du ja

Wie Wasser in dich ein,

Und diese Siindenwassersucht
Ist zum Verderben da

Und wird dir todlich sein.

Der Hochmut ass vordem von der verbotnen Frucht,

Gott gleich zu werden;

Wie oft erhebst du dich mit schwiilstigen Gebarden,

Dass du erniedrigt werden musst.
Wohlan, bereite deine Brust,

Dass sie den Tod und Grab nicht scheut,
So kdmmst du durch ein selig Sterben
Aus diesem siindlichen Verderben

Zur Unschuld und zur Herrlichkeit.
Choral

Kein Frucht das Weizenkérnlein bringt,
Es fall denn in die Erden;

So muss auch unser irdscher Leib

Zu Staub und Aschen werden,

Eh er kbmmt zu der Herrlichkeit,

Die du, Herr Christ, uns hast bereit’
Durch deinen Gang zum Vater.

Aria

Du machst, o Tod, mir nun nicht ferner bange,
Wenn ich durch dich die Freiheit nur erlange,

Es muss ja so einmal gestorben sein.

Mit Simeon will ich in Friede fahren,

Mein Heiland will mich in der Gruft bewahren
Und ruft mich einst zu sich verklart und rein.

Recitativo

Indes bedenke deine Seele

Und stelle sie dem Heiland dar;
Gib deinen Leib und deine Glieder
Gott, der sie dir gegeben, wieder.
Er sorgt und wacht,

Und so wird seiner Liebe Macht
Im Tod und Leben offenbar.

Choral

Wir wachen oder schlafen ein,
So sind wir doch des Herren;
Auf Christum wir getaufet sein,
Der kann dem Satan wehren.



Durch Adam auf uns kémmt der Tod,
Christus hilft uns aus aller Not.
Drum loben wir den Herren.

BWV 115
Mache dich, mein Geist, bereit

1. Coro

Mache dich, mein Geist, bereit,
Wache, fleh und bete,

DaR dich nicht die bose Zeit
Unverhofft betrete;

Denn es ist

Satans List

Uber viele Frommen

Zur Versuchung kommen.

2. Aria Alto

Ach schlafrige Seele, wie? ruhest du noch?
Ermuntre dich doch!

Es mochte die Strafe dich plotzlich erwecken
Und, wo du nicht wachest,

Im Schlafe des ewigen Todes bedecken.

3. Recitativo Basso

Gott, so vor deine Seele wacht,

Hat Abscheu an der Stinden Nacht;

Er sendet dir sein Gnadenlicht

Und will vor diese Gaben,

Die er so reichlich dir verspricht,

Nur offne Geistesaugen haben.

Des Satans List ist ohne Grund,

Die Suinder zu bestricken;

Brichst du nun selbst den Gnadenbund,
Wirst du die Hilfe nie erblicken.

Die ganze Welt und ihre Glieder

Sind nichts als falsche Briider;

Doch macht dein Fleisch und Blut hiebei
Sich lauter Schmeichelei.

4. Aria Soprano

Bete aber auch dabei
Mitten in dem Wachen!
Bitte bei der groRen Schuld
Deinen Richter um Geduld,
Soll er dich von Siinden frei
Und gereinigt machen!

5. Recitativo Tenore

Er sehnet sich nach unserm Schreien,

Er neigt sein gnadig Ohr hierauf;

Wenn Feinde sich auf unsern Schaden freuen,
So siegen wir in seiner Kraft:

Indem sein Sohn, in dem wir beten,

Uns Mut und Kréafte schafft

Und will als Helfer zu uns treten.

6. Choral

Drum so laBt uns immerdar
Wachen, flehen, beten,

Weil die Angst, Not und Gefahr
Immer naher treten;

Denn die Zeit

Ist nicht weit,

Da uns Gott wird richten

Und die Welt vernichten.

BWV 116
Du Friedefiirst, Herr Jesu Christ

1. Coro

Du Friedefurst, Herr Jesu Christ,
Wabhr' Mensch und wahrer Gott,
Ein starker Nothelfer du bist

Im Leben und im Tod.

Drum wir allein

Im Namen dein

Zu deinem Vater schreien.

2. Aria Alto

Ach, unaussprechlich ist die Not
Und des erziirnten Richters Drauen!
Kaum, daB wir noch in dieser Angst,

Wie du, o Jesu, selbst verlangst,
Zu Gott in deinem Namen schreien.

3. Recitativo Tenore

Gedenke doch,

0 Jesu, daR du noch

Ein First des Friedens heiBest!

Aus Liebe wolltest du dein Wort uns senden.
Will sich dein Herz auf einmal von uns wenden,
Der du so groRe Hilfe sonst beweisest?

4. Aria (Terzetto) Soprano Tenore Basso
Ach, wir bekennen unsre Schuld

Und bitten nichts als um Geduld

Und um dein unermeRlich Lieben.

Es brach ja dein erbarmend Herz,

Als der Gefallnen Schmerz

Dich zu uns in die Welt getrieben.

5. Recitativo Alto

Ach, laR uns durch die scharfen Ruten
Nicht allzu heftig bluten!

O Gott, der du ein Gott der Ordnung bist,
Du weilt, was bei der Feinde Grimm

Vor Grausamkeit und Unrecht ist.
Wobhlan, so strecke deine Hand

Auf ein erschreckt geplagtes Land,

Die kann der Feinde Macht bezwingen
Und uns besténdig Friede bringen!

6. Choral

Erleucht auch unser Sinn und Herz
Durch den Geist deiner Gnad,

DaR wir nicht treiben draus ein Scherz,
Der unsrer Seelen schad.

O Jesu Christ,

Allein du bist,

Der solchs wohl kann ausrichten.

BWV 117
Sei Lob und Ehr dem hochsten Gut

1. Coro

Sei Lob und Ehr dem héchsten Gut,
Dem Vater aller Gite,

Dem Gott, der alle Wunder tut,
Dem Gott, der mein Gemiite

Mit seinem reichen Trost erfiillt,
Dem Gott, der allen Jammer stillt.
Gebt unserm Gott die Ehre!

2. Recitativo Basso

Es danken dir die Himmelsheer,
O Herrscher aller Thronen,

Und die auf Erden, Luft und Meer
In deinem Schatten wohnen,

Die preisen deine Schopfermacht,
Die alles also wohl bedacht.

Gebt unserm Gott die Ehre!

3. Aria Tenore

Was unser Gott geschaffen hat,
Das will er auch erhalten;
Dariiber will er friih und spat
Mit seiner Gnade walten.

In seinem ganzen Konigreich
Ist alles recht und alles gleich.
Gebt unserm Gott die Ehre!

4. Choral

Ich rief dem Herrn in meiner Not:

Ach Gott, vernimm mein Schreien!

Da half mein Helfer mir vom Tod

Und lieB mir Trost gedeihen.

Drum dank, ach Gott, drum dank ich dir;
Ach danket, danket Gott mit mir!

Gebt unserm Gott die Ehre!

5. Recitativo Alto

Der Herr ist noch und nimmer nicht
Von seinem Volk geschieden,

Er bleibet ihre Zuversicht,

lhr Segen, Heil und Frieden;
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Mit Mutterhédnden leitet er
Die Seinen stetig hin und her.
Gebt unserm Gott die Ehre!

6. Aria Basso

Wenn Trost und Hulf ermangeln muB,
Die alle Welt erzeiget,

So kommt, so hilft der UberfluR,

Der Schopfer selbst, und neiget

Die Vateraugen denen zu,

Die sonsten nirgend finden Ruh.

Gebt unserm Gott die Ehre!

7. Aria Alto

Ich will dich all mein Leben lang,
0O Gott, von nun an ehren;

Man soll, o Gott, den Lobgesang
An allen Orten horen.

Mein ganzes Herz ermuntre sich,
Mein Geist und Leib erfreue sich.
Gebt unserm Gott die Ehre!

8. Recitativo Tenore

Ihr, die ihr Christi Namen nennt,
Gebt unserm Gott die Ehre!

lhr, die ihr Gottes Macht bekennt,
Gebt unserm Gott die Ehre!

Die falschen Gétzen macht zu Spott,
Der Herr ist Gott, der Herr ist Gott:
Gebt unserm Gott die Ehre!

9. Coro

So kommet vor sein Angesicht
Mit jauchzenvollem Springen;
Bezahlet die gelobte Pflicht
Und laRBt uns frohlich singen:
Gott hat es alles wohl bedacht
Und alles, alles recht gemacht.
Gebt unserm Gott die Ehre!

BWV 119
Preise, Jerusalem, den Herrn

Coro

Preise, Jerusalem, den Herrn, lobe, Zion, deinen
Gott! Denn er machet fest die Riegel deiner
Tore und segnet deine Kinder drinnen, er
schadet deinen Grenzen Frieden.

Recitativo

Gesegnet Land, gliickselge Stadt,

Woselbst der Herr sein Herd und Feuer hat!
Wie kann Gott besser lohnen,

Als wo er Ehre I8t in einem Lande wohnen?
Wie kann er eine Stadt

Mit reicherm Nachdruck segnen,

Als wo er Gut und Treu einander 138t begegnen,
Wo er Gerechtigkeit und Friede

Zu kiissen niemals mide,

Nicht miide, niemals satt

Zu werden teur verheiRen, auch in der Tat
erfiillet hat?

Da ist der SchluR gemacht: Gesegnet Land,
gliickselge Stadt!

Aria

Wohl dir, du Volk der Linden,
Wohl dir, du hast es gut!
Wieviel an Gottes Segen

Und seiner Huld gelegen,

Die Uberschwenglich tut,
Kannst du an dir befinden.

Recitativo

So herrlich stehst du, liebe Stadt!

Du Volk, das Gott zum Erbteil sich erwéhlet hat!
Doch wohl! und aber wohl! wo man's zu
Herzen fassen

Und recht erkennen will,

Durch wen der Herr den Segen wachsen lassen.
Ja!

Was bedarf es viel?

Das Zeughnis ist schon da,



Herz und Gewissen wird uns tiberzeugen,
DaR, was wir Gutes bei uns sehn,

Nachst Gott durch kluge Obrigkeit

Und durch ihr weises Regiment geschehn.
Drum sei, geliebtes Volk, zu treuem Dank
bereit,

Sonst wiirden auch davon nicht deine Mauern
schweigen!

Aria

Die Obrigkeit ist Gottes Gabe,

Ja selber Gottes Ebenbild.

Wer ihre Macht nicht will ermessen,
Der muR auch Gottes gar vergessen:
Wie wiirde sonst sein Wort erfiillt?

Recitativo

Nun! wir erkennen es und bringen dir,

O hochster Gott, ein Opfer unsers Danks
dafiir.

Zumal, nachdem der heutge Tag,

Der Tag, den uns der Herr gemacht,

Euch, teure Vater, teils von eurer Last entbunden,
Teils auch auf euch

Schlaflose Sorgenstunden

Bei einer neuen Wahl gebracht,

So seufzt ein treues Volk mit Herz und Mund
zugleich:

Coro

Der Herr hat Guts an uns getan,
Des sind wir alle frohlich.

Er seh die teuren Viter an

Und halte auf unzéhlig

Und spate lange Jahre naus

In ihrem Regimente Haus,

So wollen wir ihn preisen.

Recitativo

Zuletzt!

Da du uns, Herr, zu deinem Volk gesetzt,
So laR von deinen Frommen

Nur noch ein arm Gebet vor deine Ohren
kommen

Und hore! ja erhore!

Der Mund, das Herz und Seele seufzet sehre.
Choral

Hilf deinem Volk, Herr Jesu Christ,

Und segne, was dein Erbteil ist.

Wart und pfleg ihr zu aller Zeit

Und heb sie hoch in Ewigkeit!

Amen.

BWV 120
Gott, man lobet dich in der Stille

Aria
Gott, man lobet dich in der Stille zu Zion,
und dir bezahlet man Geliibde.

Coro

Jauchzet, ihr erfreuten Stimmen,
Steiget bis zum Himmel nauf!
Lobet Gott im Heiligtum

Und erhebet seinen Ruhm;
Seine Gute,

Sein erbarmendes Gemiite

Hort zu keinen Zeiten auf!

Recitativo

Auf, du geliebte Lindenstadt,

Komm, falle vor dem Hochsten nieder,
Erkenne, wie er dich

In deinem Schmuck und Pracht

So vaterlich

Erhalt, beschitzt, bewacht

Und seine Liebeshand

Noch Uber dir bestandig hat.

Wohlan,

Bezahle die Geltbde, die du dem Héchsten
hast getan,

Und singe Dank- und Demutslieder!
Komm, bitte, daR er Stadt und Land

Unendlich wolle mehr erquicken
Und diese werte Obrigkeit,

So heute Sitz und Wahl verneut,
Mit vielem Segen wolle schmiicken!

Aria

Heil und Segen

Soll und muR zu aller Zeit

Sich auf unsre Obrigkeit

In erwiinschter Fulle legen,

DaR sich Recht und Treue miissen
Miteinander freundlich kiissen.

Recitativo

Nun, Herr, so weihe selbst das Regiment mit
deinem Segen ein,

DaR alle Bosheit von uns fliehe

Und die Gerechtigkeit in unsern Hutten
blihe,

DaR deines Vaters reiner Same

Und dein gebenedeiter Name

Bei uns verherrlicht moge sein!

Choral

Nun hilf uns, Herr, den Dienern dein,
Die mit deinm Blut erléset sein!

LaB uns im Himmel haben teil

Mit den Heilgen im ewgen Heil!

Hilf deinem Volk, Herr Jesu Christ,
Und segne, was dein Erbteil ist;
Wart und pfleg ihr zu aller Zeit

Und heb sie hoch in Ewigkeit!

BWV 121
Christum wir sollen loben schon

1. Coro

Christum wir sollen loben schon,
Der reinen Magd Marien Sohn,
So weit die liebe Sonne leucht
Und an aller Welt Ende reicht.

2. Aria Tenore

O du von Gott erhohte Kreatur,

Begreife nicht, nein, nein, bewundre nur:
Gott will durch Fleisch des Fleisches Heil
erwerben.

Wie groR ist doch der Schopfer aller Dinge,
Und wie bist du verachtet und geringe,

Um dich dadurch zu retten vom Verderben.

3. Recitativo Alto

Der Gnade unermeRlich's Wesen

Hat sich den Himmel nicht

Zur Wohnstatt auserlesen,

Weil keine Grenze sie umschlieRt.

Was Wunder, daB allhie Verstand und Witz
gebricht,

Ein solch Geheimnis zu ergriinden,

Wenn sie sich in ein keusches Herze gieRt.
Gott wahlet sich den reinen Leib zu einem
Tempel seiner Ehren,

Um zu den Menschen sich mit wundervoller
Art zu kehren.

4. Aria Basso

Johannis freudenvolles Springen
Erkannte dich, mein Jesu, schon.
Nun da ein Glaubensarm dich hélt,
So will mein Herze von der Welt
Zu deiner Krippe briinstig dringen.

5. Recitativo Soprano

Doch wie erblickt es dich in deiner Krippe?
Es seufzt mein Herz: mit bebender und fast
geschloRner Lippe

Bringt es sein dankend Opfer dar.

Gott, der so unermeBlich war,

Nimmt Knechtsgestalt und Armut an.

Und weil er dieses uns zugutgetan,

So lasset mit der Engel Chéren

Ein jauchzend Lob- und Danklied héren!
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6. Choral

Lob, Ehr und Dank sei dir gesagt,
Christ, geborn von der reinen Magd,
Samt Vater und dem Heilgen Geist
Von nun an bis in Ewigkeit.

BWV 122
Das neugeborne Kindelein

1. Coro

Das neugeborne Kindelein,

Das herzeliebe Jesulein

Bringt abermal ein neues Jahr
Der auserwahlten Christenschar.

2. Aria Basso

O Menschen, die ihr taglich stindigt,
Ihr sollt der Engel Freude sein.

Ihr jubilierendes Geschrei,

DaR Gott mit euch versohnet sei,

Hat euch den stiRen Trost verkiindigt.

3. Recitativo (e Choral) Soprano

Die Engel, welche sich zuvor

Vor euch als vor Verfluchten scheuen,
Erfillen nun die Luft im héhern Chor,

Um Uber euer Heil sich zu erfreuen.

Gott, so euch aus dem Paradies

Aus englischer Gemeinschaft stieR,

LaRt euch nun wiederum auf Erden

Durch seine Gegenwart vollkommen selig werden:
So danket nun mit vollem Munde

Vor die gewiinschte Zeit im neuen Bunde.

4. Choral A e Aria (Duetto) Soprano Tenore
Ist Gott versohnt und unser Freund,

O wohl uns, die wir an ihn glauben,

Was kann uns tun der arge Feind?

Sein Grimm kann unsern Trost nicht rauben;
Trotz Teufel und der Héllen Pfort,

lhr Witen wird sie wenig niitzen,

Das Jesulein ist unser Hort.

Gott ist mit uns und will uns schiitzen.

5. Recitativo Basso

Dies ist ein Tag, den selbst der Herr gemacht,
Der seinen Sohn in diese Welt gebracht.

O selge Zeit, die nun erfullt!

O gldubigs Warten, das nunmehr gestillt!

O Glaube, der sein Ende sieht!

O Liebe, die Gott zu sich zieht!

O Freudigkeit, so durch die Triibsal dringt
Und Gott der Lippen Opfer bringt!

6. Choral

Es bringt das rechte Jubeljahr,
Was trauern wir denn immerdar?
Frisch auf! itzt ist es Singenszeit,
Das Jesulein wendt alles Leid.

BWV 123
Liebster Immanuel, Herzog der Frommen

1. Coro

Liebster Immanuel, Herzog der Frommen,
Du, meiner Seele Heil, komm, komm nur
bald!

Du hast mir, héchster Schatz, mein Herz
genommen,

So ganz vor Liebe brennt und nach dir wallt.
Nichts kann auf Erden

Mir liebers werden,

Als wenn ich meinen Jesum stets behalt.

2. Recitativo Alto

Die HimmelssuiBigkeit, der Auserwahlten
Lust

Erfullt auf Erden schon mein Herz und Brust,
Wenn ich den Jesusnamen nenne

Und sein verborgnes Manna kenne:
Gleichwie der Tau ein durres Land erquickt,
So ist mein Herz

Auch bei Gefahr und Schmerz

In Freudigkeit durch Jesu Kraft entziickt.



3. Aria Tenore

Auch die harte Kreuzesreise
Und der Tranen bittre Speise
Schreckt mich nicht.

Wenn die Ungewitter toben,
Sendet Jesus mir von oben
Heil und Licht.

4. Recitativo Basso

Kein Hollenfeind kann mich verschlingen,
Das schreiende Gewissen schweigt.

Was sollte mich der Feinde Zahl umringen?
Der Tod hat selbsten keine Macht,

Mir aber ist der Sieg schon zugedacht,

Weil sich mein Helfer mir, mein Jesus, zeigt.

5. Aria Basso

LaR, o Welt, mich aus Verachtung
In betriibter Einsamkeit!

Jesus, der ins Fleisch gekommen
Und mein Opfer angenommen,
Bleibet bei mir allezeit.

6. Choral

Drum fahrt nur immer hin, ihr Eitelkeiten,
Du, Jesu, du bist mein, und ich bin dein;
Ich will mich von der Welt zu dir bereiten;
Du sollst in meinem Herz und Munde sein.
Mein ganzes Leben

Sei dir ergeben,

Bis man mich einsten legt ins Grab hinein.

BWV 124
Meinen Jesum laB ich nicht

Coro

Meinen Jesum laR ich nicht,
Weil er sich fur mich gegeben,
So erfordert meine Pflicht,
Klettenweis an ihm zu kleben.
Er ist meines Lebens Licht,
Meinen Jesum laR ich nicht.

Recitativo

Solange sich ein Tropfen Blut

In Herz und Adern reget,

Soll Jesus nur allein

Mein Leben und mein alles sein.

Mein Jesus, der an mir so groRe Dinge tut:
Ich kann ja nichts als meinen Leib und Leben
Ihm zum Geschenke geben.

Aria

Und wenn der harte Todesschlag

Die Sinnen schwicht, die Glieder riihret,
Wenn der dem Fleisch verhaRte Tag

Nur Furcht und Schrecken mit sich fiihret,
Doch tréstet sich die Zuversicht:

Ich lasse meinen Jesum nicht.

Recitativo

Doch ach!

Welch schweres Ungemach
Empfindet noch allhier die Seele?
Wird nicht die hart gekrankte Brust
Zu einer Wistenei und Marterhéhle
Bei Jesu schmerzlichstem Verlust?
Allein mein Geist sieht glaubig auf
Und an den Ort, wo Glaub und Hoffnung
prangen,

Allwo ich nach vollbrachtem Lauf
Dich, Jesu, ewig soll umfangen.

Aria (Duetto)

Entziehe dich eilends, mein Herze, der Welt,
Du findest im Himmel dein wahres
Vergnigen.

Wenn kiinftig dein Auge den Heiland
erblickt,

So wird erst dein sehnendes Herze erquickt,
So wird es in Jesu zufriedengestellt.

Choral

Jesum laR ich nicht von mir,
Geh ihm ewig an der Seiten;
Christus laBt mich fur und fur
Zu den Lebensbéchlein leiten.
Selig, der mit mir so spricht:
Meinen Jesum laB ich nicht.

BWV 125
Mit Fried und Freud ich fahr dahin

1. Coro

Mit Fried und Freud ich fahr dahin
In Gottes Willen;

Getrost ist mir mein Herz und Sinn,
Sanft und stille;

Wie Gott mir verheiRen hat,

Der Tod ist mein Schlaf geworden.

2. Aria Alto

Ich will auch mit gebrochnen Augen
Nach dir, mein treuer Heiland, sehn.
Wenngleich des Leibes Bau zerbricht,
Doch féllt mein Herz und Hoffen nicht.
Mein Jesus sieht auf mich im Sterben
Und ldsset mir kein Leid geschehn.

3. Recitativo e Choral Basso

O Wunder, dal ein Herz

Vor der dem Fleisch verhaBten Gruft und gar
des Todes Schmerz

Sich nicht entsetzet!

Das macht Christus, wahr' Gottes Sohn,

Der treue Heiland,

Der auf dem Sterbebette schon

Mit HimmelsstiBigkeit den Geist ergotzet,
Den du mich, Herr, hast sehen lahn,

Da in erfiillter Zeit ein Glaubensarm das Heil
des Herrn umfinge;

Und machst bekannt

Von dem erhabnen Gott, dem Schopfer aller Dinge
DaR er sei das Leben und Heil,

Der Menschen Trost und Teil,

Ihr Retter vom Verderben

Im Tod und auch im Sterben.

4. Aria (Duetto) Tenore Basso

Ein unbegreiflich Licht erfillt den ganzen
Kreis der Erden.

Es schallet kraftig fort und fort

Ein hochst erwiinscht VerheiBungswort:
Wer glaubt, soll selig werden.

5. Recitativo Alto

O unerschopfter Schatz der Giite,

So sich uns Menschen aufgetan: es wird der Welt,
So Zorn und Fluch auf sich geladen,

Ein Stuhl der Gnaden

Und Siegeszeichen aufgestellt,

Und jedes glaubige Gemite

Wird in sein Gnadenreich geladen.

6. Choral

Er ist das Heil und selig Licht

Fur die Heiden,

Zu erleuchten, die dich kennen nicht,
Und zu weiden.

Erist deins Volks Israel

Der Preis, Ehr, Freud und Wonne.

BWV 126
Erhalt uns, Herr, bei deinem Wort

Coro

Erhalt uns, Herr, bei deinem Wort,

Und steur' des Papsts und Tirken Mord,
Die Jesum Christum, deinen Sohn,
Stiirzen wollen von seinem Thron.

Aria

Sende deine Macht von oben,
Herr der Herren, starker Gott!
Deine Kirche zu erfreuen

Und der Feinde bittern Spott
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Augenblicklich zu zerstreuen.

Choral e Recitativo

Alto

Der Menschen Gunst und Macht wird wenig
nltzen,

Wenn du nicht willt das arme Hauflein schitzen,

beide
Gott Heilger Geist, du Troster wert,

Tenore

Du weilt, daB die verfolgte Gottesstadt

Den &rgsten Feind nur in sich selber hat
Durch die Geféhrlichkeit der falschen Brider.

beide
Gib dein'm Volk einerlei Sinn auf Erd,

Alto
DaR wir, an Christi Leibe Glieder,
Im Glauben eins, im Leben einig sei'n.

beide
Steh bei uns in der letzten Not!

Tenore

Es bricht alsdann der letzte Feind herein

Und will den Trost von unsern Herzen trennen;
Doch laR dich da als unsern Helfer kennen.
beide

G'leit uns ins Leben aus dem Tod!

Aria

Sturze zu Boden, schwiilstige Stolze!
Mache zunichte, was sie erdacht!

LaR sie den Abgrund plétzlich verschlingen,
Wehre dem Toben feindlicher Macht,

LaR ihr Verlangen nimmer gelingen!

Recitativo

So wird dein Wort und Wahrheit offenbar
Und stellet sich im hochsten Glanze dar,
DaR du vor deine Kirche wachst,

DaR du des heilgen Wortes Lehre