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COMPACT DISC 1

“Christen, dtzet diesen Tag” BWV 63
Feria 1 Mativitatis Chrisfi

For the 1st day of Christmas,/Pour le 1 jour de Nogl/Erster Weihnachisiag

Text: Anon., Johann Michael Heineccios {2), 1718
Ruth Holten, soprano

[1] Chorale [Chorus): "Christen, atzet diesen Tcgr'
Violins, Violas, Cello, Double bass, Oboes, Trumpets,
Timpani, Bassoon, Organ

L

[[2] Recitative (Alto): "O selger Tugéao ungemeines Heute”

Violins, Violas, Celle, Double bass, Crgan

3] Duet (Sopranc, Bass): "Gott, du hast es wohl gefiiget”
Oboe, Lpeﬂo, Organ s

[4] Recitative (Tenor]: “So kehret sich nun heut das bange Leid”
Cello, Organ

Duet {Alio, Tenor): "Ruft und fieht den Himmel an”
Violins, Violas, Celli, Double bass, Crgan

[[6 ] Recitative [Bass): "Verdoppelt euch demnach”
Violins, Violas, Celli, Dougeﬁe bass, Oboes, Bassoon, Organ

[7] Chorale [Chorus): “Héchster, schau in Gnaden an”

Violins, Violas, Celli, Double bass, Oboes, Trumpets, Timpani, Bassoon

“Ach, ich sehe, itzt, da ich zur Hochzeit gehe” BWV 162
Dominica 20 post Trinitatis

For the 20th Sunday after Trinity/Pour le 20° Dimonche oprés o T

Am 20. Sonntag nach Trinilatis

Text: Salomo Franck, 1715 |8-12); Johann Rosenmiiller, 1652 (13

Barbara Schlick, soprano

8 | Aria (Bass): "Ach, ich sehe, itz1, da ich zur Hochzeit gehe
Vialins, Viola, Violone, Bassoon, Organ

[9] Recitative {Tenorl: “O grofies Hochzeifest”
Violone, Organ
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[10] Aria {Sopranal: “Jesu, Brunnquell aller Gnaden”
Viclone, Crgan

325

[11] Recitative [Alio]: “Mein Jesu, laB mich nicht zur Hochzeit unbekleidet kommen® 138

Violone, Organ

[12] Aria [Duet] |Alto, Tenor): “In meinem Gott bin ich erfreut”
Cello, Crgan

[13] Cherale [Chorus|: “Ach, ich habe schon erblicket”
Violins, Viola, Cello, Viclone, Bassaon, Crgan

“Mein Goft, wie lang’, ach lange” BWV 155
Dominica 2 post Epiphanias

For the 2nd g

Am 2. Sonntag nach Epiphanias

Text: Salomon Franck, E;] 5{14-17}: Poul Speratus, 1524 (18)
Caroline Stam, sopranc

[14] Recitative |Sopranc): "Mein Goft, wie lang, ach longe?”
Caroline Stam, soprano
Violins, Vialos, Viclone, Organ

[15] Aria [Duet] {Alto, Tenor]: “Du muft glouben, du muft hoffen”
Violone, Bassoon, Crgan

Recitative (Bass): “So sei, o Seele, sei zufrieden”
Violone, Crgan

[17] Aria [Soprano}: “Wir, mein Herze, wirf dich noch”
Violins, Viola, Violone, Crgan

[18] Cherale (Chorus); *Ob sichs anlief, als wallt er nicht”
Violins, Viola, Viclone, Basseon, Organ

“Christen, étzet diesen Tag” (Appendix) BWV 63
Duet (Soprane, Bass): “Christen, atzet diesen Tag”

Ruth Halton, soprano

Cello, Crgan

unday after Epiphany,/Pour le 2¢ Dimanche aprés |'Epiphanie
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“Ach, ich sehe, itzt, da ich zur Hochzeit gehe” (Appendix) BWV 162
Aria [Bass): “Ach, ich sehe, itzt, doich zur Hochzeit gehe”
Violins, Viola, Violone, Come do tirarsi, Bassoon, Organ

| Chamale {Chorus): “Ach, ich habe schan erblicket "1713

Violins, Viola, Cello, Violone, Came da tirarsi, Bassoon, Crgan

COMPACT DISC 2
“Jesus nahm zu sich die Zwilfe” BWY 22

Dominica Estomihi

Far G \_»unquo’]g ssima/Pour le Dimanche Estomihi/ Am Sonntc:g Estomihi
lext: Anon. {2-4); luke 18, 31 and 34 (1}; Elisabeth Creuziger, "
Herr Christ, der einig Golles Schn”, 1524 (5)

| Aricso & Chorus (Tenor, Bass, Chorus): “Jesus nahm zu sich die Zwalfe”

Ohoe, Violins, Violas, Celli, Double bass, Crgan

| Aria [Alto): "Mein Jesu, ziche mich nach dir”

Oboe, Celli, Organ

| Recitative [Bass|: "Mein Jesu, ziehe mich”

Viofins, Violas, Celli, Double bass, Crgan

Aria [Tenor): “Mein Alles in Allem”
Violins, Violas, Celli Double bass, Crgan

Chorale (Chorus): “Ertét uns durch dein Gite”
Oboe, Viofins, Violas, Celli, Double bass, Bassoon, Crgon

“Du wahrer Gott und Davids Sohn” BWV 23

Dominica estomihi

For Quinquagesima,/Pour le Dimanche d'Estomihi/Am Sonntag Estomin

Text: Anon. [6-8]; Agnus dei, German, 1528 (9]
Barbara Schlick, seprano

Cuel |Soprano, Allo]: “Du wahrer Gell und Davids Sohn”
Oboes d'amore, Cello, Double bass, Bassoon
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Recitative (Tenor]: “Ach, gehe nicht voriber"

boes d'amore, Violins, Violas, Celli, Double bass, Basscon, Crgan

{Tenor, Bass, Chorus|: “Aller Augen warten, Herr”

Ohboes d'amore, Violins, Violas, Celli, Double bass, Bossoon, Organ

Chorale (Chorus): “Christe, du lamm Gottes”

Ohboes d'amore, Violins, Viclas, Celli, Double bass, Bassoon, Comett,

Trombenes, Organ

“Nur Jedem das Seine” BWV 163

Dominica 23 post Trinitatis

Far the 23rd Sunday after Trinity/Pour le 23 Dimanche
Am 23, Sonntag nach Trinilalis

aprés la Trinite,/

Texl: Salomon Franck, 1715 |10-14); Johann Heermann, 1630 (15)

Els Bongers, soprano

| Aria (Teror]: "Nur jedem das Seine”

Violins, Viola, Cello, Crgan

| Recilative (Bass): "Cu bist, mein Gott”

Cello, Crgan

| Avia (Bass): “LaB mein Herz die Miinze sein’

Cello, Violone, Crgan

| Recitative (Soprana, Alta): "Ich wollie dir, ¢ Gott”

Cello, Organ

| Aria [Soprono, Aliel: “Nimm mich mir und gib mich dir*

Els Bongers, soprano
Violins, Viola, Cello, Crgan

(15 Cherale [Chorus): “Fihr auch mein Herz und Sinn®

Violins, Vieln, Cello, Viclone, Organ

“Q heilges Geist- und Wasserbad” BWV 165

Feste Trinilalis

For the Feast of Trinity/Pour la Trinité /Am Trinilatislest
Text: Salomon Franck, 1715 (16-20]; ludwig Helmbold

L 15751(27)

1'25

326

425

16’41

a2

11'56

(61]

[63]

[63]

[63]

[65]

[63]

(65]

[67]

[67]



[16] Aria ﬂSoprono]: ‘O heilges Geist- und Wasserbad” 2'34
Caroline Stam, sopranc
Violins, Viola, Cello, Bassoon

[17] Recitative |Bass): “Die sindige Geburt verdammter Adams Erben” 1117
Celio, Crgan

[18] Aria [Alto): “Jesu, der aus groBer Liebe” 212
Cello, Organ

[19] Recitative |Bass): “lch habe, ja, mein Seslenbrautigam” 2'00
Violins, Violo, Cello, Bassoon, Organ

120/ Asia (Tenol): “lesu, meines Todes Tod” 307
Violin, Cello, Organ

21] Chorale [Chorus): "Sein W, sein Tauf, sein Nachimahl” 041
Vialins, Viola, Cello, Basscon, Organ
COMPACT DISC 3 6328
“Widerstehe doch der Siinde” BWV 54 1106
Dominica Oculi

For the 3rd Sunday in Lent/Pour le Dimanche Oculi/Am Sonntag Oculi
text: Georg Chrislion lehms, 1711
Andreas Scholl, allo

] Avia |Alto): “Widerstehe doch der Siinde” &'51
Violins, Violas, Viclone, Crgan

['2] Recilalive |Allo): "Die Arl verruchter Sinden” 1'05
Violone, Orgon

[3 Aria [Alto): "Wer Siinde tut, der ist vom Teufel” 25
Violins, Violas, Viclone, Organ

“Komm, du siBe Todesstunde” BWV 161
Dominica Tbspcsr Trinilafis/Festo Purificationis Mariae
For the 16th Sunday after Trinity/For the Feast of the Purification /Pour |

aprés la Trinité et pour la Féte de la Purification de Marie/Am 16, Sonrtag roch - s

Zu Mariae Reinigun%
Text: Salomon Franck, 1715 (4-8]; Christoph Knoll, 1611 (9)
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[47] Ario [Allo]: “Komm, du sife Todesstunde” 4'57 [75]
Recorders, Cello, Organ

[ 5| Recitativo (Tenor]: “Welt, deine Lust ist Last” 1'54 [75]
Cello, Crgan

[6 | Aria (Tenor): "Mein Verlangen ist den Heilond zu umfangen” 520 [75]
Violins, Viola, Cello, Viclone, Organ

L7 Recitative [Alic]: “Der Schiuf ist schon gemacht” 2029 [77]
Recorders, Violins, Vicla, Cello, Violone, Organ

['8 | Charus: "Wenn es meines Golles Wille” 3 [77]
Recorders, Violins, Violos, Celli, Viclone, Crgan

19 Chorale [(Chorus): “Der Leib zwar in der Erden” 1" [77]
Recorders, Violins, Viola, Cello, Violone, Organ
“Was mir behagt, ist nur die muntre Jagd” BWV 208 3334
Hunting Cantala for the Birthday of Duke Christian of SoxeWeissenfels/Cantate de la Chasse pour
lonniversoire du due Christian de Saxe'Weissenfels/Jagdkanlate zum Geburistage des Herzoag Chris:
tian zu Sachsen Weillenlels
Barbara Schlick, soprano 1/ Elisabeth von Magnus, soprano Il

[10] Recitative [Soprana |): "Was mir behagt, ist nur die muntre Jogd” 32 [79
Cello, Harpsichord

[11] Aria (Soprana I): “Jagen ist die Lust der Gétter” 1'59 [79]
Cello, Double-boss, Homs, Bassoon, Harpsichord

[12] Recitative {Tenarl: “Wie, schinste Gétlin, wie2” 107 [79]
Cello, Harpsichord

3] Aria [Tener}: "Willst du dich nicht mehr ergétzen” 4'59 [79
Cello, Harpsichord

[14] Recitative {Soprano, Tenor|: “Ich liebe dich zwear nochl” 214 [81]

Cello, Harpsichord

Q



[15] Recitative [Bass): “Ich, der ich sonst ein Golt in diesen Feldern bin”

i

Celle, Harpsichord

| Aria {Bass): "Ein First ist seines landes Pan”

Oboes, Bassoon, Harpsichord

17 Recilative (Sopranc Il): “Soll dann der Pales Opler hier das letzte seing”

20

[21

122

|23

|24]

Cello, Harpsichord

Aria [Soprano ll): “Schafe kénnen sicher weiden wo ein guter Hirte wacht”

Recorders, Cello, Harpsichord

Recitative [Seprano I): "So stimmt mit ein”
Cello, Harpsichord

Chorus {Soprano | & Il, Tenor, Bass, Chorus): “lebe, Sonne dieser Erden”
Vialins, Violas, Celli, Double bass, Oboes, Horns, Harpsichord

Duet [Sopranc |, Tenor): “Entziicket uns beide”
Violin, Cello, Harpsichord

Aria (Soprano lI|: “Weil die wollenreichen Herden”
Cello, Harpsichord

Ario (Bass): “Ihr Felder und Auen”
Cello, Harpsichord

Chorus {Soprano | & Il, Tenor, Bass): “Ihr lieblichsten Blicke”

Violins, Violas, Celli, Double bass, Choes, Horns, Bassoon, Horpsichord
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From konzerimeister fo thomaskantor:
Bach's canfata production 1713-1723

CHRISTOPH WOLFF
-'_he third volume of our complete recerding of Bach’s
c

antalas comprises works diawn from three
different categorles. First comes a group of seven

sacred cantalas from the years 171 rﬂ—q 7, the majority
of which were writen for the Weimar SchloBkirche.
Token together with the canfalas contained in Volumes
1 and 2, these seven works — Cantatas 54, 63, 155,
161, 162, 163 and 165 - form the group of 23
sacred contalos that have survived complete from the

ars leading up to the end of Bach's term of office as
r;nzertmeisrel o the Weimar court in 1717, The
second category comprises Caniatas 22 and 23, the
two works with which the composer - now
Kapellmeister fo the court of Céthen - auditioned for
the post of Thomaskanlor in Leipzig in the spring of
1723 and which thus form the slarting-point o[ﬁ’le
extended series of sacred cantatas that will be
lounched with Yolume 6. The third and final category is
made up of a single work, the hunting cantata B
208, wEich wias written for o quest parformance af the
Weibenfels court in 1713. like Cantatas 203 and
524 included in Volume 2, Cantata 208 is numbered
among the secular works from Bach's preleipzig period.
Most of the Weimar cantatas included here were part of
an annual cycle of works based on the Evangelisches
Andachts OpHer of the Weimar courl poet, Solomo
Franck, and were firs! performed in the town's
Schlofkirche. The murf:dhf chamberfike textures of these
works made them ideally suited 1o the conditions of the
SchloBkirche, an abnamally high-ceiinged building with
a relaiively small floor area {Jnﬂg a musicians’ gallery let
into the roof. The chapel was known as the

"Himmelsburg” on account of its unusual architectural
design. {For an illushafion of the ducal chapel, see the
bcoaef accompanying Volume 2, p. 36.)

Ofthe Weimar cantalas recorded here, only BWV 54
and 63 are nof based on words by Franck. Cantata 54
seems fo predate the composer's intensive involvement
with Franck’s fexds in 1715, while it remains far from
clear whether Contaia 63 was writlen far Weimar af all
the lavish forces for which it is scored suggesting, rather,
that it was infended to be performed autside the Town.
Certainly, both Cantotas 22 and 23 were composed
and perrormed away from Bach's normal area of
responsability, inasmuch as they were first heard of
Leipzig in the conlext of his candidature for the post of
Thomaskantor. At thai stage, it was sill for from clear
that the composer would be appointed fo the post. In
wriing these two works he was required o adapt
himselt 1o unusual local conditions, condilions that
evidently provided him with sufficient stimulus fo inspire
works 0Texoeption0| aristic merit,

Of Bach's many important guest appearances, one of
the earliest of any significance was o visit fo
WeiBenfels in 1% Jfor a performance of Cantatg
208 that laid the foundations for his reputation af the
local court, a repulation that was to cuﬁninare, in
1729, in his honorary appoiniment as Kapellmeister
von Hous aus, Even as early as 1713, Bach's
reputafion was evidently already unchallenged, since
he would otherwise hardly have received such a
gruhfying commission as one fo wiite a cantata in
celebration of Duke Christian's birthday. Even in such
remole centre as Hamburg, Bach was already held in
high regard, as is clear from a reference to him in
Joﬁonn Matheson's ireatise, Das beschiilzte Orchestre,
of 1717: "I have seen things by the famous Weimar

15



organist, Herr Joh. Sebastian Bach, both for the church
[i.e., vocal music] and for the fist [i.e., keyboord
music), that are cerlainly such as must rnzle one
esleem the man highly."

*EE

Christen, Gitzet diesen Tag BWY 63 was writien in
1714 or 1715 for performance on Chrisimas Day. The
libreffist is believed io have been the pastor of the
Marienkirche in Halle, Johann Michael Heineccius,
who in 1713 is known to have faken an active inferest
in Bach's application for the post of organist of the
Marienkirche in succession fo Friedrich Wilhelm
Zachow [see Volume 2). It is unclear whether the wark
was wiitien for performance in Weimar or elsewhere.
That it was written fo be performed outside Weimar -
thaps in Halle itself - is suggested by the unusually
Iaoeirish forces for which it is scored {four rumpets,
fimpani and three oboes, in addifion fo the usual
strings) and for which there is no precedent among the
works composed for the ducal chapel in Weimar.
A festive, fanforelike ramework is provided by the two
extended choral movements that begin and end the
work. Both are in C major, and bath are nolable for
iheir dynamic interplay between virtuoso instrumental
writing and cantabile choral sections. With its clearly
structured, ofien songlike character, the choral writin
reveals o whole ronge of confrosfive shyles from purtﬂy
chordal fextures fo subfle counterpoint and, finally, @
choral fugue. In the final movement, the two lines “Lofy
es miemols nicht geschehn, / Daf uns Safan m3ge
quélen” (Never let Saian torment us| depart abruptly
from the underying sense of gratitude and paint @
porirait of Satorinduced suffering that is as surprising
os it is effective. Movements 26 are all scored for

16

vocal soloists, with the cantata’s festive character further
underscored by the unusual inclusion of two duels, the
first for soprano and bass, the second for alio and
tenor. In keeping with the different ideas that they
express, these duets are disfinguished not only in terms
of their fonality {no. 3 is in A minor, no. 5 in G major]
but also in respect of their fimbre [no. 3 is scored for
oboe obbligato, no. 5 for full stings).
The principal source of Cantata (‘)g is Bach’s autograph
score from his years in Weimar, supplemented by parts
from the rfﬁrm%nc?n;njnﬁriul used in Weimar and
leipzig. Bac ormed the cantata in Leipzig of
Ch?ist%os 17?%9, during his first year in oHl'laczegin the
city, and revived it on many subsequent occasions,
frequently making minor and, from @ musical point of
view, generally insignificont changes lo the score. for a
performance in Leipzig cround 1729 he replaced the
solo oboe in the first duet with an obbligato organ, but
without altering the nature of the solo writing. This later
version is heard as on appendix fo Cantata 63.

Ach! ich sehe, itzt, da ich zur Hochzeit gehe BWY
162 was writien for the twentieth Sunday affer Trinity
and first performed on 25 Ociober 1716. The words
are by Salomo Franck [1715). Movement 6 is a
harmenisation of a sianza from the chordle Alle
Menschen miissen sterben by Johann Rosenmiller and
Johann Georg Albinus of 1652. The four-part vacal
ensemble appears only in this final movement, The
earlier movements are all solo numbers and treat the
four vocal soloists as equals [no. 1: bass; no. 3:
soprana; no. 5: duet for alio and fenor). The
accompanying insrumental ensemble consists
exclusively of sirings, with only a single bassoon fo
supplement the confinuo group.



Whereas the first aria is accompanied by st
ensemble, the other two are scared, unusually, for the
continuo group alone. In the case of the duet [no. 3],
this plainly reflacts the compaser’s intentions, but in the
case of the soprano aria [no. 3] the obbligato part is
clearly missing. Since the full score is na longer extant
and the parls appear fo be incomplete, it is impossible
to say for certain for what forces this movement was
originally scored. In order to restore the sense of tonal
balance, the present recording has scught 1o provide a
solution fo the missing part by improvising a part in the
right hand of the organ accompaniment,

Tﬁe principal sources of Canfala 162 are the original
parts, some of which date back to Bach's days in
Weimar, while the rest were prepared in leipzig. Bach
revived the piece during his first year as Thomaskantor
in 1723, when he took the opportunity to add a slide
frumpet in the opening movement to reinforce the viola
and in the sixth movement to underpin the chorale
melody. This version may be heard as an appendix 1o
Cantata 162.

Mein Gott, wie lang, ach lange BWV 155 was writien
for the second Sunday after Epiphary and first
performed in the Weimar Schroﬁkclpelle on 19 January
1716. The words are by Salomo Franck [1713), The
final cherale is a harmenisation of the twelfth verse of
Paul Speratus’s £s ist dos Heil uns kommen her of
1524.

The principal source of BWV 155 is Bach’s autograph
score, the heading of which - “Concerto. 6 5 strom. 4
Voci & Cont.” = points o relatively modest instumental
resources but fqiE, to indicate that the second movement
includes an obbligato part for the bassoon. The forces
an which this cantata calls are the same as those

required by BWV 162, Here, too, mareover, the four-
part chorus is used only in the final chorale. In Weimar,
the chorus was made up of sudents from the local
irammar school.

g{cin as in Cantata 162, all four voice fypes have
solo dufies fo perform, although the distibution of the
parts reveals a dialogue principle af work, with Bach
ireating the voices in a tradifional allegorical manner,
even though Franck — in confrast fo his normal practice
= maokes no such provisions; the soprana is the voice of
the soul [vox animae) and the bass the voice of the
Redeamer [vox Christi], while the alto and tenor
represent faith and Hope respectively. In Bach's sefiing,
the opening words, "Néin Gott, wie lang, ach lange’
(no. 1], thus become @ cry of anguish uttered by the
troubled soul. “Du muldt glauben, du muft hoffen” |ne.
2] is conceived as an ogmonfﬁon on the part of Faith
and Hope |underined by agile wriing for the
abbligalo bassoon). *So sei, o Seele, sei zufrieden”
[no. g] may be interpreted as words of comfort spoken
by the Redeemer, who has no qualms in adopting an
urgently emotional fone (impressively so ot the words
"bei triben Stunden weine'|. "Wirf, mein Herze, wirf
mich noch in des Hachsten liebesarme” (no. 4|, finally,
is the response of the comforted soul, enfolded and
borne aloft by a vibrant sking accompaniment, as
though entwined by loving arms.

Jesus nahm zu sich die Zwilfe BWV 22 was writien
and first performed on 7 February 1723
[Quinquagesima Sunday] in the context of Bach's
application for the post of Thomaskanior in Leipzig. It
was heard immediately before the sermon. The libreftist is
nat known. The first movement is based on words taken
fiom Luke 18:31 and 34, while the fifth movement is o
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harmonisafion of a stophe from Creutziger's Herr Christ
der einig Gotes Sohn of 1524.

The canlala is scored for fourpart chorus [typical forces
for Leipzigl, together with three vocal soloists (alto, fenor
and bass%_ A full complement of stings is supplemenied
by a single oboe. The opening movement, as olrech
noled, is a sefting of a passage from St Luke's Gospe
skilfully 0d0p1ed?>{ Bach to suggest a sense of musical
dramaturgy, with the olic funcfioning as the Evangelist
teciting the naraive fext {'Then he fook unlo him the
twelve, and said unto them'}, after which the bass
enters as the vox Chrisfi, decloiming the word of the
lord in the form of direct speech: "Behold, we go up lo
Jerusalem.” The chorus then reacts o the lord's words
[“And they undersiood none of these things”), a reaction
trealed by Bach as a choral fugue. Bach's autagraph
score disfinguishes between "concerfists™ and “ripienists”
in the vocal wriling, i.e., between solo and tutli singers,
so that the first exposttion of the fugue is heard on solo
voices belore the tutl singers enter. The dlto aria, no. 2,
features the obos as a solo instrument in Irio texturas,
while the fenor aria, no. 4, is accompanied by the ful
snin%s. In the final chorle no. 51, oboe and first violins
combine in o figured upper voice that provides a
contrapuntal accompaniment to the fourpart
harmenisation.

Of the work's original sources, both the autograph
score and the performing parts have survived. A copy
of the full score prepared under Bach's supervision in
1723 includes the explicit note: “This is the Leipzig
audition piece.” A revival on 20 February 1724 is
atiested by an original copy of the printed libretto, but
itis likely that the work was perdormed on subsequent
accasions, oo, Bach evidently made no further
changes 1o he score.
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Du wohrer Gott und Davids Sohn BWV 23 wos
writlen and perormed in circumstances idenfical fo
thcse descriEZd above under BWY 22. If, 1oo, was
designed to be performed on Quinquagesima Sunday.
Once again, the identity of the libretiist is not known,
although he is presumably one and the same as the
author of Caniata 22. The first three movements are
seftings of lines from Luke 18:35-43, while the fourth
borows its text and melody from the German Agnus
Dei of 1528, Christe, du lomm Gottes. The same
melody had already been quoted in the orchestra in
the second movement, whi; takes the form of an
accompanied recilative.

Bach biought Cantata 23 with him from Céthen for his
audition, whereas he appsars to have writen BWY 22
in leipzig or at least to have completed it after his
arival in the city. Canlota 23 clearly refiects the sorl cf
compasitional slyle and performing p
with Céthen. Among the pring
are the chamberlike texiures of |
the fact that it is cast in he form of
extended passoges for vocal du
movement, in wﬁic?‘. each suc fes a
choral ilomello. Al these el
seculor cantatas that have sur
Céthen. The duetlike chara
movement are conscious
decision lo accompany |
alto with an instrumental du
together with the continu
densely wrought five-part fext
Bach's aulograph score and 1
us with important information on
23, It would appear from fhese
three movements in Céthen [they arz ol in =

ng movement,
and the

Canfata
& first
s of



C minar) and that it was only shortly before the first
performance in Leipzig that Ke decided to add a fourth
movement. This extended choral movement derives
from an older work — most probably Bach's lost
Weimar Passion of 1717. The cantata is scored for
two oboes in addiion 1o the usual strings, together with
a cormett and thiee trombones 1o reinforce the chair in
the final movement. Because of the tuning of the
trombones, Bach had to perform the enfire cantata in B
minor and, in consequence, replace the normal choes
by oboes d'amare. The third movement distinguishes
between solo and i secfions in the choral wriling. Al
leter performances, the first of which is believed 1o date
friom around 1728, Bach reverted to the original key of
C minor with normal oboes) and omitted the extra
brass from the final movement, The present recording
prefers the B minor version of the work, but dispenses
with the brass reinforcements in the final chorcr:

Nour jedem das Seine BWV 163 was written for the
twenhythird Sunday after Trinity, which in 1715 fell on
24 November. lis words are foken from Salomo
Francks 1715 eycle of cantatas, with the final chorale
a fourpart harmenisation of a strophe from Johann
Heermann's Wo soll ich fliehen hin of 1630, The
previous movement [no. 5| quotes the melodly of the
chorale Meinen Jesum lafl ich nicht in the instrumental
writing.

Although the mast reliable source is Bach's auiograph
score, this latier contains only the continuo part ?01 the
final chorale, together with fhe note: “Chorale.
Semplice stylo." As with Canlatas 155, 162 and 165,
all four vocal categeries are used as soloists [the chair
appears only in the final movement| and the
insumental accompaniment s limited fo siring

ensemble, albeit with the rovel difference that two
obbligato cellos are heard in the third movement, There
is no documentary evidence that the work was revived
in Leipzig, but it seems sale lo assume that it was.

The first aria is notable for the fact that the incipit of the
fext ["Nur jedem das Seine”] is reated by Bocﬁ s
separate mofif that is prefaced to the movement in the
form of o motio that affects its shye in generdl. In the
second aria [no. 3), the listener will be struck in
particular by the lowying sonarities provided by bass,
two cellos and conlinuo - a singular combination in
Bach's cantatas. The key words in the text are “hearl”,
“coin’ and *beautiful lusire”, which inspired Bach to
inclulge in an unusual display of colour and fimbre. No
less exceptional are the arioso for soprano and alio
[no. 4], in which Bach explores previously uncharted
teritory, and the following duet (also for soprano and
dlio), which is based on an existing chorale fune,
Meinen Jesum lal3 ich nicht, the me%ody of which is
used o complement and comment on the words of the
duet "Nimm mich mir und gib mich dir"). The duet and
concluding chorale are in D major, whereas the work
had begun in B minor {no. 1) and medulated to
minor for the secend aria {no. 3), a tonal scheme that
Canlato 163 does not share with any of the works that
are related fo if.

O heilges Geist- und Wasserbad BWV 165 is o
sefing of words by Salome Franck {171 SH and was
witten for Trinity Sunday, which in 1715 fell on

16 June. It concludes with @ harmenisation of @ sirophe
from Ludwig Helmbold's Mun fafif uns Gatt, dem Herren
of 1575. lﬁ(e most of the cantatas writlen ofter Easter
1715, Canlata 165 dispenses with large-scale
instrumental and vacal forces and is scored for



resources identical to those found in Cantatas 153,
162 and 163. The fourpart vocal ensemble similarly
oppears only in the final chorale, whereas all four voice
?fpes are freated as soloisis in the earlier movements.
he principal source of Cantata 165 is a copy mode
by Johann Christian Képping during Bach's years in
Leipzig and prepared in connection with a revival of
the work in lp7 4. The Weimar autograph has not
survived, so that the date of composifion - the summer
of 1715 - must remain o matter for conjecture.
In terms of its formal siructure, Cantata 165 consists of
three arias 4], two recitatives [R] and a chorale (C] in
the order A-R-A-R-A-C and is thus typical of the
1715 annual cycle. Bach underlines the symmetry of
the five-part mefiically free text by means of a tonal
plan that treats the three arias os points of repose in G
maior, E minor and {again} G major, while the
instrumental tuti from the o ning aria (no. 1}is
repealed in the final chorale. The second aria is
accompanied by continuo alone, whereas the third is
nofable for its dense three-part writing for unison violins,
tenor and coniinuo. The two extended recitafives are
fine examples of Bach's Weimar style, with their
effective interplay between sirnﬁle narrafive
declamalion and emotionally charged arioso. The final
chorale illusirates the stylus simplex.

Widerstehe doch der Siinde BWV 54 wos probably
wiitien for Oculi Sunday (the third Sunday in Lent] and
first performed on 4 March 1714, The words are by
Georg Chrisiian Lehms ond date from 1711 There are
no biblical quatations and no chorale harmenisations.
Boch simply sef the fext as o canlaia for alto soloist -
his first exomple of a solo cantata. The exceptional
nature of the genre is underscored by the unusual
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inning of the composition inasmuch as it is

it::i%cheds by dissonan?gho«ds on fremolando strings.
The string textures as a whole are modelled on the
older French type of five-part writing (wo violins, two
violas and cello/violone], a type 0? wiiling that was
g;ciduolly replaced in Bach's cantatos from the years

tween 1715 and 1717 by four-part wiiting for two
vidlins, violo and cello.
Waords and music go hand in hand in conveying the
canfata’s message. “Sin”, "poison” and “curse” are the
salient words of the opening aria, and they duly inspire
the composer o stike a carrespondingly graphic and
vivid nofe, hence, for example, the dissonant
harmanies of the opening bars. The second aria, with
which this brief cantata concludes, is nofable for the
dense polyphonic textures of iis bU'-Pa'i wi
chromafic subject combined with a rh
animated countersubject af the 1
der ist vom Teufel” [He who sins
compositional siyle, Cantata 54
Fiirctle dlich nicht BWV 228,
wiilten af more or less fhe sam
The principal manuscript so
copy prepared joinily by Jo
Johann Gottfried Walther o
In consequence, the work ¢
conjecturally. It is not known if it

Komm, du siifle Todesstunde BWY 161 w0z wriven
for the sixteenth Sunday ahier Trinity and
have received its first perfo
1716. The equivalent date

ried of national mourning

Salomo Franck. The final m
harmonisation of the fourth sianza of Knall:




mich verlongen of 1611, the melody of which had
already been heard in the opening movement on a
prominent register on the organ [Bach specifies o
Sesquialteral. The first four movements are solo numbers
and are followed by an extended choral movement
and a final chorale with obbligato writing for
recorders.

Canlalo 161 is one of fhe most delicote and jewellike
products of Bach's years in Weimar. The wriling - in up
fo ten parts - is extraordinarily sublle, for all that it is
based on ?/picully lialian fourpart siring writing [wo
violins, vicla and cello or violone]. The addition of two
recorders and [in the opening movement| obbligato
organ lends parficular colour fo the writing. The
recorders additionally contribute in no small way o the
spifitualised emofion and positive feelings associcted
with the “sweet hour of death” that is apostiophised in
the fifle, while af the same fime he]pin% to produce the
onomatopoeic effect of the striking of the hour in the
fourth movernent. The choral writing in the fifth
movement revedls songlike qualifies of a kind found in
Thuringian motels of around 1700, With its
reminiscence of the cantus firmus from the opening
movement, the final simple chorale (with obbligato
recorders| provides the cantofa with @ solid sense of
formal structure.

No criginal sources have survived from the period of
the piece’s composition, so that it is impossible lo date
it with any great accuracy. The most relioble source is a
copy of the full score prepared during Bach's years in
Leipzig, suggesting that he revived the cantata in the
city. For revivals afier 1735 he also dliered ifs liurgical
function by performing if on the Feast of the Purification
of the Blessed Virgin Mary (2 February].

Was mir behagt, ist nur die munire Jagd BWV 208
was written to celebrote the birthday of Duke Christian
of Saxe'WeiBenfels and is believed 1o have received ils
first performance in 1713: Bach is known fo have
vistied the WeiBenfels court on 21 and 22 February of
that year. The words are by the Weimar court poel,
Salomo Franck. A printed librefio of 1716 mentions a
revival of the work “as Tafelmusik after a baiting of wild
beasts on the royal huntsman's estates”. As befgre, this
formance was mounted to mark the Duke’s birthday.
%?ere is also evidence of a revival in leipzig in 1742
o celebrate the nameday of the Elector, Friedrich
August Il of Saxony.
Bach's autograph score from his Weimar years bears
he fifle Frolockender Goefler-Streit [literally, “Triumphant
Quarrel Between the Gods'), a title that reflects the fact
that the piece is cast in the form of a diclogue between
four mythological figures, Diana (Soprano ], Pales
{Sopranc lll, Endymion (Tenor] and Pan (Bass). With its
fifteen movements, this was the longest work that Bach
had writien unil now. It contains mulliple examples of
each of its three vocal forms (reciiative, aria and
chorus), all of which are handled in a host of different
ways, while the forces for which it is scored are
variously combined fo add fo the sense of musical
diversity. The accompaniments to the arias, for
example, range from simple confinuo writing [nos. 4,
13 and 14] to chamberlike lextures with two horns [no.
2), three oboes [no. 7], wo recorders [no. 9] and solo
violin {no. 12]. Sung by the four vocal soloists, the
éhf-?ml numbers, loﬂ?, are rgyimrehd ina ;vide variety of
itferent waoys, win cantabile, homophonic es
u"emrcring with others that are elaborately pg;pssﬁgnic
in shyle.
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Canfata 208 is scored not only for two recorders, three
oboes and the usual strings, it also includes for the first
time in Bach's career twa parts for hand horns.
References in the score fo “Violons & BaBons™ indicate
a reinforced confinuo group. It seems likely that when
performed as a festive WCN'E Canfia 208 began not
with the modes! recilative that would otherwise launch
the piece but with a longer instrumental sinfonia of o
kincl3 represented by the early version of the First
Brandenburg Concerto - @ work which, it may be
added, is scored for forces identical to Ihose%und in
the present hunfing cantata.

EEE ]

Johann Sebastian Bach {1685-1750): Chronology of
the pre-Leipzig works
1703-07 Orgonist af the Neue Kirche, Amsladt

1705-06 Three- to fourmonth frip fo Libeck to hear
Diefrich Buxtehude

1707 24 Apiil (Easter Day): Bach auditions for
post as organist at Mihlhausen, probably with a
performance of Canlata 4

1707-8  Organist af the Blasiuskirche in Mihlhausen

1708 4 February: Cantata 71 performed fo mark
the inauguration of the Mithlhausen town council
June: Bach appointed organist and chamber

musician to the ducal court at Weimar

1708-17 Court organist and chamber musician in
Weimar

1709 6 February: performance of a lost cantala
to mark the inauguration of the town council

22

1713 Februery: Bach invited to perform ot the
Weilenfels court, where his programme includes
Cantata 208

December: Bach auditions for the post of
organist at the Marienkirche in Halle in succession fo
Friedrich Wilhelm Zachow; performance of a lost
cantata

1714 2 March: Bach appointed Konzerimeister fo
the Weimar court with contractual obligation to perform
cantaias every month

March: rehearsals of cantotas transferred
from Kapellmeister’s lodgings to Schlofkirche

25 March [Palm Sunday); Cantata 182

is the first cantala to be performed by the newly
installed Konzerimeister

1715 Salomo Franck's Evangslisches Andachis

Opffer published in Weimar
August-October: period of

mourning following death of Prince Johann Emst [no

cantatas performed|

1717
Festages-Andachten published
26 March: lost
SchioBkirche at Gotha _
5 August: Bach appoinied Hofkapelmeister
at Céthen
2 December: Bach ais
service of the Weimar
incarceration for de
December: Bach iakes o His new
appointment in Céthen

1717-23 Kopellmeisre: Io the Princes of Coihen




1718 May-June: Boch visits Karlsbad with Prince
leopeld and members of the Céthen Hofkapelle

1720 May-July: Bach visits Korlsbad with Prince
leopold and members of the Céthen Hofkapelle

November: Bach auditions for the post of
organist al the Jacobikirche in Hambuig with a revivol
of BWV 21(2)

1722 December: Bach applies for the post of
Thomaskantor in Leipzig in succession to Johann
Kuhnay

1723 7 February (Quinquagesimal: Bach
auditions for the post as Thomaskantor with
performances of Canlatos 22 and 23
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Kathen. Schlofy

[Residenz der Herzége von Anhaltkéthen; nach Brand 1547 Wiederauflau 1597-1606).
Photo; AKG, Paris.
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COMPACT DISC 1

CHORUS

Christions, mark ye all this day,
Carve it well in bronze and marble!
At His cradle man rejoices,

Hasten there with happy voices,
Thanks to God for Him convey!
See the ray from Heaven darls,

‘tis the sign of grace and mercy.

RECITATIVE

O blissful Day! O day of great rejoicing,

On which the world waos saved:

The Shiloh, whorm the Lord, from Paradise,

Already had assured to man,

A lost appeared among us in the Flesh,

That he might ransom us from our captivity, and rend

our fetters;

From Satan's power save us. Ahl dearest God!

What sory folk are wel

A faithless people which have quite forgot Thee.

And yet Thou CFOST not now despise us!

That l:nonuls might not o, os well-deserved, be lefi 1o
erish,

Eiis Godhead has the lord divested,

A martal form and figure marifested,

And in o stable

been barn a child

To compass our salvation.

O unbelievable, vet blassed,

Consummation!

4]

COMPACT DISC 1

Christen, dtzet diesen Tag
BWY 63

CHOR

Christen, Gizel diesen Tag

In Metall und Marmosteinel

Kommt und eflt mif mir zur Krippen
Und erweist mit frohen Lippen

Eursn Dank und eure Pllichil

Deann der Strahl, so da einbricht,
Zeigt sich euch zum Gnadenscheine.

REZITATIV

O selger Tag! o ungemeines Heute,

An dem das Heil der Wel,

Der Schilo, den Gott schon im Paradies

Dem menschlichen Geschlecht verhieh,
Nunmehro sich vollkommen dargestell

Und suchet lsrael van der Gefangenschaft und
Sklavenketten

Des Satans zu ereflen.

Du liehster Gottl was sind wir Arme doch?
Ein abgefalnes Volk, so dich verlassen.

Und dennoch willst du uns nicht hassenl

Denn eh wir sollen noch nach dem Verdienst zu
Boden liegen,

Eh mub die Gottheit sich baquemen,

Die menschliche MNatur an sich zu nehmen
Und auf der Erden,

Im Hirtenstall, zv einem Kind zu werden.

O unbegreifliches, doch seliges Vergniigen!

25



DUET

God we thark Thee for cur Saviour
Who was born 1o us foday.

So let us, in Him confiding,

Trust His Saving Grace GEidin :
Which shall be cur Guide c:nc? Stay,
Bringing peace ond joy forever

RECITATIVE

Today the fear and dread

‘Was swept away

Which once to lsiael was woe and constemation.
Today brought our salvation.

The Lion, sprung from David's line, appeareth.
His bow is ready diawn, the sword is in His hand
With which, for us, our Freedom fo command.

DUET

Come, ye Christians, praise and pray,
Praise the Lord with song and dancing;
Joyfully your praise enhancing

For His gift 1o us fodoy;

Thanks ngor life itself He gave us,
Thanks for Christ who came fo save us,
Thanks for more than fongue can say.

RECITATIVE

So fan ye hotter yet the flames of your devolion,
Inspired with humble yet with deep emotion.
Come joyul ev'ryone

And rhcc:zl: your God for all that He has done.
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[3] DUET
Gott, du hast es wohl geliget,
Was uns jefzo wideifé?'m.
Drum laBt uns auf ihn stets frauen
Und auf seine Gnade bauen;
Denn er hat uns dies beschert,
Was uns ewig nun vergniget.

[a] REZTATIV
So kehret sich nun heut
Das bange leid,
Mit welchem lsrael gedngstet und beladen,
In fauter Heil und Graden.
Der Léw aus Davids Stomme st erschienen,
Sein Bogen ist gespannt, das Schwert ist schon
gewelz,
Womit er uns in vor'ge Freiheit sefzt.

DUET
Ruft und fleht den Himmel an,
Kommt, ihr Christen, Kemmt zum Reihen,
Ihr solli euch ob dem erfreven,
Was Goft hat anheut getan!
Da uns seine Huld verplleget
Und mit so viel Heil beleget,
Daf man nicht gnug dc:n?(en kann,

6] REZITATIV
Verdoppelt euch demnach, ihr heien
Andachtsllammen
Und schlagt in Demut briinsliglich zusamen!
Sieig frahlich himmelan
Und danket Goit var dies, was er geton!



CHORUS :

Masler, proy with pity view
Alhe wath of ot afecion
Let aur thanks, in love abounding,
In Thy gracious ears be sounding,
Make us in obundance thrive,
Never may the Fiend conlrive

To reduce us to subjection.

ARIA

Saints and sinners

To the banquet all are bidden.

Ah veal and sinners, good and evil,
Higpegnd lowly, small and great,
Blessing Cursing, Love and Hale,
Souls exalied, spirits blighted,

All inviled.

Jesus, help, that | be steadlost, help.

RECITATIVE

O wondrous Feast of love

To which the King of Heaven

Hos called us from above!

But are not we, poor souls

Ot clay and common clod,

By far oo mean and humble

To sit at lable with the Son of God?

O wondrous Feast of love,

How can it be that mortal flesh as lowly

May be the honoured guest of Him of all mast holy?

Far Heaven is His Throne,
And Earth beneath but serves him for a footstool;
And yel He bids us come

CHOR

[e]

Héchster, schau in Gnaden an
Diese Glut gebiickler Seelen!

LaB den Dank, den wir dir bringen,
Angenehme vor dir Klingen,
lof?uns stels in Segen gehn,

Aber niemals nicht geschehn

Daf} uns Satan mége quiilen.

Ach, ich sehe, itzt, da ich zur Hochzeit gehe
BWV 162

ARIE

Ach, ich sehe,

Itzt, da ich zur Hochzeit gshe,
Wohl und Wehe,

Seelengift und Lebensbrot,
Himme%r Holle, Leben, Tod,
Himmelsglanz und Hallenflammen
Sind beisammen,

Jesu, hilf, daf} ich bestehe!

REZITATIV

O grofles Hochzeilfes!,

Darzu der Himmelskani

Die Menschen wfen |6f§!

Ist denn die arme Braut,

Die menschliche Natur, nicht viel zu schlecht und
wenig,

Daf sich mit ihr der Sohn des Hachsten traut?
O grofies Hochzeifest,

Wie ist das Fleisch zu solcher Ehre kommen,
Dafd Gottes Sohn

Es hat auf ewig angenommen?

Der Himmel ist sein Thron,

Die Erde dient zum Schemel seinen Fiiflen,



And welcome us with honourl

The Feost of Love is richly spread,

The viands all provided,

Complete are all the sumptuous preparations!
How blest the Faithful as they take their stafions,
But thrice accursed he

Who has this Feast derided!

ARIA [ { e

Jesus, fount of &v'ry blessing,

Feed me tho' | ben{he |easnr9

Thou hast bidden to Thy feast!

| am faint, weak, heavyladen,
Guicken Thou the soul within me,
Ah, how | hunger so for Thee.
Bread of life which | would win me,
Come and be Thou one with me.

RECITATIVE

lord Jesus, let me not appear in

Unbefiting garments,

lest | disgrace Thy Holy Place;

For | observe with perfurbation

How once a bold, presumptuous guest
Incurred Thine indignation

When he appeared not fitly dressed.

I know my own unwerthiness:

Let Love and Faith then be my banquet dress,
et |Iz and service be my jewels,

Mygrc?c ke Thy salvation,

And Innacence my coat of whitest safin.

Ah, when Thou died it wiped out ev'ry blemish
With which old Adam's curse bespotied my apparel,
And left me fair and pure,

And of Thy welcome sure;

Noch will er diese Welt

Als Braut und Liebste kissen!

Das Hochzeitmah! ist angeslellt.

Das Maslvieh ist geschlachtet;

Wie herich ist doch alles zubereiter]

Wie selig ist, den hier der Glaube leitef,
Und wie verflucht ist doch, der dieses Mahl
verachtet|

ARIE

Jesu, Brunnquell aller Gnaden,
Labe mich elenden Gast,

Weil du mich berufen hasi!

Ich bin matt, schwach und beladen,
Achl erquicke meine Seele,

Ach! wie hungert mich nach dirl
lebensbrol, das ich erwdihle,
Komm, vereine dich mit mirl

REZITATIY

Mein Jesu, laf mich nicht

Zur Hochzeit unbekleidet kemmen.

DaB mich nicht Ireffe dein Gericht:

Mit Schrecken habs ich ja vernommen,

Wie du den kihnen Hochzeitgasl,

Der ohne Kleid erschienen,

Verworfen und verdammet hasil

Ich weils auch mein Unwirdigkeit:

Achl schenke mir des Glaubens Hochzeitkleid;
laP dein Verdienst zu meinem Schmucke dienen!
Gib mir zum Hochzeitkleide

Den Rock des Heils, der Unschuld weife Seidel
Achl laf dein Blut, den hohen Purpur, decken
Den alten Adamsrock und seine Lasierflacken,
So werd ich schén und rein

Und dir willkommen sein,



So may | come in worthy garb to share Thy banquet.

ARIA

In God the Lord is my delight

Through my life His”grooe has blest me,
Moved by His love's trivmphant might;
In brightest garments He has dressed me
Spotlessly cEJthecl in Rightecusness.
Assured am | of Life Eternal

Asrayed in whites! dress,

And joy in Heav'n supernal.

CHORALE

Now the lord’s efernal kingdom
In its glory | will view,

Clad in rich and fair apparel,
Heaven's gaib of brightest hue,
With a golden Crown ugon me,
By the Throne of God Almighty,
Ah, what joy will fill me then,
Joy beyond all mortal ken.

RECITATIVE

Ah, Ged, my way is weary,

Ny froubles are fao great

It ssems that cruel fate

To chasten me is bidden.

Thy kindly glance is gone,

In Llackesl night and clouds of darkness hidden,

So werd ich wiirdiglich das Mahl des Lammes

schmecken.

ARIE

In meinem Goft bin ich erfreu!

Die liebesmacht hat ibn bewogen,
Dab er mir in der Gnadenzeit

Aus lauter Huld hat angezogen

Die Kleider der Gerechtigkeit.

Ich weil}, er wird nach diesem lsben
Der Ehre weilhes Kleid

Mir auch im Himmel geben.

CHORAL

Ach, ich habe schon erblicket
Diese grofle Herlichkeit.

Itzund werd ich schén geschmiicket
Mit dem weilen Himmelskleid;

Mit der giildnen Ehrenkrone

Steh ich da fir Gettes Throne,
Schaue solche Freude an,

Die kein Ende nehmen kann,

Mein Gott, wie lang, ach lange BWV 155

REZITATIV

Mein Gott, wie lang, ach lange?

Des Jammers ist zuviel,

Ich sehe gar kein Ziel

Der Schmerzen und der Sorgen’

Dein sifler Gnadenblick

Hat unter Nacht und Wolken sich verborgen,
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The loving hand which helped me is withdrawn:

My life and hope are dreary!

Each day my cares and many woes are giowing,
fears in endless sieams are ever flowing,

The joy of life has fled,

And sinking hope will soon be dead!

ARIA

\We must trust Him, we must heed Him,
We must hear the Saviour's voice,
Jesus knows when we shall need Him,
In His Miercy we rejoice.

Care and Irouble may assail us,

His compassion will nof fail us.

RECITATIVE

Fret net, my soul, nor be downhearted!
Although at times it may appeor

That God, thy dearest E/riend,

Has quite fiom thee deporied;

Far better fimes are near,

Fear nof, heart, persevere,

In but a litle while

Thy bitter lamentation

Will be o happy smile,

Thy bitterness will lum to jubilation!

Al fancy nof that Ged

I iruth intends fo grieve us;

Tis merely that, before He can receive us,
He fries out faith

And proves our hearats by trial and rouble,
Whereby the glory of His Grace

May shine with splendour double.

Thy God reserves for thee af last my soul's most
precious joy and pleasure,

So yield thy heart to Him in fules! measure.

Die Liebeshand zieht sich, ach! ganz zuriick,
Urn Trost ist mir sehr bange.

Ich finde, was mich Armen taglich kiinkel,
Der Trainen Maf} wird stefs voﬁ eingeschenket
Der Freuden Wein gebricht;

Mir sinkt fast alle Zuversicht.

ARIE

Du mubt glauben, du muflt hoffen,
Du mubt %on gelassen sein!

Jesus weil die rechten Stunden,
Dich mit Hille zu erfreun.

Wenn die fribe Zeit verschwunden,
Steht sein ganzes Herz dir offen.

REZITATIV

So sei, 0 Seele, sei zufrieden!

Wenn es vor deinen Augen scheint,
Als ob dein lighster Freund

Sich ganz von dir geschieden;

Wenn er dich kurze Zeit verlafit,
Herz! glavbe fest,

Es wirg ein kleines sein,

Da er fiir bitre Zéhren

Den Trost und Freudenwein

Und Honigseim fiir Wermut will gewdhren!
Achl denke nicht,

Db er von Herzen dich betribe,

Er prifet nur durch Leiden deine Lisbe,
Er machet, daf dein Herz bai trilben Stunden
welne,

Damit sein Gnaderlicht

Dir desto ligblicher erscheine;

Er hat, was dich ergétz:,

Zuletzt

Zu deinem Tros! dir verbehalien;



ARIA

Up my heart and give thysel
Whally to the Lord's protection,
Rest secure in His offection;
Cast thy burden on the Lord,
let Him shoulder thine afffiction,
Seek His saving Benediclion.

CHORALE

Tho' God af times may chasten you,

Be not then ye affrighted,

For He remains forever true,

In love with us united.

So hold ve steadfast o His Word,

let not your hearts with doubt be stired,
Nor think that you are slighted.

CHORUS

Chistians, mark ye all this day,
Carve it well in bronzs ond marblel
At His cradle man rejoices,

Hasten there with happy voices,
Thanks to Gad for Him convey!
See the ray from Heaven dars,

‘tis the sign of grace and mercy.

Drumn laf ihn nur, o Herz, in allem walten!

ARIE

Wi, mein Herze, wirt dich noch
In des Hachsten Liebesarme,

Dafb er deiner sich erbame.

lege deiner Sorgen Joch,

Und was dich bisher beladen,
Auf die Achssln ssiner Graden.

CHORAL

Ob sichs anlie, als wollt er nicht,
laf} dich es nicht erschrecken,

Denn wo er ist am besten mit,

Da will ers nicht enidecken,

Sein Wort lo dir gewisser sein,

Und cb dein Herz sprach lauter Nein,
So lafh doch dir nicht grauen.

Christen, ifzet diesen Tag (Appendix)
BWV 63 9 lppo

CHOR

Christen, dfzet diesen Tag

In Mefall und Marmorsteine!

Kommt und eilt mit mir zur Krippen
Und erweisi mit frohen Lippen

Euren Dank und eure Pflicht]

Denn der Strahl, so da einbricht,
Zeigt sich euch zum Gnadenscheine.



ARIA

Saints and sinners

To the banguet all are bidden.

Ah yeal and sinners, good and evil,
High and lowly, small and great,
Blessing Cursing, Love and Hale,
Souls exalled, spirits blighted,

All invited.

Jesus, help, that | be steadfos!, help.

CHORALE

Now the Lord's efernal kingdom
In its glory | will view,

Clad in rich and fair apparel,
Heavan's gorb of brightest hue,
With o gogld'en Crown upon me,
By the Throne of God Almighty,
AT;, what joy will fil me then,

loy bayord all mortal ken.

COMPACT DISC 2

ARIA AND CHORUS

Jesus calling then the twelve to Him, said: come now,

we go up hence to Jerusalem and thuswise oll things
wil %appen which were prophesied of the Son of
Man.

Bui they understoed not His meaning, nor did they
know what things He spoke to them.

Ach, ich sehe, ifzt, da ich zur Hochzeit gehe
{Appendix) BWV 162

] ARE

Ach, ich sehe,

iz, da ich zur Hochzeit gehe,
Wohl und Wehe,

Seelengilt und lebensbrot,
Himme?, Helle, leben, Tod,
Himmelsglanz und Hellenflammen
Sind beisammen.

Jesu, hilf, daB ich bestehel

CHORAL

Ach, ich habe schon erblicket
Diese grofie Herlichkeit.

Itzund werd ich schén geschmicket
Mit dem weillen Himmelskleid;

Mit der gildnen Ehrenkrone

Steh ich da fiir Goties Throne,
Schaue solche Freude an,

Die kein Ende nehmen kann.

COMPACT DISC 2
Jesus nahm zv sich die Zwolfe BWV 22

ARIE UND CHOR

Jesus nahm zu sich die Zwdlfe und sprach: Sehet,
wir gehn hinaut gen Jerusalem, und es wird alles
vollendst werden, das geschrieben ist van des
Menschen Sohn.

Sie aber vemahmen der keines und wulbten nichi,
was da gesaget war.



ARIA

My Saviour loke me, fake Thou me,

| would away with Thee fodoy

And in Jerusolem would share Thy Cross with Thee,
Ah me! twere well | knew the price
That Thou hast paid, Thy scc;iﬁcer
To gain me Poradise,

A this were well for me.

RECITATIVE

lord Jesus, bid me go, ond | will hasten,

The' Hesh and blocd cannot well apprehend,

As Thy disciples the, oll that Thy words portend.
They yearn sill for the woild, the robble’s acclamaion,
AneJhoped that Thou might rear,

When Thou wert glorified,

A mighty foriress here on Tabor's lofty mauntain.
Golgatha all abher, so rought with pain and woe,
Where Thou wert brought so low, in shameful
degrodation,

AT crucify in me, in my benighted heart,

This world of il repute, with ifs forbidden fruit!
Then will 1, urlike them, know well whai Thou art
saying,

And seek Jerusalem, Thy call with joy obeying.

ARIA
blest benefactor, forever my friend,
Rehesh Thou my courage, my P:Ji]ings amend;
Put down my femplations,
And help me renounce all my bose inclinations.
And when my ill nalure at last | forswear,
Then take me to Heaven in peace with Thee There.

[T ARE
Mein |esu, 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 Trosle kann durchgehends wohl
verstehnl

REZITATIV
Mein Jesu, ziehe mich, so werd ich laufen,
Denn Fleisch und Blut verstehet ganz und gar,
Nebst deinen Jingern nicht, was da gesagel wor.
Es sehnt sich nach der Welt und nach dem
gréfiien Haufen;
Sie wollen beiderseits, wenn du verkliret bist,
Zwar eine feste Burg auf Tobors Berge bauen,
Hingegen Golgatha, so voller Leiden ist,
In deiner Niedrigkeit mit keinem Auge schauen.
Ach kreuzige bei mir in der verderblen Brust
Zwvérderst diese Welt und die verbotne Lust,
So werd ich, was du sagst, volkommen wohl
versiehen
Und nach Jersalem mit tausend Freuden gehen.

[a] ARE

Mein Alles in Allem, mein ewiges Gut,
Verbessre dos Herze, verdndre den Mut;
Schlag alles damieder,

Was aieser Entsagung des Fleisches zuwider!
Doch wenn ich nun geistlich eétet da bin,
So ziehe mich nach dir in Friede dahin!
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CHORALE

Transform us by Thy kindness,
Awake us though Thy Grace,

Thot we put on ﬂ'le New Man,

The Old Man's pow'r efface.

While here as mortals live we,

Our hearts and thanks we give Thee,
Our frust in Thee we place.

ARIA

Thou very Gad and David's Son,

Thou who, ere Adam was, or time had yet begun,
Foresaw my woes, my biter mortal plight

Who all my sorow knows; be kind fo me!

Do Thou with Thy Magician's hand help me ol evil to
withstand,

And give me Faith and Hope and Comfort

RECITATIVE 7]

Ah, pass Thou nof naw by me,

Thou whe of all mankind

Hast been the Sawiour,

For Thou didst come to heal the sick and nof Ihe
healthy.

I pray Thee likewise of Thy shength give me a shore.
When | with manmade ills am coping,

And in the dark am blindly groping,

Then may | find Thee there.

Receive Thou me,

[5] CHORAL

Ertét uns durch dein Giite,
Erweck uns durch dein Gnad;
Den alten Menschen krdnke,
Daf} der neu’ leben ma

Wohl hie auf dieser Erdgen,
Den Sinn und all Begehren
Und Gedarken haben zu dir,

Du wahrer Gott und Davids Sohn BWV 23

[6] ARIE

Dy wahrer Gott und Davids Sohn,

Der du von Ewigkeit in der Enffermung schon
Mein Herzeleid und meine leibespain
Umstandlich angesehn, erbarm dich meinl
Und laf durch deine Wunderhand,

Die so viel Bases abgewundl,

Mir gleichfalls Hilf und Trost geschehen.

REZITATIV

Ach, gehe nicht voriiber;

Du oller Menschen Heil,

Bist ja erschienen,

Die Kranken und nicht die Gesunden zu
bedieren.

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,



Nor leave | Thee
Until Thou shalt have blest me.

CHORUS (sl
Al men's eyes are waiting, Lord,
Wailing, mighty God, Lord, on Thee,
Mine o? all most eagerly.

Give us of Thy strength, and light,
leave us not

Evermore fo be in darkness.

Thine opproval is the prize,

Cyncsure of all men's eyes,

Their delight, which comforteth,

Bide with us unil in death

One day Thou shali will to close them.

CHORALE £
lamb of God, lord Jesus,

Thou who bore the sins of Man,

Have mercy on us!

Lamb of Ged, lord Jesus,

Thou who bore the sins of Man

Grant us Thy peace, lord, Amen.

ARIA g

Lo justice 1o all men.

So pay what thou owes!

To higﬁesr or lowes!,

To duty be te,

Give Caesar his due,

Thy heart shalt thou render to Ged in the Highesl, none

other.

Ich fosse mich
Und lasse dich
Nicht ohne deinen Segen.

CHOR

Aller Augen warien, Herr,

Dy allméchiger Got, auf dich,
Und die meinen sonderlich.
Gib denselben Kralt und Licht,
Lo sie nicht

Immerdar in Finsiernissen!
Kiinffig soll dein Wink allein
Der geliebie Mitielpunkt

Aller threr Werke sein,

Bis du sie einst durch den Tod
Wiederum gedenkst zu schliefien.

CHORAL

Christe, du lamm Gottes,

Der du triigst die Sind der Welt,
Erbarm dich unser!

Christe, du lamm Gottes,

Der du iraigst die Sind der Welr,
Gib uns dein’ Frieden. Amen

Nur jedem das Seine BWV 163

ARIE

Nur jedem das Seine!

MuB Obrigkeil haben

Zoll, Stevern und Gaben,

Man weigre sich nicht

Der schuiﬂigen Pllich!

Doch bleibet das Herze dem Hachsten alleine.
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RECITATIVE

Thou art, my God, the source of ev'ry blessing;
The treasures that we cherish

e owing ol o Thee,

life, home and daily ratien,

Heart, bady, soul, and station,

Al we possess, or hope io be.

What is there then thal we

With thankhul hearts may lay befors Thes
To show how we adore Thee?

Qur all is not cur own but Thine.

Yet this one thing Thou mayest wish of mine,
My heart | offer Thes,

Lord let Thou this my tribute be.

#h, woe is mel for Saton's fiendish face

Is stamped thereon, and worthless coin
Will make it.

Nor will the Lord s tribute foke it.

ARIA

et my heart my fribule be,

Allto Thee, to %hee | pay it.

Itis not from dlloy free,

Smelt if, work if, new assay i,

Lustre bright fo it impart.

Come, my tribute Thee | render,
Stamp Thine image on my heart
Deep engraved in brightest splendour

RECITATIVE

To give o Thee

Ay heart, | stive, O lord, forsver,
With spirit ready, yet the flesh is

36

REZITATIV

Du bist, mein Goft, der Geber aller Gaben;
Wir haben, was wir haben,

Allein von deiner Hand.

Du, du hast uns gegeben

Geist, Seele, lei% und leben

Und Hab und Gut und Ehr und Stand!

WWas sollen wir

Denn dir

Zur Dankbarkeit dafiir edegen,

Da unser ganz Vermigen

Nur dein und gar nicht unser st

Dach ist noch ins, das dir, Got, wohlgeféill:
Das Herze soll allsin,

Hen, deine Zinsemiinze sein.

Achl aber achl ist das nicht schlechtes Geld?
Der Satan hat dein Bild daran verletzet,

Die falsche Miinz ist abgeselzel.

ARIE

Lo mein Herz die Miinze sein,

Die ich dir, mein Jesu, steure

Ist sie gleich nicht allzu rein,

Ach, so komm doch und erneure,
Herr, den schénen Glanz bei ihr!
Komm, arbeite, schmelz und prége,
Do} dein Ebenbild bei mir

Ganz emevert glanzen mige!

REZITATIV

Ich wolte dir,

O Got, das Herze gerne geben;
Der Will ist zwar bei mir,



Weak and thwaris my best endeavour.

The world today

Has snaiched my heart away,

Ner will the woerd release me tho' | hate i,

And deep cbominate it.

Let me be wholly Thine,

My heart to Thee resign,

And fill me with Thy (grace the world to foce, and
scom its emply pleasure

That | may e to Christien siature measure,

ARIA

Take Thou me, Thine own fo bel
Take my will in full subjection,

| am Thine for Thy direction,
Nothing Thee from me dividing,
let my spirit be abiding,

Ever, evermare with Thee.

Take Thou me, Thine own fo bel

CHORALE

lead Thou my heart and will,
Thy bidding fo fulfil

And grant that nothing ever
Can me from Thee dissever:
In love forever plighted

With Thee as one united.

ARIA

O holy fountain, sanciified,

Which opens Ged's etenal Kingdom
And in the Book of Life inscribe us!

Doch Fleisch und Blut will immer widersireben.
Dieweil die Welt,

Das Herz gefangen halt,

So will sie sich den Raub nicht nehmen lassen;
Jedoch ich mufd sie hassen,

Wenn ich dich lieben soll.

So mache doch mein Herz mit deiner Gnade voll:

Leer es ganz aus von Welt und allen Listen
Und mache mich zu einem rechten Christen.

ARIE

Nimm mich mir und gib mich dir!
Nimm mich mir und meinem Willen,
Deinen Willen zv erfillen:

Gib dich mir mit deiner Gijte,

Daf mein Herz und mein Gemiite
In dir bleibe fiir und fiir,

Nimm mich mir und gib mich dirl

CHORAL

Fishr auch mein Herz und Sinn
Durch deinen Geist dahin,

Dol ich mag alles meiden,

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

Ein GliedmaB ewig bleibe.

O heilges Geist- und Wasserbad BWY 165

ARIE

O heilges Geist- und Wasserbad,
Das Gottes Reich uns einverleibet
Und uns ins Buch des lebens
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O Fount, which swallows sin and pride,
Whase magic drowns all evil doing,
Qur srrenglf? and hope ond life renewing!
O holy fountain, sanctified.

RECITATIVE

The awful ahtermath of Adam's base seduciion
Was God's eternal wrath, our death and our
destuclion!

All that is born of Adam’s flesh

Is naught but flesh, from evil foully rotted,
Envenomed, and bespatted!

How blest we Christians all

Baptised info Chris! we dress

I whitest silk of blessedness

We put on Christ Himslf,

And His unsullied purity,

And so will we be dressed

In brightest purple raiment,

And glory manifest,

ARIA

Jesus, who has loved me dearly

Who through baptism promised clearly
Life ad ho oncrj blessed peace;

Lef us, in this rife rejoicing,

Faith and firm allegiance voicing,

Our devolion never cease.

RECITATIVE

Thou art indeed beloved of my soul,
Through Thee am | rebom

And true 1o Thee forever swom,

Thw haly Lamb of Ged!

Yot have |, oft, baplismal pledges broken,

schreibet!

O Flut, die alle Misselat

Durch ihre Wonderkrot erfréinket
Und uns das neuve Leben schenket,

Q heiliges Geist und Wasserbadl

REZITATIV

Die siindige Gebur! verdammier Adams Erben
Gehierel Goftes Zom, den Tod und das
Verderben.

Denn was vom Fleisch geboren ist,

ist nichis als Fleisch, von Sinden angestecket,
Vergifiet und beflacket.

Wie selig ist ein Christl

Er wird im Geisl und Wasserbade

Ein Kind der Seligkeit und Gnade,

Er ziehet Christum an

Und seiner Unschuld weif'e Seide,

Er wird mit Christi Blut, der Ehre Purpurkleicle,
Im Taufbad angetan.

ARIE

Jesu, der aus graller Liehe

In der Taufe mir verschriebe
leben, Heil und Seligkeit,

Hill, daf’ ich mich dessen freue
Und den Gnadenbund emeure

In der ganzen lebenszeit.

REZITATIV

Ich habe jo, mein Seelenbréutigam,

Da du mich neu geboren,

Dir ewig freu zu sein geschworen,

Hachheilges Gotteslamm!

Doch hab ich, ach, den Taufbund oft gebrochen



Nar have fulfiled the vows bespoken.

In gity, Lord, be merciful to me!

Forgive my faulls and indiscretions,

Thou who dost know, my sormowful transgressions,
Pluck out the sepents sting,

Whose evil venom laints my soul and body,

Keep Thou me steadlast, tue and tusfing.

s0 fikewise, on the Cross,

The Son of man was lifled vp o save us.

ARLA

Jesus, Saviour of my soul,
Through my life preserve me,
When | near my final goal

Lef not anguish swerve me;
Keep me ever fue fo Thes;

Fail the evil Schmer,

Help and heal and comfort me,
Be Thou my Redsemer,

CHORALE

Thy Ward, communion, sacrament,
Will ward off all disaster:

Our faitn in The unshaken,

Direct Thou us, aear Master.

Und nicht exlli, was ich versprochen.
Erbarme dich aus Gnaden iiber mich!
Vergib mir die begangne Siinde,

Du weill, mein Gott, wie schmerzlich ich
emplinde

Der alten Schlange Stich;

Das Siindengift verderbt mir Leib und Seele,
hilf, daB ich gliubig dich erwahle,
Blutrotes Schlangenbild,

Das an dem Kreuz ethohet,

Das alle Schmerzen sfill

Und mich erquickt, wenn alle Kraft vergehet.

ARIE

Jesu, meines Todes Tod,

laf} in meinem Leben

Und in meiner letzlen Mot

Mir fiir Augen schweben,

DaB du mein Heilschliinglein seis!
Vor das Gift der Siinde.

Heile, Jesu, Seel und Geist,

Daf ich leben finde!

| CHORAL

Sein Wort, sein Tauf, sein Nachimahl
Dient wider allen Unfall,
Der heilge Geist im Glauben

Lehrt uns darauf vertrauen.
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COMPACT DISC 3

ARIA

Hold thou firm ogainst all evil,
Lest thy life envenomed be.

He whom Satan’s wile deceiveth,
Who God's Majesty aggrieveth

Is accursed efernally.

REElTATIVE[ "

T of sin is subtle;

At fime find it wondrous fair;

At last, when all is done, by sorow
And remorse the sinner is alflicted.
Tha' sin be gilded o'er,

If we but look within

We see there but an emply shadow,
A whited sepulchre.

Whoso to wed wilh sin would deign
As in Gomorah and in Sodom
May not abide in God's domain.
For sin is like a sword of steel,

To cleave the frame from head to heel

ARIA

All avil deeds be?in with Salan,

Tis he that causeth oll our woes;
But if, with firm devotion striving,
W but withstand his fell confriving,
In full refreat away he goes!

B

]

]

COMPACT DISC 3
Widerstehe doch der Siinde BWV 54

ARIE

Winderstehe doch der Sinde,
Sonst ergreifet dich ihr Gift.

LaB dich nicht den Satan blenden:
Denn die Gaties Ehre schanden,
Trifft sin Fluch, der 1adlich ist.

REZITATIV

Die Art verruchter Siinden

Ist zwar von aulen wunderschon,

Allein man muf

Hemach mit Kummer und VerdruB

Viel Ungemach empfinden.

Von uugen ist sie Gold, doch will man weiter

ehn,
go zeigt sich nur ein leerer Schatten
Und iibertiinchtes Grab.
Sie ist den Sedomséipleln 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 fghit.

ARIE

Wer Sinde fut, der ist vom Teufel,

Denn dieser hat sie aufgebracht;

Doch wenn man ihren schngden Banden
Mit rechter Andacht widerstanden,

Hat sie sich gleich davongemacht.



ARIA

Come, sweel death,

Thou blessed Healer,

Welcome resi, perfect peace,
Quiet everlasting.

Make my passing swilt and easy,
Tarty net, Come © comel

Take me to my final hoven.

RECITATIVE
World, all thy joys are brief,

A sugared poison bringing naught but grief,

A flashing star,

That burns to cinder,

Thy roses filled with hidden thorms,
Unnumbered, which will prick

My soul to touch the quicE.

To me pale death is like a rosy morning,
When, over gloomy night victorious,
The sun arises bright and glorious.

So, tho' | sigh, | eager we?come

The final hour when death shall take me.
Ah, what o joy fo leave this Yale of Sorrow,

And join my Saviour on that happy morrow.

ARIA

Ah whai rapture mine,

Atlast o gain salvation,

There with Christ so soon to be.
Tho' to arthly dust and ashes
This my body | must render,

Yet my soul will then be free,
\With the Angels clad in splendor.

ES

Komm, du siiBe Todesstunde BWY 161

ARIE

Kornm, du siifle Todesstunds,
Da mein Geist

Honig speist

Aus Ees Léwen Munde:
Mache meinen Abschied siifle,
Séume nicht,

letztes Licht,

Dafy ich meinen Heiland kijsse.

REZITATIV

Welt, deine Lust ist Last,

Dein Zucker ist mir als ain Gift verhaft,
Dein Freudenlicht

Ist mein Komete,

Und wo man deine Rosen brichi,

Sind Domen ohne Zahl

Zu meiner Seele Qual.

Der blasse Tod ist meine Morgsnréte,

Wit sclcher geht mir auf die Sonne

Der Herlichkeit und Himmelswonne.
Drum seufz ich recht von Herzensgrunde
Mur nach der letzten Todesstunde.

Ich habe Lust bei Chrisio bald zu weiden,
Ich habe Lust von dieser Welt zu scheiden.

| ARIE

Mein Verlangen,

Ist, den Heiland zu umfangen

Und bei Christo bald zu sein.

Ok ich sterblich’ Asch und Erde
Durch den Tod zermalmet warde,
Wird der Seele reiner Schein
Dennoch gleich den Engeln prangen.
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RECITATIVE

| hear my lost hour knell:

Warld, fare thee welll

And so for solace sweet | sigh

In Jesus' loving arms o die,

And there in peacs 1o sleep.

Upon my grave a bed of roses make me,
Where [ may lie fill He awake me

To lead His sheep

Through heavens for and ferfile meadows,
There 1o be one with Him forever.

So come thou soon, thou Day of my release,
And strike the hour when | may rest in Peacel

CHORUS

If my God taday shall will i
Would | that my body rest
Quiet with the earth around me;
That my soul, my body's guest,
Rise to Heav'n for life eternal,
clod in majesty supernal.

Jesus, come, and take Thou mel
This my final word shall be.

CHORALE

Tho' worms our flesh devour
deep buried in the earth,

Qur souls will all awaken
Thiough Christ assured rebirth;
With Ged in radiant glory,
From care forever free,

In heav'nly joy and raplure.
\What fear has Death for me?

Teldec Classics Infernational GmbH

42

(2]

REZITATIV

Der Schully ist schon gemacht,

Wel, gute Nachil

Und kann ich nur den Trost erwerben,

In Jesu Armen bald zu sterben:

Er ist mein sanfter Schalf,

Das kihle Grab wird mich mit Rosen decken,
Bis Jesus mich wird auferwecken,

Bis er sein Schaf

Fihrt auf die siffe Lebensweids,

Dafd mich der Tod von ihm nicht scheide.
So brich herein, du froher Todestog,

So schlage doch, du lefzter Stundenschlog!

CHOR

Wenn es maines Goftes Wille,
Wiinsch ich, dafb des leibes Last
Heute noch die Erde fille,

Und der Geist, des leibes Gasl,
it Unsterblichkeit sich kleide

In der siflen Himmelsfreude.
Jesu, komm und nimm mich ford
Dieses sei mein lefztes VWort,

CHORAL

Der Leib zwar in der Erden

Yon Wiirmern wird verzehrt,
Doch avferwecki soll werden,
Durch Christum schén verklér,
Wird leuchten als die Sonne

Und leben ohne Not

In himmlischer Freud und Wonne.
Was schad mir denn der Tod?



HUNTING CANTATA
RECITATIVE [S 1)

What gives me pleasure

Is the merry chase clone!

Ere Aurora dawns in her glary

And dores oscend to heavens' heights,

This arow has brought down a welcome catch.

ARIA (S I
Hunfing is the gods’ delight,

Hunting is fit for herces.
Away, you who mock my nymphs,
Away from Diana’s pathl

RECITATIVE [T)

What, fairest goddess, whate

You no longer know him whe once shared your life?
Did you nol give Endymion

Many a sweet kiss

In his gentle repose?

Fairest of women, are you now

Free from love's bonds

And follow only the chase?

ARIAT)

Will you no longer delight

In the snares

That Cupid loys for you?
Where, when one is caplured

Was mir behagt, ist nur die munire Jagd BWY 208
JAGDKANTATE

o REZITATVIS |

Was mir behagt,

Ist rwr die munire Jogd!

Eh noch Aurora pronget,

Eh’ sie sich an den Himmel wagt,

hat dieser Pleil schon angenehme Beur' erdangel.

ARIE(S I}

Jagen ist die Lust der Géiter,
Jogen steht den Helden an.
Weichet, meiner Nymphen Spatier
Weichet von Diaren Bahn!

REZITATIV [T)

Wie, schanste Gottin, wie?

Kennst du nicht mehr dein vormals halbes Leben?
Hast du nicht dem Endymion

In seiner sanften Ruh’

So manchen Zuckerkul) gegeben?

Bist du dann, Schénste, nur

Von Lisheshanden frei,

Und folgest nur der Jagerei?

| ARET)

Willst du dlich nicht mehr ergétzen
An den Nelzen,

Die dir Amor legt?

Wo man cuch, wenn man gefangen,
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And held in chains, one may sfill indulge

In pleasure and love 1o one’s hearf's confent.

RECITATIVE (S, T)

Indeed | love you siill

But

A great light has appeored today
That I, ahove all,

fust welcome ond serve

With my loving kiss.

Beloved Christian,

Woodland Pan,

My now celebrate his natal doy
Amidlst the prosperity that we wish for him.

Nach Veiangen
Lust und Lieb"in Banden pflegt.

REZITATV (5, T)

Ich liebe dich zwar nochl

Jedoch

Ist hewt” ein hohes licht erschienen,
Dios ich vor allem muf

Mit meinem Liebeskuli

Empfangen und bedienen!

Der teure Christian,

der Walder Pan,

Kanr in erwinschiem Wahlergehen
Sein hohes Ursprungsfest jeizt sshen.

Then allow me, So gBnne nur,
Diana, 1o join Diana, daf ich mich mit dir
With you now Jetzund verbinde

And make a joyful sacrifice.

Yes, vesl Let us unite
Cur flames in desire ond joy.

RECITATIVE (B}

I, who om oherwise a god

In these fislds,

Iy down my shepherd’s stoff
Before Christion's ruling sceptrel

|15

Und an “ein Freudenopler” ziinde.

Jo, jol Mir fragen unste Flammen
Mit Wursch und Freuden jelzt zusammen.

REZITATIV [B)

Ich, der ich sonst ein Gott
In dliesen Feldern bin,
Ich lege meinen Schéferslab

\or Christians Regierungs-Ze fer hinl
Weil der durchlauchte Pan das land so glicklich
machet,

Daf} Wald und Feld und alles lebi und lachet!

Since august Pan makes the land so happy
That woods and filds and all else lives and laughs!



ARIA (B]

A prince is Pan in his own country.

Just as the body connat live

Or move without g soul,

50 @ land witout sovereign ond princes
Is a vale of death,

And its finest part is missing.

RECITATIVE [SI)
Shall Pales' sacrifice be the laste

Mol Mol
I too shall do my duty,

And, when the whole land rings wilh the cry of "Vivat"

Shall rouse this fair land, 1oo,
To joy and delight

In henour of cur Saxon hero.

ARIA (S

Sheep may salely graze

Where a good shepherd keeps waich.
Where rulers rule well,

Cine can feel peace and calm

And all that makes nafions happy.

RECITATIVE (S 1)

So join wilh us in song
And lel the day's delight be perfect!

ARIA [Charus)

Live, sun of the earth,
While Dicna walches by night
Over heaven's ciladel,

[19)

ARIE (B)

Ein First ist seines Landes Pan,
Gleichwiz der Kérper ohne Seele
Nicht leben, noch sich regen kann,
So ist das Land die Totenhéhle,
Das sonder Haupt und Fiirsten ist,
Und so dos beste Teil vermif.

17| REZITATV (S I

Soll dann der Pales Opler hier das lefzte sein?
Mein! nein!

Ich will die Pflicht auch niederlegen,

Und da das ganze land vom Vival schall,
Auch dieses schéine Feld

Zu Ehren unserm Sachsenheld

Zur Freud" urd Lust bewegen!

ARE (S 11

Schale kinnen sicher weiden,

Wo ein guter Hirle wachi.

Wo Regenten wohl regieren,

Kann man Ruh' und Frieden spriren,
Und was lander gliicklich macht,

REZIZATIV (S |

So stimmt mit ein
Und laft des Tages Lust vollkommen sein!

ARIE [Chor)

lebe, Sonne dieser Erden,
Weil Diana bei der Nacht
An der Burg des Himmels wacht,
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As long as the woods will turn green,
Live, sun of the earth!

ARIA (Duef (S 1, )
Transport us both,

You rays of |
And deck the heavens with diamonds,
May Prince Friedrich goze

On the loveliest roses, free from care.

ARLA (S 1)

As long as the fleecy flocks

Are gaily herded

Through these farfamed pasiures,
So long may the Saxon hero livel

ARIA (B]

You fields and meadows,

Let us see you verdant,

Now cry out “Vivat'l

long live the Duke amid blessings and peace!

CHORUS

Most lovely sights,
You joyfilled hours,

May fortune always
Aﬂenm.

Heaven reward you with sweetest delight!
long live Prince Christian! May he ever know
Whoi rejoices the heart
And vanquishes sadness!

Translated by Stewart Spencer

21

Weil die Wlder grinen werden,
lebe, Sonne dieser Frden!

ARIE [Duet] S1, T)

Entzickel uns beide,

lhr Strahlen der Freude,

Und zieret den Himmel mit Demantgeschmeide,
Fiirst Christion weide

Aut lieblichsten Rosen, befreiet vom Leidel

ARE (S 1)

Weil die wollenreichen Herden
Durch dies weilgeprie ne Feld
Lustig ausgefrisben werden,
lebe dieser Sachsenheld!

ARIE [B]

Ihr Felder und Aven,

Lot griinend euch schauen,

Ruft Vivat jetzt zul

Es lebe der Herzog in Segen und Rub'.

CHCR

Ihr lieblichsten Blicke,

lhr freudigen Stunden,

Euch bleibe das Gliicke

Auf ewig verbundenl

Euch kiéne der Himmel mit siBester Lust!
First Christian lebe! Ihm bleibe bewuft
Wias Herzen vergniiget,

Was Trauem besiegefl



The recordm?

s of The Complete Bach Caniafas are organised in three groups
The order o

[ Church and secular cantatas from Armstadt, Mih J"rousen, Weimar,
and Céthen periods fca. 1.706-1723]: Volumes 1, 2, 3.
il Secular cantaias from the leipzig period: Volumes 45,

il Church cantatas from the leipzig period (17231 750] Vols 6:20.
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works within these groups is, however, not strictly chronological
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