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BACH, Johann Sebastian (1685-1750)
Cantatas 18: Leipzig 1724

Cantata No. 66, ‘Erfreut euch, ihr Herzen’, BWV 66 2824
Kantate zum 2. Ostertag (10. April 1724)

Text: [1, 2, 3, 4, 5,] anon.; [6] Choral ,Christ ist erstanden” (ca. 1090), 3. Strophe

Tromba (ad lib.), Oboe |, II, Fagotto, Violino I, II, Viola, Soprano, Alto, Tenore, Basso, Continuo

1. Chorus.Erfreut euch, ihr Herzen... 9'45
Tromba, Oboe I, II, Fagotto, Violino I, 11, Viola, Continuo (Violoncelli, Contrabasso, Cembalo, Organo)

2. Recitative (Bass)Es bricht das Grab und damit unsre Not... 0'30
Violino 1, Il, Viola, Continuo (Violoncelli, Contrabasso, Organo)

3. Aria (Bass).Lasset dem Hochsten ein Danklied erschallen... 6'02
Oboe |, II, Fagotto, Violino |, II, Viola, Continuo (Violoncelli, Contrabasso, Cembalo, Organo)

4. Recitative and Arioso (Tenor, Alto).Bei Jesu Leben freudig sein... 4'09
Continuo (Violoncello, Cembalo, Organo)

5. Aria (Alto, Tenor). Ich furchte zwar [nicht] des Grabes Finsternissen... 6'52
Violino solo, Continuo (Violoncello, Cembalo, Organo)

[6] 6. Chorale.Alleluja! Alleluja! Alleluja!... 0'38

Tromba, Oboe |, Il, Fagotto, Violino I, II, Viola, Continuo (Violoncelli, Contrabasso, Cembalo, Organo)

Cantata No. 134, ‘Ein Herz, das seinen Jesum lebend weif3’, BWV 134 26'35
3. Fassung und Varianten der 1. Fassung (11. April 1724)
Text: anon.
Oboe I, II, Violino 1, Il, Viola, Soprano, Alto, Tenore, Basso, Continuo, Violone, Organo

1. Recitative (Tenor, Alto).Ein Herz, das seinen Jesum lebend weil3... 0'32
Continuo (Violoncello, Cembalo, Organo)

2. Aria (Tenor). Auf, Glaubige, singet die lieblichen Lieder... 5'59
Oboe I, I, Violino I, Il, Viola, Continuo (Fagotto, Violoncelli, Contrabasso, Cembalo, Organo)

[2] 3. Recitative (Tenor, Alto).Wohl dir, Gott hat an dich gedacht... 2'06
Continuo (Violoncello, Cembalo, Organo)

4. Aria (Alto, Tenor). Wir danken und preisen dein briinstiges Lieben... 8'08
Violino 1, Il, Viola, Continuo (Fagotto, Violoncelli, Contrabasso, Cembalo, Organo)
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5. Recitative (Tenor, Alto).Doch wiirke selbst den Dank in unserm Munde... 1'42
Continuo (Violoncello, Cembalo, Organo)

6. Chorus.Erschallet, ihr Himmel, erfreue dich, Erde... 7'45
Oboe |, II, Violino |, 11, Viola, Continuo (Fagotto, Violoncelli, Contrabasso, Cembalo, Organo)
Cantata No. 67, ‘Halt im Gedachtnis Jesum Christ’, BWV 67 13'39

Kantate zum Sonntag Quasimodogeniti (16. April 1724)

Text: [2, 3, 5] anon.; [1] 2 Timotheus 2:8, [4] Nikolaus Herman: ,Erschienen ist der herrliche Tag"“ (1560), 1. Strophe,
[6] Johannes 20:19, [7] Jakob Ebert: ,Du Friedefirst, Herr Jesu Christ* (1601), 1. Strophe

Corno da tirarsi, Flauto traverso, Oboe d’amore I, II, Violino I, Il, Viola, Soprano, Alto, Tenore, Basso, Continuo

1. Chorus.Halt im Gedé&chtnis Jesum Christ... 314
Corno da tirarsi, Flauto traverso, Oboe d’amore |, Il Violino |, I, Viola, Continuo (Fagotto, Violoncelli,

Contrabasso, Cembalo, Organo)

2. Aria (Tenor). Mein Jesus ist erstanden... 2'35
Flauto traverso, Oboe d’amore |, Violino |, II, Viola, Continuo (Fagotto, Violoncelli, Contrabasso, Cembalo, Organo)
3. Recitative (Alto). Mein Jesu, heil3est du des Todes Gift... 0'26
Continuo (Violoncello, Cembalo, Organo)

4. Chorale.Erschienen ist der herrlich Tag... 0'36
Corno da tirarsi, Flauto traverso, Oboe d’amore I, Il Violino |, II, Viola, Continuo (Fagotto, Violoncelli,

Contrabasso, Organo)

5. Recitative (Alto).Doch scheinet fast... 0'44
Continuo (Violoncello, Cembalo, Organo)

6. Aria (Bass, Chorus)Friede sei mit euch!... 4'45
Flauto traverso, Oboe d’amore I, Il Violino I, II, Viola, Continuo (Fagotto, Violoncelli, Contrabasso, Cembalo, Organo)
7. Chorale.Du Friedefirst, Herr Jesu Christ... 0'50

Corno da tirarsi, Flauto traverso, Oboe d’amore |, Il Violino |, II, Viola, Continuo (Fagotto, Violoncelli,
Contrabasso, Cembalo, Organo)
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Erfreut euch, ihr Herzen (Rejoice you hearts), BWY 66
On Good Friday 1724, which in that year fell on 7th April,
Bach had first performed his St. John Passion. Tt was by
some margin the largest work that he had produced thus
far, and work on writing the piece and preparing for the
performance must have occupied him for the whole of that
spring, right up to the last available minute. The composi-
tion of new cantatas for the Easter festivities would have
been virtually unthinkable. and so Bach tumed to material
that he had written earlier: for Easter Sunday he referred
back to the Weimar cantata from 1715 Der Himmel lacht,
die Erde jubilieret (BWV 31) and to the early work Christ
lag in Todes Banden (BWV 4), which was probably
written while he was still in Arnstadt in early 1707. For
Easter Monday and Tuesday. however, he tumed to can-
tatas of a secular origin that he had composed during his
period as court conductor in Kéthen (1717-1723) as mu-
sical tributes to his employer, Prince Leopold of Anhalt-
Kothen (1694-1728), and which he now revised for church
use in collaboration with a theologically educated poet
{whose name we do not know).

For the Easter Monday cantata, the raw material was
provided by a congratulatory work written for the Prince’s
24th birthday on 10th December 1718, the text for which
started with the words Der Himmel dacht auf Anhalts
Ruhm und Gliick (BWV 66a). All we have of this work is
the text, by the then well-known poet Christian Friedrich
Hunold (1681-1721), alias Menantes; Bach’s music has
unfortunately been lost — apart from the reflection that it
left in its revised version for that Easter Monday. The main
weight of the revision lay initially with the text author. He
had to provide a so-called ‘parody’ — a revised text that
superficially was as close as possible to the original: the
strophic form, metre and rhyme scheme should ideally be
similar enough for it to suite the existing music as well as
the original had done: in other words, so that it could be
sung perfectly well to the music. Now, however, instead of
the original secular text, there was a sacred one, with a
content that referred to the theme of the Easter Monday
sermon. It was an unspoken understanding that the new
text should also suit the basic emotion, mood and atmos-

phere of the existing music. This was by no means an easy
task for a poet, whom Bach evidently did not require to
work unaided; indeed, Bach took an active part himself
and, where necessary, adapted his music to suit the new
text. The so-called ‘parody procedure’ into which Bach
might have fallen at the beginning of his Leipzig period,
principally through pressure of work, seems increasingly
to have fascinated him and to have developed within him
into a perfectly valid and fully independent practice of
artistic revision. which to a large extent lay behind such a
perfect masterpiece as the Christmas Oratorio (BWYV 248).
Initially, however — in the early Leipzig years — we find
only his first attempts. and not all of these have lasting
value.

Among these first attempts is the present cantata. We
cannot be certain of the details, but it could hardly be
otherwise: the score and parts from 1724 are lost; Bach’s
score that is our only source for the work is relatively late,
from around 1735. The fact that Bach took the trouble to
rewrite the score indicates that he was dissatisfied with the
version that had previously existed and made so many
improvements that 4 new copy was necessary.

We do not know what developments took place in the
process. It seems clear that Bach accepted the text by his
‘parody poet’ of 1724 in its entirety; at any rate, the word-
ing of a Leipzig edition of the text from 1724 is identical
to that found in a second edition of the text prepared for
Leipzig churchgoers in 1731, and also to that in Bach’s
score of 1735. As suggested above, the changes principal-
ly concerned the adaptation of the music to suit the new
text.

Those who attended the Easter Monday service in
Leipzig in 1724. 1731 and, especially, 1735 (the occasion
for which Bach's new score was written) had good cause
to be satistied: it was a vibrant example of sacred festive
music that did full justice to the liturgical status of the
feast day. It did not, however. have an especially close
connection with the content of the gospel reading, Luke
24, 13-35, which was also the subject of the sermon: the
story of the two disciples on the road to Emmaus who,
perplexed and confused by the events of Good Friday and



Easter, by the crucifixion of Jesus and reports of his
resurrection, strike up a conversation with another trav-
eller, who immediately interprets the words of the old pro-
phets with regard to current events, and in whom, when
the bread is broken, they recognize Jesus. Instead, the can-
tata text takes up certain motifs in a general way: the
motifs of doubt, of fear and of hope. ‘Fear’ and ‘Hope’ are
contrasted as allegorical figures (and nobody who heard
the music in Leipzig would have suspected that the per-
sonified figures of ‘the bliss of Anhalt’ and ‘Fame’ stood
in their place). Doubt and hope alternate in a dialogue
about the Easter miracle: the resurrection of Jesus. ‘Fear’
is sung by an alto, ‘Hope’ by a tenor; in addition the bass
has what might be called a ‘neutral’ rdle.

The music is full of Easter joy. The three main move-
ments ~ an opening chorus and the two arias — are in major
keys; all three are in triple time, and moreover also in the
fashionable tripartite da capo form. The opening chorus is
lent a special brilliance by the solo trumpet; its tempera-
ment is displayed by fanfare motifs and its agitated orch-
estral writing (on occasion the strings rise to unusual
heights, up to a high A). It then surprises us with a con-
trasting middle section that begins with impassioned
‘cloudiness’, tells of ‘sadness, fear and anxious timidity’
and then gradually returns to something approaching the
initial jubilation, the orchestra taking up all sorts of motifs
from the main section.

Exhilarated praise also characterizes the bass aria
‘Lasset dem Hochsten ein Danklied erschallen’ (‘Let a
song of thanks ring out to the Almighty’; in the original
“Traget. ihr Liifte, den Jubel von hinnen, bringet dem Him-
mel unsterbliches Lob! Leopold lebet, in welchem wir
leben, Leopold herrschet, dem Himmel ergeben, welcher
den gottlichen Prinzen erhob’ [‘Carry hence, ye airs, the
Jjubilation, bring the heavens immortal praise! Leopold
lives, in whom we live,devoted to heaven which raised up
the divine prince’]). The wide-ranging instrumental epi-
sodes in this aria, in which the first oboe and first violin
appear several times as soloists, must have been especially
pleasing to the Ksthen court, which was especially fond of
chamber music, but it must also have delighted the Leipzig

audiences. The same applies to the duet aria ‘Ich furchte
zwar des Grabes Finsternissen’ (‘I fear indeed the dark-
ness of the grave’) with its virtuoso solo violin part. Again
and again we hear fanfare motifs here which, in the Leip-
zig parody version, the author has on occasion success-
fully combined with the word ‘siegen’ (‘be victorious’).

Bach’s Easter cantata ends with the end of the mediz-
val song ‘Christ ist erstanden’ — the only new musical
component in the work.

Ein Herz, das seinen Jesum lebend weil3
(A heart that knows its Jesus), BWV 134
Bach’s cantata for Easter Tuesday, which in 1724 fell on
11th April, is a twin sister of the Easter Monday cantata
Erfreut euch, thr Herzen (BWV 66). Both works originated
from congratulatory, secular pieces from Kéthen, and
apparently the two formed an inseparable pair in Bach’s
work as cantor in Leipzig: they were performed together at
Easter not only in 1724 but also in 1731, and it would
seem that both were revised extensively by the composer
around 1735 — probably for a further performance of the
pair on the second and third days of the Easter festival.

The sisterly relationship between the two cantatas
goes back to their earliest stages: the text of the original
version of this cantata, too, was by the poet Christian
Friedrich Hunold (1681-1721). Moreover, as regards the
date of composition, Bach’s original composition — Die
Zeit, die Tag und Jahre macht (BWV 134a) ~ was an
immediate neighbour of the birthday cantata for Prince
Leopold and was first heard three weeks after the royal
birthday. as a new year’s tribute to the House of Anhalt-
Kéthen in 1719. Again, the poet’s words of congratulation
were sung by two allegorical figures, “Time’ and ‘Divine
Providence’, one more backward-looking, the other for-
ward-looking, but both filled with optimism and divine
faith both in future “happy times’, mentioned in the final
chorus and also in heavenly mercy and blessing for the
small principality.

Bach must have used the same ‘parody poet’ both
here and in Erfreut euch, ihr Herzen. He confined himself
to six of the eight original movements: three recitatives.



two arias and the final chorus. Perhaps profiting from his
experience with the earlier cantata, this time he did with-
out fixed allegorical réles and thus gained greater freedom
in the configuration of the content. The weaknesses of the
poetry are nevertheless obvious: constrained as he was by
the original material, he could not manage to develop the
theological ideas on a larger scale. The text remains gen-
eralized, in praise of Jesus’ sacrifice, in gestures of grati-
tude and in the glorification of the resurrected Jesus; it also
hovers around the Easter story without direct biblical ref-
erence, not even paying heed to the gospel reading for
Easter Tuesday — Luke 24, 36-47.

Bach seems to have been unconcermned by all this. Per-
haps it was sufficient for him that the Leipzig clergy read
the prescribed text exactly; perhaps he did not regard it as
necessary for the cantata to follow it in every detail. At
any rate, he remained faithful to the parody text of 1724
and, when revising the work, did not touch the text but
only amended his own music. Above all the revisions
affected the recitatives, which eventually (in the 1735 revi-
sion) he recomposed entirely, with improved and more
vivid text declamation. The arias were not wholly spared,
however, and eventually a work that started out as a rather
makeshift parody became a splendid and successful sacred
cantata.

Admittedly, the work makes no attempt to conceal its
secular origins: biblical quotations and hymns are absent,
and overall the tone is one of merriment reflecting ‘world-
ly inclination” if not quite ‘worldliness’. The first aria,
‘Auf, auf, auf, Glaubige' (‘Rise up, ye faithful’), unmis-
takably follows the dance pattern of the courtly passepied.
The duet aria *Wir danken und preisen dein briinstiges
Lieben’ (‘We thank and praise you for your ardent love’),
in which the first violin constantly stands out like a con-
certo soloist, is based on the words ‘Es streiten, es siegen
die kiinftigen Zeiten’ (‘Future times do battle and con-
quer’), and the ‘battle’ was originally expressed in the
music in the sense of ‘concertare’. In the parody version
this keyword occurs almost unnoticed in the middle sec-
tion, in the phrase “die streitende Kirche' (‘the militant
church’). The final chorus is a spiritual transformation of

the new year’s optimism of the original, again in the ‘sec-
ular” dance rhythm of the passepied. When listening to
this finale, it is easy to believe that Bach found it hard to
adapt to life in Leipzig after his time in Kothen and that, as
he later expressed in a letter to his old friend Georg Erd-
mann (1730): *at first [it was] by no means proper to go
from being a Kapellmeister to being a cantor’.

Halt im Gedéchtnis Jesum Christ
(Remember that Jesus Christ), BWYV 67
For musically receptive members of the congregation in
St. Thomas’s in Leipzig on Quasimodogeniti Sunday in
1724, the easily remembered motif that serves as a musical
motto for the entire first movement of this cantata, ‘Halt
im Gedichtnis Jesum Christ’ (‘Remember that Jesus
Christ...") must have resounded long in the memory. It is a
signal-like idea. based on a triad: initially presented by the
horn, it is then taken up in all the other parts, especially
the vocal parts, and is heard no less then twenty times.
Sometimes it begins with an extra long note which, where
it is sung. is used for the word ‘halt’ (‘remember’); the
long-held note thus symbolizes the retention of an idea in
the memory. The biblical text of the opening chorus, after
2 Timothy 2,8 is in a sort of concertante motet style. The
second textual element, “der auferstanden ist von den
Toten™ (*was raised from the dead’) is also treated in the
manner of a motet; it is allocated its own musical theme,
Jikewise with a concise melodic structure, in which the cen-
tral word “auferstanden’ (‘raised’) is both emphasized and
also illustrated by a long, ascending coloratura. The internal
musical activity of the movement consists to a large extent
of the contrapuntal combination of these two themes.
Quasimodogeniti Sunday, a week after Easter, is tradi-
tionally associated with the main Easter event — the resur-
rection of Jesus. The prescribed gospel reading, John 20,
19-31, tells how the resurrected Jesus appears before the
frightened disciples who have secretly gathered (*for fear
of the Jews’) and speaks the words ‘Peace be unto you’,
and goes on to relate about Thomas who, when he hears
about this, is sceptical and unwilling to believe it until, a
little later, he himself encounters Jesus.



The unknown poet has very skilfully taken up motifs
from the gospel and placed them in a contemporary con-
text: fear, doubt and insecurity affect latter-day Christians
just as they once affected the disciples. Admittedly Christ
was victorious, but we are still surrounded by war, danger
and dispute. This is the underlying idea behind the text of
the tenor aria and the subsequent alto recitative with an
inbuilt chorale strophe. In the tenor aria *Mein Jesus ist
erstanden’ (‘My Jesus has risen’), like in the introductory
chorus, Bach has taken pains to make the music pictorial:
the word ‘erstanden’ (‘risen’) is associated with a beautiful
ascending colorarura; the words ‘was schreckt mich noch’
(‘Why am [ frightened any more?’) are effectively inter-
spersed with short pauses, like moments of fear. The intro-
duction of a four-part chorale into the alto recitative is a
highly unusual step, which must have greatly surprised
Bach’s Leipzig audience. Another original feature is that
the text author has integrated the well-known Easter
strophe ‘Erschienen ist der herrlich Tag” (‘The wonderful
day has appeared’; text and melody by Nikolaus Herman,
1560) into the context of the recitative and, so to speak,
introduced it like a quotation, as ‘ein Loblied, welches wir
gesungen [haben]’ (‘A hymn of praise which we sang’).

The final section of the recitative marks a change of
intellectual direction, like the solution to the problem:
Christ is the prince of peace; it is he who brings us peace.
In terms both of its text and its music, the aria which fol-
lows is, in fact, a genuine operatic scene: Christ — em-
bodied by the solo bass singer — appears to the disciples
with the words ‘Friede sei mit euch’ (‘Peace be unto you’),
and the believers to whom he appears — the believers of
the present day — consider themselves fortunate: they sing
“Wohl uns’ (‘Well for us’), and also that Jesus helps us in
our struggle, helps us to achieve peace; he may also help
us to conquer death. Bach resorts to unconventional means;
he shows himself as a musical dramatist and, in the pro-
cess, stresses the element of contrast: he comments upon
the words of the faithful with agitated, tumultuous string
figures, whilst Jesus’ peace greeting sounds calmly and
majestically, embedded in pastoral wind sonorities. The
beautiful, simple concluding chorale (Jakob Ebert, 1601)

once more confirms that Jesus is the ‘prince of peace’.
Bach seems to have valued the aria ‘Friede sei mit
euch’ (‘Peace be unto you’) especially highly: around 1738
he used it again, in parody form, as the first movement of
the Gloria section of his A minor Mass (BWV 234) — here,
too, in the context of a wish for peace: Gloria in excelsis
Deo et in terra pax — Glory to God in the highest and
peace on earth.
© Klaus Hofmann 2001

PRODUCTION NOTES

Problems presented in the performance of BWYV 66
BWYV 66 is a parody of the cantata BWV 66a, which was
written to celebrate the birthday of Leopold, Prince of An-
halt-Kéthen, on 10th December 1718. The music of the
original work has disappeared, however, and all that re-
mains is the libretto by Christian Friedrich Hunold (alias
Menantes). Bach’s own manuscript (P73) of the score of
BWYV 66 used at the first performance on 10th April 1724
still survives, but the parts have been lost and there are
doubts as to how the work came into being. Bach normally
parodied a work in a manner involving a total reworking
of the score in his own hand only when the revision of the
musical content was extensive, and it seems therefore that
in this particular case there were major differences be-
tween the original and the revised work.

The trumpet in the specification of instrumentation on
the title page is referred to as se piace (optional), and it
therefore seems likely that there were no trumpets in the
original version.

If each of the choral parts is taken by more than one
singer, doubts remain as to whether the duet for bass and
alto at the beginning of the section marked Andante in the
second half of the first movement of BWV 66 should be
performed solo. This piece was probably originally the
finale of BWV 66a, but the réoles of ‘Fama’ (the goddess of
fame) and ‘Gliickseligkeit Anhalts’ (the happiness of An-
halt) are given to the alto and bass in BWYV 66a, and it thus
seems certain that this section was sung solo. Although it



may be assumed that BWYV 66 should be performed in this
manner, there are no indications to this effect in the extant
manuscript, and any decision on this matter can only be
based on effectiveness in performance.

Materials for BWYV 134 and performance problems
As with BWV 66, this work is a parody, in this case of
BWYV 134a, which also had a libretto by Hunold and was
performed at Kothen on 1st January 1719. The score and
the parts incorporate revisions to the libretto for perfor-
mance on the third day of Easter (11th April) 1724 (al-
though with omission of the fifth and sixth movements
from the original work). A part of Bach’s own manuscript
(P 1138) and the parts (St18) are still extant. BWV 134
was performed again on 27th March 1731 and may well
have been revived yet again in 1735. Three recitatives
were wholly rewritten on these occasions, but the perfor-
mances were given with the addition of corrections to the
original parts and, since further corrections were made
later, it seems likely that Bach produced his own new ma-
nuscript of the score (P44). There are considerable differ-
ences between this score and the corrected parts (St 18).
indicating that the full score dates from later than the parts,
but there are no extant parts compiled directly on the basis
of the later score, In the Neue Bach-Ausgabe (New Bach
Edition), the version performed in 1724 is considered as
the first edition, the version with the revised recitatives as
the second edition, and the final manuscript score (P 44) as
the third edition. The third edition is contained in the main
section and the recitatives from the first version as they
existed prior to revision are included in the appendix.

As mentioned in the Foreword, the revision of the
recitatives clearly brought them closer to the libretto, and
there is no alternative but to perform the third edition.

Problems presented in the performance of BWV 67

The manuscript score (P95) and the parts (St40) used at
the first performance of this cantata still exist. There was
originally no flauto traverso included in the second move-
ment, and Bach added a part for this instrument in his own
hand at a later date. It is unclear, however, as to whether

this part was included at the time of the first performance
or when the work was subsequently revived.

One of the principal difficulties presented when per-
forming this work involves the corno da tirarsi (slide
hom) required in the first, fourth and seventh movements:
it is unclear to which instrument this refers. We in the
Bach Collegium Japan have attempted to recreate Bach’s
original idea, and Toshio Shimada has developed a slide
horn which can be used in performances of this work. In
the original parts, however, only the first movement is
written for a transposing instrument, and the fourth and
seventh movements are written at concert pitch. There is
thus no way of resolving doubts as to whether a different
type of instrument was used for these pieces or whether
the change is related to the type of piece.

There are two extant continuo parts with figuring con-
tained among the original parts (St40), both figured by
Bach himself. One is scored for organ and is transposed
down a major second, and there is a strong probability that
the other, notated at concert pitch, was used by a harmony
instrument not requiring transposition, such as the harpsi-
chord.

© Masaaki Suzuki 2001

The Shoin Women’s University Chapel, in which this
CD was recorded, was completed in March 1981 by the
Takenaka Corporation. It was built with the intention that
it should become the venue for numerous musical events,
in particular focusing on the organ, and so special atten-
tion was given to the creation of an exceptional acoustic.
The average acoustic resonance of the empty chapel is
approximately 3.8 seconds, and particular care has been
taken to ensure that the lower range does not resound for
too long. Containing an organ by Marc Garnier built in the
French baroque style, the chapel houses concerts regularly.

The Bach Collegium Japan is an orchestra and choir
formed in 1990 by Masaaki Suzuki. The orchestra consists
of Japan’s leading specialists in performance on period
instruments. The ensemble strives to present ideal perfor-



mances of Baroque religious music, especially the work of
Johann Sebastian Bach, and to obtain a wider audience for
this music. Every effort is made to follow the performance
practice of the age from which the music dates; the orch-
estra employs the most appropriate instrumentation for
each programme and strives to recreate the tonal quality
that characterized the Baroque era, whilst the choir adopts
a clear and dramatic expressive character that emphasizes
the verbal nuances of the German language.

The ensemble made its début in April 1990, and since
1992 it has been giving regular concerts featuring Bach’s
church cantatas at the Casals Hall in Tokyo and the chapel
of Kobe Shoin Women’s University. The ensemble shifted
its base of operations to the Kioi Hall in 1997, and in 1998
to the Tokyo Opera City Concert Hall, where it now pre-
sents regular concerts.

In addition to a busy schedule of concerts within
Japan, the ensemble also gives frequent performances
overseas. Since appearing in 1997 at the St. Florent-le-
Vieil Music Festival, the ensemble has been making reg-
ular appearances at music festivals in Israel and through-
out Europe. During the Bach Year in 2000, the ensemble
was invited to appear at the Santiago Music Festival in
Spain, the Leipzig Bach Music Festival in Germany and
the Melbourne Music Festival in Australia. Its perfor-
mances on all these occasions were highly successful and
were regarded as the high points of these festivals. In
Japan, the ensemble appeared as the main artists in the
*Bach 2000’ series at the Suntory Hall in Tokyo.

Since making its recording début in 1995, the Bach
Collegium Japan has recorded extensively for BIS. The
Bach cantata series has been received to high acclaim both
in Japan and internationally. In 1999, the ensemble’s
recordings of both the Sz, John Passion and the Christmas
Oratorio were nominated for awards by the British Gramo-
phone magazine, and both were selected as the magazine’s
‘Recommended Recordings’ of these two works. In 2000,
the recording of the St. John Passion was awarded the top
prize in the 18th and 19th-century choral music category at
the Cannes Classical Awards (MIDEM 2000).

Masaaki Suzuki was born in Kobe and began working as
a church organist at the age of twelve. He studied compo-
sition under Akio Yashiro at the Tokyo National Univer-
sity of Fine Arts and Music. After graduating he entered
the university's graduate school to study the organ under
Tsuguo Hirono. He also studied the harpsichord in the
early music group led by Motoko Nabeshima. In 1979 he
went to the Sweelinck Academy in Amsterdam, where he
studied the harpsichord under Ton Koopman and the organ
under Piet Kee, eventually graduating with a soloist’s
diploma in both instruments, He then began working as a
soloist from his base in Japan, giving frequent performances
in Europe and engaging in annual concert tours, especially
in the Netherlands, Germany and France. Masaaki Suzuki
is currently associate professor at the Tokyo National Uni-
versity of Fine Arts and Music, In 2001 he was awarded
the ‘Verdienstkreuz am Bande des Verdienstordens der
Bundesrepublik” by the Federal Republic of Germany.

‘While working as a solo harpsichordist and organist,
in 1990 he founded the Bach Collegium Japan, with which
he embarked on a series of performances of J.S. Bach’s
church cantatas. He has recorded extensively, releasing
highly acclaimed discs of vocal and instrumental works on
the BIS label, including the ongoing series of Bach’s com-
plete church cantatas. As a keyboard player, he is record-
ing Bach’s complete works for harpsichord.

Robin Blaze, counter-tenor, read music at Magdalen
College, Oxford, and won a post-graduate scholarship to
the Royal College of Music where he studied with assis-
tance from the Countess of Munster Trust. He subsequent-
ly joined the choir of St. George’s Chapel, Windsor. He
currently studies under Michael Chance and Ashley
Stafford. He performs as a recitalist and has appeared
extensively in opera and oratorio, and his busy concert
schedule has taken him to Europe, South America, Austra-
lia and Japan, working with distinguished conductors in
the early music field.

Makoto Sakurada, tenor, completed his master degree at
Tokyo National University of Fine Arts and Music, spe-



cializing in vocal music. He is now pursuing a doctorate at
the same university. In 1992 he made his début in the réle
of Rodolfo in Puccini’s La Bohéme at a performance given
by the University Opera; he subsequently appeared in the
role of Roméo in Gounod's Roméo er Julierte at a perfor-
mance by the Tokyo Opera Produce. Both of these appear-
ances were well received. Makoto Sakurada participated in
the Accademia di Montegridolfo supported by Suntory
Hall, Tokyo in 1993 and studied under Gustav Kuhn and
Renato Bruson, who both regarded him highly and invited
him to participate in their recitals and performances. He is
also a member of the Accademia di Montegridolfo in Italy,
organized by Gustav Kuhn. In addition to his operatic
career, Sakurada is also active as a soloist in Oratorio per-
formances. His repertoire includes the Evangelist in Bach’s
St. John Passion, Handel’s Messiah, Mozart’s Requiem.
His recent remarkable performances as a soloist with the
Bach Collegium Japan have attracted special attention.
Makoto Sakurada studied under Tadahiko Hirono. He is a
member both of the Bach Collegium Japan and of the Ni-
kikai Opera.

Peter Kooij, bass. born in 1954, started his musical career
at the age of six as a choir boy and sang many solo sopra-
no parts in concerts and on records. However, he started
his formal musical studies as a violin student. This was
followed by singing tuition from Max van Egmond at the
Sweelinck Conservatory in Amsterdam, and in 1980 he
obtained a diploma for solo performance. Peter Kooij is a
regular performer at the most important festivals in Europe.
He has also sung in Israel, South America and Japan with
Philippe Herreweghe, Ton Koopman, Gustav Leonhardt,
Roger Norrington and Michel Corboz. Since 1995, Peter
Kooij has been a professor of singing at the Sweelinck
Conservatory in Amsterdam.

Erfreut euch, ihr Herzen, BWV 66

Am Karfreitag 1724, dem 7. April des Jahres, hatte Bach
zum erstenmal seine Johannes-Passion aufgefithrt. Sie war
das bei weitem groBte Werk, das er bis dahin geschaffen
hatte, und Komposition und Auffiihrungsvorbereitungen
werden ihn das ganze Frithjahr tiber bis zum letzten Augen-
blick vollauf beschiiftigt haben. An neue Kantaten fir das
Osterfest war da wohl kaum zu denken gewesen, und Bach
beschrinkte sich denn auch hierbei und griff auf schon
Vorhandenes zuriick: fiir den Ostersonntag auf die Wei-
marer Kantate Der Himmel lacht, die Erde jubilieret
(BWYV 31) aus dem Jahre 1715 und auf das wahrscheinlich
noch in Arnstadt Anfang 1707 entstandene Frithwerk
Christ lag in Todes Banden (BWYV 4), fiir den Ostermontag
und den Osterdienstag aber auf urspriinglich weltliche
Kantaten, die er in seiner Kothener Hofkapellmeisterzeit
(1717-1723) als Huldigungsmusiken fiir seinen Dienst-
herrn, den Fiirsten Leopold von Anhalt-Kéthen (1694-
1728), geschaffen hatte, und die er nun in Zusammenarbeit
mit einem theologisch gebildeten Leipziger Textdichter
(dessen Namen wir nicht kennen) zu Kirchenkantaten
umarbeitete.

Fiir die Ostermontagskantate diente als Grundlage
eine Gliickwunschmusik zum 24. Geburtstag des Fiirsten
am 10. Dezember 1718 mit dem Textbeginn Der Himmel
dacht auf Anhalts Ruhm und Gliick (BWV 66a), von der
wir leider nur noch den Text aus der Feder des damals
wohlbekannten Poeten Christian Friedrich Hunold (1681-
1721) alias Menantes besitzen, wohingegen Bachs Musik
bedauerlicherweise verschollen ist — abgesehen von dem
Abglanz, den sie in der Umarbeitung als Kirchenkantate
fiir eben jenen Ostermontag hinterlassen hat. Die Haupt-
last der Umarbeitung lag zunichst einmal beim Textbear-
beiter. Er hatte eine sogenannte ,Parodie™ zu schaffen:
eine Umdichtung, die dem Originaltext duferlich mog-
lichst d@hnlich war. ihr in der Strophenform, im Versmaf
und Reimschema soweit glich, daB sie auf die dazu vor-
handene Musik im Idealfall ebensogut paBte wie das Ori-
ginal, also auch ebensogut mit dieser Musik gesungen
werden konnte — nur daB sie an Stelle des urspriinglichen
nun einen geistlichen, und zwar einen auf das Predigt-



thema des Ostermontags beziiglichen Inhalt hatte, wobei
stillschweigend vorausgesetzt wurde, daf der neue Text
auch zum ,,Affekt”, zur Grundstimmung der vorhandenen
Musik, paBte. Das war keine leichte Aufgabe fiir den
Dichter, und Bach iiberlief sie offenbar diesem auch nicht
allein, sondern beteiligte sich und paBite, wo es notig war,
wiederum auch seine Musik dem neuen Text an. Das soge-
nannte ,,Parodieverfahren®, auf das Bach zu Beginn seiner
Leipziger Zeit hauptsichlich aus Arbeitsbedringnis ver-
fallen sein diirfte, scheint ihn bald zunehmend fasziniert zu
haben und entwickelt sich bei ihm nach und nach zu einer
vollgiiltigen und 4uBerst differenzierten kiinstlerischen
Umarbeitungspraxis, der wir beispielsweise zu einem
guten Teil ein so vollendetes Meisterwerk wie das Weih-
nachtsoratorium (BWYV 248) verdanken. Am Anfang, in
den frithen Leipziger Jahren, stehen allerdings noch erste
Versuche, bei denen nicht alles auf Dauer Bestand haben
sollte.

Dazu zihlt auch unsere Kantate. Wir kennen die Ein-
zelheiten nicht, aber es kann fast nicht anders gewesen
sein: Partitur und Auffiihrungsstimmen von 1724 sind ver-
loren; die Partitur Bachs, die uns als einzige Quelle vor-
liegt, stammt aus relativ spiter Zeit, um 1735. Die Tat-
sache, daB Bach sich die Miihe gemacht hat, die Partitur
neu zu schreiben, deutet darauf, daB er mit der bis dahin
vorliegenden Fassung unzufrieden war und daran soviel
Verbesserungen vorgenommen hat, daB eine Neuschrift
erforderlich wurde.

Welche Entwicklungsschritte hier stattgefunden haben,
wissen wir nicht. Bach hat den Text seines Parodiedichters
von 1724 offenbar voll akzeptiert; jedenfalls kehrt der
Wortlaut des Leipziger Textdruckes von 1724 in einem
1731 wiederum fiir die Leipziger Gottesdienstbesucher
veranstalteten Textdruck und dann auch in Bachs Partitur
aus der Zeit um 1735 unveriindert wieder. Die Verinde-
rungen bestanden wohl hauptsichlich, wie angedeutet, in
der Anpassung der Musik an den neuen Text.

Die Leipziger Gottesdienstbesucher am Ostermontag
1724 und 1731, vor allem aber an jenem Ostermontag um
1735, fiir den Bachs Partiturneuschrift entstand, konnten
wirklich zufrieden sein: Es war eine beschwingte geist-

liche Festmusik, die dem liturgischen Rang des Festtages
voltauf gerecht wurde. Nicht sehr eng allerdings band sie
sich an den Inhalt der Evangelienlesung, Lukas 24, 13-35,
iiber die auch gepredigt wurde, den Bericht von den Erleb-
nissen der beiden Jiinger auf dem Weg von Jerusalem nach
Emmaus, die, ratlos und verwirrt von den Karfreitags- und
Osterereignissen, von der Kreunzigung Jesu und Berichten
iiber seine Auferstehung, mit einem weiteren Wanderer ins
Gesprich geraten, der ihnen alsbald die Worte der alten
Propheten auf das aktuelle Geschehen hin deutet und in
dem sie plétzlich, beim Brotbrechen in der Herberge,
Jesus erkennen. Eher aligemein nimmt der Kantatentext
bestimmte Motive daraus auf, das Motiv des Zweifels, der
Furcht, und das Motiv der Hoffnung. ,,Furcht“ und ,,Hoff-
nung“ werden einander als allegorische Personen gegen-
iibergestellt (und kein Leipziger Zuhdrer ahnte, daB da-
hinter urspriinglich die personifizierte ,,Gliickseligkeit
Anbhalts“ und ,,Fama“ — der Ruhm - standen), Glaubens-
zweifel und Glaubenshoffnung tauschen sich im Dialog
aus iiber das Osterwunder: die Auferstehung Jesu. Die
Furcht singt in Alt-, die ,Hoffnung” in Tenorlage; hinzu
kommt, als sozusagen neutrale Rolle, der SolobaB.

Die Musik ist erfiillt von Osterjubel. Die drei Haupt-
sdtze, der Eingangschor und die beiden Arien, stehen in
Durtonarten, alle drei auch im Dreiermetrum, alle drei
iibrigens auch in der modischen dreiteiligen Dacapo-Form.
Der Eingangschor erhilt besonderen Glanz durch die
mitwirkende Solotrompete und entfaltet Temperament mit
seiner Fanfarenmotivik und seinem bewegten Orchester-
satz, der die Streicher bisweilen in ungewohnte Hohen bis
zum dreigestrichenen a fiihrt, liberrascht dann mit einem
kontrastierenden Mittelteil, der mit affektiver , Eintrii-
bung” beginnt, von Trauer, Furcht und ,4ngstlichem
Zagen* handelt und dann allméhlich ~ im Orchester mit
allerhand Riickgriffen auf die Motive des Hauptteils — in
die Nihe des urspriinglichen Jubels zuriickkehrt.

Beschwingter Lobpreis kennzeichnet auch die BaB-
Arie ,Lasset dem Hochsten ein Danklied erschallen (im
Original: ,,Traget, ihr Liifte, den Jubel von hinnen, bringet
dem Himmel unsterbliches Lob! Leopold lebet, in welchem
wir leben, Leopold herrschet, dem Himmel ergeben,



welcher den gottlichen Prinzen erhob.”). Die weitrdumi-
gen instrumentalen Episoden der Arie, in denen verschie-
dentlich erste Oboe und erste Viol