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  For My Mother



			    


  PREFACE


  This volume contains the texts and translations of all Bach’s Church and Secular Cantatas that have come down to us complete. Fragments have not been included, nor have those Cantatas, such as BWV 205a (Blast Lärmen, ihr Feinde, verstärket die Macht), for which Bach’s music has only been partially preserved, and BWV Anh. 13 (Willkommen, ihr herrschenden Götter der Erden), where only the text exists. Several Cantatas, that were once thought to be by Bach but whose authenticity is now in doubt, have likewise been excluded:


 
    BWV 15 (Denn du wirst meine Seele nicht in der Hölle lassen)


  BWV 53 (Schlage dock, gewünschte Stunde)


  BWV 141 (Das ist je gewiβlich wahr)


  BWV 142 (Uns ist tin Kind geboren)


  BWV 160 (Ich weiβ, daβ mein Erlöser lebt)


  BWV 189 (Meine Seele rühmt und preist)




  Many of Bach’s Cantatas include passages from the Bible, especially the Psalms (33 different cantatas), Luke (13) and John (17), and all these have been printed in italics. There are also innumerable references, particularly in the recitatives, to phrases from the Bible (the Authorized Version has been used throughout), and these too have been incorporated into my versions. ‘Drum hast du auch den Leuchter umgestoßen’, for example, in BWV 6, has been rendered ‘Therefore hast Thou removed the candlestick out of his place’, because that is the text of Revelation 2, 5, to which the German refers. Locating all these references has not been easy, and I have been greatly helped in my search by Alfred Dürr’s Die Kantaten von Johann Sebastian Bach (Bärenreiter-Verlag 1971).


  The text of a typical Church Cantata by Bach is normally a hybrid: passages from the Bible stand alongside chorales (printed here in bold), devotional verse from the sixteenth and seventeenth centuries, and recitatives which, in Bach’s time, normally appeared in smaller print. Only thirteen of Bach’s Church Cantatas have texts written by a single author: three by Georg Christian Lehms (BWV 35, 54 and 170) and one each by Martin Luther (BWV 4), Paul Fleming (BWV 97), Samuel Rodigast (BWV 100), Johann Heermann (BWV 107), Johann Jakob Schütz (BWV 117), Martin Behm (BWV 118), Johann Olearius (BWV 129), Joachim Neander (BWV 137), Johann Agricola (BWV 177) and Martin Rinckart (BWV 192). But since none of these poets, except Lehms, were contemporaries, there can be no question of artistic collaboration.


  With the Secular Cantatas it is different. These were written and composed for specific occasions, and it is clear that poet and composer often worked together on the commission. In the case of the Trauerode (BWV 198), however, written by Johann Christoph Gottsched (1700–1764) on the death of Queen Christiane Eberhardine of Saxony and Poland, Bach had to make radical alterations to the regularity of the nine eight-lined stanzas to avoid rhythmic monotony, and it was also necessary to change Gottsched’s text on several occasions to accommodate the music. A much more successful collaborator was Picander, the pseudonym of Christian Friedrich Henrici (1700–1764), whom Bach honoured by citing his name on the title page of the Matthäus-Passion – the only instance in his entire oeuvre of such a recognition. Picander was a post-official and minor poet, ‘Ein Dichter nach meiner Art’ (‘A poet in my own way’), as he explained in the Preface to his third volume of poems; but although he wrote religious poetry and published a yearly cycle of cantata texts, it was as a satirist that he excelled. His collaboration with Bach produced a series of highly entertaining cantatas, including the Kaffeekantate (BWV 211) and what has become known in English as the Peasant Cantata (BWV 212). The former was not really a collaboration, since Picander had published his Kaffeekantate in 1732, and Bach’s composition dates, probably, from 1734. But the Peasant Cantata (‘Mer hahn en neue Obrigkeit’) was a true partnership – indeed it is probable that Picander himself asked Bach to compose the music for this cantata, which was written in homage to Carl Heinrich von Dieskau who, on 30 August 1742, received, as the new Lord of the Manor, the allegiance of the ‘peasants’ of Klein-Zschocher. And since Picander himself held the post of Receiver of the Liquor Taxes, he clearly wished to ingratiate himself with his new master.


  Picander’s skill in rendering the language of peasants (the first duet is written in the dialect of Upper Saxony) and the wit with which, in the Kaffeekantate, he pilloried the manners and customs of the bourgeoisie, was not matched by Bach’s anonymous collaborators in other secular cantatas, such as BWV 214 (Tönet, ihr Pauken! Erschallet, Trompeten!) in celebration of Maria Josepha’s birthday, or indeed in Picander s own Hercules auf dem Scheideweg (BWV 213), written to celebrate the birthday of the Saxon Elector Friedrich Christian. Nor is there much poetic worth in the oleaginous hyperbole of BWV 207, (Vereinigte Zwietracht der wechselnden Saiten), penned by an anonymous poet to celebrate the appointment of one Gottlieb Korrte as Professor of Roman Law at Leipzig University. There are passages here which, with their obfuscating syntax and seeming lack of logic, defy accurate translation. The miracle is that such dross could inspire Bach to write such wonderful music, much of which he was to use, almost a decade later, in BWV 207a, composed to celebrate the birthday of Elector Augustus III.


  There are also passages of dubious literary value in some of the Church Cantatas. The simplicity and sincerity of the early hymn-writers, such as Martin Luther and Johann Heermann, had by Bach’s day often been replaced by didacticism and sentimentality. Diction, particularly in the recitatives, occasionally became so elaborate and ornate that even German scholars – Werner Neumann, for example – have been forced to gloss some passages, such as a recitative in BWV 76, with a laconic ‘Der Satz ist schwer verständlich’ (‘The sentence is difficult to understand’). But the Cantatas also contain devotional verse of great beauty. Perhaps the finest writing, pace Luther, comes at the beginning of the seventeenth century. This was the time when Germany, unlike France, where a well-established monarchy and sophisticated court could still foster the arts, was in severe decline. But the ravages of the plague and the barbarity of the Thirty Years’ War gave birth to religious verse that is quite without compare – poetry of simple piety and uncomplicated rhythmic structure. As Albert Schweizer movingly points out in J. S. Bach (Breitkopf and Härtel 1911): ‘The hymns of that time are a mirror of contemporary events. When the plague ravages the eastern parts of Germany in 1613, Valerius Herberger sings his joyous dirge ‘Valet will ich dir geben, du arge falsche Welt’ [BWV 95, Christus, der ist mein Leben]; Martin Rinckart’s ‘Nun danket alle Gott’ [BWV 79, Gott der Herr ist Sonn und Schild and BWV 192, Nun danket alle Gott] is composed while the bells are ringing out the conclusion of peace in 1648.’


  Hymns such as these raise the Church Cantatas onto a higher literary plane. Paul Fleming (1609–1640), possibly the greatest German lyric poet of the seventeenth century, supplied Bach with the text to all nine movements of BWV 97 (In alien meinen Taten); Johann Rist (1607–1667), who during the Thirty Years’ War had his house plundered by the armies, and soldiers billeted on him, contributed stanzas to no fewer than eight cantatas, including O Ewigkeit, du Donnerwort (BWV 20 and 60), which still features in modern German hymnals; while the poetry of Paul Gerhardt (1607–1676), a strictly orthodox Lutheran and without doubt the finest hymn-writer of the seventeenth century, remained a firm favourite with Bach throughout his long career, not only in the Cantatas, but also in the Matthäus-Passion (‘O Haupt voll Blut und Wunden’). And there are many other poets, much less celebrated, like Salomo Franck (1659–1725), who were also capable of writing hymns of astonishing power.


  Faced with such uneven poetic quality (inept verse is as difficult to render into English as such immortal lines as Luther’s ‘Ein feste Burg ist unser Gott’ from BWV 80), the translator of Bach’s Cantatas is faced with no easy task. It has of course been attempted before. The first to enter the lists was Charles Sanford Terry, whose Johann Sebastian Bach’s Cantata Texts were published in 1926 by Constable & Co, in a limited edition. These translations by a leading Bach scholar of the time were reprinted by Holland Books in 1964, and though often elegantly turned, they are much too free to be of much use to the Bach student. The next attempt was made by W. G. Whittaker, whose The Cantatas of Johann Sebastian Bach were published by Oxford University Press in 1959. Although this two-volume magnum opus is a work of great scholarship, the translations, which retain German word-order throughout, are so literal as to be virtually unreadable. A similar fate befell the work of Z. Philip Ambrose (Hänssler Verlag, 1984, and also available on the internet) whose versions, in seeking to retain the exact rhythm of Bach’s original texts, often read like gobbledygook. My own aims have been modest: to render the meaning of the Church Cantata texts as accurately as possible, in straightforward English that retains a religious flavour without lapsing into an overpoetical or Biblical style; and in the Secular Cantatas to unravel the knotty syntactical problems and be faithful to the tone of a sycophantic literary genre that died centuries ago.


  Richard Stokes


  London 1999


  



			    


  INTRODUCTION


  The appointment in 1723 of Johann Sebastian Bach as Thomascantor in Leipzig was hardly auspicious. Coming from low down, in sixth position, on the list of candidates, Bach found himself caught between two opposing political factions – the Absolutist Court party (who favoured the appointment of an outstanding musician, preferably an opera composer, who would not be expected to teach), and the Estates City party (who wanted a traditional Cantor, who would come under the jurisdiction of the Thomasschule). The election dragged on for months. Telemann lost interest in the post, and the Absolutists’ second choice, Christoph Graupner, had to decline because his employer, the Prince of Hesse, refused to release him. Eventually, the Absolutist Councillors had no choice but to look at some organists, Graupner warmly recommending Bach, who, for his trial pieces, offered BWV 22, Jesus nahm zu sick die Zwölfe (probably singing the high bass part himself) and BWV 23, Du wahrer Gott und Davids Sohn.


  Even then, matters were not resolved immediately, due to a prolonged dispute between the parties as to whether Bach, like his predecessors, should be required to teach Latin for five hours per week. An uneasy and unsatisfactory compromise was reached, whereby Bach was not himself required to teach Latin, but was to be responsible for finding and paying a deputy teacher. In this way the minority Estates party was able to exert an influence over Bach’s Cantorship from the very start, and thus to rein in the ambitions of its Absolutist opponents. Indeed, as the Estates party’s power increased, Bach was to find his working conditions less and less congenial.


  Bach’s fame as a great organist does not seem to have overly impressed the Council, one of whose members commented: ‘Since one cannot have the best, one must be satisfied with the middling’. At that time Bach, aged 38, had composed no more than thirty cantatas, whereas Telemann and Graupner were each well on the way to producing over 1500. Bach was expected to adhere to the traditional, somewhat impersonal Lutheran orthodoxy then practised (and jealously guarded) in Leipzig, his contract actually stating that his church music should not be ‘too operatic’. But, however much Leipzig may have wished to resist change, crucial and irreversible developments in music as well as new attitudes to Lutheran orthodoxy were already being felt in the Protestant Church. Church music throughout Northern Germany was coming under the spell of opera; indeed by 1739 the Hamburg based theorist and organist, Johann Mattheson, could write: ‘I have exactly the same idea about church music as I do about opera [ . . . ] intense emotions should find expression, especially during worship’. He acknowledged that the principal aim of church music should be the praise of God, ‘after that, not just to teach the listeners, but to move them’ (my italics).


  Such a view represented a fundamental change from the essentially didactic purpose of Lutheran church music prior to 1700, to which Bach had adhered during his appointments at Arnstadt and Mühlhausen between 1704 and 1708. His early cantatas have a traditional, contrapuntal style and made regular use of Martin Luther’s hymns, two of the finest examples being BWV 4, Christ lag in Todesbanden, and BWV 106, Gottes Zeit ist die allerbeste Zeit, known as the Actus tragicus. However, with his move to Weimar in 1708, Bach became exposed to the more overtly expressive style of the contemporary Italian composers such as Vivaldi, and to the idea that it was the composer’s duty to arouse the passions of his audience.


  Coinciding with these striking musical developments was a fundamental change in the language of the cantata librettists, who reflected the more subjective emotions of the Pietists. Between 1700 and 1707, the Lutheran pastor, Erdmann Neumeister, effectively established the typical eighteenth century cantata text, with his seven yearly cycles of cantata librettos. Far removed from the predominantly Biblical and Lutheran chorale tradition, these were more like ‘madrigal’ poetry. Neumeister indeed acknowledged that he had deliberately modelled his new form of sacred texts on the Italian solo cantatas, with alternative recitatives (secco) and arias as the principal constituents. Paradoxically, Bach clearly responded to the emotional intensity of the Pietists, even though their reaction against elaborate (polyphonic) music was completely antithetical to him. But, whereas virtually all his contemporaries used these new texts exclusively, Bach preferred to include passages from scripture as well, and in most cases a Lutheran chorale.


  The fruits of Bach’s study in Weimar of Italian music can also be seen in his inclusion of elements of the instrumental concerto and Italian opera, with solo arias, duets and dialogues that were to become the most significant movements of the ‘middle period’ cantatas. An exceptional example of the dialogue is the second of the duets in BWV 140, Wachet auf, ruff uns die Stimme, in which the soul and the bridegroom are united in one of Bach’s most blissful inventions: ‘Mein Freund ist mein’, answered by ‘Und ich bin dein’.


  The opening ritornello of the same cantata, on the other hand, (pace its musical quality) provides a typical instance of Bach’s use of a standard rhythmic formula, which he would have brought out of his bottom drawer as readily as any other Baroque composer. A damning statement perhaps, but Bach, however much we may regard him as a universal genius, was steeped in the musical language and practices of his own time, and therefore quite naturally used certain pre-determined contemporary formulae to convey different emotions. At the beginning of the eighteenth century, one of the principal aims of music was the Ausdrückung der Affecten, the expression of the affetti. The somewhat elusive word, affecto – to quote from the New Bach Reader (Norton 1998) – means mood, emotion or passion. Clearly defined rhythmic patterns, specific intervals, dissonances, changes of tonality and instrumental colours were just some of the devices employed to interpret the affetti. These techniques, asserted Mattheson in 1739, should form part of the training of every Kapellmeister, on the grounds that ‘everything [in music] that occurs without praiseworthy Affections is nothing, does nothing, is worth nothing’. The system was so well established that the Baroque composer could automatically expect his audience/congregation to appreciate the significance of such musical figures.


  In BWV 140, for example, Bach employs an incessant dotted rhythm to represent the idea of ‘waking and coming’. Frequently, just a single word was sufficient to conjure up a pictorial effect, as in BWV 17, Christ unser Herr zum Jordan kam, where the river Jordan is portrayed in the bass aria by rippling semi-quavers. Emotions such as grief and suffering (and, it has to be said, unrequited love) were characterised by augmented or diminished intervals or chromatic sequences. In BWV 78, Jesu, der du meine Seele, Bach lets himself go in a bass recitative, when the soloist plunges from a top D on ‘Kron’ (crown) to a bottom Ab on ‘Grab’ (grave) – an interval of an augmented 11th. Then, following some diminished chords depicting the suffering on the Cross, the tonality moves to the major key (of Eb) at the words ‘Siegeszeichen’ (signs of triumph). This is followed by fast repeated (almost Handelian) semi-quaver string chords at the ‘sound of the trumpet’. Vivid pictorial interpretation of texts is found in abundance in Bach’s orchestrations, ranging from the more obvious hunting calls of the horns to the use of plucked strings (with flutes) to evoke the sound of funeral bells in the bass recitative of BWV 61 and the alto recitative in the Trauerode.


  It was no doubt this kind of brilliant word-painting which persuaded Albert Schweitzer, a century ago, to take Bach’s use of these ‘affetti’ too literally, although, to be fair to Schweitzer, he acknowledged that Bach uses the same rhythmic figures for very different purposes. Indeed, in his J. S. Bach (Breitkopf and Härtel, 1911), Schweitzer contrasts the repeated quaver—two semi-quaver rhythm in the ‘Kreuzige’ movement of the St John Passion with its more usual application, denoting joy and triumph. I incline to the view that for his wonderfully dramatic portrayal of the crowd, Bach chose this rhythm deliberately, taking advantage of its very ambiguity! We can surely also enjoy (and agree with) Schweitzer’s humorous comment that ‘the devil strongly appeals to the musician in Bach’ from the numerous chromatic portrayals of the serpent (=devil). Bach always gives the serpent a contorted, or chromatic, figure (just as Haydn was to do so memorably in the Creation.) Indeed, in BWV 40, ‘Höllische Schlange! wird dir nicht bange?’, Schweitzer saw in the bass aria not only the contortions of the serpent, but also the angry stamping of the heel, while in the following recitative, which speaks of the serpent in paradise, he noted an angelic, rocking sequence.


  The presence of Italian composers at the Weimar court is apparent too in the increasing importance Bach accorded the da capo aria. Whereas previously the musical realisations of the biblical text came in separate segments (as in the Actus tragicus) the arias were soon given a consistent affetto throughout a whole movement. But once again Bach did not remain content with the form he had inherited – even in his hands the ABA structure might have become repetitive. Instead, Bach frequently adopted a modified da capo (thus avoiding the excessive emphasis on the tonic key) or what has been called a ‘combinational’ technique. We see this when the chorale stanza comments on the free verse, while the text of the aria is reflected in the chorale. A similar ‘complementary’ technique was used in opera, enabling two contrasting emotions to be experienced simultaneously by the listener, and Bach, by transferring it to the realm of the sacred cantata, created an expressive equivalent for Church music. If, as seems likely, these choral insertions were his own idea, this sheds an interesting light on Bach’s understanding and interpretation of his texts.


  According to his pupil, Lorenz Misler, Bach had correlated most of his aims and ideals for the composition of his cantatas by the time he left Weimar for Cöthen in 1717. At Cöthen, where his chief responsibility was to direct and compose instrumental music, Bach developed and refined his instrumental concertos, as can be seen above all in the Brandenburg Concertos. Church music barely concerned Bach during this period, although, as Kapellmeister, he was required to produce flattering cantatas for his patron and his family from time to time. Could he have foreseen that, a few years later, he would transform these very cantatas for use at the Leipzig services?


  Bach’s principal duties at Leipzig were to compose (or prepare) a Cantata each week for the Hauptgottesdienst (the Lutheran equivalent of the Catholic Mass), except during Lent and for the last three Sundays in Advent. In addition there were extra cantatas required for the two days after the major festivals of Christmas, Easter and Pentecost. On the feast days themselves, the cantatas were sung in the morning in the Nikolaikirche and repeated in the afternoon during Vespers at the Thomaskirche. On the following day the order was reversed, and on the third day of the Festival the cantata was only performed at the Nikolaikirche. The morning services began at 7.00 a.m. and lasted until 11.00 a.m., with the cantata (or Stück, as it was generally known), preceding – and, when there were two parts, also succeeding – the hour-long sermon at around 8.00 a.m.


  Bach’s work-rate was astounding – an average of over fifty cantatas per year, although nearly one hundred have been lost. For his first Christmas in Leipzig, he provided a new cantata for each of the three feast days as well as for New Year’s Day, while his new Magnificat was performed at Vespers. According to the Obituary, most probably written by his son Carl Philip Emanuel (with help from Johann Friedrich Agricola), Bach wrote five annual cycles of cantatas, which we now know were mostly composed before 1730. On the cover of BWV 61, Nun komm, der Heiden Heiland, Bach himself wrote out the order of the Leipzig liturgy (for the first Sunday in Advent) which translates as follows:


 
	Prelude [organ]


	Motet


	Prelude on the Kyrie


	Collect intoned


	Epistle read


	Litany sung [only in Advent and Lent]


	Prelude on the chorale [which is then sung]


	Gospel read


	Prelude on the principal music [i.e. the Cantata]


	Creed sung


	Sermon


	After the sermon the usual verses of a hymn are sung


	Words of Institution


	Prelude on the music




  The musical structure of the cantatas was governed by their position in the Lutheran service. Whereas in the concert hall, ending with a straightforward chorale harmonisation may seem to be a musical anti-climax, for Bach’s congregations the closing hymn reinforced the preacher’s message as well as enabling them (in theory) to participate. Whether the congregation actually joined in the singing (as had been the custom when Bach’s predecessor but one, Schelle, was Thomascantor) is by no means certain. Indeed Bach’s numerous adornments and modifications to the chorale melody might well have caused the congregation to flounder, and led to results as unsatisfactory as when a congregation of today attempts to join in the singing of a psalm without the benefit of the pointing! But the very familiarity of the chorale tunes would have contributed to the sense of communal worship.


  Bach’s most fertile cantata period was during his first two years at Leipzig (1723–25). With the large-scale, biblically-based choruses of the first cycle and the chorale-based choruses of the second, Bach created tutti movements without precedent. The abrupt pause in his output in May 1725 coincides with his unsuccessful petition to the Elector of Saxony, and seems clearly to reflect the start of his progressive disillusionment with the Estates party. As Ulrich Siegele’s researches have revealed, most, if not all, of Bach’s disputes with the Thomasschule and Town Council arose from his efforts to meet the Absolutists’ demands within a municipal city (i.e. one which was under the authority of the local councillors rather than the King). Indeed at one point (and in spite of having been appointed Director Musices of the Collegium Musicum, which was outside the control of the Estates party), Bach, desperate to find more agreeable conditions, wrote to his Dresden friend and colleague, Georg Erdmann, that: ‘the [Leipzig] authorities are odd and little interested in music, so that I must live under continual vexation, envy and persecution’. Bach had waited until Christmas Day 1725 to inaugurate his third cycle, which ended on Septuagesima, 9 February 1727. Amongst this third cycle are at least seventeen cantatas by Bach’s cousin, Johann Ludwig Bach (1677–1731), with eleven of the scores copied out by Bach himself. Of the fourth cycle, starting with the feast of St John the Evangelist (27 December) and ending with the fourth Sunday after Trinity, only seven of Bach’s settings remain, while there is no trace at all of the fifth cycle. It seems that most of the post-1728 cantatas were composed to fill gaps in the earlier cycles, and provided Bach with the opportunities to write for outstanding instrumentalists and singers, such as in BWV 51, Jauchzet Gott in alien Landen.


  Precisely how many performers Bach would have used in his cantatas in Leipzig has been the subject of heated debate in the run-up to the two hundred and fiftieth anniversary of his death. The dispute which continues (despite requests for a ‘cooling off period’ in the correspondence columns of Early Music) is basically over the interpretation of Bach’s Entwurf einer wohlbestallten Kirchenmusik – the famous ‘short but necessary’ memorandum of 1730 to the Town Council for a ‘well regulated’ Church music. Bach specified the number of singers he considered necessary to have available for performances in four Leipzig churches, but he did not state explicitly the exact numbers required to perform. To this ‘neutral’ observer, the iconographical evidence –the autograph scores, the vocal and instrumental parts – implies that there was normally just one singer to a part throughout a cantata, with periodic contributions from (generally one of) the ripieni. In other words, the principal singers sang in their solos and in what for more than one hundred and fifty years have been regarded as choruses. Tellingly the ripieno parts themselves generally only include the ripieno sections, which surely indicates that the so-called ‘soloists’ sang in all the choruses. Some of the singers also doubled up as instrumentalists. No agreement has been reached either on the number of string players who actually took part in the cantatas. Evidence suggests that there was often just one musician to a part, although it is not entirely conclusive. However it would be interesting to know what happened if the player reached a page-turn when there was no break in his instrumental part!


  Whatever the outcome of these musicological debates, there is no question in my own mind that, for satisfying performances in today’s large concert halls, some compromises with so-called authenticity are often essential. Mercifully, the overwhelming beauty and power of Bach’s music transcends the limitations imposed by the inadequacy of our knowledge. On the other hand, attitudes to performance must no longer ignore the substantial amount of evidence which continues to accumulate. The debate must go on.


  Even though Bach’s cantatas can be broadly categorised into separate periods and styles, many of them, compared with the uniformity of those of his contemporaries, comprise a wonderfully hybrid and unpredictable mixture of the old traditions and the more melodically orientated tendencies of the new. These qualities, however, were not always appreciated by his contemporaries, notably Johann Adolphe Scheibe who, in his periodical, Der Critische Musicus, launched a fierce tirade on Bach, albeit without mentioning him by name:



   The great man would be the wonder of the universe if his compositions displayed more agreeable qualities, were less turgid and sophisticated, more simple and natural in character. His music is exceedingly difficult to play. He expects singers and instrumentalists to be as agile with voice and instrument as he is with his fingers, which is impossible. All his parts, too, are equally melodic, so that one cannot distinguish the principal tune among them. Pomposity diverts [him] from a natural to an artificial style, changing what might have been the sublime into the obscure.




  Such passages probably tell us more about the critic than the composer, but there is no denying that, in the hundred years following his death, Bach’s vocal music was largely ignored, and barely considered in the first biography (by Forkel) in 1802. As Scheibe had claimed, many of the instrumental and vocal parts were (and are!) extremely difficult, and Bach himself was aware of changing musical fashions, as can be deduced from his reference (in his 1730 Memorandum to the Leipzig Town Council for a ‘well-regulated’ church music) to that ‘former style of music that no longer seems to please our ears’. Here he may have been thinking not only of the works of his predecessors, but also of his own early cantatas, such as BWV 4 Christ lag in Todesbanden. The sound world indeed was changing from the stile antico of the Actus tragicus, with its dense, and rich textures. Nevertheless the ‘excess of art’ charge against Bach for his zealous intellectualism and for his emphasis on polyphony over melody has taken years to refute.


  Bach was clearly fascinated intellectually and musically by symmetrical patterns. He obviously delighted in using academic forms to convey more intensely his pictorial expressions, as can be seen, for example, in BWV 12, when the bass soloist sings ‘Ich folge Christi nach’ while the Imitatio Christi is played in strict imitation by the strings. With his unsurpassed mastery of counterpoint, Bach achieved such beauty and depth of expression ‘not in spite of the contrapuntal devices he used, but through them’ (The Bach Reader). Two further Weimar examples of Bach’s contrapuntal skills must suffice: the polyphonic opening chorus in BWV 63, and the elaborate fugue in the ninth movement of BWV 21, Ich hatte viel Bekümmernis, perhaps the supreme cantata of the Weimar period. The final chorus, ‘Das Lamm, das erwürget ist’ is as easy on the ear as the music of that of his greatest musical contemporary, G. F. Handel, and springs from the same sources as Handel’s music. In general, Bach’s art (as opposed to Handel’s) will be lost on us unless we search it out, or, to quote Spinoza (another of Bach’s contemporaries and arguably one of the greatest thinkers of the period): ‘the perfection of a piece is only evident to someone who knows the mind and purpose of the author of the work’.


  Thanks principally to Alfred Dürr’s research, we know that Bach virtually gave up composing church music by the early 1730s. This led some scholars, such as Friedrich Blume, to question many previously held assumptions about Bach’s creative life and to claim that Bach, ‘the supreme Cantor, the creative servant of the word of God, the staunch Lutheran is a legend’. This thesis, casting doubt on Bach’s religious convictions, was avidly taken up by (among others) some of the former East German politicians, and I well remember hearing the Minister of Culture, when opening the 1968 Leipzig Bach Competition, proudly asserting that Bach had been a great worker, and therefore a communist! And he was able to state (correctly in this regard) that Bach felt his achievement had come as a result of hard work. Bach was of course a practical musician, and his enormous output, let alone its quality, should have satisfied the most demanding of regimes.


  Further evidence of Bach’s religious nature came to light in 1969 with the discovery of Bach’s own copy of Abraham Calov’s Bible Commentary. Not only do the title pages of all three volumes have Bach’s monograph on them, but there are also many comments in Bach’s own hand which refute any idea that he was only a token believer. Blume also seems to have ignored the fact that, in the short preface to his ‘Thorough Bass Primer’, Bach describes the ultimate goal of all music as nothing other than the praise of God and the recreation of the soul.


  Furthermore, Bach owned a substantial theological library, and it would seem beyond doubt that Bach’s Lutheran faith was an integral part of his make-up.


  In some respects, Blume’s response was a reaction against the 19th century’s unduly romantic veneration of Bach, but, just as that is no longer tenable, neither is the mid-20th century claim that Bach was an agnostic for whom the Lutheran Church supplied a convenient way of earning a living. Many have asserted that Bach’s use of ‘secular’ music in his sacred cantatas is an indication of his casual approach to religion, a charge that can easily be demolished if we now examine Bach’s use of parody.


  Given the many duties Bach was expected to carry out, it is hardly surprising that in his Leipzig cantatas he sometimes included music from church cantatas of his Weimar period, and also on several occasions re-used the music of his secular cantatas for religious purposes. This borrowing and adapting has often been misunderstood. Firstly, the distinction between sacred and secular cantatas was not Bach’s own – it was as natural for him to inscribe S.D.G. (Soli Dei Gloria) at the end of a hunting cantata as it was on a Passion or church cantata. Secondly, the revisions Bach made in Leipzig were rarely token ones. Whereas at Weimar he had fallen under the spell of the new cantata style, with choir participation at times restricted to the closing chorus only, at Leipzig he often brought the arias firmly back into the Lutheran fold by his frequent additions, within the arias, of the chorale melodies. Thirdly, Bach’s ability to parody his own music was often extremely subtle, even when there is an almost unbelievable disparity between the two texts, as in BWV 213, no. 9 and BWV 248, no. 4. Simply by altering the scoring and revising the phrasing, Bach (with supreme economy) changed the whole mood. In the Christmas Oratorio (BWV 248) the sweet-sounding oboe d’amore replaces the second violin, and the rough-edged original melody, marked unisono e staccato, with the help of extra slurs and appogiaturas, is turned into a tender, beguiling tune. Fourthly, Bach was an inveterate reviser, and as he rarely had exactly the same group of instruments available, he almost expected to make alterations, and seldom repeated a performance, except on the afternoon of a Festival, as, for example, in a number of late Leipzig cantatas, where an organ obbligato is substituted for an oboe obbligato.


  birthdays to music for the birthday of Christ. In Bach’s eyes, however, this was quite natural, since both represented a celebration of the majesty of God. More questionable still to his critics was Bach’s transfer of ‘secular’ instrumental concerto movements to his church cantatas. In his penetrating analysis of BWV 52 (Music as Preaching – Latimer Studies 13), Robin Leaver advances a convincing theological reason for the inclusion of the opening movement of the first Brandenburg Concerto in this cantata. ‘The Sinfonia progresses light-heartedly along its diatonic way, and the congregation is lulled into a false sense of security; but this security is shattered by the violent dissonance of the soprano recitative: ‘Falsche Welt, dir trau ich nicht’ (False world, I do not trust you).’ This is entirely consistent (suggests Leaver) with the text of the cantata, which reminds believers that the world has its attractions which may deflect from discipleship. Another outstanding example of Bach re-working one of his secular compositions is the opening chorus of the Christmas Cantata 110, Unser Mund sex voll Lachens, where he ‘borrowed’ the French overture from the 4th Orchestral Suite, to fit perfectly the mood of a text; the setting of ‘Lachens’ (laughter) being as inspired an example of word-painting as one could wish for. Bach also frequently inserted significant additional movements, specifically designed for the Leipzig liturgy, when ‘converting’ his Weimar cantatas – a well-known example being BWV 147.


  When we hear Bach’s sublime melodies, such as the oboe obbligato in ‘Jesus bleibet meine Freude’ (Jesu, joy of man’s desiring) from BWV 147 or ‘Schafe können sicher weiden’ (Sheep may safely graze) from BWV 208, we can only marvel at the way in which they fall so naturally into whatever form Bach chooses for them – and beg to differ from the composer’s own modest self-assessment: ’I was obliged to be industrious; whoever is equally industrious will succeed equally well’. Bach regarded music as a craft; which was passed from one generation of his family to the next, and he thought of himself as being part of that tradition. As Robin Leaver has pointed out, our appreciation will no doubt be at many different levels, not least according to how we, as human beings, react to the message which Bach was undoubtedly preaching. We will never be able completely to bridge the gap between our culture and that of Bach (whichever line of performance practice we take), but the best things in the cantatas are unsurpassed in any of his other works, the thrill of discovery making them even more prized than if their beauties were constantly paraded before us. All in all, the most recent scholarship surely affirms (rather than contradicts) the verdict of Alfred Einstein, in A Short History of Music (1936): The art of the Bach Cantata is an exposition of the foundation and principles of Christian faith, and none more searching or more inexorable, deeper or more precise has ever been. The temporal life and the eternal, works and faith, mortality and death, sin and repentance, suffering and salvation – all the emotions and inspirations of the Christian soul exalted this, the greatest of preachers since Luther, not to theological abstractions, but to a passionate presentation by symbolic means of an incomparably vivid musical imagination’.


  I would like to close on a personal note. In 1990, when preparing for a performance of the Johannes-Passion in Westminster Abbey (where I was then Organist and Master of the Choristers), it became clear that we needed an “authentic’ German linguist to help the choristers with their pronunciation. I turned to a member of the teaching staff from neighbouring Westminster School, namely Richard Stokes, and he kindly agreed to join us for some of our early morning practices in the Abbey Song School. It was soon apparent that Richard was not going to be content with merely improving the sound of the boys’ German; he wanted them to understand the force and meaning of the text which Bach had set. To this end he produced his own translation which enabled the boys not only to appreciate the of the German text, but also to sing with greater musical understanding. It was not only the young choristers who benefited from the teaching of ‘Herr Stokes’. Many of our soloists also gready valued the coaching of this outstandingly skilled teacher and born communicator. Now, with the publication of these authoritative and expressive translations, many future performers and listeners will surely be inspired to find that Gemühts-Ergoetzung, that spiritual refreshment, which Bach promised on the title-pages of his Clavir-Übung, and which he unquestionably delivered in his cantatas.


  Martin Neary


  London 1999



			    

   
    GLOSSARY


  Aeolus: god of the wind.


  Alpheus: a river of Peloponessus, that rose in Arcadia.


  Amor: son of Venus, and the god of love.


  Apollo: son of Jupiter and Latona, erroneously referred to as the god of the sun and Wisdom.


  Arcadia: a country at the centre of Peloponnesus, surrounded on all sides by land; the traditional idealized landscape of pastoral poetry.


  Astraea: daughter of Astraeus, king of Arcadia. She lived on earth during the Golden Age, which is sometimes called the Age of Astraea.


  Augustus: his name derives from augeo = increase. Augustus III was King of Poland and, as Friedrich August II, Elector of Saxony. He was the son of August II (‘The Strong’).


  Aurora: a goddess, usually portrayed by poets as the goddess of dawn, who opens with her rosy fingers the gates of the east.


  Bellona: goddess of war.


  Castalides: the Muses. Castalius fons was a fountain of Parnassus, sacred to the Muses; its waters could inspire those who drank of them with the fire of poetry.


  Cocytus: a river in Epirus, called by poets one of the rivers of hell.


  Cospuden: a village near Leipzig.


  Damoetas: a Vergilian shepherd.


  Danube: a river, personification of Austria.


  Diana: daughter of Latona and Jupiter, goddess of the hunt and the moon and chastity.


  Dione: a nymph, she was the daughter of Nereus and Doris, and, according to Homer, the mother of Venus.


  Doris: goddess of the sea, mother of the Nereides and other sea nymphs.


  Echo: a nymph who in Ovid’s Metamorphoses falls in love with Narcissus and repeats his last uttered words.


  Elbe: a river, personification of Saxony.


  Elster: a river, personification of Leipzig.


  Endymion: a shepherd, son of Aethlius and Calyce.


  Fama: personification of fame or rumour.


  Flora: Roman goddess of flowers and gardens. She was said to have married Zephyrus, who bestowed on her the privilege of enjoying eternal youth.


  Ganges: Indian river, mentioned by Vergil as a symbol of remoteness and exoticism.


  Genius: a spirit which, according to the ancients, presided over the birth and death of every being.


  Harmonia: daughter of Mars and Venus, wife of Cadmus who founded Boeotia.


  Helicon: a mountain of Boeotia, home of the Muses; personification of Leipzig.


  Hercules: son of Jupiter and Alcmena, greatest of the Greek heroes who was raised up to Olympus after his death.


  Hyacinthus: son of Amyclas and Diomede, and loved by both Apollo and Zephyrus. Hyacinthus returned Apollo’s love, and Zephyrus was so incensed that he blew the quoit, thrown in a game by Apollo to Hyacinthus, onto the latter’s head; Hyacinthus was killed outright, and Apollo was so distraught that he changed Hyacinthus’s blood into a flower and placed his body among the stars.


  Irene: goddess of peace.


  Janus: the temple of Janus – who had two faces, because he was acquainted with the past and the future – was only shut in times of peace.


  Joseph: Emperor Joseph I (1705–1711), to whom Mühlhausen, as a Freie Reichsstadt, was directly subordinate.


  Knauthein: a small town near Leipzig.


  Linden tree: personification of Leipzig, whose name derives from the Slav lipa.


  Lus: a character in Podicus’s Hercules at the crossroads


  Maecenas: a famous Roman knight, descended from the kings of Etruria, who made himself immortal by his liberal patronage of learned men.


  Malabar: region in Western India.


  Mars: Roman God of war, son of Jupiter and Juno.


  Marsyas: a satyr who was flayed alive because he had dared to challenge Apollo in a music contest, and lost.


  Melpomene: one of the Muses, who presided over tragedy.


  Menalcas: a shepherd in Virgil’s Eclogues.


  Mercury: son of Jupiter and Maia, the daughter of Atlas. Messenger of the gods, patron of travellers and shepherds, god of thieves, pickpockets and merchandise. He was attributed with the invention of the seven-stringed lyre. Tutelary god of Leipzig, the town of trade and banking.


  Midas: king of Phrygia.


  Minerva: goddess of wisdom.


  Momus: personification of censoriousness. He even found fault with Venus, observing that the noise of her feet was too loud, and therefore improper in the goddess of beauty.


  Muses: daughters of Jupiter and Mnemosyne (Memory). They were often thought to be nine in number: Clio, Euterpe, Thalia, Melpomene, Terpsichore, Erato, Polyhymnia, Calliope and Urania.


  Naiades: nymphs who presided over rivers, springs, wells and fountains.


  Neiße: a river, personification of Silesia.


  Pales: Roman goddess of sheepfolds and pastures. Her festivals, called Palilia, were celebrated on the day that Romulus began to lay the foundation of the city of Rome.


  Pallas: daughter of Zeus, goddess of war, wisdom, weaving and chastity.


  Pan: son of Jupiter and Callisto; god of shepherds, huntsmen and countrymen. He worshipped Bacchus, and is therefore associated with reed instruments.


  Philyra: one of the Oceanides; by Saturn she had a son, who was half man and half horse; ashamed at giving birth to such a monster, she pleaded with the gods to change her nature, and was metamorphosed into a linden tree (lat. tilia). Personification of Leipzig, whose name is etymologically derived from the Slav term for Linde.


  Phoebus: name given to Apollo, or the sun (Gk. brightness, splendour).


  Phyllis: daughter of Sithon, she was turned into an almond tree (Gk. Phylla) which only grew leaves when she was embraced by her lover Demophoon.


  Piast: legendary farmer, who founded the first dynasty of Polish kings.


  Pierides: a name given to the muses.


  Pietas: a virtue, denoting the sense of loyalty to gods, country and parents.


  Pindus: a chain of mountains between Thessaly, Macedonia and Epirus, celebrated as being sacred to the Muses and Apollo.


  Pleiße: a river, personification of Leipzig.


  Pomona: a Roman nymph who was supposed to preside over gardens, and was goddess of fruit trees.


  Providentia: providence.


  Salus: goddess of health at Rome.


  Sarmatia: ancient name for area now covered by Poland and Russia.


  Schlendrian: ‘Schlendern’ is ‘to lounge, to saunter’. ‘Schlendrian’ is suggestive of dawdling, routine and the humdrum.


  Sylvia: goddess of woodlands.


  Thyrsis: name of a shepherd in Theocrites.


  Tmolus: a mountain of Lydia, on which the river Pactolus rises; also the name of the judge in the music contest between Phoebus and Pan in Ovid’s Metamorphoses.


  Trajan: Marcus Ulpius Crinitus Traianus, who ruled from 98 to 117, was one of Rome’s ‘good’ emperors.


  Triton: a powerful sea deity who could calm the ocean and storms at will.


  Virtue: a character in Prodicus’s Hercules at the crossroads.


  Vistula: a river, personification of Poland.


  Zephyrus: the west wind.



			    


  DEDICATEES OF BACH’S SECULAR CANTATAS


  THURINGIAN ROYALTY


  Christian, Herzog von Sachsen-Weißenfels (1682–1736)


  [BWV 208, 249a] Loyse Christine, Herzogin von Sachsen-Weißenfels (1675–1738) [BWV 208]


  Ernst August, Herzog von Sachsen-Weimar (1688–1748) [BWV 208]


   ANHALT ROYALTY


  Leopold, Fürst von Anhalt-Köthen (1694–1728) [BWV 173a]


   ELECTORS OF SAXONY


  Christiane Eberhardine, Electress of Saxony and Queen of Poland (1671–1727) [BWV 198]


  Friedrich August II, Elector of Saxony and, as August III, King of Poland (1696–1763) [BWV 206, 207a, 215]


  Maria Josepha, Electress of Saxony and Queen of Poland (1696–1763) [BWV 214]


  Friedrich Christian, Crown Prince of Saxony (1722–1763) [BWV 213]


   MEMBERS OF THE SAXON NOBILITY


  Dieskau, Carl Heinrich von (1706–1782), Prefect of the Leipzig Circle, Inspector of land, liquor and income taxes, ‘Directeur des Plaisirs’ and Lord of the Manor of Klein-Zschocher, near Leipzig. [BWV 212]


  Flemming, Joachim Friedrich Graf von (1665–1740), Governor of Leipzig, [BWV 210a]


  Hennicke, Johann Christian Graf von (1681–1752), Minister of State, Vice-President of the Chamber, Principal of the Chapter of Naumburg and Zeitz, Landowner of Wiederau, near Leipzig. [BWV 30a]


   CITIZENS OF LEIPZIG AND MEMBERS OF LEIPZIG UNIVERSITY


  Gesner, Johann Matthias (1691–1761), Rector of the Thomasschule from 1730–1734. [BWV 36c]


  Kortte, Gottlieb (1698–1731), Professor of Roman Law at Leipzig University. [BWV 207]


  Müller, August Friedrich (1684–1761), University Lecturer in Philosophy and Jurisprudence, Professor at Leipzig University [BWV 205]


  Ponickau, Johann Christoph von (1652–1726), a highly regarded chamberlain and lawyer. Picander wrote a long poem on his death, [BWV 157] which was performed at his funeral.


  Rivinus, Johann Florens (1681–1755), Professor of Jurisprudence and Rector at Leipzig University. [BWV 36b]


  



			    


  THE CANTATAS IN ALPHABETICAL ORDER


  Ach Gott, vom Himmel sieh darein (2), 4


  Ach Gott, wie manches Herzeleid 1 (3), 6


  Ach Gott, wie manches Herzeleid 11 (58), 95


  Ach Herr, mich armen Sünder (135), 217


  Ach wie flüchtig, ach wie nichtig (26), 41


  Ach, ich sehe, itzt, da ich zur Hochzeit gehe (162), 253


  Ach, lieben Christen, seid getrost (114), 182


  Allein zu dir, Herr Jesu Christ (33), 56


  Alles nur nach Gottes Willen (72), 118


  Also hat Gott die Welt geliebt (68), 110


  Am Abend aber desselbigen Sabbats (42), 75


  Amore traditore (203), 317


  Angenehmes Wiederau, freue dich in deinen Auen (30a), 50


  Ärgre dich, o Seele, nicht, 289


  Auf Christi Himmelfahrt allein (128), 204


  Auf, schmetternde Töne der muntern Trompeten (207a), 332


  Aus der Tiefen rufe ich, Herr, zu dir (131), 208


  Aus tiefer Not schrei ich zu dir (38), 69


  Barmherziges Herze der ewigen Liebe (185), 288


  Bekennen will ich seinen Namen (200), 311


  Bereitet die Wege, bereitet die Bahn! (132), 209


  Bisher habt ihr nichts gebeten in meinem Namen (87), 141


  Bleib bei uns, denn es will Abend werden (6), 10


  Brich dem Hungrigen dein Brot (39), 70


  Bringet dem Herrn Ehre seines Namens (148), 234


  Christ lag in Todesbanden (4), 7


  Christ unser Herr zum Jordan kam (7), 11


  Christen, ätzet diesen Tag (63), 102


  Christum wir sollen loben schon (121), 195


  Christus, der ist mein Leben (95), 155


  Das neugeborne Kindelein (122), 196


  Dazu ist erschienen der Sohn Gottes (40), 72


  Dem Gerechten muß das Licht immer wieder aufgehen (195), 303


  Der Friede sei mit dir (158), 248


  Der Herr denket an uns (196), 305


  Der Herr ist mein getreuer Hirt (112), 179


  Der Himmel lacht! die Erde jubilieret (31), 53


  Die Elenden sollen essen (75), 123


  Die Freude reget sich (36b), 64


  Die Himmel erzählen die Ehre Gottes (76), 125


  Die Zeit, die Tag und Jahre macht (134a), 214


  Du Friedefürst, Herr Jesu Christ (116), 185


  Du Hirte Israel, höre (104), 169


  Du sollt Gott, deinen Herren, lieben (77), 128


  Du wahrer Gott und Davids Sohn (23), 37


  Durchlauchtster Leopold (173a), 270


  Ehre sei dir, Gott, gesungen (248v), 368


  Ein feste Burg ist unser Gott (80), 132


  Ein Herz, das seinen Jesum lebend weiß (134), 212


  Ein ungefärbt Gemüte (24), 38


  Entfliehet, verschwindet, entweichet, ihr Sorgen (249a), 374


  Er ruft seinen Schafen mit Namen (175), 273


  Erforsche mich, Gott, und erfahre mein Herz (136), 218


  Erfreuet euch, ihr Herzen (66), 107


  Erfreute Zeit im neuen Bunde (83), 136


  Erhalt uns, Herr, bei deinem Wort (126), 201


  Erhöhtes Fleisch und Blut (173), 269


  Erschallet, ihr Lieder, erklinget, ihr Saiten! (172), 268


  Erwünschtes Freudenlicht (184), 286


  Es erhub sich ein Streit (19), 29


  Es ist das Heil uns kommen her (9), 14


  Es ist dir gesagt, Mensch, was gut ist (45), 80


  Es ist ein trotzig und verzagt Ding (176), 275


  Es ist euch gut, daß ich hingehe (108), 174


  Es ist nichts Gesundes an meinem Leibe (25), 40


  Es reißet euch ein schrecklich Ende (90), 145


  Es wartet alles auf dich (187), 292


  Fallt mit Danken, fallt mit Loben (248iv), 366


  Falsche Welt, dir trau ich nicht! (52), 89


  Freue dich, erlöste Schar (30), 47


  Geist und Seele wird verwirret (35), 61


  Gelobet sei der Herr, mein Gott (129), 205


  Gelobet seist du, Jesu Christ (91), 146


  Geschwinde, ihr wirbelnden Winde (201), 312


  Gleichwie der Regen und Schnee vom Himmel fällt (18), 27


  Gloria in excelsis Deo (191), 297


  Gott der Herr ist Sonn und Schild (79), 131


  Gott fähret auf mit Jauchzen (43), 77


  Gott ist mein König (71), 117


  Gott ist unsre Zuversicht (197), 305


  Gott soil allein mein Herze haben (169), 263


  Gott, man lobet dich in der Stille (120), 191


  Gott, wie dein Name, so ist auch dein Ruhm (171), 266


  Gottes Zeit ist die allerbeste Zeit (106), 171


  Gottlob! nun geht das Jahr zu Ende (28), 44


  Halt im Gedächtnis
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