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About the Jeffrey Thomas Award

In celebration of their first 25 years, and to commemorate ABS 
Artistic & Music Director Jeffrey Thomas’s 25 year tenure of 
inspired leadership, the American Bach Soloists created the 
Jeffrey Thomas Award to honor, recognize, and encourage 
exceptionally gifted emerging professionals in the field of early 
music.

The Jeffrey Thomas Award takes its place within the 
organization’s already robust and long history of rewarding 
young talent. In 1998, the American Bach Soloists established 
their International Young Artists Competition as a way to 
foster emerging musicians who wish to pursue a career in 
early music. In 2006, the competition was named the American 
Bach Soloists & Henry I. Goldberg International Young Artists 
Competition, in memory of Dr. Henry I. Goldberg, who served 
as Board President for the ensemble from 2002 until September 
2005. In addition, the First Prize was named in honor of the 
inestimable legacy of Laurette Goldberg, a leading force in the 
Bay Area’s early music community for many years. To ensure 
the broadest scope in this endeavor, from year to year the 

competitions focused on different instruments, attracting 
musicians from around the globe. The first competition, in 1998, 
was for harpsichord. In subsequent years, violin, flute, oboe, and 
vocalists took the spotlight. In 2010, competition award funds 
were offered as a Goldberg Prize to three promising participants 
of the American Bach Soloists ACADEMY, an advanced training 
program for emerging professionals and accomplished students 
of Historically Informed Performance Practice. In 2011, the 
Competition and special prizes were suspended in favor of 
funding scholarships for the Academy.

Inaugurated in 2013, The Jeffrey Thomas Award is granted 
annually at the Artistic Director’s discretion to emerging 
professionals who show exceptional promise and 
accomplishment in the field of early music performance. In 
tandem with a cash prize, recipients are invited to perform with 
American Bach Soloists.

RECIPIENTS
2014 Guy Cutting, tenor
2015 Gretchen Claassen, violoncello
2016 Tatiana Chulochnikova, violin
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By the time Johann Sebastian Bach arrived to begin his 
new post as Thomaskantor (Cantor at St. Thomas), he was 

recognized throughout Germany, and very likely beyond, as an 
extraordinarily accomplished musician, both as composer and 
as organist. The position brought head-spinning responsibilities. 
The official title was Cantor et Director Musices, implying not one 
but two sets of obligations to the four Lutheran churches in 
Leipzig and to the city’s town council, with further, although less 
demanding, occasional responsibilities to the University there. 
Each of Bach’s prior appointments provided different challenges 
and opportunities according to the employer. For example, Bach’s 
first positions as organist allowed him freedom to explore and 
expand his talents as a composer of cantatas and works for organ. 
Subsequent appointments would present the need for at least 
monthly composition of cantatas (Weimar), or substantial amounts 
of orchestral and chamber music (Cöthen), but none allowed him 
to begin what he had his heart set on accomplishing during his 
career: five sets or cycles of music for every Sunday and Feast Day 
within the church year for which music was required. Nevertheless, 
with that goal in mind, he honed his craft by at first experimenting 
with various formats of cantata structures and later developing 
a modus operandi by which he would ultimately compose some 
300 church cantatas (according to the obituary written by his 
sons) of which 200 or so (3 years worth) have survived. 

In some cases, actually quite numerous, secular cantatas composed 
to honor a patron, royalty, or some other important figure would 
be recycled into sacred cantatas, simply by switching out the text 
from a celebratory ode to a poetic transcription of scriptures or 
a verse from a chorale. One of the most blatant examples of this 
is the cantata Tönet, ihr Pauken! Erschallet, Trompeten! (Resound, 
ye drums! Ring out, ye trumpets!) which was composed to honor 
the birthday of Maria Josepha, Queen of Poland and Electress of 
Saxony, and performed on 7 December 1733. Full of stunningly 
beautiful music, Bach changed the text and presented it one 
year later on Christmas Day as Jauchzet, frohlocket! auf, preiset 
die Tage, the opening cantata of the “Christmas Oratorio.” Even 
time spent composing instrumental and orchestral concertos 
would prove to be efficacious in producing the later cantatas. 
Many choral movements from cantatas had their origin as purely 
orchestral works, with texts (and some other modifications) 
being added later to transform their usefulness into something 
much more broad and indeed appropriate for sacred cantatas. 

Despite all of this preparation as a composer, Bach was 
thoroughly unprepared for the almost impossible load of 
responsibilities heaped upon him by the various facets of 
his new employment in Leipzig. Composing and producing 
music for four churches was a big enough job that entailed 
peripheral yet time-consuming tasks such as copying music, 
tuning instruments, and organizing rehearsals and musicians. 
There were three choirs at the St. Thomas School, each of varying 
degrees of skill. He had to train all of them and, additionally, he 
had to teach music courses and general subjects. Recruitment 
and the admission process for new students was also the 
responsibility of the cantor. The schedule was further burdened 
by the necessity to provide music for weddings and funerals. 

Nevertheless, Bach would have been pleased to take on what 
was certainly one of the most highly coveted and esteemed 
musical posts in all of Lutheran Germany. When the position 

became open, the town council first approached two other 
composers, Georg Philipp Telemann and Christoph Graupner, 
both of whom declined. Bach, their third choice, knew that 
Leipzig had fine musicians, including many from the University. 
The Thomasschule was highly regarded as was its choir, the 
Thomanerchor, founded centuries before in 1212. Accordingly, 
Bach’s expectations were high, and so they should have been. 
But within even his first year there (1723-24), Bach discovered 
that the legacy of functional skill of the choir, having deteriorated 
a bit during his predecessor’s final years, was far from ideal and, 
probably in Bach’s mind, rather deplorable. In fact, the impressive 
array of difficult works that he presented during his inaugural year 
brought only dissatisfaction to the ambitious composer, resulting in 
what can be aptly described as a “dumbing down” of future works 
for the boy sopranos from the choir, especially for the next year 
or two while he fought hard to bring their abilities up to snuff.

Those first twelve months, however, brought performances of 
some stunning (and stunningly difficult) works including the 
Magnificat, the great Sanctus in D Major (which would become 
a part of the Mass in B Minor), the St. John Passion, and the two 
cantatas presented on this program. The vocal challenges of those 
compositions, distributed equally among all four ensemble vocal 
parts, would not be equaled for at least a few years to come.

One of the most central concepts lying behind the religion, 
culture, and society of Bach’s time was the belief in a cosmic order 
which is immediately accessible through mankind’s intellect and 
perceptions. Just as Bach based his compositional style on a musical 
language which he regarded as rooted in necessary proportions 
and eternal affects, so did Lutheran orthodoxy advocate the 
ordering of religious life, such as is manifest in the calendar for 
the liturgical year. Specific readings were set for each Sunday 
and Feast Day; the chorales—or Lutheran hymns—paraphrasing 
Biblical texts and elements of dogma, were also designed for 
specific occasions. Furthermore, the “figural” part of the music 
liturgy—the cantata (more often termed “concerto” in Bach’s 
time)—was tailored to the readings and topics of the church year. 

Wachet! betet! betet! wachet!, cantata (BWV) 70, was first 
performed in its present form as part of the first cycle of cantatas 
on 21 November 1723. The music, with the exception of the 
recitatives and the first chorale, was composed as a cantata 
for the Weimar court chapel (6 December 1716), but since this 
Sunday (the second of Advent) required no music in Leipzig, Bach 
adapted it for the 26th Sunday after Trinity (Gospel: Matthew 
25, vv. 31-46). In its expanded form, this cantata becomes a two-

Program Notes

St. Thomas Church with the school in the distance
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Program Notes

part work, typical in the first cycle: The first and longer part was 
performed between Gospel and sermon, the second during 
the communion. The general theme of Judgment Day and the 
dividing of the righteous from the sinners is vividly portrayed 
in the music throughout, particularly in the recitatives. 

The opening chorus (its rhetoric not unlike that opening the St. John 
Passion) is a forceful exordium to prepare for the final day. Even 
the heralding of the trumpet in the opening bars is on the brink of 
sounding like a harrowing admonition: loosely translated, “Wake up 
and pray; get ready for the end of the world!” The idea of “no rest 
for the wicked” (presented in the Book of Isaiah) gets musical play 
by the harshness of the ensuing movement, “Be afraid, obdurate 
sinners! A day dawns, from which no one can hide.” But in its middle 
section we hear the first sounds of comfort, brief as they may be 
before one final warning. The discourse on damnation and salvation 
works itself out in the next movements bringing the first half of the 
cantata to a comforting conclusion. The second part opens with a 
confident and welcome aria about the righteous ones flourishing 
in Eden. It is very nearly a gavotte, and its obvious derivation from 
dance helps paint the picture of elegant redemption. But once 
again the bass singer and trumpet pair up to remind us, in our 

forgetfulness, that not all is certain, just yet. The articulate Australian 
music historian, Julian Mincham, describes the need for this 
return to unpleasantness: “Constant reminders of the cataclysmic 
consequences of personal and global ruin are very much a part 
of the tradition and practice of 18th-century Lutheranism, some 
advocates of which seemed to have little faith in the ability of 
their devotees to retain a thought for any length of time.” 

In the last true recitative of the cantata, Bach uses a technique he 
cultivated whereby, in this case, a chorale melody associated with a 
text about the end of time is played, without text, by the trumpet: 
a stern and haunting commentary on the more immediate imagery 
in the vocal part of the recitative. But, of course, all turns out well 
in the end. In a lovely final aria— a particularly effective portrayal 
of the two sides to Judgment Day: peace and refreshment to the 
chosen, but destruction to the material world and heavens—the 
bass singer happily contemplates days in heaven, interrupted by yet 
another musical earthquake which subsides into the final chorale. It 
is no easy task to find a more operatically effective cantata among 
Bach’s works. Indeed, were it an opera (and a few hours longer), 
it would provide ample opportunity for some rather spectacular 
stage machinery, along the lines of the end of Samson & Delilah.

The legendary “Toccata and Fugue in D Minor” has been extolled, 
decried, celebrated, and denounced equally by passionate 
performers and historians. Most musicologists firmly believe 
that evidence clearly points to the determination that it was 
not composed by Bach, but Christoph Wolff, the world’s most 
respected Bach scholar, claims that its compositional deficiencies 
are merely the imaginative workings of a young and adventurous 
Johann Sebastian. In fact, the issues that challenge the work’s 
full acceptance as an organ piece by Bach vanish when it is 
considered to be a bravura tour-de-force for solo violin. Bearing 
easy-to-recognize similarities to other sonatas and partitas for solo 
violin, suddenly the awkwardness of some sections in the organ 
version (or transcription?) becomes absolutely idiosyncratic to 
the violin. Long pedal tones become fundamental drones; quick 
repetitions of one note take on a naturalness of technique. After 
all, a common practice among composers was the transcription 
of music for violin to the keyboard. Bach was known to do this 
with surprising regularity, and were it not for the grandiose 
arrangement of the Toccata & Fugue by Leopold Stokowski (as 

heard in Disney’s 1940 animated classic, Fantasia) we might be 
much more easily convinced that in the hands of a virtuoso violinist 
the work and its complexities take on perhaps the brightest sheen.

•

Between the years of 1717 and 1723, Bach composed orchestral 
and chamber music for Prince Leopold of Anhalt-Cöthen. The young 
prince was an accomplished amateur musician who played 
keyboard instruments, the violin, the viola da gamba, and sang with 
a good baritone voice. Since Cöthen was a Calvinist principality 
with no tolerance for elaborate church music, Bach’s desire to write 
“well-regulated church music” (Bach’s own term) had to be put 
on hold until he would take up his post in Leipzig. For the time 
being, however, the excellent court orchestra of about eighteen 
players was probably an inspiration to Bach. The prince went to 
considerable expense to assemble not only the best players in the 
land, but also to acquire the best instruments. These years were 
among the happiest of Bach’s life. Life at this particular court had 
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other merits, too. Bach would accompany the young prince (and the 
court musicians) on their sojourns to the spas at Carlsbad. During 
one of those, however, which lasted six months, both Bach’s first 
wife Maria Barbara and his ten-month old son Leopold Augustus 
died. Bach learned of this only upon his return to Cöthen. He was 
devastated, of course, and suffered a temporary loss of productivity. 
However, left with four young children, a year later he married Anna 
Magdalena Wilken, with whom he produced thirteen more children.

At Cöthen, Bach composed (or at least put into final form) two 
of the Orchestral Suites, the Brandenburg Concertos, the violin 
concertos, the sonatas and partitas for solo violin, and the solo 
‘cello suites. All of these are considered to be supreme 18th-century 
masterpieces of their genres. The concertos, especially, mark Bach’s 
fascination with, and supreme mastery of the Italian concerto 
grosso style, which is marked by the interactions of soloist(s) and 
ripienists (the non-soloist members of the orchestra), who play 
alternatively or together (called tutti). The term “concerto” was 
rather widely used in Bach’s day; he employed it most frequently 
on the title pages to many of the works we now call “cantatas,” as 
a way of denoting those sacred works in which instruments and 
voices participated (“concerted”) together.  Bach’s earliest essays in 
the genre that we now term “concerto” (i.e.  pieces in which one or 
several instruments are profiled against a body of accompanying 
strings) were, in fact, transcriptions for solo harpsichord and 
organ of modern Italian violin concertos.  Thus he cut his teeth 
in concerto composition by copying and adapting the works of 
others (primarily Vivaldi) to the medium with which he was most 
familiar, the keyboard.  Ironically, this process removed perhaps the 
most characteristic feature of the genre—the contrast between 
various instrumental sonorities—yet it enabled him to experience 
many of the compositional devices involved, most particularly 
the ritornello form.  This latter proved one of the most enduring 
strategies Bach was to employ throughout his subsequent career 
as a composer: it involved writing a clearly-recognizable block of 
music, played by all the instruments to open the piece; this could 
then be used, entirely or in part, to mark out the major key areas 
later on in the piece, bringing the soloists back “to order” as it were, 
and, finally, providing the conclusion for the piece as a whole.

This process is most easily recognized in the opening movement 
of the Concerto for Violin in E Major, BWV 1042, a work that Bach 
most probably composed during his years as court Kapellmeister at 
Cöthen (1717-23).  Here the opening triad is particularly memorable 
and, indeed, when the solo violin plays independent material, 
fragments of this ritornello continually interrupt, as if to reaffirm 
its dominance.  It is tempting to see Bach’s approach to ritornello 
writing as an allegory of his position in court life: the individual’s 
expression must be articulated entirely within the hierarchy of 
the princedom, and only once this relationship has been fully 
established can the soloist be accorded more freedom as the 
piece unfolds.  Not only is the ritornello repeated at the end, but, 
in fact, the entire first section: thus the thematic independence 
of the violin is checked by a return to the initial order, or, rather, 
it is framed and supported by the two outer pillars of courtly 
society.  In the central movement the violin commands the 
stage with its long, lyrical lines expressing anything but an outer, 
objective, courtly order.  Nevertheless, the whole is supported 
by an ostinato bass pattern, which preserves the same motivic 
content throughout virtually every measure of the piece.  Thus the 
most heartfelt expression is heard only against an unobtrusive, 

but entirely necessary bass line, again representing the individual 
within the context of an indispensable background order.  Exactly 
the same sort of relationships are evident in the final movement, 
a joyous dance (rondo) in which the opening theme returns, 
with almost mechanical regularity, in the tonic of E Major.

•

Herz und Mund und Tat und Leben, cantata (BWV) 147, was 
performed during Bach’s first year in Leipzig on 2 July 1723, and 
is therefore also a member of the first cantata cycle, although 
it is a reworking of a Weimar composition (20 December 1716).  
Its two sections are linked by the identical famous setting of the 
closing chorale.  Despite its disparate origins, every component 
of the extended cantata is of the highest quality both in terms 
of its structure and the portrayal of the appropriate affect.  The 
text of the opening movement (proclaiming that every element 
of one’s being must bear witness to Christ) is reflected in the 
richness of the instrumentation and the thoroughness of the 
writing.  A comparatively small repertory of motive, rhythms and 
compositional devices is developed to its fullest extent.  The closing 
chorale setting shows similar integration:  the compelling ritornello 
is derived from the melodic outline of the chorale.  Variety of 
expression is clearly evident in the three recitatives, each for a 
different voice and each with a different instrumentation and 
style of accompaniment.  The arias range from the luscious 
“Schäme dich, o Seele, nicht” to the festive “Ich will von Jesu 
Wundern singen”, which recalls the spirit of the opening chorus 
and reflects the “holy fire” of Christ’s strengthening mortal flesh.

© Jeffrey Thomas & John Butt

Program Notes
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Texts & Translations

BWV 70   Wachet! betet! betet! wachet!
Scoring Soli: S A T B, Chorus: S A T B, Trumpet, Oboe, Violin I/II, Viola, Continuo (Violoncello, Violone, Bassoon, Organ)

First Performance 21 November 1723

Text Salomo Franck 1717 (mov’ts. 1,3,5,8,10); “Freu dich sehr, o meine Seele,” last verse: Freiburg 1620 (mov’t. 7); “Es ist gewisslich an der Zeit,” 
verse 1: Barthold Ringwald 1582 (mov’t. 9); “Meinen Jesum laß ich nicht,” verse 5: Christian Keymann 1658 (mov’t. 11)

Occasion Twenty-sixth Sunday after Trinity

PART ONE

1. Chorus 
Trumpet, Oboe, 
Violin I/II, Viola, 
Continuo

  Wachet! betet! betet! wachet!
Seid bereit
Allezeit,
Bis der Herr der Herrlichkeit
Dieser Welt ein Ende machet.

Watch! pray! pray! watch!
Be ready
all the time,
until the Lord of glory
brings this world to an end.

2. Bass Recitative 
Trumpet, Oboe, 
Violin I/II, Viola, 
Continuo

  Erschrecket, ihr verstockten Sünder!
Ein Tag bricht an,
Vor dem sich niemand bergen kann:
Er eilt mit dir zum strengen Rechte,
O! sündliches Geschlechte,
Zum ewgen Herzeleide.
Doch euch, erwählte Gotteskinder,
Ist er ein Anfang wahrer Freude.
Der Heiland holet euch, wenn alles fällt und bricht,
Vor sein erhöhtes Angesicht;
Drum zaget nicht!

Be afraid, obdurate sinners!
A day dawns,
from which no one can hide:
it rushes upon you with stern judgment,
O! sinful race,
to your eternal sorrow.
Yet for you, chosen children of God,
it is the beginning of true joy.
The Savior gathers you, when everything falls and breaks,
before his exalted countenance;
therefore do not despair!

3. Alto Aria 
Continuo

  Wenn kömmt der Tag, an dem wir ziehen
Aus dem Ägypten dieser Welt?
Ach! laßt uns bald aus Sodom fliehen,
Eh uns das Feuer überfällt!
Wacht, Seelen, auf von Sicherheit
Und glaubt, es ist die letzte Zeit!

When will the day come, on which we shall depart
out of the Egypt of this world?
Ah! let us soon flee out of Sodom,
before the fire falls on us!
Watch, souls, get up from your complacency
and believe, it is the end of time!

4. Tenor 
Recitative 
Continuo

  Auch bei dem himmlischen Verlangen
Hält unser Leib den Geist gefangen;
Es legt die Welt durch ihre Tücke
Den Frommen Netz und Stricke.
Der Geist ist willig, doch das Fleisch ist schwach;
Dies preßt uns aus ein jammervolles Ach!

Even in heavenly longing
our bodies hold our spirits prisoner;
the world through its deceit
lays traps and snares for the righteous.
The spirit is willing, yet the flesh is weak;
this wrenches from us a sorrowful “Alas!”

5. Soprano Aria 
Violin I/II, Viola, 
Continuo

  Laßt der Spötter Zungen schmähen,
Es wird doch und muß geschehen,
Daß wir Jesum werden sehen
Auf den Wolken, in den Höhen.
Welt und Himmel mag vergehen,
Christi Wort muß fest bestehen.
Laßt der Spötter Zungen schmähen;
Es wird doch und muß geschehen!

Let the tongues of the mockers scorn,
yet it will and must occur,
that we shall behold Jesus
upon the clouds, in the heights.
World and heaven may pass away,
Christ’s word must remain firm.
Let the tongues of the mockers scorn;
yet it will and must occur!

6. Tenor 
Recitative 
Continuo

  Jedoch bei dem unartigen Geschlechte
Denkt Gott an seine Knechte,
Daß diese böse Art
Sie ferner nicht verletzet,
Indem er sie in seiner Hand bewahrt
Und in ein himmlisch Eden setzet.

However among the uncouth masses
God considers his servants,
so that this evil way
will no longer injure them,
as long as he keeps them in his hands
and places them in a heavenly Eden.
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7. Chorale 
Trumpet, Oboe, 
Violin I/II, Viola, 
Continuo

  Freu dich sehr, o meine Seele,
Und vergiß all Not und Qual,
Weil dich nun Christus, dein Herre,
Ruft aus diesem Jammertal!
Seine Freud und Herrlichkeit
Sollt du sehn in Ewigkeit,
Mit den Engeln jubilieren,
In Ewigkeit triumphieren.

Rejoice greatly, o my soul,
and forget all stress and anguish,
since now Christ, your Lord,
calls you out of this valley of sorrow!
His joy and glory
you shall behold in eternity,
to celebrate with the angels,
and triumph in eternity.

PART TWO

8. Tenor Aria 
Oboe, Violin I/II, 
Viola, Continuo

  Hebt euer Haupt empor
Und seid getrost, ihr Frommen,
Zu eurer Seelen Flor!
Ihr sollt in Eden grünen,
Gott ewiglich zu dienen.

Lift up your heads
and be comforted, o righteous ones,
even to the bloom of your souls!
You shall flourish in Eden,
serving God eternally.

9. Bass Recitative 
& Instrumental 
Chorale 
Trumpet, Violin I/II, 
Viola, Continuo

  Ach, soll nicht dieser große Tag,
Der Welt Verfall
Und der Posaunen Schall,
Der unerhörte letzte Schlag,
Des Richters ausgesprochne Worte,
Des Höllenrachens offne Pforte
In meinem Sinn
Viel Zweifel, Furcht und Schrecken,
Der ich ein Kind der Sünden bin, Erwecken?
Jedoch, es gehet meiner Seelen
Ein Freudenschein, ein Licht des Trostes auf.
Der Heiland kann sein Herze nicht verhehlen,
So vor Erbarmen bricht,
Sein Gnadenarm verläßt mich nicht.
Wohlan, so ende ich mit Freuden meinen Lauf.

(Instrumental Chorale:
Es ist gewisslich an der Zeit,
daß Gottes Sohn wird kommen
[in seiner großen Herrlichkeit,
zu richten Bös’ und Frommen.]
Dann wird das Lachen werden teur,
Wann Alles soll vergehn im Feu’r,
Wie Petrus davon zeuget.)

Ah, shall not this great day,
the collapse of the world
and the ring of the trumpet,
the unheard-of last stroke,
the Judge’s proclaimed words,
the open gates of Hell’s wrath,
awaken in my mind
much doubt, fear, and terror,
since I am a child of sin?
However, to my soul comes
a ray of happiness, a light of comfort.
The Savior cannot conceal his heart
which breaks with mercy,
his gracious arm will not abandon me.
Therefore I will end my course with joy.

(Instrumental Chorale:
Indeed the time is here
when God’s Son will come
[in his great glory
to judge the wicked and the righteous.]
Then laughter will be rare,
when everything goes up in flames,
as Peter bore witness.)

10. Bass Aria 
Trumpet, Violin I/II, 
Viola, Continuo

Seligster Erquikkungstag,
Führe mich zu deinen Zimmern!
Schalle, knalle, letzter Schlag,
Welt und Himmel, geht zu Trümmern!
Jesus führet mich zur Stille,
An den Ort, da Lust die Fülle.

Blessed day of revival,
lead me to your halls!
Resound, peal, last stroke,
world and heaven, fall in ruins!
Jesus leads me to quiet,
to the place where pleasure is complete.

11. Chorale 
Trumpet, Oboe, 
Violin I/II, Viola, 
Continuo

Nicht nach Welt, nach Himmel nicht
Meine Seele wünscht und sehnet,
Jesum wünsch ich und sein Licht,
Der mich hat mit Gott versöhnet,
Der mich freiet vom Gericht,
Meinen Jesum laß ich nicht.

Not for the world, nor for heaven
does my soul long and yearn,
I desire Jesus and his light,
Who has with God forgiven me,
Who frees me from judgment,
I will not abandon my Jesus.

English translation © Pamela Dellal
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BWV 147   Herz und Mund und Tat und Leben
Scoring Soli: S A T B, Chorus: S A T B, Trumpet, Oboe I/II, Oboe d’amore, Oboe da caccia I/II, Bassoon, Violin I/II, Viola, Continuo (Violoncello, 

Violone, Organ)

First Performance 2 July 1723

Text “Jesu, meiner Seelen Wonne,” Martin Jahn 1661 (verses 6 and 16, mov’ts. 6 and 10)

Occasion Visitation of Mary

PART ONE

1. Chorus 
Trumpet, Bassoon, 
Oboe I/II, Violin I/II, 
Viola, Continuo

  Herz und Mund und Tat und Leben
Muß von Christo Zeugnis geben
Ohne Furcht und Heuchelei,
Daß er Gott und Heiland sei.

Heart and mouth and deed and life
must give testimony of Christ
without fear or hypocrisy,
that he is God and Savior.

2. Tenor 
Recitative 
Violin I/II, Viola, 
Continuo

  Gebenedeiter Mund!
Maria macht ihr Innerstes der Seelen
Durch Dank und Rühmen kund;
Sie fänget bei sich an,
Des Heilands Wunder zu erzählen,
Was er an ihr als seiner Magd getan.
O menschliches Geschlecht,
Des Satans und der Sünden Knecht,
Du bist befreit
Durch Christi tröstendes Erscheinen
Von dieser Last und Dienstbarkeit!
Jedoch dein Mund und dein verstockt Gemüte
Verwschweigt, verleugnet solche Güte;
Doch wisse, daß dich nach der Schrift
Ein allzuscharfes Urteil trifft!

Blessed mouth!
Mary makes the inmost part of her soul
known through thanks and praise;
she begins to narrate to herself
the miracle of the Savior,
which he has worked in her as his handmaiden.
O human race,
slave to Satan and to sin,
you are freed
through Christ’s reassuring appearance
from this burden and servitude!
However your mouth and your stubborn spirit
supresses, denies such goodness;
yet know, that according to the scripture,
an all-too-harsh judgment will be yours!

3. Alto Aria 
Oboe d’amore, 
Continuo

  Schäme dich, o Seele nicht,
Deinen Heiland zu bekennen,
Soll er dich die seine nennen
Vor des Vaters Angesicht!
Doch wer ihn auf dieser Erden
Zu verleugnen sich nicht scheut,
Soll von ihm verleugnet werden,
Wenn er kommt zur Herrlichkeit.

Do not be ashamed, o soul,
to acknowledge your Savior,
so shall he name his own
before his Father’s face!
Yet whoever, on this earth,
is not shy to deny him,
shall be denied by him
when he approaches glory.

4. Bass Recitative 
Continuo

  Verstockung kann Gewaltige verblenden,
Bis sie des Höchsten Arm vom Stuhle stößt;
Doch dieser Arm erhebt,
Obschon vor ihm der Erde Kreis erbebt,
Hingegen die Elenden,
So er erlöst.
O hochbeglückte Christen,
Auf, machet euch bereit,
Itzt ist die angenehme Zeit,
Itzt ist der Tag des Heils: der Heiland heißt
Euch Leib und Geist
Mit Glaubensgaben rüsten,
Auf, ruft zu ihm in brünstigem Verlangen,
Um ihn im Glauben zu empfangen!

Astonishment might dazzle the mighty, until the arm of 
the Highest throws them down from their thrones;
yet this arm uplifts,
although the orb of the earth trembles before it,
the wretched, on the other hand, 
which he has redeemed.
O most delighted Christians,
arise, make yourselves ready,
now the pleasant time is here,
now is the day of salvation: the Savior calls
you to arm body and soul
with the gifts of faith,
arise, call to him in fervent longing,
in order to embrace him in faith!

5. Soprano Aria 
Violin solo, 
Continuo

  Bereite dir, Jesu, noch itzo die Bahn,
Mein Heiland, erwähle
Die gläubende Seele
Und siehe mit Augen der Gnade mich an!

Prepare, Jesus, even now the path for yourself,
my Savior, select
the faithful souls
and look upon me with eyes of mercy!
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6. Chorale 
Trumpet, Oboe I/
II, Violin I/II, Viola, 
Continuo

  Wohl mir, daß ich Jesum habe,
O wie feste halt ich ihn,
Daß er mir mein Herze labe,
Wenn ich krank und traurig bin.
Jesum hab ich, der mich liebet
Und sich mir zu eigen gibet;
Ach drum laß ich Jesum nicht,
Wenn mir gleich mein Herze bricht.

Happy I, who has Jesus,
o how tightly I cling to him,
so that he delights my heart
when I am sick and sad.
I have Jesus, who loves me
and gives himself to me as my own;
ah, therefore I will not let go of Jesus,
even if my heart is breaking.

PART TWO

7. Tenor Aria 
Continuo

  Hilf, Jesu, hilf, daß ich auch dich bekenne
In Wohl und Weh, in Freud und Leid,
Daß ich dich meinen Heiland nenne
Im Glauben und Gelassenheit,
Daß stets mein Herz von deiner Liebe brenne.

Help, Jesus, help that I may also acknowledge you
in prosperity and in woe, in joy and in sorrow,
so that I may call you my Savior
in faith and calmness,
that my heart may always burn with your love.

8. Alto Recitative 
Oboe da caccia I/II, 
Continuo

  Der höchsten Allmacht Wunderhand
Wirkt im Verborgenen der Erden.
Johannes muß mit Geist erfüllet werden,
Ihn zieht der Liebe Band
Bereits in seiner Mutter Leibe,
Daß er den Heiland kennt,
Ob er ihn gleich noch nicht
Mit seinem Mund nennt,
Er wird bewegt, er hüpft und springet,
Indem Elisabeth das Wunderwerk ausspricht,
Indem Mariae Mund der Lippen Opfer bringet.
Wenn ihr, o Gläubige, des Fleisches Schwachheit merkt,
Wenn euer Herz in Liebe brennet,
Und doch der Mund den Heiland nicht bekennet,
Gott ist es, der euch kräftig stärkt,
Er will in euch des Geistes Kraft erregen,
Ja Dank und Preis auf eure Zunge legen.

The wondrous hand of the exalted Almighty
is active in the mysteries of the earth.
John must have been filled with the Spirit,
the bond of love drew him
already in his mother’s body,
so that he knew the Savior,
even though he could not yet
name him with his mouth,
he became lively, he leapt and stirred,
while Elizabeth expressed the miracle,
while Mary’s mouth made her lip’s offering.
If you, o believers, note the weakness of the flesh,
if your hearts burn in love,
and yet your mouths do not acknowledge the Savior,
then it is God who will powerfully strengthen you,
he will stir up the power of the spirit in you,
indeed lay thanks and praise upon your tongues.

9. Bass Aria 
Trumpet, Oboe I/
II, Violin I/II, Viola, 
Continuo

  Ich will von Jesu Wundern singen
Und ihm der Lippen Opfer bringen,
Er wird nach seiner Liebe Bund
Das schwache Fleisch, den irdschen Mund
Durch heilges Feuer kräftig zwingen.

I will sing of Jesus’ wonders
and bring my lip’s offering to him,
he will compel weak flesh, the earthly mouth
powerfully, through the holy fire,
towards the bond of his love.

10. Chorale 
Trumpet, Oboe I/
II, Violin I/II, Viola, 
Continuo

Jesus bleibet meine Freude,
Meines Herzens Trost und Saft,
Jesus wehret allem Leide,
Er ist meines Lebens Kraft,
Meiner Augen Lust und Sonne,
Meiner Seele Schatz und Wonne;
Darum laß ich Jesum nicht
Aus dem Herzen und Gesicht.

Jesus shall remain my joy,
my heart’s comfort and sap,
Jesus shall fend off all sorrow,
he is the strength of my life,
the delight and sun of my eyes,
the treasure and wonder of my soul;
therefore I will not let Jesus go
out of my heart and sight.

English translation © Pamela Dellal


