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The Prairie Lakes Regional Arts Council 
 
 

       
 
 

This activity is made possible by the voters of Minnesota through a grant from the Prairie Lakes Regional Arts 
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Lively Entertainments 
 

La Grande Bande 
Michael Thomas Asmus, conductor & continuo 

 

 Friday 6 March 2020 | 7:00 PM 
Sibley East Auditorium 

Arlington, MN 

 
Program 

 
Orchestral Suite No. 1 in C, BWV 1066 (c. 1723?) Johann Sebastian Bach (1685–1750) 

I. Ouvertüre 
II. Courante 
III. Gavotte I—Gavotte II 
IV. Forlane 
V. Menuet I—Menuet II 
VI. Bourrée I—Bourrée II 
VII. Passepied I—Passepied II 

 
 

15-Minute Intermission 
 
 

Sinfonia in B-flat, HWV 347 (c. 1745) George Frideric Handel (1685–1759) 
I. Pomposo 
II. Air lentement 
III. Air: A tempo ordinario 

 
 
La terra è liberata (Apollo e Dafne), HWV 122 (1710) Handel 

 
Catherine Sandstedt, soprano (Dafne) 

Justin Anthony Spenner, baritone (Apollo) 
 
 

 
English translations of the cantatas will be projected this evening.  
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Program Notes 

 

With no televisions, movie studios, Netflix, or 
video games, entertainment options for eighteenth-
century Europeans was much more limited than 
our options today. Evening strolls, playing card 
games, spending time at pubs, attending fairs, and 
more were available options to those from every 
social class. Large-scale theatrical entertainments, 
like those at an opera house, were also an option 
for some of lower social status.  
 The general public encountered music almost 
everywhere they went. From street peddlers 
hocking their wares with distinctive songs to 
roving troupes of musicians offering pop-up 
entertainment as they traversed the continent, 
seventeenth- and eighteenth-century Europe was a 
noisy place. (They even had rowdy neighbors.) 
 In London, open rehearsals for many of 
Handel’s famed compositions—Music for the 
Royal Fireworks, the Coronation Anthems, and 
more—were attended by tens of thousands of 
Londoners. The nominal ticket fees charged for 
admission were often used to help fund the 
musicmaking or given to local charities.   
 In cities like Leipzig, Bach’s Collegium Musicum, 
which you encountered at our performance in 
November, offered a potpourri of instrumental 
and vocal music to the middle- and upper-classes 
of the city.   
 For the ruling classes, and for independent 
municipalities, budgets often included funds for 
musical entertainments. Louis XIV’s court musical 
establishment was the envy of all of Europe, and 
many of the continent’s leaders attempted to 
emulate the Sun King.  
  Many Cardinals in Rome, Dukes and Electors 
in German lands, and Lords and Ladies in England 
boasted some of the Baroque period’s preeminent 
composers: Louis XIV had Lully; Rome had 

Corelli and Carissimi; England had Purcell and 
Handel; even Bach was a court composer several 
times throughout his life.  
 The power of the royal courts could be shown 
by who was employed there—the more 
prestigious the court, the more prestigious the 
musicians. Diplomatic envoys were often treated 
to the greatest entertainments a court had to offer. 
And, not surprisingly, the more lavish the 
entertainments were, the more powerful the court 
was.   
 Tonight’s program features three pieces which 
were composed with specific entertainment 
settings in mind: lavish royal courts and public 
coffee houses. 
  
 

Johann Sebastian Bach 
Although much of Bach’s music was written for 
use during the three-hour long church services of 
his day, his entire compositional output was not 
confined to the Church. Several of his posts, 
including the one at Köthen¸ did not require him 
to write church music. At Köthen, Bach could 
focus his time on secular works like harpsichord 
suites, violin concerti, and orchestral music.  
 
Orchestral Suite   
As you’ve encountered in our most recent 
concert, while he was at Leipzig, Bach was again 
able to devote some time to secular works. The 
orchestral suite is undoubtably from this period 
and was almost assuredly presented during one his 
many Collegium Musicum concerts given at Café 
Zimmermann.  
 In Bach’s mid-teens, well before the 1723 
premier of the Orchestral Suite, seeds for the suite 
were planted on a visit to the court at Celle. 
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There, and in the years to come, Bach was exposed 
to the French style, made vogue by Jean-Baptiste 
Lully and Louis XIV and exported by the many 
French emigres found throughout Europe.  
 France not only exported musicians, but crucial 
parts of its courtly culture as well. And, even 
when the power behind the French court pressed 
German states into war, the Germans still utilized 
French courtly dancing as entertainment and as a 
social activity.  
 The dance suite genre, of which this piece 
belongs, consists of a set of three or four standard 
dances with several options for additional dances. 
Bach’s Orchestral Suite is a relatively standard 
version of the genre. Although it was likely not 
used for dancing per se, the original audiences 
would have been able to recognize each of the six 
dances that Bach included.   
 Dancing was an important cultural characteristic 
for Baroque aristocrats and for those experiencing 
upward mobility. Dance not only showed one’s 
station in life, but it was also a true socialization 
experience for Bach and his fellow Europeans. 
Think of it like this: skills on the dance floor for 
seventeenth- and eighteenth-century Europeans 
was as much of an expectation as attaining a 
driver’s license at 16 years old is for us today.   
 
I have talked about the distinctive French style in 
previous program booklets, and without sounding 
repetitive, I can’t overstate how much dance 
influenced the French style of playing. The French 
style developed largely because of the partnership 
between Louis XIV and Jean-Baptiste Lully. 
Together, they created a musical style which 
blended Louis’s desire to create a political 
statement with the popularity of dance at his 
court.  

 
1 The Italian style overture is often in two or three 
movements alternating in fast-slow-fast movements. The 

 Some scholars note that the use of dance at 
Louis’s court was more about control than it was 
about entertainment. While that is definitely an 
important aspect of dance’s rise at court, it must 
also be acknowledged that the courtiers actually 
liked to dance. Being a courtier under Louis XIV 
maybe felt like living in an opulent prison at times, 
but it was a prison with frequent offerings of 
entertainment designed to glorify the monarch and 
the kingdom of France itself.  
 The unique qualities of the French style were 
incredibly popular throughout Europe. Travelling 
bands of French strings players often accompanied 
heads of state throughout Germany. Louis’s tastes, 
in music, fashion, and architecture where copied 
throughout Europe.  
 Our performance of Bach’s Orchestral Suite will 
hone in on the French qualities of the work, which, 
in my opinion, it exudes at every turn.  
 
About the Dances 
Bach’s Orchestral Suite opens with an ouverture 
in the French style.1 It’s pompous, regal opening 
section was developed by Lully for Louis XIV. The 
second section is a large-scale contrapuntal section 
alternating between the entire ensemble and the 
oboes/bassoons. A slow, pompous section, 
reminiscent of the opening section, concludes the 
ouverture.  
 The Courante was Louis XIV’s favorite dance 
and the one which he danced best. It’s usually slow 
dance, in triple meter, with changing rhythmic 
emphasis. It’s a very stately dance.  
 Gavottes are often moderately quick dances 
which begin with a characteristic pickup measure. 
Bach’s gavotte is composed of two pairs of 
opposing affects. The first is spirited and uses the 
full ensemble. The second is more subdued and 

Handel Sinfonia on tonight’s program is a good example. 
Italian overtures are predecessors of the symphony.   
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highlights the Baroque winds. The first gavotte is 
then repeated.   
 Forlanes are similar to gigues which are quick 

dances in compound meters (like 
6
8

 or 12
8

 ). They 

start with a pickup and often quite snappy in 
character. Bach’s forlane features wave-like 
figuration in the inner parts of the orchestra.  
 The menuet is perhaps the most familiar of the 
dances as it is often found in early symphonies by 
Haydn, Mozart, and Beethoven. Bach’s menuets 
are of graceful quality like their mid-seventeenth 
century relatives. The first menuet features the 
full ensemble, while the second menuet uses the 
strings alone. The first menuet is then repeated 
 Bourées originated as French folk dances. They 
have a rustic, spirited character and are usually 
quite quick. Bach’s bourées begin with the 
characteristic pickup measure and again alternate 
between two orchestrations. The first bourée is 
written for full ensemble while the second bourée 
is for two oboes and bassoon. 
 The final dance of the suite, the passepied, is a 

very quick dance. Bach’s use of the 3
4

 time 

signature, as opposed to the more commonly 

found 3
8
  time signature, tells us that this dance 

should be played a bit slower than usual. The first 
passepied is for the full ensemble. In the second 
passepied, unison oboes play an ornamented 
melody over the original melody played by the full 
ensemble. 
 
 

George Frideric Handel 
Many of Handel’s (1685–1759) formative years 

were spent in Germany, where he gained his first 

appointment as an organist at the age of 12. He was 

given a position as a violinist at the Hamburg opera 

in 1703 and remained there until 1706. Towards 

the end of his time there, Handel was the de facto 

director of the opera.  

 He traveled to Italy in 1706 and remained there 

for 4 years. While there, he studied composition 

and worked for various patrons, including various 

Cardinals and noblemen living in or visiting Rome.  

Handel’s first operas were completed while he was 

in Italy, and his time in Italy 

 Handel’s time in Italy had a profound impact on 

his compositional style. And in no other place 

would he have been able to encounter the vast 

amount of music making and hear some of the 

era’s most virtuosic players. While in Italy, 

Handel met some of the era’s greatest Italian 

composers: Arcangelo Corelli, Bernardo Pasquini, 

Alessandro Scarlatti, and his son Domenico.  

 Like many composers of his day, Handel 

borrowed from his own works and from those of 

other composers, too. There were no laws 

protecting copyrights or intellectual property, and 

the act of borrowing wasn’t seen in bad taste.  In 

fact, as they say, “imitation is the sincerest form of 

flattery,” and it is likely that many of Handel’s 

fellow composers would have thought the same.   

  

Sinfonia 

The Sinfonia, in the form you’ll hear it tonight, was 

likely never performed—although the music for 

tonight’s performance is evidenced by Handel’s 

own manuscript. The sinfonia’s first and third 

movements were recycled for his Organ concerto, 

Op. 7, No. 6. The second movement appears in 

two different pieces: first, as the middle 

movement of the sinfonia; then, as the 

introduction for Handel’s oratorio Joshua (1747). 

 What is even more exciting is that Handel 

borrowed materials from his good friend 

Telemann for the first movement. (You may 
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remember him from Concert II: A Causal 

Concert, when we performed a selection from 

Telemann’s Tafelmusik). Handel’s first movement 

has its origins in Telemann’s third Tafelmusik 

collection (1733) where it appears as a concerto 

for two horns.  

  

Apollo e Dafne 

While Handel was still in Venice in 1709, work 

began on his cantata Apollo e Dafne. Handel 

completed the cantata in 1710 in Hanover, where 

he soon began his post as Court Composer. The 

cantata’s first performance took place in Hanover 

in Spring 1710. The cantata was likely performed 

again in 1711 for Queen Anne’s birthday 

celebrations in London. 

 Like the sinfonia, Handel borrows a few things 

from earlier materials for the cantata: Apollo’s 

second aria (“Bend you bow”) comes from 

Handel’s 1707 opera Rodrigo; Apollo and Dafne’s 

first duet (“A war rages”) comes from Handel’s 

1709 opera Agrippina.  

 Like the sinfonia, Handel once again borrows 

from a fellow composer for Dafne’s second aria 

(“As Neptune’s star”). This aria comes from 

Giovanni Bononcini’s opera Polifemo premiered in 

Berlin in 1702. (You may remember the 

Bononcini cantata Barbara ninfa ingrata we 

performed in November.)  

 It’s uncertain as to how Handel encountered 

Bononcini’s opera. It seems likely that he heard it 

in Berlin while he was visiting in 1702. Handel 

may have also saw it in a collection of pieces 

maintained by his Hamburg-friend Johann 

Mattheson.  

 
2 The python was thought to reside at the center of the 
earth. For the Greeks this was at Delphi. Apollo wanted 

 Like many secular large-scale Baroque vocal 

works, the cantata’s plot is taken from ancient 

Greek and Roman sources. In the case of Apollo e 

Dafne the story comes from a collection of poetry, 

The Metamorphoses, written by the Roman poet 

Ovid (43 BC – 17 AD). Ovid was one of the most 

beloved Ancient Roman poets during and after his 

lifetime. The cantata’s anonymous librettist 

remains largely faithful the poet’s storyline. The 

librettist does omit some developmental elements 

of the original poem, like Dafne’s prayer to 

Poseidon for rescue—which is the source for her 

metamorphosis.  

 The Renaissance sculptor Bernini, famous for his 

many sculptures at St. Peter’s Basilica in Rome, 

created a striking sculpture about the myth. It is 

possible that Handel saw this breathtaking 

monument of Renaissance realism in person, like I 

did when I was in Rome in 2012.  

 

Although I often don’t remark on a composer’s 

choice of orchestration, it is worth pointing out 

that Handel’s use of orchestration is quite striking 

in this cantata. Shortly before Apollo begins his 

chase, (“Pray, soften”) Handel uses for the only 

time a Baroque flute. As you’ll hear, the flute’s 

whispering quality adds to the creep factor of 

Apollo’s last attempt to woo Dafne. 

 

Cantata Synopsis 

Having now saved the planet from the terrible 

Python,2 Apollo boasts of his arrows’ power. The 

safety of the world relies on Apollo’s skills as an 

archer, and Apollo commands the earth to praise 

his mighty deed.  

to take over the Python’s place at Delphi and killed him. 
The Python was thought to be the fiercest of creatures.  
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 His arrows are so strong that even arrows of the 

famed Cupid, god of love, are no match for 

Apollo’s. Apollo even mocks Cupid’s “nakedness,” 

in which Cupid is so often depicted. But, in a twist 

of fate, Cupid pulls a fast one on Apollo; showing 

him how powerful his arrows really are.  

 The beautiful nymph Dafne then appears, 

admiring the beauty of her home—the woods. She 

is free to do as she pleases and is a follower of the 

goddess Diana. Dafne’s life is about to change for 

the worse. Cupid’s arrow aimed at Apollo, and 

unrepresented in the cantata, hits its target. Apollo 

immediately falls in love with Dafne.  

 Apollo attempts to woo her, introducing himself 

as a god and as Diana’s brother. Dafne isn’t buying 

any of it and scolds Apollo for even attempting to 

seduce her—a loyal, chaste servant of Diana. 

 There are no arrows more powerful than 

Cupid’s. It’s impossible for Apollo to give up now. 

He continues to pursue her, and reminds her that 

her beauty, which attracted him—still unawares 

of Cupid’s power—will fade. Although Dafne 

concedes to Apollo’s statement about beauty, she 

is faithful to Diana and to defending her virtue.  

 Apollo again attempts to persuade her. Dafne 

refuses. Apollo threatens her with force. “Over 

her dead body” will she give in to his demands. She 

will die before she gives up her honor.  

 Apollo chases her, pursuing with an unrelenting 

stride. Dafne runs. Running as fast as she can. 

Then, Apollo catches her. Or, at least, what was 

once Dafne. With the help of her father Poseidon, 

Dafne has been transformed into the laurel tree.  

 In homage to his love, Apollo honors Dafne: 

dedicating the laurel branches to honor the ancient 

world’s greatest heroes. 

 

 

The 2019–2020 Season Photo 

Dutch painter Theodoor van Thulden’s (1606–

1669) painting, Apollo Pursuing Daphne, is part of a 

larger project overseen by Peter Paul Rubens 

(1577–1640), a key figure Dutch Baroque 

painting. The large project was commissioned in 

1636 by King Philip IV of Spain to decorate a 

hunting lodge near Madrid. The mythological 

scenes were based mostly on stories from Ovid’s 

Metamorphoses.  

 Rubens completed the work thanks in large part 

to several assistants, including van Thulden. The 

paintings done by the assistants were painted 

according to sketches made by Rubens.  Van 

Thulden’s painting captures the moment when 

Apollo catches Dafne and she begins to transform 

into the laurel tree. 

 A larger picture of the painting can be found on the 

Museo del Prado’s website: www.museoprado.es.  

 

 

Program notes by MTA.  

http://www.museoprado.es/
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La Grande Bande 
 

Baroque Flute 

Immanuel Davis 

 

Baroque Oboes 

Stanley King 

Ellen Rider  

 

Baroque Bassoon 

Allen Hamrick 

 

Baroque Violins 

Miriam Scholz-Carlson 

Lindsey Bordner 

Theresa Elliot 

 

Baroque Violins (cont’d) 

Conor O’Brien 

Jennifer Lang 

 

Baroque Viola 

Cheryl Zylla  

 

Baroque ‘Cello 

Maryne Mossey 

 

Violone 

Michelle Wenderlich 

 

Theorbo 

TJ Dalton 

 

 

About La Grande Bande 

 

With performances called “warm and sensitive” by the Minneapolis Star Tribune, La Grande Bande strives to 

present innovative, unique, and inspiring musical programs played on the instruments that premiere audiences 

might have heard. LGB is composed of musicians from across the United States and from around the world 

who are specialists in the field of Early Music—music written between c. 1600-1800—and who play on 

historical instruments and sing in an historical manner. 

 

We aim to present “masterworks” alongside lesser-known compositions, illustrating the extensive musical 

production during the sixteenth, seventeenth, and eighteenth centuries. Education is crucial to our 

mission, be it through program notes, through directed-educational events, open rehearsal sessions, or 

another method. We see incredible value in resurrecting the music written by the great masters of our 

past; it's a historical, cultural, and musical lesson rolled into one.  

 

To learn more about our musicians, or about our programming, visit www.lagrandebande.org/about.   

 

 

  

http://www.lagrandebande.org/about
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possible without your assistance. A huge thanks to all the volunteers who assisted us over the past few 
weeks, many of whom you met before tonight’s concert. Want to become a volunteer? Fill out our 
questionnaire at www.lagrandebande.org/volunteer.  
 
Lastly, we want to thank all of you for coming! Producing a series like this has not been without 
challenges. Regardless, we firmly believe that our programming is something which our communities 
should have access to for years to come. Tell your friends! Tell your family! Tell your neighbors! We 
cannot thank you all enough for the support that you have shown us. We hope you will continue to 
support us in the years to come.  
 
We look forward to seeing you, your friends, and your families at the final two concerts of our 2019 – 
2020 Concert Season on April 11 and June 12. If you don’t have tickets for the rest of the Concert Season, 
see our “Future Sales” ticket table to get yours today!  
 
Warmest wishes,  
 

La Grande Bande 

 

 

Audience Surveys 

 

As an awardee of the Prairie Lakes Regional Arts Council Arts & Cultural Heritage Grant, and as a 

way to make sure we serve our audiences best, we would like to evaluate our programming over the 

course of our 2019–2020 Concert Season. Please take a moment to complete our surveys—on paper 

or online at www.lagrandebande.org/surveys. Paper surveys are available in the ticketing area. 

Online surveys can be made through June 30, 2020. We thank you for your help. 

  

http://www.lagrandebande.org/volunteer
http://www.lagrandebande.org/surveys
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2019 – 2020 Concert Season Contributors 
Current as of 23 February 2020 

 

We need your support to offer you and the community all that we have planned for our 2019 – 2020 

season. We cannot do it without your support. (We also offer really great contributor benefits!) Join 

your friends, family, and neighbors as a contributor by visiting www.lagrandebande.org/supportus today! 

You can also use the contribution envelopes included in your program. Please place the envelope in the 

marked basket or mail the envelope at your convenience.  

 

This concert, and La Grande Bande’s 2019 – 2020 Concert Season, would not have been possible without 

generous financial support from the Prairie Lakes Regional Arts Council, the Carl and Verna Schmidt 

Foundation, and the following individuals and businesses.  

 
Friend Level ($10–50) 

Anonymous (8) 

Garrett Eucker 

Marlys Gaucher 

Cal Roberts 

Dan & Nancy Hislop 

R.E. & R.W. Nagel 

Dorothy Dahlke 

Therese Schimek 

Renate Henriksen 

Martha McDermott† 

Peter Kozma 

Emily Baker 

Macey Gaspers 

Arlington Haus 

Uecker Insurance  

 

Supporter Level ($51–100) 

Steve Harter 

Y-Not Plumbing & Heating 

Paul Levinski & Cheryle Maupin 

Dr Charles H. Luedtke 

Connie & George Weinman 

Jordan Sramek 

Claire Anne Thoen 

 

Advocate Level ($101–200) 

ProGrowth Bank 

Oak Terrace, Gaylord 

Good Samaritan Society, Arlington 

Scott Miller 

Patti Edlund & Emery Jensen 

Hub Publishing, Inc.* 

Pauline Marlinski & Charles 

Klimmek 

That Special Touch Floral & Gifts* 

Alyssa Anderson† 

Donor Level ($201–300) 

Jim & Mary Walker 

Madeline Cacciatore 

 

Artist Level ($301–450) 

 

Director Level ($451+) 

Dale & Carol Mossey 

Walter & Eunice Asmus 

TJ Dalton** 

Michael Thomas Asmus** 

Brian Asmus† 

 

Partial Concert Sponsors 

Brian & Diana Asmus (Con. V) 

 
† Sustaining Contributor 
* In-kind contributions 
** Contributions partially given in-kind 

 

 

 

Become a Sustaining Contributor! 

 

We just added the Sustaining Contributor program on 1 January 2020. The program allows you to make 

recurring monthly contributions to support La Grande Bande’s programming. There are even some really cool 

and exclusive perks for Sustainers! Learn more and sign up at www.lagrandebande.org/sustainingcontributors. 

http://www.lagrandebande.org/supportus
http://www.lagrandebande.org/sustainingcontributors
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Concert I: La musique de la chamber 
Friday | 20 September 2019 | 7:00 PM 

First Lutheran Church  
213 N Hennepin Street | Winthrop, MN 
Open Rehearsal from 3:00 PM to 5:00 PM 

 
 

Concert II: A Casual Concert 
Friday | 1 November 2019 | 7:00 PM 

Arlington Haus Too 
147 West Main Street | Arlington, MN 

Open Rehearsal from 3:00 PM to 5:00 PM 
 
 

Concert III: Lively Entertainments 
Friday | 6 March 2020 | 7:00 PM 

Sibley East Auditorium 
202 Third Avenue NW | Arlington, MN 
Open Rehearsal from 2:00 PM to 4:00 PM 

 
 

Concert IV: Bach’s Circle 
Saturday | 11 April 2020 | 7:00 PM 
Sibley County Courthouse Rotunda 
400 Court Avenue | Gaylord, MN 

 
 

Concert V: Charpentier’s Te Deum 
Friday | 12 June 2020 | 7:00 PM 

Immanuel Lutheran Church 
312 Fifth Street | Gaylord, MN 

Open Rehearsal from 3:00 PM to 5:00 PM 
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