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Program 
 
Jauchzet Gott in allen Landen, BWV 51 (1730) Johann Sebastian Bach (1685–1750) 

I. Aria 
II. Recitative 
III. Aria 
IV. Chorale – Alleluja  

 
Catherine Sandstedt, soprano 

 
 

Concerto Grosso No. 12 in G, ‘Propitia Sydera’ from Ausserlesene Instrumental-Music (1701)  
  Georg Muffat (1653-1704) 

I. Sonata: Grave – Allegro  
II. Aria: Largo 
III. Gavotta: Alla breve è presto 
IV. Grave – Ciaconna: Un poco grave 
V. Borea: Allegro 

 
 

Intermission 
 
 

Première leçon de Vendredi Saint à voix seul, H. 105, avec les ritournelles instrumentals, H. 100, et les 
lettres Habraïques à trois voix, H. 99 (late 1670s)  

  Marc-Antoine Charpentier (1643-1704) 
 

Catherine Sandstedt, soprano 
Alina Tamborini, soprano 

Kristin Starkey, alto 
 
Texts and translations can be found on page 8.
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Program Notes 
 

Tonight’s program continues the theme of my first 
recital which was presented in November: 
comparing various national styles of the Baroque 
period. Unlike the first recital, which examined the 
impact of the Italian school on the German school, 
we focus tonight on the impact of the Italian school 
on the French school. Using various chamber works 
as a medium for this discussion, we will present one 
Italianate work and two works which blend aspects of 
the French and Italian styles.  
 The three works on tonight’s program comprise 
some of the most important secular and sacred genres 
of the Baroque era. Though none of this evening’s 
composers directly invented these genres, they 
certainly built upon what was already in existence. 
The Sacred Cantata, the Concerto Grosso, and the 
Tenebrae Lesson all had a certain degree of 
development by the time each of tonight’s pieces was 
written.  
 Today, each of these genres has taken on a life of 
its own. Bach’s cantatas, for example, have become a 
stand-alone genre, to which all other cantatas are 
compared. The Concerto Grosso, as introduced by 
Arcangelo Corelli, has been used many times by the 
likes of Muffat and Händel. Settings of the Tenebrae 
Lessons have been written by various composers such 
as Orlando di Lasso, François Couperin, and Marc-
Antoine Charpentier.  
 The goal of this specific program is three-fold. 
First, we want to introduce these genres to those who 
have not yet heard them. Second, we want to utilize 
music which is both well-known—Bach’s Cantata for 
example—and pair it with music that is almost 
entirely unperformed—Charpentier’s Leçon de 
Ténèbres. Third, we want to demonstrate the blending 
of Italian and French styles with the works by Muffat 
and Charpentier.  
 

Jauchzet Gott 
Bach’s Cantatas have become a quintessential 
element of the early music repertoire. Cantatas set 
for a solo voice account for 20 of Bach’s 
approximately 220 extant cantatas. No other solo 
cantata utilizes the same instrumentation as Jauchzet 
Gott: solo soprano, solo trumpet, strings, and 
continuo. 
 Use of trumpets in the Baroque context often 
references military action, royalty, or both. In the 
case of the Cantata, the scoring reflects the topic of 
God’s mightiness found in the readings for the 
Sunday of the original performance (Galatians 5:25–
6:10 and Matthew 6:23–34). 
 The cantata was performed in Leipzig on 17 
September 1730, the Fifteenth Sunday after the 
Trinity. It is not known which trumpeter and which 
singer performed this work. Gottfried Reiche, Bach’s 
trumpeter at the time, seems a likely possibility for 
the solo trumpet part. Various scholars, including 
Alfred Dürr and Joshua Rifkin, propose that 
Christoph Nichelmann, a gifted singer and student at 
the Thomasschule, sang the soprano part. In any case, 
a female singing the part is almost assuredly 
impossible. 
  
The cantata, which is in the Italian style, is comprised 
of four movements. The first movement opens with 
a ritornello very suitable for baroque brass 
instruments (it outlines a C Major triad). The middle 
section of the aria moves to A minor and has a more 
subdued character.  
 The second movement is in two parts: an 
accompanied recitative and short arioso. In 
interpreting the accompanied section, use of the text 
helps to determine important harmonic changes. For 
example, the recitative first begins in A minor. When 
Bach sets “da dessen Treu, so täglich neu” (“[at the 
temple] your faithfulness is new each day”), he 
modulates to G Major, creating a happier mood. 
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These changes will be brought out in our 
performance tonight. When Bach begins the arioso 
he returns to A minor. The minor key helps to reflect 
the mood of the text. On the word “lallen” (“gape”), 
Bach uses a prolonged melisma which directly 
reflects the word. 
 The Third movement continuo aria is quite 
possibly the most emotionally powerful of the 
cantata. Bach’s setting of the text immediately 
reflects its meaning placing “höchster” (“highest”) on 
the highest note of the entire movement. The beauty 
of the melody and pious text creates a moving aria.  
 The fourth movement of the Cantata, marked 
‘Chorale,’ incorporates the Trinitarian fifth verse of 
Johann Gramann’s chorale Non lob, mein Seel, den 
Herren (see translation below). Use of this verse is yet 
another indication of the cantata’s original 
performance honoring the Trinity.  
 Furthermore, like the opening movement, the 
chorale movement has a ritornello which reappears 
in various keys and fragments throughout the 
movement. The first violin introduces it, followed by 
the second violin and finally by the continuo as the 
chorale text begins. When setting the “Alleluja” 
portion of the chorale’s text, Bach changes the 
ritornello and the time signature: moving from 3/4 
to 2/4. This last section of the cantata is similar in 
character to the opening movement. The trumpet 
returns in this part, and the soprano has even more 
acrobatic melismas.  
 
Concerto Grosso 
Born in Alsace, Georg Muffat was an important 
figure in the introduction of the French style into the 
German-speaking regions of Europe. Between 1663 
and 1669, Muffat studied with Lully in Paris. The 
importance of these studies is reflected in e 
instrumental music Muffat composed later in his life.  
 In this regard, his most notable contribution is 
the preface to his Florilegium Primum (1695) which 
provides a wealth of information on the bowing 
techniques used by the Lullists. Furthermore, 

Muffat’s Armonico tribute (1682), Floreligia collections 
(1695 & 1698), and Ausserlesene Instrmeltal-Musik 
(1701) directly imports the five-part writing used 
within France during much of the Baroque era.  
 Existing within these French-inspired pieces are 
clear Italian influences. This aspect is particularly 
clear in the Concerto Grosso’s Ciaconna. In keeping 
with an Italian emphasis, Muffat alternates between 
slow and fast tempi throughout the piece, and even 
within two movements. 
 Although the Concerto Grosso on tonight’s 
program was published in 1701, the Ciaconna had 
previously been published as “Passacaglia” in Sonata 5 
of Muffat’s Armonico Tributo. There are some 
differences between the two versions, but just two 
will be mentioned here. First, Muffat changes the 
meter from 3/2 to 3/4. Secondly, in the 1701 
printing, Muffat was able to fully write out the music 
for both the large ensemble and the soloists—the 
alteration was previously indicated by ‘T’ and ‘S’.  
 
Muffat’s Concerto Grosso could generally be viewed 
as a collection of various dances. The piece opens 
with a slow movement, reminiscent of a French 
overture. The first movement’s fast section features 
punctuating chords and harmonious suspensions in 
the upper strings accompanied by a continuous 
walking line in the bass instruments.  
 The next movement, Aria, creates a nice 
contrast with the previous movement. True to its 
title, the movement has a lovely melody that is easily 
sing-able. While the harmonic language of this 
movement is not complex, its structure and use of 
insistent hemiolas provides rhythmic complexity.  
 A spritely Gavotte continues the fast-slow-fast-
slow alternation. The soloists begin by playing each 
strain alone, then the remaining string players join to 
repeat this same material. Each strain is thus heard 
twice. As indicated in the score, the Gavotte will be 
played twice through. 
 Before the Ciaconna begins, an eight-measure 
Grave section acts as its prelude. While the 
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harmonies contained within this section are very 
pleasing, it would be quite bland if it was played 
exactly as written. Thus, we have added some 
ornamentation to highlight the harmonic 
progression.  
 Like all other ciaconnas, Muffat’s rendition of 
the stage dance is based on a repeating bass line that 
is accompanied by multiple variations. Throughout 
the movement, Muffat’s variations move from 
French-inspired at the beginning to more Italian-
inspired at the end. The “French” variations are 
significantly subdued but are no less musically 
satisfying than the “Italian” ones. About half way 
through the movement, the “Italian” variations begin. 
First with a delightful energetic rhythm, followed by 
arpeggiated figures, triplets, dotted rhythms, and fast 
scalar passages.  
 There are two rather unique features about this 
movement. First, the melodic theme which opens the 
movement, reappears four times: three times in its 
original version and orchestration, and one time with 
a different accompanimental figure. Second, there 
are several marked tempo changes throughout the 
movement. These tempo changes frequently occur 
when there are very interesting harmonies, such as 
Neapolitans and circuitous harmonic trajectories. 
 The Concerto concludes with a delightful Borea. 
Originally a French country dance, Muffat retains 
much of this character in his musical version.  
 
Leçon de ténèbres 
Only within the last thirty or forty years has the life 
and music of Marc-Antoine Charpentier finally been 
plucked from the obscurity that unfortunately 
plagued Charpentier after his death.  While still not 
given as much recognition as he deserves, several 
scholars, including his biographer Catherine Cessac, 
position him in his rightful place: the rival of the great 
Lully. Charpentier worked at the court of 
Mademoiselle de Guise, a wealthy French aristocrat 
whose family was a well-known patron of the arts. 

 After traveling to Rome to study with the 
renowned composer Giacomo Carissimi from about 
1662 until sometime in 1665, Charpentier returned 
to Paris and took up residence in de Guise’s mansion 
(“hôtel”). De Guise was proud of the care she 
provided for her household. It is important to note 
that de Guise considered her musicians “’guests and 
protégé[s] of the family’ and not ‘hired’ musician[s].” 
De Guise even remarked that she provided her 
musicians “the means of accomplishing work in 
tranquility which her beneficence allows all who have 
the honor of being in her home to enjoy.” 
 This beneficence is clearly marked by the vast 
output of sacred compositions which account for a 
substantial amount of Charpentier’s oeuvre.  While 
he did also compose stage music and other secular 
pieces, the needs of the de Guise household, and 
many of its acquaintances, were of a religious nature. 
De Guise was known to her contemporaries as a very 
pious woman, requiring all in her house to attend 
daily Mass in the Great Hall of her hôtel. De Guise 
was also a patron of several religious institutions in 
Paris, and her younger sister was a nun at one of 
Paris’s convents.  
 
The Italian sojourn clearly had an influence on 
Charpentier’s compositional style. His compositions 
are simultaneously French and Italian, well-
proportioned and pathetic (i.e., containing pathos).  
Nowhere is this more evident than in the Leçon de 
ténèbres which is going to be performed tonight. 
 As a genre, the Leçons de ténèbres originated 
during the Renaissance, when polyphonic settings of 
Jeremiah’s Lamentations were used during Holy 
Week Tenebrae services. As the years progressed, 
the Leçons gradually began to contain more 
ornamentation and eventually morphed in the type of 
composition that you will here tonight: one solo 
voice accompanied by continuo.   
 The settings for the Tenebrae lessons were 
almost assuredly sung by Female opera singers. 
The Opéra was closed during the Lenten season, so 
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there would have been no opportunity for the 
public to hear their favorite stars. The Tenebrae 
lessons became one part concert performance and 
one part fundraiser for the Parisian Convents.  
 The convents benefited quite substantially 
from these performances. The operatic stars drew 
in the crowds, and the beautiful nuns helped bring 
in the donations. A very interesting passage of the 
Muze Historque, dated April 1664, illustrates the 
more secular aim of some people in the 
congregation: 

After these three first lessons worthy of 
absolute praise, a young and wise Beauty 
(Mademoizelle du Chemin), equipped with as 
many traits of spirit as traits charming to sight, 
this young beauty (I tell you), who came with 
another beautiful stem, for a Christian and 
pious duty, charming the hearts, charming the 
eyes with marvellous graces collecting for the 
nuns, here addressing, modestly, our King 
[Louis XIV] first, who, delighted with her 
good grace, gave a quantity of gold in her bag, 
and inviting those surrounding him—the great 
members of his Court—to watch him make 
his charity, and to imitate him in this 
encounter; this Sir does willingly, then the 
third and fourth, searching through their 
money bags, half for God, half for her. When 
they gave in a holy place, it should be for God; 
But when one sees a beautiful face, one always 
gives more. 

This short account, of course, does not mean that the 
rest of the congregation was there solely for the 
show. Like everywhere, and always, some were 
there to worship while others were there to peruse 
and ogle the crowd.  
 Regardless of the performance environment, 
Charpentier took the duty of composing his Leçon 
very seriously. His attention to detail, and the 
immense clarity of text setting and text painting, 
have become clearer the longer we work on his piece. 

 Charpentier’s Première leçon du Vendredi Saint is 
unique because it exists in two distinct versions. The 
first, and likely earlier version, is written for a treble 
viol, solo voice, and continuo. The second version, 
and the one that we will be performing tonight, 
retains the portion for solo voice and adds an 
instrumental prelude, concluding ritournelles which 
alternate between violins and viols, and three-voice 
settings of the Hebrew letters.  
 The Leçon begins with an instrumental prelude 
followed by the announcement of the Biblical text: 
“De lamentatione Ieremiae prophetae.” The central 
portion of the Leçon is very formulaic like its textual 
origins. Each section starts with the Hebrew letter 
beginning each verse in the original text. Then the 
Latin verse is sung and concluded with a short 
instrumental ritournelle. In his autograph 
manuscript, Charpentier indicates that there should 
be a “petit pause” immediately after each Hebrew 
letter. The traditional “Convertere Jerusalem” 
concludes the Leçon.  
 As you can see on the cover of your program (in 
the lower left corner), Charpentier’s setting is filled 
with written-out and symbolic ornamentation. The 
written-out ornamentation is the homage to the 
Italian style, while the symbolic ornamentation is an 
homage to the French style.  The ornamentation 
becomes more detailed and complex as the piece 
progresses.  
  
Two brief notes about our performance: First, the 
use of organ was banned during the Triduum. We 
will use a harpsichord and a theorbo for continuo. 
Second, the third tenor viol and bowed continuo 
parts will be played on a baroque viola and baroque 
cello. This is by no means historically correct. I was 
not able to locate two additional viol players, but I 
did not want to remove this wonderful piece from 
tonight’s program. 
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Texts and Translations 
 

Johann Sebastian Bach 
Jachzet Gott in allen Landen

 
I. Arie 
Jauchzet Gott in allen Landen! 

Was der Himmel und die Welt 
An Geschöpfen in sich hält, 
Müssen dessen Ruhm erhöhen, 
Und wir wollen unserm Gott 
Gleichfalls itzt ein Opfer bringen, 
Daß er uns in Kreuz und Not 
Allezeit hat beigestanden.  

 
II. Rezitativ 
Wir beten zu dem Tempel an, 
Da Gottes Ehre wohnet, 
Da dessen Treu, 
So täglich neu, 
Mit lauter Segen lohnet. 
Wir preisen, was er an uns hat getan. 

Muß gleich der schwache Mund von seinen 
Wundern lallen, 

So kann ein schlechtes Lob ihm dennoch 
wohlgefallen.  

 
III. Arie 
Höchster, mache deine Güte 
Ferner alle Morgen neu.  

So soll vor die Vatertreu  
Auch ein dankbares Gemüte  
Durch ein frommes Leben weisen,  
Daß wir deine Kinder heißen.  

 
IV. Choral 
Sei Lob und Preis mit Ehren 
Gott Vater, Sohn, Heiligem Geist! 
Der woll in uns vermehren, 
Was er uns aus Gnaden verheißt, 
 

 
I. Aria 
Exult in God in every land! 

Whatever creatures are contained 
by heaven and earth 
must raise up this praise, 
and now we shall likewise 
bring an offering to our God, 
since He has stood with us 
at all times during suffering and necessity.  

 
II. Recitative 
We pray at your temple, 
where God's honor dwells, 
where this faithfulness, 
daily renewed, 
is rewarded with pure blessing. 
We praise what He has done for us. 

Even though our weak mouth must gape before 
His wonders, 

our meager praise is still pleasing to Him.  
 
 
III. Aria 
Highest, renew Your goodness 
every morning from now on.  

Thus, before this fatherly love,  
a thankful conscience shall display,  
through a virtuous life, 
that we are called Your children. 

 
IV. Chorale 
Glory, and praise with honor 
be to God the Father, Son, and Holy Spirit! 
He will increase in us 
what He has promised us out of grace, 
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Daß wir ihm fest vertrauen, 
Gänzlich uns lass'n auf ihn, 
Von Herzen auf ihn bauen, 
Daß uns'r Herz, Mut und Sinn 
Ihm festiglich anhangen; 
Drauf singen wir zur Stund: 
Amen, wir werdn's erlangen, 
Glaub'n wir aus Herzensgrund. 
Alleluja!  
 
Movements 1-3: unknown, possibly Bach; 
Movement 4: Johann Gramann (1549) “Non lob, 
mein Seel, den Herren,” verse 5. 
 

so that we trust fast in Him, 
abandon ourselves completely to Him, 
rely on Him within our hearts, 
so that our heart, will, and mind  
depend strongly on Him; 
therefore we sing at this time: 
Amen, we shall succeed,  
if we believe from the depths of our hearts.  
Alleluia!  
 
Translation by  Pamela Dellal, 
http://emmanuelmusic.org/notes_translations/tr
anslations_cantata/t_bwv051.htm#pab1_7

 
Marc-Antoine Chapentier 

La Première leçon de vendredi Saint 
Lamentations 3:22–30 

 
De lamentatione Ieremiae prophetae  
HETH   
misericordiae Domini quia non sumus consumpti 

quia non defecerunt miserationes eius    
HETH 
novi diluculo multa est fides tua    
 
HETH 
pars mea Dominus dixit anima mea propterea 

expectabo eum    
TETH   
bonus est Dominus sperantibus in eum animae 

quaerenti illum    
TETH 
bonum est praestolari cum silentio salutare Domini 
 
TETH 
bonum est viro cum portaverit iugum ab 

adolescentia sua    
JOD 
sedebit solitarius et tacebit quia levavit super se 
 
 

 
From the Lamentations of the Prophet Jeramiah 
HETH  
It is of the Lord’s mercies that we are not 

consumed, because His compassions fail not.  
HETH 
They are new every morning: great is Your 

faithfulness. 
HETH 
The Lord is my portion, says my soul; therefore, 

will I hope in Him.  
TETH 
The Lord is good unto them that wait for Him, to 

the soul that seeks Him. 
TETH 
It is good that a man should both hope and quietly 

wait for the salvation of the Lord.  
TETH 
It is good for a man that he bear the yoke in his 

youth.  
[IOTH] 
He sits alone and keeps silence, because he hath 
borne it upon him. 
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JOD 
ponet in pulvere os suum si forte sit spes  
 
JOD 
dabit percutienti se maxillam saturabitur obprobriis  
 
Ierusalem convertere ad Dominum Deum tuum.  
 
 

[IOTH] 
He puts his mouth in the dust; if so be there may be 

hope. 
[IOTH] 
He giveth his cheek to him that smites him: he is 

filled full with reproach  
Jerusalem, turn to the Lord your God.  
 

La Grande Bande 
 

Trumpet 
Lucas Balslov 
 
Violin 
Natalie Kress 
Jennifer Gersten 
Anna Tsukervanik 
Robert Warner 
 
Viola 
Chelsea Wimmer 
 
Treble/Bass Violas da Gamba 
Elena Smith 
 

Violoncello 
Alison Rowe 
 
Violone  
Tommy Wu 
 
Theorbo 
TJ Dalton 
 
Baroque Guitar 
Ming-Jui Liu

Created in 2011, La Grande Bande strives to present innovative, unique, and inspiring musical 
programs played on the instruments that premiere audiences might have heard. We aim to present 
“masterworks” alongside lesser-known compositions, illustrating the extensive musical production 
during the sixteenth, seventeenth, and eighteenth centuries. We are a registered 501(c)(3) 
organization.  
 
We want to thank the musicians who performed tonight. We could not have done it without your 
dedication to this program. We also want to thank you, the audience, for coming tonight.  
 
 
This concert is not endorsed or sponsored by the Staller Center for the Arts.   
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