The 20th Annual Robert Dale Chorale Bach Festival

Organ Recital

Robert E. Wech, organ
Saturday, April 2, 2005 at 5:30 pm

St. Peter’s Cathedral, Scranton
Toccata, Adagio and Fugue in C, BWV 564
Johann Sebastian Bach (1685-1750)


Trio Sonata in C, BWV 529
J.S. Bach

Allegro

Adagio

Allegro

Chorale Prelude on “Was Gott tut, das ist wohlgetan”
Johann Peter Kellner (1705-1772)


Prelude and Fugue in C, BWV 547
J.S. Bach


Prelude and Fugue in a, BWV 543
J.S. Bach
 


Robert E. Wech was born in Wilkes-Barre and grew up in Kingston.  He studied organ with Marion Wallace and Clifford Balshaw. While in high school he was organist at the Dorranceton Methodist Church in Kingston.  He is a graduate of Oberlin College and has taught in the public schools of Ohio, Massachusetts and New Jersey.  Mr. Wech is a member of the Philadelphia and the Northeastern PA Chapters of the American Guild of Organists, has served on the executive committees of both chapters, and is currently Sub-Dean of the Northeastern PA Chapter.  He has been a church organist for over 40 years, and is currently Organist-Director of Music at St. Matthew's Lutheran Church in Scranton.  

The 20th Annual Robert Dale Chorale Bach Festival

Chamber Music Concert

Lee Wilkins, Artistic Director

Saturday, April 2, 2005 at 8:30 pm

Covenant Presbyterian Church, Scranton

Passacaglia for violin and cello
G. F. Handel (1685-1759) / Johan Halvorsen (1864-1935)

Karine Stone, violin

Diego Garcia, cello

Trio in B flat major
C.P.E. Bach (1714-1788)

Allegro (non troppo)

Adagio, ma non troppo

Allegretto

Ed Wargo, flute

Tom Heinze, oboe

Gayle Klaber, cello

Tsukasa Waltich, harpsichord

Brandenburg Concerto No. 6 in B flat, BWV 1051
Johann Sebastian Bach (1685-1750)


Allegro


Adagio ma non tanto


Allegro

David Hult and Janeen Wilkins, viola

Diego Garcia, Gayle Klaber and Christiane Appenheimer-Vaida, cello

Eric Polenic, bass

Intermission
Quintet alla Hungrosso
B.V.D. Bach

Lee Wilkins, violin

David Hult and Janeen Wilkins, viola

Diego Garcia, cello

Tsukasa Waltich, harpsichord

Quintet in B flat, K. 174
W.A. Mozart (1756-1791)


Allegro molto


Adagio


Menuetto - Trio


Allegro
Lee Wilkins and Karine Stone, violin

David Hult and Janeen Wilkins, viola

Diego Garcia, cello

The 20th Annual Robert Dale Chorale Bach Festival

Choral Concert


Steven Thomas, Music Director

Sunday, April 3, 2005 at 3:00 pm

Covenant Presbyterian Church, Scranton

Cantata:  Die Elenden sollen essen, BWV 75
Johann Sebastian Bach (1685-1750)



1.
Chorus:  Die Elenden sollen essen




Kathy Shucosky, soprano, Evelyn Munley, alto




Wes Poole, tenor, Christopher Gallo, bass


2.
Recitative:  Was hilft des Purpurs Majestät



Christopher Gallo, bass


3.
Aria:  Mein Jesus soll mein alles sein




Wes Poole, tenor


4.
Recitative:  Gott stürzet und erhöhet



Wes Poole, tenor


5.
Aria:  Ich nehme mein Leiden




Janet Zarnoski, soprano


6.
Recitative:  Indes schenkt Gott




Janet Zarnoski, soprano


7.
Chorale:  Was Gott tut, das ist wohlgetan


8.
Sinfonia


9.
Recitative:  Nur eines kränkt




Carol Tome, alto


10.
Aria:  Jesus mach mich geistlich reich




Carol Tome, alto


11.
Recitative:  Wer nur in Jesu bleibt




Christopher Gallo, bass


12.
Aria:  Mein Herze glaubt




Christopher Gallo, bass


13.
Recitative:  O Armut



Wes Poole, tenor


14.
Chorale:  Was Gott tut, das ist wohlgetan

Cantata:  Die Himmel erzählen die Ehre Gottes, BWV 76
J.S. Bach



1.
Chorus: Die Himmel erzählen die Ehre Gottes




Gina Lehman, soprano, Kathy Brink, alto 




Wes Poole, tenor, Christopher Gallo, bass


2.
Recitative:  So läßt sich Gott



Wes Poole, tenor


3.
Aria:  Hört, ihr Völker




Janet Zarnoski, soprano


4.
Recitative:  Wer aber hört



Christopher Gallo, bass


5.
Aria: Fahr hin, abgöttische Zunft




Christopher Gallo, bass


6.
Recitative: Du hast uns, Herr




Carol Tome, alto


7.
Chorale: Es woll uns Gott genädig sein


8.
Sinfonia


9.
Recitative: Gott segne noch




Christopher Gallo, bass


10.
Aria: Hasse nur




Wes Poole, tenor


11.
Recitative: Ich fühle schon




Carol Tome, alto


12.
Aria: Liebt, ihr Christen




Carol Tome, alto


13.
Recitative: So soll die Christenheit




Wes Poole, tenor


14.
Chorale: Es danke, Gott, und lobe dich

Motet:  Lobet den Herrn, alle Heiden, BWV 230
J.S. Bach


Notes on the Program

In the summer of 1722, the town council in Leipzig began a search to replace Johann Kuhnau, who had been music director at the churches of St. Thomas and St. Nicholas and cantor at St. Thomas’s School.  The council naturally thought first of the most famous musician living in Germany at the time: Georg Philipp Telemann.  Telemann was offered the job in August, but was unable to get himself released by his employer, so he had to turn the offer down.  The council then pursued Johann Christoph Graupner, who also turned them down.  The council finally turned to their third choice, and in May of 1723 hired an organist and composer whose fame has since eclipsed that of the council’s first two choices:  Johann Sebastian Bach.

Among Bach’s many duties was the composition of service music for St. Thomas’s and St. Nicholas’s; in the Lutheran church of the time this meant writing cantatas.  During his time in Leipzig, Bach is thought to have written five full cycles of cantatas, which came to about 60 cantatas per year.  Of these 300 works, only about 200 have been preserved. 

Bach signed a contract on May 5 and moved to Leipzig from Cöthen on May 22.  He lost no time getting started, and on Sunday, May 30 the choir and orchestra at St. Nicholas’s Church performed his first new cantata written for Leipzig:  Die Elenden sollen essen (BWV 75).  The new cantata was evidently well-received, and one contemporary report says that it was performed “with great success.”  His second Leipzig cantata, Die Himmel erzählen die Ehre Gottes (BWV 76), was performed the following week.  
As part of the application process for the position, Bach had presented two cantatas at Leipzig in February.  He therefore had a sense of what the musicians in Leipzig were capable of.  He clearly had good trumpet, oboe, violin and viola da gamba soloists, excellent vocal soloists, and a choir capable of singing very demanding music.  In these first two Leipzig cantatas Bach gave everyone a challenge, and the result was two of his most difficult and beautiful cantatas.

Bach’s love of symmetry is evident in the two-part structure of Cantata 75:  C-R-A-R-A-R-C / S-R-A-R-A-R-C (where C is a choral movement, R is a solo recitative, A is a solo aria, and S is an instrumental sinfonia).  The opening choral movement is in two parts; the first a slow portrayal of the suffering of the wretched, and the second a fast fugue, introduced first by the soloists, that is a promise of joy to come.  The solo movements that follow each take up the themes of the worthlessness of material things, the necessity of suffering in this life in order to receive an eternal reward, and the joys of trusting in God’s mercy.  The first half of the cantata ends with an elaborate setting of the second verse of the chorale “Was Gott tut, das ist wohlgetan.”

The second half of the cantata begins with an instrumental sinfonia that features the chorale melody from the previous movement, now played on the trumpet.  In the cantata’s original venue of the church service in Leipzig, this movement would have followed the sermon.  The return of this chorale would have immediately brought to mind the themes of the first half of the cantata, themes which presumably would have also figured prominently in the sermon.  The solo movements in the second half focus more on the theme of Jesus as the only proper path to spiritual fulfillment.  The second half of the cantata concludes with exactly the same music as ends the first half, now using the sixth verse of the chorale.

Cantata 76 is very similar to Cantata 75, though there are some intriguing differences.  The structure of movements is the same:  C-R-A-R-A-R-C / S-R-A-R-A-R-C.  Each half again ends with the same music, another elaborate chorale setting.  But where Cantata 75 had a symmetrical progression of solo movements:  B-T-T-S-S / A-A-B-B-T, Cantata 76 departs from this:  T-S-B-B-A / B-T-A-A-T.  Did he originally plan on a more mirror-like symmetry but have to alter his plan?  The alto soloist has one more movement to sing and the soprano one less.  Did Bach perhaps discover that his soprano soloist could only handle learning one piece per week, where his alto soloist could handle more?  We have no records and can only speculate.

The opening choral movement is again in two parts, and features brilliant writing for the trumpet and oboes as well as the chorus.  Like the opening chorus of Cantata 75, the second section is fugal and introduced by the soloists, but here the chorus overlaps with the soloists and each section enters in turn with the long fugue theme.  The different character of this cantata is immediately apparent; where the first cantata opened with a depiction of suffering, this one begins with the celebration of the heavens.  The subsequent solo movements describe first God’s call, then the worldly temptations that can distract from that call.  The first half ends with a verse of the chorale “Es woll uns Gott genädig sein,” which asks for God’s blessing.  As in the first cantata, this is an elaboration of the chorale; here the trumpet introduces each fragment of the chorale melody and the chorus echoes the trumpet.

The organization of Cantata 76 seems not to be quite as tight as that of number 75: where in the first cantata the opening movement of the second half deftly recalls the first half, the second half of Cantata 76 begins with a sinfonia based on Bach’s own Trio Sonata no. 4 for organ.  Did Bach feel the pressure of composing two major cantatas in under three weeks and run out of time to compose a new sinfonia movement?  He reworked and recycled music, both his own and that of other composers, on numerous other occasions, and such borrowing was typical practice at the time.  In any case, it is a beautiful movement but lacks any textual connotation.

The following bass recitative does connect with the first part, however, by assuring the listeners that God grants the blessing asked for in movement 7.  The mood is suddenly interrupted by an angry and virtuosic tenor aria, but the tenor’s anger is soothed by a calm alto recitative and one of Bach’s most beautiful alto arias.  The cantata then concludes with another verse of the chorale, in which the chorus ultimately joins the heavens in singing the praises of God.

Although the choirs in Leipzig did sing motets as part of the church services Bach was not generally expected to write them, as the churches had a library of other works that they used on normal occasions.  The six motets that Bach did write are therefore a little mysterious in their origin; most likely they were composed for special burial services.  On these occasions, Bach had access to more singers than he usually did, so most of the motets make use of a double chorus.  Lobet den Herrn is an exception, and is the only one of the six that uses an SATB chorus.  

The motet opens with a double fugue exposition featuring first a trumpet-like rising arpeggio theme (“Lobet den Herrn, alle Heiden”) then a falling, turning theme (“und preiset ihn, alle Völker”).  The excitement of the exposition breaks off and the mood suddenly changes, becoming smoother and simpler (“Denn seine Gnade und Wahrheit”).  At the word “Ewigkeit” (“eternity”) we reach the fourth section, which is marked by the return of complex counterpoint and by a bit of word painting:  each section in turn sings the word “ewigkeit” set to very long notes to illustrate the word’s meaning.  The praise that began in the final movement of Cantata 76 and continued in the first four sections of the motet culminates in the final section:  a joyous Alleluia.

