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ABSTRACT 

 The purpose of this document is to function as a literature source for singers and 

voice teachers in choosing baroque, sacred solo literature for baritone voice and to offer 

analysis of three sacred solo cantatas. The three cantatas of Georg Philipp Telemann 

included in this study are Die Liebe gegen meinen Gott (TVWV 1:350), Es sind schon die 

letzten Zeiten (TVWV 1:529) and In allen meinen Taten (TVWV 1:928). 

 The opening chapter serves as the introduction to the document. Chapter II 

discusses the history of the cantata, beginning with its roots in seventeenth century Italy 

and culminating with its height of popularity in the eighteenth century German Lutheran 

church. Chapter III provides a biographical sketch of the composer, with a brief survey of 

his general musical output and, more specifically, his church cantata cycles. Chapter IV 

provides a brief background of the selected cantatas, including the scripture readings for 

the corresponding Sundays, and full cantata texts and English translations. Chapter V 

offers formal analysis of the cantatas, structural & musical analysis of each solo 

movement and stylistic characteristics of the cantatas. Chapter VI consists of 

performance considerations for the singer and the author’s conclusion. 

 

 

 

 

 

 



Texas Tech University, Stephen Ray Sims, December 2015 

v 

 

LIST OF TABLES 

5.1 Comparison of Cantatas’ Structures. .........................................................42 

5.2 Structural Diagram of “Wer im Lieben recht verfӓhrt” .............................43 

5.3 Structural Diagram of “Entreiβe dich, mein Sinn” ....................................44 

5.4 Structural Diagram of “Ihr, die ihr in der Sünden” ....................................44 

5.5  Structural Diagram of “Blitz und Krachen”...............................................45 

5.6  Structural Diagram of “Gottes Segen macht allein” ..................................45 

5.7 Structural Diagram of “Unsre Arbeit, Tun und Tichten” ..........................45 

 

 

 

 

 

 

 

 

 

 

 

 

 



Texas Tech University, Stephen Ray Sims, December 2015 

vi 

 

LIST OF FIGURES 

5.1 “Wer im Lieben recht verfӓhrt,” mm. 8-12. ...............................................48 

5.2 “Entreiβe dich, mein Sinn,” mm. 1-4 .........................................................50 

5.3 “Ihr die ihr in der Sünden Schlaffen,” mm. 1-4 .........................................51 

5.4 “Gottes Segen mach allein,” mm. 8-10 (ornamented melody) ..................51 

5.5  “Gottes Segen mach allein,” mm. 8-10 (unornamented melody) ..............52 

6.1  “Ihr, die ihr in der Sünden Schlafe,” mm. 12-15 .......................................58 

 

 

 

 

 



Texas Tech University, Stephen Ray Sims, December 2015 

1 

CHAPTER I 

INTRODUCTION 

The author has researched three church cantatas for the bass voice by Georg 

Philipp Telemann. The three cantatas are the following: Die Liebe gegen meinen Gott 

(TVWV 1:350), Es sind schon die letzten Zeiten (TVWV 1:529) and In allen meinen 

Taten (TVWV 1:928). His study of these three cantatas will offer performers, teachers 

and students an insight on some of Telemann’s less popular cantatas, particularly those 

for the bass/baritone voice. This research is needed simply for the fact that the sacred 

cantatas outside of his published cycles have received little to no recognition. 

Werne Menke, a German scholar of Telemann, wrote his dissertation, entitled Das 

Vokalwerk Georg Philipp Telemann’s, in 1942. This was a landmark source in the initial 

study of Telemann’s vocal works. The majority of English research done on Telemann 

and his compositions has focused on his instrumental compositions and his published 

cantata cycles. In her article titled, “Telemann Research since 1975,” Jeanne Swack says, 

“There are no book-length studies on Telemann in English, aside from a translation of R. 

Petzoldt’s outdated biography, very few articles, and only a handful of Ph.D. 

dissertations.”
1
 This document offers some additional, contemporary research in the 

English language on his lesser-known vocal works.  

This paper will begin by exploring the history of the cantata and offering a 

biographical sketch of the composer, Georg Philipp Telemann.  The document will also 

                                       
1
 Jeanne Swack, “Telemann Research Since 1975,” Acta Musicologica 64 (Jul.-Dec. 1992): 141. Accessed 

June 17, 2015. URL: http://www.jstor.org/stable/932913. 
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include general and liturgical background of each of the cantatas, along with their full 

texts and English translations. Along with structural and stylistic analysis of the cantatas, 

formal analysis of each aria will be provided. The author will offer performance 

suggestions for the performer, followed by his conclusions. 

It would be highly beneficial to the reader to have an edition of the cantata scores 

in hand when reading this document, especially the analyses. The primary sources the 

author used in analysis were from the Frankfurter Telemann-Ausgaben series, edited by 

Dr. Eric Fiedler, referenced in the main body of the paper and the bibliography.  
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CHAPTER II 

HISTORY OF THE CANTATA 

Sixteenth Century Italy 

 In order to fully understand the cantata and its musical prominence within the 

liturgy of the German Lutheran church in the eighteenth century, it is necessary to 

consider the genre’s beginnings. This chapter will begin by tracing the evolution of the 

cantata from its roots in sixteenth century Italy. 

 The cantata was one of the three principal forms of vocal music during the 

Baroque era, along with opera and oratorio. More specifically, Collin Timms states, 

“From the early seventeenth century to the late eighteenth, the cantata was the principal 

form of Italian vocal chamber music.”
2
 But along with opera and oratorio, these three 

forms were actually descendants of the sixteenth century madrigal. Toward the end of the 

sixteenth century, it was rather common to have instruments accompanying in unison 

with the voices of a madrigal performance. This, in turn, evolved into the solo madrigal, 

in which a solo voice was accompanied by instruments playing the lower parts. Amidst 

this time of experimentation, says Timms, “The settenari and endecasillabi (seven- and 

eleven-syllable lines) of the Renaissance madrigal survived into the 17
th

 and 18
th

 

centuries and became the basis of the accompanied madrigal and of recitative.”
3
  During 

the early part of the seventeenth century, the texts for madrigals or arias provided settings 

                                       
2 Colin Timms, “Cantata I: The Italian cantata to 1800,” Grove Music Online: 1, accessed June 20, 2015. 

http://www.oxfordmusiconline.com:80/subscriber/article/grove/music/04748pg1.  
3 Ibid. 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/04748pg1
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for compositions similar to cantatas and were “published under such titles as ‘musiche’, 

‘arie’, ‘madrigali’ or ‘scherzi’.”
4
 

Seventeenth Century Italy 

According to Robert Morris, Eugen Schmitz, a German scholar, claimed that the 

changes made to the madrigal by the monodists of Florence “marked the starting point of 

the later cantata.”
5
 Morris explains: 

The monodists, Caccini, Peri, and Monteverdi, replaced the accompanied 

madrigal with the continuo madrigal. Their experiments were made largely for the 

pleasure of the intellectuals, most of whom were more interested in the literary 

aspect than the musical. The character of the new madrigal was greatly affected 

by the introduction of the recitative which was intended to give declamatory and 

literary emphasis.
6
  

According to Timms, “The earliest example of the word [cantata] in an 

exclusively musical collection occurs in the first set of Cantade et arie by Alessandro 

Grandi, of which only a reprint of 1620 is known; the first edition doubtless appeared 

shortly before.”
7
 Grandi’s collection, forty-two solo pieces for the voice with continuo 

accompaniment, showcased a new melodic treatment that would make the cantata quite 

distinct. Morris explains, “Whereas the madrigal melodies were usually strophic 

variations over a recurring bass, the melodies of the new cantatas tended to introduce 

completely new material for each strophe.”
8
 Until about 1620, these solo pieces were 

usually published, which implies that they were accessible for both the professional and 

amateur singers.  

                                       
4
 Timms, “The Italian cantata to 1800.” 

5
 Robert B. Morris, “A Brief History and Survey of the Italian Solo Cantata of the 17

th
 and 18

th
  

Centuries—Part 1,” The NATS Bulletin (December 1967): 22. 
6
 Morris, “Italian Solo Cantata,” 22. 

7
 Timms, “The Italian cantata to 1800.” 

8
 Morris, “Italian Solo Cantata,” 22. 
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During the first half of the seventeenth century, according to Grout, “The cantata 

had developed from monody with strophic variation to a form consisting of many short 

contrasting sections.”
9
 Between 1620 and 1640, though, the printing of this repertoire had 

decreased while the cantata’s size had increased. This was advantageous for professional 

(opera) singers. Claude Palisca adds, “The cantatas of the ‘twenties and ‘thirties show 

progressively longer and more clearly separated sections. There is a growing [italics 

added] differentiation between recitative and aria.”
10

 During the second half of the 

seventeenth century, however, most scholars agree that the cantata had arrived at having 

a clear and distinct pattern of arias and recitatives. Morris adds, “One of the most 

important changes which occurred by the middle of the century was the use of metrical 

contrasts between the various sections. At that point, the cantata began to assume many 

of the features which would be characteristic of it for another hundred years.”
11

 

In addition to the cantata growing from a short lyrical piece into a larger work 

with several sections clearly distinguished from one another, the utilization of the da 

capo
12

 aria played a significant role in the genre’s development and advancement.  Arias 

in this particular form were usually encountered in cantatas by 1670. Referencing A. 

Scarlatti’s cantata output, Stolba states, “Most of the cantatas he wrote in 1703-4 consist 

of two da capo arias, each preceded by a recitative. This became a more or less standard 

pattern for secular cantatas composed during the eighteenth century, except in France.”
13

  

                                       
9
 Donald Jay Grout, A History of Western Music (New York: W.W. Norton & Company, 1960), 323. 

10
 Claude V. Palisca,  Baroque Music (Englewood Cliffs: Prentice-Hall, 1968), 104. 

11
 Morris, “Italian Solo Cantata,” 22. 

12 This form is explained and defined in Chapter V, p. 42. 
13

 K. Marie Stolba, The Development of Western Music: A History. (Boston, McGraw-Hill, 1998), 267. 
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Regional Schools and Prominent Composers of the Italian Cantata 

 The four major schools of Italian cantata composition during the seventeenth and 

early eighteenth centuries were Venice, Rome, Bologna, and Naples. Between 1620 and 

1640, Venice was home to most of the composers who played a role in the initial 

developments of the cantata. Four of these Venetian composers included Benedetto 

Ferrari, Francesco Cavalli, Antonio Cesti, and Giovanni Legrenzi. The Venetian era soon 

faded, however, as Rome took over as the leading area for cantata composition in the 

middle of the seventeenth century. A great deal of cantatas were being written between 

1630-40, and, in addition to this, according to Morris, “There was much interest in the 

form because it was becoming fixed but not stereotyped, and there was still opportunity 

for experimentation.”
14

 The composers of Rome came to the forefront in experimentation 

with their regained desire for contrapuntal methods. Also, Morris adds, “They developed 

the rondo and cyclical cantatas in which there was repetition of material in the lyric 

portions.”
15

 The prominent composers active in Rome were Giacomo Carissimi, Luigi 

Rossi, Domenico Mazzocchi and Girolamo Frescobaldi, among others. 

 Bologna became a regional school of cantata composition, following Rome, 

during the second half of the seventeenth century. Although this school of composition 

was not that extensive, it was similar to the Roman style because its composers were 

taught by Roman teachers, such as Carissimi and Benevoli. Representative composers of 

the Bologna school included Domenico Gabrielli, Giovanni Maria Bononcini and 

Giovanni Battista Bassani.  

                                       
14

 Morris, “Italian Solo Cantata,” 22. 
15

 Ibid. 



Texas Tech University, Stephen Ray Sims, December 2015 

7 

 The fourth and final regional center for the Italian cantata was Naples. Morris 

states, “[Charles] Burney calls the Neapolitan cantata development of the late seventeenth 

and early eighteenth centuries the ‘Golden Age of the Cantata in Italy’.”
16

 Though the 

cantata of Naples was much like that of its Roman counterpart, Neapolitans were 

influenced more by the older generation of composers. The cantata’s form was very 

similar in all of the regional schools, but “The Neapolitan school had full-fledged da 

capo arias and clear-cut parlando (speech-like) recitatives. The Neapolitans also tended to 

follow constructive patterns, while earlier composers were free to alternate declamation 

and lyricism as they wished.”
17

  

The greatest and most well known composer of the Neapolitan school was 

undoubtedly Alessandro Scarlatti. Stolba mentions, “Of his approximately 600 extant 

cantatas, more than 500 are for solo voice (usually soprano) and basso continuo.”
18

 A 

number of these compositions were written for wealthy Roman patrons. Grout comments 

the composer’s trademarks by stating, “The mood of tender melancholy, the elegant 

melodic lines, and the refinement of the harmonic workmanship are thoroughly 

characteristic of Scarlatti.”
19

 Scarlatti was acclaimed for being the composer who took 

the cantata to its developmental peak.  Other notable Neapolitan composers of the cantata 

were Antonio Caldara, Benedetto Marcello, Antonio Vivaldi and Giovanni Battista 

Pergolesi. 

                                       
16

 Morris, “Italian Solo Cantata,” 23. 
17

 Ibid. 
18

 Stolba, Development of Western Music, p. 267. 
19

 Grout, Western Music, 326. 
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 The Neapolitan era played a key role in the furtherance of the cantata. Toward the 

end of this period in Italy, the solo cantata started to become less popular as 

accompanying ensembles grew in size. With larger instrumental groups came the need 

for greater vocal output. Thus, the solo cantata gave way to the choral cantata. 

Eighteenth Century Lutheran Cantata 

 To trace and expound upon the complete history of the Lutheran cantata would be 

an exhaustive procedure, let alone tracing the history the cantata genre itself. This portion 

of the chapter will highlight the beginnings of the cantata within the Lutheran church, 

from the late seventeenth century to its culmination in the eighteenth century. Matters 

surrounding the term “cantata” must first be discussed, though, before moving further.  

 Regarding its usage and implications, Timms states, “In modern usage, the 

German word ‘Kantate’ refers both to the secular Baroque type and to the Protestant 

church music that reached its highest point of development and attainment in the cantatas 

of Bach.”
20

 In essence, it refers to both secular and sacred music. The term kantate is 

never seen in German church music prior to 1700 and very little in secular music. After 

1700, though, it is ascribed mostly to the secular and sacred solo cantata. 

 Seventeenth century Germany possessed organ music, the motet, and the chorale. 

Italy, on the other hand, as noted before, had birthed the recitative and aria, bringing with 

them new harmonic, tonal, and structural ideas. According to Dickinson, “The former 

were the stern embodiment of the abstract, objective, liturgical conception of worship 

                                       
20

 Collin Timms, “Cantata, II: The German cantata to 1800,” Grove Music Online. Oxford Music  

Online. Oxford University Press, accessed June 20, 2015. 

http://www.oxfordmusiconline.com:80/subscriber/article/grove/music/04748pg2. 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/04748pg2
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music; the latter, of the subjective, impassioned and individualistic.”
21

  The musical 

tension between these thoughts was paralleled in the theological conflict among Lutheran 

churches between 1650 and 1750. There was a deep struggle in determining the 

appropriate positions of Pietism and Orthodoxy, whether apart or blended together, 

within the life of the church. (This general idea is still dealt with among churches today.) 

Stolba describes the situation: 

Whereas Orthodox believers advocated strict adherence to dogma and the 

established ritual of the Lutheran Mass with its formal music sung by a trained 

choir, Pietists sought a less formal, more personal relationship with God and 

Christ and favored private devotions of laypersons and worship services that 

included music with more personal lyrics and congregational singing.
22

  

Midway through this time of struggle, Erdmann Neumeister (1671-1756), a 

Lutheran theologian and poet living in Hamburg, was in a key position to help resolve the 

theological conflict. Although he had attacked Pietism through some of his writings, he 

was not a staunch follower of Lutheran Orthodoxy either. According to Grout, “In 

1700…[Neumeister] introduced a new kind of sacred poetry for musical setting, in a form 

which he designated by the Italian term “cantata.”
23

 Up to this point, composers in the 

Lutheran church had set liturgical, biblical and chorale texts. Neumeister’s original poetic 

insertions, though, were meant to enhance the meaning of the day’s Gospel reading 

through Italian-influenced musical settings such as recitatives, ariosos and arias. This 

innovative new cantata was widely accepted among the Lutheran churches in Germany. 

Dickinson comments on the churches’ acceptance of this new innovation:  

They adopted what was soundest and most suitable for these ends in the art of 

both countries, and built up a form of music which strove to preserve the high 

                                       
21

 Edward Dickinson, Music in the History of the Western Church (New York: Haskell House, 1969), 269. 
22

 Stolba, Development of Western Music, 303. 
23

 Grout, Western Music, 338. 
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traditions of national liturgical song, while at the same time it was competent to 

gratify the tastes which had been stimulated by the recent rapid advance in 

musical invention. Out of this movement grew the Passion music and the cantata 

of the eighteenth century, embellished with all the expressive resources of the 

Italian vocal solo and the orchestral accompaniment, solidified by a contrapuntal 

treatment derived from organ music, and held unswervingly to the very heart of 

the liturgy by means of those choral tunes which had become identified with 

special days and occasions in the church year.
24

 

 

In a rather simpler and more direct manner, Burkholder echoes Dickinson’s 

summation by stating, “Its poetry brought together their faith’s Orthodox and Pietistic 

tendencies, blending objective and subjective as well as formal and emotional 

elements.”
25

  

The cantata soon became an extremely important segment in the order of worship 

in the German Protestant Church. Previously, in the seventeenth century, its form, 

according to Dickinson, “Consisted usually of an instrumental introduction, a chorus 

singing a Bible text, a ‘spiritual aria’ (a strophe song, sometimes for one, sometimes for a 

number of voices), one or two vocal solos, and a choral.”
26

 But Neumeister’s poetic 

additions helped bring the revamped cantata to a new-found structure.  His cantata cycles 

consisted of three different types, according to Stolba: 

[1] Biblical verses and poetic aria texts, and an occasional chorale, to be set to 

music for soloists and chorus;[2] madrigalesque poetry, suitable for musical 

setting as recitative and aria, in the manner of Italian secular solo cantata; and [3] 

a combination of the foregoing two types, which became the standard cantata in 

the eighteenth century.
27

  

 

                                       
24

 Dickinson, Music in Western Church, 270. 
25

 J. Peter Burkholder, Donald Jay Grout and Claude V. Palisca.  A History of Western Music (New  

York: W.W. Norton & Company, 2010), 448. 
26

 Dickinson, Music in Western Church, p. 273. 
27

 Stolba, Development of Western Music, 303. 
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Neumeister ended up writing nine cycles of these cantata texts which were meant 

to be used for each Sunday during the entire church year. His first annual cycle, 

Geistliche Kantaten statt einer Kirchenmusik (Spiritual Cantatas instead of a Church 

Music), written between 1700 and 1701, was musically set by J.P. Krieger (1649-1725). 

Regarding some of his subsequent cycles, Mary Kim states: 

The third and fourth cycles (1711 and 1714) were written for Eisenach and 

performed there by Telemann and others. These cycles incorporated biblical 

passages and chorale strophes and were entitled, Geistliche Poesien mit 

untermischten biblischen Sprichen und Choralen (spiritual poems with a mixture 

of biblical texts and chorales).  

Some of the first composers/church musicians to adopt Neumeister’s “reform 

cantata”
28

 were Johann Philipp Krieger (1649-1725), Johann Kuhnau (1660-1722), 

Dietrich Buxtehude (1637-1707) and Friedrich Wilhelm Zachow (1663-1712). Telemann 

(1681-1867) set two of Neumeister’s complete cycles to music for the court in Eisenach. 

According to Kim, “Bach cantatas written on Neumeister texts are BWV 18, 24, 28, 59, 

and 61.”
29

  

Even though Telemann was probably more popular than Bach during their day, in 

addition to Telemann composing a far greater number of cantatas, it is commonly held 

that the cantata genre itself culminated with J.S. Bach. His cantatas ranged from those for 

a solo voice to those for a full choir, with a wide range of instrumental forces. Their 

movements spanned from one to as much as twenty-four, while their structural forms 

were highly varied. Quoting Charles Terry, Kim states, “He successfully mingled both 

                                       
28 Kim, Mary Byung-Ae, “A Performer’s Study of Selected Sacred Solo Cantatas by Johann Sebastian 

Bach, Alessandro Scarlatti, and Georg Philipp Telemann” (DMA doc., Southwestern Baptist Theological 

Seminary, 2006), p.6. *This phrase “reform cantata” refers, of course, to the new cantata form that had 

been introduced by Erdmann Neumeister. To the author’s knowledge, it has not appeared in any other 

published article or academic document. Dr. Mary Kim is the first to have used this specific wording. 
29

 Ibid., 4. 
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old and new, secular and sacred, instrumental and vocal, as well as German and Latin.”
30

 

Just over 200 of his cantata compositions exist today.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                       
30

 Ibid., 7.  
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CHAPTER III 

GEORG PHILIPP TELEMANN 

Biographical Sketch 

 Georg Philipp Telemann was born on March 14, 1681, to Heinrich and Maria 

Telemann in Magdeburg, Saxony. In addition to his father being a minister at the Helig-

Geist-Kirche (Church of the Holy Ghost) in Magdeburg, both of his grandfathers were 

clergymen as well. In fact, most of the men in his family, including his older brother, 

Heinrich Matthias, had earned a university education and entered church ministry.  No 

one in his immediate family was a musician.  There had not been a musician in the family 

since his paternal great-grandfather, Heinrich Thering, who was a cantor during the late 

16
th

 century. Despite this, Telemann insisted his musical talent came from his mother, 

“but the only professional musicians in her family were her nephew Joachim Friedrich 

Haltmeier (1668-1720), Kantor at Verden, and his son Carl Johann Friedrich, organist in 

Hanover and author of a treatise on thoroughbass published by Telemann in 1737.”
31

 

Young Georg had no musical model within his immediate family. He would later feel the 

pressures of following in his forbears’ footsteps while, on the other hand, cultivating a 

growing passion and talent for musical composition. 

 Following the death of his father in 1685, his mother, Maria, was left with the 

responsibility of raising her two sons on her own. Heinrich, the older of the two, naturally 

studied theology and became a minister, following the profession of his father. Georg 

began his education at the Magdeburg Gymnasium and Domschule (“cathedral school”). 

                                       
31

 Steve Zohn, “Telemann, Georg Philipp.” Grove Music Online. Oxford Music Online. Oxford University 

Press, accessed June 20, 2015. 

http://www.oxrodmusiconline.com:80/subscriber/article/grove/music/27635pg1.  

http://www.oxrodmusiconline.com/subscriber/article/grove/music/27635pg1
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Despite not receiving any formal training in instrumental music at this time, his musical 

giftedness manifested quickly. “At the age of 10 he took singing lessons from the Kantor, 

Benedikt Christiani, and studied keyboard playing with an organist for two weeks; he 

taught himself the recorder, violin and zither.”
32

  

His musical interests and accomplishments soon met the strong resistance of his 

mother. Following her twelve-year old son’s first opera composition, Sigismundus, she 

“forbade any further involvement with music and sent him to school at Zellerfeld.”
33

  To 

make sure his musical hobby would be squelched, she even had his musical instruments 

taken away. This punishment proved to be unsuccessful as he continued to compose and 

play on borrowed instruments in secret. Her intention for her young son was to uphold 

the family’s upper-middle class status, follow in the family tradition of serving the 

Protestant church, and not be distracted with music. “However, such resistance served 

only to reinforce his determination to persevere in his studies through transcription and 

modeling his works upon those of such composers as Agostino Steffani, Johann 

Rosenmüller, Corelli and Antonio Caldara.”
34

  Once Telemann settled into school at 

Zellerfeld, he was put under the direct influence of the superintendent, Caspar Calvoer. 

Telemann’s mother was unaware, though, of the musical influence that would soon be 

imparted toward her son. Steven Zohn states the following:     

Calvoer, a theologian, historian, mathematician and writer with an interest in 

musical theory, not only supervised Telemann’s general education but also 

introduced him to the relationship between music and mathematics; Telemann 

                                       
32 Zohn, “Telemann 1.” 
33

 Stolba, Development of Western Music, 302. 
34 Sadie, Julie Ann, ed. Companion to Baroque Music (New York: Schirmer Books, 1990), 176. 
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supplemented his formal studies by teaching himself thoroughbass and continuing 

to compose.
35

 

Telemann was soon writing a motet for the church choir nearly every Sunday and 

providing instrumental pieces for the town musicians.  

 Once Telemann’s elementary education was completed, he began his preparatory 

studies at the Hildesheim Gymnasium in 1697. Highlighting Telemann’s emerging talent 

as a composer while starting at Hildesheim, Godman states that “He [Telemann] was 

invited to attend the school there in the capacity of ‘school composer’ for the 

headmaster’s plays (performed by the boys).”
36

 Interestingly enough, his musical 

giftedness was noticed by Father Theodor Crispen, “Who, as director of Roman Catholic 

church music, permitted him to give performances of German cantatas in the Catholic 

church at the monastery of St. Godehard.”
37

  It was during this time in Hildesheim that 

his exposure to new musical styles expanded greatly. Zohn states: 

Through numerous visits to the courts at Hanover and Brunswick, Telemann was 

exposed to the latest French, Italian and ‘theatrical’ styles, and became familiar 

with the characteristics of various instruments; in addition to the recorder, violin 

and keyboard instruments, he now took up the flute, oboe, chalumeau, viola da 

gamba, double bass and bass trombone.
38

 

 In the fall of 1701 Telemann continued his formal education by attending Leipzig 

University to study law, not music. Whether this move was influenced by the heavy hand 

of his mother or by the desire to simply receive a university education, his time in 

Leipzig proved to be a very pivotal point in his life as a composer. Apparently those in 
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Leipzig were unaware of his endeavors in music composition. Zohn describes the critical 

event that changed Telemann’s professional direction from that point: 

His efforts to conceal his musical gifts from the other students were confounded 

when his roommate discovered a setting of Psalm VI that had somehow found its 

way into his luggage. Following a performance of this work at the Thomaskirche, 

Telemann was commissioned by the mayor of Leipzig to write music for the 

city’s two main churches, the Thomaskirche and the Nikolaikirche, every 

fortnight. His career as a musician now seemed assured.
39

 

Leipzig certainly proved to be a prime but brief location for Telemann to launch 

his career as a musician. In addition to forging a new friendship with G.F. Handel, 

Telemann had already formed a collegium musicum within a year of arriving in the city. 

Commenting on the uniqueness of this new establishment, Stolba states, “He [Telemann] 

arranged for the collegium to give public concerts regularly and programmed sacred and 

secular music indiscriminately.”
40

 In this initial step of tearing down the wall between 

sacred and secular music, he provided the public with the opportunity to hear a wide 

variety of music. Later that same year, in 1702, he was also appointed music director of 

the Leipzig Opera, “for which he composed operas, sang and recruited students as singers 

and members of the orchestra instead of importing them from abroad.”
41

 He held this 

particular post until 1704, when he became the organist and music director at the 

Neukirche. Telemann managed, yet, again for the collegium to perform publicly by 

having them provide sacred music concerts at his church.   

Telemann’s decision to utilize his collegium at the Neukirche came with fierce 

resistance from Johann Kuhnau. Telemann’s gradual use of the students to heighten the 
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quality of the musical performances in the church came as an insult to Kuhnau. Stolba 

describes the situation: 

Johann Kuhnau, Leipzig city music director and Kantor at Thomaskirche, became 

indignant at Telemann’s involvement in so many activities, primarily because 

Telemann was encroaching on Kuhnau’s ‘territory’ and achieved results that 

Kuhnau considered impossible without additional city funds. Students whom 

Kuhnau thought should be singing at Thomaskirche were performing at 

Neukirche, in collegiums, and at the Opera. The city fathers heeded Kuhnau’s 

complaints—they forbade Telemann to work at the Opera.
42

 

Telemann’s next appointment came in 1705. From Leipzig, he traveled to Sorau 

(now Zӓry, Poland) to become Kapellmeister to Count Erdmann II of Promintz.
43

 A 

benefit of this appointment allowed Telemann to travel with the court to Krakow, Pless 

(now Pszczyna) and Berlin. A result of these travels exposed him to Polish music, 

Moravian folk music and French instrumental music, styles which he later incorporated 

into his own music. A friendship that resulted from Telemann’s employment for the 

count was with Erdmann Neumeister, “who held the positions of superintendent and 

court chaplain.”
44

 As mentioned in the previous chapter, Neumeister was also a poet who 

wrote nine cantata texts used by Telemann and J.S. Bach. Telemann’s friendship with the 

poet would later prove helpful in securing future employment in Hamburg. In early 1706, 

Telemann was left with no choice but to leave Sorau, due to troops invading from 

Sweden by the command of King Charles XII, and travel to Frankfurt an der Oder.  

Following his short term in Sorau, Telemann made a visit to Paris in 1707, and 

began serving Duke Johann Wilhelm of Saxe-Eisenach. Exactly when he started serving 
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there is not certain among scholars, although Zohn asserts, “On 24 December 1708 he 

[Telemann] was appointed Konzertmeister of the newly formed court musical 

establishment, becoming Secretary and Kapellmeister the following August.”
45

 Eisenach 

allowed Telemann the fortune of becoming a prolific composer of instrumental music as 

well as vocal. Being initially responsible for recruiting singers for the purpose of 

performing church cantatas, he composed at least four annual cycles of such cantatas, two 

incomplete cycles, seventy secular cantatas, masses, psalms and other sacred pieces. He 

also wrote concertos for the chapel orchestra, many sonatas and overtures. In addition to 

his compositional advancements at Eisenach, Telemann established another strong 

friendship, this time with J.S. Bach, and was endeared to the family. He became 

godfather to Carl Philipp Emanuel in 1714.
46

 He even fell in love and married, but this 

relationship ended sadly. Zohn explains the tragic ending: 

Shortly after being named secretary and Kapellmeister of the court in 1709, 

Telemann was granted leave of absence and returned to Sorau for his marriage on 

13 October to Amalie Louise Juliane Eberlin, lady-in-waiting to the Countess of 

Promnitz and daughter of the musician Daniel Eberlin; she died only 15 months 

later, in January 1711, after the birth of a daughter.
47

 

Affected greatly by the death of his wife, presumably, the responsibility of raising 

a child on his own, and the discontent of being a court musician, Telemann sought 

employment elsewhere. In 1712, he gained the favor the city officials in Frankfurt am 

Main, and became the new director of music for the city and Kapellmeister at 

Barfüssekirche. His responsibilities included directing music for the church, writing 

music for city events as needed, and offering private training to schoolboys of his choice 
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for choral singing. In addition to these assignments, Telemann took an administrative role 

with a charity foundation, and organized a “tobacco collegium”
48

 for a small salary and 

free housing. Commenting on the composer’s new start, Sadie states, “Together with his 

activities as director of the Frauenstein Society and the collegium musicum, which 

presented weekly concerts, Telemann’s new posts suited his talents very well.”
49

 What 

also suited him well—though not for the long-run—was his marriage to Maria Textor in 

1714. “This marriage allowed Telemann to become a citizen of Frankfurt, a privilege that 

he retained in later years by sending church music from Hamburg to Frankfurt every 

three years until 1757.”
50

 

Frankfurt was another fertile setting for Telemann’s compositional output. 

Despite not being able to produce opera, even though he continued to send works to 

Leipzig Opera, he composed five annual cycles of church cantatas, oratorios, a setting of 

the Brockes-Passion, orchestral works, and a large number of chamber works. In addition 

to the genres included here, Godman adds that Telemann’s works in Frankfurt included 

“A suite of ‘Water Music’ in memory of an Englishman leaving Frankfurt, presumably to 

cross the water back to England!”
51

 

In 1716, a year after Telemann started publishing his own compositions, his 

growing reputation and stature as a composer opened up additional, lucrative 

employment opportunities. That year, he visited the court in Eisenach, which, according 

to Sadie, resulted with “An appointment as a visiting Kapellmeister; (he continued to 
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send new works until 1729).”
52

 The same year, he was offered the vacant position of 

Kapellmeister by Duke Ernst of Gotha. This position would have given Telemann 

musical direction over all the duke’s various courts. While negotiations were being made 

in Gotha to secure Telemann’s employment, another opportunity arose “To make 

Telemann Kapellmeister to Wilhelm Ernst of Saxe-Weimar and to all the courts in the 

Ernestine line.”
53

 Despite the temptation to accept other offers, Telemann declined and 

remained in Frankfurt. He did, however, use the offers to demand a higher salary for 

himself, which, in turn, he used to hire additional church musicians.  

Telemann’s friendship with the poet and court chaplain, Erdmann Neumeister, 

whom he met in Sorau, now brought him to Hamburg, where he would enjoy the final 

and most prolific phase of his life. In 1721, Neumeister recommended Telemann for the 

highly favored position of Kantor of the Johanneum in Hamburg. This position also 

carried the responsibility of being the music director for the city’s five principal churches. 

Sadie states, “Here, at last, was a prestigious post that would provide him with seemingly 

unlimited opportunities to compose and perform.”
54

 His task as Kantor required him to 

teach the school boys voice, music theory, and music history four days out of the week. 

Expounding on the task set before him as music director, Stolba adds, “There, the 

demand for new music was immense: two cantatas for each Sunday, a passion annually, 

and additional music for church and civic ceremonies and special events. Yet, he found 

time to participate in opera, direct the collegium, and present public concerts.”
55
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Telemann was soon faced with strong opposition once again. Certain church 

officials were upset with his leadership of the opera and collegium, complaining that 

“Such performances incited lasciviousness (lewd behavior).”
56

 The city council, as a 

result, forbade Telemann from being involved with these public concerts and opera. 

Telemann counteracted by applying for the Kantor position at Thomaskirche in Leipzig 

in August of 1722, following the death of Johann Kuhnau. Six men had applied for the 

post; one of those was J.S. Bach. Telemann, however, was favored unanimously for the 

position and was ready to accept. According to Zohn, “Telemann petitioned the Hamburg 

city council for his release on 3 September, giving as reasons the favourable working 

conditions in Leipzig and the absence of good prospects in Hamburg.”
57

 The Hamburg 

council members refused his release, were forced to increase his salary, and ceased their 

objections to his secular musical involvement.  

With the dispute behind him, Telemann resumed his secular activities. In addition 

to being music director for the Hamburg Opera (1722-1738), he also directed a collegium 

musicum there, whose popularity grew to the point of requiring a second concert each 

week. Even though his musical involvement in Hamburg was remaining strong, his 

marriage with his second wife fell apart. In 1724, a marionette play in Hamburg alluded 

to her affair with a Swedish officer, which also ignited rumors about her enormous 

gambling debts. Many of Telemann’s friends in Hamburg collected money, and assisted 
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him in repaying the debts. The marriage was believed to have ended in 1736, when Maria 

had officially left the home. 

Despite this terrible and personal setback, Telemann remained active with 

intellectual and literary activities in Hamburg. It is believed that through his friendship 

with Brockes that Telemann became connected with the Patriotische Gesellschaft, “A 

circle of Hamburg intellectuals devoted to improving tastes and morals in the city.”
58

 

This was greatly beneficial for Telemann, given that a large number of the city’s writers 

would supply him with texts for his vocal compositions. Telemann, in turn, wrote texts 

for musical works. Zohn states, “Between 1723 and 1738 eight of Telemann’s poems and 

texts for vocal music were published in C.F. Weichmann’s Hamburg anthology of north 

German poetry, Poesie der Niedersachsen.”
59

 He even published short poetic works on 

the deaths of J.S. Bach, Pisendel, the Hamburg mayor, K. Widow, to name a few.  

Telemann also remained active as a music publisher. As alluded to earlier, he first 

began his publishing efforts in Frankfurt in 1715. His efforts and philosophy were 

straight-forward. Stolba explains with the following: 

He wanted to get printed music into the hands of middle- and lower-class citizens 

and wanted that music suitable for home use, as many sizable families had their 

own instrumental and/or vocal ensembles. He made simplified arrangements of 

some of his works and indicated alternate or optional instrumentation for others.
60

 

Each of the scholars referenced agrees that Telemann was highly influential in 

providing printed music for the amateur musician. Whether this was purely motivated by 

his family depriving him of formal musical training is not known. The period between 
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1725 and 1740 included a tremendous effort on the part of Telemann to publish a great 

deal of his own music. Stolba offers detail on his output in Hamburg, which included the 

following: 

An untitled cycle of 72 cantatas for the church year; Harmonischer Gottes Dienst 

(1725-26), a cycle of 72 sacred cantatas for general use; Musique de table (Dinner 

music; 1733), three sets of chamber music compositions for various instruments; 

Fantaisies pour le Clavecin: 3 Douzaines (36 harpsichord fantasies; 1733)….and 

Singe-, Spiel-, und Generalbassübungen (Vocal, instrumental, and thoroughbass 

studies; 1733), which includes, among other music, a collection of 48 strophic 

secular songs for home use.
61

 

Following a second visit to Paris in 1737, which was fueled by the need to protect 

the printing privileges of his music and apparently heightened his fame among the 

people, Telemann greatly decreased his compositional pace from 1740 to 1755. In fact, it 

was in 1740 that he sold the printing plates for 44 of his publications; his intention behind 

this move was to devote himself to writing theoretical treatises. He included an essay on 

singing recitative in his cantata cycle, Harmonischer Gottes-Dienst (1725-6), and 

instructions on ornamentation. The press announced that there would be more theoretical 

works, but they never appeared. Sadie mentions that these included “A treatise on 

instruments, another on recitative, still another on composition as well as a translation of 

J.J. Fux’s Gradus ad Parnassum.”
62

 Very little church music was written by Telemann 

during this 15-year period, aside from two annual cantata cycles, Musikalisches Lob 

Gottes (1744) and the “Engel Cycle” (1748-1749)
63

, and some instrumental works 

composed after he returned from Paris. Telemann, however, kept in contact regularly 

with the younger Berlin-based composers, including C.P.E. Bach and Quantz, and in 
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1755, “Inspired at the age of 74 by the new generation of German poets”, Zohn says, 

“…He turned with renewed vigor to the composition of sacred oratorios.”
64

 At this point, 

he composed roughly seven sacred oratorios, last among them called Der Tag des 

Gerichts, composed in 1762.
65

   

In the advanced stages of his life, Telemann could no longer handle the immense 

writing and performing regiment that he welcomed years earlier. He complained of 

weakness in his legs, thereby making difficult the everyday tasks of walking and 

standing. His eyesight deteriorated, and his hands could no longer write for extended 

periods of time. At the age of 86, “Telemann died in his apartment of a ‘chest ailment’ on 

the evening of 25 June 1767.”
66

  

Scholars disagree on exactly how many church cantatas Telemann had composed, 

but extant figures remain between 1,400 and 1,500. He had composed at least 20 

complete annual cantata cycles, with only 12 remaining intact to this day. He published 

five of those cycles, which include the following: 

The Harmonischer Gottes-Dienst (Hamburg, 1725–26), the Auszug derjenigen 

musicalischen . . . Arien (Hamburg, 1727), the Fortsetzung des Harmonischen 

Gottesdienstes (Hamburg 1731–32), the Musicalisches Lob Gottes (Nuremberg, 

1742–44), and the so-called Engel-Jahrgang (Hermsdorf, 1748).
67

 

 He composed other sacred choral works, including cantatas for church 

consecrations, music for services of installing priests, funeral cantatas, passions and 
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passion oratorios, sacred oratorios, psalms, motets and masses. He composed other vocal 

music for various occasions, including weddings, birthdays, political and military 

ceremonies (Kapitӓnsmusik). He is also credited for composing opera, secular cantatas, 

serenades, and Lieder. His instrumental works include concertos and double concertos, 

sonatas, overtures and numerous other chamber compositions. Lastly, his keyboard 

compositions (predominantly for harpsichord) include “Suites, fantasies, chorale 

preludes, fugues, and fughettas.”
68
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CHAPTER IV 

THE SELECTED SOLO CANTATAS: 

DIE LIEBE GEGEN MEINEN GOTT (TVWV 1:350); 

ES SIND SCHON DIE LETZTEN ZEITEN (TVWV 1:529); 

IN ALLEN MEINEN TATEN (TVWV 1:928) 

General Background 

 Upon the initial search for Telemann cantata scores in the Texas Tech University 

Library, the author came across several that featured the bass voice as soloist. Among 

those for bass, there were three cantatas, in particular, that apparently belonged to an 

unfinished yearly cycle from around 1751. For whatever reason, Telemann did not get to 

publish these cantatas himself.  Eric Fiedler states, “The cycle may have been destined to 

be published as a sequel to Telemann’s so-called ‘Engel’ cycle of 1748, with which it 

shares the reduced performing forces.”
69

  

 Following study of Werner Menke’s thematic catalog of Telemann’s sacred 

cantatas (published in 1988), it was discovered that there were thirty-one cantatas 

attributed to this unfinished cycle from 1751. Of these thirty-one cantatas, twenty-six 

were set for the bass voice, mostly with SATB chorales or paired with another solo voice 

(1:460—tenor & bass solo; see table 3.1).  Fiedler mentions the following regarding 

Telemann’s cantatas for the solo bass voice: 

Apart from the compositions in the printed collections—from the Harmonischer 

Gottesdienst (1725-26), the Auszug derjenigen Arien…(1727), the Fortsetzung 

des Harmonischen Gottesdienstes (1731-32), the Musikalisches Lob Gottes 

(1744) and the so-called “Engel Cycle” (1748-49)—, which were composed or 

reworked for small ensembles, there are fifty-four cantatas for solo bass listed in 

Menke’s catalogue of Telemann’s sacred vocal works. Moreover, thirty [italics 

added] of these, all preserved in the library of the Conservatory in Brussels, 
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represent what would seem to be the remains of a full yearly cycle of such 

cantatas, a further indication of Telemann’s fondness for such works.
70

 

In an email correspondence between September 13 and September 14, 2015, from 

Dr. Eric Fiedler, one of the editors of the Frankfurter Telemann-Ausgaben series, the 

author was able to gain some wisdom and helpful information regarding the bass cantatas 

composed around 1751. As a result, the author learned through e-mail correspondence 

with Dr. Fiedler that cantata 1:738 was not, after all, a part of this incomplete cycle. The 

body of that e-mail is included below (the author’s questions from September 13, 2015 

are regular print; Dr. Fiedler’s responses from September 14, 2015 are in italics): 

Dr. Fiedler, 

I do appreciate your willingness to help. 

 

In Werne Menke's thematic catalog of Telemann's church cantatas, he lists 

TVWV 1:350, 529 (rather than 539), and 738 as being composed in 1751. Yet in 

your Frankurter Telemann-Ausgaben series, you note that TVWV 1:738 was 

composed in the 1720s or 1730s, after Telemann had settled and started working 

in Hamburg. Would you mind clarifying this for me? 

 

I think I said that we can’t be absolutely sure of the dating, but that certain 

aspects of the sources pointed to the first third of the century. The datable 

compositzions in the collection in Berlin were all copied then (see Jaenecke 

catalog, p. 310). Of course, this is not absolute proof, as the two works copied by 

Jaenecke’s second anonymous copiest could have been done later, but it’s the 

best clue we have. 

 

Unfortunately, the state of research into the watermarks of the paper used in 

Frankfurt doesn’t allow (yet) any useful conclusions – but this research has 

started and someday we may be in a position to date the Frankfurter copies more 

exactly. 

I have also noticed in Menke's thematic catalog that the majority of Telemann's 

sacred cantatas attributed to 1751 feature the bass solo voice. Of these, a few are 

strictly solo cantatas (without choir) while the rest are set with SATB chorale at 

the beginning and end of each. Do you have any insight as to why the majority of 

these cantatas featured the bass solo voice? Would there be any documentation to 
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suggest that these might have been intended for himself, given the fact that he was 

a baritone? 

 

Exactly! 

The four-voiced chorales in some of these cantatas are somewhat irritating. 

Would the three other singers have to be there just for the chorales? (Don’t 

forget, that cantatas performances in Frankfurt and Hamburg involved, at the 

most, 4-5 singers.) If I remember correctly, in our editions of these Solo-Bass 

cantatas with chorales we suggested that the Bass soloist could sing them 

accompanied by instruments playing the other three (or all four) parts. 

 

And of course there’s the famous quote (from 1717, I believe) in which Telemann 

complains to his bosses in Frankfurt that, because his group of singers is so 

small, he often has to sing himself if one of them falls ill, thus adding to the stress 

and strain of his job as Kapellmeister (see Roman Fischer, Frankfurter 

Telemann-Dokumente, Olms 1999, p. 181). 

 

By the way, Werner Menke was without doubt one of the truly great pioneers of 

Telemann Research and compiled (without computer databases!) an 

extraordinary amount of useful information (including information about sources 

that were later lost in the war). But you should be a little careful using his 

catalogs today, as much has been shown to be not exactly right. So it’s always 

best to check with the more recent Telemann literature before committing yourself 

to paper. 

All the best for your research! 

EFF 
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Die Liebe gegen meinen Gott (TVWV 1:350) 

The love toward my God 

 

Liturgical Purpose: 13
th

 Sunday after Trinity Sunday 

Instrumentation: Transverse flute, violin, viola and continuo 

Form: Chorale, recitative, aria, recitative, aria, chorale 

Poet: Unknown 

 

According to the “Lutheran Church Year Readings” page from the Bach-Cantatas 

Website, the gospel reading for this particular Sunday is Luke 10:23-37 and the epistle 

reading is Galatians 3:15-22.
71

 The text for the gospel reading is included in the 

following (breaks in paragraphs appear as they do in the Bible): 

Then turning to the disciples he [Jesus] said privately, “Blessed are the eyes that 

see what you see! For I tell you that many prophets and kings desired to see what 

you see, and did not see it and to hear what you hear, and did not hear it.”  

 

And behold, a lawyer stood up to put him to the test, saying, “Teacher, what shall 

I do to inherit eternal life?” He said to him, “What is written in the Law? How do 

you read it?” And he answered “You shall love the Lord your God with all your 

heart and with all your soul and with all your strength and with all your mind, and 

your neighbor as yourself.” And he said to him, “You have answered correctly; do 

this, and you will live.”  

 

But he, desiring to justify himself, said to Jesus, “And who is my neighbor?” 

Jesus replied, “A man was going down from Jerusalem to Jericho, and he fell 

among robbers, who stripped him and beat him and departed, leaving him half 

dead. Now by chance a priest was going down that road, and when he saw him he 

passed by on the other side. So likewise a Levite, when he came to the place and 

saw him, passed by on the other side. But a Samaritan, as he journeyed, came to 

where he was, and when he saw him, he had compassion. He went to him and 

bound up his wounds, pouring on oil and wine. Then he set him on his own 

animal and brought him to an inn and took care of him. And the next day he took 

out two denarii and gave them to the innkeeper, saying, ‘Take care of him, and 

whatever more you spend, I will repay you when I come back.’ Which of these 

three, do you think, proved to be a neighbor to the man who fell among the 

robbers?” He said, “The one who showed him mercy.” And Jesus said to him, 

“You go, and do likewise.”
72
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 This passage is commonly known as the parable of the Good Samaritan. First, 

though, Jesus puts the lawyer in the position to his answer his own question about how to 

inherit eternal life.  The lawyer responds correctly that he must love God with all his 

being and love his neighbor as himself. The lawyer, in his cunning attempt, presses Jesus 

even more for explanation on the word, “neighbor.” Jesus thus responds by using the 

parable. The lawyer would not have expected to hear of a Samaritan man tending to the 

needs of the injured Israelite. Early Israelites and Samaritans did not associate with one 

another under any circumstances. Fully-devoted love toward God will result in 

unhindered love and mercy toward those we encounter each day. 
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Text and Translation 

1. Choral 

Die Liebe gegen meinen Gott 

Hat mich ganz eingenommen 

Das macht, daβ ich der bӧsen Rott, 

Der Welt bin ganz entkommen. 

Die leitet mich zum Guten hin, 

Die labet mir mein Herz und Sinn 

Und führt mich zu den Frommen. 

 

2. Recitativo 

Das grӧβeste Gebot ist jedermann ins Herz 

geschrieben 

und heiβt: Gott über alles lieben 

Ja, Gott und ganz allein 

der Liebe Ziel und Ursprung sein. 

Denn alles, was wir sind und haben, 

Sind seine Gnadengaben. 

Dahero muβ man seinetwegen 

Auch Liebe zu den Nӓchsten hegen, 

weil Gott uns alle gleich geacht 

und jedermann zu seinem Bild gemacht. 

 

3. Aria 

Wer im Lieben recht verfӓhrt, 

Achtet Gottes groβen Namen 

Über alles hoch und wert. 

Doch dabei kann man dies merken, 

wenn der Mensch mit seinen Werken 

tӓglich zu erkenne gibt, 

daβ er seinen Nebenchristen 

so als wie sich selber liebt. 

   D.C. al Fine 

 

4. Recitativo 

Mein Gott! Ich will dich ewig lieben, 

So wird mich nichts betrüben, 

hingegen soll vor allen andern Schӓtzen 

mich gleichfalls nichts ergӧtzen. 

 

Denn das, womit mich Gott erfreut, 

geht über alle Seligkeit. 

O herrlicher Gewinn, 

da ich schon hier auf Erden. 

In Lieb und Glauben selig bin, 

Was wird nicht noch im Himmel werden. 

 

 

 

1. Chorale 

The love towards my God 

has totally consumed me. 

With that I can totally escape 

from the evil crowd of the world. 

It guides me in the way of virtue, 

it revives my heart and spirit, 

and guides me to the pious. 

 

2. Recitative 

The greatest commandment is written in 

every man’s heart, 

and says: Love God above all. 

Yes, God, and Him alone, 

is the object and source of love; 

for everything, which we are and have, 

is His gracious gift. 

Because of Him, then, one must 

also care for one’s neighbors with love, 

since God respects us all the same, 

and has made every man in His own image. 

 

3. Aria 

He, who loves most fully, 

respects God’s great name 

above all as high and worthy. 

Thereby one can well realize this, 

if man, with his works, 

daily recognizes 

that he loves his fellow Christians 

as he loves himself. 

   D.C. al Fine 

 

4. Recitative 

My God! I will love you forever, 

so nothing will sadden me; 

on the other hand, compared to all other 

treasures nothing will please me in the same 

way. 

The bliss, with which God delights me, 

exceeds all else. 

O magnificent prize, 

since I am already, here on earth, 

blessed with love and faith,  

what can be better in heaven. 
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5. Aria 

Entreiβe dich, mein Sinn, 

Von dem, was Welt und Weltlust heiβt, 

indem ich nun in meinen Geist 

nicht mehr auf Erden bin. 

Die Liebe Gottes feβelt mich, 

drum meine Seel’ ermuntre dich 

und eile zu ihm hin. 

   D.C. al Fine 

 

6. Choral 

Ich begehre nicht o Herre 

als nur deine Freie Gnad’, 

die du giebest, den due liebest 

und durch dich liebt in der Tat. 

Laβ dich finden, laβ dich finden, 

der hat alles, were dich hat. 

 

5. Aria 

Rescue yourself, my spirit, 

from the world and its pleasures,  

while I, in spirit, am now 

no longer on earth. 

The love of God binds me, 

so rouse yourself, my soul, 

and hurry to Him. 

   D.C. al Fine 

 

6. Chorale 

I desire nothing, O Lord, 

just Your free grace, 

which You give to him that You love, 

and who returns Your love through his deed. 

Let me find You, let me find You, 

for he, who has You, has everything.
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Es sind schon die letzten Zeiten (TVWV 1:529) 

The last days are already here 

 

Liturgical Purpose: Twenty-fifth Sunday after Trinity  

Instrumentation: Oboe, two violins, viola and basso continuo 

Form: Chorale, aria, recitative, aria, recitative, chorale 

Poet: Unknown 

 

While the poet for this cantata, as well, is not known, the gospel reading for this 

Sunday is Matthew 24:15-28 and the epistle reading is taken from 1 Thessalonians 4:13-

18. The entire gospel passage, a quotation of Jesus, from which the cantata text is based, 

reads: 

So when you see the abomination of desolation spoken of by the prophet Daniel, 

standing in the holy place (let the reader understand), then let those who are in 

Judea flee to the mountains. Let the one who is on the housetop not go down to 

take hat is in his house, and let the one who is in the field not turn back to take his 

cloak. And alas for women who are pregnant and for those who are nursing 

infants in those days! Pray that your flight may not be in winter or on a Sabbath. 

For then there will be great tribulation, such as has not been from the beginning of 

the world until now, no, and never will be. And if those days had not been cut 

short, no human being would be saved. But for the sake of the elect those days 

will be cut short. Then if anyone says to you, ‘Look, here is the Christ!’ or ‘There 

he is!’ do not believe it. For false christs and false prophets will arise and perform 

great signs and wonders, so as to lead astray, if possible, even the elect. See, I 

have told you beforehand. So, if they say to you, ‘Look, he is in the wilderness,’ 

do not go out. If they say, ‘Look, he is in the inner rooms,’ do not believe it. For 

as the lightning comes from the east and shines as far as the west, so will be the 

coming of the Son of Man. Wherever the corpse is, there the vultures will 

gather.
73

  

 

As Fiedler notes plainly, this passage “Depicts the horrors of the Last Days and 

warns of the many false prophets they will bring forth.”
74

 While put in further context of 

Matthew’s Gospel account, this passage is from what is commonly known as the “Olivet 

discourse” because it is set on the Mount of Olives. It is one of Jesus’ last great teachings 

and, more importantly, precedes his betrayal, arrest, trial, crucifixion and death. 

                                       
73 The Holy Bible. 
74 Georg Philipp Telemann, Es sind schon die letzten Zeiten, TVWV 1:529 (Frankfurt: Habsburger Verlag, 

2003), ii.  
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Text and Translation 

1. Choral 

Es sind schon die letzten Zeiten 

drum mein Herz bereite dich. 

Weil die Zeichen schon von weiten 

zum Gericht ereignen sich. 

Himmel, Erde, Luft und Meer 

machen sich als Gottes Heer 

auf zur Rache, sonder schonen 

über die im Finstern wohnen. 

 

2. Aria 

Ihr, die ihr in der Sünden Schlafe 

Und in des Todes Schlummer steckt, 

auf, auf, erwacht, erbebt, erschreckt! 

Denkt ihr in eurer Sicherheit 

denn neimals an die Ewigkeit? 

 

3. Recitativo 

Die Bosheit ist zu groβ 

die Welt ist ganz von Sinnen los, 

kein Strafen und kein Wunderzeichen 

mag das verstockte Herz erweichen. 

Was Wunder denn! 

Wenn Gott mit seines Zornes Ruten 

den Lauf der Bosheit endlich hemmt 

und mit den lӓngst gedrӓuten Fluten 

das Erdreich überschwemmt. 

Gewiβ, dies ist die letzte Zeit 

und das gerichte ist nicht weit. 

 

4. Aria 

Blitz und Krachen, Blitz und Krachen 

Wird der gottvergeβnen Welt 

ein erschrecklich Ende machen. 

Schwefel, Pech und Hӧllenpein 

wird alsdann der Lohn der Sünder 

und der sichern Menschenkinder 

wohlverdiente Strafe sein. 

 

5. Recitativo 

Hingegen warden denn die Frommen, 

wenn solche Zeiten kommen, 

da dieses soll geschehn, 

dem Herrn erfeut entgegen gehn, 

ja, bricht die ganze Welt, 

ihr Glaube, der an Jesu hӓlt, 

wird sie vor allem Schrecken 

und Ungemach bedecken. 

 

1. Chorale 

The Last Days are already here, 

that my heart prepares for You. 

For already the signs from afar 

are that judgment has come to pass. 

Heaven, earth, air and sea 

make themselves God’s army 

for revenge, ready 

over those who live in darkness. 

 

2. Aria 

You, who remain asleep in your sins 

and in the slumber of death, 

up, up, awaken, tremble, be afraid! 

Do you, in your arrogance, 

never think of eternity? 

 

3. Recitative 

The wickedness is so large, 

the world is out of its senses, 

no punishments and no miraculous signs 

can soften the stubborn heart. 

What miracle then! 

When God with his rods of anger 

Finally stops the course of wickedness, 

and with the long-awaited floods 

crushes the ground. 

Be certain, this is the Last Day, 

and judgment is not far. 

 

4. Aria 

Lightning and crashes, lightning and crashes 

will make a terrible end 

to the God-forsaken world. 

Sulfur, pitch and the torments of hell 

will then be the payments of sin, 

and the well-deserved punishment 

of the arrogant souls. 

 

5. Recitative 

However, the pious then, 

Sure that such times come, 

will go to meet the Lord, 

joyful when it has happened; 

yea, the whole world falls. 

Their faith, which stays with Jesus, 

will cover them from all terrors 

and hardship. 
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6. Choral 

Ei nun, Herre Jesu, 

schicke unsre Herzen zu, 

daβ wir alle Stunden 

recht glӓubig erfunden, 

darinnen verscheiden 

zur ewigen Freuden. 

 

6. Chorale 

Ah! Now, Lord Jesus, 

send our hearts 

that we at all times 

remain totally devout, 

therein to pass away 

to eternal joy.
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In allen meinen Taten (TVWV 1:928) 

In all my deeds 

 
Liturgical Purpose: Fifth Sunday after Trinity Sunday  

Instrumentation: Two oboes, violin, viola and continuo  

Form: Chorale, recitative, aria, recitative, aria, chorale  

Poet: Unknown 

 

The gospel reading for this fifth Sunday after Trinity is taken from Luke 5:1-11 

and the epistle reading is taken from 1 Peter 3:8-15.
75

 The text from the gospel of Luke is 

as follows: 

On one occasion, while the crowd was pressing in on him [Jesus] to hear the word 

of God, he was standing by the lake of Gennesaret, and he saw two boats by the 

lake, but the fishermen had gone out of them and were washing their nets. Getting 

into one of the boats, which was Simon’s, he asked him to put out a little from the 

land. And he sat down and taught the people from the boat. And when he had 

finished speaking, he said to Simon, “Put out into the deep and let down your nets 

for a catch.” And Simon answered, “Master, we toiled all night and took nothing! 

But at your word I will let down the nets.” And when they had done this, they 

enclosed a large number of fish, and their nets were breaking. They signaled to 

their partners in the other boat to come and help them. And they came and filled 

both the boats, so that they began to sink. But when Simon Peter saw it, he fell 

down at Jesus’ knees, saying, “Depart from me, for I am a sinful man, O Lord.” 

For he and all who were with him were astonished at the catch of fish that they 

had taken, and so also were James and John, sons of Zebedee, who were partners 

with Simon. And Jesus said to Simon, “Do not be afraid; from now on you will be 

catching men.” And when they had brought their boats to land, they left 

everything and followed him.
76

 

 

 After having fished all night with no success, Simon Peter did not believe that he 

and the men would be able to catch anything. Simon Peter, who was notorious for being 

the first to speak up, found that this catch of fish came from his obedience to Jesus, not 

because of incredible skill or any crafty technique of his own. This passage teaches that 

obedience to the Lord means doing what He says, regardless of what we think the 

                                       
75

 “Lutheran Church Year Readings.” 
76

 The Holy Bible. 
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outcome might be. It requires complete faith and trust in Him, believing that His way is 

best. 
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Text and Translation 

1. Choral 

In allen meinen Taten 

Laβ ich den Hӧchsten raten, 

der alles kann und hat. 

Er muβ zu allen Dingen, 

solls anders wohl gelingen, 

selbst geben seinen Rat und Tat. 

 

2. Recitativo 

Soll unsre Arbeit wohl gelingen, 

so muβ ein glӓubiges Gebet erst durch 

die Wolken dringen. 

Sobald du diβ getan, 

denn fange nur in Gottes Namen an 

und glaube, Gottes Segen 

wird sich auf dich, wie dort auf Jacob, 

legen. 

 

3. Aria 

Gottes Segen macht allein, 

Daβ wir reich und glücklich sein. 

Ob der Mensch sich noch so quӓlet, 

wo ihm Gottes Segen fehlet, 

bringt die Arbeit ihm nichts ein. 

  D.C. al fine 

 

4. Recitativo 

Befӧrdre auch hinfort, 

O Jesu, durch dein Segenswort, 

die Arbeit unsrer Hӓnde 

und gib uns unser dürftig Brot, 

bis an des Lebens Ende. 

Wir warden auch vor solche Gaben 

ein dankbar Herze haben. 

 

5. Aria 

Unsre Arbeit, Tun und Tichten 

laβ uns, Jesu, so verrichten, 

daβ auch deines Segens Kraft 

unsern Werken Nutzen schafft. 

Und davor sind wir bereit, 

dir zu danken jeder Zeit. 

  D.C. al fine 

 

1. Chorale 

In all my deeds 

I take council from the Highest, 

who can do and has everything. 

He must act in all things, 

otherwise succeed, 

He gives His word and deed. 

 

2. Recitative 

If our work is to succeed well, 

so must a devout prayer pierce  

the clouds. 

As soon as you have done this, 

and believe only in God’s name, 

then God’s blessing will be upon you, 

as it was upon Jacob. 

 

 

3. Aria 

God’s blessing alone ensures 

that we will be rich and happy. 

If man continues to torture himself, 

when God’s blessing fails him, 

his work will be for nothing. 

  D.C. al Fine 

 

4. Recitative 

Sustain also, henceforth, 

O Jesus, through Your blessed word, 

the work of our hands, 

and give us our poor bread, 

until life’s end. 

Even for such gifts our heart 

will be grateful. 

 

5. Aria 

Our work, conduct and thoughts, 

let us, O Jesus, so do, 

that the strength of Your blessings 

makes our work profitable. 

And so we are ready 

to give You thanks for all time. 

  D.C. al Fine 
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6. Choral 

Sprich ja zu meinen Taten, 

Hilf selbst, das beste raten 

den Anfang, Mitte und Ende. 

Ach, Herr, zum besten wende. 

 

Mit Segen mich beschütte, 

mein Herz sei deine Hütte, 

dein Wort sei meine Speise, 

bis ich gen Himmel reise. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

6. Chorale 

Say yes to my deeds, 

even help, advise the best, 

the beginning, middle and end. 

Ah! Lord, for the best change. 

 

Cover me with Your blessing, 

my heart be Your dwelling, 

Your word be my food, 

until I journey to heaven.
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CHAPTER V 

ANALYSIS OF THE SELECT CANTATAS 

Structural Analysis 

 It is important to keep in mind that these particular cantatas are not highly 

complex in structural or musical form, harmonic or melodic treatment, texture, 

instrumentation, etc. In fact, Telemann never set out to compose complicated music. 

Rather, according to Sadie, “[He] felt passionately about making music more accessible 

to amateurs.”
77

  

The three cantatas in discussion here do not differ greatly from one another. 

Horace Fiztpatrick (translating for Richard Petzoldt) makes an intriguing remark 

regarding Telemann’s cantatas in general. He says,  

Those church cantatas which Telemann wrote at Eisenach, Frankfurt, and 

Hamburg do not differ significantly from one another despite certain varieties of 

form, instrumentation, and vocal setting. In point of musical structure and general 

character, and above all in the manner in which the composer relates words and 

music, the exceptions are far out-weighed by the norm.
78

 

In considering the structural characteristics of each of the cantatas discussed, it 

should be apparent to the reader/performer, first of all, that each composition is “framed” 

at the beginning and ends with a typical four-part chorale. Each cantata contains six 

movements, as do most of the other bass cantatas from this incomplete cycle. Another 

unifying characteristic lies between the chorales. The inner parts of each cantata consist 

of two pairs of arias connected with two recitatives. Table 5.1 shows this common 

structural relationship between each composition. 

                                       
77 Sadie, Companion to Baroque Music, 178. 
78

 Horace Fitzpatrick, trans., Georg Philipp Telemann (New York: Oxford University Press, 1974), 158. 
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Table 5.1 Comparison of Cantatas’ Structures 

Cantata Movements 

1:350 Chorale Recitative Aria Recitative Aria Chorale 

1:529 Chorale Aria Recitative Aria Recitative Chorale 

1:928 Chorale Recitative Aria Recitative Aria Chorale 

 

Cantata 529, as revealed above, does not follow that of the other two 

compositions in the pattern of their inner four movements. While this slight change in 

order is only a minor difference, the overall six-movement structure is shared by each 

cantata. 

Da Capo Aria 

To narrow the scope of observation, further structural analysis shows that each 

aria is in da capo aria form and set with ritornello.  This is, yet, another musical aspect 

that unifies each of the three cantatas. Burkholder explains the da capo form: 

The form [da capo aria] takes its name from the words “Da capo” (from the head) 

placed at the close of the second section, instructing the performers to return to 

the beginning of the aria and repeat the first section, producing an ABA form. 

Typically the A section includes two different settings of the same text framed by 

instrumental ritornellos.
79

   

 

Eugene Wolf, in his entry on the term ritornello, states, “In the late 17
th

 and 18
th

 

centuries, the recurring tutti section of a concerto movement or a da capo aria.”
80

  In the 

eighteenth century the da capo aria was the common form because it provided 

composers much flexibility in conveying expression. 

A simple structural diagram/analysis of each aria from the three cantatas, 

illustrating the alternation between ritornello and solo sections, is provided below with 

brief commentary. Measure numbers and key relationships are provided, as well. With 

                                       
79

 Burkholder, Grout and Palisca, History of Western Music, 387. 
80

 Don Michael Randel, ed, The New Harvard Dictionary of Music (Cambridge: Belknap Press, 1996), 710. 
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score in hand, the division between the ritornello and solo sections of each aria should be 

rather easy to notice.  

As shown in Table 5.2, the alternation between ritornello and solo in “Wer im 

Lieben…” follows a fairly standard harmonic progression. After the aria begins in G 

Major, it moves to the dominant key, D Major, by measure 13 and returns with the 

original thematic material in the tonic key at measure 21. As would be expected at this 

point, the B section, starting in measure 27, introduces new material in e minor, the 

relative minor of the original tonic key-G Major. The ritornello explores b minor for a 

few brief measures before the soloist returns to complete the section in the key of e 

minor.  

Table 5.2 Structural Diagram of “Wer im Lieben recht verfӓhrt” 

TVWV 1:350 

Aria: “Wer im Lieben recht verfӓhrt” (movement 3) 

Ritornello Solo Ritornello Solo Ritornello Solo Ritornello Solo 

mm. 1-7 

Key: G 

mm. 7-13 

G→D 

mm. 13-16 

D  

mm. 16-

21 

D→G 

 

mm. 21-27 

G Major        

 

 

 

Fine 

mm. 27-32 

Em→Bm 

mm. 32-34 

Bm 

mm. 34-

40 

Em 

 

D.C. al 

Fine 

 

“Entrieβe dich…”, on the other hand, as displayed in Table 5.3, is shorter in 

overall length, as are the following two arias. The opening ritornello introduces the 

thematic material in E minor, quickly moves to and explores G Major for three measures 

and settles back into E minor with an anticipated perfect authentic cadence to signal the 

soloist. What is interesting to note here, though, is that the brief ritornello from measures 

16-18 moves from B minor, taken from the end of the preceding solo section, and 

modulates back to E minor for the second setting of the first stanza of the text. In 

addition, the B section, measures 34-42, is a tonal “back-and-forth” between A minor and 
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G Major. While it briefly starts in A minor, the momentum of the soloist’s periodic 

phrase (measures 34-36) makes it feel as if it is established in G Major; but not yet. One 

quick pass through A minor brings the tonal center of the section back to G Major by the 

end of measure 40. 

Table 5.3 Structural Diagram of “Entreiβe dich, mein Sinn” 

TVWV 1:350 

Aria: “Entreiβe dich, mein Sinn” (movement 5) 

Ritornello Solo Ritornello Solo Ritornello Solo 

mm. 1-8 

Key: Em 

mm.8-16 

Em→Bm 

mm. 16-18 

Bm→Em 

mm. 18-27 

Em 

mm. 27-34 

Em 

Fine 

mm. 34-42 

Am→G  

 D.C. al Fine  

 

“Ihr, die ihr in der Sünden,” shown in Table 5.4, is similar to the previous aria, 

“Entreiβe dich…”, in that it is another short aria that contains only one solo section and no 

ritornello. An important thing to point out is the tonicization of B in measure 20. The B 

minor chord on beat one of measure 20 ends the previous ritornello in B minor but the 

very next chord, B Major, functions as the dominant for E minor, which appears for only 

two beats in measure 21 and then is finally established at measure 24. 

Table 5.4 Structural Diagram of “Ihr, die ihr in der Sünden” 

TVWV 1:529 

Aria: “Ihr, die ihr in der Sünden” (movement 2) 

Ritornello Solo Ritornello Solo Ritornello Solo 

mm. 1-8 

Key: Em 

mm. 8-16 

Em→Bm 

mm. 16-20 

Bm 

mm. 20-29 

Bm→Em 

 

mm. 29-32 

Em 

Fine 

mm. 32-26          

G 

D.C. al Fine 

 

“Blitz und Krachen” (Table 5.5), with its highly dramatic element, is also 

harmonically standard and straightforward. It is set in six movements, as well, with only 

one solo episode in the B section. 
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Table 5.1 Structural Diagram of “Blitz und Krachen” 

TVWV 1:529 

Aria: “Blitz und Krachen” (movement 4) 

Ritornello Solo Ritornello Solo Ritornello Solo 

mm. 1-8 

Key: G  

mm. 8-17 

G→D 

mm. 17-21 

D 

mm. 21-30 

D→G 

mm. 30-34 

G  

Fine 

mm. 34-44 

Em 

D.C. al Fine 

 

Telemann returns to the use of eight movements in this highly ornamented aria 

(Table 5.6).  In addition to having two solo episodes separated by a ritornello in the B 

section, he also explores more tonal areas as well. 

Table 5.6 Structural Diagram of “Gottes Segen macht allein” 

TVWV 1:928 

Aria: “Gottes Segen macht allein” (movement 3) 

Ritornello Solo Ritornello Solo Ritornello Solo Ritornello Solo 

mm.1-8 

Key: C 

mm. 8-12 

C→G 

mm. 12-15 

G 

mm. 15-

23 

G→C 

mm. 23-30 

C  

 

 

Fine 

mm. 30-

35 

Am 

mm. 35-37 

Am 

mm. 37-

40 

Am→Em 

D.C. al 

Fine 

 

Harmonically, “Unsre Arbeit…” (Table 5.7), is the simplest of the six. It only 

moves between A minor and its relative major key, C Major. The ritornello, as well, 

alternates between A minor and C Major each time it returns. 

Table 5.7 Structural Diagram of “Unsre Arbeit, Tun und Tichten” 

TVWV 1:928 

Aria: “Unsre Arbeit, Tun und Tichten” (movement 5) 

Ritornello Solo Ritornello Solo Ritornello Solo Ritornello Solo 

mm. 1-21 

Key: Am 

mm.21-36 

Am→C 

mm. 37-41 

C  

mm. 41-

61 

C→Am 

mm. 61-66 

Am 

 

 

Fine 

mm. 66-

79 

C 

mm. 79-82 

C 

mm. 82-

92 

C→Am 

D.C. al 

Fine 

 

Stylistic Analysis 

In considering style characteristics of the three cantatas discussed here, the author 

believes they exhibit evidence of the use of the galant style. To understand the stylistic 
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trademarks within these works, the style itself must first be briefly explained. During the 

1700s galant was probably the most commonly used term to denote the new or “modern” 

musical style, what is commonly known today as the classical style. Burkholder 

comments, “Despite its French name, the galant style originated in Italian operas and 

concertos, and it became the foundation for the musical idiom of the mid- to late-

eighteenth century.”
81

 Heartz and Brown discuss the term, galant, in the following 

manner:  

A term widely used during the 18
th

 century to denote music with lightly 

accompanied, periodic melodies, and the appropriate manner of performing the 

same. The old French meaning of the general term with its emphasis on valour 

had by the 1630s given way to a newer emphasis on social or amatory grace.
82

 

As noted in the above quote, periodic melodies or phrases and light texture are 

two trademarks, among countless others, that are commonly noted by scholars to 

characterize the galant style. This early version of the classical period was also 

characterized by reduced harmonic vocabulary, highlighting tonic and dominant, and 

slower harmonic rhythm. Essentially, the galant style was the lighter and freer style of 

composition, as compared to the complex and highly contrapuntal style of the earlier 

Baroque era. Eugene Wolf, in his subject entry on the term, galant, offers a detailed and 

concise description of galant:  

In 18
th

-century writings about music, the free or homophonic style as opposed to 

the strict, learned, or contrapuntal style. Traits attributed to the galant style by 

various 18
th

-century theorists include light texture, period phrasing with frequent 

cadences, liberally ornamented melody, simple harmony, and free treatment of 

dissonance. Historically, the galant is the principal style of the early Classical 

period (as defined here). 
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In general usage, the term galant denoted that which was pleasing (especially to 

ladies), refined, elegant, witty, natural, enjoyable, sophisticated, polite, and in 

good taste (or, to anti-galant writers, frivolous and superficial).
83

 

Telemann’s desire to make his music accessible for amateurs, combined with the 

freer and more simplistic philosophy of the galant approach, positioned him to be a prime 

composer of such a musical style. Sadie states, “The popular appeal of his music lay in its 

galant character—especially in his keyboard (Fugues légères et petits jeux, 1738-9) and 

chamber music—and technical approachability.”
84

 Noted Telemann scholar, Steve Zohn, 

also notes Telemann’s involvement in this new stylistic movement with the following 

revelation: 

In his 1729 autobiography Telemann gave a concise summary of his stylistic 

development up to that point: ‘What I have accomplished with respect to musical 

style is well known. First came the Polish style, followed by the French style, 

church, chamber, and operatic styles, and [finally] the Italian style, which 

currently occupies me more than the others do.’ 

Telemann’s reference to his preoccupation during the late 1720s with the Italian 

style is most likely an acknowledgment of his increasing adoption of the galant 

style, with its characteristic triplet, Lombardic and alla zoppa rhythmic figures, 

uncomplicated textures, sharp motivic contrasts, drum bass lines and slow 

harmonic rhythm; these characteristics are all to be found in Telemann’s music by 

the early 1730s.
85

 

As mentioned in the first sentence of his autobiography quotation, Telemann 

composed in numerous styles, aside from just the galant. The illustrations that follow, 

though, will display the evidence of his incorporation of the galant style in the arias of 

the aforementioned cantatas.  
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The following excerpt shown in Figure 5.1 is taken from measures 8 through 12 

of TVWV 1:350, movement three, “Wer im Lieben recht verfӓhrt.” 

 

Figure 5.1 “Wer im Lieben recht verfӓhrt”, mm. 8-12 

Here it is demonstrated the composer’s usage of shorter, periodic phrases with 

frequent cadences and frequent movement from tonic to dominant, in particular.  While 

this is certainly a glimpse of the composer’s adaptation of the newer style, it should be 

noted that his phrasing is strongly sequential, a very popular compositional technique 

utilized throughout the Baroque era. (In addition to seeing this in Figure 5.2, Telemann’s 

use of periodic/sequential phrasing can be seen throughout the select cantatas more easily 
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with score in hand.)  The period phrases are bracketed, showing the antecedent and 

consequent of each set.  The cadences are labeled as such: IAC—Inauthentic Cadence; 

Pr. C—Progressive Cadence
86

; HC—Half Cadence. The first periodic phrase, in fact, is a 

modulating period because the final cadence of the consequent (IAC) is more conclusive 

and in G Major, rather than in E minor.  

 The next excerpt, shown in Figure 5.2, displays Telemann’s use of light texture 

and is, again, another example of the use of shorter, periodic phrases. The excerpt is 

taken from the initial four full measures of TVWV 1:350, movement five, “Entreiβe dich, 

mein Sinn.” Here the violins, viola and bass, all in unison together, introduce the thematic 

material without the organ. The melody, with its dotted rhythm and typical arched 

appearance, is rather simple and memorable. The phrase structure of this melody is, yet, 

another example of a modulating period. The antecedent, set in E minor, finishes with a 

progressive cadence on A minor (iv), giving the sense of being incomplete. There is an 

immediate modulation to G Major in the consequent, given that the phrase moves upward 

through D Major (V) and resolves downward toward the tonic, G Major, on the third beat 

and finally rests on G at the end of the measure. 
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Figure 5.2 “Entreiβe dich, mein Sinn”, mm. 1-4 

Figure 5.3 is an example of the composer utilizing a more homophonic texture in 

the instrumentation, as opposed to the older contrapuntal style that was once preferred. 

The excerpt is taken from the opening four measures of TVWV 1:529, movement two, 

“Ihr die ihr in der Sünden Schlaffen.” The pizzicato of the strings and the separated 

chords of the organ, all occurring together on the beats, supply the homophonic 

accompaniment for the oboe solo. This general accompaniment pattern from the organ 

and strings continues on through the remainder of the A section. 



Texas Tech University, Stephen Ray Sims, December 2015 

50 

 

Figure 5.3 “Ihr die ihr in der Sünden Schlaffen,” mm. 1-4  

An example of Telemann’s incorporation of ornamented melody, especially in the 

solo bass voice, is seen in Figure 5.4. The illustration is the opening phrase of the initial 

solo episode, measures 8 through 10, from TVWV 1:928, movement 3, “Gottes Segen 

macht allein.” 

 

Figure 5.4 “Gottes Segen mach allein,” mm. 8-10 (ornamented melody) 

 

Figure 5.5, on the other hand, shows the basic melody of “Gottes Segen…” 

without the additional notes. “With regard to ornamentation,” Kim notes, “Telemann 
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wrote out most of his preferences.”
87

 Given the fact that most of his subscribers would 

have been amateurs, he probably would not have expected them to be able to ornament 

the arias on their own.  

 

Figure 5.5 “Gottes Segen mach allein,” mm. 8-10 (unornamented melody) 

It should be evident, upon comparison and contrast of the two illustrations, that 

the first full measure receives nearly all the ornamentation here. The upward progression 

of the line culminates on the word, “allein,” with the quick turn on the E, the upper 

neighboring tone of the previous dotted-eighth note D. The translated phrase, which can 

be found in chapter three, reads, “God’s blessing alone [italics added] ensures we will be 

rich and happy.” It seems that Telemann wants the performer to emphasize that it is 

God’s blessing, and His blessing alone, that provides our well-being and happiness. 
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CHAPTER VI 

PERFORMANCE CONSIDERATIONS AND CONCLUSION 

 The author’s intent with “performance considerations” is simply to give the 

reader/performer helpful suggestions on key factors of each aria or recitative in order to 

make the performance(s) as informed and as musically rich as possible. The author will 

focus upon only the recitative and aria movements. These movements are not incredibly 

difficult to sing but do require brief comments. After the performance considerations, the 

author will provide his conclusion on various aspects of this research project. 

Die Liebe gegen meinen Gott (TVWV 1:350)  

Recitative: “Das grӧβeste Gebot” 

We have only one source in which Telemann gives any type of prescription on 

singing recitative in his cantatas. R.M. Petillo, in his dissertation, Ten Cantatas from 

Harmonischer Gottes-Dienst, by Georg Philipp Telemann (1681-1767): A Recorded 

Performance Project, gives a translation of Telemann’s preface to this work. In the 

preface, Telemann says the following regarding recitative:  

With recitative, one must remember that it is not to be sung all in the same tempo, 

but instead now slower, now faster, according to the poetic content. Next in 

importance, singers must bear in mind not to just sing all the notes as they are on 

the page, but rather to use here and there a so-called ornament [Akzent, i.e., a long 

appoggiatura, or Vorhalt].
88

 

In the case of this particular recitative, as with the other recitatives, it is important 

to let the notated rhythm act more as a guide for the flow of the text. In keeping with 

Telemann’s suggestion on inserting appoggiatura, there are two locations, in particular, 

                                       
88

 Robert Michael Petillo, “Ten cantatas from Harmonischer Gottes-Dienst by Georg Philipp Telemann 

(1681-1767): A recorded performance project” (DMA diss., University of Maryland College Park, 1994), 

67. 



Texas Tech University, Stephen Ray Sims, December 2015 

53 

that could benefit from this. On the downbeat of measure 9, instead of singing “-gaben” 

on two Es, change the first E to an F# to keep the dissonance on the beat, as implied by 

the continuo underneath. Also, on the downbeat of measure 12, instead of singing 

“hegen" on two Gs, change the first G to an A, which would maintain the same rule. 

Aria: “Wer im Lieben recht verfӓhrt” 

It is important to note the dance form to which this particular aria is set. The 

meter is in 12/8 time, signifying a siciliano, “Whose lilting melody and rhythms summon 

up a vision of the pastoral tranquility and security given us by the Good Shepherd.”
89

 

Fiedler also mentions that these siciliano movements were frequently utilized by 

Telemann and J.S. Bach, in particular, “To underscore such ideas as ‘Christ’s 

Consolation’ and the ‘Consolation of God’s love.’”
90

 

The author was once given a very valuable piece of advice in regard to singing 

this piece. His teacher and mentor, Karl Dent, reminded him, “Be an expressive 

instrument on strong beats.”
91

 The singer must be sure to allow the voice and text to carry 

fully on the strong beats. The weaker beats in between do not need as much strength but 

need not be sacrificed either. Keenly recognizing this balance and familiarizing himself 

with the text/translation will allow the singer to communicate and perform more 

effectively. 

Telemann’s phrases in this aria are rather straightforward. Although the singer 

will see that there are not many rests notated between the phrases, particularly in the B 
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section, the cadence points of each phrase should be easily discerned with one or two 

readings of the arias. In measures 9-13 and measures 16-21, phrases that end with an 

eighth-note value should be managed with a simple “catch breath”. For those phrases that 

end with a dotted-quarter note value, simply place the breath on the dot.  

As mentioned in Chapter V, Telemann wrote most of his ornamental figures into 

the score for the singer. As a result, in order to perform the inserted ornamentation in the 

da capo, he must understand what pitches are fundamental to the melody for the first 

time. Robert Petillo shares a similar view:  

In the arias my approach was less systematic. This is partly because Telemann 

gives no instructions in his Vorwort for the ornamentation of arias. Probably he 

had little expectation that his subscribing audience would be up to it. This would 

partly explain some of the built-in ornamentation in his vocal parts. When the 

performer has learned to recognize its presence, he can sometimes simplify it the 

first time through, singing it as written on the da capo.
92

 

 

Recitative: “Mein Gott! Ich will dich ewig lieben” 

 Again, it is beneficial and wise to look for spots where an appoggiatura can be 

inserted. The author suggests the third beat of measure 2 on the word “lieben,” the third 

beat of measure 6 on “-gӧtzen” of ergӧtzen, and the downbeat of measure 12 on the word 

“Erden.” The continuo accompaniment for these recitatives is very secco, or dry, which 

means the singer needs to listen harmonically and ensure that intonation is clear and 

exact. 

Aria: “Entreiβe dich, mein Sinn” 

 This aria is the only movement in the entire cantata that contains any dynamic 

markings, which, in this case, pertain only to the instruments. The opening ritornello 
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probably needs to be at forte, since the second ritornello section is labeled for forte. 

When the bass soloist enters at mm. 8 & 18 in the A section, it is very important that the 

strings do drop to piano to allow the voice to carry over the ensemble. Each time the 

soloist sings the ascending thematic passage at mm. 8 & 10 in unison with the strings and 

continuo, he must remember that he does not continue with the thematic material. By the 

time he arrives at the word “dem” on the downbeat of mm. 10 & 12, he is now 

independent of the thematic material provided by the unison strings and continuo. 

Therefore, he must remember to clearly project the voice in order to carry over the 

instruments for the new melody to be heard.  

 Setting the tempo for the B section needs to be the singer’s responsibility. He 

needs to maintain a tempo that is both comfortable for himself and that allows him to 

communicate the text clearly. In order to maintain the intensity in the melismatic 

passages, “…und eile”, at mm. 37 & 42, the singer needs to gain a quick breath after 

“dich” (the final word of the previous phrase at both points), use terrace dynamics all the 

way to the penultimate eighth note, and utilize a diminuendo release on the final note.  

Es sind schon die letzten Zeiten (TVWV 1:529)  

Aria: “Ihr, die ihr in der Sünden Schlafe” 

 Whereas  “Entreiβe dich, mein Sinn”, from cantata 350 is the only movement that 

contains dynamic markings, this particular movement is the only one that contains tempo 

markings, Largo and Vivace, and technique markings, pizzicato and con l’arco, for the 

strings. The author believes this is due to the dramatic shifts in the mood of the text.  
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In the opening ritornello, the cellist should probably be the one to give the 

pizzicato cue to the strings for the very first downbeat. It is essential that the strings and 

organ stay absolutely together in order to maintain the rhythmic heartbeat, so to speak, of 

the accompaniment. In addition, the strings and organ should, first, allow the oboist to 

come to a complete stop to end the Largo at measure 5 and, second, listen for the oboist’s 

inhalation to cue the vivace.  To maintain consistency with this transition into vivace in 

both solo episodes of the A section, the bass soloist needs to take a clean breath after 

“steckt” (mm. 11 & 23), and establish the new quick tempo with “auf, auf” (translated 

“up, up”). Furthermore, Telemann does not give a tempo change going into the B section, 

so the ensemble should expect to remain at vivace or slightly under until returning to 

Largo in the da capo. Clear and efficient communication among the ensemble is 

paramount in a movement such as this. 

In the Largo segments of the solo episodes in the A section, the soloist should 

probably sing no louder than mezzo-forte and maintain much legato and clarity in the text 

so as to allow room for a sudden and dramatic shift into the vivace.  Also, the soloist 

needs to sing with messa voce through the first syllable of the word, “Schlafe”, and allow 

a diminuendo release on the second syllable. On the other hand, the words, “auf, auf, 

erwacht, erbebt, ershreckt!,” translated, “up, up, awaken, tremble, be afraid!,” from mm. 

11-15 and 23-29, need to be strong and confident. The soloist must ensure that the tone 

does not spread but maintain a high resonant space for the vowels to carry through in a 

somewhat commanding and rebuking manner! He must also remember not to cheat the 

long note values, especially in mm. 12-15. Figure 6.1, shown below, illustrates optional 

treatment of the long note values in the vocal line in mm.12-15.  
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Figure 6.1 “Ihr, die ihr in der Sünden Schlafe,” mm. 12-15 

There are two things that will greatly aid the singer in the B section. First, he must 

solidify the pitches on both descending, triadic passages of “denn niemals”, found in 

measures 33 and 41. Mastering these passages will secure his intonation in the ascending 

passages that immediately follow. Second, he should use terrace dynamics and a subtle 

messa voce on the half notes of the elongation of the word “Ewigkeit” in mm. 35-38 and 

mm. 43-46, while finishing the word with a diminuendo release.  

Recitative: “Die Bosheit ist zu groβ” 

 One interesting factor that deserves attention in this recitative is Telemann’s tone-

painting through the use of a tritone. Up to the end of measure 5, the soloist is essentially 

proclaiming that there is so much wickedness in the world that the stubborn heart cannot 

be softened. The word that connects measure 4 and 5 is “verstockte”, which means 

“stubborn.” This is where Telemann puts the descending tritone
93

, from A to D#, to 

depict the stubbornness or evilness of the heart! Gently so, though, the soloist ends the 

phrase two words later with the word, “erweichen”, which means “softened.”  Given that 

the organist only plays one chord in this phrase in measure 5 (and the cello remains 

                                       
93 A tritone is an interval made up of three whole tones. It can either be an augmented fourth or a 

diminished fifth. 
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silent), the dichotomy between these two ideas needs to be skillfully emphasized by the 

singer. 

Aria: “Blitz und Krachen” 

 “Lightning and crashes”—the overall approach to this aria should be somewhat 

self-explanatory. This aria is about the terrible ruin that will result for the wicked souls 

that reject God.  While the tempo and melismatic passages of both the strings and bass 

voice should not spiral out of control, both forces should venture forward with a strong 

sense of determination. The opening ritornello needs to have somewhat of a “terrifying” 

quality to its sound, while not sacrificing rhythmic precision. The singer might consider 

approaching the word “Krachen” (“crashes”) with an accent that propels a crescendo 

through the remainder of the ascending passage (mm. 9 & 10), ending with a diminuendo 

release.  

 Maintaining a clear and supported tone in the delivery of the text is very critical in 

this aria. In addition, the singer cannot permit the voice to become weighty or heavy, as 

this will prevent him from maneuvering through the melismatic passage in mm. 21-24, 

especially. Again, terraced dynamics (mp-mf-f) and well-placed, forward resonance 

(along with careful practice!) will allow him to sing the passage with little difficulty.  

One thing needs to be mentioned to the singer about handling the B section. Once 

the singer begins the B section in measure 34, the quarter rests at the end of measure 35 

and beginning of measure 36 are the only printed rests he receives until the end of the 

section. He will have to decide where to take his breaths, while making sure not to break 

the flow of the text and allowing himself ample time to restart without losing momentum.  
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Recitative: “Hingegen werden dann die Frommen” 

 Again, let the printed rhythm act as a guide for the text. Not every phrase or 

passage needs to flow at the same tempo. It is the job of the singer, in collaboration with 

the continuo player(s), to determine where to speed up and where to take more time.  

The author does offer a suggestion for the final word of this movement, 

“bedecken” (“cover” or “protect”).  Instead of dropping to the B on the second syllable, 

“-de-” [dƐ], it is recommended that he remain on the preceding E and drop to the B on the 

final syllable, “-cken.”  

In allen meinen Taten (TVWV 1:928) 

Recitative: Soll unsre Arbeit wohlgelingen 

Other than what has already been said regarding Telemann’s suggested treatment 

of recitative, it is recommended that an appoggiatura
94

 be added at the downbeat of 

measure 4 by raising the first A to a B.  

Aria: Gottes Segen macht allein 

  It should be obvious to the singer that Telemann inserted much ornamentation 

into the melody of this aria. Whether or not the singer decides to sing the fundamental 

pitches the first time through is up to him. If he decides to go with the written melody the 

first time, he might consider, for instance, adding a trill on “-lich” of “glücklich” at the 

end of the second solo episode in measure 22. Either way, he will need to remember to 

maintain a lighter and more energized, resonant tone to efficiently move through the 

sixteenth and thirty-second note figures with clean legato. In addition, as this applies to 

                                       
94 This is an ornamental note that occurs on the beat. This note replaces the regular note at the time of 

attack and then resolves to the pitch of the regular note. 
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all arias with repeated text, the singer must make sure to treat the repeated text in the 

second solo episode, mm. 15-23, with a bit of color change in the voice and increased 

ornamentation, if possible, in the da capo. This would need to be collaborated and agreed 

upon with his instructor and vocal coach. 

Recitative: Befӧrdre auch hinfort 

 The singer will be well-advised to make a conscious effort in finishing each 

phrase with a slight diminuendo release. The last two phrases, beginning in measure 7, 

each need to have an underlying connectedness and the last phrase, especially, should 

maintain vibrancy to undergird the idea of the heart being thankful to God. 

Aria: Uns’re Arbeit, Thun und Tichten 

 As there are no tempo markings in this aria, the tempo should be agreed upon by 

the entire ensemble, keeping in mind the capability of the bass soloist and the violin/viola 

players, as they maintain the subdivided beat on eighth notes through much of the 

movement. It might be wise for the ensemble to take the starting cue from these two 

individuals. The tempo should not rush, but it should not be prone to drag, either.  

 This aria is harmonically and structurally simple. The phrases are generally short 

and separated by an ample amount of rests. The tessitura lies comfortably in the upper 

mixed register for the singer. The melodic movement is mostly by step with occasional 

small leaps and skips. But, do not let these factors be deceiving. Just as the oboes should 

establish the strong appoggiatura on beat one of mm. 2, 4, 6, and 8, the singer should do 

likewise mm. 22 and 24. Each time the singer encounters the phrase “lass uns Jesu so 

verrichten”, he needs to keep the notes connected through the contour of the phrase and 
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demonstrate that the focal point of the phrase is on the syllable “-rich” of “verrichten.” 

He must also remember to provide a slight crescendo on long note values within phrases 

so that they do not remain static. 

 Lastly, as alluded to in the comments on “Gottes Segen…,” the singer needs to 

address the texture changes/repeated texts with either a change in color of the vocal tone, 

a slight tempo increase, or even a greater use of messa voce on long notes. 

Conclusion 

 Georg Philipp Telemann was certainly a highly prolific and very popular 

composer during his time. Although his legacy had diminished after his death, his 

reputation is, thankfully, increasing again through the research of scholars and the 

musical efforts of soloists and chamber ensembles around the world. His immense 

musical output is being recognized again, and his cantatas are gaining the respect and 

academic study that they rightfully deserve.  

 As alluded to earlier in the body of the document, Telemann composed with such 

sensitivity in order to allow his cantatas to be performed in the church and in the home; 

for professionals and amateurs. This is what makes his vocal music so accessible for 

today’s singers.  

From an academic and pedagogical perspective, the bass cantatas reviewed in this 

document would be excellent sources of Baroque sacred literature for junior or seniors at 

the undergraduate level or for early graduate students. The modest instrumentation, short 

overall length, moderate difficulty level, and less-than-common stature, compared to 
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works of other commonly referenced composers such as J.S. Bach or Alessandro 

Scarlatti, ought to make them welcomed additions to a degree recital.  

 In the future, the author hopes to conduct a formal study of all the sacred bass 

cantatas from the incomplete cycle referenced in this document. Considering that these 

comprise of almost half of all the sacred bass cantatas that Telemann composed, the 

author believes this would make a tremendous contribution to the existing repertoire of 

Baroque solo literature for the bass voice. 
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APPENDIX  

THE CANTATAS OF THE INCOMPLETE CYCLE OF 1751 

(Adapted from Werne Menke’s Thematic Catalog of Telemann’s Church Cantatas) 

Liturgical Use Title TVWV # Voice Setting Movements Instrumentation 

Neujahr 

(New Year) 
Zions Hülf und Abrams Lohn 1:1730 SATB 8 Ob.; Corn.; V. 1,2; Va.; Vc.; Cont. 

I. Ostertag 

(Easter) 
Er ist Auferstanden 460 T./B. solo 7 

Clar.; Picc. 1,2;  

V. 1,2; Cont. 

II. Ostertag 

(Easter) 
Ich weiss, dass mein Erlӧser l. 877 S. or T. solo unknown V. & Cont. 

II. Pfingsttag 

(Whit Sunday) 
Sollt uns Gott nun kӧnnen 1374 SATB 5 Ob. 1,2; V. 1,2; Vc.; Cont. 

1st Sunday after Trinity O Mensch, bedenke stets dein Ende 1207 Bass solo/SATB 6 V.1,2; Va; Cont. 

2nd Sunday after 

Trinity 
Eins ist Not, ach herr dies eine 433 Bass solo/SATB 6 V.1,2; Va; Cont. 

3rd Sunday after 

Trinity 
Kein Hirt kann so fleissig gehen 993 Bass solo/SATB 6 V.1,2; Cont. 

5th Sunday after Trinity In allen meinen Taten 928 Bass solo/SATB 6 Ob.1,2; V.1,2; Va; Cont. 

6th Sunday after Trinity Ich rufe zu dir, Herr Jesu Christ 857 Bass solo/SATB 6 V.1,2; Va; Cont. 

8th Sunday after Trinity Für Schmeicheln, Lieb u. Heucheli 574 Bass solo/SATB unknown Ob.1,2; V.1,2; Va; Cont. 

9th Sunday after Trinity O Mensch, wer du auch immer bist 1209 Bass solo/SATB 6 V.1,2; Va; Cont. 

10th Sunday after 

Trinity 
Gott der liebt nicht nur die Fr. 635 Bass solo/SATB 6 V.1,2; Va; Cont. 

11th Sunday after 

Trinity 
Hilf, dass ich sei von Herzen froh 798 Bass solo/SATB 6 Ob., V. 1,2; Va; Cont. 

12th Sunday after 

Trinity 
All’s Glück und Ungelücke 73 Bass solo/SATB unknown Ob., V. 1,2; Va; Cont. 

13th Sunday after 

Trinity 
Die Liebe gegen meinen Gott 350 Bass solo/SATB 6 Fl.trav., V.1,2; Va; Cont. 

14th Sunday after 

Trinity 
Allenthalben ist dies Leben 64 Bass solo/SATB 6 V.1,2; Va; Cont. 

15th Sunday after 

Trinity 
Ach Herr lehr uns bedenken wohl 24 Bass solo/SATB 6 Ob. 1,2; Va; Cont. 
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Appendix Continued 

Liturgical Use Title TVWV # Voice Setting Movements Instrumentation 

16th Sunday after 

Trinity 
Ach Herr lehr uns bedenken wohl dto.    

Michaelis 
Ein feste Burg ist unser Gott 419 Bass solo unknown V. & Cont. 

17th Sunday after 

Trinity 
Wer hofft in Gott und dem Vertr. 1582 Bass solo/SATB 6 V. 1,2; Va.; Cont. 

18th Sunday after 

Trinity 
Kommt und last euch Jesum lehren 1013 Bass solo/SATB 6 V.1,2; Va; Cont. 

19th Sunday after 

Trinity 
Durch Adams Falls ist ganz verderbt 396 Bass solo/SATB 7 V.1,2; Va; Cont. 

20th Sunday after 

Trinity 
O, Jesu meine Wonne 1201 Bass solo/SATB 6 V.1,2; Va; Cont. 

21st Sunday after 

Trinity 
O, Gottes Sohn Herr Jesu Christ 1192 Bass solo/SATB 6 V.1,2; Va; Cont. 

22nd Sunday after 

Trinity 
Wo sol lich fliehen hin 1724 Bass solo/SATB 6 

Ob. 1,2; Fl. Trav.; Fag.; V. 1,2; Va., 

Cont. 

23rd Sunday after 

Trinity 
Was gibst due denn o meine Seele 1510 Bass solo/SATB 6 Fl. Trav.; Ob. 1,2; V. 1,2; Va.; Cont. 

24th Sunday after 

Trinity 
Lass mich an andern übern 1033 Bass solo 6 Ob.1,2; V.1,2; Va; Cont. 

25th Sunday after 

Trinity 
Es sind schon die letzten Zeiten 529 Bass solo/SATB 6 Ob., V. 1,2; Va; Cont. 

11th Sunday after 

Trinity 

Auch: Gott, strafe nicht nach meiner 

Schuld 
683 SATB 6 V.1,2; Va; Cont. 

Erntedankfest 

(Thanksgiving) 
Die Güte des Herrn ist, dass wir 346 Soprano/Bass 8 V.1,2; Va; Cont. 

Communion Hilf, Jesu, Hilf, ich bin in Sü 802 Soprano solo 7 V.1,2; Va; Cont. 

o. Sonntagsang Vater unser im Himmelreich 1461 Bass solo/SATB 6 Ob. 1,2; V. 1,2; Va.; Vc.; Cont. 

Key to abbreviations: Ob.= Oboe; V.= Violin; Va.= Viola; Cont.= Continuo; Clar.= Baroque Trumpet; Corn.= Horn; 

Fl. Trav.= Transverse Flute; Fag.= Bassoon; Vc.= Cello; dto= Ditto/As Said Before 

 


