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ABSTRACT 

Georg Ph1hpp Telemann (1681-1767), the famous German composer of the late 

Baroque, 1s known today pnmar1ly for lus enormous output of secular music 111clud111g 

such favountes as the Concerto for Viola, Strings and Contmuo and the Muslque de 

Table However, very few music lovers are aware of the fact that dunng lus long and 

extremely successful career as the Kantor and staduscher Mus1kdirektor of Hamburg 

between 1721 and 1767, Telemann supervised and provided music for virtual I y all 

musical activities rn the Northern metropole, mcludrng the five mam churches 111 

Hamburg, the performances of the collegmm musicum, and the local opera house 

Telemann was also an astute busmessman who owned a pubhslung company and 

revolutioruzed the music market when mventmg a mail order system on subscnptmn basis 

wluch allowed musicians all over Germany and other parts of Europe to purchase his 

sheet music directly from lum The fact that the buyer would often receive a 

comphmentary long distance lesson from the composer lumself, as Telemann tended to 

mclude detailed mstructlons for the less skilled performer together with the music, 

md1cate the composer's dedication not only to teachmg but also to his fellow human 

bemg 

After Telemann's death 111 1767, however, the immense popularity of lus music 

and personal fame declmed qmckly because of s1gruficant changes 111 the realm of church 

music Telemann's once extremely fashionable compos1t1ons soon became outdated, with 

!us musical product1v1ty, accord mg to vanous malicious runeteenth century cnttcs, 

II 



quallfymg for nothing more than facile wntmg (Vzelschretberez), and Telemann the 

composer therefore berng considered msmcere and unworthy 

Fortunately, two musicologists of the twentieth century, Max Schneider and 

Rolland Romarn, disagreed with their predecessors' opimons and restored Telemann's 

reputation by successfully 1111ttatrng a revival of his music and a renewed mterest 111 his 

hfe Frequent performances of Telemann's music and the early music movement 111 

particular have helped considerably to reestabhsh Telemann's place 111 the history of 

music 

There are, however, sttll too many rnd1viduals who are afraid to rank Telemann 

among the top three German composers of the late Baroque, marnly because l11s style 1s 

supposedly not as sophisticated as that of J S Bach or G F Handel 

The followmg document presents a styhsttc analysis of the four cantatas 111 Advent 

from Telemann's cantata cycle Der Harmonzsche Gottesd1enst ( 1725/26), Telemann's first 

and commercially most successful pubhcation For a better understandrng of the subJect 

matter, the first three chapters embrace important background matenal such as the 

changmg perspectives of Telemann's music 111 the last 300 years, the lustory of the 

German sacred solo cantata and Telemann's hfe and work as stadtzscher Muszkdzrektor 

and pubhsher The last two chapters deal exclusively with the cantata cycle Der 

Harmonzsche Gottesdtenst, prov1drng an examrnatton of the preface and a detailed 

analysts of the four cantatas 111 Advent, with special attention bemg given to Telemann's 

compos1tional style Frnally, the concludrng chapter examrnes Telemann's changrng 

image and unportance as a composer m the twentieth century 
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CHAPTER I 

INTRODUCTION 

1 Telemann's Vtelschreiberei--why was /us music 

largely ignored until the twentieth century? 

If a "musical poll" were conducted today to detenmne the preference of amateur 

and professional musicians for a composer from the first half of the eighteenth century, 

most would undoubtedly choose Johann Sebastian Bach or George Fndenc Handel as 

numbers one and two (or vice versa) on their hst Awardrng the "bronze medal" to 

honour the s1g111ficance and rnfluence of another composer might pose somewhat of a 

problem because of the number of quahfied competitors available For example, the 

Italian composers Antomo Vivaldi and Arcangelo Corelli, their French colleagues Jean 

Plubpp Rameau and Frany01s Coupenn as well as North German composer Georg Pluhpp 

Telemann, represent only a small number of the many competent candidates who could 

carry the day 

The natural choice for "tlurd place, " Judgrng from tl1e taste of the eighteenth 

century musical world, would be Georg Ph1hpp Telemann (1681-1767), because he was 

not only "the most famous and successful German composer of lus tune," accordrng to 

Georg von Dadelsen, 1 but Telemann was also known and loved for lus compos1tlons all 

across Europe Yet, a Jury consisting of twentieth-century music connoisseurs might 

1
" der beruhmteste und erfolgre1chste Kompomst seiner Ze1t " Georg von 

Dadelsen, "Telemann und die sogenannte Barockmus1k," Mus1k und Verlag Karl Votterle 
zum 65 Geburtstag am 12 Apnl 1968, eds Richard Baum and Wolfgang Rehm (Kassel 
Barenreiter, 1968), p 197 
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prefer V1vald1 over Telemann, smce V1vald1 1s not burdened by the late mneteenth 

century disapproval and cnttc1sm to wluch Telemann's reputation was subJected What 

caused such an rncred1ble decline 111 populanty and esteem? 

Bnan D Stewart has summanzed "the Telemann problem" rn lus Ph d 

dissertation Georg Plulrpp Telemann in Hamburg rn a concise, yet most enhghtemng 

manner 

Of all the 18th century composers, Georg Plullpp Telemann 1s surely the 
most paradoxical He 1s a figure surrounded by contradiction and plagued 
by m1sunderstand111g His contemporanes considered lum to be the 
greatest composer m hvmg memory, but today he 1s regarded at best as 
a mmor master He was once renowned for his great oratonos and 
cantatas, but now he 1s known for httle but chamber music He 
expenmented throughout lus hfe with the newest musical styles and 
genres , yet today we hear few but his most conservative pieces He was 
a man deeply committed to the ideals of the Enlightenment, but modern 
scholars 111s1st on calhng !um "Baroque " Emgmatlc and misunderstood, 
Telemann has not weathered the storms of lustory well It is time to find 
out why, and to take a fresh look at tlus man who was called the Orpheus 
of lus day 2 

First of all, a "fresh look" at Telemann necessitates dealmg with a multitude of 

unanswered questions How was 1t possible that Telemann's music could have been 

forgotten so qmckly after lus death m 1767? 

(1) Can the 11nmed1ate dechne 111 Telemann's popularity be 

blamed on lus unusual productivity as a composer wluch 

earned !um the reputation of havmg been a V1elschre1ber, 

2Bnan Douglas Stewart, "Georg Plullpp Telemann m Hamburg," Ph d D1ssertatlon, 
Stanford Urnvers1ty (Ann Arbor UMI, 1985), p 1 
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i e , lus only concern havmg been the quantity and not necessanly the 

quality of lus music,3 or 

(2) was tl rather the changes m musical style and expectat10ns 

of the late eighteenth and mneteenth centunes wluch were 

responsible for the neglect of lus compositions? 

Telemann's 1llustnous career suggests that lus music should have contmued to be 

chenshed long after his death His appomtment as Kapellmeister 111 Sorau (1705-1708), 

Kapellmeister and Secretar 111 Eisenach (1708-1712), and as stadt1scher Mus1kdirektor 111 

Frankfurt (1712-1721) prepared Telemann for lus longest held and most important 

position, that of the stadllscher Mus1kdirektor of Hatrburg, a pos1t10n wluch he would 

hold from July 21 , 1721 until lus death 111 1767 4 

1See, for example, Dadelsen, p 197 

4See Walther Siegmund-Schultze, "Telemann--Me1ster kunstvoller Popular1tat," m 
Georg Plnbpp Telemann, Em bedeutender Merster der Au.fklarungsepoche, 
Konjerenzberccht der 3 Magdeburger Telemann-Festtage vom 22 -26 Jum 1967, vol 
1 of 2 vols (Magdeburg Rat der Stadt Magdeburg 111 Verb111dung mit dem Arbeitskre1s 
"Georg Pluhpp Telemann" 1m Kulturbund der DDR, 1969), [hereafter Georg Pluhpp 
Telemann, Em bedeutender Meister der Aujklarungsepoche] p 35 Siegmund-Schultze 
asserts that "fur Telemann war Hamburg v1el erndeut1ger em Z1elpunkt als fur Bach 
Leipzig, Fur Telemann waren die Stationen Sorau und Eisenach tatsachhch nur gunsttge 
Etappen zur Populansierung semes Namens, zur Intens1vierung serner schopfenschen 
Potenzen lunsichthch ernzelner, hofisch gebundener Gattungen und Musmerformen, mcht 
zuletzt des Kennenlernens nahonaler Mus1ken " ["Telemann considered Hamburg much 
more to be the final goal {of lus career} than Bach did Leipzig, In fact, the [1 e , 
Telemann's] "stops" at Sorau and Eisenach denoted only advantageous penods {m !us 
hfe} atdrng tum to populanze hts name, to 111tens1fy Ins creattve aptitudes with regard to 
srngle musical genres and musical forms pertamrng to court music, and finally, to 
comprehend a vanety of national {here foreign} music "] 
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Hamburg, then the cultural centre of the German North, proved to be the perfect 

environment for tlus ambitious and highly successful man as 1t allowed him to control 

virtually all areas of the city's musical hfe For more than forty years Telemann 

represented the highest authonty 111 all official musical matters rn Hamburg besides be111g 

the cantor at the Johanne um, the music director of the five mam churches, and the leader 

of the collegwm musicum, he also oversaw the developments at the Hamburg opera and 

adm1rnstered all the pubhc concerts that were given rn the city In addition, Telemann 

provided the necessary "background" music 111 every area he supervised and also 

composed a vast number of secular and sacred compos1tlons, 111tegrat111g the popular 

Italian, French, and German styles 

Telemann also possessed a keen sense with regard to economic matters winch 

served lum particularly well 111 Ins aspirations as the publisher of lus own works 5 His 

mterest rn prov1dmg the amateur musician with pnnted music had ongrnated 111 Ins early 

youth The adolescent Telemann had essentially been an autodidact 111 the musical field, 

facing a cont111ual shortage of available sheet music necessary to improve lus 

5See Wolf Hobohm, "Georg Pluhpp Telemann als Herausgeber," rn Telemann­
Renaiswnce Werk und Wtedergabe, vol 4 of Magdeburger Telemann-Stud1en 
(Magdeburg Arbe1tskreis "Georg Pluhpp Telemann" im Kulturbund der DDR, 1973), 
p 56 See also chapter 3, sectlon 3 below, "Georg Pluhpp Telemann, the publisher," pp 
58-67 Hobohm claims that Telemann's business sense also helped lum m pubhshmg 
works by other composers as well as theoretical treatises Telemann, for example, 
pubhshed Johann Graf's 6 soil fur Vwlme und Basw contmuo op 3, Hamburg o J 
["ohne Jahrgang" {"without date"}] und Rudolstadt 1737 and Georg Andreas Sorge's 
Anwe1sung zur Stllnmung und Temperatur sowohl der Orgelwerke, als' auch anderer 
Instrumente, sonderl1ch aber des Clavters, Hamburg, 1744 
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performance or compositional skllls on lus own By publlshmg his own works, 

Telemann was able to accomphsh two thrngs First, he could provide an adequate supply 

of sheet music to be sold 111 his homeland Second, he managed to gam admirers of 

sacred music, chamber music and opera both m Germany and all over Europe by 

developrng and supervisrng a II sheet music mall order system II on a subscnption basis 6 

Profittmg from Telemann's mgemous ideas, amateur and professional musicians 

were at last able to expand their music hbranes by purchasmg a number of collect10ns 

of works by Telemann, such as the cantata cycle Der Harmomsche Gottesdcenst m 1726 

and its sequel, the Fortsetzung des Harmomschen Gottesd1enst m 1732, Der getreue 

Musckmecster m 1728/29, the Method1sche Sonaten m 1728 and 1732, two collect10ns of 

menuets, entitled Sept Jots Sept et un Menuet oder 1 Instrument und GeneralbajJ (1728) 

and Zweytes Sieben mal Sieben und Em Menuet fur Klavzer oder 1 Instrument und 

GeneralbajJ (1730), as well as the Smge-, Spiel- un.d Generalbajlubungen m 1733/34 7 

Accordmg to Martm Ruhnke, "there was no pubhsher m Frankfurt or Hamburg who 

could match Telemann's hst of pubhcat10ns [because] Telemann the composer and 

Telemann the pubhsher were able to mamtam a perfect business relationship for two and 

a half decades 11 8 

6Also, see below, chapter 3, sect10n 3, 11G P Telemann, the pubhsher, 11 pp 56ff 

7See Preface to Georg Pluhpp Telemann, Smgen 1st das Fundament zur Mus1k m 
alien Dmgen eme Dokumentensammlung, ed Werner Rackw1tz (Wdhelmshaven 
Noetzel, 1987), [hereafter Rackw1tz, Preface] p 32 

8"Weder m Frankfurt noch m Hamburg gab es damals emen Musikverleger, der 
1mstande gewesen ware, Telemanns enormes Pubhkationsprogramm zu real1S1eren Fur 
zwe1emhalb Jahrzehnte arbe1teten der Kompomst Telemann und der Verleger Telemann 
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With such splendid credits to his name, it seems inconceivable that the works of 

Georg Philipp Telemann could have been forgotten so quickly after his death m 1767 

Telemann's alleged Vzelschrezbere1, i e, his prochgious productivity, ranks first m the 

preferred explanations of nineteenth century musicologists Hermann Mendel, for 

example, declared m 1878 that 

he [Telemann] could hardly claim a tenth of the pnmal creative power 
of a Keiser or a Handel, he nonetheless poured out countless pieces by 
dmt of sedulous scnbbhng, but they were factory products, not works of 
art 9 

A quotallon by Bitter goes as far as to quesllon Telemann's smcenty as a composer 

if for once [Telemann] became senous, he could compose senously 1f he 
wanted to, but that hardly ever happened 10 

Mendel's and B1tter's dislike of Telemann the composer can be explained by the fact that 

lus compos1t1ons seemed shallow and mfenor and his style of compos1tton superficial 

Telemann had wntten them rn a completely different style, composed them under 

m 1dealer Weise zusammen "Martin Ruhnke, "Telemann als Mus1kverleger, " Mus1k und 
Verlag Karl Votterle zum 65 Geburtstag am 12 Apnl 1965, eds Richard Baum and 
Wolfgang Rehm (Kassel Barenreiter, 1968), p 503 

9
" aber da der mcht den zehnten Tetl der ursprunghchen Schopfungskraft emes 

Keiser oder Handel besaB, so brachte er es m1t semer Vielschre1bere1 wohl zu emer 
Unzahl von Werken, aber es waren keme kunstlenschen Schopfungen, sondern 
Fabnkware " Quoted m Richard Petzoldt, Georg Ph1bpp Telemann Leben und Werk 
(Leipzig Deutscher Verlag fur Musik, 1967), p 5 English translatJ.on taken from 
Stewart, p 4 See also Max Schneider's mtroductlon to his editions of Telemann's 
cantatas Der Tag des Genc/zts and /no (Wiesbaden Bre1tkopf and Hartel, Graz Druck­
und Verlagsanstalt, 1958), Folge 1, vol 28, pp 5-83 

10 11 konnte er [Telemann] 'wenn ausnahmsweise emmal der Ernst uber 1hn kam, 
auch ernsthaft schreiben Aber freihch kam dies selten [vor] "' Quoted by Max 
Schneider, p 55 
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different circumstances, and they had been taken from the1r ongmal context In addition, 

the age of Romanticism, says Stewart, had "httle regard for a composer whose hfe was 

neither particularly difficult nor tragic, and who was able to wnte music with 

consummate ease and fluency "11 

Several mterestmg observat10ns with regard to Telemann's tidal wave of musical 

output have been offered by twentieth century musicologists Rudolf Eller and Werner 

Menke Eller claims that 

(1) Telemann's position as stadllscher Muszkdzrektor and the 
musical soplusticatlon of church and cities, nobility and 
1mddle-class [and their des1re for ongmal music for 
v1rtually every secular event] required a vast amount of 
music to be wntten, and 

(2) the final breakthrough of the maJor-mmor-harmony with its 
easily comprehensible rules mdeed enabled a tramed and 
skilled composer to wnte more quickly 12 

Werner Menke relates a very mterestmg fact about the seemingly spectacular 

number of compos1t1ons wntten by Telemann When companng Ins output with that of 

a Wolfgang Amadeus Mozart or Franz Schubert, Menke claims that" both [composers] 

wrote more works and more notes rn the1r relatively short lives," than Telemann who had 

65 years to complete his hfe's work 13 In addition, Telemann has been known to have 

11Stewart, p 4 

12See Rudolf Eller, "Telemann, der Vielschre1ber", 111 Georg Plultpp Telemann, Em 
bedeutender Meister der Aujklarungsepoche, vol 2, p 19 

13
" be1de 111 ihrer kurzen Lebenszeit mehr Kompositlonen schufen und mehr Noten 

schneben als Telemann " See Werner Menke, Preface, Georg Phlltpp Telemann Leben, 
Werk und Umwelt m Bllddokumenten (W1lhelmshaven Noetzel, 1987), p 7 
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benefitted from "a consistently good health , a better than average memory and 

rntelhgence and a remarkable learning ab1hty " It 1s obvious, that these characten st1cs 

would be of enormous advantage to anyone, not only to Telemann the composer, but also 

the staduscher Mustkd,rektor and especially to the publisher who profited from his own 

techmcal competence when supervisrng the actual pnntrng process of lus compos1tJons 

Other causes for Telemann's decline 111 populanty as a composer, particularly as 

a church musician, were the stgmficant changes w1th111 the realm of church music that 

occurred shortly after !us death m 1767 Accordmg to Fnednch Krummacher, 1t was 

the plulosoph1cal movement of the Enlightenment wluch had to be blamed rnd1rectly for 

the decreasrng 111terest 111 sacred music Both the lughly metaphoncal language of the 

madngahan poetry and the musical forms associated with 1t were considered "cold and 

irrational," says Krummacher and adds that 

as Classical discontrnmty replaced the Baroque umty of affect and 
structure as a baste pnnc1ple of compos1t1on, the stnct closed forms of 
arias and choruses were relaxed, and this m turn threatened the existence 
of mult1-sect10nal structures 14 

Eventually, with pure biblical texts and chorales as well as song-hke and hymn-hke 

poems bemg very popular, the recuative semplice and da capo ana decreased 

sigmficantly m theu importance and use As Telemann's sacred compos1t1ons, m 

particular the solo cantatas, consisted exclusively of recitatives and anas they belonged 

to what was considered an obsolete genre and were therefore convemently forgotten 

14Fnedhelm Krummacher, "The German Cantata to 1800," New Grove Dtctwnary 
of MuHc and Musicians, vol 3, ed Stanley Sadie (London Macm1llan, 1980), p 709 
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The declrne of church music could still be felt at the begmnmg of the mneteenth 

century, havmg been caused, m part, by the abohllon of the mst1tut1ons that had 

preserved church music smce the middle of the sixteenth century As Carl Dahlhaus 

states, "The central concept of the bourge01s attitude that took root 111 church music from 

the middle of the eighteenth century was 'edification'," a notion that reqmred church 

music to be "worthy of the recipient "15 Based on Wrnckelmann's "noble simplicity and 

simple grandeur" ("Edie Ernfalt und sttlle Grofle"), 1t 1s d1st111gmshed by a "chordal 

settmg of muted pathos above wluch hovered a melody vacillating between church hymns 

and sentimental song but always ndrng shy of exaltation "16 The position of the cantor 

and the musical offices provided by Latin scholars at church, wluch the cantor 

supervised, were thus ultimately abolished, and the Gymnaszwn (Secondary School) was 

separated from the church 17 

A revival of church music m the middle of the nineteenth century did httle to 

enhance the populanty of Telemann's music as lus works did not make use of the 

Lutheran chorale It was unavoidable that Telemann's church music would be 

overlooked 111 favour of, for example, many of Bach's sacred compos1t1ons wluch 

15Carl Dahlhaus, Nrneteenth Century Music (Berkeley, Los Angeles Umvers1ty of 
Cahforma Press, 1989), p 179 

17See ibid , p 180 He mentions that "The Thomasschule m Le1pz1g and the 
Kreuzschule 111 Dresden remamed as relics of the Latin grammar school of the type 
ongmally conceived by Melanchthon " See also Krummacher, p 709 
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mcluded numerous settmgs of the chorales 18 

It was not unhl the twentieth century and the renewed rnterest 111 Baroque music 

and penod performance practice that Telemann's works would at last become more 

appreciated by a general audience In 1967, precisely two centunes after Telemann's 

death, Bernd Baselt wrote that 

Although Georg Pluhpp Telemann has been much scorned 111 the past and 
ts still not accepted fully for hts artistic importance, he undoubtedly 
deserves to be rated as one of the most fascmatmg phenomena 111 the 
lustory of music 19 

Baselt referred to the fact that a number of musicologists and performers had begun to 

recall Telemann's importance to the lustory of music and re-evaluated !us 

compositions 20 The two most important and mfluent1al of these were Max Schneider, 

the editor of two cantatas by Telemann, namely Der Tag des Gene/us and /no for volume 

28 of Dre Denhnaler deut'lclzer Tonkumt 111 1908, and Romarn Rolland whose study Dee 

Enfl'tehung des klas.m·chen Stils from 1910 1mtJ.ated a revival of Telemann's music at the 

begmmng of the twentieth century The productive search for additional works to be 

18See, for example, Martm Geek's book on Mendelssohn's revival of J S Bach's St 
Matthew Pa.rnon, Die Wrederentdeckung der Matthaus-Passwn lm 19 Jahrhundert 
(Regensburg Bosse, 1968) 

19"Der 111 der Vergangenhe1t v1el geschmahte und auch bis heute 111 semer 
kunstlenschen Bedeutung bei we1tem rucht restlos anerkannte Georg Pluhpp Telemann 
gehort ohne Zweifel fur den Kenner zu den faszuuerendsten Erschemungen 111 der 
Mus1kgescluchte " Bernd Baselt, "Georg Pluhpp Telemann und die protestantische 
K1rchenmus1k," Mui;rk und Ktrche 37 (March 1967), p 196 

20Art1cles quoted rn Martm Ruhnke, "Zurn Schaffen Telemanns," Mui;zca 35 (1981) 
11 
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added to the repert01re of Baroque music eventually led to the pubhcatton of Telemann's 

Gernmmelte Werke by the Gesellschaft fur Mus1kforschung m 1965 Of course, tlus 

collection represents only a small percentage of Ins almost 2000 sacred and secular 

cantatas, 46 passions, 200 orchestral suites, 200 concertos and 50 operas The renewed 

ava1labihty of many of Telemann's finest compos1tions such as Muszque de Table from 

1728 and ErserCIZll Mustcl, composed 10 1739/40, as well as the des1Te to restore Ins 

image 111 the research and performance world have helped to improve lus previously 

unfortunate reputation 21 

One of the most s1gmficant items to be pubhshed 111 Telemann's Gesammelte 

Werke 1s the complete cantata cycle Der Hannomsche Gottesdtenst cons1stmg of seventy­

two sacred solo cantatas composed for the church year of 1725/26 22 A collectlon for 

medmm or lugh v01ce, one obbligato 111strument and basso continuo, Der Harmomsche 

Gorte,·drem-t presents Telemann's first and most successful cantata cycle, artistically as 

well as commerc1ally, that was published dunng Ins hfetime Der Harmomsche 

Gotte,·dremt provides us not only with one large group of Telemann's most rnterestmg 

sacred compos1t10ns, but also gives ms1ght mto Telemann's ab1hty as a composer, 

21See Martrn Ruhnke, Georg Phzbpp Telemann Thematrsclz-Systematlsches 
Vene1clum 'iemer Werke (TWV) Instrumental- werke (Kassel Barenre1ter, 1984- ), 
[hereafter Telemann Themat1sch-Systemat1sches Verzezchms semer Werke] pp 240, 
242ff 

21Werner Menke counts some twenty-five possible Jahrgange alone that were 
attnbuted to Telemann throughout lus career Werner Menke, Thematlsches 
Werkvene1chms der Vokalwerke Georg Plullpp Telemanns, vol 1 (Frankfurt 
Klottermann, 1983), pp 35-77 
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pubhsher and adm11ustrator In addition, it allows us to learn about the genre of the 

sacred solo cantata, and its place m the Lutheran worslup service m the first half of the 

eighteenth century as well as the ava1lab1hty of smtable cantata texts by gifted poets 

during the hterary penod of the Au.fklarung, 1 e , the Enhghtenment 

2 Ob1ect of the thesis 

The object of tlus thesis is to mvestlgate the style of composition that Telemann 

employed for the sacred solo cantatas of Der Harmomsche Gottesdzenst 23 In order to 

convey an accurate picture of Telemann's approach to wntmg sacred compositions, the 

four Advent cantatas from Der Harmomsche Gottesdzenst will be considered with 

particular attention given to Ins ch01ce of rnstrumentatlon for the cantatas and theu 

formal structure Also to be explored will be Telemann's melodic and rhythmic 

rnvent1veness and !us subtle, yet effective word-pamtmg 111 these cantatas For a better 

understandmg of the subject matter of the sacred solo cantata and its hturgical function , 

23There have been three maJor studies devoted to Der Harmomsche Gottesdzenst, 
namely Michael K Penny's "A Performer's Study of the Cantata Cycle Der 
Ha,momsche Gottesd1enst by Georg Pluhpp Telemann (1681-1767)", DMA Diss 
Southwestern Baptist Theological Seminary (Ann Arbor UMI, 1990), Patncia Wurst's 
"A Study of the Baroque Oboe and Baroque Performance Practice as Applied to the 
Preparation of Performance Echtions of Three Cantatas from Der HarmonHche 
Gottesdzemt by Georg Pluhpp Telemann," (PhD Dissertation, New York Umvers1ty, 
1981), and Mary K Studebaker's "A styhstic analysis of the cantatas with v10hn 
obbligato from Der Harmomsche Gottesdienst by Georg Phtltpp Telemann," (DMA 
Dissertation, Umversity of Northern Colorado, 1989) These three studies focus entirely 
on selected aspects of performance practice, and as such provide little insight mto 
Telemann's compos1t1onal process or his musical style 
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a bnef mtroduct.Ion will be provided consistmg of an exammat10n of the types of cantatas 

used 111 the first half of the eighteenth century In addition, a biography as well as a 

summary of Telema1m's act1v1tles as stadtrscher Mus1kd1rektor and pubhsher m Hamburg 

round out the prel11mnary discussion 



as 
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CHAPTER II 

THE GERMAN SACRED SOLO CANTATA 

1 Introduction 

Don Michael Randel defines the term cantata 111 the Harvard Dtctwnary of Mustc 

a composite vocal form promrnent rn the Baroque penod cons1strng 
usually of a number of movements, such as anas, rec1tat1ves, duets, and 
choruses wluch are based on a contrnuous text wluch may be either lyncal 
or dramatic and that 1s not rntended to be staged 24 

A particularly rnterestrng type of sacred cantata was the so-called German Solo 

Kantate,25 wluch became most popular at the begrnrung of the eighteenth century 

Requmng merely a solo srnger, an mstrumentahst and the basso contmuo group for a 

performance, 1t was pnmar1ly used for mttmate devotional settings at home and dunng 

the church service, as its hght sconng was of advantage to all music amateurs and 

connoisseurs who did not have larger ensembles at their disposal 

24See Don Michael Randel, Harvard Concise D1ctwnary of Mustc (Cambndge 
Belknap Press, 1978), pp 79-80 

25The German term Kantate was first used m reference to Bach's works of tlus kmd 
by the editors of the Bach-Gesellschaft m tl1e mneteenth century In add1tton, Ph1hpp 
Sp1tta broadened the meamng by rncludmg the older correspondmg forms from Schutz's 
tune onwards One should note that both before 1700 and rnto the nmeteenth century, 
the K1rchenkantate was also known as Kzrchenstuck [church piece] or as Kzrchenmustk 
[church music], thus descnbmg the function rather than the form of the compos1t1on, 
moreover, terms such as concerto and motetto could often be found Krummacher, p 
703 



15 

This chapter will consist of an exammatlon of the vanous types of cantata popular 

at the begmmng of the eighteenth century, with emphasis on the evolution of the sacred 

cantata 111 the late seventeenth century In addition, the cyclical treatment of liturgy and 

the concept of the German Jahrgang (hturg1cal year) will be discussed, followed by an 

mvestlgation of the position of the cantata w1tlun the Lutheran Worship Service dunng 

the fi rst haJf of the eighteenth century 

2 A bnef lustory of the genre of the Sacred Solo Cantata 

Although one may thmk of Gmho Caccuu (Nuove mus1che, 1601) and Lodovico 

Grossi da Viadana (Cento centn ecclestastlci, 1602) as the ongmators of the Italian 

secular cantata, the title Canta de first appeared with Alessandro Grandi' s Cantade et Ane 

a voce sola 111 1620 26 Grandi mtroduced the term Cantade to classify three pieces for 

wluch he thought the label, "ana," to be mappropnate Basically strophic vanatlons m 

4/4 tune, these compos1tlons are now known as "stropluc-bass cantatas ,o21 

The fi rst extended type of work that mented the title cantata was Presso l'onde 

tranqutlle from the first volume of Sances's Canta.de from 1633, because its rec1tat1ve, 

26See Nigel Fortune, Cohn Tunms, and Malcolm Boyd, "The Italian Cantata to 
1800," New Grove D1ctwnary of Muszc and Musicians, ed Stanley Sadie, vol 3 
(London Macmillan, 1980), [hereafter Fortune et al ] pp 694-702 

27See Fortune et al , p 695 Examples of "strophic-bass cantatas" mclude G P 
Berti's Oh con quanta vaghez.z.a (1624) and Claudio Monteverdi's Ohime chi 'w cado 
(1623/24) , there were, however, very few stropluc-bass cantatas 111 the four books of 
Cantade et ane by Grandi and 111 the two by Berti 
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anoso, and ana-hke wntmg followed one another according to the order of the text 

Three years later, m 1636, Martmo Pesentt's Quanta t'znganm, Amor combmed the new 

form with elements of the "stropluc-bass cantata," wlule Nicolo Fonte1, 111 contrast, 

mserted a rondo or refrarn form 111 his B1u.ame poetlche paste m mus1ca (1635-39) 28 

The leadrng figure 111 the cantata of the early seventeenth century was clearly 

Lu1g1 Rossi (1597-1653) His cantatas were generally qmte short, comprised two or 

three strophes, and could be found 111 bmary, rondo, ternary or rounded brnary form 29 

Rossi's cantata output can be categonzed as follows 

1) works cons1st111g largely of a smgle aria, also called anette 
corte (short anette) , and 

2) works rn which a number of sections 111 rec1tahve, anoso 
and ana styles follow one another accordrng to the demands 
of the text (arza d1 pzu partz [1 e anas 111 several 
sections]) lo 

In the cantatas of Giacomo Car1ss11m different pomts of emphasis may be 

observed Approximately one thrrd of his cantatas are ane d1 p1u part1, whlle about a 

quarter are anette carte and a further tenth are stropluc variations His cantatas are 

29See Fortune et al , p 696 

30See Michael K Penny, "A Performer's Study of the Cantata Cycle Der 
Harmomsche Gottesdienst by Georg Philipp Telemann ( 1681-1767)," DMA D1ssertat10n, 
Southwestern Theological Semrnary, 1986 (Ann Arbor UMI, 1990), p 6 See also 
Fortune, p 695 and Timms, p 696 Timms mentions that the same forms can be found 
111 Marco Marazzoh's and Mano Sav1oru's cantatas It 1s important to note that 
Marazzoh 's treatment 1s very similar to Rossi's, wlule Sav1oru preferred strophic 
varallons that were occasionally set over an ostmato bass for the B part of lus ternary or 
rondo cantatas 
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charactenzed by a skilled combrnatlon and Juxtaposition of the stylistic features of the 

rec1tat1ve, anoso, and ana, and often compnse two or more anas and a vanety of forms, 

such as the anette carte and the extended bmary ABB' 31 

Many of the id10syncras1es seen m Canssum's cantatas also appear m the works 

of slightly younger composers Antoruo Cestl, for example, produced only a few 

cantatas which are, however, s1gmficant because of the predommance of languorous arias 

111 3/2 tune, wl11ch are usually associated with contemporary Baroque Venetian opera 

Timms states that 

CestJ's cantatas are considered the earliest cantatas rn which the final 
couplet or hendecasyllable of a recitative stanza is regularly set 111 ana 
style 111 AA' form 32 

Known as a cavata, it employs a melody first presented on scale degree V, before 1t is 

repeated, either ornamented or extended, 111 the tome 33 

The ana d1 piu partl , however, contmued to be the most popular type of ana 111 

the middle Baroque m Italy For mstance, Alessandro Stradella (1644-1682) wrote more 

than 190 cantatas, many of winch were composed 111 that particular style and showed a 

clear contrast between recitative and ana 34 With arias becoming longer and recitatives 

11Fortune et al , p 696 

12lb1d , p 697 

33Ib1d Timms adds that such cavatas are very common 111 the cantatas of the late 
seventeenth century and 111 those by eighteenth century Venetians such as Albrnom and 
Benedetto Marcello 

34For examples see the three arias 111 Ombre, voz che celate by Stradella 
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occupyrng a smaller proportion of the whole cantata, one 1s remrnded of sumlar 

developments m opera, m part because of trends m the style of Italian music 111 general 

111 the late seventeeenth century 35 

Most affected by changes m musical taste was the role of the contmuo By 

supplymg more mtroducllons, codettas, and ntornellos Ill arias and cantatas, the contmuo 

not only supported the art1culat10n of the structure, but also, by echo111g and anllcipatmg 

the vocal matenal, was frequently drawn mto a contrapuntal relatlonslup with the 

voice 36 

The cantatas of Alessandro Scarlatti (1660-1725) mclude many of the dramatic 

changes occurnng m the arena of the chamber cantata Scarlatti's entire output 111 this 

genre, approximately 600 extant cantatas, provide an excellent 111s1ght 111to the varymg 

elements of the cantata Wlule lus early cantatas are remiruscent of Canssim1 and 

Stradella and are very diverse 111 structure, !us later cantatas are charactenzed by a 

standard1zat1on of both the musical structure and thetr dramatic content Most of lus 

cantatas are 111 the form of two da capo anas each preceded by a recitative (Rec1tallve-­

Ana--Recitallve--Ana) Tlus structure was to become the norm throughout the remarnder 

35See Fortune et al , p 697 He adds that the "formal defimtion m the ana, for 
example, denves partly from more systemallc use, tncludmg repetition, of thematic 
matenal, and partly from the nse of the Classical system of key relat10nslups " 

16See ibid , pp 697-98 
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of the eighteenth century 37 

In Germany, by contrast, the prevailing type of cantata used before 1700 was the 

sacred altere K1 rchenkantate [ older church cantata] wluch developed almost mdependently 

of its Italian predecessor Although shanng common roots with the Italian secular 

cantata m the madngal, motet, vocal concerto, and their hybnd forms, the older church 

cantata is d1stmgmshed by its use of biblical texts, Oden (1 e , new sacred stropluc songs) 

and free devotional prose as textual foundat10ns withm the Lutheran trad1t1on 38 In 

addition, the ana became "an expression of personal piety and of a new kmd of 

stmphcity, " according to Fnedhelm Krummacher, who argues that it evolved mto the 

counterpart of the Lutheran chorale, 1 e , the uruquely Lutheran portion of the text 39 

17See 1b1d , p 698 Common vanations such as R--A--R--A--R--A and A--R--A--R-­
A resulted 111 the popular form of the Da capo Ana-Recitative-Da capo Ana wluch 
Telemann chose for the cantatas 111 Der Harmomsche Gottesdtenst Timms, p 699, see 
also Penny, p 10 

38See Georg Feder, "Die protestanttsche Klrchenkantate" , Die Muslk m GescluchJe 
und Gegenwart, ed Fnednch Blume, vol 7 of 17 vols (Kassel Barenre1ter, 1958), col 
585 See Penny, p 24 He refers to No 13 "F1h mi, Absalon" (SWV 269) and No 14 
"Attendite, popule meus" (SWV 270) from Hemnch Schulz's Symphomae Sacrae (1629) 
and Kaspar Klttel's volume of Anen und Cantaten (1638) as examples of predecessors 
of the older church cantata as they were based on (Latin) Bibhcal texts and imitate the 
Italian forms observed with Grandt and Rossi See also Ulnch Michels, dtv-Atlas zur 
Mus1k, vol 1 of 2 vols (Muruch and Kassel Deutscher Taschenbuch Verlag and 
Barenre1ter Verlag, 1985) p 121 

39Krummacher, p 704 
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Johann Rudolf Ahle, Mattluas Weckmann, and Franz Tunder, members of the 

North German School, laid the foundations for the creation of new musical forms that 

were based on the altere K1rchenkantate Ahle, for example, wrote cantatas with 

sections that were often musical contrnuations of one another as m the concerto style, 

wlule Weckmann composed concerto-aria type cantatas as seen m Ins collect1011 

Ge1stliche Harmomen from 1665 In contrast, fellow composer Franz Tunder changed 

the typical begmmng of a sacred cantata 111 Herr, nun lajlest Du Demen Diener to what 

Penny calls a "sonata" two basses enter 111 a short fugal section 111 4/4 tune that leads 

to a concerted section 111 3/1, through several snmlar sections the key remains D 

MaJor 40 

It 1s, however, Dietench Buxtehude's sacred vocal music that may represent the 

most s1gmficant development of the sacred cantata 111 the seventeenth century Karl 

Fnednch Rieber categonzed Buxtehude's numerous sacred vocal works as follows 

1) Through-composed sacred Konzert without clear defimt1on 
of ana and rec1tat1ve 
a) group form based on textual content, 
b) Ciacona form over ostmato bass 

2) Stropluc forms 
a) L1ed[-hke] aria with instrumental prelude 

and postlude, 
b) through-composed Anen-Re1henform 

contauung vanous verses, 
c) vocal chorale cantus firmus settmg, 
d) contrapuntal settmg 

40See Penny, pp 26, 24-25 



3) Fully developed solo cantata with ana and recitative 
a) settmgs of psalms and biblical Spruche 

(prose texts), 
b) settrngs of heterogeneous texts, 
c) compos1t1ons 111 form of a cantata settrng 

metncal texts 41 
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Some of Buxtehude's compos1t1ons mentioned under 3) bear a resemblance to the 

sacred solo cantata that can be found 111 works by Bach and Telemann, yet Buxtehude's 

still lack a particular recurnng schematic form In the middle of the Baroque penod, the 

composer's personal 111terpretat1on of the text determrned the form of the sacred 

cantata 42 

In the South of Germany, Johann Phthpp Kneger played an important role 111 the 

further development of the cantata Setting mamly b1bhcal texts, Kneger created a new 

type of cantata with Ius work Sm get dem Herrn where an opemng chorus, four arias with 

ntornellos, and a final chorus form the enttre cantata Kneger also substituted 

mstrumental mterludes for the choral parts rn the prelude The msert10n of the rec1tat1ve 

mto the cantata as a contrast to the ana or the anoso can be seen 111 l11s solo cantata 

4111 1) Durchkompomertes ge1sthches Konzert ohne klare Auspragung von Ane und 
Rez1tattv a) textrnhalthch bestlmmte Gruppenform, b) C1aconaform uber ostrnatem Bass 
2) Stroplusche Formen a) L1edane m1t rnstrumentalem Vor-und Nachspiel, b) 
mehrstropl11g auskompomerte Anen-Rethenform, c) vokaJe Choral-Cantus-Ftrmus­
Bearbeitung, d) Contrapunctus 3) Ausgebildete Solokantatenform mit Ane und 
Rez1tat1vform a) Psalmen- oder b1bhsche Spruchkompos1t1onen, b) Kompos1ttonen uber 
heterogene Texte, c) Kantatenform uber metnsche Textvorlage 11 Karl-Fnednch Rieber, 
Dte Entw1cldung der deutschen ge1stllchen Sololwntate, Ph D Dissertation, Umvers1ty 
of Fre1burg 1 Bre1sgau (Lorrach n p , 1932), p 49 

42lb1d , p 54 



22 

Traufelt, zhr Himmel von ohen ( 1696) The cantata contains the following movements 

1) 111strumental prelude, 
2) anoso with rnstrumental mterludes 

(repetition of motives), 
3) rec1tat1ve/anoso, 
4) anoso (as 111 2), 
5) final movement Lied with orchestral 

accompamment (melodic l111e 111 form of an 
ana 111 chordal settmg) 43 

Rieber considers tlus work the ultimate acluevement m terms of the solo cantata of the 

seventeenth century 44 

The middle of the seventeenth century bnngs forth another step m the 

development of the solo cantata, namely tl1e 111clus1on of the chorale as the cantus firmus 

of the cantata, which also 1mphes a strophic settrng 45 An example of an early chorale 

cantata embracmg these elements 1s Tunder ' s settmg of Wachet auf for soprano, three 

v10las and contmuo Here, the smger first renders the chorale stanza 111 full 

(accompamed by the stnngs) before repeatmg the second section of the chorale first 111 

3/ 1 tune and then 111 concerted fasluon 46 

43"a) lnstrumentaler Emleztungstetl, b) Anoso m1t Instrumentalzw1schensp1elen 
(Mottvw1ederholung), c) Rezltatlv!Arwso, f) Schlufisatz Lied mlt Orchesterbegleztung 
(Anenmelod1k m1t akkordhchem Satz) " [Italics 111 Ong111al] Rieber, p 63 

44lbtd 

45Penny, p 26 

46Another example of a chorale cantata 1s Buxtehude's Gen Himmel zu dem Vater 
mem for soprano, v10lm, gamba and contmuo wluch uses some strophes and the melody 
from Luther's Nunfreut euch Liebe Chnsten g'mem See Penny, p 27 
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It 1s important to note that vanous sources for cantata matenal, among them Bible 

verses or liturgical texts (Spruche), madngal poems or odes and chorales were 111tegrated 

mto 111dividual cantatas by the composers themselves Fnednch Zachow's (1663-1712) 

cantata /ch bm s1cher und e,jreut for soprano, for mstance, compnses three da capo anas 

and two secco recitatives with a chorale at the end, winch was to be the startmg pomt 

for a more umfied cantata patterned by theologian and poet Erdmann Neumeister (1671-

1765) 

3 An exammatwn of the existmg types of cantatas dunng the second half of 

the seventeenth and the first half of the eightee11th centunes 

The most comprehensive hst of types of cantatas winch had developed dunng the 

second half of the seventeenth century and are found most frequently dunng the first half 

of the eighteenth century was comptled by Georg Feder Feder mcludes the following 

categones 47 

1) "Biblical cantata" with clearly defined sections, ntornelh, 
choruses as well as repetitions of the opemng section at the 
end of the work, 

2) "Chorale cantata", a setting of all the verses of a 
congregational chorale, 

3) Oden cantata, a transcnptton of the Italian solo cantata (a 
stropl11c song with vaned orchestration), 

47See Feder, cols 586-95 (the above list presents a summary and translation of 
Peder's detailed study) 



4) Spruchoden cantata, a mixture between an Oden cantata 
and a concerto motet usmg a verse from the Bible as a 
motto for the cantata, and 

5) "Dialogue cantata", an antiphonal settmg of a devotional 
text 
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The texts of the "Biblical cantata," as implied by the designation "Bibhcal ," were 

marnly taken from the psalms and other parts from the gospels or scnpture lessons The 

startrng po111t was clearly the Konzert (as seen, for example, with Buxtehude) winch led 

to composers such as Kneger and Ritter emphas1zmg the umform1ty of and the contrast 

between the aria and the recitative In addition, rnstrumental ntornelh were rnserted to 

fortify the various movements or ntornello-llke choruses 

The "Chorale cantata," m contrast, employed a chorale as textual foundation, 

winch automatically divided the cantata mto sections The term "Chorale cantata" 

mcludes two widely dtffermg categones first, the "Chorale variation," winch resembles 

the cantata type found rn Tunder's, Buxtehude's, and Kneger's cantatas, is a cham of 

different contrapuntal treatments of the cantus firm us which is kept 111 all verses, the solo 

stanzas are presented 111 anoso form, with two tutti sections frammg the begmmng and 

the end of the cantata The second type 1s called the "hymn cantata without cantus 

firmus" and resembles the Oden cantata wluch also urutates the stnctly stropluc form of 

the older Italian cantata and can be through-composed 

Another conventional form observed m early cantata production was the 

Spruchodenkantate, a sunple mixed form 48 Actually an Oden cantata, its first (vocal) 

48See Penny, p 36 
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movement is charactenzed by its text, a Spruch, 1 e , a Bible verse or a Dictum (maxun) 

wluch was followed by an ode that always provided an explanation of the Dictum 49 

The Spruche, used 111 the cantatas were, accordmg to Penny, taken from the Psalms, the 

prophets, or the epistle, but "oddly seldom the Gospel, and yet the Spruchodenkantate 

was the 'usual Sunday cantata '"50 In addttlon, Penny pomts out that the earhest 

composer of the Spruchodenkantate 1s David Pohle (1625-1695) who wrote a cantata 

cycle as early as 111 1663/64 

Somewhat later, 111 1711, Neumeister provided Spruchoden texts for Telemann, 

with the D1ctum rhymed as 111 a Psalter Examples of Spruchodenkantaten with a verse 

from the apocryphal book Ecclesiashcus as their Dicta, are Buxtehude's Dre, sch.one 

Ding and Schelle's Sechs Kantaten 51 

The "Dialogue cantata" also belonged to the mixed cantata type Modelled after 

the early Baroque dialogue and the conversat10ns between Old Testament personal1ties, 

1t 1s dtstrngutshed by more metaphysical portrayals of its characters, 1 e , usually God 

and a human soul Penny claims that 

even when "real" characters would be encountered, such as Jesus and the 
Phansees, theu relat10nslup was treated metaphysically, makmg the 
add1hon of odes,hnes from chorales, and so forth, seem less obtrusive 52 

49See 1b1d Penny pomts out that "besides the customary smfoma and ntornelle, the 
Dictum movement was repeated as the end movement, sometimes also m the middle, 
creatrng a type of rondo form " 

51lbid , pp 36-37 

52lbtd , p 37 
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Perhaps the most well-known example of a "Dialogue" cantata 1s Johann Sebastian Bach's 

Actus tragicus, "Gottes Ze1t 1st die allerbeste Ze1t" (BWV 106), with soloists and chmr 

conversing with one another, and choir alone, with vanous Bible verses as the text 53 

By the end of the seventeenth century, "trans1t1onal cantatas" had also appeared 

which use the da capo form m one or more ode strophes The trans1t1onal cantata further 

developed mto the type most frequently employed by Bach and Telemann, the so-called 

madngalische Kantate It 1s d1stmgmshed by the use of an extensive rec1tat1ve patterned 

after the kmd performed before the da capo ana m contemporary operas For Der 

Harmomsche Gottesdienst, for example, Telemann chose the madngal1an cantata 111 

combmatlon with elements of the Spruchoden cantata This treatment allowed hnn to 

explmt the rather l11mted orchestral resources available to lum 54 

54See Penny, pp 37, 45-46 "A further cunous determrnatton has been made by 
Werner Menke Several cantatas for a Jahrgang of 1722/23 have trumpet parts 
Apparently the trumpeters of that day were a haughty lot, they were the lughest paid 
orchestra members, and refused to stay for the sermon' As a result, cantatas m 
Telemann's catalogue mtended for performance before the sermon have heavy 
orchestration, cantatas for after the sermon are lightly scored [ ] Menke draws the 
conclus1on that solo cantatas were always mtended for use after the sermon Tlus would 
mean that Der Harmomsche Gottesdienst, 1f used m Hamburg, was mtended for use after 
the sermon " For examples of heavtly orchestrated solo cantatas, see the vanous entnes 
marked "V" after the given date m Menke's Thematlsches Werkverzeichms, pp 46, 50, 
51 
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4 The cyclical treatment of liturgy a,zd the co11cept of the Gennan Jahrgang 

All of the cantata types exammed above can be found m collections of cantatas 

that were arranged accordmg to the respective Sundays and hobdays of the church year 

These collections are called cantata cycles or Jahrgange 

The trad1t1on of providmg large cycles of art music for the hturgy goes back to 

the twelfth century and the collection Magnus lther orgam de Gradah et Anttphonarw, 

so named to d1strngmsh tlus pnnc1pal collect1011 of two-voice polyphony from the early 

Notre Dame penod (c 1170) 55 The three extant manuscnpts (the ongmal has been 

lost) differ from one another, but when combined, yield an entire church year's worth 

of organa compositions with only a few lacunae 56 One hundred years after the Magnus 

lther was written out, Anonymous IV, the tlurteenth-century theoretician, attnbuted the 

work first to Leomnus (Leomn) with rev1s1ons and add1t1ons by Perotmus (Perotm) It 

contarns polyphonic settrngs of certam responsones for Vespers and the Mass, 

particularly for the chief feasts and Samts' days of the church year 57 

55Rudolf Flotzmger, "Magnus hber," New Grove Dtcttonary of Music and Mustcans, 
ed Stanley Sadie, vol 11 (London Macmillan, 1980), p 500 

Hp lotzinger, p 500 
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Although several s1gmficant attempts at cychcal hturg1cal polyphony were made 

m the fifteenth century,58 1t was Hemnch Isaac's Choralls Constantmus that had the 

greatest impact on the pre-Reformation penod rn Germany The three volumes of the 

Choralts Comtantmus compnse approxunately one hundred polyphomc settrngs of the 

Proper, arranged for the course of the church year as well as forty sett111gs of the 

Ord111ary Isaac produced volumes one and three for the Hapsburg Hojkapelle 111 Austna, 

wlule the set of compos1tions found 111 volume two had been commissioned by the 

cathedral chapter and was published posthumously 111 1509 Isaac died before fimslung 

the ChoralH Constantmus, and Isaac's student Ludwig Senft (c 1490-1556) completed 

the work 111 1520 59 

Magnum opu\· mus1cum, a twelve volume collect10n by Orlande de Lassus (1532-

94), was published 111 Mumch 111 1604 60 The yearly motet cycle was grouped accord111g 

to the number of v01ces and by category (settmgs of hymns, Marian antiphons, etc ) 

58Penny, pp 51-53 Three important manuscnpts survived 1) a manuscnpt by an 
anonymous composer (or composers) ca11ed the Aosta manuscnpt as it 1s housed 111 the 
Bibhoteca del Semmario Maggiore m Aosta, Italy, 2) the set of seven manuscnpts known 
as the Trent codices, and 3) the seven manuscnpts known as Jena 30-36 and one 
manuscnpt called We11nar A (Jena 30-36 are found m the Umversllatsbtblwthek at Jena, 
Wennar A 111 Weimar) 

59See Martm Staehehn, "Isaac, Hemnch," New Grove Dtctwnary of Music and 
Mur;icwns , ed Stanley Sadie, vol 9 (London Macmillan, 1980), pp 329-37 Volume 
one of the Choralls Constantmus was published m 1550 and volume two and three 
became available m pnnt five years later 

61>See James Haar, "Orlande de Lassus," New Grove D1ctwnary of Music and 
Mustcwns, ed Stanley Sadie, vol 10 (London Macmillan, 1980), pp 480-502 
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Penny contends that the completeness of this work suggests that Lassus "had some 

concept of the hturg1cal year throughout lus musical productivity," and concedes that "it 

is difficult to detenmne whether the maJonty of the works had been used for the Mass 

and Offices, or for pnvate devotions, or for concert performance "61 

Georg Rhau (or Rhaw, 1488-1548) was the first distmgmshed Lutheran church 

musician to produce a representative cyclical work 62 Renowned also as a theologian, 

he published fifteen maJor musical collections between 1535 and 1548, arranged 

accordmg to the church year One important volume, the Officw, mcludes three separate 

pubhcatlons, namely the O.fficw paschalla (Easter office) of 1539, the Vesper Officia of 

1544, and the Ojjicwrum of 1545 Each of the three pubhcattons represents a third of 

the hturg1cal calendar and contams motets and Masses wntten by contemporary 

composers Ill German-speakmg countries (Rhau lumself contnbuted anonymously a 

modest number of pieces )61 

61Penny, p 55 Also see Allan B Skei, "Handt, Jakob", New Grove Dlctwnary of 
Music and Musicians, ed Stanley Sadie, vol 8 (London Macm1llan), pp 140-42 Jakob 
Handl 's yearly cycle Opus mus1cum published 111 four volumes from 1586-91 , also 
compnses motets arranged accordmg to the hturg1cal calendar The first three volumes 
correspond to the Proper of the time, whtle volume four 1s a settmg of the Common and 
the Proper of the Sarnts as well as the Manan votive Masses 

62See Victor H Mattfield, "Rhau, Georg", New Grove Dtctwnary of Mu.nc and 
Musicians, ed Stanley Sadie, vol 15 (London Macmillan, 1980), pp 787-89 

61See Hans Joach11n Moser, Die Evangeltsche K1rchenmus1k m Deutsch/and (Berlm 
Merseburger, 1953), pp 68-69 
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By the latter part of the seventeenth century the cantata became so popular that 

composers frequently composed a year's worth of Konzerten or Kantaten 64 Fnednch 

Blume observed that 

many composers produced cantata cycles for several church years, often 
as many as sixty to seventy pieces annually What 1s preserved is but a 
fraction of what once existed In many cases we have only the pnnted 
yearly cycle texts with names of the authors and perhaps the 
composers 6~ 

The trad1t10n of the lahrgang had already existed m connection with motets and 

Konzerte (concertos) For example, two cycles by Wolfgang Bnegel (1626-1712), the 

Eva.ngellsche Gesprache I (1660) and the Evangeltscher Blumengarten (1666-69) 

contarned mostly motets but mcluded also a few Spruchodenkantaten The first cycle to 

consist solely of cantatas was David Pohle's (1624-1695) Ge1stllche Oden auf die 

jurnehmsten Feste und alle Sonntage des ganzen Jahres of 1665, winch mcluded what 

1s the perhaps earhest and only surv1vmg concerto-ana cantata, "S1ehe, es hat 

uberwunden der Lowe "66 

Surv1v111g texts and occas1onally surv1v111g music of cantata cycles pomt towards 

the fact that the notion of composrng occasional music accordmg to the liturgical calendar 

was becoming exceedmgly prevalent 111 Germany A contemporary of Buxtehude, Johann 

64For an m-depth study of the development of the German sacred solo cantata, see 
R1eber's Dte Entw1cklung der deutschen gewltchen Solokantate 1m 17 Jahrhundert 

65Fnednch Blume, Protestant Church Music A History, trans Theodore Hoelty­
N1ckel, Gescluchte der evangeltschen K1rchenmus1k (New York WW Norton, 1974), 
p 272 

66See Feder, col 598 
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Kaspar Horn (1630-85), for example, composed a cantata cycle entitled Gezstllche 

Harmomen 111 1680-81, while Augustm Pfleger (1635-86) wrote a Jahrgang which 

contarned seventy-two one-movement cantatas (the same number, co111c1dentally, as 

Telemann's Der HarmDmKhe Gottesdrenst) 

Erdmann Neumeister, the most mfluent1al poet of the first half of the eighteenth 

century, provided the German "formula" after wluch the texts for the madngalian cantata 

were patterned 

To put 1t mto a nutshell, a cantata is notlung but a piece from an opera 
made up from rec1tat1ves and anas 67 

Gottfried Tilgner's pubhcat1011 of Herrn Erdmann Neume1sters funjfache K1rchen­

A11dachten68 111 1716 revoluhomzed the wntrng of cantata texts at the begrnmng of the 

eighteenth century because Neumeister' s formula encouraged the poets to curtail the1r use 

of scnptural verses or chorale verses, rnstead, they were to employ the krnd of free prose 

used for ana and recitative texts 111 contemporary Baroque operas m order to "transfer 

the dramatic aspect of the text mto the aria "69 Neumeister's operatic rec1tat1ve-and­

ana texts quickly became the norm and were 1m1tated extensively Blume pornts out that 

67"[Erdmann Neumeister said ] Und soll ichs kurzhch aussprechen, so siehet eme 
Cantata mcht anders aus als em Stuck aus emer Opera, von Stylo Rec1tat1vo und Anen 
zusammengesetzt " Feder, col 600 

68The word "funffache" (fivefold) refers to the fact that there are five cycles 111 the 
pubhcat1011 

69"Das Dramat1sche 1st 111 die Ane verlegt worden " Albert Schweitzer, Johann 
Sebawan Bach (Wiesbaden Bre1tkopf & Hartel, 1929), p 75 



Parallel developments occurred everywhere 111 music as the accumulated 
freight of late Baroque fancy and sentnnentahty was cleared away and 
replaced with a well-reasoned and sober umfonmty of ideas clothed m 
stylized affects and images It was Apostolo Zeno (c 1696) who did tlus 
for the opera sena, Arcangelo Spagna (1706) who did 1t for the Italian 
oratono, Chnstian Fnednch Hunold who did it for German opera and the 
Protestant oratono (Menantes [Hunold], 1707),and Erdmann Neumeister 
who did 1t for the cantata (1700, manuscnpts even earlier) The history 
of the ' newer church cantata' began with the 'Neumeister Reform' and 
contmued through Bach's hfetnne 70 

5 The position of the cantata witlun the Lutheran Worship Service 
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While the vanous forms of the sacred cantata had been clearly laid out by the 

begmmng of the eighteenth century, the place of the cantata witlun the service underwent 

a number of changes 71 Gunther Stiller pomts out that "tl1e [eighteenth century] cantata 

had its established hturg1cal place between the readrng of the Gospel and the creedal 

hymns "72 Theu proper place was to be JUSI before the sermon that was based on the 

pencopes (1 e the proper readmgs of the Epistle and the Gospel) 73 

70Blume, pp 278-79 

71See Penny, p 46 He pomts out that there were also non-liturgical uses of sacred 
cantatas, such as for weddmgs and funerals, although these services followed the 
hturg1cal pattern, and services of commemoration, thanksg1v111g, anmversar1es, and the 
hke 

72See Gunther Stiller, Johann Sebastian Bach and L1turg1cal Life m Le1pz1g (St 
Louts Concordia, 1984), p 167 

73A complete d1scuss10n of the Sunday Propers can be found 111 Luther Reed 's The 
Lutheran Liturgy (Ph1ladelpl11a Fortress Press, 1947), pp 438-514 When companng 
the scnptures listed under each title m Telemann's Der Harmomsche Gottesd1enst, one 
will find that the Sunday propers match up almost perfectly with the pencopes Telemann 
lists for the respecttve cantata See also Penny, p 43 
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For feast days and other special days of the church year, the cantata was often 

d1v1ded 111to two parts with the second part being performed after the sermon The actual 

performance, however, would not take place 1mmed1ately after the final words of the 

sermon, but after the Kanzeldtemt or pulplt service The Kanzeldzenst consisted of one 

or several special prayers or other hturg1cal readmgs after the sermon Thus, the second 

portion of the cantata moved closer to the Commumon service and was bkely to 111clude 

several textual Commumon references 74 

As early as 1688 a second separate cantata was berng performed after the sermon 

s111ce 1t seemed more logical to have two separate cantatas mstead of d1v1drng one cantata 

mto two parts Telemann, for example, was only reqmred to compose one cantata per 

service when he worked as stadttscher Mustkdzrektor m Frankfurt from 1712 to 1721, 

111 Hamburg, by contrast, Telemann had to wnte two cantatas winch were both performed 

dunng the worship service, namely before and after the sermon 

In retrospect, 1t should come as no surpnse that the German sacred solo cantata 

had reached its zemth by the begrnmng of the eighteenth century as 1t represented the 

most prevalent and important type of sacred compos1t1on used rn Lutheran Germany 

Telemann's position rn the lustory of the cantata 1s distmgmshed by lus comprehension 

of the versatthty and effectiveness of the cantata not only w1thm the Lutheran Worsl11p 

74Penny and StJller quote the cantata Nun komm der Heiden Helland by J S Bach 
(BWV 61) as a cantata with textual Commumon references, Penny adds that Bach's 
reworkmgs of BWV 190, BWV 120 and BWV Anhang 4 are 111 two parts especially for 
this purpose Penny, pp 43,44, Stiller , p 80 
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service, but also with regard to the possib1hty of 1t being used for devotional or 

pedagogical purposes The sacred solo cantata would become lus most important tool 

to rnfluence and shape musical taste m early eighteenth century Germany 
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CHAYfERID 

THE LIFE AND WORK OF GEORG PHILIPP TELEMANN 

1 Georg Plultpp Telemann, the man 

Who was Georg Pluhpp Telemann?75 We know that he was an accomplished 

composer and a lughly slalled adm1111strator and pubhsher, he cared about lus close 

fnends and family and about lus socio-cultural envuonment, he had a wonderful sense 

of humour, was mtelhgent, hard workmg and charmmg, and possessed a sense of digruty 

and mtegnty Georg Pluhpp Telemann was a well-rounded 111div1dual 

Born m Magdeburg on March 14, 1681, Telemann showed musical talent even 

at a young age when rece1vrng lus first trammg on the v10hn, recorder, and dulc11ner at 

the elementary school level Telemann's first music teacher at the Altstadtlsche Schute 

111 Magdeburg was Kantor Benedikt Chnstiaru, who fam1har1zed Telemann with some 

basic musical elements, Chnst1aru must therefore have been the first one to perceive 

Telemann's natural talent, wluch was partlcularly evident after the boy successfully 

directed one of Chnstlam's school ch01r rehearsals after only a few music lessons 

Telemann's attempts, however, to enhance !us keyboard slalls with the help of the 

local orgamst turned out to be much less rewardmg From an anecdote contamed rn 

75The following chapter 1s based on the findmgs of Richard Petzoldt and Karl Grebe, 
later relevant research by other scholars has been mcorporated where necessary See 
Petzoldt, Georg Philipp Telemann Leben und Werk and Karl Grebe, Georg Plullpp 
Telemann m Selb'>tzeugmHen und Brlddokumenten (Hamburg Rowohlt, 1970) 
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Telemann's autobiography (published 111 1740), 1t becomes obvious that this local 

orgarust 111tlm1dated the young Telemann by requmng htm to learn the 

German tablature, which he [the orgamst] played 111 such a stiff manner 
as one would have expected to encounter with !us grandfather from whom 
he had 111hented tlus tabulature I [Telemann] was already heanng more 
hvely tones 111 my head, when I hstened to him Therefore, after 
endunng tlus ordeal for a fortmght, I left 76 

The cntlcism after the performance of lus first compos1t1011, a short opera, m turn, 

concerned lus mother srnce 1t created a thunderstorm of outrage among the music 

conn01sseurs of Magdeburg (whom Telemann had fittmgly descnbed as a "multitude of 

enemies of music") These Muszlifemde had approached his mother, tellmg her that her 

son would end up as a 

Juggler, a tightrope walker, a mmstrel, a Murmeltluerfuhrer [literally a 
leader of marmots, here a pied piper?] etc , 1f the music was not taken 
away from [h11n] n 

Frau Telemann sent her tlurteen-year old son to Zellerfeld 1mmed1ately where he 

remarned under the tutelage of theologian and lustonan Caspar Calvor (1650-1725), who 

was also an aspmng mus1c1an and composer and would mstruct young Telemann 111 the 

76
" deutsche Tabulatur, dte er [1 e the orgarust] eben so ste1ff sp1elte, w1e v1elle1cht 

sem Grosvater gethan, von dem er s1e geerbet hatte In memem Kopffe spuckten [here 
spukten] schon muntrere Tongens [Tone], als 1ch horte Also sch1ed 1ch, nach emer 
v1erzehntag1gen Marter van 1hm, "In Die Bwgrapluen Georg Frtedrtch Handels und 
Georg Plultpp Telemanm· aus Johann Matthesons "Grundlage emer Ehrenpforte ", 
Handel-Jahrbuch 17 (1971) 102 (p 356 m "Grundlage emer Ehrenpforte") [hereafter 
Die Bwgrapluen ] See also Rackw1tz, Preface, pp 7-8 

n "D1e Mus1kfernde kamen 111 Schaaren zu memer Mutter, und stellten 1hr var lch 
wurde em Gauckler, Se1ltanzer, Spielmann, Murmelthlerfuhrer etc werden, wenn mJr 
die Mus1k mcht enzogen wurde " Dre B10graph1en , p 102/356 See also Menke, 
Telemann Leben, Werk und Vmwelt, p 9 
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arts and sciences as well as 111 basic composition After a successful performance of a 

festival cantata, Telemann regularly composed motets for the church choir and so-called 

"pot roast symphomes" for the town musicians of Zellerfeld 78 

After four years of pnvate schooling under Herr Calvor, Telemann was allowed 

to move to Htldeshe1m so as to attend the local secondary school or Gymnaszum, wluch 

provided many opportumties to v1s1t nearby Hannover and Braunschwe1g-Wolfenbuttel 

There he eagerly fam1hanzed lumself with the famous orchestras, the opera houses, and 

the enormously popular Itahan and French styles of compos1t1on 79 In Hannover, for 

rnstance, Telemann was exposed to 

Lully's magmficent operas with their many ballet scenes, rndeed the 
'French style of wntmg [music]' , [particularly] 111 concerts m 
Hannover, where 'the best seed of France's science [1 e composers] had come 

78See Rackw1tz, Preface, pp 8-9 He relates that wlule m Zellerfeld, Telemann 
"e1gnete sich die Regeln des Generalbasses an, versuchte s1ch auch we1ter rn der 
Kompos1t1on, schneb fast alle Sonntage Motetten fur den K.Irchenchor und fur die 
Stadtmus1kanten 'Bratensymphomen' Als s1ch eme gunstlge Gelegenhe1t bot, verfertlgte 
er zu emem vorgegebenen Text die Mus1k fur em Bergfest, le1tete deren Auffuhrung und 
hatte be1 den 'treuhertz1gen Bergleuten', die nach Telemanns Zeugms, 'mehr durch merne 
Gestalt, als durch die Harmome geruhrt waren," z1emhchen Erfolg '" [" [Telemann] 
learned the rules of the figured bass, continued to compose, [and] wrote motets for the 
church ch01r for almost all Sunday [services] as well as 'potroast symphomes' for the 
town mus1c1ans When given the opportumty [to provide !us services as a composer] , 
he set a given text to music for a mountain [here town] festival , [and subsequently] 
d1rected the performance of the music [1 e the composition] However, according to 
Telemann's own account, his success with the 'unsophisticated mountam folks' was 
rather a result of ' lus outward appearance more than the harmony [here lus music]' " 
Ibid , p 9 

79See Die Bwgraph1en , p 357/103, see also Menke, Telemann Leben, Werk und 
Umwelt, p 9 



38 

to fruition ,so 

In Wolfenbuttel Telemann aquarnted lumself with the Italian taste, eventually selectrng 

compos1t1ons by Steffam and Rosenmuller, Corelli and Caldara as models for lus own 

church and mstrumental music 81 Fmally, Telemann fam1hanzed lumself with the 

"oboe, the flute, the chalumeau, the [viola da] gamba etc as well as the double bass and 

the Qumtpmaune [bass trombone]," 111 order to perfect his knowledge of mstruments 
82 

It 1s not qmte clear whether tt was Telemann lumself who decided to study law 

after graduatmg from the Gymnasmm, as stated 111 hts autobiography of 1740, or whether 

he was ordered to do so by !us mother, as he related rn 1718 83 Telemann left his 

80" Lullys prachtvolle Opern, mit manmgfaltigen Ballettemlagen versehenen Opern, 
uberhaupt die 'franzosische Schreibart', auch 111 Konzerten m Hannover, wo 'der beste 
Kern von Frankreichs W1ssenschaft zu ernem hohen Baum und reiffster Frucht gedtehen' 
war " Rackwitz, p 10, see also Telemann's Autobiography from 1718, pnnted rn 
Johann Mattheson' s Grosse Generalbass-Schule, 1731 (Hildesheim Olms, 1968), p 171 
[Hereafter Mattheson Telemann's Autobiography from 1718] 

81See Mattheson Telemann's Autobiography from 1718, p 172 

82See Rackwttz, Preface, p 11 See also Nicholas Anderson, cd notes, Georg Phzllpp 
Telemann (1681-1767) Double & Tnple Concertos, cond Chnstopher Hogwood, 
Academy of Ancient Music, Flonlegum 411 949-2, 1981 Anderson notes that 
Telemann's fam1ltanty and facility with such a multitude of different mstruments ts 
11nportant rn view of many of his mstrumental compositions conceived for unusual 
combrnahons of mstruments The Concerto for Flute, Oboe d'amore, and Viola m E 
MaJor, for example, conveys the composer's "affectrng sensib1hty[,] the arrestmg 
sonont1es of a transverse flute, an oboe d'amore (Bach and Telemann alone among their 
contemporaries fully understood the expressive range of this rnstrument), and a v10la 
d'amore, are explored with a consummate skill which deftly uncovers the 111d1v1dual and 

collective sounds of these rnstruments " 

83See Mattheson Telemann's Autobiography from 1718, p 172 Telemann pornted 
out that !us mother urged l11m to study law, m order to "leave the music " In lus 
autobiography from 1740 he argues, however, that he was "tired of bemg a chou boy 
and longmg to study at a umversity, preferably Le1pz1g " D1e Bwgraphzen , p 
104/358, see also Petzoldt, p 21 
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enttre "musical household" with lus mother and proceeded to Le1pz1g On lus tnp he met 

young George Fndenc Handel, from this short encounter a lifelong fnendslup was to 

grow as Handel and Telemann would be U1uted m the1r sens1t1v1ty to the latest trends 111 

musical thought and expression 84 

At the Umvers1ty of Leipzig Telemann attended semrnars m law, rhetoric, and 

philosophy, but still had enough spare time to compose cantatas and became attracted to 

the opera, a genre which he would favour throughout Ins career as a composer It 1s also 

important to note that the Collegium Musicum 111 Leipzig, winch today is pnmanly 

84Telemann stated 111 lus autobiography from 1740 that he " begab mtch 1701 nach 
Leipzig, da ich unterwegens Ill Halle, <lurch die Bekanntschafft m1t dem damahls schon 
w1chtigen Hern Georg Fned Handel [Fufinote "D1eser war damahls kaum 16 Jahr alt"] 
bemahe wieder Noteng1ft emgesogen hatte " [ In 1701 I was on my way to Leipzig 
when I met Herr Georg Fned Handel m Halle,[footnote he was at that tune barely 16 
years old] he was already of some importance even 111 those days, our acqamtance 
aroused 111 me the urge to compose "], 111 Die Biograpluen , p 100 See also Bernd 
Baselt, "Schopfensche Bez1ehungen zw1schen G Ph Telemann und G F Handel--G 
Ph Telemanns Harmomscher Gottesdienst als Quelle fur Handel," m Die Bedeutung 
Georg Philipp Telemanm ji,r d1e Entwicklung der europaischen Musikkultur 1m 18 
Jahrhunden, Konjerenzbencht uber die lnternatwnale w1ssenschajil1che Konferenz 
anlajJltch der Georg Ph1bpp Telemann-Festtage der DDR m Magdeburg, 12 -18 Man 
1981, vol 2 of 3 vols (Magdeburg Zentrum fur Telemann-Pflege und Forschung 
Magdeburg m Verbmdung mit dem Arbe1tskreis Georg Ph1hpp Telemann 1m Kulturbund 
der DDR, 1983),[hereafter Die Bedeutung Georg P/11/lpp Telemanns ], pp 4-14 Baselt 
mentions two personal encounters between Handel and Telemann after 1701 111 Dresden 
111 1719 and 111 Hamburg m 1729 Handel's last planned v1s1t to Hamburg 111 1750, 
however, was aborted because of a coach accident Baselt, pp 4-5 See also Percy 
Young, Handel (London Dent, 1947, rev 1975) and Bernd Baselt, "G Ph Telemann 
und G F Handel--e111e Kunstlerfreundschaft," 111 Telemann und seine Freunde Kontakte­
-Emjlusse--Ausw1 rkungen, Bencht uber d1e Internationale W1ssenschaftllche Konferenz 
anla/Jllch der 8 Telemann-Festtage der DDR, Magdeburg, 15 und 16 Marz 1984, vol 
1 of 2 vols , eds Bernd Baselt, Gunther Fle1schhauer, Wolf Hobohm and Walther 
Siegmund-Schultze (Magdeburg Zentrum furTelemann-Pflege u -Forschung Magdeburg 
111 Verbmdung mil dem Arbeitskreis "Georg Pluhpp Telemann" Magdeburg 1m 
Kulturbund der DOR, 1986), [hereafter Telemann und seme Freunde],pp 27-33 
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associated with the memory of J S Bach, was, 111 fact, founded by Georg Pluhpp 

Telemann Smee the mstrumentahsts m the Collegcum also participated 111 the 

performance of operas at the opera house, Telemann eventually became the director of 

the Le1pz1g opera a11d happily provided composittons for both 111st1tut1ons 85 F111ally, 

Telemann held the pos1tion of orgamst and music director at the Neuen Kcrche, leav111g 

such important 111d1v1duals as the Thomaskantor Johann Kuhnau "dazzled 1186 

To Kuhnau 's delight, Telemann moved to Sorau 111 1705 to serve the Graf 

Prommtz 87 Prommtz, who had Just returned from Pans, provided Telemann with a 

mynad of compostt1ons by French composers such as Lully and Campra, wluch 

Telemann gladly performed with the new court orchestra 88 Dunng a six-month 

vacation taken by Graf Prommtz 111 Krakau, Telemann had the opportumty to fam1hanze 

lumself with Polish folk music and its different rhythms which he later mcorporated rnto 

some of lus compos1t10ns 89 

85The compositions which Telemann conceived for tlus purpose are regrettably lost 

86See also Menke, Telemann Leben, Werk und Umwelt, p 10 Menke reports that 
Telemann also went to Halle to v1s1t Handel and to Berlm to hsten to a vanety of operas 
such as Polyphemo by G1ovanm Bononcuu, who was a member of the Berhn court 
orchestra 

87See Petzold, p 29, and Grebe, p 43 See also Menke, Telemann Leben, Werk 
und Um.welt, p 10 Menke believes that Telemann had moved to Sorau 111 1704 

88Telemann met Wolfgang Caspar Pnntz 111 Sorau and encountered the latter's 
"cunous mental image of the power of music " See Menke, Telemann Leben, Werk und 
Umwelt, p 11 

89See, for example, Telemann's Concerto Polonaise for stnngs See also Rackw1tz, 
Preface, p 17 He refers to a quotation from Scheibe who wrote 111 1745 that 1t was 
Telemann who first mtroduced the Polish style of music to Germany on a larger scale 
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Back rn Sorau, Telemann estabhshed important ties as the orgamst of the Lutheran 

Hauptkzrche with the Oberhofpredlger and poet Erdmann Neumeister (1671-1756), who 

was to become one of Telemann's marn supphers of sacred texts 

In 1708, the twenty-three year old Telemann moved to Etsenach, partly because 

of the threat of a war, partly because of rntngues at the court of Sorau As the new 

Konzertmetster, Telemann worked closely with v10lm virtuoso, dancer and 111ventor 

Pantaleon Hebenstreit (1667-1750) who was employed as the "Director der Music" and 

who supported Telemann m his efforts to expand the court orchestra 90 Telemann, for 

example, had to engage srngers and mstrumentahsts for the performance of cantatas, a 

problem which he solved qutte easily by draftmg musician fnends who had been part of 

the Leipzig Collegium Mus1cum wluch he had founded Those md1viduals chosen had 

to be srngers as well as accomplished mstrumental1sts, probably 111 order to save the court 

money and tune needed to lure extra mus1c1ans 

Telemann's marriage with Amahe Lomse Eberhn 111 1709 and her sudden death 

111 cluldb1rth only a year later may have led him to seek comfort 111 Ins work, for he 

produced an enormous amount of music dunng lus stay m Elsenach Approximately 60 

to 70 cantatas and other vanous sacred compos1t10ns91 as well as several serenades and 

operettas date from tlus penod 

90See Rackwitz, p 17 

91Telemann mentions four cantata cycles (to be performed dunng morning services) 
and two mcomplete cycles for afternoon services as well as countless masses and pieces 
dunng commumon Die Bwgrapluen , p 108/362 
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One should also note that 1t 1s lughly probable that 1t was dunng Telemann's stay 

m E1senach that he first made contact with Johann Bernhard Bach and Johann Sebastian 

Bach (Telemann agreed to become Carl Pluhpp Emanuel's godfather 111 1714 92) 

The year 1712 marked another important occasion, Telemann's relocatton to 

Frankfurt Although he later admitted that he could not explain why he had left such an 

exqms1te court as that of Elsenach to follow a call from the Baa,fujJerkzrche 111 Frankfurt 

as theu new Capellme1ster, he argued that 

whoever wants to stay [here to work and hve] at the same place for the 
rest of his hfe has to do so 111 a repubhc 93 

92See Grebe, p 24, Menke, Telemann Leben, Werk und Umwelt, p 12, Rackw1tz, 
Preface, p 23, see a lso Hans-Joachun Schultze, "'FheBende Le1cht1gke1t' und 
'arbe1tsame Vollst1mm1gke1t'--Georg Pluhpp Telemann und die Mus1kerfam1he Bach," 
111 Telemann und seme Freunde, vol 2, pp 5-9 Schultze pmnts out that there 1s only 
one extant document which confirms Telemann bemg C P E Bach's godfather, 
however, smce there is no extant 111v1tat10n addressed to Telemann to attend the funct10n 
nor a so called "Patenbnef" (1 e Telemann's official record of the sponsorslup) nor a 
letter by Telemann ask.mg the Frankfurt town council for a leave of absence to attend 
Carl Ph1ltpp Emanuel Bach's baptism, Schultze deduces that Telemann's v1s1t to Wennar 
m 1714 cannot be venfied Schultze, p 4 

93
" Wer Ze1t Lebens fest s1tzen wolle, musse s1ch 111 emer Repubhck mederlassen " 

Die Bzograpluen , p 109/363 See also Grebe, p 24, Petzold, p 35 Petzold argues 
that 1t was perhaps Telemann's wife's death wluch caused hun to move so suddenly Or 
perhaps "[kam es Telemann wahrsche1nl1ch] auf die Dauer zu uns1cher vor, von dem 
wankelmuttgen Willen klemer Fursthchke1ten abhang1g zu sem, die, w1e er es 111 Sorau 
erlebt hate, 1hre Hofbeamten zuwellen von emem Tag zum andern entheBen " ["In the 
long run, 1t became too nsky [for Telemann] to have to be dependant on the 111cons1stent 
wishes of small [here ummportant] duclues [here dukes, rulers] who at random sacked 
thetr court officials, as he observed rn Sorau "] See also Lothar Hoffmann-Erbrecht, 
"Telemann und Frankfurt am Marn," 111 Telemann und seine Freunde, vol 1, p 12 
Hoffmann-Erbrecht believes that the quotation from the autobiography suggests that 
Telemann wanted to move away from E1senach to a free city 111 order to gam more 
mdependence 111 lus pnvate life and more creat.Ive freedom 111 his work 
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Although Frankfurt only qualified as a Re1chsstadt (free city) , its c1t1zens or Burger were 

responsible not only for the adm1mstrative operations but also for the cultural, 1 e, 

musical , environment 94 Telemann's pos1llo11, wluch had been vacant for over twenty 

years,95 was therefore defined as that of a stadmcher Mustkdirektor smce his duties 

mcluded, for example, prov1dmg music for the Baarfoj1erk1rche96 and the teachmg of 

music at the Ratsschule, although, as he tells us, he was not paid for lus services as a 

pedagogue 97 

94Ib1d , p 11 Hoffmann-Erbrecht pomts out that Frankfurt am Main was not only 
one of the most important trade centres 111 Germany m the eighteenth century but also 
sigmficant m its association with the money market and financmg busmesses Three 
d1st111gmshed Frankfurt bankers and music connoisseurs, Hemnch Rem1gms Bartel, 
Frezherr von Bethmann, and Hermann Josef Abs, for example, supported the arts 
generously Hoffmann-Erbrecht also clauns that Frankfurt cannot be called a 
"Mus1kstadt par excellence", smce no well-known mus1c1ans besides Johann Andreas 
Herbst and Georg Pluhpp Telemann ever held the Kantor position, even though Frankfurt 
was distinguished by hostrng the coronations of German kmgs smce 1356 and the 
coronations of German emperors smce 1562 

95See Menke, Telemann Leben, Werk und Umwelt, p 12 Menke relates that 
contralto and v10hst Johann Hemnch Chnstlan from Homburg vor der Hohe had been 
filling 111 mtermittently 

96" Auff alle Sonn- und Festtage bey der Music m der Barfusser Kirche mcht allem 
personhch erschemen, d1eselbe nach memem besten Verstand modenren, bestellen und 
annchten, alle darbey befundenen Mangel abzuschaffen, und hergegen, so viel mu 
moghch, verbessern " ["Not to appear by myself with regard to the music performed 
on any Sundays and Holidays [1 e to provide music and rnv1te mstrumentahsts and 
smgers] , to admuustrate, supply and present the church to my best knowledge, to 
ehmrnate all flaws found therem, and rnstead to improve on them as much as I can "] 
quoted from Telemann's contract with the city of Frankfurt, dated February 9, 1712 m 
Petzold, p 37, see also Rackwitz, Preface, p 24 

97" Etwa Sechs bts Acht Knaben 111 der Late1111schen Schule, welche ich [Telemann] 
luerzu qualtficirt und tuchtlg befinden werde, gutw1lbg und ohne enugen Recompens 
[Vergutung] 111 der Mus1ca getreuhch und m1t allem Fle1J3 untemchten, auch, daB 
dergleichen auff der Schule m Terlla und Quarta Klasse [3 und 4 Klasse] geschehe, gute 
Obacht nehmen, und deshalben wochenthche V1S1tallon [Uberprufung] thun " 
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One should also note that wlule rn Frankfurt, Telemann, despite lus satisfaction 

with lus salary as Capellmemer, accepted a position at the court of Frauenstem, where 

he 1111t1ated a busy concert hfe and provided )us expertise 111 financial affairs 93 

Eventually he became the director of music at both the Frankfurt Hauptkirche and St 

Catharmen Church, moreover, he was re111stated as the allgememer Capellme1ster m 

Eisenach, winch reqmred !um to send compositions regularly to lus former place of 

employment 

In 1714, Telemann mamed Maria Catharrna Textor with whom he had mne 

cluldren, two of whom later died 99 A grandson, Georg Michael Telemann, was also 

an accomplished mus1c1an and became the mterim stadtlscher Mus1kd1rektor after 

Telemann's death until Carl Phthpp Emanuel Bach amved 

[" Approximately six to eight boys rn the Lahn School who I [Telemann] will find 
qualified and determrned, I w1lhngly and without pay shall teach them conscientously and 
with ambition, and I shall do the same 111 the third and fourth class of the school, [I shall] 
look after them and therefore shall VJSlt them weekly to check their progress "] Quoted 
from Telemann's contract with the city of Frankfurt, dated February 9, 1712 111 Petzold, 
p 37 See also Hoffmann-Erbrecht, p 12 Hoffmann-Erbrecht appropriately describes 
Telemann as a " mus1kahsche[r] Manager, [der] sozialgescluchthch eher 111 das 20 
als rn das 19 Jahrhundert [weist]" [" musical manager, whose position pornts more mto 
the twentieth century than mto the nineteenth century 111 view of social lustory "] 

98See Rackw1tz, p 25 

99It should be pornted out that this mamage was perhaps the only ill-fated 
undertakrng 111 the otherwise 111credibly fortunate hfe of Telemann In 1737, after a 
mamage of twenty-three years, Frau Telemann deserted her husband and children 111 

favour of a Swedish army lieutenant, leavmg Telemann and their cluldren 111 an emotional 
turmoil and with huge debts, fortunately , a collection among lus friends helped Telemann 
to ease his financial burden See Petzold, p 71 
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In 1716, Telemann set and performed perhaps his most significant early work, the 

Brocke\·-Pamon, which was already celebrated 111 versions by Keiser, Mattheson, and 

Handel wo Telemann continued the success of the Brockes-Passwn with a newly 

conceived Passwnsd1chtung ("passion epic"), the Sellges E,wagen 111 1718, for wluch he 

lmnself supphed the text 101 

In lus undoubtedly scarce leisure tune, Telemann enJoyed correspondmg with old 

fnends such as G F Handel and new acquamtances such as Johann Mattheson (1681-

1764 ), the famous music theonst, hlstonan, and composer 102 Mattheson first made 

contact w1 th Telemann 111 1717 by dedicatrng the preface of !us Beschutztes Orchester to 

tum and requestrng an autobiography to be published 111 Mattheson's Exemplansche 

100See Menke, Telemann Leben, Werk und Vmwelt, p 18 Menke relates that 
Brockes and Telemann conceived the passion oratono, "eme mcht so streng am 
Evangehentext onent1erte fre1e Dichtung uber die Passion Chnsti, 111 Kantatenform m1t 
Anen und Rez1tativen, teils mit te1ls ohne Chore oder Chorale " ["a free poetical 
work on the passion of Chnst wluch was not connected closely with the gospel text, 111 

cantata form with anas and recitatives, rn part with and 111 part without choruses and 
chorales "] Because of its textual digressions, neither the Brockes-Passcon nor the 
Sellges E,wagen was allowed to be performed 111 any of the Hamburg churches 

101See Martm Ruhnke, "Telemann und seme selbstverfaBten Texte unter besonderer 
Berucksichttgung des Pass10nsoratonums 'Sehges Erwagen'," 111 Telemann und sezne 
Dtchter, Ko11Jerenzbencht der6 Magdeburger Telemann-Festtage vom 9 -12 Jum 1977, 
vol 2 of 2 vols, eel Gunther Fle1schhauer and Walther Siegmund-Schultze (Magdeburg 
Rat der Stadt Magdeburg m Verbmdung m1t dem Arbe1tskre1s "Georg Pluhpp Telemann" 
11n Kulturbund der DDR, 1978), [hereafter Telemann und seine Dtchter] pp 27-40 

102See Menke, Telemann Leben, Werk und Umwelt, p 14 Menke mentions that 
Telemann also exchanged letters with famous Kapellmeisters such as as Schurmann and 
Graupner 111 Darmstadt, Graun 111 Berhn and Fasch 111 Zerbst 
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Orgamstenprohe (1719) 103 Telemann complied promptly, 111 addition, he wrote a 

poem pra1smg Mattheson for !us upcommg pubhcat10n, attestmg to theu smcere 

fnendship 104 

Also 111 1717, Telemann founded the Frankfurt Collegzum Muszcum, modelled 

after its Leipzig counterpart, for wluch he composed many chamber works and with 

whom he performed numerous successful concerts ws Telemann, for rnstance, 

composed the 5 Dav1d1schen Oratonen von der Poesze des Komgl polmschen 

Ceremomen-Raths, Herrn Johann Ulnch Komgs for a performance by the Collegzum 

Muszcum Komg (1688-1744) later provided him with the texts for several secular 

cantatas, the hbretto for the opera Der geduldzge Socrates ( 1721) and one Passwnsmu.nk 

103Telemann's biography from 1718 can also be found 111 Mattheson's Grosse 
Generalhas\·-Schule, published 111 1731 See Hans Joaclum Marx, "Telemann aus der 
S1cht Matthesons," 111 Telemann und seme Freunde, vol 1, pp 36-42 

104lbid , p 37 Marx also relates that shortly after he had taken over the position as 
stadllscher Mustkdzrektor 111 Hamburg, Telemann visited Mattheson, as the latter 
confirmed 111 his autobiography See also 1b1d , footnote 6 

105Compos1tions wntten exclusively for the Frankfurt Collegzum Muszcum mclude the 
S111g-Ged1chte "Betrachtung des Wassers 1m Fruhhng" and "Vergnugung des Gehors" 
See Rackw1tz, Preface, p 26 See also Menke, Telemann Leben, Werk und Umwelt, 
p 13 Menke pomts out that there were weekly performances by the Colleg1um Muszcum 
at Palms Braunfels concert hall The concerts were held 111 !ugh regard and well 
attended See also Eckart KleBmann, Telemann m Hamburg (Hamburg Hoffmann and 
Campe, 1980), p 15 .Kle/3mann pomts out that m order to gam entrance to, for 
rnstance, the performance of a Passwnsmusik, one had to purchase a small booklet with 
programme notes as the entrance ticket to the concert (Telemann placed two guards at 
the front door to make sure that every member of the audience had bought lus own 
copy) The additional profits earned through tlus manoeuvre went directly to the 
orgamzer of the event, 111 this case Telemann 
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(1731) IO(I 

Telemann's 830 extant church cantatas wntten for the Frankfurt BaarfuJJerkirche 

and the Kathannenkirche hmt at the seemingly mcrechble musical output which came 

about dunng Telemann's stay m Hamburg The cantatas were conceived 111 the simple 

yet soplusticated style that permeated all lus music, whether secular or sacred The 

Frankfurt cantatas denote the composer's mterest 111 prov1dmg a vanety of different 

musical forms Accordmg to Peder's categonzatJ.on of cantatas, Bibhcal cantatas, 

Spruchodenkantaten, Odenkantaten, and Chorale cantatas w1tl11n the genres of the solo 

cantatas and the choral cantatas can be found 111 Telemann's cantata output 

Telemann was a skilled composer who felt comfortable 111 almost any genre, his 

proficiency soon became known outside Frankfurt and, 111 1721, led to a pos1t1on 111 

Hamburg, to wluch he would relocate m order to commence Ins next and final position 

as stadt1scher Mus1kdirektor 

2 G P Telema,in--tlte stadtisclter Musikdirektor of Hamburgao7 

In the year 1721, on the tenth of July, after the death of the Herr Joaclum 
Gerstenbuttel, I was chosen to be the drrector of the music chou and the 
Cantor at the Johanne[um] m Hamburg and, after mv1tations had been sent 

106see Menke, pp 13-14 See entnes 5 4 , 6 1, 20 3, 18, 21 9, 32 8, 10 111 Ruhnke, 
Telemann, Thematlsch-Systematlsches Verzezchms semer Werke, vol 1 

107For a detailed study of the subJect, see KleBmann, Telemann m Hamburg 
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out, I was solemnly maugurated with a speech, [titled] de Mus1ca m Ecclesta, 
nght around St Michael's Day, 108 

Telemann reported m lus autobiography from 1740 Why did he leave Frankfurt m 

favour of Hamburg, a decISion which seems particularly brave when takmg mto 

cons1derat10n that Hamburg was far less open 111 granting rehg1ous freedom to its citizens 

than Frankfurt? Menke argues that Telemann was probably attracted by the fact that both 

Brockes and Mattheson hved m Hamburg, wluch meant that Telemann would be able to 

acquire a considerable amount of first-class poetry Moreover, Telemann could be active 

at the local opera house, a venture which had not been possible 111 Frankfurt smce there 

was no opera house 109 

Shortly after Ins arnval 111 Hamburg, Telemann had to solve a number of 

problems Hts quarters were much too small to house lus large famtly (the dwellmg had 

been occupied by !us unmamed predecessor, Gerstenbuttel) In addition, Telemann 

quickly annoyed many an Oberalten ("elder") who was opposed to the stadtlscher 

Mus1kdzrektor relocatmg performances of the newly activated Hamburg Colleg1um 

Mus1cum from Telemann' s rather small flat to several bigger Wirtshaussale (taverns), as 

these social events created "disturbances" and "aroused the passions" of the tavern 

rn8"Im Jahr 1721 den 10 Juh wurde 1ch, nachdem Herr Joachim Gerstenbuttel 
seehgen Todes verbhchen, 111 Hamburg zum Dtrectore des musikalischen Chors, und 
Cantore des Johanne1 erwahlet, und um Michaelis darauf, nach vorhergegangenen 
Ernladungs-Programmate, mittelst emer Rede, de Muszca zn Ecclesta, feirhch 
emgefuhrt " Die Bwgrapluen , p 112/363 

Hl9See Menke, Telemann Leben, Werk und Umwelt, p 14 Menke adds that 
Telemann may also have been fnghtened by the catastropluc fire rn Frankfurt on June 
27, 1719 
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customers 110 Problems at home also made Telemann's hfe difficult In a desperate 

attempt to support the extravagant hfestyle of Frau Telemann and the datly needs of his 

constantly growrng fatmly, Telemann expressed lus unhapprness about lus meagre salary 

by threatemng the town council that he would leave Hamburg and move to Le1pz1g to 

accept the position of Thomas-Kantor The mt1m1dated Hamburg Stadtvater (counctl 

members) quickly showed their respect with a considerable raise m Telemann's wages 

rn order to secure lus loyalty to therr city 111 

The raise m salary was also to reflect an acknowledgement of Telemann's many 

respons1biht1es as the stadtHclzer Muszkdzrektor of Hamburg His main dutles were 

centred around the local Gymnastum, the Johanneum, as well as the five marn churches 

110Ibid , p 15 

111See Petzold, p 51 Petzold pomts out that because of the !ugh pnces rn Hamburg, 
Telemann asked to receive the "three-months-pension" which was usually paid to the 
heirs of the predecessor as well as movrng expenditures and a monthly housmg 
allowance However, he only collected part of the money which he had requested 
Accordrng to KleJJmann, Telemann's new annual salary was made up of the followrng 
items 1200 Mark basic salary, 400 Mark housmg allowance, 160 Mark from the five 
Hauptktrchen, 349 Mark for bunals, 45 Mark Ostergelder [Klefimann pornts out it cannot 
be determmed why Telemann received this payment and what duties on Ins part it may 
have entailed, KleJJmann postulates that 1t may have been an annual bonus paid out at 
Easter tune, see KleJ3mann, p 170], 18 Mark for confrrmations and ordrnatlons, and 36 
Mark for Passwnsmustken for a total of 2208 Hamburg1sche Mark In addition, 
Telemann earned 300 Retchstaler for lus services at the opera house as well as 100 
Retchstaler as the Kapellmeister of Eisenach and (from 1723 on) as the newly appornted 
Kappellmeister of Bayreuth, respectively Moreover, Telemann also received the net 
proceeds from the pubhc concerts which he orgamzed as well as honorary payments for 
occasional compositions and the revenues from his pubhshrng busrness It 1s mterestrng 
to pornt out that Telemann's annual salary of ca 4021 Mark could be compared to that 
of the fourth mayor of Hamburg who only received approximately 4000 Mark 
Telemann's salary was also considerably lugher than that of a Ratsherr, who collected 
only 2002 Mark or that of the vice-pnncipal of the Johanneum who received only 1340 
Mark See KleJJmann, pp 43-44 
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in Hamburg, wluch were (as all the other churches in Germany dunng Telemann's 

hfetune) "Staatskuchen" ("churches of the state"), i e , they were overseen by the city 

council, not by the "Ge1sthche M1mstenum" (M1rustry for Sacred Affairs) or the 

respective Church Councils While no Roman-Catholic or Reformed congregations were 

allowed to celebrate a service 111 public, the Lutheran panshes celebrated both church and 

state hohdays, with the stadt,scher Mus1kd,rektor as an employee of the city council 

providrng the music "A separation of the government [here the city council] and the 

church," Harald Schultze beheves, "would have puzzled the contemporanes [the citizen 

of Hamburg] greatly "112 

Nevertheless, new rehgious currents were disturbing the very core of Lutheran 

Hamburg 111 the early 1720s In 1725 , a colleague of Telemann and one of the most 

respected teachers of the local Gymnasium, Johann Albert Fabnc1us, went so far as to 

publish a comprehensive hst of apologetic hterature against "Atheists, Epicunans, Deists 

or Naturalists, Heathens, Jews and Moslems "113 It should come as no surpnse that 

112 " Erne Trennung von Staat und K.trche ware den Ze1tgenossen verwunderhch 
vorgekommen " Harald Schultze, "Telemann und seme ktrchb.che Umwelt," 111 Dle 
Bedeutung Georg Pluflpp Telemanns, vol 3, p 47 Schultze gives the followmg 
example to illustrate the close affimty between the church and the city council when on 
March 10, 1750, hghtmng struck the M1chaeltslarche, the city counctl (not the clergy) 
tmmedtately mterpreted 1t a sign from God to the Hamburg middle class that they should 
reform their hves according to God's laws A motion was quickly passed on March 13 
that a "BuB-, Fast- und Bettag" ("day of repentance, fastrng and prayer") was to be 
celebrated on March 19, to be repeated on the anmversary m 1751 

113
" Athe1sten, Ep1kureer, De1sten oder Natural1sten, Gotzend1ener, Juden und 

Mohamedaner " See Schultze, p 49 The full title of Fabncms's document reads 
"Delectus argumentorum et syllabus scnptorum, QUI ventatem rehg10ns Chnsttanae 
adversus Atheos, Epicureos, Deistas, s1ve Naturalistas, Idolatras, Judaeos et 
Muhammedanos, lucubrattombus sms asserverunt" and was pubhshed m Hamburg 111 



51 

the uneasy citizens of Hamburg wanted their children to be raised witlnn, and protected 

by, a stable , trad1t1onal Lutheran rehg10us commumty A key position m tlus 

undertakrng was held by the Kantor of the local Gymnasium, namely Telemann 

Accordmg to an old list of school regulations (Schulordnung) from 1634, on 

"Mondays, Tuesdays, Thursdays and Fndays, between one and two o'clock m the 

afternoon," Telemann had to teach the students of the Gymnasium, the Johanneum, how 

to smg, winch would not only prepare them for performances dunng the Sunday services 

but would also help their digestive tracts, smce s111g111g was considered one of the best 

natural laxatives' The new Schulordnung which was mtroduced m 1732, required tl1e 

Kantor to 111struct his students 111 basic music theory and music lustory as well as the 

proper devout demeanour dunng the church services Fmally, the Kantor was to be 

responsible for the druly afternoon and evemng devotions (vespers) as well as the 

appropnateness and length of the music performed at bunaI services 114 

The active parttc1patton of the students of the Johanneum rn church services from 

an early age, generated another valuable side effect Telemann was automatically 

guaranteed a church ch01r of reasonable size wlnch was necessary , particularly for 

performances dunng the Sunday services As mentioned earlier, two cantatas could be 

heard on a typical Sunday mornmg, one before the sermon and one after, with the first 

1725 Ibid , p 57, 51 

114See Petzold, pp 48-49 It is mterestmg to note that the Schulordnung contamed 
a sect10n winch descnbes the Kantor obbgallons to question his students about the content 
of the sermon wluch had been preached the day before and to review theu ChnstJan 
steadfastness 
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one always being more elaborate, reflected particularly by its length, wlule the second 

one was usually a solo cantata Ill a tno settrng One final work was presented at the end 

of the service, usually either a chorus from the previously performed cantata, an ana, 

or a psalm or motet for wluch only a small number of performers were needed, rn order 

to allow most of the performers to leave unmediately after the bened1ct1on 

The performance of at least two new cantatas every Sunday brought with 1t the 

burden of havmg to secure soloists and mstrumental1sts for the services Wlule 

Telemann could select players from the Rathsmuslkanten, he was Ill constant need of new 

members for the choir, and he soon accepted amateur singers and lured trarned smgers 

for the solo parts 115 An orchestra and choir were also often necessary to perform the 

numerous other works which Telemann had composed for weddrngs, church 

maugurauons, and other sacred music concerts winch mcluded, for example, 

performances of Telemann's passion oratorios 

Other duties of the stadtzscher Mus1kdzrektor entailed the preparation, 

adm1mstrat1on, and planmng of appropnate programs for concerts, many of wluch 

featured exclusively Telemann 's composition conceived for that specific occasion 

Telemann was also responsible for d1Tect111g the choir, soloists, and the orchestra at the 

countless official functions 111 Hamburg which were usually hosted m honour of 

celebntles, pohttcal events, or commemorations For mstance, the Kapltansmus1ken 

I I5See Menke, Telemann Leben, Werk und Umwelt, p 16 Menke adds that one can 
conclude from the fact that Telemann tended to forget to lure substitute players for 
deceased or departing members that 1t took h1m some ttme to get used to choosmg his 
mstrumentahsts from the Rathsmus1kanten 
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from 1723, the Serenade for the Petn-Mahl of the town counctl (1724), and the 

Jubelmuslk for the Herren Oberalten (1728) were all specially composed for these 

important political or social occasions 116 

Another velucle for Telemann's success was the Colleg1um Mus1cum, which he 

modelled after its Leipzig and Frankfurt counterparts Witlun a short lime, the Hamburg 

citizens were able to enJoy a concert twice weekly 111 the Dnllhaus, usually featunng 

those of Telemann's works which had been performed the previous week at bunals, 

church rnaugurations, weddmgs, and pohttcal festlvitles 117 The fact that these recitals 

took place 111 the afternoon (a time where servants usually had to work) and that a ticket 

was twice as much as m Frankfurt (approximately one and a half Marks, more than the 

typical daily salary of a member of the lower class) leads Petzold to the conclusion that 

Telemann had tailored tins type of entertainment towards the nob1hty and upper 

classes 118 In the course of time, compos1llons wntten spec1fically for the Colleglum 

Mus1cum were added to its repertmre, such as the two parts from the Messias (1759) 

116lbid , pp 15-16 Only the Admzrallfatsmuszk has been preserved See also 
Kle6mann, pp 46-49 

117See Petzold, p 61, and Menke, Telemann Leben, Werk und Umwelt, p 23 

118Petzold, pp 60-61 Petzold adds that the audience of Telemann's concerts were 
also able to fam1har1ze themselves with the latest musical g1mm1cks and Jokes, for 
example, rnstrumentahsts who played tunes on special mstruments such as glasses filled 
with water as well as a horn player who, m 1727, was advertised as bemg able to play 
two wmd rnstruments "auf eme gantz ohnbekannte und den menschhchen Begnff 
uberste1gende Art " ["111 a completely unknown and mcomprehens1ble manner "] Ibid , 
p 60 
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from Klopstock, "Dte Betrachtung der neunten Stunde "from Der TodJesu (1755) , Dte 

Tageszetten (1757), 111 l 759 Das befrelte Israel, 111 1762 Der Tag des befrelten Genchts 

and, as Telemann's grand finale, the cantata /no (1765) 119 

One of the more pleasant duties of the stadtlscher Mustkdtrektor was overseemg 

the Gansemarkt-Oper, the local opera house Hav111g duected the Leipzig opera house 

and simultaneously wntten vanous opera hbrettos, Telemann was already conversant m 

the genre before com111g to Hamburg His predecessor Re111hard Keiser had abandoned 

lus position m 1718, leavmg behmd a musically orphaned and financially bankrupt 

theatre The successors of the last impresano, a Ratsherr Schott, took the fate of the 

Hamburg opera 111 their own hands and began to lure new smgers who, because of the 

lack of a resident composer, performed works from the Braunschwe1g opera house 

Telemann's takeover of the Gansemarkt-Oper rn 1721 could not have happened at a more 

opportune moment the city needed not only an skilled composer, but also an 

admmistrator and 11npresano who could satisfy the needs of the pubhc that was clamonng 

to hear new works Telemann, one of the leadmg German composers and an 

admimstrative gemus , was the man of the hour and easily stepped 111to the breach 120 

119See Menke, Telemann Leben, Werk und Umwelt, p 23 

12(
1See Petzold, p 64 Petzold pomts out that Telemann signed a contract with the 

opera management as early as 1722 When KeISer came back to Hamburg shortly after, 
he found his former position taken over by Telemann who did not mtend to surrender to 
his predecessor Disappomted, Keiser went to Copenhagen, only to return to Hamburg 
m 1724 and settle for the position of Kantor at the Dom, an employment which did not 
fall w1tlun the JUrtsd1ct1on of Telemann's pos1t1on as stadtischer Mus1kd1rektor 
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For sixteen years, Telemann would reap the frmts of a successful opera house, 

chiefly perfonmng works of lus own at the Gansemarkt-Oper, rncludrng 25 operas such 

as Der geduld1ge Socrate,· (1721), La Cappnzwsa e d Credulo (1725), an rntermezzo 

called P1mpmone (1728), 121 as well as numerous serenades, cantatas and Festspiele 122 

Telemann also performed operas by other composers, for example, Keiser, Handel, 

Conti, Mattheson, Orlandim, Chellen, and Steffam, for wl11ch he either translated as 

necessary the ongmal hbretto or wrote a new one It 1s important to note that Telemann 

chose many operas wntten by lus fnend Handel, agarn translatmg the hbretto mto 

German as well as composrng entirely new recitatives to accommodate the nchness of 

the vernacular 123 By 1738, however, not even Telemann's mdustry could save the 

opera house from its demise, the sanction of the Smgspiel and the new French comic 

opera had begun 

121See Martm Ruhnke, "Georg Pluhpp Telemann", 111 The New Grove North 
European Baroque Masters, ed Stanley Sadie (London Macmillan, 1985), p 306 
Ruhnke pornts out that with this rntermezzo, Telemann "was agam a pioneer 111 a new 
development In tlus work, wntten eight years before Pergoles1's La serva padrona, 
many elements of the bujfo style are present, bke the rapid 'babbhng' on one note, the 
repetition of small motifs and the charactenzatton by accompanymg figurat10n 111 the 
orchestra " 

122See 1b1d , pp 334ff , for a complete hst of Telemann's works performed at the 
Gansemarkt-Oper and on other official occasions 

123Petzold, p 65 Petzold relates that Telemann also "unabashedly" mserted German 
anas mto the operas, particularly mto those comical scenes which he considered most 
suitable to the taste of the Hamburg audience Petzold goes on to compare the Hamburg 
opera scene with that of Vemce, smce both Hamburg and Vemce were free c1ttes and 
the1r opera houses counted on the patronage of the middle class who, 111 contrast to the 
ongrnal London audiences, also preferred a more humorous entertamment 
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Fortunately, Telemann had enJoyed enormous success rn yet another, very 

s1gmficant item on Ins hst of accomphshments--the pubhslung business 

3 Georg Plulipp Telemann, the publisher 

At a time when the accumulation of sheet music was associated with certam 

111st1tut1ons such as the church, and pubhshers were not very mterested m circulatmg 

compos1ttons of leadmg composers, 1t should come as no surpnse that an astute 

Telemann decided to make many of lus compos1t1ons available 111 pnnt as the idea of 

makrng music m one's home for recreational purposes became more and more popular 

Martm Ruhnke pomts out that 1t was extremely difficult for the Muszklzebhaber, who 

either wanted to play at home, 111 pnvate circles or with a Collegmm Mus1cum, to get 

theu hands on new sheet music pnmanly because of the fact that the Hojkapellmezster 

and Kantoren composed the music necessary for church services or other official 

functtons themselves instead of buying 1t from, or subscnbmg to, a pubhslung house 124 

Telemann, 111 turn, was very rnterested m the pedagogical aspects of music and, as the 

\'tadllscher Mus1kd,rektor of Hamburg, had the financial means and technical slalls to get 

a pubhslung busmess started It also must have given !um satisfactton to provide both 

amateur and professional vocalists and mstrumentalists with a selection of compos1t10ns 

124Martm Ruhnke, "Bez1ehungen zw1schen dem Leben und dem Schaffen Georg 
Ph1ltpp Telemanns" , 111 Georg Plulipp Telemann, Em bedeutender Mezster der 
Aujklarung,;epoche, vol 1, p 58 
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winch they could pratice and perform m the comfort of their homes 125 

MaJor changes with regard to the availablity of pnnted music began with 

Telemann's first pubhcat10n, Der Harmomsche Gottesd1enst 111 1725/26 A shrewd 

busmessman, Telemann came up with the mgemous idea of malang the published works 

accessible 111 Hamburg and Frankfurt (Telemann had kept his Burgerrecht [citizenship] 

winch allowed lum to sell his pubhcations there) by crrculatrng them on a subscnpt1011 

basis Simultaneously, he introduced a mailing system which would guarantee a church 

musician the appropnate cantata four weeks before the performance date, and this was 

destmed to become a huge success Walther Siegmund-Schultze concludes that 

Telemann's decision to make an enttre collection of solo cantatas available for purchase 

not only 111dicated l11s enormous foresight rn the pubhshmg busmess, but also denoted the 

keen mterest of a pedagogue m providmg music teachmg matenal for both the 

profess10nal and amateur musician 126 

In his compos1t1ons Telemann purposely tended towards the "modern" style, 1 e 

the simple, uncomplicated, and easily comprehensible galant style which could be 

combmed with elements of folk music as 1t promised to become most popular with Ins 

msee 1b1d , p 57 Runke md1cates that Telemann's fame was entirely a product of 
Ins pubhcat1ons 

126"Telemann heB ubngens die Jahrgange abbomeren, und die Jeweiltgen 
Interessenten erluelten die Jewe1hge Kantate 4 Wochen vor dem emschlagigen Sonntag, 
der padagogische, volksblldnensche Zug semes Schaffens wird darm widerum deuthch " 
("lnc1dentally, Telemann offered the [cantata] cycle on a subscnptlon basis, and the 
potential buyers received the respective cantata four weeks before the Sunday on which 
the cantata was to be performed, !us mterest m the education of musical amateurs 
becomes evident once agam ") Walter Siegmund-Schultze, Georg Pluhpp Telemann 
(Le1pz1g VEB B1bhograph1sches lnstitut, 1980), p 51 
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buyers who were mostly amateur musicians In lus autobiography from 1718, Telemann 

already realized that when 

a movement which mcludes magic, I mean when the sheet shows many 
difficulties, then makmg music becomes almost a burden, and many 
gnmaces WIii be seen on the faces of the performers In other words he, 
who can be of use to many, 1s more worthy than he who wntes only for 
a few, It 1s clear that those compos1t1ons winch are set man easy manner 
serve everybody therefore 1t is best when one [1 e Telemann] stays with 
It 127 

The statement necessitates an evaluation of the relationship between Telemann the 

composer and Telemann the pubhsher First and most important, 1t ts characterized by 

the publisher's mstght mto the compositional process Telemann the pubhsher, besides 

superv1smg the actual pnntrng process, putting advertisements m the local paper, wntrng 

letters to many foreign potential buyers, and rece1vmg subscnptlons from all over 

Germany and Europe, also made sure that the output of Telemann the composer 

displayed the most popular musical styles and, m order to avoid techrucal problems, did 

not exceed a certam length 128 

127"Em Satz, der Hexerey 111 seme Zellen fa6t, 1ch merne, wenn das Blat v1el 
schwehre Gange fuhret, 1st mus1cirenden fast me1stens eme Last, worbey man offtermals 
genug Gnmacen spuhret lch sage ferner so Wer v1elen nutzen kann, tut besser, als wer 
nur fur weruge schre1bet, nun d1ent, was le1cht gesetzt, durchgehends Jedermann Drum 
wirds am besten seyn, daB man bey d1esem ble1bet " See Mattheson Telemann's 
Autobiography from 1718, p 177, see also Ruhnke, "Telemann als Mus1kverleger," p 
504 

128See Ruhnke, "Telemann als Musikverleger," p 506 Ruhnke relates that, for 
example, each of the cantatas m the Harmomscher Gottesd1enst as well as any set of 
seven Menuette, every song of the Singe-, Spiel- und Generalba/Jubungen and every 
chorale prelude had to fit on a srngle sheet of paper For the sequel of the Getreuer 
Mus1c-Me1ster, however, Telemann the composer convmced Telemann the pubhsher to 
pnnt pieces that were longer than one page 111 order to make the collection more 
attractive to the buyer 
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Telemann the publisher also urged Telemann the composer to wnte music wluch 

would sell, for rnstance, he mcluded an alternate mstrumentatlon 111 the six tno sonatas 

from 1718, for wluch there 1s an alternative part for the oboe, a second melody 

mstrument besides the v10hn Perhaps the most famous items m tlus category are the 

twelve solo and twelve tno sonatas of the En-erc1w Music, (1739-40) wluch contam a 

stnkmg vanety of different 111strumentat10ns Other examples mclude the concertos, 

quartets, and tno and solo sonatas found m the Tafelmusik (1733) In some collections 

of works, however, Telemann did not mdicate at all what mstruments he had 111 mmd, 

thus allowrng a mynad of performers to enJoy Ins compos1tlons The two collections of 

tl1e Method1sche Sonaten from 1731 and 1734, for example, allow a v10hn or a flute to 

perform the top part, wlule the Menuette , Kleme Cammer-Music, and the Neuen 

Sonatmen can be played either on the keyboard , by a melody mstrument, or by the basso 

contmuo Perhaps the most vanety 111 view of 111strumentat1on can be observed 111 the Six 

Concerts et six Suues a Clavessm et Flute travers1ere srnce Telemann adds "ou a 

Clavessm, Traversiere et Violoncello, ou a Violon, Travers1ere et V1oloncello ou 

Fondement, ou a Clavessm, V1olon, Traversiere et Violoncello" to the utle 129 

Unttl 1734, Telemann advertised each of lus newly published works 111 the local 

paper, pomtmg out that it could be purchased either from his pubhslung house d1rectly 

or from that of Peter Heuss and, after 1729, that of Heuss's widow A comprehensive 

11st of works pubhshed by Telemann between 1715 and 1740 can be found 111 the 

appendix "Telemann als Verleger semer Werke" 111 Werner Menke's excellent 

129See ibid , p 504 
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compendmm Themattsches Werkverzezchms der Vokalwerke Georg Phzllpp Telemanns 

Ruhnke's abndged version from 1968, is reproduced below 130 

Table 1 Works published by Telemann between 1715 and 1740 

1 Six Sonates a V1olon seul und GeneralbaB 1715 
2 Klerne Cammer-Music fur 1 Instrument und Generalba13 1716 
3 Six Tno fur verscluedene Besetzungen 1718 
4 Se1 Suonatrne per V1ohno e Cembalo 1718 
5 Harmoruscher Gottes-D1enst, KantatenJahrgang 1725/26 
6 Sonates sans basse a deux Flutes traverses ou 1726 
7 Auszug deIJemgen mus1kal1schen Anen, aus KantatenJahrgang 1726/27 
8 Lustlge Anen aus der Opera Adelheid 1727-28 
9 P1mp111one, Intermezzo 1728 
10 Sonate Metod1che fur 1 rnstrument und GeneralbaB 1728 
11 Sept f01s Sept et un Menuet fur Klav1er oder 1 Instrument 

und GeneralbaB 1728 
12 Mus1que Hero1que ou XII Marches fur 2-4 Instrumente und 

GeneralbaB oder fur KJav1er 1728 
13 Der getreue Mus1c-Me1ster 1728/29 
14 Fast allgemernes Ev -Mus1kal1sches L1ederbuch 1730 
15 Zweytes Sieben mal Sieben und Em Menuet fur Klavier oder 

1 Instrument und GeneralbaB 1730 
16 Ouverture und Suite 1730 
17 Quadn npartttJ 111 2 Concerti, 2 Balletll, 2 Sonate 1730 
18 Neue Sonatmen fur KJav1er oder 1 Instrument und GeneralbaB 1730-31 
19 Zwe1 Kantaten zum Jubelfest 1730-31 
20 Sechs (weltl1che Kantaten) fur 1 Smgstlmme, 2 V1olmen, 

Viola und GeneralbaB 1731 
21 20 Kle111e Fugen fur Orgel oder KJav1er 1731 
22 III Tnettl method1ch1 e III Scherzi fur 2 Instrumente 

und GeneralbaB 1731 
23 Fortsetzung des Harmomschen Gottesdienstes, 

KantatenJahrgang 1731/32 
24 Cont1nuat1011 des Sonates method1ques fur 1 Instrument und 

GeneralbaB 1732 
25 12 Fanta1S1es a Travers sans Basse 1732-33 
26 FantaJS1es pour le clavessrn, 3 Douzames 1732/33 
27 Mus1que de Table 1733 
28 Six Quatuors ou Trios 1733 

130Ibtd , p 511 See also Menke, Thematisches Werkverzezchms, pp 240-41 
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30 
31 
32 
33 
34 
35 
36 
37 
38 
39 
40 
41 

42 

43 
44 
45 
46 
47 

Srnge-, Spiel- und GeneralbaB-Ubungen 
XII Solos a Violon ou Trav avec la Basse cluffree 
Six Concerts et six Suites 
Scherzi Melodiclu fur V1ohne, Viola und GeneralbaB 
Fuguende und veraendernde Chorale fur Orgel oder Klavier 
12 Fantaisie per 11 v10hno senza Basso 
12 Fanta1s1.es a Basse de Viole sans Basse 
Sonates Corelhsantes fur 2 Instrumente und Generalbafi 
VI morahsche Kantaten fur 1 Srngstunrne und Generalbal3 
12 ge1stl1che Canons 
Duos a Travers et V10loncello 
Six Ouvertures a 4 ou 6 
6 (moral1sche) Kantaten fur 1 Srngstunme, 1 Instrument und 

Basso contmuo 
LustJger Misch-Masch oder Scotland1sche Stucke fur KJav1er 

und andere Instrumente 
Nouveaux Quatuors en six Suites 
XIIX Canons Melod1eux ou VI Sonates en Duo 
Fugues Legeres et Petits Jeux fur Klav1er 
6 Symphomes fur 2 Violmen, Horn und GeneralbaB 
Essercizn Mus1c1 fur 1-2 lnstrumente und Generalbafi 

1733/34 
1734 
1734 
1734 
1734/35 
1735 
1735/36 
1735/36 
1735/36 
1735-36 
1735-36 
1736 

1736/37 

1736-37 
1738 
1738 
1738-39 
1738-39 
1739-40 
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It is mterestmg to note that Telemann only once commissioned someone else to publish 

one of lus works the pnnter Killner brought out Telemann's anas from the cantata cycle 

for 1727 (see above under "7") 

Publishers outside of Hamburg were also contacted by Telemann, who asked them 

to sell his cornpos1.tions 111 London, Amsterdam, Leipzig, Berlm, Nurnberg, and Jena 

Five extant catalogues from 1718, 1726, 1728, and 1731 contarn a hst of those works 

wluch were most popular with the subscnbers rn Germany, France and England 131 

The subscnption list for his Munque de Table, for example, rncludes 186 names with 

131 All five catalogues as well as a hst of pubhcations 111 German pubhshrng houses 
after 1740 and pubhcatJons 111 foreign publtshmg houses are found 111 Ruhnke, Telemann 
Themat1sch-Systemamches Verzeichms seiner Werke, pp 230ff 
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206 orders, 52 of wluch came from outside of Germany 132 33 of them came from 

France, seven from Denmark, four from the Netherlands, three from the Baltic 

Provinces, and one each from Switzerland, England and Spam Among the subscribers 

were members of the nobihty as well as several renowned musicians such as Handel, 

Quantz, Pisendel, Hebenstreit, and the Parisian flautist Michel Blavet 

In addition to his own compositions Telemann also pubhshed the works and 

treatises of other composers and theorists, respectively Reproduced below 1s the hst of 

musical and hterary works published by Telemann winch only emphasizes his contrnuous 

rnterest 111 prov1dmg the pubhc with sigmficant sheet music and mformatlve writings 

about it 133 

Table 2 Musical works and treatises edited by Telemann 

Musical Works [edited by Telemann] 

l Pnnz Johann Ernst von Sachsen-Weimar, Six Concerts a Un Violon concertant, 
deux Violons, une Taille, et Clavecm ou Basse de Viole, Le1pz1g und Halle 1718 

2 Der getreue Music-Meister, Hamburg 1728 (m1t Werken von sich, anonym und 
13 namenthche genannten Kompomsten) [with works by Telemann lumself, 
anonymous ones and 13 pieces by composers whose names are given m the 
collect1on] 

3 Fast allgememes Evangehsch-Musicalisches Lieder-Buch, Hamburg 1730, 2 
Aufl [second pnntmg], 1751 

4 Lust1ger M1schmasch oder Scotland1sche Stucke fur Klav1er und andre 
lnstrumente, Hamburg ca 1736-1737 

5 Johann Graf, 6 Soh fur Viohne und Basso contmuo op 3, Hamburg o J [no 
date] und Rudolstadt, 1737 

6 Christoph Forster, sei Duett1 a due V1ol11u e Basso ad hb1tum op 1, Paris o J 
(1737) 

132See Ruhnke, "Zum Schaffen Telemanns," p 11 

msee Hobohm, "Georg Pluhpp Telemann als Herausgeber", pp 4 7-61, the follow mg 
hst is found on p 56 
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7 Johann Hover, Mus1kahsche Probe ernes Concerts vors [fur das] Clavier, 
Hamburg 1741 

Treatises [edited by Telemann] 

1 Carl Johann Fnednch Haltme1er, Anle1tung w1e man ernen General-BaB oder 
auch Hand-Stucke, 111 alle Tone transpomren konne, Hamburg 1737 

2 David Kellner, Treuhcher Untemcht 1m General-Ba6 Zweyte und vermehrte 
Afulage, Hamburg 1737 

3 (Anonym ) Beschre1ben der Augen-Orgel oder des Augen-Clav1c1mbels, so der 
beruhmte Mathemattcus und Jesmt zu Pans, Herr Pater Castel, erfunde, Hamburg 
1739 

4 Georg Andreas Sorge, Anwe1sung zur St1mmung und Temperatur sowohl der 
Orgelwerke, als auch anderer lnstrumente, sonderhch aber des Claviers, Hamburg 
1744 

5 Georg Andreas Sorge, Grundllche Untersuchung, ob die im dntten Theile des 
dntten Bandes der Mizlenschen mus1kahschen B1bhothek S 457 und 580 
befindhche Schrotensche Clavier-Temperaturen fur gle1chschwebend pa6uen 
konnen, oder mcht, (Hamburg) 1754 

In the fall of 1737, Telemann went to Pans for eight months, perhaps to forestall 

the pnntmg of pirated edtttons of lus music Ruhnke relates that before 1734, B01v111 had 

pubhshed six of Telemann's tno sonatas from a ptrated manuscnpt, while 111 Apnl 1736 

Le Clerc was authonzed by the Kmg of France to reprmt five of Telemann's 

pubhcat1ons, even though the composer had not md1cated lus approval 134 

In 1740, at the age of 59, Telemann decided to conclude his work as a publisher 

and announced on the 17th of October that he was w1lhng to sell hts 44 plates to any 

mterested buyers, however, the plates should not be sold to more than two rndependent 

parties, probably to av01d a possible scattenng and subsequent loss of the plates 135 

134See Ruhnke, "Georg Phthpp Telemann", p 293 

msee Ruhnke, Telemann Themat1sch-SystematHches Verzetchnrs seiner Werke, p 
241 
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Accordrng to Ruhnke, the reason why Telemann sold lus pubhshmg busrness lay 111 lus 

mtent1on to "devote the rest of his hfe to compihng books on music theory "136 

Telemann continued to compose after 1740, even though !us output d1m11ushed 

considerably until 1755, when a new creative penod began 111 his hfe 137 At the age 

of 74, he found enJoyment 111 composmg oratonos, settmg texts by K W Ramler (Der 

Tod Jesu premiered rn 1757) and F G Klopstock (Messws, performed rn 1759) 

Telemann also enJoyed setting Ins own poetry, as can be observed m Ins masterwork Dte 

vier Tageszelfen from 1757 138 The last years of Ins hfe are charactenzed by a steady 

dechne of lus health winch eventually led to hts death on June 25, 1767 

So ended the prosperous career of possibly the most unportant German composer, 

adm1mstrator, and pubhsher at the begmrung of the eighteenth century 

n6See Ruhnke, "Georg Pluhpp Telemann" , p 294 

137See the chapter "Die letzen Jahre (1759-1767)" rn KleBmann, pp 132-145 

118See ibid , pp 126-127 Dte Tageszetten compnses four cantatas, "morrung," 
"noon, " 11evemng, 11 and 11 111ght II Each tJ.me of the day is symbolized by a soprano, 
contralto, tenor and bass and a Tromba p1ccola, a v10la da gamba, two flutes, two oboes 
and a bassoon, respectively Kle.Bmann remarks that rn Dre Tageszezten, Telemann 
leaves behrnd the late baroque style m favour of an "empfindsam" style, winch at times 
remrnds one of Haydn 



CHAYI'ER4 

THE CANTATA CYCLE 

DER HARMONISCHE GOTTESDIENST: 

ORIGINS AND OBSERVATIONS ON 

STYLE AND PERFORMANCE 

1 The poets 

Georg Ph1hpp Telemann, who 1s also the Capell-Meister at the Courts of 
Sachsen-Elsenach and Bayreuth, commenced his position as Dtrector 
Muszces at all the churches of this town [1 e , Hamburg] Just recently at 
the begmmng of the new church year [that of 1723/24], he has also begun 
to work on a new Jahrgang, which he wants to pubhsh quarterly, he will 
probably compose 1t [1 e , the cantatas of the Jalirgang] ma way that both 
a scarce and full 111strumentatlon will sound pleasant, he will make the 
cantatas short, wnte them for general use, and sell them at a reasonable 
pnce Tins Jahrgang deserves special praise as its text[s] have been 
provided by an 111gemous hand [poet] , who 1s not accustomed to anytlung 
but producmg fine masterpieces Thus, the poetry and tl1e compos1t1on 
will be 111 complete harmony with each otl1er 139 
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The above statement 1s an excerpt from an article published on December 4 , 1723 111 the 

arts column of Hamburg's leading local newspaper, the Hamburger Correspondenten, 

under the headrng "Die Hamburger Konzertchromk " Important not only m view of its 

praise for Telemann and l11s superb performance record, the article 1s particularly 

mterestmg with regard to the mformat10n presented on a cantata cycle wluch he rntended 

to pubhsh shortly 

139See Menke, Thematlsc/1-Systemat1sches Werkverze1chms, Anhang A, p 56 
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In the preparation for a cantata cycle, the one element winch had to concern 

Telemann rn lus capacity as composer and publisher of the collection of cantatas, was its 

texts, or rather their quality, and how to obtam good matenal Telemann, therefore, 

worked out a seemrngly foolproof strategy to cucumvent any potential problems which 

he might encounter First, perhaps because he was too shy to contact a poet of celebnty 

status lmnself, Telemann sought assistance from Ins fnend Clmstian Fnednch 

Weichmann, an emrnent poet and the editor of the popular Poesre der Nleder-Sachsen (111 

six volumes) winch was published m 1721 140 We1chmann, bemg familiar with the 

work of vITtually every aspmng poet 111 the region, gladly recommended a Herr 

Brandenburg who welcomed the assignment 141 Brandenburg's ill health and unsteady 

workmg habits, however, were to prevent l11m from dehvenng all of the promised cantata 

texts withm the short penod of tune that the overeager Telemann had most hkely 

suggested Telemann 's patience explfed after a waitrng penod of over one and a half 

140See Menke, Telemann Leben, Werk und Umwelt, p 20 Menke claims that 
We1chmann wanted to create a counterbalance to the S1les1an, Swiss and Leipzig poetic 
clfcles with his anthology, purposely extendmg the title "N1edersachsen" by mcludmg the 
regions of Danzig and Komgsberg and the countnes Denmark and Sweden In additton, 
Menke pomts out that Telemann knew Weichmann as he had comm1ss10ned the text for 
lus opera Genserzch m 1722 from h11n Telemann also used texts by We1chmann for 
several other occas10ns such as the funeral for Mayor Schroeder m 1723, two Serenades, 
one for the Petn-Mahl and one for the Duke of Braunschweig-Luneburg 111 1724 as well 
as for the church cantata for New Year's Day 111 1726 Ibid , p 185 See also Stewart, 
p 100 He relates that We1chmann must have known Telemann well as some of the 
latter's poems can be found 111 the Poesze der Ntedersachsen 

141See ibid , p 166 Menke pomts out that there 1s virtually no biograplucal 
mformatton available on Brandenburg, except for the fact that Telemann asked !um to 
provide the texts for Der Hannomsche Gottesdienst, however, Brandenburg only 
delivered a few specimens of lus work 
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years for the rest of Brandenburg's texts The delay, much to his chagnn, forced him 

to abandon hope of pubhshmg this particular cantata cycle altogether 

In 1725, however, Telemann pubhshed another completed Jahrgang, or, more 

precisely, a collection of 72 cantatas, entitled Der Harmomsche Gottesd1enst 

Telemann's 1nclus1011 of an uomc, but at the same t11ne gentleman-hke, account of the 

unfortunate mc1dent m the preface to Der Harmomsche Gottesdtenst, suggests a brmsed 

ego as well as anger about the financial loss and loss of face--alJ because of an unreliable 

lync1st Telemann's account of the lamentable cham of events reads as follows 

It has been more than two years s111ce I was delighted to publlsh a musical 
Jahrgang for all Sundays and Feast days because Herr Weichmann 
approached Herr Brandenburg, a fine poet especially smted to the art of 
poetry for music, who krndly agreed to supply the texts for this Jahrgang 
[1 e , Der Hamwmsche Gotte~dzenst] The work would have been pnnted 
a Jong tune ago [1 e 111 1723 or early 111 1724 when Telemann first 
approached Brandenburg] 1f the poet had not been forced first by illness 
and then by an overwhelmmg work schedule to leave out some texts 111 the 
order of the Jahrgang Smee he [Herr Brandenburg] has assured us that 
he will defimtely provide the m1ss111g pieces [here texts], and, smce lus 
witty and meamngful work has often 111sp1red me to [come up with] not 
uncommon [here fancy] ideas [111 my music], the conn01sseurs of ed1fy111g 
church devotions should therefore have no doubt that we would not keep 
our promises [1 e , not to pnnt the Jahrgang for it to be mailed out to the 
subscnbers] 

When and before tlus happens, I have the honour of presentmg to 
you a different Jahrgang [1 e , Der Harmomsche Gottesd1enst] 142 

142"Es 1st bere1ts uber zwe1 Jahr, als 1ch zu Herausgebung emes mus1kal1schen 
Jahrganges auf alle Sonn-und Festtage m1ch so v1el heber entschloB, well auf 
Veranlassung Herrn We1chmanns der treffuche und zur mus1kalischen D1chtkunst 
111soderhe1t aufgelegte Poet, Herr Brandenburg, die Verfert1gung des Textes zu d1esem 
Jahrgange gutigst ubernahm Das Werk wurde auch schon lange 1m Druck gelegen 
haben, wenn mcht der Herr Poet bald durch UnpaBhchke1t, bald durch uberhaufte 
Amtsgeschafte s1ch genotlget gesehen, rn der Ordnung des Jahrganges zuwe1len eme 
Lucke zu lassen W1e er uns aber zuverlass1ge Hoffnung gemacht, daB die zw1schenher 
fehlenden Stucke annoch alle nachkommen sollen, 1ch auch durch seme so ge1st- als 
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Telemann naturally looked elsewhere for smtable poets and cantata texts for Der 

Harmomsche Gottesd1em-t rn order to avoid another "Brandenburg disaster " After 

consultmg We1chmann once agarn, Telemann eventually chose Matthaus Arnold W1lckens 

(1704-1759) 143 W1lckens, a natlve of Hamburg and future law graduate of the 

Umvers1ty of Le1pz1g, was to become Telemann's "favounte poet", contnbutmg 52 of 

the 72 texts 144 It may be possible that W1lckens encountered problems sumlar to 

Brandenburg's because 1t 1s known that other poets also provided cantata texts for Der 

srnnre1ch Arbe1t zu verscluedenen mcht gar gemernen Emfallen ofters ermuntert worden 
bm, so durfen die L1ebhaber erbauhcher Kuchenandachten desto wemger zwe1feln, dafl 
wu mcht be1derset1s unserer Zusage nachkommen werden Indem und ehe solches 
gesclucht, habe 1ch die Elue Ihnen luenmt ernen andern Jahrgang gleichfalls 
vorzulegen " [ltahcs rn ongrnal] Georg Philipp Telemann, Georg Philipp Telemann 
Mus1kabsche Werke, ed Gesellschaft fur Mus1kforschung, vol 2, Der Harmomsche 
Gottesd1enst, Tell I Neujahr bis Remzmscere, ed Gustav Fock (Kassel Barenre1ter, 
1970), Band 2, preface, p v [hereafter Telemann, preface] 

143See Werner Menke, Das Voka.lwerk Georg Phzilpp Telemann's Uberlleferung und 
Ze1tjolge (Kassel Barenre1ter, 1942) [apostrophe 111 ongmal] Quoted by Penny, p 87 

144See Gustav Fock, Vorwort zur Neuausgabe [Preface to the New Edition], Georg 
Phtltpp Telemann Mus1kaltsche Werke , ed Gesellschaft fur Mus1kforschung, vol 2, Der 
Harmomsche Gottesd1enst, Teti I Neujahr bzs Remmtscere, by Georg Ph1hpp Telemann, 
2nd editlon, ed Gustav Fock (Kassel Barenre1ter, 1970), vol 2, p vu [hereafter Fock, 
preface] See also Menke, Telemann Leben, Werk und Umwelt, p 185 Menke pornts 
out that W1lckens was also an avid collector of good books for his personal hbrary and 
became fnends not only with Telemann, but also the poets Brockes and Hagedorn 
Besides prov1dmg most of the texts for Der Harmomsche Gottesd1enst, W1lckens also 
supphed Telemann w1U1 the ana texts for the Lucas-Passwn (1728) and the text for the 
music performed at the funeral of Mayor Ruland m 1742 In addition, Menke attnbutes 
the ana texts for the 1726, 1735, and 1736 passions to W 1lckens 
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Harmomsche Gottesd1enst, 145 namely Michael Richey, to Buren, Mayer, Steetz and 

Kenzler 146 

The most s1gmficant poet among the five was clearly Michael Richey (1678-

1761), because of Ins pos1t1on of professor of Greek and History at the Hamburg 

Gymnasium wluch he held for 44 years, begmmng 111 1717 147 Richey, the son of a 

well-to-do Hamburg family, a graduate of the U111vers1ty of Wittenberg and former 

school pnnc1pal m Stade, 148 must have been 111 daily contact with Telemann and 

provided lum with texts for many a Trauermuszk and Hochzellsmus1k 149 His most 

145See also Penny, p 88 Penny beheves that "W1l[c]kens seeme[d] to have run mto 
difficulty as the poems of other poets appear with greater frequency as the year ends " 
However, a hst of all the texts provided by the other four poets reveals that there are 
lacunae throughout the cycle, not only 111 the higher numbers the earhest cantata text that 
had not been authored by W1lckens 1s number 10, the latest number 1s 60, possibly even 
72 

146There 1s no btograplucal mformatlon available on to Buren, Mayer, Steetz or 
Kenzler 

147See Stewart, p 100 Stewart po111ts out that Telemann must have definitely been 
m contact with Richey when he occupied the Cantor's apartment 111 the Johanneum from 
1721 to 1730 It 1s important to pomt out that Telemann mamtatned contact with Richey 
even after he moved to larger hvmg quarters m the Neue Strasse Ibid , footnote 3 

148See Penny, pp 88-89 Penny relates that Richey accepted a pos1t10n of school 
pnncipal m Stade, a city wluch was governed by the Swedish as a result of the 
Westfaltscher Fnede (Westfaha peace treaty) of 1648, movmg back to Hamburg to evade 
the Great Northern War (1700-1723) 

149See Menke, Telemann Leben, Werk und Umwelt, p 180 Menke hsts the 
followrng other works for which Richey provided the texts ten Hochzellsmusiken wntten 
between 1722 and 1728, the Admzralltatsmusik composed rn 1723, var10us texts for the 
Smge-, Spiel- und Generalbaj]ubungen (pubhshed rn 1733/34), the Trauermus1ken 
performed at the funerals of Mayors Wiese (1728), Faber (1729), Stockfleth (1739) and 
Lms (1741), the inauguration of the new church m 81ll werder 111 1739, the fiftieth 
weddmg anmversanes of the couples Mutzenbecher (1732), Luttmann (1756) and 
Mattfeld (175 8), the maugurat1on of the new wrng of the Gymnasium m 1751, the b1-
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important achievement was the foundmg of the Teutsch-ubende or, as 1t was renamed m 

1722, Patnotlsche Gesellschaft together with Brockes, Fabncms, and Komg m 1715 150 

The PatrrotHche Gesellschaft, a hterary society, distanced itself from the erotic 

and vulgar poems by poets such as Damel Caspar (1635-1683) and Clmstlan Hofmann 

von Hofmannswaldau (1617-1679) and attempted to "defend the digmty of the German 

language agamst the preference of the French language [which many Germans chose over 

their native tongue]" by wntmg m a more soplustlcated style 151 It ,s mterestmg to 

note that Telemann never became a member of the Patnotzsche Gesellschaft, 152 even 

centenmal of the Augsburg Confesswn a the Gymnasmm m 1730, and a small number 
of movements of the Kapuamfezern 

150See ibid , p 22 See also Jaroslav Pelikan, Bach Among Theologwns 
(Pluladelphia Fortress Press, 1986), pp 42-43 

151"' Die Wurde der Teutschen Sprache wider den angemaBeten Vorzug der 
Franzos1schen' zu verte1d1gen "Menke, Telemann Leben, Werk und Umwelt, p 22 [The 
quotation can be found on the front page of the 1725 edition of Weichmann's Poes,e der 
Ntedersachsen] Menke adds, that Richey reJected all Dtchterschulen (poetic schools) 
m Silesia, Saxoma, and Switzerland and aimed towards expressrng lumself m a 
sopl11sttcated way He would praise, flatter, mock and cntlcize the obJect of the poem, 
but he would do 1t with humour and "rn a galai1t way", and therefore was virtually never 
offensive See also ibid , p 20 

152See Stewart, p 100 Stewart states that there is no evidence that Telemann ever 
became a formal member of the Patnottsche Gesellschaft However, 1t 1s certarn that 
he attended its meetmgs with some frequency, as a senes of events which took place 111 

1724 shows In early October, Telemann wrote a letter to lus fnend J F A von 
Uffenbach, m wluch he descnbed a squabble between the directors of the Hamburg 
opera, and mentioned that a satire on tins "Opern-Kneg" had appeared m a recent issue 
of the Patnot, the bterary magazme of the Patrwtlsche Gesellschaft In lus letter, 
Telemann related with some horror that he himself had been taken to be the author of the 
Patriot satire, and that the pnnc1pals mvolved had obtained revenge by wntmg a 
scandalous 111termezzo to be performed at the opera This mtermezzo, IL pregw 
dell'ignoranza, oder Die Bass-Geige, has three marn characters obviously meant to 
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though he was m contact with several of its seruor members and had at first favoured the 

"galant Sty!" as promoted by Martm Opitz (1597-1639) 

Reproduced below 1s a hst of all the cantatas of Der Harmomsche Gottesdtenst 

for winch the four poets provided texts 153 

W1lckens 

Richey 

to Buren 

Mayer 

Steetz 

Kenzler 

Unknown 

1-9, 11-13, 15, 16, 19, 21-23, 25-28, 30, 31,33, 35, 37, 41, 44-47, 

51-56, 58, 61-71 , and possibly 72, 

24, 26, 29, 32, 38, 43, 57, 

34, 39, 40, 

42, 

48 and possibly 72, 

50, 

10, 14, 17, 20, 49, 59, 60, and possibly 72 154 

represent Brockes, Weichmann, and Telemann The 1mmed1ate assumption that 
Telemann had co-authored the Patriot satire along with the chief editors demonstrates, 
according to Stewart, beyond any doubt that Telemann was mtlmately associated with the 
Patnotlsche GeselL'iChajt 

153See Penny, p 91 All of the poets for Der Harmomsche Gottesdtenst also 
contributed to the Jahrgang wntten for the pre-sermon music rn Hamburg for 1725-26 
See Menke, Thematt.sches Werkverzeichms, pp 50-51 

154S111ce Telemann himself was a renowned poet, 1t could be possible that he provided 
the texts ltsted under "unknown" See also Penny, p 99 Penny wonders how Telemann 
and his fellow-composers decided what was to be recitative and what was to be ana and 
postulates that 1t 1s hkely that the poet labeled them specifically It 1s not known 111 what 
form Telemann received the texts to Der Hannomsche Gottesdienst, that 1s, how they 
were laid out on the page However, he must have given lus poets mstructlon with 
regard to length, as Telemann the publisher had advised Telemann the composer that the 
entue cantata had to fit on one sheet See Ruhnke, Telemann als Muszkverleger, p 506, 
cf footnote 128 of this document 
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The texts themselves are based on the pencopes of the respective Sunday, on 

wluch the poets were asked to elaborate, 15
·
5 they are mdicated by the editor of the 

Barenreiter edition (of 1970) below the title of the cantata 

2 The Structure of the Cycle 

The pre-detenmned structure which constramed Telemann, i e , the number of 

cantatas necessary for tins particular Jahrgang, also deserves special attention Besides 

providmg cantatas for the 52 regular Sundays of the church year of 1726, Telemann was 

requued to supply cantatas for the followmg Feast Days 

1) three each for Chnstmas, Easter, and Pentecost (the extras 

were to be used for special weekday services), 156 

155See Penny, pp 94-95 Penny pomts out that the early eighteenth- century poet was 
"always detached, the descnpt1on of simple natural objects, which would mtend merely 
the adoration of the object itself m romantic poetry, was always meant to symbolize 
somethmg else " Penny proceeds to discuss the 1d1osyncrasies of Telemann's German 
(actually that of his poets), claumng that the texts are wntten m the "best !ugh hterary 
German" (although Hamburg 1s m the provmce of Schlesw1g-Holste111 which 1s close to 
the Netherlands, Fnesland and Denmark wluch are known as the "low" countnes, where 
"low German" was spoken) Only on a few occasions did the poets lapse mto the "low" 
German or Nrederdeutsch (1 e , "wegre" became "we1gre", while "Sohnaltar" was 
replaced by "Suhnaltar"), all have been corrected by the editor, Gustav Fock In 
addition, the German used by the poets shows typical archaic spellings (1 e , "Thur" 
mstead of "Tur" , "Drey-Etmgkeit" mstead of "Dreieirugke1t" etc ) Ibid , pp 96-97 

156The special week-day services to wluch Penny 1s refernng mclude, for example, 
"2 Weihnachten [sic]," an eqmvalent of St Stephen's Day or what 1s now known as the 
"2 Weihnachtsfe1ertag" 111 Germany, hterally "Second Chnstmas Feast Day", "2 
Ostertag," i e , Easter Monday, and "2 Pfingsttag," commonly called "Pfingstmontag" 
or "Pentecost Monday " 



2) one cantata each for feast days wluch were fixed 111 the 

calendar and therefore would not necessarily fall on one of 

the regular Sundays, mcludmg "Tag des Johannes, der 

Taufer [sic]" on June 24, "Hennsuchung Mar1ae" on July 

2, and "M1chaehstag" on September 29 157 
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Penny postulates that seven cantatas were hkely not to have been performed 111 1726 as 

a result of the actual number of Sundays between, for example, Epiphany and Lent as 

well as Pentecost and Advent 158 

1) Cantata no 2, as Epiphany fell on a Sunday, 

2) Cantata no 10, as there were only five Sundays after 

Epiphany, 

3) Cantatas nos 58 to 61, as there were only 23 Sundays 

between Pentecost and Advent, and 

157See 1b1d , p 109-10, 115-16 Penny postulates that smce it was possible that the 
supplementary cantatas for each of the feasts (Chnstmas, Easter, and Pentecost) were 
also disregarded, only 59 of the 72 cantatas could have been premiered that year One 
should keep 111 mmd, says Penny, that the Epiphany and Pentecost seasons can never both 
have their full allotment of Sundays m the same year, as they complement each other 
If one wanted to perform Der Harmomsche Gottesdtenst by the calendar, one could never 
complete the entue cycle 111 a year's time, 1t would take 16 years to hear them all, with 
the least called-for Sunday, the twenty-seventh Sunday after Pentecost, only bemg heard 
111 the last year In actuality however, the "last" Sunday or Chnst-the-Kmg, would 
traditionally feature the liturgy and therefore also the cantata of the twenty-seventh 
Sunday TllIS would make Cantata no 60, to be performed on the twenty-sixth Sunday 
after Pentecost, the least performed cantata of the cycle 

158Penny, pp 110-115 Penny provides a hst of the days for which Telemann 
provided cantatas, 111 the order 111 wluch they occur w1lh111 the cycle, mcludmg a hst of 
the Enghsh eqmvalents and the pencope for the day See also Menke, Thematzsches 
Werkverzetchms, p 51 



4) Cantata no 64, the cantata for St Michael's Day wluch 111 

1726 fell on the fifteenth Sunday after Pentecost 
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A pecuhanty with regard to the startmg po111t of the cantata cyle should also be 

noted Telemann began the cycle with the first Sunday of the secular New Year, not the 

first Sunday 111 Advent, which marks the begmnmg of a new church year and would 

present a logical choice His reasons for this unusual procedure are unknown but may 

have been mamfold lus mtentlon to publish them quarterly could have been responsible 

for tl11s change, or unforeseen d1fficult1es that may have had ansen 111 the compos1t1on 

or pnntmg process, such as W1lckens not being able to provide the cantata texts m time 

for pubhcat10n 

3 The Fonn and lnstrumentatwn of the Cantatas 

The actual compos1t10nal process of Der Hamwmsche Gottesdienst must have 

been preceded by various cons1derat1ons on Telemann's part Frrst, as a pragmatist, he 

selected the same basic formal scheme for al l the cantatas, the simple and rather 

predictable da capo aria--rec1tattve--da capo ana pattern, 159 thus tatlonng the 

159See Penny, p 135 He pomts out that only two arias 111 all of the 72 cantatas are 
not da capo I) the second ana of Cantata 34, wluch has three sections, as one would 
expect smce 1t was wntten for Pentecost Sunday, however, 1t 1s the second part wluch 
1s repeated, and, 2) the second ana of cantata 51, composed for the seventeenth Sunday 
after Pentecost Here, Telemann 111d1cates a simple rondo form by means of a dal segno, 
asking for the last two of the three sections to be repeated 
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composit10n to the perhaps somewhat lumted musical abilities of lus subscnbers, 

performers, and the audience 160 The provision of a common design for all the cantatas 

also presented a means of umficat1on and regulated their pre-detenmned length, s111ce one 

cantata had to fit onto one sheet of paper 161 As mentioned 111 chapter two of tins 

thesis, for Der Harmomsche Gottesdleni;t Telemann preferred the madngahan cantata 111 

comb111at1011 with elements of the Spruchodenkantate, i e , a cantata winch 1s 

distmgmshed by the use of an extensive recitative that 1s patterned after the kmd 

performed before the da capo ana 111 contemporary baroque operas The 

Spruchodenkantate, by contrast, denotes a mixture between an Oden cantata (a 

transcription of the ltahan solo cantata, 1 e , a stropluc song with varied orchestration) 

and a concerto motet usmg a verse from the Bible as a motto for the cantata 162 

160See Telemann, Preface, p v1 " hat man [1 e Telemann] s1ch durchgehends zur 
Bequemllchkeit beides [sic] , der Sanger und lnstrumentahsten, aller Le1cht1gke1t 
befhssen, so viel namhch die vorkommende Affeckten und die benot1gte Veranderung 
es zugelassen Wie man denn auch 111 den Rez1tat1ven dte naturhche Akzentuallon 
unserer teutschen Mundart mogltchst be1behalten und m der Harmorue we1tgesuchte 
Ausschwe1fungen venmeden und endhch die Z1ffern des Generalbasses fur emen mafl1gen 
Meister oder Lernenden mcht zu furchterhch gernacht, " [" Otherwise, one 
{Telemann} has tned to make the music as comfortable both for the smgers and the 
mstrumentalists as far as the affects and the necessary corrections have permitted In 
addition, one has tned to retam the natural mflect1on of our German dialect, one also 
tned to av01d complicated harmomc progressions and not make the figures of the 
thorough bass to homble 111 consideration of mediocre masters and students, "] 

161It is mterestmg to note that Penny does not acknowledge the basic formal structure 
as a means of umficahon He beheves that there are no urufymg means at all present 111 

tlus cycle, commentrng that Telemann "seemed content to confine Ins overall urufymg 
techmques to mtrumentatton and key, and leave the weight of such umty to the text " 
Penny, p 136 

162See chapter 2, pp 24-25 above 
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The first ana of a typical cantata would thus consist of a motto or an mstrumental 

mtroductlon followed by the alternation of tno and duet settmgs (that 1s voice, 

mstrument, and basso contmuo versus vmce and basso contmuo, only 111 a few cases did 

Teleman leave out the contmuo part, usually 111 order to depict words such as "Stillesem" 

["berng quiet"])163 The recitative and the second ana follow, the latter bemg quite 

s11mlar 111 style to the opemng ana, d1ffenng mostly m tempo md1cat10ns and rhythm 

On occas1on, Telemann modified the design rn order to provide variety not only 

for lus audience but also for h11nself, as the task of wntmg 72 formally 1dent1cal cantatas 

must have become less chaUengmg and even somewhat bonng for the composer after a 

httle wlule Cantata no 22 "Tnumpluerender Versohner, tntt aus demer Kluft hervor" 

["Triumphant conc1hator, step forth from thy cleft"], to be performed on Easter Monday, 

contams a rec1tat1ve section winch 1s extended by an arwso section, another recitative, 

three grave and two VLvace sections before the final da capo aria 1s reached His reason 

for extendrng the recitative section and the first da capo ana was clearly the contrastmg 

texts In all the grave sections, Telemann sets text which conveys the despondency of 

the asker, as for example, m mm 23-26, "Du starbst, wozu?" ["You died, to what 

purpose?"] The followmg mehsmatic vivace sections always portray the Joyous answer, 

163See, for example, cantata no 5, "1st die W1derwart1gke1t den Frommen e1gen?" 
["Is adversity a charactensttc of pious md1v1duals?"], where Telemann leaves out the 
contmuo part (he marks 1t "V1oloncello solo" 111 order to convey the "sense of quietude") 
Georg Pluhpp Telemann, Georg Plulrpp Telemann Mus1kalrsche Werke, ed Gesellschaft 
fur Mus1kforschung, Der Hannomsche Gottesdzenst (Kassel Barenre1ter, 1957), 
[hereafter Telemann Der Harmomsche Gottesd1enst] Bd 2, p 42 
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here "Mem Heil , zu unserem Leben" ["My salvation, for our hfe"] (mm 27-32) 164 

Another mterestmg modification of the three-part structure can be observed 111 the 

cantata which Telemann composed for the thud Easter Day, no 23, entitled "Jauchzt, ihr 

Chnsten, seid vergnugt" ["Exalt, ye Chnstlans, be cheerful"] 165 It 1s d1stmguished by 

a long first recitative (as opposed to the recitative positioned between the two arias) 

wluch can be analyzed as an ABA ' B' A "B" form Startmg out 111 the trad1t1onal secco 

style, the recitative features an arwso which compnses eighteen bars of a Joyful 

"HalleluJa" text but omits the expected obbligato v10hn part The next six measures of 

secco recitative are followed by a return of the "Hallelu3a", another secco sectton and a 

third and final repetition of the "HalJeluJa" l6li 

Telemann enlightens the reader about the tempo markings wlu.ch he employs 111 

Der Harmomsche Gottesd1enst as follows 

Concernmg the tempo rn any ana, [ one should note that] the ones without 
a mark.mg such as presto, allegro, vivace etc = very fast, fast and lively 
etc , adagio, largo, affetuoso etc = very slow, slow mov111g etc , should 
be performed 111 a medmm tempo Should there be any unfamiliar 

164See Telemann, Der Harmomsche Gottesdrenst, Bd 3, pp 180-89 See also cantata 
no 60, "26 Sonntag nach Pfingsten Glaubet, hoffet, leidet, duldet" ["26th Sunday after 
Pentecost Beheve ye, hope ye, suffer ye, endure ye"] , 111 winch Telemann surpnses the 
listener with the alternation of three largos and three vrvaces instead of a da capo ana 
See ibid , Bd 5, pp 487-94 

165See, Telemann, Der HarmonHche Gotte5d1enst, Bd 3, pp 190-99 

166See Ronald L Waln, "Telemann's Harmomscher Gottesd1enst," The NATS Journal 
45 (January/February 1989) 6 Waln also pomts out that cantata no 3 for Epiphany, 
"Ihr Volker, hort" ["Listen ye poeple"] , contams an unexpected "M1surato" section 
which displays a busy flute part with dnvrng rhythms, followed by a conclud111g passge 
that resembles the precedmg recitative without the flute Cf Telemann, Der 
Hannomsche Gottesd1enst, Bd 2, pp 25-26 



markrngs, they will be discussed [by Telemann] followmg these 
cantatas 167 
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Penny's numencal account of Telemann's tempo markrngs reveals an 111terestrng 

fact, namely l11s frequent use of combmatlve tempo markrngs (see entry no 8) and the 

large number of om1ss1ons of tempo markrngs altogether (Most hkely, Telemann wanted 

to challenge the performers by askmg them to mterpret movements without tempo 

111d1cat10ns at all ) The followmg tempo markings occur 111 Der Harmomsche 

Gotte\'dlemt 168 

Table 3 Tempo markmgs and theu number of occurences 111 Der Harmomsche 
Gottefd1enst (contmued on p 88) 

Tempo marlang 

Vlvace 
andante 
allegro 
largo 
vp1ruuoso 
pre\·to 
dolce 
grat1oso 
affetuoso 
prest1ss1mo 
anow 

Number of occurences 

38 
13 
7 
6 
8 
8 
4 
3 
3 
1 
1 

167See Telemann, Preface, p v "Betreffend die Bewegung des Taktes 111 emer 
Jeghchen Ane, so habe dteJemgen em m1ttelmaB1ges Gew1cht, be1 welchen am Anfange 
kern andeutendes Wort als presto, allegro, vivace etc = sehr geschwmde, geschwmde, 
munter usw , adagio, largo, affetuoso etc = sehr langsam, langsam, beweglich usw zu 
finden 1st Und sollten etwan e1ruge ungewohnhche h1eher gehorende Worter 
vorkommen, so wud man s1ch am Schlusse d1eser Kantataten daruber erklaren " It should 
be noted that these "explanations" are found neither at the end of the cantatas nor at the 
end of the cantata cycl.e See also Penny, p 124 

168See Penny, p 124 



Table 3 continued 

Tempo markmgs 

allegro moderato 
allegro e wave 
dolce ma non largo 
andante e maestoso 
stcwlwna 
andante e grazww 
grave 
Vl vace e poposamente 
ammoso 
melito e !idegnoso 
languente 
a tempo gwsto 
pre\·to ma con ajfetto 
andante e ajfetuwso 
ammow 
me\·to 
wave 
con pompa 
no tempo markrngs 

With regard to metre markmgs, Penny counts 

1) "C" 55 tunes, 

2) 3/4 29 tunes, 

3) 3/8 16 tunes, with 
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Number of occurences 

1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
I 
1 
35 

4) 6/8. 6/4, 2/4 and 12/8 appeanng less frequently 

Three markings are used once only alla breve, 3/2, and 18/8 (winch 1s used 111 the v10hn 

part agamst a 6/4 metre m the v01ce and contmuo of cantata no 46, aria, no 2 )169 

169See 1b1d , p 123 
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The most important musical cons1derat1on, however, was clearly the 

1strumentat1on Telemann explarned 111 lus preface that 111 Der Harmomsche Gottesdtenst, 

the 

mstrument, wluch can be either a v10lm, an oboe, a recorder or a traverse 
flute, has been selected for the umque 1d1omat1c poss1blntes of each In 
case of a lack of wrnd 111struments, the v10hn may play the parts of the 
wmd rnstruments , as the v10hn's natural apphcat1on will not be nusused 
and the chosen affect will not be particularly weakened 170 

The above statement denotes not only Telemann's concern for the needs and the wishes 

of the performers, smce not every director would have had a flautist, recorder player, 

v1ohmst or obmst at Ins disposal, nor would most amateur performers have been able to 

play all four mstruments, 1t also 111d1cates lus foresight m the publislung busrness By 

suggestmg an alternative mstrumentatlon, the cantatas became accessible to vutually 

anyone who was mterested 111 play111g beautiful music, and naturally they would have had 

to purchase them from Telemann 

Telemann also kept 111 mmd those church mus1c1ans who had a larger orchestral 

ensemble at theu disposal, statmg that 

those dtrectores who have many mstrumentahsts at hand, may consider 
addrng a v1olmo npreno to any piece, even if 1t already mcludes a w111d 
rnstrument, the v10hn should start at that pomt 111 the piece where a f 
(forte) can be found below the note and cont111ue up to the pomt where 
one encounters a p (piano), however, one should note, that the begmmng 
of any piece [without a dynamic markmg] should always be played f[orte] 

rn>see Telemann, Preface, p v 
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except at those places where a p[1ano] 1s especially marked 171 

It 1s mterestrng to note that for five cantatas for flute (nos 21, 36, 46, 52, and 59) and 

one for oboe (no 48), Telemann prov1ds an additional v1ohn part, either wntrng out a 

separate part (the v10hn always playrng an octave lower than the flute or oboe), or addmg 

comments such as "cembalo con Ii v10h111 11 for passages without the vmce and "con 1 

v10h111 e piano" for passages with voice 172 

As mentioned 111 chapter 1, Telemann rntended Der Harmomsche Gottesd1enst for 

home as well as church use, the venue would decide the accompamment, with the organ 

berng exclusively used when playrng the contrnuo part 111 the church When the cantatas 

were performed dunng devotions, winch were traditionally held m more mt1mate 

settrngs, the harpsichord would take over the role of the contmuo part, supported by a 

bass mstrument such as the v10loncello or the bassoon 173 

171See 1b1d "D1eJemgen Dtrektores aber, so m1t vielen Personen musmeren konnen, 
mogen aus emem Jeghchen Stucke, ob es auch schon em Blasmstrument enthalt, eme 
V1ohne npieno z1ehen, welche allemal daselbst anfanget, wo emf (forte) unter der Note 
zu finden und bis dahrn gehet, wo em p (piano) zu sehen 1st, dabe1 zu merken, daB der 
Anfang emes Jeghchen Stuckes unmer m1t zum f gehoret, wo mcht daB p expresse 
darunter geze1chnet " 

172See, for example, cantata no 21, "Wandelt rn der Liebe" ["Walk 111 love"], 111 

Telemann, Der Harmonrsche Gottesd1enst, Bd 2, pp 133, 136 

173See Telemann, Preface, p v1 "Die Stucke des samthchen Jahrganges smd nach 
dem Kammertone emgenchtet, weswegen nollg 1st, daB der GeneralbaB fur die 
Orgamsten 111 den Kuchen [footnote by Gustav Fock, editor "Die Orgeln waren damals 
grofitente1ls un sog Chorton gest11nmt, der 11n allgememen etwa emen Ganzton uber dem 
Kammerton lag "], wo man s1ch der Kammerton-st1mmenden Instrumenten bed1enet, 
Jedesmal transpomeret werde, und kann man nach folgendem Entwurfe, welcher die m 
dtesem Werke etwa vorkommenden Tone enthalt, aufs le1chteste verfahren [Telemann 
g1bt dann erne Anwe1sung zum Transpomeren, die zu umstandhch 1st und deshalb luer 
fortgelassen 1st] " ["The pieces of the entI.re Jahrgang have been set m the chamber 
pitch Therefore, 1t 1s necessary that the thorough bass part 1s transposed every time by 
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The ranges of the vocal hne 111d1cate that either a !ugh soprano or tenor should 

perform the cantatas labeled "for l11gh v01ce," wl11le a low soprano, an alto, a low tenor 

or a lugh bass would have no difficulty srngrng the cantatas wntten "for medium v01ce" 

However, as Telemann does not go above a lugh G or below a B flat below middle c, 

virtually anyone who can attam these pitches would be able to perform successfully any 

of the 72 cantatas One should also note that Telemann encourages a substitution for a 

srnger by an mstrumentahst, should the need anse the v10hn, oboe, traverse flute, and 

viola da gamba (played one octave lower) should then play those vocal lines that had 

been conceived for a lugh voice, wlule the bassoon and the chalumeau as well as the 

v10l111, v10la, and recorder (all playmg one octave lugher) may be employed when 

subst1tut111g parts wntten for a medium v01ce 174 

"Otherwise," Telemann relates, "I have tned to make the music as comfortable 

both for the smgers and the 111strumental1sts as far as the affects and the necessary 

corrections have penmtted "175 By payrng close attention to the natural speech 

mflectton of the German language, particularly rn the recitatives, av01d111g complicated 

the orgamsts rn those churches { footnote by Gustav Fock, editor "The organs at that 
tune were most frequently tuned 111 the so called choir pitch winch was usually 
approximately one whole tone lugher than the chamber pitch "} who play on instruments 
that are tuned accordrng to the choir pitch The followrng diagram which rncludes 
{examples of} notes which can be found 111 this work, can be used to transpose {the 
thorough bass part} {Telemann then provided mstructlons for transposmg, the 
mstructions, however, are too lengthy and have therefore been omitted } "] 

174See ibid One should note that when substltutmg the vocal hne with an mstrument, 
the overall texture wtll be changed to that of a trad1t1onal tno sonata which consists of 
two obbllgato mstruments and basso contmuo 

msee Telemann, Preface, p v1 See also footnote 160 above 
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harmomc progressions, and keepmg the figures of the thorough bass simple, Telemann 

clearly caters towards the needs of "mediocre masters or students," thus stressmg his 

own mterest m teachmg the amateur musicians 

4 The Pref ace to Der Harmomsche Gottesdienst how to perform recitatives 

Perhaps the most important details provided by Telemann m his preface with 

regard to baroque performance practice are found m his comments about the execution 

of recitatives 176 He htghhghts two different aspects which one has to keep m 

mmd 177 

1) In view of the recitative, one should keep m mrnd that 1t 
has to be sung not m the same tempo throughout but 
accordrng to the content of the poetry [of the text], i e , 
sometimes more slowly and sometimes faster, and 

2) the smgers should pay attention to the fact that they should not smg the 
notes as wntten, but instead occasionally employ a so-called Ab.ent 
(appogzaturas) Although the Klausuln (cadences) appear to be as follows 
(see Example 1, top hne), one should perform them m the followmg 
manner (see Example 1, bottom hne) 

176See Karl-Hemz Viertel, "Zur Tradition der vokalen Ausfuhrung des Rez1tattve 
semphce un 18 und 19 Jahrhundert," m Die Bedeutung Georg Phtllpp Telemanns, vol 
3, pp 94-103 

177See Telemann, Preface, p v "Be1m Rez1tatlv 1st zu ennnern, da6 es mcht nach 
emem gleichen Takte sondern nach dem Inhalte der Poesie bald langsamer, bald 
geschwmder gesungen werden musse H1emachst haben die Sanger m acht zu nehmen, 
dafi s1e mcht allemal so smgen, w1e die Noten da stehen, sondern sich run und w1eder 
emes sogenannten Akzents bed1enen Wenn demnach die Klausuln 1m Rez1tat1v des ersten 
Stuckes also aussehen " (see Ex 1, taken from the preface, p v , see also the recitative 
of cantata no 1, "Halt em m1t demem Wetterstrahle", Der Harmomsche Gottesd1enst, 
Bd 2, p 4) 



Example 1 Preface, p v to v1 

Be-9lwk ti 5twt d.en.1 ~ Mo-s~ WIS nid!t ntthr .sos~rf wii vor-m,•ls dr.fut' 
So stnget 11um etwa solch.ergestale 

I I -... 

t;,v , , , , ' 

;a, St-_gen.-vd..- Lt 

· . r Gfqry 7 1 z, $ 1 ) ) Jt $ ~--}i-@-' ; am 1 r 
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Telemann's attention to the correct mterpretation of the recitative, which includes 

some thoughtfulness on the singer's part with regard to the natural speech 111flection of 

the German language as well as the subst1tut1011 of certain notes by appogzaturas, 1mphes 

agarn that he 1s more concerned about the amateur than the professional musician who 

would not need a lesson 111 performance practice 

The reader 1s also bemg cautioned about certarn mistakes that may be made 

cons1stently--otherw1se Telemann would probably have not considered them worth 

ment1omng "One should not be concerned," he says, "1f there 1s a modulat10n 111 the 

vocal part agarnst the bass [wl11ch would cause a cross-relation], but smg instead" (see 

Example 2) 178 

Example 2 Preface, p v1 

/' 

SO SU19e 
dennoch 

-

.... 

178See 1b1d , p v1 "Und hat man s1ch daran zu kehren, ob schon b1swe1len eme 
Modulat1011 wider den BaB zu laufen schemet, als wenn es h1eBe (see Ex 2) 
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Unfortunately, the limited space m the preface prevents Telemann from devoting 

more time to the Akzent However, he points out that "at all final cadences when one 

encounters a penod rn the poetry [1 e , the text] or 1f there are the followmg or s1m1lar 

ascends or descends, one should smg as follows" (see Example 3) 
179 

Example 3 Preface, p 6 

sfug e .;ilio 

't) 

179Examples 2, 3 and 4 are taken from 1b1d , p v1 "Es g1ebet zwar noch mehr 
Gattungen von Akzenten, die ebenfalls zum Te1l rn ob1gem Exempel anzubnngen srnd, 
wovon aber h1er zu handeln der enge Raum rncht zulasset Alle Schluflkadenzen, wenn 
namhch der Poes1e em Punktum erfolget, oder auch, wenn die folgende und dergle1chen 
Gange durch all Tone vorkommen [see Example 3] For the benefit of the reader, 
Telemann also includes an alternative vers10n of Example 3 as seen m Example 4 

E"<ample 4 Preface, p v1 

'c J?j J 3 fl ~ 
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mstructions on the performance of rec1tat1ves, alternate mstrumental parts, tempo, and 

tunmg, to observations with regard to substltutmg singers with rnstrumental1sts answer 

vutually any quest:Ion that may anse on the part of the reader Moreover, and most 

important, however, the preface 1s a symbol of Telemann's mnate thoroughness as a 

composer as well as his foresight with regard to the taste and the needs of performers of 

music m the many centunes to come 
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CHAYfERV 

ANALYSIS OF SELECTED CANTATAS 

I Introduction 

The mam purpose of this chapter 1s to fam1Llanze the reader with a small group 

of cantatas from Der Harmomsche Gottesdienst through an analysis of the four cantatas 

for Advent, "1 Advent Erwachet zum Knegen," "2 Advent Endlich w1rd d1e Stunde 

schlagen," "3 Advent Vor des Tages llchter Schem," and "4 Advent Lauter Wonne, 

lauter Freude" 

The four compositions have been chosen for several reasons aside from their 

hturg1cal s1gruficance as the trad1t10nal openmg works of the church year and the 

Jahrgang, the cantatas embody the seemmgly mfirute creativity and musical slolls of one 

of North Germany's most famous composers of the late Baroque penod In addition, and 

most importantly, the cantatas present an amalgamation of Telemann's extraordinary 

ab1hties m the realm of teachmg, adm1rustration, and pubhshmg (1 e , the amb1t1ous and 

successful efforts of a pragmatic church musician) which, therefore, necessitate 

rnvestigatlve scholarship 180 

180See Gustav Fock, ed , Kntischer Bencht, [Cnt1cal Apparatus], Georg Phtllpp 
Telemann Musikallsche Werke, ed Gesellschaft fur Mus1kforschung, vol 2, Der 
Harmomsche Gottesdzenst, Tell I Neujahr bis Rem1ruscere, 2nd ed1t1on (Kassel 
Barenre1ter, 1970), [hereafter Fock, cntlcal apparatus] Band 2, p 1x Fock pomts out 
that Telemann announced 111 Der Hamburger Correspondent that Der Harmomsche 
Gottesd1enst would compnse 67 cantatas only, as he planned to slop the cantatas for the 
Sundays "Rem1ruscere" "Ocuh ""Laetare" "Jud1ca "and "Palma.rum" (nos 15 16 17 

' ' ' ' ' ' ' 18 and 20) because the Passwnsmus1ken were trad1tionally performed on these Sundays 
However, smceDer Harmomsche Gottesdcenst had been conceived with those 111d1v1duals 
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2 The position of the four cantatas for Advent in 

Der Hannomsche Gouesdienst 

As mentioned 111 the previous chapter, the cantatas which Telemann conceived for 

the four Sundays 111 Advent cannot be found m their tradit10nal operung position 111 the 

cycle, but as nos 65 to 68 of Der Harmomsche Gottesdzenst, as Telemann commenced 

the cycle with a cantata for New Year's Day This "delay" on the part of poet W1lckens, 

i e , his mab1hty to provide the texts m time for publication, may have also prevented 

the four Advent cantatas and the remamder of the cycle, which mclude the three 

Chnstmas cantatas and the cantata for the first Sunday after Chnstmas, from berng 

performed dunng the Advent season 111 1726 The Sundays on which they were supposed 

to be performed belonged to the new church year (that of 1726/27) and, therefore, also 

to a new cantata cycle One also has to keep m mmd that the begmrung of a new church 

year probably mdicated a switch to different pencopes that corresponded to the vanous 

gospels Consequently, the cantata texts wntten for the 1725/26 cycle would be outdated 

if used for the 1726/27 church year 

However, some of Telemann's subscnbers may have lacked funds at the ttme 

when he was offenng a cantata cycle for the followmg bturg1cal year, and therefore were 

hkely to have firushed off the "secular year" with the remamder of the cantatas from Der 

m mmd who lived outside of Hamburg, Telemann mcluded the "m1ssmg" five cantatas 
for a total of 72 cantatas It 1s also mterestmg to note that Telemann did not mclude a 
cantata for Maundy Thursday or Good Fnday, no mstrumental music was performed on 
these two days of Holy Week 
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Hannomsche Gottesdtenst 181 One may also postulate that some amateur musicians 

performed the cantatas dunng devotions in more intimate settings only for their own 

enjoyment, paying more attention to Telemann's compos1t1onal gemus than to his specific 

hturg1cal 111tent1ons 

For the purposes of this document, the cantatas will be scrut1mzed with regard 

to their s1gruficance as the traditional opening cantatas of a cycle, regardless of theu 

pos1llon w1tlun Der Hannomsche Gottesdienst 

3 The importance of Advent witlun the llturgical year 

As a "season of solemn anticipation and of spmtual preparation and punfication" 

and the opening of the church year, Advent holds a special pos1tton in the hturg1cal 

181It is not known whether Telemann performed the remainder of Der Hannomsche 
Gottesdienst m any of the four other churches m which he was not personally superv1smg 
the musical programme performed on these particular Sundays (Usually, Telemann 
would "travel" from church to church with hts composittons, only one of the five 
Lutheran churches m Hamburg would regularly feature a cantata from Telemann's 
cantata cycle ) It 1s mterestrng to note that Telemann, accordmg to Fock, was mterested 
m the reaction of the Hamburg congregations to the performance of the cantatas of Der 
Harmomsche Gottesdienst Therefore, he performed the cantata for the second Sunday 
after New Year "early," namely on Boxing Day "unter der Commuruon" ["dunng 
commumon"] See Pock, Bd 2, Table of Contents, "2 Sonntag nach Neujahr Schmeckt 
und sehet unsers Gottes Freundhchke1t " 
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calendar, accordmg to Luther D Reed 182 The observance of the season of preparation 

for the Nativity ongmated 111 France, and the custom spread throughout Europe until 1t 

was generally accepted by the time of the second Counctl of Tours, 1 e, 111 567 A D 

However, it was probably not unttl the thuteenth century that Advent was uruversalJy 

recogmzed as the begmmng of the church year, up to that time the church year had 

commenced 111 March with the Festival of the Annunciation or even with Chnstmas 183 

Erdmann Neumeister, the famous poet of cantata texts and author of the book 

Chnstlan Instruction on the God-pleasing Observance of Advent, Christmas and New 

Year's, msisted that the operung of a new church year should be the occas10n for 

gratitude as "a merciful God has once aga.m for an entue year, preserved His holy word 

and holy sacraments for us, pure and unalloyed "184 Moreover, the Chnstian 

worshipper was given the opportunity to reflect on the question "how have we made use 

of this grace?" and was expected to make a repentant plea for forgiveness, 1f the answer 

was an adrmssion of havmg smned aga.mst God In addition, tlus was also the 

appropnate time "to pray devoutly that [God] would contmue to grant us this grace and 

to preserve His precious word and sacraments for us and for our postenty "185 

182Luther D Reed, The Lutheran Luurgy (Pluladelphia Fortress Press, 1947), pp 
465-66 

183See Reed, p 466 Reed pomts out that at first the season of Advent compnsed six 
or seven Sundays, however, when Rome accepted tlus GalJican mnovat1on, 1t limited the 
penod to four Sundays, a restnction which has been rn place ever smce 

184Erdmann Neumeister, Chnstllcher Unterncht wie die h Adventszeu, dash Chnst­
Fest und das Neu Jahr gotgefalllg zu Jezren sey (n p [Hamburg?] , 1737) pp 1-2 
[hereafter Neumeister, Clmstltcher Unterncht], quoted by Pelikan, p 4 

185Neume1ster, Chnstzan Instructwn, p 6, quoted m Pelikan, p 4 



92 

The threefold advent of Chnst--in the flesh at His birth, in the means of grace 

through word and sacrament, and m Judgement at the end of time--prov1ded the topics 

for the Scnpture readings and sermons on three Sundays of the Advent season, 
186 

the 

Joyful antic1pat1on of Chnst's btrth was the theme of the New Testament lesson on the 

fourth Sunday of Advent 

The composer's task compnsed the mcorporat10n of these rehg1ous sentiments mto 

the cantata by settmg its text, which was based on the appropnate Epistle lessons of the 

respective Sundays, to music in a simple and easily comprehensible way, smce the 

congregation was to be encouraged to reflect on both the Epistle and the sermon 

Most importantly, the established lmk between the preceding events m the 

worship service and the performance of the composition would nounsh the reverence, 

devotion, and nghteousness which the worshipper was encouraged to show 187 

4. Cantata No 65 "1 Advent Erwachet mm Knegen" 

It should come as no surpnse that the first cantata m the season of Advent 

"Erwachet zum Knegen" ("Awake to battle") is snmlar to most of the other cantatas of 

Der Harmomsche Gottesdzenst Telemann's "formula for success" regarding arias and 

186Neume1ster, Chnstzan Instructwn, p 7, 1b1d 

1871n the Barenre1ter-Ed1t10n, three of the four cantatas for the season of Advent 
include the appropnate references to the respective Epistle lesson In addition, references 
are made to other s1gruficant Bible verses which the poet had used for the cantata text(s) 
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recitatives remained the same for all the cantatas of the cycle he combined an 

uncompbcated melody with an mtncate rhythmic motlve to create an imaginative 

instrumental hne which, in turn, provided the basis for the vocal hne Surularly, rn the 

recitatives, he elaborated upon the central ideas of the Epistle lesson, while the last ana 

was presented to the congregation with a strong moral statement or admorution 

Telemann also adhered to the predetermined mstrumentat10n when selecting the 

violm as the solo instrument and combimng it with a vocal part wntten m medmm range, 

wluch can be performed by a low soprano or tenor, or a high alto or bass 188 Finally, 

the hstener will recogruze features of the popular "ltahan" and "French" styles m the 

vanous movements m the cantatas as well as a umque "Telemann" flavour which is 

chararactenzed by a "sopl11st1cated simpleness", i e , a wide vanety of seemmgly 

unadorned melodic and rhythmic motives that were carefully conceived and slalfully 

worked out by the composer 

The two da capo anas and the recitative of the cantata "Erwachet zum 

Knegen"189 are charactenzed by Telemann's seemmgly inexhaustible chest of musical 

188The combmat10n of "medmm v01ce and v10lm" was one of Telemann's favounte 
mstrumentations, as he designated it for 23 cantatas out of 72 The v10hn can also be 
used for any of the cantatas wluch are ongmally designated "medmm voice and oboe" , 
as mdicated by Fock Other stnkmg combmat1ons of vocalist and instrumentalist include, 
for example, "medmm v01ce with v10lm or flute or oboe" (cantata no 21) For cantata 
no 34, Fock even suggests that a v10la play the part of the v1ohn 

189The text of the first ana is based on Romans, 13 11-14 and reads 

Erwachet zum Knegen, 
1hr Seelen, rustet euch1 

[" Awake to battle, 
ye souls, arm yourselves' 
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treasures, i e , a mynad of clever melodic, motlv1c, and rhythmic devices 

In the first ana, for example, a trumpet-call motive m the v10lm (actually a 

broken B flat-maJor chord), which was clearly inspired by the text "Awake to battle," 

1s first mtroduced by the obbligato instrument and conbnuo m order to set the tempo 

(vivace) and the mood for the first entrance of the voice (see Example 5) 

Example 5 Cantata no 65, Al , mm 1-5 

II I Vivace 

lino 
~ .,,.. u 

" I f 
~ '; -

llv ~ 

,. I 

tJ .... - .. 
f_ .. 
~ I..--' 

Auf, die Smne zu betauben, 
ubet m des Ge1stes Kraft 
eme gute Ritterschaft1 
Suchet durch Wachen, Beten, 

Glauben 
euren Fneden ob zu s1egen, 
sonst verhert ihr Zions Reich 

-- : --

I 

.. -. 
- = 

i....J 

6 6 

-

• 

- ,..._ -
- i......= 

' 

I 

- f:. ~ 

6 -6 
4 

6 

Er-wa - chet zum 

6 

Up1 To numb the senses 
excercise a good krughthood m the 
power of the spmt 
Stnve--m keeping watch, 
praymg, and bellevrng--
to be v1ctonous, 
otherwise you will loose Zion's 
kingdom 

Please note that the translation above and all the followrng translat10ns of ana and 
rec1tat1ve texts are as hteral as possible and as free as necessary 
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After a short rnstrumental interlude and repelltlon of the first vocal statement (mm 11-

13), a sktlful mterplay follows between v01ce and basso contznuo (b c ) , and voice and 

violm (mm 15-23) on the word "Erwachet" ("Awake") Two mterest:rng vocal 

mteIJect.Ions on "Riistet Euch" ("Get ready'") combmed with the trumpet-call motive 

lead to the repetttion of the operung of part Al of the first aria 190 

Telemann makes a conscious effort to set apart the B 1 section by the use of bolder 

harmorues and a thicker sounding texture, usmg a tno instead of a duet setting The 

vocal I.me becomes less busy and, for the first time, exlub1ts its own motive (namely, a 

turn on "Wachen," "Glauben" and "Fneden") It is also mterestmg to note that the word 

"sonst" ("otherwise") 1s treated s1mtlarly to the "Riistet euch" (Al, mm 60-61) m the 

last phrase (see Examples 6 and 7) of the Bl sect.Ion, the motive m the v1olm has thus 

become an md1cation of the end of a section 191 

Example 6 Cantata no 65, Al, mm 28-30 

" I . 
tJ -
" I 
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tJ I 

sonst, 
I\ I I 
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- -- -- --
-

., -
c;;;., 

~ 

sonst, 
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190Smce the formal structure of each ana 1s ABA' , the two costrastmg sections will 
be labeled A I and B 1 for the first aria of the cantata and A2 and B2 for the second ana 

191For the da capo section, Telemann designated mm 1-40 but left no specific 
mstructions m regard to add1t1onal ornaments or dynarrucs either m the score or m the 
Preface 
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Example 7 Cantata no 65, Bl, mm 60-61 

II I - ___,, - _ L 
w - -= ~ - , - - -~ 

V • -
I\ I 

f ---w " - -- ::: & . :. ~ 

V I ( - r 
euch, rii.-stet euch, rii.-stet ench, 1hr See -

" I " 
tJ ., . . '--' .. - -

. ' ' . 
~ -

6 6 

The rec1tat1ve "Der Tag erschemet, die Stund 1st da" ("The day 1s dawrung, the 

hour has come"), 192 typically placed between the two anas, shows a Telemann who 1s 

192The recitative 1s based on Romans 13 11-14, and reads 

Der Tag erschemet, 
Die Stund' 1st da, 
Vom Schlaf und Schnarchen aufzustehen 
Und m den Kampf m1t Fleisch 

und Blut zu gehen 
Das Hell 1st nah, 
Doch auch Gefahr und Fall 
smd naher, als ihr's memet, 
Denn wer das Heil mit Fufien tntt, 
\.Vird statt des Heils Verderben 
U nd statt des Se gens Fluch ererben 
Der Gnadenkorug bnngt den Fneden 

Gottes m1t s1ch, 
Doch denen, die m1t s1ch 1m faulen 

Fneden leben 
Wird d1eser Fnede nicht gegeben 
Darum zu guter Nacht, 
0 Freundschaft, 
Die mir Gott zum strengen Fernde macht1 

Dir se1 ern steter Hal3, 

[The day dawns, 
the hour has come, 
for us to nse from sleep and snonng 
and go mto battle with our flesh 

blood 
Salvation 1s near, 
yet danger and sm are also nearer 

than you think, 
for he who tramples on salvation 
will face rum mstead of salvation 
and malediction instead of blessing 
The Krng of grace bnngs the peace of 

God with Him, 
However, those who live m false peace 

with themselves 
will not be rewarded with this peace 
Farewell, then, 
0 fnendsh1p, 
which God has made mto a firm 

enemy' 
I swear I will hate you 
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more concerned about the abihtles of the vocalist than about showy word-pamtmg 

Besides prov1dmg the less skilled or amateur smger with detailed mstructlons m regard 

to performing rec1tat1ves m his preface to Der Harmomsche Gottesd1enst, he tnes to help 

the vocahst by usmg a subtle but sophisticated method m order to emphasize the natural 

"Akzent" of the words, 1 e , dehberately keeping the vocal hne as modest as possible 

Any deviations from his otherwise meticulous 1m1tat1on of the natural speech mflect1on 

are always accomparued by bold harmoruc progressions m the basso contmuo m order 

to illustrate the mearung of the text (see Example 8) 

Example 8. Cantata no 65, Recitative, mm 7-8 

I\ I . . 
- '1- - ~ r 

w1rd statt des He1!s Ver -me1-net, denn v.er das Heil m1t Fii .flen tntt, 
" I 

tJ , 

Em steter Kampf geschworen, 
Bis m1t dem Leben s1ch zugle1ch 

auch deme Macht verloren 

Du aber, der du m1ch zum Wollen 
angeflammt, 

Von dem auch mem Vollbnngen stammt, 
Mem Korug, g1b be1 d1esem Toben 

mir Kraft von oben, 
Und se1, da mu allem 
der Ansatz v1el zu heftig, 
Durch demen Geist 

m memer Ohnmacht kraft1g1 

and fight you contmually 
until together with hfe 

your power 1s also 
lost 

But You, who encouraged me, 

You, who make me accomplish thmgs, 
my King, give me power from above 

and let me { succeed despite} 
my powerlessness 
trough Your spmt, 

because I am overwhelmed by 
the task] 
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The clever use of rests--wh1ch with Telemann never Just provide breathing pomts but take 

on the function of punctuation marks--firush off the refined middle part of the cantata 

[n the more elaborately wntten second da capo ana "Wappne m1ch m1t demer 

Starke" ("Arm me with your power"), 193 Telemann, m contrast, wntes skilfully m the 

fasluonable French style, giving his vocal I.me a "galant" flavour The dotted French 

Ouverture-rhythm not only provides the foundation for the bass part but is also a 

component of the opening statement m the v10lm 

The entrance of the v01ce m m 9 displays a common device which not only saved 

time and paper on the part of the composer, but belonged to the few simple word­

pamtmg devices which Telemann used m this cycle of sacred cantatas 194 Instead of 

193The text of the second ana (ana 2) reads 
Wappne mich mit demer Starke, 
Gott, mem Retter, meme Burg 
Htlf mir kampfen, 
hilf mir nngen, 
hilf nur die wallenden Luste bezwmgen, 

heihge mich durch und durch 
Wappne meme Burg 

[Arm me with your power 
God, my sav10ur, my castle 
Help me with my fight, 
help me with my struggle, 
help me to overcome the 

overwhelming lusts, 
make me holy through and through 
Arm me my castle ] 

194C Michael Hawn clatms that Telemann's rather sparse employment of word­
patntmg 111 the cantatas of Der Harmomsche Gottesdzenst 1mphes that his compositional 
concept of many of the obbligato parts bemg interchangeable with instruments other than 
those designated, was valid also for the vocal parts "Such a compositional concept (solo 
v01ce or mstrument), " Hawn asserts, "hnuted the amount of text patntmg that the 
composer was able to commumcate, smce the melody had to make musical sense whether 
sung or played " Hawn, p 31 It IS also important to keep 111 mmd always that 
Telemann's approach to word-patntmg m the da capo anas was different from that of 
J S Bach or G F Handel , for Telemann had been wntmg m the pre-classical style long 
before lus fellow composers, a simple, yet clear settmg of the text was required Walter 
Frei adds that "Das Fruhklassische der Kantaten mnerhalb des Harmoruschen 
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wntmg out a separate v10lm part, Telemann adds "con v10lmo p [piano]" above the vocal 

line to mdicate the v10Lm Jommg the v01ce 195 The unexpected changmg of the texture 

(duet mstead of tno) undoubtedly reflects the text that is bemg set, namely "Arm me with 

your power", here, the v10lm supports the v01ce by playmg its part (see Example 9) 

Example 9 Cantata no 65, A2, mm 9-12 
fl I 
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I -Gott __ , mein Ret - ter, 
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r--:., 
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" 
- - .. 

--= -

4+ 7 
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-
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A short mstrumental mterlude prepares the listener for the repetition of the first 

textual phrase m slightly vaned form Havmg modulated to scale degree v1, Telemann 

adds interest by avo1dmg a merely literal transposition of mm 9ff Instead, he repeats 

Gottesdienstes ze1gt s1ch be1 aller Besche1denhe1t 1m aussern Aufwand vornehmhch dann, 
w1e Telemann den Text schhcht und deuthch vortragt und dessen Ausdruck 1m 
Rahmen der hergebrachten mustlrahsch-rhethonschen F1guren ms Massvolle bnngt " 
("Besides being reflected m the modest musical means used m the cantata, the concept 
of the pre-classical penod marufests itself mostly m how Telemann balances the 
simple, yet clear rendition of the text and its expression within the framework of the 
musical and rhetoncal devices used ") Walter Frei, "Telemann und die Ktrchenmus1k," 
Muszk und Gottesd1enst 35 (May 1981), p 174 

195For five cantatas for flute (nos 21, 36, 46, 52, 59) and one cantata for oboe (no 
48) Telemann provided a viohn part, either wntmg out a separate part (the violin always 
playmg an octave lower than the flute or oboe) addmg comments such as "cembalo con 
11 v10hru" for passages without the v01ce and "con 1 v10hru e piano" for passages with 
v01ce See also Penny, p 134 
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the words "Wappne Illich" twice to emphasize their s1gmficance (mm 22-23) before 

usmg syncopation for the word "Gott" ("God") on a lugh e flat one bar later (Example 

10) 

Example 10 Cantata no 65, A2, mm 22-24 

fi I - - I . 
~ ~-

~ ' , -Star- ke, wapp-ne m1ch, wapp-ne m1ch,Gott, mem 

" I I - .. ' - I - .. 
tJ . r , r .. I 

- .. ... -- _ .... - -
~ 

. -~ 

6 :---:: 6 6 ~ 6 
5 

The end of the A2 part of the second da capo ana 1s md1cated by a mehsma on 

"Retter" ("saviour"), with an instrumental mterlude leadmg to the B2 section 

In parallel with its counterpart m the first da capo ana of the cantata, the B2 part 

holds more than one surpnse for us Instead of continuing with the dotted J3 -rhythm, 

Telemann suddenly changes to a {iJJ -mobve m the bass, with the contmuo playing 

eighth notes and the cello playmg sixteenth notes, whtle the v01ce smgs m quarter-notes 

This rhythmic Klangteppzch ("nchness of sound") was undoubtedly mspued by the text 

"H1lf m1r kampfen, hilf mir nngen" ("Help me with my fight, help me with my 

struggle", see Example 11) 
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Example 11 Cantata no 65, B2, mm 38-40 

/':\ Con V1ol1no p 

H11f mu kamp - fen, h11f m1r rm - gen, h1lf m1r 
I"'\ 

6 6 

For the phrase "hilf mir die wallenden Luste bezwmgen" ("help me to overcome 

the overwhelmmg lusts"), Telemann mamtams still a different rhythm, tlus ltme straight 

eighth-notes for both contmuo mstruments In addit10n, he mdicates slurred staccatos m 

the bass while the vocal part displays the familiar dotted rhythm (mm 42-45) Measures 

46-50 summanze mm 38-45, leadmg up to the final confirmat1011 of the relative mmor 

as the new tome and the repet.ttion of mm 1-38 

The first cantata m Advent, "Erwachet zum Knegen," presents, thus, a pleasant 

surpnse to those performers who are unfarrnhar with the engagmgly simple yet musically 

sophisticated style of the stiidtzscher Mus1kd1rektor of Hamburg His cleverly conceived 

mot1v1c mterplay between the mstruments and subtle word-pamtmg as well as his 

sens1t1vity to t11e natural speech mflect.ton of the German language suggest a thorough 

traimng as a composer and a exhaustive knowledge of the latest musical taste In 

addition, his wilhngness to aid the smger and mstrumentahsts with the performance 

instructions he gives m the preface reveal an attentive tutor and concerned teacher--and 

an astute busmess man 
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5. Cantata No 66 "2 Advent Endllch wird die 

Stunde schlagen" 

The formal structure of the cantata for the second Sunday 111 Advent for high 

vmce and oboe corresponds exactly to that of the first cantata, i e , an mstrumental 

introduction 1s followed by the mterplay between the v01ce and the obblrgato mstrument, 

a short transition, the contrasting B sect10n, and finally the ornamented version of the 

opemng A 1 section Yet, Telemann once agarn ennches the cantata and provides vanety 

by employrng unusual motiv1c and rhythmic devices as well as skilful wordpa111t111g 

The most stnklng feature of "Endlich wud die Stunde schlagen" 1s its unusual 

begmrung Startlrng the listener by usmg a sixth-chord on the down-beat m the contmuo 

part (see Example 12), Telemann then fools him by havmg the oboe enter on a weak beat 

with a motive suggest.mg a 2/4 meter instead of tl1e assigned common time (Example 13) 

Example 12 Cantata no 66, 
Al, m 1 

Andante 

6 6 6 
5 

6 

Example 13 Cantata no 66, Al, m 1 
oboe part 
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In m 3, the composer mtroduces another unportant motive of the ana, a 

charmrng combrnatton of sixteenth and thuty-second notes wluch can be heard both rn 

the oboe and the contrnuo Thus, the first three bars have a preparatory function 111 their 

capacity as mtroduchon and also contam the two mam melodic motives on wluch the 

entire first aria is based Usually, Telemann tends to select a contrastmg motive for the 

Bl part to set the different sections completely apart In tins ana, however, he mterprets 

the text not as two separate ideas but as one contmous notion The text reads 

Frnally the hour will come, when the waitrng and the lamention have 
come to a happy end I will yet find the pearls of comfort 111 the depths 
of my agorues, [the pearls of comfort] which choose tl1e one who is 
searclung [for comfort], with the tears rairung and the cross 
thundenng 196 

Smee tl1e two marn emotions suggested by the text, i e , the "waiting and lamentation" 

and the "happy end" of the Al and Bl sections, respectively, correspond to the "agomes" 

and the "desired comfort" of the Bl and B2 sections, 1t seems appropnate tl1at Telemann 

employs only two melodic motives for the two sections of the ana rnstead of rntroducmg 

a contrasting motive The three-note motive 111 the bass with its unusual use of the 

seventh (m 1, see Example 14) thus expresses the "wru t111g," "lamentrng, " and the 

196The German text is partly based on Romans, 15 4-13 and reads 

Endlich wud die Stunde schlagen, 
Da das Harren, da das Klagen 
Se111 beglucktes Ende mmmt 
In den Grunden merner Qualen 
Werd 1ch noch die Perlenschalen 
Des gewunschten Trostes finden, 
Welche bet den Tranenregen 
U nd des Kreuzes Donnerschlagen 
Erst den Suchenden bestimmt 
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"agomes" wluch a Chnstlan has to endure because of sm, while the faster sixteenth-note 

motive (m 3) is associated with the happy endmg and the comfort which the Chnstian 

worshipper v.ill ultimately find (see Example 15) 

Example 14 Cantata no 66, Al, 
m 1, bass hne 

\I,,,; ar • PCir • ~ 
6 6 6 6 

5 

Example 15 Cantata no 66, Al, m 3,oboe 
part 

,,., tr err [ •. r h crf f u r I 
For section A 1, Telemann virtually never uses the two motives simultaneously, 

instead he employs them separately In the Bl section, however, the two motives are 

combmed m the most enchantmg way, smce the text suggests both "agomes" and 

"comfort" at the same time, a fact which forces the composer to become harmorucally 

and rhythmically more danng The mterestrng Lombard rhythms m the voice wluch 

illustrate the phrase "pearls of comfort" (see Example 16) are followed by a senes of 

powerful dissonances m the oboe and the vocal part as well as unusually daring 

chromaticism (maJor sevenths') m the bass hne, these musical devices were clearly 

mspued by the "tears" that are "rrurung" and the "cross" which 1s "thundenng" (see 

Example 17) 

66, Al, mm 25-26 

Qua - len werd 1chnochdtePer - len - schalen_ desgewiinschten Tro- stes fin -
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Example 17 Cantata no 66, Al, mm 27-29 
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The end of the ana 1s indicated by a swift modulation to the key of the relative 

mrnor of C MaJor as well as a bmlt-rn slowing down of the harmoruc rhythm The 

hstener 1s left with the d1strnct 1mpress10n that the performers have been searchrng for 

the "desired comfort" both rn the harmoruc and melodic realm, but have not been 

successful Eventually, however, they will find comfort m the repeat of the Al section 

C MaJor will be clearly estabhshed as the tome key and thereby ehmrnate the "wrutrng 

and lamentrng", while the two marn melodic motives will find the "happy endrng" rn the 

postlude to the Al section 
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The recitative "Ja, endhch brechen Josephs Bande" ("Fmally, Joseph's bonds are 

breakmg")197 1mmed1ately recalls the endmg of the Bl section of the first ana, both 

197The recitative 1s based on Genesis, 50 24 and Psalms, 22 5 and reads 

Ja, endhch brechen Josephs Bande, 

Die llun so lange weh getan, 

Der Same Jakobs tntt aus Jenem 
Jenem Kummerlande 

Nach vieler Angst den frohen Ausgang an 
Schemt alles lange Ze1t vor David ganz 

verloren, 
So herrscht er doch zuletzt m semes 

m semes Ferndes Toren, 
Und nach so manchem Wunsch der Frommen 

Sieht endhch Ephrata das Hell der 
Ze1ten kommen 

Dies 1st euch msgesamt zur Lehre 
vorgeschneben, 

Die 1hr 111 Angst und Trubsal seid, 
Be1 eurer Widerwart1gkeit 

Geduld und Hoffnung auszuuben 
Denn 1st be1 so v1el Trauerstunden 

auch Jemals die Geduld der 
Heihgen verschwunden? 

Sie he13en sich die Hoffnung auf den Herrn 
Zur festen Stutze d1enen 

Und da s1e hofften, half er ihnen 

Schaut ihr Exempel an 
und folgt demselben nach, 

Des Hochsten Huld weiB langst 
den frohen Tag, 

Der, was euch itzo kranket, 

ms Grab versenket 
Erwartet nur der rechten Ze1t, 
Wt Schnee und Frost 

sich erst verheren' 

[Fmally, Joseph's bonds are 
breakmg, 

which have given him pam for such 
a long time 

After much fear, Jacob's seed 

is glad to leave the troublesome land 
For a long time before David, 

everythmg seemed to be lost 
But eventually he will reign withm 

the gates of his enemies, 
and after many a wish of a pious 

people, 
Ephrata finally foresees the tune of 

salvation 
It has been ordamed for You, 

who are m fear and distress, 
exercise patience and show hope m 

your despau 
For has the patience of the samts 

ever varushed even after many 
gnevmg hours? 

They made thetr hope m the Lord 
thetr powerful strength, 

and because they had hope, he helped 
them 

Look at their examples 
and follow them, 

the bliss of the Highest One 
already knows the day 

on which the one who 1s now 
off endmg you 

will smk mto the grave 
Wait for the nght time, 
wait until snow and frost 

have disappeared r 
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with regard to key (the recitative starts rn the key rn which the Bl section ended, that 1s, 

a mmor) and mood The most notable device employed rn this secco recitative 1s surely 

Telemann's arresting word-painting, 1 e , his use of harmorucally danng chords rn the 

contrnuo part, most of which are either unprepared, unresolved, or both (see Example 

18) However, Telemann at times also pnmes the listener for a harmorucally bold chord 

m the contrnuo through a suave setting of the text, 1 e , the listener will first hear the te'<.t 

(here "Kummer ") before Telemann uses a ++ chord on "lande" 
~ 

Example 18 Cantata no 66, recitative, m 4 

" l L l 

tJ r r r r r , 
;e -nem Kum - mer - Ian - de nach vie- !er 

I\ 

4+ 
2 

The vocal hne shows Telemann's innate concern for the natural Akzent, however, 

1t 1s his meticulous transfemng of the natural speech rhythm mto the musical settmg of 

the text which 1s exemplary For the word "Ungeduld" ("1mpat1ence") he not only 

conveys the natural accent on the first syllable through the use of a dotted note, but 

simultaneously includes some word-parntrng srnce the dot may possibly also suggest the 

"feelmg of impatience" rn the Chnstlan who wants to "feel the summer" before "the 

wmter [1s over]", yet, the te'<.t pomts out that his "1mpat1ence will not change anythmg" 

Man kann durch Ungeduld den Sommer doch 
rucht eh' als nach dem Wmter 
spuren " 

One can feel the summer only after 
the wrnter { 1s over}, 
1mpahence will not change 
anythmg] 
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(see Example 19) 

Example 19 Cantata no 66, recitative, mm 30-32 

fl - l l 
~ - - ~ ~. ~ 

~ - -- - & ~ - -~ ~ :: 
~r r Ma r , 

' r 
he-ren1 an kanndurch Un- gtH!uld den Sommerdoch mcht eh' als nachdem Win-ter spiiren 

l'I 

" 
t.l V - --

r\ 
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The second ana, "Gott fuhret m1ch nach semem Wohlgefallen" ("God 1s leadrng 

me accordrng to his grace"), 198 exh1b1ts features that are s11mlar to those observed m 

the second ana of the first cantata for Advent, rncludrng Telemann's economical "con " 

markmg (here "con oboe", m cantata no 65 "con v1ohno" , see above Example 11) The 

3/8 marking and the m1ss111g tempo designation suggest a minuet 111 a moderate or 

medmm tempo, probably chosen because of the opemng textual phrase descnbrng God's 

198The text of the second ana reads 

Gott fuhret m1ch nach semem 
Wohlgefallen, 

so nehm' ich d1esen SchluB 
m1t Ehrerb1etung an 

Der Kummer wachst <lurch Ungeduld 
durch Ungeduld 1m Herzen, 

1ch aber will auch unter Dornen 
scherzen, 

bis 1ch deremst auf Rosen 
lachen kann 

[God is leadmg me 
according to lus grace, 

therefore I will accept His plan with 
reverence 

Gnef mcreases because of 
impatience m the heart, 

however, I will still reJ01ce 
while amongst thorns, 

until I will be able to laugh 
laugh eventually amongst 
roses] 
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"leadrng" of the worshipper, which the latter accepts with reverence (see Example 

20) 199 An interlude estabhslung d mmor as the tome, followed by a repetlt10n of the 

opemng phrase, possibly refers to the sometimes mcomprehensible ways m wluch God 

leads the Chnstian--Telemann's switch to a maJor key (1 e , G Ma3or) for the phrase 

"therefore I wtll accept His plan with reverence," m turn, charactenzed the willingness 

with wluch one 1s to welcome one's fate 

Example 20 Bl, mm 10-14 

" C Ob on oe p .,...._ ~ -- ~ ' - - ~ - ~ - ~, - - = V , - T ' -
Gott fiih - ret m1ch nach se1 - nem Wohl - ge - fol - !en, 

" I I,. i.. 

-
tJ .. r ... . - .. -. p 

r-,.. I l -. - - -,· -- - = - - - - - = -6 
5 
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After a twelve-bar postlude, the composer opens the B2 section with what at first 

seems to be a musical contmuation of the previous section, smce he uses the same motive 

which has charactenzes the A2 port10n The immediate rncorporat1on of some "twists" 

m the melodic !me, however, sets it apart from its prev10us occurrences m the tome key 

(mm 11 ff ) and m transposition (mm 25ff ) For example, Telemann again gives 

special attention to the word "impatience" 111 mm 54-55 by notatmg it as a hem1ola to 

express the "Ungeduld" wluch rncreases the "gnef rn the heart" The natural accent on 

the first syllable has been moved to the third syllable (a dotted note), a musical tnck 

199One could furthermore hypothesize that Telemann did not provide a separate staff 
for the oboe part because the mstrument was to symbolize the Lord God who gmded His 
follower rn complete umty and possibly also 111 complete harmony smce the composer 
actually refrarns from any bold or unexpected harmoruc progressions 
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wluch not only upsets the natural speech rhythm but also the 3/8 rhythm that IS used 

before and afterwards (see Example 21) 

Example 21 Cantata no 66, B2, mm 54-55 
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The composer's last artifice 111 this B2 section IS clearly the eleborate mehsma on 

the word "sclierzen" ("to reJ01ce"), 111 which he challenges the singer's techrucal ab11It1es, 

because the lme requires a lot of breath control, a trained ear, and good intonation (see 

Example 22) 

E"<ample 22 Cantata no 66, B2, m 68-72 

" - ------~ -- -- ~~ -- w - - .- - - - - - - ;: ~- - - - -- ~ - _J tJ - I =r- - I 

scher . . . . . - . . . . -zen--
A ... I i... I ~ 

oJ -. ... • • ... - . . 
I I l - - .. ~ --.. ~ I ' I I -

That to which Telemann 1s refenng when setting the lme "reJ01cmg while I am amongst 

thorns" also becomes obv10us at that time despite having sumed, a Chnstian may still 

be happy because God will grant forgiveness and salvation 
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The second cantata, with its melodic and harmomc twists and turns and its 

unexpected rhythmic devices m the settmg of the text, highlights Telemann's attenuon 

to detail and lus sktlfulness m composmg simple, yet soplusticated music Moreover, 

his whimsical compositional devices provide vanety for performers and listeners alike, 

avoid boredom, and evoke a feeling of anticipation for what is to come 

6 Cantata no 67. "3 Adventssonntag· Vor des Tages Lichter Sclzetn" 

The thtrd cantata for Advent, "Vor des Tages hchter Schem" ("Before the hght 

of the day reaches us"),200 for medium voice and flute, IS distmgmshed from the 

previous cantata m its use of themes (instead of motives), each representing the different 

facets of the text The textual hne "Vor des Tages hchter Schem," for example, is 
~ 

associated with a slow and swmgmg J l J J J J -motion m the flute (mm 1-4) and -
later 111 the vocal part (mm 11-14) and a quarter note accompamment rn the bass (see 

Example 23), while a longer and more elaborate theme relates to "doch vor Gottes 

Bhcken rucht" ("but not m the eyes of God") By employmg two motives, the ascendmg 

2'°fhe text for the first ana IS partly based on Psalm 139 11-12 and reads 

Vor des Tages hchter Schem 
schhefit em finstrer Ort 
uns em, 

Doch vor Gottes Bhcken rucht 
Ihm, als den kern Raum bezwmget, 
Der dies ganze Rund durchdnnget, 
1st das Frnstre w1e das Licht 

[Before the hght of the day reaches us, 
darkness envelops us, 

but not m the eyes of God 
For Him, Who is not restncted by space 
and Who penetrates all matter 
l.Jght 1s equal to darkness ] 
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fifth-motive (as seen, for instance, rn mm 5 and 6) and the compound melody that can 

be observed m mm 7 and 8 (see Example 24), this more complex theme foreshadows 

mot1v1c treatment m both the Al and the Bl sections 

Example 23 Cantata no 67, Al, mm 1-4 
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Examole 24 Cantata no 67, Al , mm 5-8 
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It is noteworthy that this movement contains more than the standard eight maJor 

sections winch one would typically encounter m a da capo ana 201 Its structure can be 

descnbed as follows 

mm 1-4 

mm 5-6 

mm 7-8 

mm 9-10 

m 10 

Introduction 

first theme m tome key (D MaJor), modulat.J.on to dominant, A MaJor, 

first motive of second theme in A MaJor ascending fifths, 

second motive of the second theme compound melody 

closing motive leading to tome, D MaJor 

Al section 

short intonation for srnger to make entrance less difficult, 

mm 11-14 repetition of mm 1-4 with the v01ce takmg over the flute part, 

mm 14-18 ascendmg fifth motive m v01ce with mutative treatment m the flute part, 

-motive in the v01ce on "Gottes Bbcken" and imitation m 

the flute stand out, modulation to domrnant, A MaJor, 

mm 18-21 postlude in A MaJor employing the compound melody-motive of the 

second theme heard m the mtroduct10n, 

mm 22-25 correspond to mm 11-14, transposed to A MaJor, m 26 corresponds to 

m 15, stlll m A MaJor, 

201The eight sections are introduction, A 1, postlude, A2, postlude, mtroductlon, A 1, 
and postlude 
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mm 27-28 s1mtlar to mm 16 and 17, 

mm 29-32 new matenal long mehsma on "Gottes", flute and v01ce moving m 

parallel thirds above pedal pomt, modulation back to tome, D MaJor 

mm 32-36 correspond to mm 18-21, postlude ends m D MaJor 

Bl section 

mm 37-40 new matenal m v01ce use of hem1ola on "Ihm, als denkein", flute 

obblzgato 1s first measure of compound melody motive (see Example 25) 

Example 25 Cantata no 67, Bl, mm 37-38 
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mm 41-46 based on ascending fifth motive for "1st das Fmstre w1e das Licht", use 

of hem1ola to upset natural accent m speech rhythm m mm 42-43, tome 

b minor 1s implied by F# MaJor chords (see Example 26), 
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Example 26 Bl, mm 42-43 
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mm 46-47 bu1lt-m mardando flute, vmce, and contmuo suddenly move m quarter 

notes, establishment of b mmor as tome DA CAPO 

Telemann's mclus1on of an additional sect10n (mm 22-36) can be traced to two 

external considerations First, he wanted to make sure that he had explamed the cantata 

text m a thorough way by emphas1zmg an important textual statement through a 

musically vaned repetition of a secnon, and , second, he wanted to provide additional 

time for the listener to relate the cantata text, which 1s based on Psalm 139 11-12,202 

to the mam sub3ect of the Epistle, that 1s John the Baptlst, whose fruth m Jesus and the 

Lord God ulttmately brought him salvation 

202Psalm 139 11-12 read "If I say, Surely the darkness shall cover me, even the 
rught shall be hght about me Yea, the darkness h1deth not from thee, but the rught 
sluneth as bnght as the day the darkness and the hght are both ahke to thee " 
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The recitative, "O sichrer Sunder" ("0 destined smner")203 presents a textual 

203The text of the recitative is partly based on Matthew, 7 5 and reads 

0 s1chrer Sunder, furchte d1ch1 

Gott kennt d1ch mnerhch und 
und auJ3erhch, 

Ihm bleibt dem Denken rucht verdeckt 
Und noch v1el wemger dem sundhchs 

Tun versteckt 
Der meisten ganz verkehrter Smn sorgt, 
Ehe s1e was Schandhches begehen, 
Nur bloJ3, obs auch 

die Menschen sehen 
Gott s1eht es allezeit, 

Da doch der werugste sem heihgs 
Dasem scheut 

W1e mancher 1st, 
Der gar 1m Herzen spncht 
Der Hochste merkt und 

achtets rucht 
Doch gehe nur m 

demem Frevel hin, 
Die kunft'ge Strafe laJ3t dich schon 

deremst empfinden, 
Gott se1 sowohl em Zeug' 

als Racher demer Sunden 
Erwagst du nun, 
DaJ3 ruchts von dtr gesch1eht, 

DaJ3 mcht der groJ3e Richter s1eht, 
So hast du g'nug an d1ch zu denken, 

Und darfst rucht erst dem Aug' 
auf andrer Fehler lenken 

Er trugt zudem m v1elen Sachen, 

Aus bloJ3en Schatten wills rucht selten 
Flecken machen, 

Er halt den hochsten Stern 

[0 destmed smner, be afraid' 
God knows you inside and out, 

your thmkmg cannot be kept from !um, 
nor can your sinful actions be hidden 

from lum 
People have bad attitudes when they 

are doing something wrong 
They are only interested 111 whether 

people will catch them 
[The fact 1s] that God sees everything all 

the time, 
since hardly anoyne 1s afraid of his holy 

existence 
There are so many who are 

convinced that 
The Highest [Lord] does not 

nohce 1t 
Contmue m your bad ways, 

the Last Judgement will definitely 
make you realize that 

God 1s both a witness and 
avenger of your sins 

If you thmk 
that nothmg will happen to 

you, 
that the Great Judge will not notice you, 
then you have enough to do 

with regard to pondenng about 
yourself 

and should not pay attention to the 
flaws of others m the first place 

We can be deceived with regard to many 
tlungs, 

and often we want to make spots out of 
shadows 

God may beheve that the biggest star 
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and musical contmuat1on of the precedmg ana The resoundmg "O destmed smner, be 

afraid' God knows you ms1de and out, your thmkmg cannot be kept from lum nor can 

your smful actions be ludden from Him 1" with its operung augmented SIX th chord was 

calculated to make a strong impression on the congregation Traditionally, shortly before 

Chnstmas all Chnstians were to punfy themselves from sm m order to welcome the 

Saviour with a pure heart and a clear conscience (see Example 27) 

Examole 27 recitative, mm 1-5 
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1s merely a small hght, 
and good things may seem wrong to him, 

m short 
God often mterprets thmgs m a different way 

than people do ] 
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The basso contmuo part should also be given special attent.Ion as it takes on 

vanous functions besides providing the accompamment for the rather agitated vocal part, 

1ts great number of danng harmomc chords not only help to speed up the dramatic 

action, but, at times, add a touch of senousness and sobnety to the text that 1s berng 

performed For example, the phrase "people will be cautioned by their conscience when 

they are about to do something wrong, God 1s watchmg them always srnce only very few 

people do not like to pretend that they lead a holy existence," has an especially grave 

effect on the listener (see E"<ample 28), and, when performed with enough angmsh, must 

have been rather memorable 

Examole 28 Cantata no 67, recitative, mm 6-12 
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The most stnkmg and sigmficant charactenstlc of the vocal part, however, 1s the 

clever use of rests Besides functlomng as breath marks 111 this recitative, thetr absence 

reveals Telemann's way of mdicatmg to the smger when he or she is not supposed to 

breathe' In mm 7 (see Example 28), for mstance, the composer must have anticipated 

the vocahst's natural tendency to breathe after the word "Smn" and consequently wntes 

a quarter note each for "Sum" and "sorgt " The comma and the rest which follow will 

make the smger conunue until the end of the phrase is reached, 1 e , without takmg a 

breath and without disturbmg the natural speech rhythm A similar passage also occurs 

111 mm 21-22 on "mchts von dtr gesclueht, daB mcht der gro6e Richter s1eht," 111 winch 

Telemann avoids the rest to keep the two textual l111es together 

Whereas the recitative admorushed the llstener that God would not forgive !us 

sms, the aria that follows comforts the smner, particularly m the B2 sect10n, when he 1s 

remmded that by praymg for forgiveness, God will grant grace and Justification 111 

faith 204 The opemng phrase, "Bist du selbst mcht engelrem, ach so wuf den ersten 

Stem Ja mcbt nach des Nachsten Sttrne" ("1f you are not [without sm] hke an angel, then 

do not throw the first stone at your neighbour's forehead"), reiterates a similar textual 

aspect heard before 111 the recitative, namely "so hast du g'nug and d1ch zu denken und 

204The text of the ana 1s based m parts on John 8 7 and reads 

B1st du selbst mcht engelrem, 
Ach, so wuf den den ersten Stem 
Ja mcht nach des Nachsten Stlrne1 

Bitte Gottes Huld v1elmehr, 
Da6 sem E1fer mcht zu sehr 
Uber deme Sunden zurne 

[If you are not { without sm} hke an angel, 
then do not throw the first stone, 
at your neighbour's forehead' 
Instead, ask for God's grace, 
so that He does not get 
too annoyed with your sms ] 
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darfst mcht erst dem Aug' auf andrer Pehler lenken" ("then you have enough to do with 

regard to pondenng about yourself and should not pay attennon to the flaws of others m 

the first place", see mm 23-25 of the recitative) Telemann employs a simple melodic 

motive, i e , an alternation of tnplets and straight sixteenth notes, that possesses a 

simple, pure, almost ethereal quality--a virtually perfect way of translating the attnbutes 

of an angel (and the first textual phrase) mto music (see Example 29) Moreover, 

Telemann repeats the short motive immediately m order to give the performers the 

opporturuty to present 1t dynamically or rhythmically changed 

Example 29 Cantata no 67, A2, mm 1-4 
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In parallel to the first aria, Telemann repeats the A 1 sect10n m the dominant key, 

but not without showrng off his exqu1S1te sense of rhythm While the alternation of 

straight sixteenth notes and tnplet sixteenth notes merely provides an attractive contrast 
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between the flute part and the vocal lme m the A2 sect.10n, the cross-rhythm between the 

two parts m mm 28-30 presents yet another one of Telemann's "tncks" from lus chest 

of musical treasures 

For the B2 port.lon of the ana, the composer surpnses the listener with a melodic 

motive that 1s completely different m mood from the rather Jolly theme heard m the 

prev10us section (see Example 30) Commencing on a weak beat m the vocal part, the 

mot1ve--its mam charactenstics include suspensions and syncopat1ons--1s shared between 

the flute and the v01ce and evoke a compassionate response from the listener when the 

vocalist smgs the words "instead, ask for God's grace " 

Example 30 Cantata no 67, B2, mm 47-50 
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A particularly touchmg phrase can be found m mm 56-58, when the composer 

combines the opemng motive of the A2 section with the suspens1on-and-syncopat1on­

mot1ve noted above m order to emphasize the "askmg" on the part of the ChnstJan 

worshipper whom the singer s1grufies (see Example 31) It 1s also important to note that 

by sett.J.ng apart and repeating of the word "b1tte" (here "ask"), 1t takes on a new 

meanmg had 1t not been presented w1thrn the context of the phrase, its literal translat10n 



would have been "please"--how appropnate when asking the Lord for forgiveness 

Example 31 B2, mm 56-57 
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After a vaned repetition of the above section, the second da capo ana firushes 

with a short cadenza, yet another item on Telemann's hst of learrung aids for the 

domestic or less skilled singer 

No 67, "Vor des hchten Tages Schein", the cantata for the third Sunday m 

Advent, allows the congregation to reevaluate its humble existence as children of God 

by remmdmg them, m all three sections of the cantata, of the Lord's purushment for 

those mdividuals who sm against Him The vanous musical motives wluch Telemann 

has chosen to illustrate God's power over man's fate m the two anas as well as his 

straightforwardness 111 the recitative makes this composition a powerful mstrument m the 

religious education of any Chnstlan Moreover, Telemann's sophisticated combination 

of different rhythms adds a touch of ongmahty to an already dehghtful piece of music 



7 Cantata No 68. "4 Adventssonntag· Lauter Wonne, Lauter Freude" 

[The] last Sunday 111 Advent has been particularly designated as the 
Praeparatw m ant1c1patlon of Chnstmas there 1s a sense of immediacy 
111 the lessons[, refernng to the] 'Lord [bemg] at hand,' [and] '[ma.long] 
straight the way of the Lord '205 
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For Der Harmomsche Gottesdienst, Telemann translates the above explication of the 

lesson texts mto a cantata for high vcnce and recorder, with a bouncy 6/8 aria to open, 

followed by a picturesque recitative, and an unusual, 1f not bizarre, second ana 

charactenzed by a novel formal structure and unexpected changes of mode 

The instrumental openmg of "Lauter Wonne, lauter Freude" is clearly patterned 

after the rntroduct10n to the second cantata m Advent, "Endhch wird die Stunde 

schlagen "2
(.'(i Similarly, two different motives represent two separate textual thoughts, 

with the slow motive illustratmg "Wonne" ("dehght") and the faster one symbohzmg 

"Freude" ("happiness") 

In addition, Telemann also puzzles the performers with the notation of the first 

two bars m the recorder part A careful alignment with the contrnuo part and perhaps 

205Reed, p 471 

206-'J'he first ana 1s based partly on Ph1hpp1ans 4 4-7 and reads 

Lauter Wonne, 
Lauter Freude 
Sp1elt m memer regen Brust 
Doch dem flammenre1chen Herzen 
1st amtzt kem sundhchs Scherzen 
Emer e1tlen Glut bewuBt 
Gott allem 1st seme Lust 

[Notlung but delight, 
nothing but happiness, 
are playing m my eager breast 
But the heart which 1s full of flames 
1s not aware of a smful Jokmg 
of a fnvolous passlOn 
God alone 1s its dehght ] 
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even the addmg of accents accordmg to the strong and the weak beats m the bar may 

have been necessary on the part of the less skilled player to guarantee a successful 

performance (see Example 32) 

Example 32 Cantata no 68, Al, mm 1-3, downbeat 
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By contrast, the second mot1ve--based on the first one but differentiated by 

wntten-out ornaments as well as ornaments indlcated by a "tr" s1gn--1s much easier to 

comprehend and was therefore selected by the pract.Ical Telemann to carry the obbligato 

melody that 1s used m C011Junction with the vocal part With regard to the text "Lauter 

Wonne, tauter Freude," the composer has refrained from long mehsmas on any of the 

words, perhaps because of the obvious association between the preceding two motives 

and the following text Instead, he gives special treatment to the adJective "regen" 

("eager") While 1t lS usually the solo instrument that functions as the obbligato 

rnstrument, rn mm 11-12 the v01ce "accompanies" the recorder w1 th mteIJectlons in 

parallel thirds or sixths (see Example 33) The word "regen" when encountered as a 

verb means "to stir"--therefore, 1t seems quite appropnate for the composer to wnte a 

"stlmng," that 1s an effervescent part 



Example 33 Cantata no 68, Al, mm 10-13 

7 
5 

re -

7 
5 

125 

5 

- gen_ 

6 

After mdicatrng a repeat of mm 7-17 rn the score, Telemann delights the listener 

m the passage that follows with his melodic and rhythmic resourcefulness m the vocal 

part Agam, 1t is his clever settmg of the word "regen" that is most stnkrng, not only 

m view of its sparklmg combrnat1011 with the recorder part, but also with regard to the 

cadenza wluch Telemann supplies m mm 25-27 (see Example 34) 



Example 34 Cantata no 68, Al, mm 24-26 
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The Bl section opens with one of the most obvious examples of word-parntrng 

that can be observed m the entire cantata cycle The recorder 1m1tates "flames" with 

wntten-out thuty-second note Doppelschlage m mm 31-32, before returrung to the 

second opemng motive as the obbligato accompaniment for the remamder of the 

movement (see Example 35) 



Example 35 Cantata no 68, Bl, mm 31-33 
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The vocal part, m turn , reciprocates with the clever use of a syncopation on the word 

"Gott" m mm 36 and 39 (see Examples 36 and 37) 

Example 36 Cantata no 68, Bl , m 36 

wu.6t Gott 

4 
2 

al - !em 
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Example 37 Cantata no 68, Bl, m 39 

Lust _ , Gott ___ _ _ 

6 
4 

----

5 
# 

6 
4 

The rec1tab.ve "Dort !abet sich em Kmd der Eltelke1t an aller Wollust dieser Zeit" 

("There a child of varuty delights m the bliss of ti.me, "'jw displays once more 

mThe rec1tatJ.ve reads 

Dort labet sich em Kmd der Eitelkeit 
An aller Wollust d1eser Ze1t 
Em andrer 1st auf Geld und Gut 

entflammt, 
Und seme Freude wachst zugle1ch mit 

semen Schatzen 

Der dntte wunschet kem Erg[o]etzen, 

Das rucht danebst aus hoher Ehre stammt 

Der v1erte, wenn er s1ch an Femden 
rachen kann, 

S1eht dies fur sem Vergnugen an 
Noch andern muB aus andern Dmgen, 

der Vorwurf 1hrer Lust 
enspnngen 

Allem, w1e schlecht 1st d1ese Freude, 
Wovon der Grund so le1cht, 
Ja oft so plotzhch we1cht 
W1e schadhch 1st die Weide, 
Die zwar den Augen nach 

behebte Blumen tragt 

[There a child of varuty 
dehghts m the temptation of tlus ti.me 

Another {md1v1dual} wants to accumulate 
money and posses1ons, 

and his happiness grows 
accordmg to his mcreasmg his 
treasures 

The thrrd {md1v1dual} does not wish to 
expenence any delight, 
that has not been denved from high 
honour 

The fourth {md1v1dual} considers his 
takmg revenge on his enemies to be 
happiness 

Other people denve their happmess 
from different thmgs 

Yet, how unsatisfactory 1s this happiness, 
that varushes so easily and 
suddenly 

How harmful 1s the meadow 
on which we see many 
flowers bloom, 



129 

Telemann's care with regard to settmg the German language Particularly remarkable 

1s his exact m1rronng of the punctuation every comma and penod 1s replaced with either 

a sixteenth note, or an eighth note rest, respectively (A less skilled composer might 

perhaps not have paid as much attention to this important detail ) Telemann, however, 

deemed 1t necessary to establish tlus simple substitution rule to educate the smger about 

breath control and flex1b1hty of the voice 

Furthermore, the bmlt-m ruardandz m the vocal part wtll compel the smger to 

slow down at the appropnate moments and put greater emphasis on the words, this 

procedure, 111 turn, will help the hstener to understand the separate words of the text (see 

Example 38) 

Example 38 Cantata no 68, Recitative, mm 10-12 

...lL.lt 
~ ~ ~ if p' v v ,, p r r p , · p z ~ , p p ►' , p , 1 

wenn ers1ch an Fem-den ra-chenkann,s1ehtd1es fiirsemVergniigen an ' Noch an-dern 
_fl.~ I j 

tJ -

ti:I 

Und dennoch lauter Gift 
m alien Blattern hegt 

Ach, welcher s1ch m Chnsto mcht 
erfreut, 

Dem bnngt sem Freuen lauter Leid 

4+ 
2+ 

In Gott allem wud solche Lust gefunden, 
Die mit Bestand und Sehgke1t verbunden 

verbunden 

6 

flowers, which, nevertheless, 
carry p01son m all theu eaves ] 

Alas, he who does not delight m Chnst 

will be rewarded with misery instead 
of happiness 

Only m God alone may we find the happmess 
1s conncected with stability 
and bhss ] 
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The contmuo part, like the recitatives rn the previous cantatas, engages m word­

pamtmg A particularly arresting 1Uustratlon can be observed m m 15, m which 

Telemann stuns the listener with his bold contmuo accompamment to "w1e schlecht 1st 

d1ese Freude" (see Example 39) 

Example 39 Cantata no 68, recitative, mm 15-16 

fl ll I I, 

, , 
Jein, w1eschlechtistd1e-se Freu-de, wovon derGrund so 

" JI 

6 

Instead of resolvmg the d1m1mshed seventh chord on "schlecht" to a g mmor root chord, 

the composer moves directly to a g mmor sixth chord on "Freude" (most hkely to depict 

the "unsatisfactory" [literally "bad"] happmess wluch the Chnstian will expenence when 

he does not dehght m God) 

Another example of Telemann's darmg harmoruc progressions can be found mm 

18, m which he astounds the audience with an unprepared f dommant-seventh chord on 

the word "schadhch" (see Example 40) It 1s fascmatmg to note that the chord on 

"schadhch" matches the hteral mearung of the word that 1s set to music, 1 e , 1t 1s as 

"harmful" to the musical envuonment, namely the precedmg and succeedmg chords, as 

the "meadow" (sm), with Its "flowers" and "pmsonous leaves" (temptations) Is to the 

Chnstian 



Example 40 Cantata no 68, recitative, m 18 
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At the end of the recitative, Telemann enlightens the listeners about true happmess, 

which can only be found m God and which 1s lmked with stabtl1ty and elation--1t can 

never be aclueved through possessions or by takmg revenge 

The ana which follows the recitative 1s perhaps one of the most unusual anas of 

the entire cantata cycle, both with regard to its structure as well as its motiv1c treatment 

and the unexpected, seemingly bizarre changes of mode 208 

It 1s aga.111 the operung which immediately catches one's attention besides 

changmg to the mmor mode, Telemann leaves out the mtroduchon, thus surpnsmg the 

hstener with the entry of the full ensemble In addition, he notates mm 1-8 m 3/4 

2oar11e text of the second aria reads 

Em stetes Zagen, 
Em ew1g's Nagen, 
Em Trauern, das kem Ziel 

erhalt, 
BeschheBet den J ubel 

der lachenden Welt 
Doch wer s1ch Gott zur 

Freude setzet, 
Hat be1des, was 1h11 h1er 

ergotzet 
Und was 1hm ew1g wohlgefallt 

[Contmuous famt-heartedness, 
eternal cnticism, 
gnef which does not frnd its goal, 

conclude the Jubllat1on 
of the laughmg world 

But he who delights m God, 

has both, i e , those things which cheer him 
up now 

and those which he will enJoy eternally ] 
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mstead of the seemingly more appropnate 2/4 or 4/4 (see Example 41) The up-beat 

quality of the passage, however, does not prove harmful to the natural accents of the 

words On the contrary, all the natural accents are preserved correctly, either by 

notatmg a dotted note (as on "stetes" or "ewig's") or presenting it on the downbeat as 

m "Zagen" and "Nagen " 

Example 41 Cantata no 68, A2, mm 1-8 
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The most bizarre device which Telemann employs m any of the four cantatas m 

Advent is found m mm 10-16 and m mm 38-46 m vaned form--the rapid changmg of 

the mmor and the maJor mode Although the cancelling of accidentals, m this case with 

the d becoming d-flat (m the contmuo from a B flat Ma,Jor chord to ab-flat mmor root 
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chord), 1s not an unusual procedure m itself, the textual context m which Telemann uses 

this special device 1s uruque The word "lachende" ("snulmg") 1s first onomatopoetically 

presented as a staccato eighth note motive on ab-flat m m 10 and then transposed to F 

Ma3or (with c m the vocal part), before the sudden flattenmg of the d to d flat and 

shortly after the sudden ra.ismg of the d flat to the d shortly thereafter dazzle the listener 

(see Example 42) 

Example 42 Cantata no 68, Al, mm 10-16 
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Did Telemann mclude this harmoruc "twist" merely to catch the listener's 

attent10n, or 1s there anythmg m the text that could have caused him to draw upon this 

harsh and somewhat unpohshed soundmg musical device? It 1s the op1mon of the author 
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that Telemann deliberately rncluded tlus device as a programmatic means to relate to the 

llstener that the "continuous famt-heartedness" and "eternal cnticism", i e , the d flat, 

are as much part of life as happmess and love, 1 e , the d natural 

The composer also vanes the structure of the second ana Instead of repeating 

the first part (A2), he includes another section based on the second motive of A2 winch, 

he rnd1cates, 1s to be repeated (mm 27-36) When talang rnto cons1derat10n that 

Telemann also bases the following postlude (mm 36-46) on the "lachende Welt" motive, 

the listener may be somewhat overwhelmed with the composer's repeated treatment of 

the phrase 

By contrast with the A2 portion of the cantata, the B2 section seems rather short 

and sweet Changing to G MaJor, Telemann adheres to the motlvic treatment of one 

smgle motive, i e , "Doch wer s1ch Gott zur Freude" ("But he who delights m God") 

The motive itself is distrngmshed by the composer' s concern about the natural speech 

rhythm m the German language As m the recitative, Telemann coerces the smger mto 

talang the words "Freude" (see Example 43) and "hler er[gotzet]" at a slower tempo by 

wntmg quarter notes to represent each of the two syllables 

Example 43 Cantata no 68. B2, mm 47-48 
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The convent.J.onal tno sonata texture 1s tlunned out m m 59 when the composer 

employs the recorder and voice only m order to emphasize the words "und was 1hm ew1g 

[gefallt]" ("and those [tlungs] which he will enJoy eternally"], before a cadenza m the 

dommant of g mmor, D maJor 

The four measures that follow (m g mmor and obv10usly the "missmg" 

introduction to the A2 sect10n, see Example 44) come as a complete surpnse to the 

hstener Did Telemann simply forget to wnte an mtroductton when he composed the 

operung of the cantata and then later remember his faux pas and qmckly append a short 

section which would function as the mtroduct10n to the da capo section? Or did techmcal 

problems such as difficulties with the arrangement of the sections on the pages and 

subsequent pnntmg cause hun to provide the supposed mtroduction to the cantata at its 

end? 

Example 44 

6 
5 

Cantata no 68, B2. mm 62-65 , Postlude/Introduction to A '2 

6 6 
5 

6 
5 

; .Da capo 

It 1s the op1ruon of the author that Telemann once agam deliberately created this 

surpnse effect at the end of the cantata to provide vanety for the listener It 1s important 

to keep m mmd that Telemann had already composed 67 cantatas before "Lauter Wonne, 
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lauter Freude" , therefore, 1t ts hkely that he could not resist astomshmg the congregation 

with a number of unconventional musical devices, such as a d1stmct1ve choice of motives 

and an unusual structure 

In retrospect, the cantata to be performed on the last Sunday m Advent 1s clearly 

the most md1v1dual of the four examined m this study The rhythmic mtncac1es m the 

first ana, the bold harmomc progressions m the recitative, and the unorthodox choice of 

melodic motives as well as the structural plan m the second ana all contnbute to the 

emotional impact which this work has on the hstener In add1tton, the cantata conveys 

fully the refreslung musical approach of its composer, showmg off his competence, 

expenence, and ms1ght at every appropnate moment It 1s truly a grand finale 
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CHAPTER VI: 

CONCLUSION 

1 Summation based on Analysis 

The detailed exammation of the four cantatas m Advent from Der Harmomsche 

Gottesdzenst by no means exhaustively descnbes the vanety of musical techniques 

encountered 111 each of the seventy-two cantatas of the cycle However, 1t has served a 

number of important purposes 

Firstly, this rnvestigatton has famihanred the reader with Telemann's early sacred 

style as observed m Der Harmomsche Gottesdtenst The comb111at1on of charactenst1cs 

of the late Baroque (such as a bnstlmg mixture of duplets, tnplets, Lombard rhythms, 

and syncopations) w1tl1 galant elements (such as an uncomphcated texture, nsmg fJ 

,FJ motives, descendmg and ascendmg chromatic figures, cha111s of tnplets, and short 

umtallons), 1s 111d1cat1ve of the "verm1schte Geschmack" ("mixed taste"), a popular 

compositional trend 111 North Germany m 1726 Smee it signals the composer's 

111volvement with the development of the preclassical style, the Harmomsche 

Gottesdienst, must therefore be considered as an important lmk between the Baroque and 

the preclassical style 

Second, the exam111ation provides 111s1ght mto Telemann's compos1t1011 process, 

rangmg from the acqms1tion of the texts and technical cons1derat1ons m the pnntmg of 

the cantatas, to the outhmng of their structure, mstrumentatton, tempo, metre, and, 

particularly, the concept of novel mollv1c and rhythmic procedures and bold harmomc 
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progressions Moreover, Telemann's masterly settmg of the German language and lus 

attention to the details of performance practice w1thm each movement, that 1s, the proper 

use of Akzente as md1cated by the use of long or short notes, tempo, breathmg, and 

dynamics, suggest exemplary thoroughness on the part of the composer 

Thud, it 1s evident that Telemann had a keen mterest 111 teachmg amateur 

musicians, many of whom were autodidacts and were expenencmg great d1fficult1es rn 

findmg smtable repertoue The access1b1hty of a collect10n of 72 cantatas by way of 

mail subscnption and the rnclusion of a preface that answers vrrtually every conceivable 

quest10n on the part of the amateur smger and rnstrumentaltst were an important 

mnovatlon m the realm of music publtshmg and pedagogy With Telemann the composer 

and the publlsher by his side, the novice would, from 1726 on, be able to choose from 

a vanety of compos1hons, and, when purchasmg Der Harmomsche Gottesdzenst, would 

also receive a comphmentary long distance lesson from the composer himself via the 

preface This considerate gesture on the part of Telemann ensured that a talented young 

smger who was learrung to work with solo mstruments or small ensembles would master 

recitative techmques and develop the abihty to mold phrases 

Fmally, the four cantatas of Der Hannomsche Gottesdzenst present the perfect 

muon of all of Telemann's talents--h1s resourcefulness and ongmal1ty as a composer, !us 

keen busmess sense as a publisher, and his natural talent as a pedagogue Had 1t not 

been for Telemann's amb1t10n, his creativity, and, especially, his relentless pursmt of 

perfection m all aspects of lus work, the history of music pubhshmg and music education 



139 

m the eighteenth century as well as the evolution of the preclassical style might well have 

taken a different and possibly much slower route 

2 Conclusion 

It is now evident that Telemann's influence on the history of German Baroque 

music has been greatly underestimated, largely because of the nd1cule and neglect of hls 

works and persona 111 the mneteenth century Fortunately, scholars such as Schneider 

and Rolland imtiated a "Telemann Renaissance" at the begmrung of the twentieth century 

by reevaluating hts compositional style and acknowledging his bnlhance as a composer 

S11mlarly, the audience needs to be educated about hts importance not only as a composer 

but also as a pubhsher and pedagogue dunng the eighteenth century m order to ehmmate 

further misconceptions and guarantee a fair treatment by both professionals and amateurs 

Acquamtmg the audience with the redeemrng qualities of this composer may, 

however, be easier said than done While it may be possible that Telemann's boundless 

creativity will do nothlng but enthuse a scholar or performer 275 years after his death, 

the composer's tit-deserved reputatJon as a Vtelschre1ber may sllll cause many mdividuals 

(particularly those who do not wish to make the effort to rnqmre about the many 

extenuatmg ctrcumstances m Telemann's case) to detest his works altogether, thus 

impamng the process of changrng Telemann's image from V1elschre1ber to that of an 

acclaimed and popular composer 
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Furthermore, one may also fall mto the trap of companng Telemann with the 

most important composer of the German late Baroque, J S Bach The obvious question, 

namely whether Telemann can really compete with Bach or Handel or whether he should 

be declared mcompetent--smce his works are clearly very different from those of his 

contemporanes--can only be answered by obJectmg to its being asked 111 the first place 

Is it really fau to measure a composer's eminence by companng him to a felJow 

composer such as Bach, who dunng his lifetime wrote 111 a style was that was considered 

old-fash10ned by lus contemporanes and offered httle satisfaction to the progressive 

music lover? 

Not enough people are aware of the fact that, at a time when Johann Sebastian 

Bach was vutually unheard of outside Saxony or Thunngia, except as a highly skilled 

orgamst, Telemann was a household name as one of the most popular composers and 

pubhshers rn Western Europe, not to mention lus activites as a successful busmessman 

and promment teacher 111 a North German metropohs Moreover, Telemann's alleged 

Vzelschre1bere1 was clearly a result of his position as the stadtlscher Mustkdzrektor of 

Hamburg which required him to provide the music for a mynad of secular and sacred 

occas10ns Telemann's immense output should have prevented lus decline m populanty 

after lus death m 1767, not furthered 1t 

One may conclude that a charn of unfortunate events--his undeserved label as a 

Vzelschre1ber by many mneteenth century cntics, as well as the change 111 musical taste-­

ultimately resulted m Telemann's works bemg forgotten for a penod of over 100 years 

Tlus long neglect or "beauty sleep," however, makes Telemann's music by no means less 
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valuable On the contrary, one has to keep rn mmd that, in the words of Martrn Ruhnke, 

Telemann not only hved through but helped to bnng about a great change 111 

German musical hfe Untd the [eighteenth] century a composer's output was 
largely dictated by the nature of the post he held, and the vanous spheres of 
musical act1v1ty were strictly defined A Kantor did not wnte operas, pubhc 
performances of music were generally connected with some mstltutlon But 
Telemann refused to be fettered, as a composer, by the chains of his official 
duties, and he broke down the barners between sacred and secular music 209 

Der Harmomsche Gottesd1enst and its composer, Georg Pluhpp Telemann, so 

long neglected and ignored, are worthy of the attention of both professional and amateur 

mus1c1ans who will be rewarded with a uruque nchness and vanety m theu programmes 

when mcluding one or more of lus cantatas 111 chamber music concerts or in church 

services Both of Telemann's nvals, that 1s, Bach and Handel, were faJillltar with the 

cantatas of Der Harmomsche Gottesdzenst and, as a sign of interest and respect for 

Telemann's craftmanship, did not hesitate to copy one or more cantatas from Der 

Harmomsche Gottesd1enst for thelf own use 210 

It 1s our responsibility as musicians to follow their examples and give adequate 

tnbute to Georg Ph1hpp Telemann's ab1ht1es as a composer, publisher, and teacher by 

fam1hanzing the audience with his works through frequent performances and educating 

them about his influence and reputation Telemann would have surely done the same for 

us 

zwMartrn Ruhnke, "Georg Pluhpp Telemann," in The New Grove European Baroque 
Masters, ed Stanley Sadie (London Macmlllan, 1985) pp 295-296 

210See Fret, p 174, and Baselt, "Schopfensche Beziehungen zw1schen G Ph 
Telemann und G F Handel - G Ph Telemanns Harmoruscher Gottesd1enst als Quelle 
fur Handel", Die Bedeutung Georg Philipp Telemanns, pp 4-14 



142 

BIBLIOGRAPHY 

Alhhn, Ingeborg "10 Telemann Festtage m der DOR " Mus1k und Gesellschaft 40 
(May 1990) 268-70 

Anderson, Nicholas CD notes Chnstopher Hogwood, cond The Academy of Ancient 
Music Double & Tnple Concertos By Georg Philipp Telemann Flonlegum 
411 949-2, 1981 

Baselt, Bernd "Georg Pl11hpp Telemann und die protestant1sche Klrchenmus1k " Mus1k 
und Ktrche 37 (March 1967) 196-207 

"G Ph Telemann und G F Handel--erne Kunstlerfreundschaft " In Telemann und 
seme Freunde Kontake--EmjlujJe--Auswirkungen Berzclu uber die Internationale 
W1ssenschaftlzche Konferenz anlajJllch der 8 Telemann-Festtage der DDR, 
Magdeburg, 15 und 16 Man 1984 Vol 1 of 2 vols Eds Bernd Baselt. 
Gunther Fle1schhauer, Wolf Hobohm and Walther Siegmund-Schultze 
Magdeburg Zentrum fur Telemann-Pflege und -Forschung Magdeburg 111 

Verbrndung IDit dem Arbe1tskreis "Georg Ph1llpp Telemann" Magdeburg 11n 
Kulturbund der DOR, 1986, pp 27-33 

"Schopfensche Bez1ehungen zw1schen G Ph Telemann und G F Handel--G Ph 
Telemanns Hannomscher Gottesd1enst als Quelle fur Handel " In Die Bedeutung 
Georg Ph1ilpp Telemanns fur dze Entw1cklung der europaischen Mus1kkultur 1m 
18 Jahrhundert Konferenzberzcht uber dze Internationale Wzssenschaftl1ch~ 
Konferenz anlajJltch der Georg Phtltpp Teleman11-Fest1age der DDR m 
Magdeburg, 12 -18 Man 1981 Vol 2 of 3 vols Magdeburg Zentrum fur 
Telemann Pflege und Forschung Magdeburg rn Verbrndung m1t dem Arbeitskre1s 
Georg Philipp Telemann 1m Kulturbund der DOR, 1983, pp 4-14 

Bergmann, Walter "Der Generalba6 m Telemanns Werken " In Georg Plultpp 
Telemann Em bedeutender Meister der Aujldarungsepoche Konferenzberzchl 
der 3 Magdeburger Teleman11-Festtage vom 22 -26 Jum 1967 Vol 2 of2 vols 
Ed Gunther Fle1schhauer and Walter Siegmund-Schultze Magdeburg Rat der 
Stadt Magdeburg rn Verbrndung IDit dem Arbe1tskre1s "Georg Ph1hpp Telemann" 
1m Kulturbund der DOR, 1969, pp 77-86 

Die Bibel Stuttgart Deutsche Btbelgesellschaft, 1984 

Dze B10graph1en Georg Fnedrzch Handels und Georg Philipp Telemann aus Johann 
Matthesons "Grundlage emer Ehrenpforte" Handel-Jahrbuch 17 (1971) 89-116 



143 

Bircher, Martin, ed Das Zeltalter des Barock Vol 1 of Deutsche Schnftsteller 1m 
Portrat 6 vols Munchen Beck, 1979 

Blankenburg, Walther "Die Geschichte der evangelischen Klrchenmus1k " In Die 
Evangeltsche Ktrchenmus1k Handbuch fur Studtum und Praxis Eds Ench 
Valentin and Fnednch Hofmann Regensburg Bosse, n d , pp 38-106 

Ktrche und Mustk Gesammelte Aufsatze zur Gescluchte der gottesdtenstltchen 
Mustk Walter Blankenburg zu semem 75 Geburtstag Eds Ench Hubner und 
Renate Steiger Gottrngen Vandenhoeck and Ruprecht, 1979 

---, ed K1rchenmus1k 1m Spannungsfe/.d der Gegenwart Eme Auftragsrethe 1m Aujtrag 
des Verbandes evangeltscher Ktrchenmus1ker Deutsch/ands Kassel Barenre1ter, 
1968 

Blume, Fnednch Das monodtsche Prmz1p m der protestant1schen Ktrchenmustk 
H1ldeshe11n Olms, 1975 

---, et al Protestant Church Mustc A History Trans Theodore Hoelty-Nickel New 
York W W Norton, 1974 Trans Geschzclue der evangeltschen Kzrchenmustk 
1965 

Brunner, Adolf Muszk 1m Gottesdzenst Wesen, Funktwn, Ort der Mus1k zm 
Gottesdtenst Zunch, Stuttgart Zwmgb, 1968 

Bruford, Walter Horace Germany tn the Eighteenth Century the Social Background of 
the Literary ReVLval Cambndge Cambndge Umvers1ty Press, 1952 

Bucken, Ernst "Der galante Stll " Zettschnftfur Mus1kw1ssenschaft 6 (Oct 1923-Sept 
1924) 418-30 

Bukofzer, Manfred Mustc m the Baroque Era New York W W Norton, 1947 

Buszrn, Walter E "Cntena of Church Music rn the Seventeenth and Eighteenth 
Centunes " In Festschnft Theodore Hoelty-Nzckel Ed Newmann W Powell 
Valparaiso Valparaiso Umvers1ty, 1967, pp 13-22 

Dadelsen, Georg von "Bach-Handel-Telemann " Mus1ca 35 (1981) 29-32 

"Telemann und die sogenannte Barockmus1k " In Mustk und Verlag Karl Votterle 
zum 65 Geburtstag am 12 Apnl 1968 Eds Richard Baum and Wolfgang 
Rehm Kassel Barenre1ter, 1968, pp 197-205 



144 

Dahlhaus, Carl Nineteenth Century Music Trans J Bradford Robinson Berkeley,Los 
Angeles Uruversity of Cahforrua Press, 1989 

David, Hans T and Mendel, Arthur The Bach Reader New York, London W W 
Norton, 1966 

Day, James The Luerary Background to Bach's Cantatas London Dobson, 1961 

Dom Gaspar Lefebvre, ed The St Andrew Daily Missal Mmnesota E M Lohmann, 
1940 

Douglas, C W Church Music m History and Practice, Studies m the Praise of God 
London Faber, New York Scnbner, 1963 

Dreyfus, Lawrence Bach 's Contmuo Group Cambndge Harvard Umvers1ty Press, 
1987 

Durr, Alfred Die Kantaten von Johann Sebastian Bach Kassel Barenreiter, 1971 

Eller, Rudolf "Telemann, der 'V1elschre1ber"' In Georg Plullpp Telemann Em 
bedeutender Meister der Aujklarungsepoche Konferenzbencht der 3 
Magdeburger Telemann-Festtage vom 22 -26 Jum 1967 Vol 2 of 2 vols Ed 
Gunther Fleischhauer and Walther Siegmund-Schultze Magdeburg Rat der Stadt 
Magdeburg m Verbmdung mtt dem Arbe1tskre1s "Georg Ph1hpp Telemann" 1m 
Kulturbund der DOR, 1969, pp 18-25 

Feder, Georg "Die protestanttsche Ktrchenkantate " In Musik m Geschzchte und 
Gegenwart Ed Fnednch Blume Vol 7 of 17 vols Kassel Barenre1ter, 1958, 
cols 582-607 

Fleischhauer, Gunther "Em1ge Gedanken zur Instrumentat10n Telemanns " In Georg 
Ph1l1pp Telemann Em bedeutender Meister der Aufklarungsepoche 
Konferenzbencht der 3 Magdeburger Telemann-Festtage vom 22 -26 Jum 1967 
Vol 2 of 2 vols Ed Gunther Fleischhauer and Walther Siegmund-Schultze 

Magdeburg Rat der Stadt Magdeburg m Verbmdung m1t dem Arbe1tskre1s 
"Georg Pluhpp Telemann" un Kulturbund der DOR, 1969, pp 40-67 

"Die galante und die kontrapunkttsche Schreibart Telemann 1m Urtetl Fnednch 
Wilhelm Marpurgs " In Telemann und seine Freunde Kontakte--EmflufJe-­
Ausw1rkungen Bendu uber die Internationale Wtssenschaftllche Konferenz 
anlafJltch der 8 Telemann-Festtage der DDR, Magdeburg, 15 und 16 Marz 
1984 Vol 2 of 2 vols Eds Bernd Baselt, Gunther Fleischhauer, Wolf Hobohm 
and Walther Siegmund-Schultze Magdeburg Zentrum fur Telemann-Pflege und -



145 

Forschung Magdeburg m Verbmdung m1t dem Arbe1tskre1s "Georg Philipp 
Telemann" Magdeburg im Kulturbund der DDR, 1986, pp 71-81 

Flotzmger, Rudolf "Magnus Liber " In New Grove D1ctwna,y of Music and Musicians 
Ed Stanley Sadie Vol 11 of 20 vols London Macmtllan, 1980, pp 500-03 

Fock, Gustav Vorwort zur Neuausgabe [Preface to the New Edition] Georg Ph1ltpp 
Telemann Mus1kalzsche Werke Ed Gesellschaft fur Mus1kforschung Vol 2 
Der Harmomsche Gottesdzenst, Tezl I Neujahr bts Remmstscere By Georg 
Ph1hpp Telemann 2nd edition Ed Gustav Fock Kassel Barenreiter, 1970, 
Band 2, pp v1-v11 

Knt1scher Bencht [Cntical Apparatus ] Georg Phzltpp Telemann Mus1kallsch£ 
Werke Ed Gesellschaft fur Musikforschung Vol 2 Der Harmomsche 
Gottesd1enst, Teil I Neujahr bis Remimscere 2nd editlon Ed Gustav Fock 
Kassel Barenre1ter, 1970, Band 2, p vm 

Fortune, Nigel, Cohn Timms and Malcolm Boyd "The Italian Cantata to 1800 " In 
New Grove Dtctwna,y of Music and Mus1cwns Ed Stanley Sadie Vol 3 of 20 
vols London Macmillan, 1980, pp 694-702 

Frei, Walther "Telemann und die Kuchenmustk " Mustk und Gottesd1enst 35 (May 
1981) 173-74 

Garland, H B A Concise Study of German Literature London Macmillan, 1971 

Glaser, Hermann, Lehmann, Jakob and Lubos, Amo Wege der deutschen Llteratur 
Frankfurt am Mam, Berhn Ullstem, 1986 

Goodman, Stanley "Telemann, a Forgotten Fnend of Bach and Handel " The Musical 
Times 91 (1950) 135-37 

Grebe, Karl Georg Phtllpp Telemann m Selbstzeugmssen und B1lddokumenten 
Hamburg Rowohlt, 1970 

Haar, James "Orlande de Lassus " In New Grove D1ctwna,y of Music and Mus1cwns 
Ed Stanley Sadie Vol 10 of 20 vols London Macmillan, 1980, pp 480-502 

Hartung, Gunther "Telemann und seme Dichter " In Konferenzbencht der 6 
Magdeburger Telemann-Festtage vom 9 bts zum 12 Jum 1977 Vol 1 of 2 vols 
Ed Gunther Fleischhauer and Walther Siegmund-Schultze Magdeburg Rat der 
Stadt Magdeburg m Verbmdung mit dem Arbeitskreis "Georg Phihpp Telemann" 
im Kulturbund der DDR, 1978, pp 12-30 



146 

Hawn, C Michael "The Baroque Corner--The Solo Vocal Works of Georg Ph1hpp 
Telemann " The NATS Journal 45 (September/October 1988) 30-31 

Hobohm, Wolf "Georg Pluhpp Telemann als Herausgeber " In Telemann-Renaissance 
Werk und Wtedergabe Vol 4 of Magdeburger Telemann-Stud1en Magdeburg 
Arbe1tskre1s Georg Philipp Telemann 1m Kulturbund der DDR, 1973, pp 47-61 

Hofmann, Fnednch "Wesen und Auftrag der Evangehschen Klrchenmusik " In Die 
Evangeltsche K1rchenmus1k Handbuch far Studtum un.d Praxis Eds Ench 
Valentm and Fnednch Hofmann Regensburg Bosse, n d , pp 9-37 

Hofmann, Klaus "Telemanns Klrchmus1k 111 prakt1schen Ausgaben " Der 
Kzrchenmuszker, 22 (1981) 145-52 

Hoffmann-Erbrecht, Lothar "Telemann und Frankfurt am Mam " In Telemann und 
seine Freunde Kontakte--EmflujJe--Auswirkungen Bencht uber die lnternatwnale 
Wtssenschaftllche Konferenz anlajJltch der 8 Telemann--Festtage der DDR, 
Magdeburg, 15 und 16 Marz 1984 Vol 1 of 2 vols Eds Bernd Baselt, 
Gunther Fleischhauer, Wolf Hobohm and Walther Siegmund-Schultze 
Magdeburg Zentrum fur Telemann-Pflege und -Forschung Magdeburg in 

Verbmdung m1t dem Arbe1tskre1s "Georg Philipp Telemann" Magdeburg 1m 
Kulturbund der DDR, 1986, pp 11-15 

The Holy Bible m the Kmg James Version Nashville Thomas Nelson Pubhshers, 1984 

Jakoby, Richard The cantata Trans Robert Kolben Cologne Volk, 1968 

Janson, Peter "Expltcatw Textus or Dramma per Muszca The Function of the Church 
Cantatas by Georg Fnednch Kauffmann Ph d D1ssertat1on, Urnvers1ty of 
V1ctona, 1992 

Jung, Hans Rudolf "Emfuhrung m Telemanns Leben und Werk " In Georg Phzltpp 
Telemann Leben--Werk--Wirkung Konferenz der 'Zentralen Komm1sswn Muszk 
des Pras1dialrates des Kulturbundes der DDR am 17 und 18 Oktober 1980 m 
E,furt Berhn Kulturbund der DDR, 1980, pp 7-22 

Kalb, Fnednch "Der evangehsche Gottesd1enst " In Die Evangelzsche Kzrchenmustk 
Handbuchfur Studzum und Praxis Eds Ench Valentrn and Fnednch Hofmann 
Regensburg Bosse, n d , pp 244-77 

Kelter, Edmund Hamburg und sem Johanneum 1m Wandel der Jahrhunderte 1529-1929 
Hamburg Lutcke and Wulf, 1928 



147 

Kettler, H K Baroque Tradltwn m the Literature of the German Enllghtenment 1700-
1750 Studies m the determmatwn of a ltterary penod Cambndge Heffer, 
1946 

Koch, Klaus-Peter "Telemann und die Konsumenten semer Werke " In Telemann und 
seine Freunde Kontakte--EmjlujJe--Ausw1rkungen Bencht uherdie Internatwnale 
Wissenschaftllche Konferenz anlajJllch der 8 Telemann-Festtage der DDR, 
Magdeburg, 15 und 16 Marz 1984 Vol 1 of 2 vols Eds Bernd Baselt, 
Gunther Fleischhauer, Wolf Hobohm and Walther Siegmund-Schultze 
Magdeburg Zentrum fur Telemann-Pflege und -Forschung Magdeburg rn 
Verbmdung 1mt dem Arbe1tsk.re1s "Georg Ph11Ipp Telemann" Magdeburg 1m 
Kulturbund der DDR, 1986, pp 105-116 

Knckberg, Dieter Das Protestantlsche Kantorat 1m 17 Jahrhundert Berlm 
Merseburger, 1965 

Kruger, Walther "'Barockmus1k' oder 'konzertlerender Stll'?" Musica 7 (1953) 27-44 

Krummacher, Fnedhelm "The German Cantata to 1800 " New Grove Dictwnary of 
Music and Muszczans Ed Stanley Sadie Vol 3 of 20 vols London 
Macmillan, 1980, pp 703-13 

Klessmann, Eckart Telemann m Hamburg Hamburg Hoffmann and Campe, Weis 
Welsermuhle, 1980 

Lmde, Hans Martin "Die Gegenuberstellung von Block- und Querflote rn e1mgen 
Werken des Spatbarock" Muszca 22 (1968) 416-17 

"Sympatlueerklarung fur Georg Ph1hpp Telemann" Muszca 35 (1981) 9-10 

Lowmskl, Edward E "Taste, Style and Ideology rn Eighteenth Century Music " In 
Aspects of the Eighteenth Century Baltimore John Hopkins Press, 1965, pp 
163-205 

Marx, Hans Joaclum "Telemann aus der Sicht Matthesons " In Telemann und seine 
Freunde Kontakte--EznflujJe--Auswirkungen Berzcht uber dze lnternat10nale 
Wtssenschaftllche Konferenz anlajJlzch der 8 Telemann-Festtage der DDR, 
Magdeburg, 15 und 16 Marz 1984 Vol l of 2 vols Eds Bernd Baselt, 
Gunther Fleischhauer, Wolf Hobohm and Walther Siegmund-Schultze 
Magdeburg Zentrum fur Telemann-Pflege und -Forschung Magdeburg m 
Verbmdung m1t dem Arbeitskreis "Georg Philipp Telemann" Magdeburg 1m 
Kulturbund der DDR, 1986, pp 36-42 



148 

Mattfeld, Victor H "Rhau, Georg " In New Grove Dtctconary of Music and Musicians 
Ed Stanley Sadie Vol 15 of 20 vols London Macmillan, 1980, pp 787-89 

Mattheson, Johann, ed "Lebens-Lauff [des] Georg Phthpp Telemann's" In Grosse 
Generalbass-Schule 1721 Hildesheim Olms, 1968, pp 168-180 

Meissner, Richard Georg Phzlzp Telemanns Frankfurter Kzrchenkantaten Ph d 
Dissertation, Umversity of Frankfurt am Mam Frankfurt am Mam [Uruvers1ty 
of Frankfurt am Mam], 1925 

Melchert, H Das Rezltatzv m den Kzrchenkantaten JS Bach,s Ph d Diss , Uruversity 
of Frankfurt am Mam Frankfurt am Mam n p , 1958 Repr m Bach-Jahrbuch 
(1958) 5-83 

Menke, Werner Georg Phzltpp Telemann Leben, Werk und Umwelt m Bllddokumenten 
Wllhelmshafen Noetzel, 1987 

"Michael Richey und Telemann " In Telemann und seme Freunde Kontake-­
EmflujJe--Auswzrkungen Berzcht uber die Internatwnale Wzssenschaftllche 
Konferenz anlajJltch der 8 Telemann-Festtage der DDR, Magdeburg, 15 und 16 
Marz 1984 Vol 2 of 2 vols Eds Bernd Baselt, Gunther Fleischhauer, Wolf 
Hobohm and Walther Siegmund-Schultze Magdeburg Zentrum fur Telemann­
Pflege und -Forschung Magdeburg m Verbmdung mit dem Arbeitskreis "Georg 
Philipp Telemann" Magdeburg im Kulturbund der DDR, 1986, pp 43-52 

Thematzsches Werkverzezchms der Vokalwerke Georg Plulzpp Telemanns Vol 1 
of 2 vols Frankfurt Klottermann, 1983 

Das Vokalwerk Georg Phzlzpp Telemanns Uberlzeferung und Zezifolge Kassel 
Barenrei ter, 194 2 

Michels, Ulnch dtv-Atlas zur Mus1k Mumch and Kassel Deutscher 
Taschenbuchverlag and Barenreiter Verlag, 1985 2 vols 

Moser, Hans Joachim Die evangelzsche Kirchenmuszk m Deutschland Berhn 
Merseburger, 1953 

Dze Gottesd1enstmus1k der Protestanten Wolfenbuttel Mossier, 1961 

Mus1klex1kon 3 vols Hamburg Sikorski, 1955 

Muller, Karl Ferdmand "Das Amt des Klrchenmusiker" In Dze Evangelzsche 
Kzrchenmuszk Handbuch fur Studzum und Praxis Eds Ench Valentm and 
Fnednch Hofmann Regensburg Bosse, n d, pp 107-18 



149 

The New Engllsh Bible wzth Apocrypha Oxford Oxford Umvers1ty Press, 1970 

Oefner, Claus "Zurn L1edschaffen Telemanns " In Georg Phzbpp Telemann Leben-­
Werk--Wzrkung Konferenz der Zentralen Kommzsszon Musik des Prastdialrates 
des Kulturbundes der DDR am 17 und 18 Oktober 1980 m E,furt Berhn 
Kulturbund der DDR, 1980, pp 50-57 

Pehkan, Jaroslav Bach among Theologians Ph1ladelph1a Fortress Press, 1986 

Penny, Michael Kelly "A Performer's Study of the Cantata Cycle Der Hannomsche 
Gottesdtenst by Georg Phthpp Telemann (1681-1767)" DMA D1ssertat1011, 
Southwestern Baptist Theological Semmary, 1986 Ann Arbor UMI, 1990 
8623464 

Petzoldt, Richard Georg Phllzpp Telemann Leben und Werk Le1pz1g Deutscher 
Verlag fur Mus1k, 1967 

"Zur soz1alen Stellung Telemanns und semer Ze1tgenossen " In Georg Plullpp 
Telemann Em bedeutender Meister der Aujklarungsepoche Konferenzberzcht 
der 3 Magdeburger Telemann-Festtage vom 22 -26 Jum 1967 Vol 2 of 2 vols 
Ed Gunther Fle1schhauer and Walther Siegmund-Schultze Magdeburg Rat der 
Stadt Magdeburg m Verbmdung m1t dem Arbe1tskre1s "Georg Pluhpp Telemann" 
1m Kulturbund der DDR, 1969, pp 5-12 

Rackw1tz, Werner "Georg Pluhpp Telemann--[serne] Stellung rn der Aufklarung " 
Handel-Jahrbuch 17 (1971) 49-56 

ed Preface Smgen 1st das Fundament zur Muszk m alien Dmgen Eme 
Dokumentensammlung By Georg Ph1bpp Telemann W1lhelmshaven Noetzel, 
1981 , pp 5-52 

"Telemanns Selbstzeugrusse und Vorreden m 1hrer Bedeutung fur die 
mus1kw1ssenschafthche Forschung " In Die Bedeutung Georg Philipp Telemanns 
fur die Entwicklung der europatsche Mus1kkultur im 18 Jahrhundert 
Konferenzbencht uber die Intematzonale W1ssenschaftllche Konferenz anlaj3llch 
der Georg Phzltpp Telemann-Festtage der DDR m Magdeburg, 12 -18 Marz 
1981 Vol l of 3 vols Magdeburg Zentrum fur Telemann Pflege und 
Forschung Magdeburg m Verbmdung rrut dem Arbe1tskre1s Georg Ph1hpp 
Telemann 1m Kulturbund der DDR, 1983, pp 25-31 

Randel, Don Michael Harvard Concise Dzctzonary of Music Cambndge Belk.nap 
Press, 1978 



150 

Reed, Luther D The Lutheran Liturgy Pluladelplua Fortress Press, 1947 

Rieber, Karl Fnednch Die Entw1cklung der deutschen ge1stltchen Solokantate 1m 17 
Jahrhundert Ph d Dissertation, University of Fre1burg irn Bre1sgau Lorrach 
n p , 1932 

Riemann, Hugo "Der Basso ostrnato und die Anfange der Kantate " Sammelbande der 
lntematwnalen MusLkgesellschaft (1911/1912) 531-43 

Rose, Ernst A Hlstory of German Literature New York New York Uruvers1ty, 1960 

Rothgeb-Peschek, Anne "The Sacred Solo Cantatas of Georg Pluhpp Telemann " The 
NATS Journal 42 (September/October 1985) 9-11 

Ruhnke, Martm "Bez1ehungen zw1schen dern Leben und dem Schaffen Georg Ph1hpp 
Telernanns " In Georg Plullpp Telemann Em bedeutender Meister der 
Aujklarungsepoche Konferenzbencht der 3 Magdeburger Telemann-Festtage 
vom 22 -26 Jum 1967 Vol 1 of 2 vols Ed Gunther Fle1schhauer and Walther 
Siegmund-Schultze Magdeburg Rat der Stadt Magdeburg 111 Verbmdung rn1t 
dern Arbe1tskre1s "Georg Plubpp Telemann" 1m deutschen Kulturbund der DOR, 
1969, pp 50-61 

"Georg Ph1hpp Telemann " In The New Grove North European Baroque Masters 
Ed Stanley Sadie London Macmillan, 1985, pp 281-344 

Georg Phtltpp Telemann, Thematlsch-Systematzsches Verz.etchms seiner Werke 
(TWV), Instrumentalwerke Kassel Barenre1ter, 1984, vol 1 

"Telemann als Mus1kverleger " In Mustk und Verlag Karl Votterle zum 65 
Geburtstag am 12 Apnl 1965 Eds Richard Baum und Wolfgang Rehm 
Kassel Barenre1ter, 1968, pp 502-17 

"Telemann und seme selbstverfaBten Texte unter besonderer Berucks1chtigung des 
Pass1onsoratonurns Sellges Erwagen " In Telemann und seine Dtchter 
Konferenzbencht der 6 Magdeburger Telemann-Festtage vom 9 bis zum 12 Jum 
1977 Vol 2 of 2 vols Ed Gunther Fle1schhauer and Walther Siegmund­
Schultze Magdeburg Rat der Stadt Magdeburg 111 Verbmdung rn1t dern 
Arbe1tskre1s "Georg Ph1hpp Telemann" un Kulturbund der DDR, 1978, pp 27-
40 

"Zurn Schaffen Telernanns " Muszca 35 (1981) 11-13 

Schenng, Arnold Uber Kantaten JS Bachs Le1pz1g n p , 1947 



151 

Schmitz, Eugen Gesch1chte der Kantate und des ge1stlichen Konzerts Vol 1 of 2 vols 
Gescluchte der welthchen Solokantate Hildesheim Oltns, 1966 

Schneider, Kerala Johnson "Neumeister, Erdmann " In New Grove Dtctwnary of Music 
and Musictans Ed Stanley Sadie Vol 13 of 20 vols London Macm11lan, 
1980, pp 154-55 

Schneider, Max, ed Introduction Der Tag des Gene/us [and] /no By Georg Ph1hpp 
Telemann Wiesbaden Bre1tkopf and Hartel, Graz Druck- und Verlagsanstalt, 
1958, Folge 1, vol 28, pp 5-83 

Schrade, Leo "Uber die Natur des Barockrhythmus " In Leo Schrade De Scientw 
Musicae Studw atque Oratwnes Ed Ernst L1chtenhahn Bern, Stuttgart Haupt, 
1967, pp 360-84 

Schultze, Harald '"Fhe6ende Le1chtigkeit' und ' arbeitsame Vollstimmigkeit'--Georg 
Plultpp Telemann und die Mus1kerfam1he Bach " In Telemann und seine 
Freunde Kontakte--Emflufle--Auswzrkungen Bencht uber d1e Internatwnale 
Wissenschaftltche Konferenz anlaj3llch der 8 Telemann-Festtage der DDR, 
Magdeburg, 15 und 16 Marz 1984 Vol 1 of 2 vols Eds Bernd Baselt, 
Gunther Fleischhauer, Wolf Hobohm and Walther Siegmund-Schultze 
Magdeburg Zentrum fur Telemann-Pflege und -Forschung Magdeburg m 
Verbmdung m1t dem Arbe1tskre1s "Georg Ph1hpp Telemann" Magdeburg 1m 
Kulturbund der DDR, 1986, pp 34-40 

"Telemann und serne ktrchhche U mwelt rn Hamburg " In Die Bedeutung Georg 
Plulipp Telemanns fur die Entwicklung der europazschen Muszkkultur im 18 
Jahrhundert Konferenzbencht uber die lnternatwnale Wzssenschaftilche 
Konferenz anlaj3l1cl1 der Georg Philipp Telemann-Festtage der DDR m 
Magdeburg, 12 -18 Marz 1981 Vol 3 of 3 vols Magdeburg Zentrum fur 
Telemann Pflege und Forschung Magdeburg rn Verbrndung m1t dem Arbe1tskre1s 
Georg Phihpp Telemann im Kulturbund der DDR, 1983, pp 46-60 

Schweitzer, Albert Johann Sebastian Bach Wiesbaden Bre1tkopf and Hartel, 1929 

Serauky, Walter "Bach-Handel-Telemann rn 1hrem mus1kahschen Verhaltms " Handel­
Jahrbuch 1 (1955) 72-101 

S1egmund-Schultze, Walther "Gedanken zum gegenwart1gen Telemann-Bild " In Die 
Bedeutung Georg Phihpp Telemanns fur die Entwicklung der europaische 
Mus1kkultur tm 18 Jahrhundert Konferenzbencht uber die lnternatwnale 
W1ssenschaftltche Konferenz anlaj3llch der Georg Plulzpp Telemann-Festtage der 
DDR m Magdeburg, 12 -18 Marz 1981 Vol 1 of 3 vols Magdeburg Zentrum 



152 

fur Telemann Pflege und Forschung Magdeburg 111 Verbmdung m1t dem 
Arbe1tskre1s Georg Ph1hpp Telemann 1m Kulturbund der DDR, 1983, pp 14-23 

Georg Philipp Telemann Le1pz1g VEB B1bhograplusches Instltut, 1980 

"Telemann--Me1ster kunstvoller Populantat " In Georg Philipp Telemann Em 
bedeutender Meister der Aujklarungsepoche Konferenzberzcht der 3 
Magdeburger Telemann-Festtage vom 22 -26 Jum 1967 Vol 1 of 2 vols Ed 
Gunther Fle1schhauer and Walther Siegmund-Schultze Magdeburg Rat der Stadt 
Magdeburg ll1 Verbrndung m1t dem Arbe1tskre1s "Georg Pluhpp Telemann" 1m 
Kulturbund der DDR, 1969, pp 32-49 

Ske1, Allan B "Hand!, Jakob " In New Grove Dictwnary of Music and Muszcwns Ed 
Stanley Sadie Vol 8 of 20 vols London Macmillan, 1980, pp 140-42 

Sohngen, Oskar "Grundsatzhche Uberlegungen zum Problem der gottesd1ensthchen 
Mus1k " Mus1k und Kirche 30 (February 1960) 179-86 

Staehelm, Martm "Isaac, Hemnch " In New Grove Dtctwnary of Music and Musiczans 
Ed Stanley Sadie Vol 9 of 20 vols London Macmillan, 1980, pp 329-37 

Steere, Dwight Music m Protestant Worship Richmond, Vtrgmia Knox, 1960 

Stenzel, Jurgen Das 'Zettalter der Aujklarung Vol 2 of Deutsche Schriftsteller cm 
Portrat 6 vols Munchen Beck, 1980 

Stewart, Bnan Douglas "Georg Pluhpp Telemann m Hamburg " Ph d Dissertation, 
Umversity of Stanford Ann Arbor UMI, 1985 8602545 

Stiller, Gunther Johann Sebasttan Bach and ltturgical life m Lecpzzg St Louis 
Concordia, 1984 

Streck, Harald Dze Verskunst m den poetzschen Texten zu den Kantaten J S Bachs 
Hamburg Verlag der Mus1kalienhandlung Karl Dieter Wagner, 1971 

Stulken, Marilyn Kay Hymnal Compamon to the Lutheran Book of Worship 
Philadelphia Fortress Press, 1981 

Telemann, Georg Phihpp "1 Advent", "2 Advent", "3 Advent" and "4 Advent " 
In Georg Plullpp Telemann Musikallsche Werke Ed Gesellschaft fur 
Mus1kforschung Vol 2 Der Harmomsche Gottesdzenst, Tell IV 17 Sonntag 
nach Tnmtat1s b1s Sonntag nach Wezhnachten 2nd edition Ed Gustav Fock 
Kassel Barenre1ter, 1957, Band 5, pp 532-59 



153 

Smgen ISt das Fundament zur Mustk m allen Dmgen Eme Dokumentensammlung 
Ed Werner Rackw1tz W1lhelmshaven Noetzel, 1981 

Preface Georg Phtlrpp Telemann Mus1kallsche Werke Ed Gesellschaft fur 
Mus1kforschung Vol 2 Der Hannomsche Gottesd1enst, Te1l I Neujahr bis 
Re1n1mscere Ed Gustav Fock Kassel Barenreiter, 1970, Band 2, pp v-v1 

Teske-Spellerberg, Ulnke "Der unbekannte Telemann[ ] Obligate Blockflotenpart1en 
111 semen unveroffentbchen Kantaten " Ttbw 4 (1991) 599-610 

Valentin, Ench Telemann m semer z.eu Versuch emes ge1stesgescluchtltchen Portrats 
Hamburg Sikorski, 1960 

Van Stockum, Theodore Carl and Van Dam, J Gescluchte der deutschen Llteratur 
Vol 2 of 2 vols Yorn achtzehnten Jahrhundert bis zur Gegenwart Grorungen 
J B Wolters, 1966 

V1ertel, Karl-Hemz "Zur Tradition der vokalen Ausfuhrung des Rezitative semplice 1m 
18 und 19 Jahrhundert " In Die Bedeutung Georg Philipp Telemanns fur die 
Entw1cklung der europa1schen Mus1kkultur 1m 18 Jahrhundert Konferenzbencht 
uber die Internationale W1ssenschaftlzche Konferenz anlaj3ilch der Georg Plullpp 
Telemann-Festtage der DDR m Magdeburg, 12 -18 Marz 1981 Vol 3 of 3 
vols Magdeburg Zentrum fur Telemann Pflege und Forschung Magdeburg rn 
Verbmdung m1t dem Arbe1tskre1s Georg Pluhpp Telemann 1m Kulturbund der 
DDR, 1983, pp 94-103 

Waln, Ronald L "Telemann's Hannomscher Gottesd1enst" The NATS Journal 45 
(January/February 1989) 4-8 

Werckme1ster, Wllhelm Der Stilwandel zn deutscher Dtchtung und Mus1k des 18 
Jahrhunderts Berlin Junker and Dunnhaupt, 1936 

Westrup, Jack A "The Cadences m the Baroque Rec1tat1ve " In Natalrc1a mus1colog1ca 
collegts oblata, red1g curaverunt BJ@rn Hjelmborg & Seren Serensen Hafmae 
Wilhelm Hansen, 1962 

Wettstem, Hermann Georg Phtltpp Telemann [Ein} b1bl10graph1scher Versuch zu 
semem Leben und Werk 1681-1767 Hamburg Wagner, 1981 

Wienandt, Edwm Arthur, ed Optmons on Church Music Comments and Reports f rom 
Four and a Half Centuries Waco, Texas Baylor Umvers1ty Press, 1974 

Wtlson, John F An Introduction to Chnstwn Music Chicago Moody Press, 1965 



154 

Wolff, Helmuth Clmstian "Georg Pluhpp Telemann--300 Jahre (zum 13 Marz 1981) 
Eleganz und Graz1e--Symmetne und Witz " Die Mus1kforschung 34 (1981) 40-
49 

"Das Tempo be1 Telemann II In Georg Philipp Telemann Em bedeutender Meister 
der Aujklarungsepoche Konjerenzbenclu der 3 Magdeburger Telemann-Festtage 
vom 22 -26 Jum 1967 Vol 2 of 2 vols Ed Gunther Fle1schhauer and Walther 
Siegmund-Schultze Magdeburg Rat der Stadt Magdeburg 111 Verbmdung m1t 
dem Arbe1tskre1s "Georg Pluhpp Telemann" 1m Kulturbund der DDR, 1969, pp 
32-39 

Young, Percy "From Schutz to Telemann II In Of German Music Ed Hans-Hubert 
Schonzeler London Wolff, New York Barnes and Noble, 1976, pp 13-41 



Surname Reul 

Place of Birth Neustadt/Germany 

Educational Institutions Attended 

Umvers1ty of V1ctona 

Degrees Awarded 

VITA 

B Mus Urnvers1ty of V1ctona 

Honours and A wards 

Umvers1ty of V1ctona FelJowslup 

Pubhcahons 

Given Names Barbara Margaretha 

Date of Birth August 11, 1967 

1986 to 1992 

1990 

1990-1992 



PARTIAL COPYRIGHT LICENSE 

I hereby grant the nght to lend my thesis to users of the Umvers1ty of V1ctona L1brary 1 

and to make smgle copies only for such users or 111 response to a request form the 
Library of any other uruvers1ty, or surular mstitution, on its behalf or for one of its 
users I further agree that penmss10n for extensive copymg of tlus thesis for scholarly 
purposes may be granted by me or a member of the Umvers1ty designated by me It 1s 
understood that copyrng or pub1Icat1on of tlus thesis for financial gam shall not be 
allowed without my wntten penmss1on 

Title of Thesis A Styhsttc Analysts of the Four Cantatas 111 Advent from the Cantata 

Cycle Der Harmomsche Gottesdtenst (1725/26) by Georg Pluhpp Telemann (1681-1767) 

Author 




