
trinity 
j. s. bach soprano arias

ursula langmayr
alison dunlop  •  uwe grodd  •  eric lamb
martin rummel  •  james tibbles



This project is a collaborative journey of musician-colleagues from opposite ends of the 
globe. Personal and professional coincidences and alignments provided musicians from 

Austria and New Zealand with the chance to present a selection of soprano arias with 
obbligato flute and oboe, and continuo cello and harpsichord/organ.

Obbligato usually describes a musical line that is in some way indispensable in 
performance. When added to a solo melodic line and to the fundamental continuo 

support, the obbligato creates a product of three distinctly contrasting yet absolutely equal 
lines. Like no other composer before him or since, Bach superbly combines and intertwines 
these three components to create a unique, beautiful and varied means of expression. The 
Christian doctrine of the Trinity lies at the heart of Bach’s belief system and evidence of its 

influence extends even into his secular instrumental music.

This production features a varied selection of Bach’s arias for soprano and oboe or 
flute obbligato and is thus named Trinity to recognise the equal treatment of the three 
lines — vocal, obbligato and continuo. We include examples from sacred and secular 
cantatas, the St John Passion and the Christmas Oratorio. Even with instrumentation 

restricted to oboe and flute we revel in Bach’s inventiveness, which provides such a 
wonderful variety of colours — writing for oboes of various shapes and sizes, and exotic 
effects, all combining to produce a collection of exceptional beauty, variety and drama.





Sich üben im Lieben

Sich üben im Lieben  
In Scherzen sich herzen 
Ist besser als Florens vergängliche Lust.

Hier quellen die Wellen, 
Hier lachen und wachen 
Die siegenden Palmen auf Lippen und Brust.

Taken from the secular cantata Weichet nur, betrübte Schatten (Yield now, troubling shadows), 
BWV 202 was almost certainly a wedding cantata, and was quite possibly composed for J.S. 
Bach’s own wedding to Anna Magdalena in 1721. 

Scored for the modest resources of soprano, oboe and strings, the 9-movement work describes 
the joys of Spring, in which the frost has vanished and Amor seeks his pleasures. Ultimately, two 
spirits find a rich gem (love), and the happy couple are encouraged to ‘live happily ever after’.

To study love,  
to playfully embrace,  
is better than Flora’s transient pleasures. 

Here the waves flow,  
here the victorious palms laugh and watch 
over lips and breast.

1



Schafe können sicher weiden

One of Bach’s most beloved arias, originally scored for two obbligato recorders (on account of 
their association with pastoral imagery), Sheep may safely graze comes from Bach’s so-called 
Hunting Cantata. Composed perhaps as early as 1713, this secular cantata, with its mythological 
connections, includes four characters: Diana, Pales, Endymion and Pan. Composed for the 
birthday of Duxe Christian Saxe-Wiessenfels, the libretto presents the Duke in a most favourable 
light — in which the hunt is associated with well-being and good government.

Schafe können sicher weiden  
Wo ein guter Hirte wacht. 
Wo Regenten wohl regieren, 
Kann man Ruh und Friede spüren 
Und was Länder glücklich macht.

Sheep may safely graze  
where a good shepherd  
watches over them.  
Where rulers rule well can one feel quiet and 
peace and that which makes countries happy.
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Letzte Stunde, brich herein

Letzte Stunde, brich herein 
Mir die Augen zuzudrücken! 
Laß mich Jesu Freudenschein 
Und sein helles Licht erblicken, 
Laß mich Engeln ähnlich sein! 
Letzte Stunde, brich herein!

Bach was appointed to the position of Konzertmeister in the ducal court in Weimar in 1714. His 
duties included composing cantatas for the monthly cycle at the Schloßkirche. Der Himmel lacht! 
Die Erde jubilieret received its first performance on Easter Day 1715. The work was evidently highly 
valued by the composer, as Bach performed the work a number of times during his years in Leipzig.

The opening chorus depicts heaven smiling and the earth rejoicing at Christ’s Resurrection; the 
soprano aria Letzte Stunde presents a somewhat more contemplative aspect to the feastday, 
as the singer asks to be ‘like the angels... gazing on the bright light of Jesus’, underpinned by a 
beautiful chorale, here heard on a pair of flutes.

Last hour, break upon me  
and shut my eyes!  
Let me gaze upon the joyful radiance  
and the bright light of Jesus.  
Let me be like the angels!  
Last hour, break upon me!
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Flösst mein Heiland

The soprano and echo aria Flößt, mein Heiland is found in the Christmas Oratorio (1734), a six-part 
composition that makes extensive use of existing material, including extracts from a number of 
secular cantatas. Part Four, intended for performance on New Year’s Day, celebrates the naming 
of Jesus.

The original music on which Flößt is based is found in Laßt uns sorgen, laßt uns wachen,  
BWV 213, a secular cantata sometimes known as Hercules at the Crossroads, composed for the 
11th birthday of Friedrich Christian of Saxony in 1733. Hercules... was first performed in 1733 in 
Zimmermann’s coffee house (a venue that we associate with Bach’s Coffee cantata BWV 211, as 
well as with performances of works such as his harpsichord concerti).

In the original, we find Hercules debating with himself whether to follow the right path or not.  
In Flößt Bach employs the same musical material, but now depicting a different internal dialogue: 
whether to fear death or to rejoice.

Flösst mein Heiland  
Auch den allerkleinsten Samen 
Jenes strengen Schreckens ein?

Nein, du sagst ja selber nein. (Nein!) 
Sollt ich nun das Sterben scheuen? 
Nein, dein süßes Wort ist da!

Oder sollt ich mich erfreuen? 
Ja, du Heiland sprichst selbst ja. (Ja!) 

My saviour,  
does your name inspire even the tiniest seed 
with that stern terror? 

No, you yourself say No.  
Should I now fear death?  
No, your sweet word is there! 

Or should I rejoice?  
Yes, you yourself, my saviour, say yes.
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Zerfließe, mein Herze

Bach’s St John Passion sits beside the greater (and arguably more cohesive) St. Matthew Passion  
as one of masterworks of Western music. First performed in the Nicolaikirche, Leipzig in 1724, the 
St John Passion was performed several times during Bach’s lifetime. On each occasion the work 
underwent revisions and alterations, to the extent that there is in fact no single definitive version.

Zerfließe, mein Herze depicts the grief felt on learning that ‘your Jesus is dead’. The aria is set in the 
key of f minor, which according to descriptions of key characteristics, is a key suitable to express 
‘deep depression, funereal lament, groans of misery and longing for the grave’. (C. Schubart 1806)

Zerfließe, mein Herze, in Fluten der Zähren 
Dem Höchsten zu Ehren!

Erzähle der Welt und dem Himmel die Not: 
Dein Jesus ist tot!

Dissolve, my heart, in floods of tears  
to honour the Almighty! 

Tell of your plight to the world and to heaven: 
your Jesus is dead!
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Gerechter Gott, ach, rechnest du?

The cantata Was soll ich aus dir machen, Ephraim?, BWV 89, from which Gerechter Gott is taken,  
is one of Bach’s smaller-scale church compositions. Dating from his first year at Leipzig (1723),  
the work employs very limited instrumental resources, and an even more limited chorus, 
required only for the final chorale.

Scored for soprano, oboe and continuo, this aria (set to a text by an unknown librettist) talks of 
our salvation through the drops of Jesus’ blood.

Gerechter Gott, ach, rechnest du?  
So werde ich zum Heil der Seelen 
Die Tropfen Blut von Jesu zählen. 
Ach! rechne mir die Summe zu!

Ja, weil sie niemand kann ergründen, 
Bedeckt sie meine Schuld und Sünden.

Oh just God, are you counting?  
Then I shall count the drops of Jesus’ blood for 
the salvation of my soul.  
Ah, assign the sum to my account! 

Indeed, it conceals my guilt and sins  
for no one can fathom it.

6





Gott versorget alles Leben

The year 1726 saw Bach composing his third annual cantata cycle in Leipzig. BWV 187 was 
performed at least three times in the composer’s lifetime. Furthermore, following the well-
established 18th century tradition of borrowings, the composer takes four movements from  
the cantata and reworks them in the Gloria of his Mass in g minor, BWV 235. 

The soprano aria Gott versorget is in two parts: the first, in the trinitarian key of Eb major, describes 
God taking care of all life – dotted figures are combined with melismatic lines in the oboe part, 
giving way to a cheerful Allegro section, in which our cares are wiped away.

Gott versorget alles Leben  
Was hienieden Odem hegt. 
Sollt er mir allein nicht geben, 
Was er allen zugesagt? 
Weicht, ihr Sorgen, seine Treue 
Ist auch meiner eingedenk 
Und wird ob mir täglich neue 
Durch manch Vaterliebs Geschenk.

God looks after all life  
that draws breath here below.  
Will He not give to me alone  
what He promised to everyone else?  
Yield, you worries; his faithfulness  
is also my only thought  
and is renewed for me every day  
through the many gifts of a father’s love.
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Ich folge dir gleichfalls mit freudigen Schritten

One of the more optimistic arias from the St John Passion, Ich folge is an aria full of symbolism 
and hidden imagery. The joyous footsteps are readily discernible, as the bass part skips along, 
sometimes missing a beat, sometimes hurrying forward; the ‘following’ is represented by the use 
of the rhetorical figure fuga, in which the vocal part and the flute parts chase each other. Two 
flutes in unison elegantly represent the word ‘together’. Pushing and pulling are found in the 
chromatic writing, pulling us back, and then, after a sudden rest, urging us forward.

Ich folge dir gleichfalls mit freudigen Schritten 
Und lasse dich nicht, 
Mein Leben, mein Licht.

Befördre den Lauf 
und höre nicht auf, 
Selbst an mir zu ziehen, zu schieben,  
zu bitten.

I follow you likewise with joyous steps  
and do not leave you,  
my life, my light. 

Carry me on my way  
and do not cease to pull me, to push me,  
to ask of me.
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Seufzer, Tränen, Kummer, Not

In stark contrast, the deeply sorrowful Cantata BWV 21 I had much grief shows the composer at 
his most intense. The sighs, tears, grief and plight are depicted in a highly emotionally charged 
manner: the key of c minor, (described by Matheson as suitable to communicate ‘sweet and sad’ 
emotions), together with unusual intervallic figures that convey torture and pain, combine to 
portray utter despair.

This cantata has a complex history, having gone through a number of revisions during Bach’s 
lifetime. The earliest version dates from 1713, while the composer was employed at Weimar. The 
work underwent subsequent revisions: first in connection with a position Bach was seeking in 
Hamburg, and later during the composer’s Leipzig years, where it received several performances.

Seufzer, Tränen, Kummer, Not  
Ängstlichs Sehnen, Furcht und Tod 
Nagen mein beklemmtes Herz, 
Ich empfinde Jammer, Schmerz.

Sighs, tears, grief, plight,  
fearful longing, fear and death gnaw at my 
oppressed heart.  
I feel misery and pain.
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Genügsamkeit

Composed for the feast of Septuagesima (the 9th Sunday before Easter),  the text relates to St 
Matthew’s account of the parable of the labourers in the vineyard. The essential theme of the 
cantata is that one should be happy with one’s lot, no matter how difficult life may be.

The aria Genügsamkeit (contentedness/sufficiency) is unusual structurally; instead of the 
anticipated da capo, the composer repeats the entire text, but with new music. Ironically, this 
suggests an approach to the art of composition that is a lot more than merely sufficient: why 
would one repeat the music, when we could be lavish and compose fresh music for the repeat 
of the text?!

Genügsamkeit 
Ist ein Schatz in diesem Leben, 
Welcher kann Vergnügung geben 
In der größten Traurigkeit, 
Genügsamkeit. 
Denn es lässet sich in allen 
Gottes Fügung wohl gefallen 
Genügsamkeit.

Contentedness 
is a treasure in this life.  
That which can give pleasure in the greatest 
sorrow is contentedness,  
for it allows itself to be well pleased in all of 
God’s doings:  
Contentedness
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Ei! wie schmeckt der Coffee süße  
Lieblicher als tausend Küsse, 
Milder als Muskatenwein. 
Coffee, Coffee muss ich haben, 
Und wenn jemand mich will laben, 
Ach, so schenkt mir Coffee ein!

In Bach’s light-hearted Coffee Cantata we find the composer virtually writing a comic opera. 
Coffee drinking had spread through much of Europe by the early 18th century; coffee houses had 
sprung up everywhere, and in Bach’s Leipzig Café Zimmermann was the most famous of them 
all. Women were not permitted to drink coffee in public, but they were allowed to attend the 
musical performances held in the venue. The cantata tells the humorous story of Mr Schlendrian, 
who insists that his daughter must not drink coffee; in this aria Lieschen sings of her infatuation 
for coffee, while she develops a scheme to escape from her father’s clutches, and thus be free to 
drink coffee whenever she wishes. 

Hey! coffee tastes so sweet,  
lovelier than a thousand kisses,  
milder than muscatel.  
Coffee, coffee, I must have it,  
and if someone wants to refresh me,  
oh, just pour me some coffee!
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Ich will auf den Herren schauen

Dating from 1724, the cantata Wer nur den lieben Gott läßt walten is one of many of Bach’s works 
for which determining a definitive version is problematic. From the first performance we are left 
with little more than the continuo parts. The bulk of the manuscript that has come down to us 
today is taken from parts from a 1732 performance — a version that could potentially have been 
markedly different from the earlier version.

The detailed articulations in the oboe part represent an embellished version of the opening 
soprano melody, which in its rising figuration depicts us mortals wishing to rise closer to God. 
Unsurprisingly, this rising figure also appears in the bass part in the opening, symbolising the 
entire community seeking this single objective.

Ich will auf den Herren schauen  
Und stets meinem Gott vertraun. 
Er ist der rechte Wundermann. 
Der die Reichen arm und bloß 
Und die Armen reich und groß 
Nach seinem Willen machen kann.

I want to look to the Lord  
and trust always in my God.  
He is the true miracle worker, who can make 
the rich poor and naked  
and the poor rich and great  
according to his will.
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Blast die wohlgegriffnen Flöten

We finish as we started, with an aria from a birthday cantata. Tönet, ihr Pauken! Erschallet, 
Trompeten dates from 1733, and was composed for the 34th birthday of Maria Josepha, 
Queen of Poland and Princess Elector of Saxony. Reflecting the high status of Maria Josepha, 
the cantata has a substantial orchestration, including three trumpets, timpani, two flutes, 
two oboes, oboe d’amore, four vocal soloists, as well as chorus and the standard strings and 
continuo. The dramatic text, possibly written by Bach himself, describes battle scenes, in  
which instruments resound, arms clash, and joyful songs ring out, celebrating success and  
the birthday of the Queen.

Blast die wohlgegriffnen Flöten  
Dass Feind, Lilien, Mond erröten, 
Schallt mit jauchzendem Gesang! 
Tönt mit eurem Waffenklang! 
Dieses Fest erfordert Freuden, 
Die so Geist als Sinnen weiden.

Blow your well-clasped flutes,  
so that the enemy, lilies, and the moon may 
blush. Ring out with jubilant song!  
Let your weapons rattle!  
This festival demands joy that nurtures both 
spirit and mind.
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Ursula Langmayr
Ursula Langmayr received her early musical education in the music-high 
school of her hometown Linz. This was followed by studies at the Mozarteum-
University in Salzburg, where she was trained by Ingrid Janser-Mayr and Wolfgang 
Holzmayr. She sings lied, opera and oratorio equally. She has performed under 
conductors Sylvain Cambreling, Riccardo Chailly, Lorenz Duftschmid, Beat Furrer, 
Sebastian Gottschick, Paul Gulda, and others, and with orchestras Klangforum 
Wien, Ensemble Recherche, Wiener Philharmoniker, Bayerischer Rundfunk 
Symphonieorchester, and Brucknerorchester Linz.

Alison Dunlop
Alison Dunlop is a busy freelance oboe player based in Auckland. She obtained 
her LTCL in Oboe performance in London in 1992 as a student of Sarah Burton. 
Study at the University of Auckland followed, graduating in 1995 with a BSc in 
Psychology and Mathematics. Alison Dunlop is principal oboe of Bach Musica, of 
Pipers Sinfonia and of the New Zealand Pops Orchestra, and plays regularly with 
Auckland Chamber Orchestra, the Auckland Philharmonia Orchestra, and the 
Handel Consort and Quire. As a chorister she has performed with Viva Voce and 
Voices New Zealand.

Uwe Grodd
Uwe Grodd is a New Zealand based German conductor and flautist, who is 
currently Professor of Conducting and Flute at the University of Auckland. 
His reputation as an inspiring teacher is well documented by his students’ 
international performances and prizes. His editions of music by Vanhal, Beethoven, 
Hummel and Ries, published by Artaria Editions, are increasingly in demand. As a 
conductor he is an award-winning recording artist specialising in such repertoire.
Uwe Grodd studied with teachers of international repute including André Jaunet, 
Robert Aitken and Maestro Sergio Celibidache.



Eric Lamb
Eric completed his musical studies at the Oberlin Conservatory of Music where 
he was a student of Michel Debost. He then continued at the Hochschule für 
Musik Frankfurt am Main with Thaddeus Watson and later at the Scuola di Musica 
di Fiesole, Italy with Chiara Tonelli. He is in demand internationally as a soloist, 
recitalist, concert curator and chamber musician.  Eric is presently a member 
of the new music collective, Ensemble Reconsil (Vienna), Chineke! Orchestra 
London and is co-artistic director of ensemble paladino.  Until 2013, he performed 
extensively as a core member of the New York/Chicago based International 
Contemporary Ensemble — ICE.  

Martin Rummel
Originally from Linz but now very much a citizen of Vienna, Martin 
Rummel commenced cello studies in 1982 with Wilfried Tachezi at the 
Brucknerkonservatorium Linz, and harpsichord studies with August Humer. 
Siginificant influences on his musical development include the legendary 
cello teacher Wiiliam Pleeth in London. In 1990 he was able to work with Alfred 
Schnittke for a week, and this experience initiated a fascination for a direct 
dialogue with composers, which later included Sofia Gubaidulina, Howard Blake, 
Graham Whettam, Matthias Pintscher, Jörn Arnecke and others. He is a founder of 
the Austrian music media /publishing house Paladino.

James Tibbles
After completing a Masters degree in Organ and Harpsichord under Anthony 
Jennings, James Tibbles undertook post-graduate study at the Royal Conservatory, 
The Hague under Professor Bob van Asperen, and pursued studies on historic 
organ and fortepiano. James Tibbles is recognised as one of New Zealand’s leading 
players of historic keyboards. He is Head of Early Music Studies at the School of 
Music, the University of Auckland, where he directs Collegium Musicum Auckland. 
As Artistic Director of Age of Discovery he is at the forefront of New Zealand’s 
burgeoning Early Music scene.
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1  Sich üben im Lieben 4:19 
 oboe Alison Dunlop

2  Schafe können sicher weiden 3:55 
 flutes Uwe Grodd, Eric Lamb

3  Letzte Stunde, brich herein 4:23 
 oboe Alison Dunlop, flute Eric Lamb, bass flute Uwe Grodd 

4  Flösst mein Heiland 6:08 
 echo soprano Fiona Tibbles, oboe Alison Dunlop

5 Zerfliesse, mein Herze 7:14 
 flute Uwe Grodd, cor anglais Alison Dunlop

6  Gerechter Gott, ach, rechnest du? 2:40 
 oboe Alison Dunlop

7  Gott versorget alles Leben 4:13 
 oboe Alison Dunlop

8  Ich folge dir gleichfalls mit freudigen Schritten 3:36 
 flutes Uwe Grodd, Eric Lamb

9  Seufzer, Tränen, Kummer, Not 4:22 
 oboe Alison Dunlop

10  Genügsamkeit 3:17 
 oboe d'amore Alison Dunlop

11 Ei! wie schmeckt der Coffee süße 4:08 
 flute Eric Lamb

12  Ich will auf den Herren schauen 2:41 
 oboe Alison Dunlop

13 Blast die wohlgegriffnen Flöten 3:00 
 flutes Uwe Grodd, Eric Lamb   
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