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Maestro’s Prelude

Gentle Listeners,
On today’s program, you’re going to hear the world

premiere of a new work by Sheila Bristow, an incredibly
talented composer who also happens to be one of our own
musicians. It’s called When Music Sounds, and it sets a poem
by Walter de la Mare: “When music sounds, gone is the
earth I know/And all her lovely things even lovelier grow.”

For many of us here today, this will be the first time
we’ve heard music sounding in close to a year and a half.
Prior to March of last year, music was something that I took
for granted. Perhaps you did too. And why shouldn’t we
have? Access to great art is a human right, and we are lucky
to have so much of it here in Seattle.

But now that I know what it’s like to go for so long
without making music — and, crucially, without the deep
relationships that come with communal music-making —
well, let’s just say that not only will I never again take it for
granted, but my commitment to making and sharing music
is more fervent than ever.

This concert not only marks the first time that we’ve
joined together as chorus and orchestra since December
2019, but it also opens a new chapter in our organization’s
history: after intermission, we’ll be revealing our new name!

Why a new name? Well, the thing is, we didn’t really
have a name — we’ve had two names smooshed together.
But ours is a special, unconventional performing ensemble
and we need a unique, simple name to bring it together into
one harmonious whole.

I invite you to sit back and enjoy today’s concert and
to check out the details of our upcoming season — which
you’ll hear a bit more about today — and continue with us
on this journey as we do what we can to make “the earth
we know” grow into a lovelier place.

Solo Artists

Soprano Danielle Sampson is an avid performer of Baroque,
Classical and contemporary
music known for her “youth-
ful and light timbre” (Classi-
cal Voice North America) and
“a compassionate calm and
a warm, glowing tone” (The
Boston Globe). She has ap-
peared with Pacific Music-
Works, Baroque Chamber Or-
chestra of Colorado, Califor-
nia Bach Society, Early Mu-
sic Vancouver, Boston Early Music Festival, American
Bach Soloists, Stanford Chorale, San Francisco Bach Choir,
Black Box Baroque, St. Martin’s Chamber Choir, Ama-

ranth Quartet, Guerrilla Composers Guild, Prodigal Opera
Productions and the Alabama Symphony. With gui-
tarist/theorbist/lutenist Adam Cockerham, Ms. Sampson
is a founding member of the duo Jarring Sounds, which re-
leased a self-titled album in 2012. She also appears on a 2015
recording of Haydn’s Lord Nelson Mass with the Stanford
Chorale and the Lawrence String Quartet. Now a resident
of Seattle, she earned her BM from the University of Den-
ver’s Lamont School of Music and her MM from the San
Francisco Conservatory of Music.

Born and raised in Seattle, tenor Carson Lott has been active
as a choral singer in Wash-
ington and Oregon since
2016. He earned a BA from
Seattle University, where he
studied choral conducting
with Joy Sherman and voice
with Ross Hauck, and an
MM from the University of
Oregon, where he studied
voice with Eric Mentzel. He
has sung with the choruses
of Eugene Opera and the Oregon Bach Festival, and ap-
peared as soloist in Mozart’s Requiem, Handel’s Messiah,
Stravinsky’s Renard (Rooster), Cimarosa’s Il matrimonio seg-
reto (Paolino), Perti’s La beata Imelde and a Boston Camerata
production of The Play of Daniel (King Belshazzar). He can be
heard singing regularly with the choirs of Epiphany Parish
Seattle, where he is a staff soloist.

Baritone Ryan Bede made his Seattle Opera solo debut in
The Magic Flute during May
2017, followed by Prince Ya-
madori in Madama Butterfly,
Jim Crowley in An American
Dream, Fiorello in The Bar-
ber of Seville and Moralès in
Carmen, as well as the Jailer
in Dan Wallace Miller’s film
version of Tosca in May 2021.
For the 2021–2022 season he
returns to Opera Idaho for its
inaugural “Opera in the Park” and in An American Dream.
In October 2019 he made his role debut as Belcore in The
Elixir of Love with Tacoma Opera, where he has appeared
in numerous roles, such as Moralés/Le Dancaïre in Car-
men, Tiger Brown in The Threeepenny Opera, Papageno in The
Magic Flute, Mercutio in Roméo et Juliette, Schaunard in La
Bohème and the Pirate King in The Pirates Of Penzance. Re-
cent concert engagements have included Handel’s Messiah
with the Bremerton Symphony and Federal Way Symphony,
Spectrum Dance Theater’s acclaimed production of Carmina
Burana and Bach’s Christmas Oratorio with Early Music Van-
couver/Pacific MusicWorks, as well as the Fauré and Duru-
flé Requiems, Haydn’s Die Jahreszeiten and Carol Sams’ The
Earthmakers with OSSCS.



Program Notes

Sheila Bristow
When Music Sounds

Bristow was born in August 1969 in Versailles, Kentucky,
and currently resides in Tacoma. She composed this work, which
receives its world premiere this evening, in 2020 as the result
of a commission from OSSCS. In addition to SATB chorus, the
score calls for 2 flutes, oboe, clarinet, bassoon, 2 horns, 2 trumpets,
trombone, tuba and strings.

Sheila Bristow is a composer and collaborative key-
boardist who currently serves as organist and choirmaster
at Kenmore’s Church of the Redeemer. She is also an Affili-
ate Artist at Pacific Lutheran University (where she works
with the opera program), and orchestral keyboardist and
choral accompanist for OSSCS. Ms. Bristow received her
BFA in music composition from Cornish College of the Arts
and MM in organ performance from the University of Wash-
ington. Her choral works have been performed by many
Northwest choirs, and she is published by GIA Publications.

Bristow’s childhood violin teacher, Eileen Lusk, was
a founding member of the Broadway Chamber Symphony
(later renamed the Broadway Symphony and then Orches-
tra Seattle), and as a college student Bristow herself played
violin in the Broadway Symphony. “I’m delighted to now
be back onstage with the group as keyboardist,” she writes,
“and am grateful for the opportunity to write for this ensem-
ble!” Hew newest composition, When Music Sounds, sets
a 1915 poem,“Music,” by the English poet and author (his
ghost stories were favorites of H.P. Lovecraft) Walter de la
Mare (1873 – 1956).

“The poem alludes to Greek mythology about the
power of music,“ the composer writes. “In each of the three
verses, music summons forth a different part of the cosmos:
first nature responds, then naiads (water nymphs) arise, and
finally time itself sings. Thinking about Greek mythology,
I imagined a sylvan setting for the poem’s action, and the
piece opens with a calm ‘forest’ theme. As the chorus sings
about burgeoning plants, the string lines rise and become
more complex. This is followed by the entrance of the na-
iads — whom I cheekily imagine rehearsing a water ballet.
After the dance break, the chorus sings them up from the
forest pool, accompanied by soft winds and strings.

“In the final verse, an ambiguous juxtaposition of keys
and colors heralds time’s arrival on the scene. The full cho-
rus and brass ‘break into distant song’ in the home key, then
quickly taper off as the protagonist exits. The work con-
cludes with a reprise of the forest theme, layered with a
relaxed version of the naiads’ ballet.”

Johann Sebastian Bach
Wachet auf, ruft uns die Stimme, BWV 140

Bach was born in Eisenach, Germany, on March 21, 1685,
and died in Leipzig on July 28, 1750. He composed this cantata
in Leipzig for Sunday, November 25, 1731. In addition to chorus
and three vocal soloists, the work calls for 2 oboes, English horn,
French horn, strings and continuo.

Part of Bach’s duties as cantor and director of music at
St. Thomas’ Church and Choir School in Leipzig, a position
he held from 1723 until his death, was to provide music for
each Sunday’s church service (except for the Lenten periods
preceding Christmas and Easter), as well as various feast
days, roughly 60 dates per year. Although he could have
performed pre-existing music, on Trinity Sunday 1723 Bach
set about composing a new cantata for each of these occa-
sions. He then repeated the process for 1724–1725, and then
again for 1725–1726, and again for 1728–1729. Bach then
continued to compose cantatas from time to time. One such
occasion was the 27th Sunday after Trinity, which only arises
when Easter falls before March 27 (and which occurred for
the first time during Bach’s adult life in 1731).

About 40 of the cantatas in Bach’s second cycle took the
form of a chorale cantata, for which the entire piece (both
text and melody) is based on a single Lutheran hymn. Bach
chose this form for the work we now know as BWV 140,
perhaps as part of an effort to complete his cycle of chorale
cantatas from 1724–1725. The epistle for this Sunday (1 Thes-
salonians 5: 1–11) concerned being prepared for the Last
Judgement, while the Gospel reading (Matthew 25: 1–13)
involved the parable of 10 virgins who went out to meet a
bridegroom, five wise ones who brought along extra oil for
their lamps and five foolish ones who did not. Bach chose
a hymn based on this parable written in 1598 by Lutheran
pastor Philipp Nicolai during a plague that claimed the lives
of some 1,300 of his parishioners. The three verses of Nico-
lai’s hymn form the basis for the first, fourth and seventh
movements of Bach’s cantata, interspersed with two pairs
of recitatives and duets (on biblical texts drawn largely from
the Song of Solomon by an unknown librettist).

The extensive chorale fantasia that opens the cantata be-
gins with dotted-rhythm chords (reminiscent of the French
ouverture style, the 12 beats perhaps suggesting the tolling of
the “midnight hour”) alternating upper strings with double
reeds, followed by a syncopated figure (derived from the
chorale melody) in the first oboe and first violins. Sopranos
(supported by horn) sing the chorale melody in long notes
over livelier counterpoint from the other choral voices. Bach
includes a fugal treatment on the word “Alleluia!”

Next comes a recitative about the arrival of the bride-
groom sung by tenor (acting as a narrator), followed by a
duet between soprano (the “Soul” of the church) and bass
(Jesus, the bridegroom) that features an obligatto violin solo
(originally violino piccolo, pitched a minor third higher),
its virtuoso figurations perhaps suggesting the flickering
of the lamps. Alfred Dürr considers it “among the most
beautiful love duets in the history of the musical world.” In
the centerpiece of the cantata, tenors sing the second verse
of the hymn against one of Bach’s most famous melodies
played in unison by violins and violas.

Another recitative with the bass singing as Jesus (ac-
companied by a string “halo”) leads to a second duet, this
one featuring obbligato oboe, as the bride and groom cele-
brate their marriage. The cantata concludes with a four-part
chorale setting of the final verse of Nicolai’s hymn.



Wolfgang Amadè Mozart
March from Serenade No. 6 in D major, K. 239

Joannes Chrysostomus Wolfgang Gottlieb Mozart was born
in Salzburg on January 27, 1756, and died in Vienna on December
5, 1791; he began calling himself Wolfgango Amadeo around 1770
and Wolfgang Amadè in 1777. The autograph score for this work,
which calls for timpani and strings, is dated January 1776.

Grove’s Dictionary of Music and Musicians defines a sere-
nade as “music intended to be sung at night in the open air,”
hence Serenata notturna (a title inscribed by the Mozart’s
father, Leopold, to his 20-year-old son’s composition now
known as K. 239) is redundant. Mozart produced more than
four dozen pieces variously dubbed serenade, divertimento,
cassation or notturno, typically consisting of a longer open-
ing movement followed by several short dance movements
and often intended as background music for social occa-
sions. His many serenades include three outstanding works
for wind instruments as well as one of his most famous
compositions, Eine kleine Nachtmusik.

K. 239 is atypical in several respects: it consists of only
three movements; it employs the unusual combination of
timpani and strings; and, perhaps in a nod to the Baroque
concerto grosso form, it pits a solo quartet (two violins, vi-
ola and bass) against the larger ensemble. The occasion for
which Mozart composed this piece (from which we hear
the opening march) remains unknown, although Christian
Moritz-Bauer posits that “there is good reason to believe that
the Serenata notturna was composed for one of the . . . masked
balls held at Salzburg’s Town Hall . . . every Wednesday and
Sunday between Candlemas and Ash Wednesday, and were
regularly and enthusiastically attended by both upper and
middle classes, including the Mozart family. According to
the privy councillor Ferdinand von Schidenhofen, a short
comic scene was performed at one of these balls, held on
February 14, 1776, a week before the beginning of Lent, on
the theme of the recruitment of volunteers to take part in
the American War of Independence.”

Arthur Honegger
Pastorale d’été

Honegger was born March 10, 1892, at La Hâvre, France,
and died in Paris on November 27, 1955. Composed during the
summer of 1920, this work had its premiere on February 17, 1921,
in Paris at the Salle Gaveau, with Vladimir Golschmann conduct-
ing. The score calls for flute, oboe, clarinet, bassoon and horn,
plus strings.

Although Honegger was born to Swiss parents and re-
tained his Swiss citizenship throughout his life, he spent
most of his years in Paris, where he studied at the Con-
servatoire (from 1911 to 1918) with Charles-Marie Widor
and Vincent d’Indy. He became identified as a member
of “Les Six” (a group that also included composers Francis
Poulenc, Darius Milhaud, Georges Auric, Louis Durey and
Germaine Tailleferre), although Milhaud would later com-
plain that the French critic who coined the moniker “chose
six names absolutely arbitrarily. . . because we knew each
other and we were pals and appeared on the same musical

programs, no matter if our temperaments and personalities
weren’t at all the same! Auric and Poulenc followed ideas
of Cocteau, Honegger followed German Romanticism, and
myself, Mediterranean lyricism!”

A few months after the article anointing Honegger as
one of Les Six appeared, he departed for a summer vacation
in the Swiss Alps. In July 1920, he wrote to Milhaud that he
was working on a piece for 10 instruments entitled Poème
pastoral, on a commission from Léo Sir, an instrument-maker
who had invented six new string instruments ranging from
“sursoprano” (pitched a fourth higher than the violin) to
“sousbasse” (pitched between a cello and string bass) that
filled the gaps between the traditional four string instru-
ments, and when combined with those created a dixtuor for
which Milhaud scored his fourth chamber symphony. Per-
haps sensing that his work-in-progress would benefit from
wider exposure than Sir’s unique ensemble could provide,
Honegger retitled his Poème as Pastorale d’été and orches-
trated it for single woodwinds, horn and strings, completing
the work during August 1920. After finishing a cello sonata
the following month, Honegger then produced a Hymne for
Sir’s dectet.

The score for Pastorale d’été includes a line from Arthur
Rimbaud’s poem “Dawn” — “J’ai embrassé l’aube d’été” (“I
have embraced the summer dawn”) — as well as a dedica-
tion to composer Alexis Roland-Manuel. Honegger entered
the piece in a competition for the Prix Verley, held during
February 1921 and decided by an audience vote. “The Pas-
torale I wrote last summer was a huge success. I won the
prize with 374 votes out of a total of 700,” Honegger wrote
to his ailing mother the following day. “I had to go and take
a bow to the audience, who were yelling.”

French horn introduces the languid first theme over un-
dulating strings, while the faster, dance-like central section
revolves around a sprightlier woodwind melody. Honegger
combines both themes in the coda, which reverts to the calm
opening tempo.

Antonín Dvořák
Serenade for Strings in E major, Op. 22

Dvořák was born September 8, 1841, in the Bohemian town
of Nelahozeves (near Prague, now in the Czech Republic), and died
on May 1, 1904, in Prague. He composed this work between May
3 and May 14, 1875. Adolf Čech conducted the first performance,
in Prague, on December 10, 1876.

Trained as an organist, Dvořák played viola in Prague’s
Bohemian Provisional Theater Orchestra during the 1860s,
supplementing his income by giving piano lessons. Al-
though his Op. 1 dates from 1861, his music apparently re-
ceived no public performances until a decade later, when he
quit the orchestra to devote more time to composing. While
his compositions began to achieve some measure of success
in Prague, he remained in need of two things: money and
wider recognition of his talents.

In 1874, Dvořák applied for the Austrian State Stipen-
dium, a composition prize awarded by a jury consisting of
music critic Eduard Hanslick and Johann Herbeck, director



of the Imperial Opera. The composer learned that he had
won the initial prize (he would over the course of the next
few years receive additional stipends) in February 1875. It
was during this presumably happy time that he produced
his Serenade for Strings over the span of a mere 12 days in
May 1875. A hoped-for performance by the Vienna Philhar-
monic under the direction of Hans Richter did not materi-
alize, so the serenade was instead premiered in Prague in
December 1876. But in the interim Dvořák had included
the work in an application for an additional award from the
Stipendium committee — which now included composer
Johannes Brahms, who was overwhelmingly impressed by
Dvořák’s music, so much so that he would soon help launch
the Czech composer to worldwide fame.

By the latter part of the 19th century, the serenade
had transitioned from occasional music intended for perfor-
mance at a social function to a work intended for the concert
hall. Dvořák would go on to compose another serenade — in
D minor and scored for wind instruments — during January
1878, and soon thereafter began working on a third, which
instead became his Czech Suite, written around April 1879.
(In 1873 he had produced an octet — now lost — for winds,
strings and piano that he subtitled “Serenade.”)

For many years, Dvořák’s music had been heavily un-
der the influence of Richard Wagner, but around 1872 he
revamped his compositional approach, “his melodic inven-
tion once again preferring traditional four-bar structure,”
according to Klaus Döge, “and his formal language becom-
ing more balanced in its proportions and architecture.” This
period also saw his first use of Bohemian and Moravian folk
music, which would feature prominently in the works that
would fuel his rise to popularity: the Moravian Duets and
the Slavonic Dances. Although none of the material in the
E-major serenade comes directly from any actual Czech folk
music, its themes, writes Döge, “are so carefree, simple and
instantly comprehensible that they are clearly indebted to
the formative principles of folk music.”

The five movements of Dvořák’s string serenade “are
all so interesting in overall thought conception and in the-
matic work,” wrote a local critic in a review of the first
performance, “and also clear in their overall design, that
they will surely be received as favorably everywhere as
each of them was on this occasion.” The opening move-
ment is not in sonata-allegro form, as might be expected,
but instead possesses an A–B–A′ structure, with an idyllic
opening theme in E major yielding to a gentle, dance-like
dotted-rhythm second subject in G major, followed by vari-
ants of the opening material. Next comes a waltz in C]

minor with a more relaxed trio section in D[ major, then a
scherzo in F major (with a contrasting A-major trio and a
coda combining material from both preceding sections) that
suggests the character of one of the composer’s Slavonic
Dances. The wistful slow movement (which makes use of
a theme from the waltz) precedes a spirited finale (in mod-
ified sonata form) that incorporates references to both the
Larghetto and the opening theme of the work.

— Jeff Eldridge

2021–2022 Season: Renewal

Jubilation
Saturday, October 9, 2021 • 7:30 p.m.
First Free Methodist Church (FFMC)
Tess Altiveros, soprano • Nerys Jones, mezzo-soprano
Zach Finkelstein, tenor • Anton Belov, baritone
Quinn Mason Toast of the Town
Antonín Dvořák Žalm 149
William C. White Psalm 46
Johann Strauss II Overture to Die Fledermaus
Arias and duets by Verdi, Bizet, Gounod,

Humperdinck, Rossini and Mozart
Amy Beach Bal Masqué
Giacomo Puccini Humming Chorus from Madama Butterfly
Leonard Bernstein “Make Our Garden Grow” from Candide

Elegy
Saturday, November 6, 2021 • 7:30 p.m. • FFMC
Kimberly Giordano, soprano
Charles Robert Stephens, baritone
Hubert Parry Elegy for Brahms
Johannes Brahms Ein deutsches Requiem

Messiah
Saturday, December 18, 2021 • 2:30 p.m. • FFMC
Sunday, December 19, 2021 • 2:30 p.m. • Bastyr Chapel
Ellaina Lewis, soprano • José Luis Munoz, countertenor
Brendan Tuohy, tenor • Ryan Bede, baritone
George Frideric Handel Messiah

Resilience
Saturday, February 5, 2022 • 7:30 p.m. • FFMC
Rachel Lee Priday, violin
William Grant Still Poem for Orchestra
Samuel Barber Concerto for Violin and Orchestra
Sergei Prokofiev Symphony No. 5

Resurrection
Sunday, March 13, 2022 • 3:00 p.m. • FFMC
Zach Finkelstein, Evangelist • Ari Nieh, Jesus
Arwen Meyers, soprano • Laura Thoreson, mezzo-soprano
Brendan Tuohy, tenor • Zachary Lenox, baritone
Johann Sebastian Bach St. Matthew Passion

Celebration
Sunday, April 24, 2022 • 7:30 p.m. • Benaroya Hall
Lili Boulanger D’un matin de printemps
William C. White The Muses [world premiere]
Maurice Ravel Daphnis et Chloé [complete]

Tickets: www.osscs.org



Vocal Texts

When Music Sounds
When music sounds, gone is the earth I know,
And all her lovely things even lovelier grow;
Her flowers in vision flame, her forest trees
Lift burdened branches, stilled with ecstasies.

When music sounds, out of the water rise
Naiads whose beauty dims my waking eyes,

Rapt in strange dreams burns each enchanted face,
With solemn echoing stirs their dwelling-place.

When music sounds, all that I was I am
Ere to this haunt of brooding dust I came;
And from Time’s woods break into distant song
The swift-winged hours, as I hasten along.

— Walter de la Mare

BWV 140
Wachet auf, ruft uns die Stimme,
der Wächter sehr hoch auf der Zinne,
wach auf, du Stadt Jerusalem.
Mitternacht heißt diese Stunde,
sie rufen uns mit hellem Munde,
wo seid ihr klugen Jungfrauen?
Wohlauf, der Bräut’gam kömmt,
steht auf, die Lampen nehmt,
Alleluia!
Macht euch bereit
zu der Hochzeit,
ihr müsset ihm entgegen gehn.

Er kommt, er kommt,
der Bräut’gam kommt,
ihr Töchter Zions, kommt heraus,
Sein Ausgang eilet aus der Höhe
in euer Mutter Haus.
Der Bräut’gam kommt, der einem Rehe
und jungen Hirschen gleich
auf denen Hügeln springt
und euch das Mahl der Hochzeit bringt.
Wacht auf, ermuntert euch,
den Bräut’gam zu empfangen;
dort, sehet, kommt er hergegangen.

Wann kömmst du, mein Heil?
Ich komme, dein Teil.

Ich warte mit brennendem Öle.
Eröffne den Saal

Ich öffne den Saal
zum himmlischen Mahl.
Komm, Jesu.

Ich komme, komm, liebliche Seele.

Zion hört die Wächter singen,
das Herz tut ihr vor Freuden springen,
sie wachet und steht eilend auf.
Ihr Freund kommt von Himmel prächtig,
von Gnaden stark, von Wahrheit mächtig,
ihr Licht wird hell, ihr Stern geht auf.
Nun komm, du werte Kron’,
Herr Jesu, Gottes Sohn,
Hosianna!
Wir folgen all
zum Freudensaal
und halten mit das Abendmahl.

Wake, arise, the voices call us
Of watchmen from the lofty tower;
Wake up, O town Jerusalem!
“Midnight” is named this hour;
They call to us with ringing voices;
Where are ye prudent virgins now?
Make haste, the bridegroom comes;
Rise up and take your lamps!
Alleluia!
Prepare to join
The wedding feast,
Go forth to meet him as he comes!

He comes, he comes,
The bridegroom comes!
O Zion’s daughters, come ye forth,
His journey hieth from the heavens
Into your mother’s house.
The bridegroom comes, who to a roebuck
And youthful stag is like,
Which on the hills doth leap;
To you the marriage meal he brings.
Rise up, be lively now,
The bridegroom here to welcome!
There, look now, thence he comes to meet you.

When com’st thou, my Savior?
I’m coming, thy share.

I’m waiting with my burning oil.
Now open the hall

I open the hall
For heaven’s rich meal.
Come, Jesus!

Come, O lovely soul!

Zion hears the watchmen singing,
Her heart within for joy is dancing,
She watches and makes haste to rise.
Her friend comes from heaven glorious,
In mercy strong, in truth most mighty,
Her light is bright, her star doth rise.
Now come, thou precious crown,
Lord Jesus, God’s own Son!
Hosannah pray!
We follow all
To joy’s glad hall
And join therein the evening meal.



So geh herein zu mir,
du mir erwählte Braut!
Ich habe mich mit dir
von Ewigkeit vertraut.
Dich will ich auf mein Herz,
auf meinen Arm gleich wie ein Siegel setzen,
und dein betrübtes Aug’ ergötzen.
Vergiß, o Seele, nun
die Angst, den Schmerz,
den du erdulden müssen;
auf meiner Linken sollst du ruhn,
und meine Rechte soll dich küssen.

Mein Freund ist mein,
und ich bin dein,

die Liebe soll nichts scheiden.
Ich will mit dir

du sollst mit mir
im Himmels Rosen weiden,
da Freude die Fülle, da Wonne wird sein.

Gloria sei dir gesungen,
mit Menschen- und englischen Zungen,
mit Harfen und mit Zimbeln schon.
Von zwölf Perlen sind die Pforten,
an deiner Stadt sind wir Konsorten
der Engel hoch um deinem Thron.
Kein Aug’ hat je gespürt,
kein Ohr hat je gehört
solche Freude,
des sind wir froh,
io, io, ewig in dulci jubilo.

So come within to me,
Thou mine elected bride!
I have myself to thee
Eternally betrothed.
I will upon my heart,
Upon my arm like as a seal engrave thee
And to thy troubled eye bring pleasure.
Forget, O spirit, now
The fear, the pain
Which thou hast had to suffer;
Upon my left hand shalt thou rest,
And this my right hand shall embrace thee.

My friend is mine,
And I am thine,

Let love bring no division.
I will with thee

Thou shalt with me
On heaven’s roses pasture,
Where pleasure in fullness, where joy will abound.

Gloria to thee be sung now
With mortal and angelic voices,
With harps and with the cymbals, too.
Of twelve pearls are made the portals;
Within thy city we are consorts
Of angels high around thy throne.
No eye hath yet perceived,
No ear hath e’er yet heard
Such great gladness.
Thus we find joy,
Io, io, ever in dulci jubilo!

— translation © Z. Philip Ambrose,
www.uvm.edu/∼classics/faculty/bach
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