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CANTATA: Schiwesgt stille, plandert nicht, BWV 211 (Coffee Cantata) Johann Sebastian Bach

Translation of the German fext and nofes corresponding to each movement are below.
Background notes for the cantata are found on the back cover of this program.

1. Recitative (tenor)

Schweigt stille, plaudert nicht Be quiet, chatter not,

Und haret, was itzund geschicht: Give ear to what will now transpire:
Da kimmt Herr Schlendrian Now Mister Schlendrian

Mit seiner Tochter Liesgen her, Comes with his daughter Liesgen here
Er brummt ja wie ein Zeidelbir; And rumbles like a honey bear;

Hort selber, was sie ihim getan! Now listen what she's done to him!

The tenor takes the role ol narrator, just as he does 11 Bacly’s Passions. His
first task is to tell the audience to quiet down, suggesting the intormal
atmosphere tor which this cantata 1s intended. He then announces that Herr
Schlendrian (literally, “jog trot,” someone stuck in a monotonous routine) is
coming, and his approach is heard in repeated dotted tigures in the bass line,
matked “on pompa” (pompously). The tenor dips into his lower register to
sing an aside, contiding to the audience that Schlendrian is growling like a
beat.

2. Aria (bass)

Hat man nicht mit seinen Kindern Don't we have with our own children
Hinderttausend Hudele:! Hundred thousand woes to seel

Was ich immer alle Tage What I'm ever daily saying,

Meiner Tochter Liesgen sage, To my daughter Liesgen praying,
Gehet ohne Frucht vorbe. Passeth truitless on its way.

The orchestra depicts Schlenduan’s growl using groups ot four repeated
sixteenth notes with the second note in the group a half—step under the main
pitch. This tigure appears in the continuo as well as i the upper parts and
colors Schlendrian’s singing. He truly is growling! The many repetitions of
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this tigure illustrate Schlendrian’s “hundred thousand” irntations with his
daughter. “Trmmer alle Tage” (always, every day) he tells her what she should do,
in one tonality atter another, but to no avail, until the middle section comes
to a cadence on the third degtee of the scale. He must reaﬂy be up set—how
did he end up there? The orchestra intervenes to bring back the original key
of D Major, and Schlendrian retums to his original complaint, with an
emphatic tinish.
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3. Recitative (bass and soprano)

Bass (Schlendrian)

D bisses Kind, du loses Mdidechen, Thou naughty child, thou wanton hussy,
Ach! wenn erlang ich meinen Zweck: Al when will T achieve my way?

Tot mir den Coffee weg! For me, ott cottee lay!

Sopran (Liesgen)

Herr 1 ater, seid doch nicht so scharf! Dear Father, do not be so strict!

Weenn ich des Tages nicht dreimal For it T may not thrice each day

Mein Schiilchen Coffee trinken dar, My little cup of cottee drink,

So werd ich ja s meiner Qual I'l tuen indeed to my distress

Wie ein verdorrtes Ziegenbriitchen. Into a dried-up goat for roasting.

Schlendrian scolds his daughter in vain. His phrases are short—he’s
trustrated and angry. But Liesgen, petky and sweet, deties her father, and
r:lpidly tosses oft the declamation that without cottee she will become a
“drted-up piece of roast goat.”

4. Aria (soprano)

Ei!wie schumeckt der Coffee siifie, Ah! How sweet the cottee's taste 1s,
Lieblicher als tausend Kiisse, Sweeter than a thousand kisses,
Milder als Muskatenwein. Milder than sweet muscatel.

Coffee, Coffee miuss ich haben, Cottee, cottee, I must have 1,

Und wenn jermand niich will laben, And it someone wants to treat me,
Ach, so schenkt mir Coffee ein! Ah, my cup with cottee till!

Liesgen’s atia thapsodizing over cottee is an elegant trio sonata tor voice,
Hute and continuo. The minuet torm suggests Liesgen’s tlirtatiousness and
growi-up :1irs, but her ecstatic exclamations and the irregular phrﬂses and
accents show her immaturity. The tlute part 1s mdependent ot the voice,
bubbling and swirling through the air like the steam rising trom Liesgen’s
tavorite beverage. The minor key reminds us ot cottee’s exotic tar-away
origins.
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5. Recitative (bass and soprano)
Bass
Wenn du mir nicht den Coffee lisst,
So sollst du anf kein Hochzeitfest,
Aweh nicht spagzerengehn.

Sopran

Ach ja!

N lasset mir den Coffee dal

Bass

Da hab ich nun den kleinen Affen!
Ieh will dir Beinen Fischbeinrock
nach itzger Weite schaffen.

Sopran

Ieh kann mich leicht darsu verstehn.
Bass

Dy so/lst nicht an das Fenster trefen
Und keinen sehn voriibergehn!

Sopran
Auch dieses; doch seid nur gebeten
Und lasset miir den Coffee stehn!

Bass
D sollst auch nicht von meiner Hand

Ein silbern oder goldnes Band
Auf deine Hanbe kriegen!

Sopran

Ja, ja! nur lasst mir mein 1 ergniigen!
Buass

Dt Joses Liesgen du,

So gibst du mir denn alles zu¢

(Schlendrian)

It thou for me not cottee quit,

Thou shalt attend no Wedding feast_,
Nor ever take a stroll.

(Liesgen)

Agreed!

But here to me my cottee leave!
(Schlendrian)

Here now I've got the little monkey!

T will most sure a whalebone dress

of latest girth retuse thee.

(Liesgen)

T can with ease learn this to bear.
(Schlendrian)

Thou shalt not to the window venture
And no one see who walks beneath 1t!
(Liesgen)

This also; but heed my petition

And grant that I my cottee keep!

(Schlendrian)

Thou shalt as well not trom my hand
A silver or a golden band

Upon thy bonnet gain thee!

(Liesgen)

Yes, yes! But leave to me my pleasurel
(Schlendrian)

Thou wanton Liesgen thou,

Then dost thou yield me ev'rything?

Schelendrian threatens to take away one privilege atter another it Liesgen will

not give up her cottee. The dialogue moves along quickly, propelled by

thymes within the text.



6. Aria (bass)
Mcidechen, die von harfen Sinnen,
Sind nicht leichte s gewinnen.
Doch trifft man den rechten Or,
OV so kdmmt man gliicklich fort.

Maidens who ate steely-hearted
Are not easily persuaded.

But just hit the proper spot,
OL, ye'll have a happy lot.

Schlendrian is thinking, accompanted only by the continuo plodding along

underneath. It's hard to know what to do about a stubborn young woinail.

But in the second patt ot the arta he gets an idea, and as he warms to it, his

excitement appears in melismas on the words &dmmt and fort. Pacallel sixths

with the continuo at the cadence suggest his beliel that this just might work!

7. Recitative (bass and soprano)
Buass
N folge, was dein T ater spricht!
Sopran
I allens, nur den Coffee nicht.
Bass
Woblan! so musst du dich bequenen,
Auwch niemals einen Nann sy nebmen.
Sopran
Ach ja! Herr 1 ater, einen Mann!
Bass
Ieh schwire, dass es nicht geschicht.
Sopran
Bis ich den Coffee lassen kanné
Nun! Coffee, bleib nur immer legen!
Herr T ater, hirt, ich trinke keinen nicht.
Bass

So sollst du endlich einen kriegen!

(Schlendrian)
Now, tollow what thy tather bids!

(Liesgen)
In all things, only cottee not!

(Schlendrian)

Go on, thou must then be contented
To lack as well a husband ever.
(Liesgen)

O yes! Dear Father, please, a man!
(Schlendrian)

I swear it, 1t will never be.

(Liesgen)

Until from cottee T abstain?

Welll Cottee, be torever conquered!

Dear Father, mark, I'll never drink a bit.

(Schlendrian)
And thou in turn at last shalt get him.

Schlendrian sternly tells Liesgen that she will not be allowed to have a

husband it she continues to drink cottee. Her tour-note sigh on “a husband”

stgnals to him that his threat s having the desired ettect. So he repeats it, and

she quickly promises to give up cottee. (That’s how tast things can change in

short satiric comedies!)
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8. Aria (soprano)
Heute noch,
Lieber 1 ater, tut es doch!
Ach, ein Mann!
W abhrlich, dieser steht mir an!
Wenn es sich doch balde fiigte,
Dass ich endlich vor Coffee,
Eb ich noch s Bette geb,
Einen wackern Liebsten kriegte!

This day, still,

O dear Father, do it, please!
Alh, a man!

Truly, he would suit me tine!
It it only soon might happen
That at last in cottee's stead,
Ere I yet shall go to bed,

I a gallant lover tind me!

Liesgen’s excitement about a husband—swhom she wants her tather to tind

todayl—is sung to the accompaniment of a rather dignitied gigue in a

pastorale style, suggesting perhaps the tormalities of a wedding. The more
lytical vocal line i the middle section ot this da capo aria contrasts with the
delighted leaps and inversions of the tirst section. Will a “gallant lover” make

a more satistied and mature woman ot Liesgen?

9. Recitative (tenor)
Nun geht und sucht der alfe Schlendrian,
Wie ervor seine Tochter Liesgen
Bald einen Mann verschaffen kann;
Doch, Liesgen streuet heimlich ans:
Rein Freier kommi mir in das Haus,
Er hab es mir denn selbst versprochen
Und riick es anch der Ehestiftung ein,
Dags mir erlanbet mige sein,
Den Coffee, wenn ich will, zu kochen.

Old Mister Schlendrian now goes to seek
How he tor this his daughter Liesgen
Soon may a husband here procure;

But Liesgen secretly makes known:

No suitor come into my house

Unless he's made to me the promise
And put it in the marriage contract, too,
That I shall be allowed to brew,
Whenever I desire, my cotlee.

The text ol this recitative was not part ot Picander’s original script and may
have come trom Bach himselt. The changed ending adds another level to the

satire, and makes some concessions to the women in the audience. (Women

were not allowed in cotteehouses in London in the 18t century, but they

were impottant customers at Zimmermann’s in Leipzig.)
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10. Chorus

Die Katse Jisst das Mausen nicht, A cat its mousing never quits,
Die Jungfern bleiben Coffeeschwestern. A gitl remains a coftee-nurser.
Die Mutter liebt den Coffeebranch, The mothers love to use the brew,
Die Grofimama trank solchen anch, The grandmas tondly drank it too,
Wer will nun auf die Tichter kistern! So who would now the daughters censure?

The tinal movement is a choral tantasy, as the entire ensemble acknowledges
that the cottee craze is here to stay—through not just one, but two da capos.
The hymn-like homophonic setting ot the repeating A-sections gives the
movement an air ot comic solemnity. The singers’ canonic entrances and
counterpoint in the middle sections illustrate that mothers and grandmothers
and young women ALL enjoy cottee.

Thanks to the following people for making today’s reception possible:

Janel Dennen,

tor her assistance with contracting musicians and set-up.

Gwen Gotsch,

tor her attention to detail and excellent program notes on the cantata.

Laura Zimmer,

tor her work as a ltatson between Grace and Concordia and tor moving equipment.
Maurice Boyer, Charles Brown, and Steven Wente of Concordia University Chicago,
tor loaning risers and a harpsichord to Grace tor this reception.

Marilyn Busse and Carlos Messerls,

tor their season-long contributions to the Bach Cantata Vespers ministry.

Grace Senior Choir,

tor their dedication to this ministry and hard work each month in presenting the cantatas.
Minh Lieu and Dan Muriello,

tor their assistance with set-up and managing logistics.

Verna Offermann and Barb VanHeukelem,

tor calendar coordination and reception details.

Lars Bostrom, Karen Christopher, and Jennie Hurrelbrink,

tor their assistance in the printing ot programs and work “behind the scenes.”

Special thanks to Terry Griffin of Blue Max Coffee and to Grace member Candice Hill
Buchbinder tor catering this atternoon’s reception.

Putchase cottee beans roasted at Blue Max today and $3 ot your purchase will support Grace’s Bach
Cantata Vespers.

Visit Blue Max in Forest Park (26 Lathrop Ave.) or on the web at www.bluemaxcottee.com.
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BACKGROUND OF THE CANTATA

J. S. Bach never wrote an opera. Why not?

Was it because of religious railing agamnst the evils of opera and theater? Eighteenth-century composers ot church
music, including Bac h were sometimes cuticized for using the “theatric 11 style” in their settings of sacred texts.
Bacl’s c‘nlplm ment contract as Cantor at LC‘lI‘)ZlU‘ stated th 1t music ¢ ()11117()5@(1 tor the XX()Lbhlp service should not
sound like opera. There were those who telt that the churchgoer’s devotional experience should not be unduly
ntluenced by dramatic shitts ot emotion m music.

However, Bach himselt probably went to the opera when he traveled to Hambutg and Dresden, and the Librettists
tor Bacl’s cantatas supplied him with material that looked a lot Like opera: recitatives tollowed by arias, just like
the Italian operas that were tashionable m Germany at the tume. The dramatic depiction ot watching tor the Day
ot Judgment in Wacher! Beter! Berer! W achet! BWYV 70), which we will hear at the October 23 Cantata Vespers, 1s a
strking example of the theatrical style i Bach’s chutch cantatas. The Easter Oratorio, also on the 2011-12
schedule, contains sung dialogue alternating with arias for the characters of Peter, John, Mary Magdalene, and
Mary, the daughter of James. The libretto tor The Easter Oratorio was probably written by Christian Friedrich
Henrict (“Picander™) who also authored the text tor the “Cottee Cantata.”

Pethaps the simplest explanation for why Bach did not compose for the stage 1s that Bach never lived or worked
at a court or in a large city where opera was pu)(hu ed. Lc*1pzw opera house closed 1 1720, a year betore Bach’s
acrival. Bach was a practical, working musician, composing music—ggeat music—tor the venues and occasions
at hand.

One of those Leipzig venues was the University, where students pertormed some of Bach’s secular cantatas in
wlich the singers embodied mythological ot allegorical characters. Johann Chuistoph Gottsched, an mtluential
German literary critic and playwright who taught at the University, described these dranmmmi per misica as “little
opetas.” Bach also directed and composed vocal and mstrumental music tor the Collegium Musicum, the
performing ensemble that presented public concerts at Zimmermann’s Cottechouse in Leipzig,

Cottee came to Germany about 1670, and Leipzig got its tirst cottechouse i 1694. Town ordinances noted “the
trivolous carrying on mn cottee houses,” but the controversy over cottee-drnking was partly a balance-ot-trade
ssue: English merchants protited trom cottee sales, at the expense ot local German breweries. Yet the merchants
who tiz 1Vc‘1c‘d trom all over to Leipzig’s bustling trade fairs met and shared ideas at the local cotteehouses,
cosmopolitan settings where patrons also apprec mted good music.

When the Cottee Cantata was hirst performed, probably at Zimmermann’s between 1732 and 1734, audience
members, like musicologists and delighted listeners today, would have recognized this work as a mini-opera,
similar to an gpera buffa, the short comic operas performed in Italian operahouses between the acts ot longer more
serious pieces. And they would surely have enjoyed themselves!

So Bach never wrote an opera. He certainly could have done so if he’d had the opportunity!

Gwen Gotsch

Notes on the cantata provided by Gwen Gotsch. Used by permission.
Translation of cantata text copyright © Z. Philip Ambroge. translator, alt. Web publication: hitp:/swww.uvm. edu/~clagzics/ faculty/bach. Used by permission.




