




Johann Sebastian Bach: Fürchte dich nicht

Antonio Lotti: Crucifixus a 10

John Tavener: Song for Athene 

- - - - -
Tomás Luis de Victoria: O Domine Jesu Christe

Tomás Luis de Victoria: Vere languores nostros

Antonio Caldara: Crucifixus a 16

Tomás Luis de Victoria: Versa est in luctum

Tomás Luis de Victoria: Super flumina Babylonis

- - - - -

Johann Sebastian Bach : Komm, Jesu, komm

Antonio Lotti: Crucifixus a 8

Johann Sebastian Bach: Lobet den Herrn

Paragon Singers

Steven Hollas organ

Keith Bennett conductor



Welcome to this evening’s concert. In this programme we pay tribute to
the late, much-loved Sir John Tavener, who died last year; we complete our
series of performances of Bach’s motets; we explore beyond Lotti’s well-
known setting of Crucifixus; and we both explore and revisit the music of
one of our favourite composers, Tomás Luis de Victoria. As usual, we will
sing the concert without an interval but with two short breaks for the choir
to sit down and for you to stretch your legs. 

Sir John Tavener (1942–2013) sprang to prominence in the 1960s with
highly inventive, large-scale, avant-garde pieces, of which e Whale
(1965–6) is an example. In 1977 he joined the Russian Orthodox Church,
remaining in it for twenty years before leaving to explore a number of other
religious traditions. His later music was imbued with both a deep faith and
the musical traditions of eastern orthodoxy.

Song for Athene (1993) will be familiar to many from its performance
at the funeral of Princess Diana in 1997. In the composer’s own words,
‘the work was written in memory of Athene Hariades … Her inner and
outer beauty was reflected in her love of acting, poetry, music and of the
Orthodox Church. e text is taken from Shakespeare’s Hamlet and 
the Orthodox funeral service.’ It is typical of the works from Tavener’s
‘Orthodox period’ in invoking a wonderful atmosphere by the simplest 
of means.

Of the surviving motets by J.S. Bach (1685–1750), Fürchte dich nicht is
possibly the least known. Like the others, it was written for a funeral or
memorial service but neither the occasion nor the date is known: the
Bärenreiter edition suggests it may have been written for the memorial
celebrations for Susanna Winckler held at St Nicholas’s, Leipzig, on 
4 February 1726.

e text is drawn from Isaiah 41 verse 10 and 43 verse 1, and a hymn
by Paul Gerhardt. e whole motet is confident in mood, expressing from
the outset a Lutheran conviction in God’s goodness and salvation. is is
evident in the springing certainty of the opening ‘intonation’ in the two
bass parts and the spirited antiphony of the two choirs. is joyful progress
is suddenly interrupted before the third line of text, ‘Ich stärke dich’ 
(I strengthen you), conveyed by ecstatic melismas coupled with dramatic
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homophony. After this the spirited mood returns, reaching a rousing climax
following stretto entries in all eight voices. 

e second section of the motet, setting the second of the Isaiah texts,
begins in eight parts but quickly turns into an extended double fugue for
the three lower voices, over which the sopranos declaim two verses 
of Gerhardt’s chorale. is is a virtuoso piece of writing, in which
repetitions of the rather stately first subject emerge from a web of lively
counterpoint. e climax of the fugue is underpinned by the declamation
by the basses of a previously subsidiary figure, ‘Du bist mein’ (You are
mine), now a renewed statement of conviction repeated by all at the end
of the brief coda.

Komm, Jesu, komm is, initially at least, quite different in mood. e
text comprises two stanzas from a hymn written by Paul ymich for the
burial in 1684 of Jacob omasius, rector of St. omas’s School, Leipzig.
Bach’s setting, again for double choir, was composed before 1732, but the
occasion is unknown. Bach’s expressive treatment of the text in the first
part of this motet is particularly acute (for a special insight into the
relationship of text, faith and music in the works of Bach see John Eliot
Gardiner’s recent, highly acclaimed, Music in the Castle of Heaven). 

e first stanza begins uncertainly, with pleading statements of ‘Komm,
Jesu, komm’ (Come, Jesus, come) and a weeping figure for the phrase ‘mein
Leib ist müde’ (my body is weary). A falling figure echoes the text ‘die Kraft
verschwindt je mehr und mehr’ (my strength fails me more and more),
followed by sighing repetitions of ‘Ich sehne mich’ (I am longing) which
finally resolve into a comforting cadence at ‘nach deinem Friede’ (for your
peace). A yearning chromatic figure emerges for ‘der saure Weg wird mir
zu schwer’ (the bitter way becomes too difficult for me). 

en, suddenly, confidence: ‘Komm, ich will mich dir ergeben’ (Come,
I will give myself to you), set to lively counterpoint in joyful antiphony.
e final sentence of the first stanza, ‘Du bist der rechte Weg’ (You are the
right way) continues the mood in a lilting 6/8, an extended expression of
certainty, conveyed not only by the dance rhythm but also by seemingly
endless harmonic shifts. e stanza ends in quiet conviction, indicated by
a rare Bach dynamic marking, with a piano repetition of the whole of the
preceding paragraph. A chorale-like ‘Aria’ then dispatches the second stanza
very briefly in a simple statement of faith.
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Lobet den Herrn is probably the most familiar of the motets. Its
provenance is uncertain, and for a long time it was not fully accepted into
the Bach canon. It is clearly not a funeral piece and, of those that survive,
it is the only one set for four voices and the only one that has an
independent continuo line. 

e text is the two verses of Psalm 117. At the opening, the voices enter
in turn with a trumpet-like figure that builds into a joyful quasi-fugue. e
exhilarating mood continues with the second part of the first verse,
heralded by joyful melismas, the opening figure returning in combination
with them towards the end of this section. e second verse, ‘Denn seine
Gnade und Warheit’ (For his grace and truth) is set initially in peaceful
contrast, but builds with increasing certainty through the second half of
the phrase ‘waltet über uns in Ewigkeit’ (reign over us for ever). An
infectious, dancing Alleluia concludes the motet and the concert.

Spread through the programme are three impassioned settings of
Crucifixus, all written at about the same time and providing an intriguing
comparison. Antonio Lotti’s setting in eight parts is well known, but
equally fine are his setting in ten parts and the sixteen-part version by
Antonio Caldara.

Antonio Lotti (c.1667 –1740) is thought to have been born in Venice
and lived and worked there most of his life, apart from a brief period at
the Dresden court between 1717–1719. In Venice, he moved gradually up
through the ranks of singer and various grades of organist at St Mark’s
before eventually becoming maestro di cappella in 1736. His prolific output
included a large quantity of church music, in his day much admired for its
elegant vocal and contrapuntal writing, but he is chiefly (and unfairly)
remembered now for one piece, the eight-part Crucifixus. is is an extract
from his Missa Sancti Christophori, found in Dresden but possibly written
before he went there. His ten-part setting of the same text also comes from
a complete mass found in Dresden (much of his surviving sacred music
dates from that period, preserved by his pupil Zelenka). e two pieces are
closely related, using similar themes and characterised by the use of
suspensions, chromatic inflection and expressive word painting.

Lotti’s close contemporary Antonio Caldara (c.1670–1736) was
certainly born in Venice and started his musical life as a chorister at 
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St Mark’s. In 1699 he became maestro di cappella at the court in Mantua,
moving first to Barcelona, then Rome and finally in 1716 to Vienna.
Caldara’s prodigious output consisted chiefly of operas, cantatas and
oratorios but with some sacred music including this ravishing setting of
Crucifixus. It is similar in style to Lotti’s settings but more expansive, as
befits the larger forces employed. From a similar imitative start (but
commencing with the upper voices rather than the lower) the music rises
to an impassioned climax before beginning the process all over again, twice.
A dramatic pause precedes the concluding statement of ‘et sepultus est’.

Tomás Luis de Victoria (1548–1611) was the greatest composer of the
Spanish 16th-century ‘golden age’, and one of the greatest composers of a
century rich in talent. For many lovers of 16th-century music, his music
represents the apogee of late Renaissance style. His output was relatively
small and consisted entirely of sacred music. It is nevertheless wonderfully
rich and beautifully expressive, imbued with an emotional intensity for
which it is justly renowned. 

Victoria was born in Ávila, in central Spain, the birthplace of St Teresa.
Like many European composers of the Renaissance, his early career was
spent in Italy. Possibly from as early as 1563 he studied at the Jesuit
Collegio Germanico in Rome, continuing a Jesuit education begun in
Ávila, an education that had a profound and continuing influence on his
work. He then occupied a variety of church and other posts, including a
return to the Collegio as a tutor and later maestro di cappella. In 1575
Victoria was ordained priest. In the early 1580s he petitioned Philip II that
he might return to Spain ‘to put an end to my labour of composing, to
rest for a time in honest leisure, and to be able to compose my soul in
contemplation, as befits a priest’. In 1585 he was appointed chaplain and
maestro di capella to the Dowager Empress Maria, who in 1581 had retired
to the luxurious royal convent of the Barefoot Nuns of St Clare. ere he
served first the Empress, and later her daughter, until his death.

is evening we sing a small but representative selection of his motets,
suitable for the Lenten season. 

O Domine Jesu Christe, composed in 1576, is a six-part motet for Palm
Sunday. It is contemplative in mood, mainly homophonic but with
expressive use of vocal scoring and gentle voice leading. 
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Vere languores nostros, composed in 1572, is a short but deeply
expressive four-part motet which has become associated with the liturgy
of the mass on Good Friday. 

Versa est in luctum is a funeral motet, published as part of Victoria’s
six-part Officium Defunctorum in 1605. is is a richly polyphonic work
of plangent intensity, reflecting the special fervour of Spanish catholicism.

e final motet in this group, Super flumina Babylonis, written, like
O Domine, in 1576, returns us to Italy, where the northern Italian tradition
of double-choir music was being widely explored. It is written for two
unequal choirs, SATB/ATTB, the central two verses being for first and
second choir respectively. e final eight-part verse ‘Quomodo cantabimus’
(How shall we sing) is set expansively, with intermediate and final cadential
statements containing some of his most resplendent polyphony.

Keith Bennett

Please join us for refreshments in the church hall after the concert.
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Fürchte dich nicht
Fürchte dich nicht, ich bin bei dir;
weiche nicht, denn ich bin dein Gott;
ich stärke dich, ich helfe dir auch,
ich erhalte dich durch die rechte Hand
meiner Gerechtigkeit.

Fürchte dich nicht, 
denn ich habe dich erlöset;
ich habe dich bei deinem Namen gerufen,
du bist mein.

Herr, mein Hirt, Brunn aller Freuden!
Du bist mein, ich bin dein,
Niemand kann uns scheiden.
Ich bin dein, weil du dein Leben
Und dein Blut, mir zu gut,
In den Tod gegeben.

Do not fear, I am with you;
Do not give way, for I am your God;
I strengthen you, I also help you,
I uphold you with the right hand of 
my righteousness.

Do not fear, 
For I have redeemed you;
I have called you by your name, 
You are mine.

Lord, my Shepherd, source of all joys!
You are mine, I am yours,
No one can separate us.
I am yours, since by you your life
And your blood, for my benefit,
Have been given in death.



You are mine, since I seize you
And, O my light, never
Shall I let you leave my heart!
Let me, let me come
Where you by me and I by you
Shall be embraced in love.

He was crucified also for us
under Pontius Pilate.
He suffered and was buried.

O Lord Jesus Christ,
I adore you, wounded on the cruel Cross
And given gall to drink:
I beseech you, that your wounds
And death might become my life.

Truly He himself bore our griefs,
And He himself carried our sorrows;
By His wounds we are healed.
Sweet cross, sweet nails,
Sweetly bearing the weight,
You alone were worthy
To bear the King of heaven and the Lord.

Du bist mein, weil ich dich fasse
Und dich nicht, o mein Licht,
Aus dem Herzen lasse!
Laß mich, laß mich hingelangen,
Da du mich und ich dich
Lieblich werd umfangen.

Crucifixus 
Crucifixus etiam pro nobis
sub Pontio Pilato,
passus et sepultus est.

O Domine Jesu Christe
O Domine Jesu Christe,
adoro te in cruce vulneratum
felle et aceto potatum:
deprecor te ut tua vulnera
morsque tuae sit vita mea.

Vere languores nostros
Vere languores nostros ipse tulit,
et dolores nostros ipse portavit;
Cujus livore sanati sumus.
Dulce lignum, dulces clavos,
dulcia ferens pondera,
quae sola fuisti digna 
sustinere Regem coelorum et Dominum.

Song for Athene
Alleluia. May flights of angels sing thee to thy rest.
Alleluia. Remember me, O Lord, when you come into your kingdom.
Alleluia. Give rest, O Lord, to your handmaid who has fallen asleep.
Alleluia. e Choir of Saints have found the well-spring of life and door of paradise.
Alleluia. Life: a shadow and a dream.
Alleluia. Weeping at the grave creates the song: 
Alleluia. Come, enjoy rewards and crowns I have prepared for you. Alleluia.
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Versa est in luctum
Versa est in luctum cithara mea, et organum
meum in vocem flentium. Parce mihi,
Domine: nihil enim sunt dies mei. 

Super flumina Babylonis
Super flumina Babylonis illic sedimus et
flevimus, dum recordaremur tui Sion. In
salicibus in medio ejus suspendimus organa
nostra: quia illic interrogaverunt nos, qui
captivos duxerunt nos, verba cantionum; et
qui abduxerunt nos: Hymnum cantate nobis
de canticis Sion. Quomodo cantabimus
canticum Domini in terra aliena?

Komm, Jesu, komm
Komm, Jesu, komm, mein Leib ist müde,
die Kraft verschwindt je mehr und mehr,
ich sehne mich nach deinem Friede;
der saure Weg wird mir zu schwer!
Komm, komm, ich will mich dir ergeben,
du bist der rechte Weg,
die Wahrheit und das Leben.

Drum schließ ich mich in deine Hände
und sage, Welt, zu guter Nacht!
Eilt gleich mein Lebenslauf zu Ende,
ist doch der Geist wohl angebracht.
Er soll bei seinem Schöpfer schweben,
weil Jesus ist und bleibt
der wahre Weg zum Leben. 

Lobet den Herrn
Lobet den Herrn, alle Heiden,
und preiset ihn, alle Völker!
Denn seine Gnade und Wahrheit
waltet über uns in Ewigkeit. Alleluja!

My harp is turned to mourning, and my
organ to the voice of weeping. Spare me,
Lord, for my days are nothing. 

Upon the rivers of Babylon, there we sat and
wept when we remembered Sion. On the
willows in the midst thereof we hung our
instruments: for there they that led us into
captivity required of us the words of songs;
and they that carried us away said: Sing to us
a hymn of the songs of Sion. How shall we
sing the song of the Lord in a strange land?

Come, Jesus, come, my body is weary,
My strength wanes more and more,
I am longing for your peace;
e bitter way becomes too difficult for me!
Come, come, I will give myself to you,
You are the right way,
e truth and the life.

erefore I put myself in your hands
And bid goodnight to the world!
Even though my lifetime rushes to its end,
My spirit is nevertheless prepared.
It shall soar with its Saviour,
Since Jesus is and remains
e true path to life.

Praise the Lord, all nations,
And praise Him, all peoples!
For His grace and truth
Rule over us for ever. Alleluja!
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We are actively seeking high quality singers with good 
sight-reading ability. If you like what we do, are interested 

in singing with us, and free to rehearse on Monday evenings
please contact Keith Bennett on 01225 723090.

You can find details of forthcoming 
paragon singers events at

www.paragonsingers.co.uk
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Paragon Singers was formed in 1976. In recent years the choir has come increasingly to
specialise in Renaissance, Baroque and 20th-century music and is now considered a
leading chamber choir in these fields in the area.  Paragon Singers performs several
times a year in Bath and its environs as well as making frequent appearances elsewhere.
e choir has made concert tours to Kenya, Ireland, France and Holland and Germany.
Following a successful collaboration with a choir from Berlin in performances of
Striggio’s 40/60-part mass in Bath and Berlin two further combined concerts, featuring
the music of Praetorius, are planned for December 2014 (in Bath) and January 2015
(in Berlin). e choir gave two concerts in Annecy, France in June 2013 and will return
to France in September to give two concerts in Aix en Provence.

sopranos Charlotte de Grey, Julia Draper, Mary Henderson, 
Josephine Herrlinger, Jane Hunt, Stephanie Lockhart 

altos Gill Clarke, Margaret Graham, Catherine Mitchell, 
Neil Moore, Adele Reynolds, Catherine Richards

tenors Rupert Bevan, Mike Gumbley, James Henderson, 
Marc Horobin, Chris Rogers, Gareth Somerset

basses Jonathan Dawes, Rick Fitzsimmons, Tony Shield, 
Nicholas Stuart

Steven Hollas read music and history of art at Corpus Christi College, Cambridge. 
He teaches piano, harpsichord and organ in Bradford-on-Avon, mainly at the Wiltshire
Music Centre. He plays continuo for Bradford Baroque Band and accompanies several
choirs and soloists in the area.

Keith Bennett studied music at Oxford, where he was organ scholar at Brasenose
College, and at Trinity College of Music. He was awarded a doctorate from Oxford in
1978 for his study of the Italian madrigalist Luca Marenzio. From 1979–2004 he was a
principal lecturer at Bath Spa University, including 18 years as Course Director of the
BA Music degree. As well as conducting Paragon Singers, he has performed widely as
an accompanist, continuo player and singer.



DATES FOR YOUR DIARY

Saturday 14 June 6.00 pm
e Chase, Winsley

A garden concert with well-known local baritone Gavin Carr, 
featuring a selection of items old and new suitable for a 

summer’s evening. Refreshments included.
Tickets from 01225 722113

Saturday 1 November 7.30 pm
St Alphege’s Church, Bath

A programme contrasting the music of British and 
continental composers from across the sixteenth century, 

together with a tribute to the late Sir John Tavener.
Music by Fayrfax and Josquin, 

Sheppard and de Rore, Byrd and Victoria 
Tavener Magnificat & Nunc Dimittis; Icon of Lindisfarne

Tickets £12 from Bath Box Office 01225 463362

Saturday 6 December 7.30 pm
St Swithin’s Church, Bath

Sunday 7 December (lunchtime) 
St Alphege’s Church, Bath
A Praetorius Extravaganza

Two concerts with our friends from Berlin’s omas-Selle Choral
featuring the Christmas music of Michael Praetorius, 

including his Mass for Christmas Morning, 
In dulci jubilo and Puer natus est. 

e Sunday concert will be a shortened version 
of the Saturday one: the exact time will be announced shortly.

Tickets: 01225 463362


