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PROGRAM

JOHANN SEBASTIAN BACH • 1685–1750
From Cantata 204, Ich bin in mir !ergnügt

Recitative: The Oyster
 Aria for soprano, /ute, and basso: Meine Seele "ergnügt

Aria for soprano, violin, and basso: Die Schätzbarkeit der #eiten Erden

JOHANN SEBASTIAN BACH• 1685–1750
From Cantata 100, W" Go# tut, d" $t %ohlgetan

Aria (versus 3) for soprano, /ute, and basso: W$ Go% tut, d$ &t #ohlgetan

PAUL R. JACOBSON • b. 1947
B+A+C+H: Lament to Jubilation

Part I: Thirst (a0er Psalm 42: 1-2) 
  Part II: The Doe (a0er La Biche, Rainer Maria Rilke)

 Part III: Lament (a0er Psalm 42: 4-5)
Part IV: In Winter (a0er En Hiver, Rainer Maria Rilke)
Part V: From Depths to Light (a0er Psalm 42: 7-11, 1-2)
Part VI: Spring (a0er Printemps, Rainer Maria Rilke)
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B+A+C+H
Three Arias for soprano by J.S. Bach

Plus
A new cantata by Paul Jacobson

Anna Christofaro, soprano
Immanuel Davis & Paul Jacobson, 'auti traversi

Marc Levine, "iolin
Julie Elhard, "iola da gamba

Donald Livingston, harpsichord



ABOUT

Praised for her vocal agility and clear tone, Minneapolis based soprano, ANNA CHRISTO!
FARO, is gaining recognition as an interpreter of a wide range of repertoire from early to 
contemporary music. She recently was the guest soloist at the 2022 Messiah Festival of the 
Arts in Kansas performing Handel’s Messiah and Bach’s St. Matthew Passion. She made 
her soloist debuts of Bach’s St. Johns Passion with the Bach Society of Minnesota, Fauré’s 
Requiem and Handel’s Messiah with the Minnesota Chorale, Mozart’s Great Mass in C 
Minor with the Grinnell Oratorio Society and Vivaldi’s Gloria with Consortium Carissimi. 
Other solo appearances include Handel’s Ulrecht Te Deum, and Mozart’s Regina Coeli, as 
well as Bach’s B Minor Mass and numerous Bach cantatas with the Bach Roots Festival. 
She’s also been featured on numerous Artist Series Recitals of music by local composers. 
Anna performs with professional ensembles across the country. She performed on the 2022 
GRAMMY nominated album “!e Singing Guitar” with Conspirare and the 2018 GRAMMY 
nominated album, Tyberg Masses, with the South Dakota Chorale. Other highlights include 
performing at the Olavsfestagene Festival in Trondheim, Norway with Conspirare and 
recently performed on their national tour of Considering Matthew Shepard by Craig Hella 
Johnson. She’s performed numerous times with the True Concord Voices and Orchestra 
based in Tucson, AZ. She’s also performed under the baton of Bach-scholars, Helmuth Rill-
ing and Hans-Christoph Rademann, at the Weimar Bach Academy and the Internationale 
Bachakademie Stuttgart in Germany. Anna holds a Master of Music degree from the Univer-
sity of North Texas and a Bachelor of Music degree from St. Olaf College in North"eld, MN.

PAUL JACOBSON, a performer on baroque #ute for over four decades, has had a multi-fac-
eted career as soloist and teacher. Known for his expertise on the baroque and classical 
#utes, he has been featured with many ensembles locally and across the nation. He is 
co-founder of !e Lyra Baroque Orchestra and served for many years on the board and as 
Executive Director. Paul has been a featured soloist at several National Flute Association 
conventions, at the 1993 International Artist Series at Worcester College (MA), and at the 
Boston and Berkeley Early Music Festivals. He has been a NFA board member, chair of the 
NFA Historical Flutes Committee, and Vice President of Early Music America. Paul did his 
graduate work in composition at Union Seminary and Columbia University in New York 
and has become a proli"c composer of music for church and chamber. He also has tran-
scribed many orchestral works of Mozart and Haydn for chamber ensemble. Paul and his 
wife enjoy wood-working, gardening, hiking, and "shing.

JULIE ELHARD appears regularly as a soloist and chamber musician and has made several 
appearances with the St. Paul Chamber Orchestra, including the St. Matthew Passion by 
Bach under the direction of Nicholas McGegan. Ms. Elhard was awarded a 2016 and 2012 
Artist’s Initiative grant from the Minnesota State Arts Board and a Jerome Foundation 
grant 2002. She received a Performing Artist Certi"cate from the Royal Conservatory of 
Music in !e Hague, Netherlands and has taught at workshops across North America and 
as part of the Viola da Gamba Society of America. She teaches viola da gamba at St. Olaf and 
Macalester colleges and has published several method books for beginners and young people 
called, the Passamezzo Method. She currently serves as Conclave Music Director for the 
Viola da gamba Society of America’s annual workshop.

MARC LEVINE enjoys a career as a chamber musician and orchestral leader specializing 
in performances on both modern and baroque violin. On baroque violin, Marc performs 
with his chamber ensemble, Flying Forms, that, in addition to performing standard and 
contemporary repertoire, also presentslarger scale programs including oratorios and operas. 



In Saint Paul, Minnesota, where he is based, Marc regularly appears as leader or section 
member with the Bach Society of Minnesota, Bach Roots Festival, and the Lyra Baroque 
Orchestra. On modern violin, Marc performs chamber music from all eras on various series, 
most recently with the Lux String Quartet and on the MacPhail Spotlight Series. With these 
groups and others, both recorded and live, Marc has been featured many times as a soloist 
and ensemble player on Minnesota Public Radio. A noted entrepreneur, Marc co-found-
ed !e Baroque Room, a performance space in downtown Saint Paul that hosts nearly 50 
events each year, and the Saint Paul Classical Music Crawl, an event held four times be-
tween 2015-19 featuring the entire city’s classical music scene and named one of the top ten 
classical music events of 2015 by the Saint Paul Pioneer Press.

Keyboardist DONALD LIVINGSTON collaborates with musicians from across the musical 
spectrum. Founding director of the Twin Cities Early Music Festival and director of En-
semble Sprezzatura, he has performed with such ensembles as Bach Sinfonia (Washington 
D.C.), Musica Antigua (Panama City), La Donna Musicale (Boston), Lyra Baroque (St. Paul), 
Minnesota Orchestra, the St. Paul Chamber Orchestra, and the Phoenix Symphony, as well 
as with soloists and collaborators Cléa Galhano, Anton Nel, Jacques Ogg, Elisabeth Wright, 
Joel Frederiksen, Ryland Angel, Jed Wentz, Barthold Kuijken, and Dame Emma Kirkby. He 
has sung as a member of the Rose Ensemble, as well as with the Pro Arte Singers under the 
direction of !omas Binkley and Paul Hillier at the Historical Performance Institute of the 
renowned Jacobs School of Music at Indiana University where he received the Doctor of 
Music in historical keyboard performance. He recently left a position as Lecturer of Organ 
and Harpsichord at the University of Texas Butler School of Music and organist at St. Mar-
tin’s Lutheran Church to become organist at Hennepin Avenue United Methodist Church in 
Minneapolis.

Flutist IMMANUEL DAVIS is a highly versatile performer and innovative teacher. He has 
performed as a recitalist and chamber musician at Weill Recital hall at Carnegie Hall, 
MoMa’s Summer Garden Series, Noonday Concerts at Trinity Church, and the Meet the Vir-
tuoso series at the 92nd St Y. As a member of the New York Flute and Harp Project, he has 
per- formed with harpist Park Stickney at the Edinburgh Fringe Festival and on board the 
Queen Elizabeth 2. Orchestral work has included performances with the St. Paul Chamber 
Orchestra, Oregon Symphony, Riverside Symphony, Hudson Valley Philharmonic, Jupiter 
Symphony, and Bu$alo Philharmonic. Davis has also played on Broadway in Show Boat and 
Ragtime, among others, and has performed with the contemporary music ensembles Music 
Mobile and 20th Century and Beyond. Immanuel released his "rst CD, Prevailing Winds in 
December of 2003. Increasingly in demand as a teacher, he has been invited to teach classes 
at Yale University, Grinnell College, the North Carolina School of the Arts, and Seattle Pacif-
ic University. For several years he taught with Keith Underwood in master classes at Hidden 
Valley in California, and will soon be making his "fth trip to Mexico, where he serves as 
woodwind clinician for the Guanajuato Symphony Orchestra. !is August Immanuel will 
play and teach a master class at the 2004 summer National Flute Convention to be held in 
Nashville, Tennessee. Educated at the Juilliard School, Davis received both Bachelor’s and 
Master’s degrees as a student of Julius Baker. Other studies have been with Keith Under-
wood, Ransom Wilson, Sandra Miller, and with Philip Dunigan at the North Carolina 
School of the Arts. In 2001 he was awarded a Fulbright Grant under the auspices of the 
Netherlands-America Foundation for study of the baroque #ute. Immanuel Davis plays on 
Louis Lot #ute #888 made in Paris in 1866. Louis Lot is known as the Stradivarius of #ute 
makers. !is #ute, one of his earliest, is probably the oldest “modern” #ute being played on 
the concert circuit today. Immanuel Davis has been the #ute professor at the University of 
Minnesota since 2001.



Lyra gratefu(y acknowledges the support of the many organizations and individuals #ho 
have genero)ly supported Lyra’s 2021–2022 se$on. Th& activity & made possible by the 
"oters of Minnesota through Minnesota State Arts Board Operating Support, Creative 
Support, and Arts Tour grants, thanks to a leg&lative appropriation !om the arts and 
cultural heritage fund, $ #e( $ support !om St. Paul Cultural STAR. 
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THE TEXTS "ENGLISH PARAPHRASES BY PAUL JACOBSON#

CANTATA 204: ICH BIN IN MIR VERGNÜGT
Recitative: The Oyster
Dire, dearest friends, ‘tis dire to own earthly gems
    and not to be in#amed and smitten by love of them.
But harder even yet – to feel no sorrow in ourselves
    when deep contentment is easily within our grasp.
Consider, the oyster, when warmed by sunlight, opens,
    thus showing therein its glowing pearly fruit.
Let us allow our hearts by Heaven to be opened,
    so that through its divine light we also "nd a jewel,
    a dazzling gemstone that earth’s treasures cannot hope to equal.

Aria for soprano, traverso, and basso
Meine Seele sei vergnügt, wie es Go! auch immer fügt.
Dieses Weltmeer zu ergründen ist Gefahr und Eitelkeit.
In sich selber muss man "nden Perlen der Zufriedenheit.

My soul is content, as God would always desire.
To value only the ocean surrounding us is dangerous and vain.
In our inmost being must we seek pearls of joy.

Aria for violin, soprano, and basso
Die Schätzbarkeit der weiten Erden lass’ meine Seele ruhig sein.
Bei dem kehrt stets der Himmel ein,
der in der Armuth reich kann warden.

!e jewels of the whole earth leave my soul in peace.
Heaven returns to those who are rich in poverty.

CANTATA 100: WAS GOTT TUT, DAS IST WOHLGETAN

Versus 3 Aria for soprano, traverso, and basso
Was Go! tut, das ist wohlgetan, er wird mich wohl bedenken;
Er, als mein Arzt und Wundermann, 
wird mir nicht Gi# einschenken vor Arzenei.
Go! ist getreu, drum will ich auf ihn bauen und seiner Gnade trauen.

What God does, that is done well.
God as my physician and healer will never pour poison in my cup.
God’s care is true, and so I will abide with that healer
and place my trust in God’s mercy.

 



B+A+C+H: LAMENT TO JUBILATION
A cantata based on Psalm 42 and three poems by Rainer Maria Rilke

Paraphrased by Paul Jacobson

Part I: Thirst  (a!er Psalm 42: 1-2)
See! A doe, being athirst for water,
Approaches the cool stream – but ah, so cautiously.
So also, my soul thirsts for its source,
For a river of life – cautiously.
When can I sip from that stream?

Part II: The Doe (a!er La Biche by Rainer Maria Rilke)
Ah! Behold the doe.
Behind your eyes shines a beauteous primal forest.
Such a sphere of con"dence, but
Filled with so much fear!
All of this is bound up in your lively leaps,
Gracile and high.
Strange. None of this appears, no hint appears
On your innocent impassive face.

Part III: Lament (a!er Psalm 42: 3-5)
I feast only on my tears, night and day,
While folks deridingly mock me, saying
“Who is your creator; where is your source?”
Yet, I join the procession,
Singing in harmony with the faithful,
A merry multitude keeping festival.
How is it, then, that I am so despairing?
My soul echoes in emptiness,
My spirit aches with abandonment,
My throat is parched,
My heart, frozen, with no song.
 
Part IV: In winter (a!er En Hiver by Rainer Maria Rilke
Come winter, 
!at sly murderer Death
Steals into our warm houses,
Looking for daughter, mother, father, son – 
Serenading them on his dissonant violin.
But when the cold earth is stirred
By the warm spades of spring,
Death skips down the road,
Politely tipping his hat
To passersby.



Part V: From Depths to Light  (a!er Psalm 42: 7-11, 1-2)
Deep calls to deep,
Deep within the thunder of abysmal torrents.
Waves have washed over me;
!ey would drown me in their chaos.

Carelessly, I say to my Creator
“Why have you forgotten me?
My tormentors mock me:
‘Where is your divine one anyway?’, they sneer.”

And I, I miss the reply.
My inmost being is squelched.
I am so despondent,
Emptied of hope.

Inexplicably, hope appears as a gift.
Irrationally, I place my hope with God.
I shall praise the Source -
My Creator and my Redeemer.
I shall again praise the Radiant One,
My help, my All, my River of Life.
Like a doe, I thirst for the Living God.

Part VI: Spring  (a!er Printemps by Rainer Maria Rilke)

Ah, I hear a melody
Rising from the sap
Which #ows fresh from an assembly
Of these newly-leafed trees,
Accompanying a symphony
Of our too brief voices
For but a few measures.
For just a phrase
We perceive myriad images
Sounding with the wild abandon
Of your natural earthy abundance.
And when we are silenced,
Other voices will sprout to grow on and on . . .
But for now,
How can we give our heart to your song
More completely?

 
SOME NOTES ON B+A+C+H: LAMENT TO JUBILATION

Pretentious? Is it pretentious to follow three divine arias by the old master of Leipzig, J.S. 
Bach himself, with a new 21st century cantata? I calm myself by thinking that he would 
approve of the project. Not only was he under contract to do that very thing at St. !omas 
Church – a new cantata, for every Sunday – but he also loved to obtain and peruse scores 



by other composers from hither and yon. He probably loved some of those pieces of music 
by contemporaries and rolled his eyes at others. We can’t worry about what he would 
think of music that is contemporaneous for us but rather exult in the idea that he would 
approve the process.

I envisioned B+A+C+H: Lament to Jubilation as a text that would address some of the 
stresses and joys of our 2022 realities. As I struggled to "nd words, though, what kept 
jumping into my mind were two sets of texts. !e "rst, Psalm 42, begins with the picture 
of a doe that is thirsty and fearful, con"dent and wary. !e psalm is a whiplash lament, ca-
reening from this vivid picture of thirst and danger to utter despair and ultimately ending 
in hope, joy, and praise. Hence the title: “Lament to Jubilation.” !e second is a group of 
three French poems by the early 20th century German poet Rainer Maria Rilke: La Biche 
(!e Doe), En Hiver (In Winter), and Printemps (Spring). I sang these texts in high school 
(an eternity ago) in an English translation by Elaine de Sinçay set by Paul Hindemith for 
SATB chorus. I have been haunted by those settings ever since, and the texts uncannily 
illustrated the progression of Psalm 42.  Hence, a cantata text with recitatives (Psalm 42) 
and arias (the Rilke poems). All I had to do was create an English paraphrase. (Elaine de 
Sinçay’s texts are not in the public domain, so fresh paraphrases were needed.) And this 
process led me deeper into the power of Rilke’s poetry. !e psalm and Rilke’s poems, in a 
sense, did my work for me, commenting on the stresses, fears, hopes, and yes, joys of our 
21st century lives. My act of paraphrasing these texts provided the seed for the music. 

What to listen for: BACH, among other things. !e BACH musical signature (Bb+A+C+B 
natural), which was used by Bach himself as well as by many composers in his wake, 
permeates all six parts of the cantata. !e “doe scene” beginning Psalm 42 and the cantata 
is introduced by a harmony growing out of this signature. !e soprano enters with “See, a 
doe” on the notes B (ti or si in solfeggio), A, and C (do in solfeggio). !is is a musical game, 
of course, but one which creates interesting harmony and melody. Part six begins and 
ends with the call of the barred owl (“Who cooks for you?”), and the "nal statement of the 
owl’s theme becomes BACH. Smart owl!

I borrow melody shamelessly – melody in the public domain and in nature. Part VI 
borrows not only music of the barred owl but also of the white-throated sparrow, the 
chickadee, and other bird-song. Part III uses two hymns: !omas Tallis’ 16th century Mel-
ody on the !ird Mode (originally composed for Psalm 2, “Why do the nations rage?”, and 
used famously by Ralph Vaughan Williams in his Fantasia on a !eme by !omas Tallis); 
and a 13th century hymn Victimae Paschali Laudes (“Praise to the Paschal Victim”). Part 
V, which moves from depths of despair to heights of jubilation, uses the main theme from 
Martin Luther’s hymn Aus Tiefer Noth, based on Psalm 130, “Out of the Depths I Cry to 
You”), a hymn which also travels from despair to joy. And there are, actually, new tunes in 
the cantata as well. It is a melding of the old and new.

!e "ve instrumental parts are for baroque instruments not just because the instrumen-
talists are musicians for !e Lyra Baroque Orchestra but also because the nature of these 
instruments (and the instrumentalists, as well) lend themselves to the type of expressivity 
that I desired. One can hear “into” the sounds of this ensemble such that the dissonances 
stand out, the resolutions into consonances are moments of clarity and sweetness, and the 
melodic "gures become rhetorical gestures. !e soprano’s music is also part of the instru-
mental texture and is not simply “accompanied” by the instruments. !e intent is for the 
cantata to paint pictures for the ears of what the text is saying. My hope, as the composer, 
is that you will be able to envision what is being said by text and sound.


