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Wo soll ich fliehen hin, BWV 5

1. Chorus
Wo soll ich fliehen hin,
 Where should I flee
Weil ich beschweret bin
 since I am weighed down
Mit viel und großen Sünden?
 by my many grievious sins?
Wo soll ich Rettung finden?
 Where should I find rescue?
Wenn alle Welt herkäme,
 If everybody in the world came to me,
Mein Angst sie nicht wegnähme.
 they would not take away my anguish.
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2. Recitative (Bass)
Der Sünden Wust hat mich nicht nur befleckt
 The mess of my sins has not only stained me,
Er hat vielmehr den ganzen Geist bedeckt,
 it has rather covered my whole soul,
Gott müßte mich als unrein von sich treiben;
 God would have to drive me away from him as something unclean.
Doch weil ein Tropfen heilges Blut
 But since a drop of his sacred blood
So große Wunder tut,
 does such great wonders,
Kann ich noch unverstoßen bleiben.
 I am still able to stay unrejected.
Die Wunden sind ein offnes Meer,
 His wounds are an open sea
Dahin ich meine Sünden senke,
 in which I sink my sins
Und wenn ich mich zu diesem Strome lenke,
 and if I make my way to these waters,
So macht er mich von meinen Flecken leer.
 they make me clean from my stains.

3. Aria (Tenor)
Ergieße dich reichlich, du göttliche, Quelle
 Pour yourself out abundantly, you divine spring,
Ach, walle mit blutigen Strömen auf mich!
 ah!, flow over me with streams of blood!
Es fühlet mein Herze die tröstliche Stunde,
 My heart feels the hour of consolation,
Nun sinken die drückenden Lasten zu Grunde,
 now my crushing burdens sink to the ground,
Es wäschet die sündlichen Flecken von sich.
 the stains of sin are washed away from me.

4. Recitative (Alto)
Mein treuer Heiland tröstet mich,
 My faithful saviour comforts me,
Es sei verscharrt in seinem Grabe,
 buried in his grave
Was ich gesündigt habe;
 are the sins I have committed;



Ist mein Verbrechen noch so groß,
 however great my offence,
Er macht mich frei und los.
 he sets me free and at liberty.
Wenn Gläubige die Zuflucht bei ihm finden,
 If believers find refuge with him,
Muß Angst und Pein
 anguish and suffering
Nicht mehr gefährlich sein
 can present no more danger
Und alsobald verschwinden;
 and soon disappear;
Ihr Seelenschatz, ihr höchstes Gut
 Their soul’s treasure, their greatest good
Ist Jesu unschätzbares Blut;
 is Jesus’ priceless blood;
Es ist ihr Schutz vor Teufel, Tod und Sünden,
 This is their protection from the devil, death and sin,
In dem sie überwinden.
 in this they are victorious.

5. Aria (Bass)
Verstumme, Höllenheer,
 Be dumbfounded, you hosts of hell,
Du machst mich nicht verzagt!
 you do not make me disheartened!
Ich darf dies Blut dir zeigen,
 I have only to show this blood to you,
So musst du plötzlich schweigen,
 and you have to be quiet at once,
Es ist in Gott gewagt.
 my courage depends on God.

6. Recitative (Soprano)
Ich bin ja nur das kleinste Teil der Welt,
 I am indeeed only the smallest part of the world,
Und da des Blutes edler Saft
 and since the noble sap of this blood
Unendlich große Kraft Bewährt erhält,
 contains infinitely great power that has been tried and tested



Dass jeder Tropfen, so auch noch so klein,
 so that each drop, however small,
Die ganze Welt kann rein
 can make the whole world
Von Sünden machen,
 pure from sins,
So lass dein Blut
 then let your blood
Ja nicht an mir verderben,
 not lose its power for me,
Es komme mir zugut,
 may it benefit me
Dass ich den Himmel kann ererben.
 so that I can inherit heaven.

7. Chorale (S.A.T.B.)
Führ auch mein Herz und Sinn
 Guide then my heart and mind
Durch deinen Geist dahin,
 through your Spirit
Dass ich mög alles meiden,
 so that I may avoid everything
Was mich und dich kann scheiden,
 that can separate me and you
Und ich an deinem Leibe
 and in your body
Ein Gliedmaß ewig bleibe.
 may I always remain a member.

Brandenburg Concerto No. 5, BWV 1050

Please join us for a reception in the fellowship hall following the concert.

A free-will offering will be collected at the end of this concert. Thank you in advance for your 
generosity, which makes these concerts possible.



ABOUT THE MUSIC

Prelude and Fugue in D Major, BWV 532
We begin our concert with an organ work by Bach, fitting because he was known, during 

his lifetime, as an organist, not a composer. Bach wrote this particular prelude and fugue 
in his mid 20s, around 1710. In it, we see evidence of one of the great strengths of Bach as 
a composer, his ability to absorb the compositional styles and techniques of other compos-
ers and national styles, and take them to new heights of development and complexity. In 
this case, Bach is drawing on his exposure to the organ “praeludia” of the North German 
composers like Böhm, Reincken and of course, Dietrich Buxtehude. Their works were 
improvisatory, multi-sectional, and based upon rhetorical techniques of classical antiquity 
that were taught in the German schools at the time. In a speech following classical rhetorical 
techniques you would hear the exordium (opening), the narratio (statement of the facts), 
the partitio (what the speaker proposes to prove), the confirmatio (exposition of arguments), 
the confutatio (the counter-arguments that might be given by an opponent) and finally, the 
conclusio (concluding statement). Watch a good TED talk and you’ll see these techniques 
are still very much in use today. In the North German organ praeludia, you can hear clearly 
these sections, as if the composers were, without uttering a word, seeking to make a power-
ful musical argument. Listening to the music in this way is transformative, giving meaning-
ful structure to music that otherwise can seem overly sectional and disconnected.

Influenced by exposure to the North German organ school, Sebastian Bach’s early organ 
works often follow this sectional, rhetorical model, but under Bach’s pen, the prelude 
becomes more homogenous, it’s sections less divided. The rhetorical speech techniques are 
still there but threaded more subtly through the whole. The biggest divergence is the fugue. 
Once a short, internal section (often the narratio or partitio of the speech) in the North 
German praeludia. Bach gives it much more weight, separating it from the prelude, length-
ening it and developing the counterpoint to amazing heights.

In the D major Prelude and Fugue, we find Bach on his path of development as an 
organ composer somewhere in the middle from the North German organ school and where 
he would eventually land. The prelude opens with a rising D major scale, in the pedal! Pedal 
scales are not easy to play even now, with modern, concave, radiating pedal boards. It’s likely 
Bach was among a very elite few who could could play it. To make sure the feat has maxi-
mum impact, he repeats the scale three times. If it’s the exordium, the opening statement, 
Bach is laying down a gauntlet. The following section is darker, trills and quavers over a held 
pedal note, followed by an outburst of a brilliant rising scale in the manuals in the tonic 
key. For the partitio (main argument), we have an extended alla breve, joyful, hinting at an 
Italian influence. Just as we’ve been won over by its optimism, North Germany invades with 
a brooding, dense confutatio (counter argument) that manages to make even the conclud-
ing D major chord  of the prelude sound questioning and unresolved. The fugue subject, 
repetitive and weightless, shifts the character immediately to the frivolous, as if the darkness 
of the confutatio has been cast aside without a thought. Again, the requirements placed on 



the pedals eclipse anything written to this point. Bach is setting a standard for future or-
ganists, declaring that what the hands can do, the feet should do also. Bach wrings as much 
development as is musically possible from the curious, transparent fugue subject, building 
excitement towards a concluding statement of the subject in the pedal, and an ensuing pedal 
cadenza. The final bars are a frenetic coda, descending octaves in the pedal sounding like a 
“mic drop” conclusio, 170 years before electricity.
        Mark Willey

Wo soll ich fliehen hin, BWV 5
The key to unlocking the imagery of this cantata is the redeeming power of the Holy 

Blood of Christ. This is aligned to the somewhat contradictory messages informing us that, 
whilst it is so powerful that one small drop can work wonders (bass recitative) we sinners 
nevertheless require it to be poured over us in abundant streams (tenor aria). Perhaps the 
underlying message is that our mortal sins are so great that, in order to achieve redemption 
we require vast quantities of even so powerful a remedy!

This would seem, on the face of it, rather pessimistic. But whilst the closing chorale and 
the opening chorus are set in minor keys, both arias are relentlessly and almost aggressively 
major, conveying moods of brightness, joyousness and uncompromising optimism. The 
message is never really in doubt; redemption is available to us all. No matter what our con-
dition on earth may be, knowledge of this simple truth is, in itself, a matter for rejoicing.

1. Chorus/fantasia
The text of the first movement is not optimistic. It asks the question but offers no an-

swers. Where can those of us on earth, burdened as we are with sin and fear, flee to escape 
and seek rescue? Notable is the final choral phrase where the words Mein Angst—my fear – 
are given particular rhythmic and melodic emphasis in all lines. The very complexity of the 
texture of both vocal and instrumental parts conveys a sense of being ‘burdened‘.

There are a number of images suggested by the instrumental contours. The repeated-note 
idea (a characteristic of the chorale) implies the burden of sin and the impossibility of escap-
ing from it. Repeated notes often convey ideas of earthbound heaviness, mortality or the 
bearing of load or affliction, all of which are suggested in this chorus. But this is lightened 
by the motive Albert Schweitzer identified as Bach’s principal figure of joy, da–da–dah. This 
is a symbol of hope; all is not lost because redemption, the principal theme of this work, 
is available for everyone to attain. Here we glimpse a little of Bach the pedagogue: “keep 
listening” he seems to say, “and you will discover how even you, a mortal sinner, may achieve 
that to which you aspire!”

The listener will also detect the descending scales suggestive of pouring or flowing. This 
image is not fully explicit at this point but it is one that Bach will emphasize vigorously in 
the tenor aria. Here he is merely planting the seeds for the subsequent blooms.



2. Bass recitative
The bass recitative is interesting because of what Bach avoids doing. The text contains 

overt baroque images of drops of blood, wounds like an open sea, steering and cleansing. It 
is not unlikely that the younger Bach might have seized upon these images and represented 
them in graphic musical terms, but here he resists the temptation. The overall work and the 
illustration of the main thesis is now his primary concern. Ideas, moral strictures and, above 
all, the Christian solutions to mankind’s inherent problems of sin, alienation and human 
misery are conveyed, not piecemeal but in a progressive and holistic narrative.

3. Tenor aria
The text calls for streams of holy blood to pour over the sinner and wash away the 

burdens of sin. This is a powerful image and it may seem surprising at first sight that Bach 
chooses the somewhat muted tone of the viola as the unstoppable obbligato instrument. 
It provides us with a constant stream of infectious semi-quavers (16th notes), also to be 
discovered in the vocal melody e.g. on the word wäschet—washing. The imagery, whilst re-
inforcing the basic theme of the cantata, is of a constant pouring of a stream of blood from a 
divine spring never needing replenishment. It is always there to wash away our burdensome 
sins. The viola line is a mixture of vigorous arpeggios and descending scales depicting both 
the act of pouring and an uplifting of the heart at the release from sin.

Furthermore, Bach’s uncanny ability to adapt a given musical idea or technique to partic-
ular purpose becomes further apparent if we compare both these movements with the bass 
aria ‘All my prayer is to bring him back’ from the St Matthew Passion. There the obbligato 
violin writing is similar, representing the upsetting of the coins in the temple. But the ac-
companying scales are predominantly ascending and, although the idea of a ‘pouring out’ of 
the coins is implicit, the melodic shapes suggest the more physically vigorous and extrovert 
image of hurling something aside.

4. Alto recitative
As if further to remind us that this is not a flippant matter, the alto recitative returns to 

a minor key with an obviously recognizable rendition of the chorale melody. Again the text 
has images which Bach declines; the principal theme is one of consolation within the cloak 
of protection that Christ’s blood bestows on us. But the image which may have presented 
itself most strongly to Bach appears in the second and third lines of text—let my sins be 
buried in His tomb.

5. Bass aria
The pugnacious optimism returns in the following bass aria. This is an aggressive chal-

lenge to Satan and his malevolent hordes—Be quiet, host of hell; I only need show you a 
drop of this blood to silence you! There is a subtle message contained within the overall 
structure of the cantata which the more attentive listener may perceive. A mere drop of the 
holy blood is all that is required to hold the devil at bay; but once the burden of sin has 



been acquired, endless streams of it are needed in order to render us pure, redeemed and 
free of Satan’s wiles

This is not a request; it is a command! How the meek can change when washed with the 
blood of Christ! And above the assertive vocal line the trumpet now peels out Gloria-like 
streams of triplet scales. The image of pouring remains but it is now transformed into the 
transcendent glory of confidence and optimism.

6. Soprano recitative
The third and final (soprano) recitative is an expressive articulation of the redemptive 

power of the Blood—each drop is so powerful that it can free the whole world of sin—may 
it provide me with a route to heaven. Again it raises the contradiction referred to above 
while leading us neatly back to the key of the closing chorale. Here is a re-assertion of the 
plea for the guidance we all require in order that we may become a part of His Body—lead 
my heart and mind away from all things that might separate me from You.

7. Chorale
Had Heerman’s hymn tune not been familiar to members of the Leipzig congregation 

before the cantata began they should, by now, know it well. Its final statement provides a 
moment of serious contemplation on the basic thesis of the text before the delivery of the 
sermon. The plain musical setting buttresses the simple plea to eschew all things separating 
Man from his God.

J. Mincham 2010 (http://www.bach-cantatas.com/BWV5.htm)

Brandenburg Concerto No. 5, BWV 1050
Among the works of J.S. Bach, this concerto is undoubtedly among the most well 

known. We could, of course, give a detailed analysis of this music, outlining the procedures 
of development, the keys explored, its innovative use of the instruments, but perhaps the au-
thor Douglas Adams put it most succinctly when he wrote: “I’m convinced that Bach is the 
greatest genius who ever walked among us, and the Brandenburgs are what he wrote when 
he was happy.” Apart from the jubilant music, this being Bach, there is ground breaking his-
tory here. In this concerto, for the first time, the keyboard instrument becomes something 
more than a supporting continuo character in the texture. It starts the concerto in that role, 
but through the opening pages it peaks its head out of the texture, gaining confidence until 
the other instruments drop away entirely leaving the harpsicord alone to play an extended 
cadenze. By the time the other instruments return, the stage has been set for countless key-
board concertos that would be written in the years to come, and even hints at the texture of 
the shredding electric guitar solos of 80s metal bands (listen for it, it’s in there.) Bach, ever 
the innovator, saw the potential and showed the way.

         M.W.



Next Concert:

“Bloom” is an initiative by Strathmore to promote the arts on the Eastern side of Montgom-
ery County.  As part of this initiative, they have been sponsoring and promoting concerts in 
the 29 corridor. On Sunday, June 3, 2018, Bloom by Strathmore will present National Phil-
harmonic Chorale Artistic Director Stan Engebretsen, leading a consortium of choristers, 
including singers from the National Philharmonic Chorale and the Montgomery College 
Chorus, in a performance of the iconic Chichester Psalms by Leonard Bernstein and choral 
works by other great American composers.




