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The Reformation, the German Southside,
and Central United Church of Christ

When German immigrants began arriving in Jefferson City in the 
1840s, Catholic families settled west of St. Peter Church, and Refor-
mation Protestant families settled on the south side of Wear’s Creek, 
creating a neighborhood now called Munichburg. These Protestant 
immigrants bought land for a church in 1850 and organized and built 
Central Church in 1858.

They formed a congregation open to all German-speaking Protestants, regardless 
of creed or confession. The congregation’s name in the first constitution (1858) was 
Evangelical Central Congregation. “Evangelical” refers to the Good News of the gospel. 
It was a “union” congregation open to all German Protestants. Three Protestant tradi-
tions converged: Lutheran (from Luther), Reformed (from Zwingli and Calvin), and 
Evangelical. The Evangelical denomination was formed when the Prussian ruler united 
the Lutheran and Reformed churches on October 31, 1817, the 300th anniversary 
of the Reformation. Since Prussian immigrants dominated the young congregation, 
Central saw itself an Evangelical church, a united and uniting church for Protestants. 
It recognized several confessions and catechisms insofar as they agreed, and respected 
individual conscience where they differed. 

Shortly after the Civil War, Lutherans who recognized only the Augsburg Confes-
sion and Luther’s catechism as the sole creed arising from the Reformation withdrew 
from the Evangelical Central congregation and joined many more Lutherans who had 
never participated in the union congregation. In 1870 they formed their own congre-
gation, Trinity Lutheran, a member of the Missouri Synod. Before that, Lutherans had 
been meeting in homes in the Southside. In 1870 they built a church on Monroe and 
McCarty streets, although most members lived in the Southside.

Central Evangelical Church became Central Evangelical & Reformed Church in 
1934, when the German Evangelical and German Reformed Churches merged nation-
wide. Then, in 1957, Central Church became Central United Church of Christ upon 
the national merger of the Evangelical & Reformed Church with the Congregational 
Christian Church to create the United Church of Christ, or UCC. Central remains a 
united and uniting Reformation Protestant denomination.

—Walter Schroeder
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CONCERT PROGRAM

J. S. BACH Cantata BWV 79, “Gott der Herr ist Sonn und Schild” (1725)
(1685–1750)

Chorus: ‘Gott, der Herr, ist Sonn und Schild’
Aria: ‘Gott ist unser Sonn und Schild’

Christina Ray, Alto

Chorale: ‘Nun danket alle Gott’
Recitative: ‘Gottlob! Wir wissen den rechten Weg zur Seligkeit’

Darrell J. Jordan, Bass

Aria: ‘Gott, ach Gott, verlaß die Deinen nimmermehr’
Catherine Sandstedt, Soprano

Darrell J. Jordan, Bass

Chorale: ‘Erhalt uns in der Wahrheit’

J. S. BACH Cantata BWV 80, “Ein feste Burg ist unser Gott” (1735)
(1685–1750)

Chorus/Chorale fantasia: ‘Ein fest Burg ist unser Gott’
Aria and duet: ‘Alles was von Gott begoren’

Rachel Naughtin, Soprano
Hugh Naughtin, Bass

Recitative and arioso: ‘Erwäge doch, Kind Gottes’
Jeremy Wagner, Bass

Aria: ‘Komm in mein Herzenhaus’
Emily Bennett, Soprano

Chorale: ‘Und wenn die Welt voll Teufel wär’
Recitative and arioso: ‘So stehe den bei Christi blutgefärbten Fahne’

Jordan Walker, Tenor

Duetto: ‘Wie selig sind doch die, die Gott im Munder tragen’
Christine Jarquio Nichols, Alto

Brian Parrish, Tenor

Chorale: ‘Das Wort sie sollen lassen stahn’

INTERMISSION

FELIX MENDELSSOHN Symphony No. 5 in D minor, Op. 107, “Reformation” (1830)
(1809–1847)

Andante – Allegro con fuoco
Allegro vivace

Andante
Andante con moto – Allegro vivace – Allegro maestoso

November 3, 2017, 7:00 p.m.
Central United Church of Christ

WITH SPECIAL GUEST: VOX NOVA
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Biography

Patrick David Clark was born in St. 
Louis, Mo, and is a composer, conductor, 
and also founder and Artistic Director of the 
Southside Philharmonic Orchestra. Patrick is 
conductor and musical director of the Jeffer-
son City Symphony Orchestra and Chorus, 
Director of Music at Central United Church 
of Christ, frequent guest conductor for the 
Columbia Civic Orchestra and Mizzou New 
Music Ensemble, and musical director for many productions by The Little Theater, 
including Bye Bye Birdie, Rent, The Odd Couple, and Peter Pan. As a composer Patrick 
has been commissioned by the Illinois Symphony Orchestra and many American and 
European chamber ensembles and soloists including his work for piano solo, Snow 
Coming, for St. Louis Symphony pianist Peter Henderson, and a chamber work for 
The Odyssey Chamber Concerts Series in Columbia, Mo. Orchestral works by Patrick 
have been programmed by the Seattle Symphony, San Antonio Symphony, Nashville 
Symphony, Spokane Symphony, and the Nederlands Ballet Orkest. Chamber works 
by Patrick have been performed and recorded in The Netherlands and Israel. Recent 
performances include a performance by the Roosevelt University Contemporary 
Music Ensemble of Glancing Blade for chamber orchestra, March 2017. The Dutch 
new music ensemble, But What About . . . (BWA), whose formation has centered on a 
specific work of Patrick’s, Light Bending Forward, which is based on texts drawn from 
Jack Kerouac’s On the Road, includes this work in their regular performance reper-
toire. Light Bending Forward has been listed in the Italian Journal Modern Accordion 
Perspectives: Critical Selection of Accordion Works Composed Between 1990 and 2010. 
Patrick is currently working with the American Composers Alliance in planning 
a tour for BWA to New York City to perform new works by American composers 
including new one of his own: Tao de ching. Dr. Clark has worked with American 
Voices as Composition faculty on several trips to Kurdistan, Thailand, and Lebanon. 
Patrick holds his Bachelor’s degree in composition from the University of Missouri, 
Columbia; earned his Master’s degree from the University of Arizona, studying with 
Dan Asia; and his Doctor of Musical Arts degree in composition from the Shepherd 
School of Music, Rice University. Patrick is a Tanglewood Fellow (1997), participated 
as a composer at June in Buffalo and studied with Louis Andriessen at the Royal 
Conservatory in the Hague in Holland on a Netherlands-America Foundation Grant 
(Fulbright). Patrick works regularly with the MU composition faculty in the Summer 
COMP (“Creating Original Music Project”) and the Mizzou International Compos-
ers Festival. His own work written for this festival, Ptolemy’s Carousel, and many other 
works by Patrick can be heard at: http://soundcloud.com/patrick-david-clark.
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Biography

Christine Jarquio Nichols, mezzo-soprano, 
is an active music educator, singer, conductor, 
and pianist in Columbia, Missouri. In addi-
tion to teaching middle school vocal music full-
time, Christine directs and accompanies various 
ensembles with the Columbia Youth Choirs, 
as well as maintains a private voice studio in 
Columbia. She enjoys having time to sing in two 
professional choral chamber ensembles: Vox Nova 
and Prometheus, and also has the privilege of 
collaborating with Columbia area musicians as a 
guest soloist on occasion. She most recently sang 
the role of Hansel in the Humperdinck opera with 
MOstly Opera and the Jefferson City Symphony 
Orchestra. Past performances include scenes programs and opera productions with 
the University’s Show-Me Opera Program. With the Show-Me Opera Program, she 
sang the role of the sassy Dorabella in Mozart’s Così fan tutte. For two summers, 
Christine was part of the Janiec Opera Company at the Brevard Music Festival, where 
she performed in several opera productions and scenes. In 2012 she was selected as a 
winner of the Emerging Artists Competition and also won the regional division of 
the Classical Singer Competition. She has soloed in Mozart’s Coronation Mass in C, 
Beethoven’s Mass in C, Handel’s Messiah, J. Michael Haydn’s Missa Sancti Hieronymi, 
Bach’s Gottes Zeit ist die allerbeste Zeit, and Vivaldi’s Magnificat, RV610. Christine 
holds a dual Master of Music in Voice Performance and Choral Conducting, as well as 
a Bachelor of Science in Vocal Music Education.
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“We sponsor live music”

807 Missouri Blvd.
Jefferson City

(573) 635-7777
(888) 887-7026

Showroom Hours:
9am–6pm Weekdays

9am–4pm Saturday
Closed on Sundays

DVD’s of previous SPO concerts available at Will West Music
($10 cash or check only)
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THE REFOR MATION
Reformation Sunday celebrates the Lutheran Reformation—the 16th-century religious, 

political, intellectual and cultural upheaval that splintered Catholic Europe, setting in place the 
structures and beliefs that would define the continent in the modern era. In northern and central 
Europe, reformers like Martin Luther, John Calvin and Henry VIII challenged papal authority 
and questioned the Catholic Church’s ability to define Christian practice. They argued for a reli-
gious and political redistribution of power into the hands of Bible and pamphlet-writing pastors 
and princes. The disruption triggered wars, persecutions and the so-called Counter-Reformation, 
the Catholic Church’s delayed but forceful response to the Protestants.

The Reformation began in the form of action by a monk in Wittenberg, Germany. On Octo-
ber 31, 1517, Martin Luther nailed his Ninety-Five Theses on the Power and Efficacy of Indulgences, 
a proposal for public discussion, to the door of the All Saints Church in Wittenberg, Saxony. 

Of note, the 95 Theses had nothing to do with the great doctrines of the Reformation: faith, 
grace, and Scripture. Rather, they concerned one of Rome’s major sources of income: indulgences. 
In the early 16th century, indulgences were being used by the Roman Catholic Church to raise 
funds for the building of St. Peter’s Basilica. Martin Luther did not agree with alms giving for 
indulgences and felt the Roman Catholic Church should not accept payment for these. Luther felt 
that to give money to God or to the poor is a praiseworthy act, and when it is done from the right 
motives, it will not go unrewarded.

The end of the Reformation can be placed anywhere from the 1555 Peace of Augsburg, which 
allowed for the coexistence of Catholicism and Lutheranism in Germany, to the 1648 Treaty 
of Westphalia, which ended the Thirty Years’ War. The key ideas of the Reformation—a call to 
purify the church and a belief that the Bible, not tradition, should be the sole source of spiritual 
authority—were not themselves novel. However, Luther and the other reformers became the first 
to skillfully use the power of the printing press to give their ideas a wide audience.

Bach: Cantata BWV 79
Bach composed this six movement work of festive magnificence in 1725. Gott der Herr, 

ist Sonn’ und Schild, the opening chorus and contrapuntally one of his most complex works, 
proclaims a brilliant horn fanfare over a highly percussive and pulsating timpani. The esteemed 
conductor and Bach scholar, John Elliot Gardiner, claims the timpani “replicates the hammering 
of Luther’s 95 Theses to the oak door.” In almost military, march-like fashion, Bach frames one of 
the most bucolic of all the Psalms, #84, God, the Lord, is Sun and Shield. However, it is not merely 
a noisy battle piece but is one of the most energetic works written by Bach.

The chorus entrance is grand and rhetorical, brimming with an ever thickening texture of the 
fugal theme passing through all the instruments and joining up with the horn theme. The choir 
enters in a rapid sequence of vocal entries singing increasingly virtuoso passages. Bach’s consum-
mate mastery of contrapuntal skills further gelatinizes the texture into a double fugue musically 
illustrating the overabundance of God’s benevolence as mentioned in the text. An aria typically 
follows with Bach seeking contrast by using a chamber-music setting for flute, bassoon, and organ. 
The alto voice reinforces the jubilant quality as previously provided by the choir. A chorale follows 
with the first three movements creating a unified theme of praise and thanks to God.

The final three movements of the cantata form the particularity for the initial praise of 
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thanks; namely, the proper path to blessedness is through Jesus, an issue specifically related to the 
Reformation. The ending chorale text emphasizes two key ideas of the Reformation—truth and 
freedom. These words are couched in a majestic movement framed again by horn and timpani 
recalling the introductory chorus movement of this cantata.

Because Reformation Sunday is the most militant of Lutheran festivals, the character of Cantata 
BWV 79 is not only appropriate for the occasion, it is also one of Bach’s most boisterous works.

Bach: Cantata BWV 80
Yet another grand reformation cantata, BWV 80, was begun in Weimar as a chamber cantata 

and is a reflection on the struggle between good and evil. This is arguably the best known of Bach’s 
cantatas and employs the most famous of all Lutheran chorales, Ein feste Burg is unser Gott (A 
Mighty Fortress is Our God), a chorale written by Martin Luther himself.

Completed in 1735, the cantata is an accretion of compositional layers found in six movements 
and two, short recitatives. A rewrite from an earlier cantata, BWV 80a, the original started with 
what is now the second movement (written in 1715) of BWV 80. Spanning a period of twenty 
years (which differs from the usual one to two weeks), the varying styles become obvious. The great 
opening, a choral fantasia, written late in Bach’s life (1735), is a majestic, polyphonic chorus using 
canonic treatment, fugal imitation, and motet technique of having the instrumental and vocal 
lines follow each other closely. Bach further punctuates this movement by using both the highest 
and deepest instruments symbolic of the all-encompassing power of God. 

Aria (Duetto) is the second movement and has the most unusual treatment. The duet for 
soprano and bass has the soloists singing to completely different texts! The soprano sings the 
second stanza of the hymn, doubled and particularly embellished by the oboe, while the bass sings 
additional text of free poetry, Alles, was von Gott geboren. The long coloraturas in the bass depict 
the struggle for victory. The third movement is a recitative and arioso for solo bass voice. There 
is no reiteration of the chorale tune, and this and the final movements are unchanged from the 
earlier Weimar cantata, BWV 80a, as mentioned above.

Bach’s celebrated Reformation cantata contains all four verses of Luther’s chorale. The 
remaining movements include a recitative for tenor, a duet for solo alto and tenor accompanied by 
oboe da caccia and violin, and a traditional, four-part setting of the final verse for the chorale in 
which the congregation would be expected to sing along—a typical ending for a chorale cantata by 
Bach. These subsequent movements are more reminiscent of the vivid, stylistic technique used in 
the earlier Weimar cantatas, particularly noted for their floating and ethereal music. 

The more than 200 surviving cantatas of Johann Sebastian Bach stand as some of the greatest 
works of art in the history of western culture. While it was by no means unusual for a Baroque 
composer to a multitude of cantatas, it remains unusual for all of those works to be of such consis-
tent and exceptional quality. Such was the genius of Bach!

Mendelssohn: Symphony No. 5 in D minor. Op107 “Reformation”
Au milieu in French; Mittlesmann in German - both aptly describe Felix Mendelssohn—a 

middleman whose time was between the musical giants of Beethoven and Wagner. Ethnically 
Jewish, he was by both faith and practice a Lutheran. Abraham Mendelssohn wanted his son to 
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be able take full advantage of Lutheran identity available to him in an increasingly anti-Semitic 
Germany. Baptized Protestant at the age of seven, Felix Mendelssohn is the 19th century’s most 
famous Jewish composer, yet one of the most profoundly Christian. 

During Mendelssohn’s early life, Bach’s stature was in obscurity, virtually unknown to all 
but “specialists.” Bach was considered a musical mathematician, a rather deprecating denotation 
referencing his brilliant usage of counterpoint and musical symmetry which without question 
provides numerous difficulties. 

In addition to Mendelssohn’s great aunt who commissioned works and acquired manuscripts 
from Bach’s sons, it was because of Mendelssohn’s maternal grandmother that interest in Bach’s 
music took a turning point. She gifted young Mendelssohn with a copyist’s manuscript score of 
Bach’s St. Matthew Passion. The gift would alter the course of his life. His encounter with such 
a magnificently inspired work must have been nothing less than a revelation, and it completely 
enveloped his imagination. Mendelssohn’s father urged him to pursue his efforts to save Bach’s 
compositions for “who else but connoisseurs during those times would understand Bach’s music?” 

Only performed once in his lifetime, Mendelssohn’s “Reformation” Symphony is as program-
matic as any other of the composer’s works. Chorale tunes and snippets abound in this soaring and 
subtle symphony. Mendelssohn was one of the earliest proponents of the concert overture; self-
contained, descriptive, and not linked to an opera. Aware that the year 1830 was to be celebrated as 
the tercentennial of the Augsburg Confession, Mendelssohn was already thinking about a suitable 
composition that symbolized the Protestant Reformation not with a grand choral work on a sacred 
text, as might be expected, but with a four-movement symphony without words. Eager to follow 
in the footsteps of J. S. Bach and his Cantata, Ein feste Burg is unser Gott, Mendelssohn decided to 
participate by writing a grand symphony availing Luther’s celebrated chorale. The “Reformation” 
Symphony was firmly conceived to commemorate the establishment of the Lutheran faith.

Mendelssohn deemed Beethoven’s Ninth Symphony and its overwhelming power a model of 
how dramatic a symphony can be, even in its opening three movements, which are not sung. He was 
confident that the finale could bear the climactic weight of a symphony and not merely provide a 
happy ending. People understood symphonies to be about their lives and about their worlds. Works 
were thought of as public statements about large cities, nationalities, or religion. Titling a composi-
tion often does not originate with the composer. In many cases a title is appended by the publisher 
in order to generate interest and sales. The name Reformation Symphony appeared during a posthu-
mous publication and was not titled by the composer. Because the work was published at a much later 
date than written, there is much confusion as to the proper ordering of Mendelssohn’s symphonies.

The work became the disdain of Mendelssohn because of its unfavorable reception by the 
musicians at rehearsals for the inaugural performance. The performance was cancelled citing 
musicians’ scorn at a composition they felt was too learned with dense counterpoint and little 
melodic treatment. It was then withdrawn by the composer who most assuredly wished he could 
destroy it altogether. It wasn’t until much later in Mendelssohn’s life that it was performed under 
the composer’s direction in Berlin.

The four movement symphony contains a large number of allusions to earlier works such as 
Mozart’s Jupiter Symphony (fourth movement) and even Gregorian chant. Firmly illustrated is the 
use of the “Dresden Amen” a well-known cadence to churchgoers. This may have been a purely 
strategic move, offering a breath of fresh air amidst the religious turmoil as the Amen was promi-
nently used by both Catholic and Lutheran churches during this time. 
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Dresden Amen (as used by Mendelssohn)
Interestingly, this same amen, a series of five notes ascending stepwise toward heaven, was 

later used by composers Wagner, Bruckner, Spohr, Mahler, de Fall, and Scriabin. It was even used 
prominently in the accompanying score of the 1925 silent film Ben Hur. 

The opening movement of the symphony personifies the notion of conflict, recalling the 
strife and religious struggles of the times. Utilizing the same key signature as Beethoven’s Ninth 
Symphony, Mendelssohn displays a spirit of unification with this work. The second movement is 
a true palate cleanser, a zestful adornment beguiling a scherzo (in substance if not in name) trig-
gered by a single rhythmic figure repeated in nearly every measure and a cooling trio with plucked 
strings that hint at how genial a Mendelssohn waltz may have sounded had one been penned. The 
Andante is a somber but gracious song—a “vocal” aria, both compact and short, for strings with 
some commentary from woodwinds embracing Mendelssohn’s gift of elegant melodiousness. The 
formal symphonic part of the last movement, Allegro Maestoso, is perhaps inspired again by the 
radiant finale of Beethoven’s Ninth Symphony. Luther’s famous chorale is proclaimed in the final, 
triumphant statement by the entire orchestra.

Had Mendelssohn had his way, this magnificent symphony and tribute to the Reformation 
would have wound up as tinder in a firebox. Fortunately we still delight from a mode of listening 
that views such works as generalized statements encompassing current human synergy rather 
than as a set of concretized notes and rhythms. This work, with its fresh approach and treatment 
of older material, retains vitality, dynamism, and charm and stands on its own as an answer to the 
challenges of reformation.

—Gary Sanders
October 2017
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1. Chor
Gott der Herr ist Sonn und Schild. 
Der Herr gibt Gnade und Ehre, er wird 
kein Gutes mangeln lassen den Frommen. 
(Psalm 84:12)

1. Chorus
God the Lord is sun and shield. 
The Lord gives grace and honor, 
He will allow no good to be lacking 
from the righteous.

2. Arie A
Gott ist unsre Sonn und Schild!
Darum rühmet dessen Güte
Unser dankbares Gemüte,
Die er für sein Häuflein hegt.
Denn er will uns ferner schützen,
Ob die Feinde Pfeile schnitzen
Und ein Lästerhund gleich billt.

2. Aria A
God is our sun and shield!
Therefore this goodness
shall be praised by our grateful heart,
which He protects like His little flock.
For He will protect us from now on,
although the enemy sharpens his arrows
and a vicious hound already barks.

3. Choral
Nun danket alle Gott
Mit Herzen, Mund und Händen,
Der große Dinge tut
An uns und allen Enden,
Der uns von Mutterleib
Und Kindesbeinen an
Unzählig viel zugut
Und noch itzund getan.
(“Nun danket alle Gott,” verse 1)

3. Chorale
Now let everyone thank God
with hearts, mouths, and hands,
Who does great things
for us and to all ends,
Who has done for us from our mother’s 

wombs
and childhood on
many uncountable good things
and does so still today.

4. Rezitativ B
Gottlob, wir wissen
Den rechten Weg zur Seligkeit;
Denn, Jesu, du hast ihn uns durch dein Wort 

gewiesen,
Drum bleibt dein Name jederzeit gepriesen.
Weil aber viele noch
Zu dieser Zeit
An fremdem Joch
Aus Blindheit ziehen müssen,
Ach! so erbarme dich
Auch ihrer gnädiglich,
Daß sie den rechten Weg erkennen
Und dich bloß ihren Mittler nennen.

4. Recitative B
Praise God, we know
the right way to blessedness;
for, Jesus, You have revealed it to us 

through Your word,
therefore Your name shall be praised for 

all time.
Since, however, many yet
at this time
must labor under a foreign yoke
out of blindness,
ah! then have mercy
also on them graciously,
so that they recognize the right way
and simply call You their Intercessor.

5. Arie (Duett) S B
Gott, ach Gott, verlaß die Deinen
Nimmermehr!
Laß dein Wort uns helle scheinen;
Obgleich sehr
Wider uns die Feinde toben,
So soll unser Mund dich loben.

5. Aria (Duet) S B
God, ah God, abandon Your own ones
never again!
Let Your word shine brightly for us;
although harshly
against us the enemy rages,
yet our mouths shall praise You.

6. Choral
Erhalt uns in der Wahrheit,
Gib ewigliche Freiheit,
Zu preisen deinen Namen
Durch Jesum Christum. Amen.

6. Chorale
Uphold us in the truth,
grant eternal freedom,
to praise Your name
through Jesus Christ. Amen.

Cantata No. 79: Gott der Herr ist Sonn und Schild
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1. Chous
Ein feste Burg ist unser Gott,
Ein gute Wehr und Waffen;
Er hilft uns frei aus aller Not,
Die uns itzt hat betroffen.
Der alte böse Feind,
Mit Ernst er’s jetzt meint,
Groß Macht und viel List
Sein grausam Rüstung ist,
Auf Erd ist nicht seinsgleichen.
(“Ein feste Burg ist unser Gott,” verse 1)

Our God is a secure fortress,
a good shield and weapon;
He helps us willingly out of all troubles,
that now have encountered us.
The old, evil enemy
is earnestly bent on it,
great strength and much deceit
are his horrid armaments,
there is nothing like him on earth.

2. Aria (Duet: Bass and Soprano)
Alles, was von Gott geboren,
Ist zum Siegen auserkoren.

Mit unsrer Macht ist nichts getan,
Wir sind gar bald verloren.
Es streit› vor uns der rechte Mann,
Den Gott selbst hat erkoren.

Wer bei Christi Blutpanier
In der Taufe Treu geschworen, 
Siegt im Geiste für und für.

Fragst du, wer er ist?
Er heißt Jesus Christ,
Der Herre Zebaoth,
Und ist kein andrer Gott,
Das Feld muß er behalten. 

Alles, was von Gott geboren, 
Ist zum Siegen auserkoren.
(“Ein feste Burg ist unser Gott,” verse 2)

Everything that is born of God
is destined for victory.

Nothing can be done through our strength,
we are soon already lost.
The righteous Man battles for us,
that God himself has elected.

Whoever, with the bloody banner of Christ
is sworn into the fealty of baptism,
conquers in the spirit again and again.

You ask, who is He?
He is called Jesus Christ,
the Lord of Sabaoth,
and there is no other God,
He must control the battlefield.

Everything that is born of God
is destined for victory.

3. Recitative (Bass)
Erwäge doch, Kind Gottes, die so große Liebe,
Da Jesus sich
Mit seinem Blute dir verschriebe,
Wormit er dich
Zum Kriege wider Satans Heer und wider Welt, 

und Sünde
Geworben hat!
Gib nicht in deiner Seele
Dem Satan und den Lastern statt!
Laß nicht dein Herz,
Den Himmel Gottes auf der Erden,
Zur Wüste werden!
Bereue deine Schuld mit Schmerz,
Daß Christi Geist mit dir sich fest verbinde!

Only consider, child of God, that such 
great love,

which Jesus Himself
with His blood signed over to you,
through which He,
in the war against Satan’s host and against 

the world and sin,
has won you!
Do not make a place in your soul
for Satan and depravity!
Do not let your heart,
God’s heaven on earth,
become a wasteland!
Repent your guilt with pain,
so that Christ’s spirit may firmly bind 

itself to you!

4. Aria (Soprano)
Komm in mein Herzenshaus,
Herr Jesu, mein Verlangen!

Treib Welt und Satan aus
Und laß dein Bild in mir erneuert prangen!
Weg, schnöder Sündengraus!

Come into my heart’s house,
Lord Jesus, my desire!

Drive the world and Satan out
and let your image, shine forth renewed in me!
Away, comtemptible horror of sin!

Cantata No. 80: Ein feste Burg ist unser Gott
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5. Chorale (Chorus)
Und wenn die Welt voll Teufel wär
Und wollten uns verschlingen,
So fürchten wir uns nicht so sehr,
Es soll uns doch gelingen.
Der Fürst dieser Welt,
Wie saur er sich stellt,
Tut er uns doch nicht,
Das macht, er ist gericht’,
Ein Wörtlein kann ihn fällen.
(“Ein feste Burg ist unser Gott,” verse 3)

And if the world were full of the devil
and would devour us,
even then we would not be so fearful,
we should even then succeed.
The prince of this world,
however sour he might be,
yet can do nothing to us,
since he is already judged,
a little word can topple him.

6. Recitative (Tenor)
So stehe dann bei Christi blutgefärbten Fahne,
O Seele, fest
Und glaube, daß dein Haupt dich nicht verläßt,
Ja, daß sein Sieg
Auch dir den Weg zu deiner Krone bahne!
Tritt freudig an den Krieg!
Wirst du nur Gottes Wort
So hören als bewahren,
So wird der Feind gezwungen auszufahren,
Dein Heiland bleibt dein Hort!

Then stand with Christ’s bloodstained 
flag,

o soul, firmly
and believe that you will not lose your 

Leader,
indeed, that His victory
will also pave the way to your crown!
March joyfully to war!
If you only keep God’s word
as you hear it,
then the enemy will be driven out forcibly,
your Savior remains your treasure!

7. Aria (Duet: Alto and Tenor)
Wie selig sind doch die, die Gott im Munde 

tragen,
Doch selger ist das Herz, das ihn im Glauben 

trägt!
Es bleibet unbesiegt und kann die Feinde 

schlagen
Und wird zuletzt gekrönt, wenn es den Tod 

erlegt.

How happy are they, who bear God in 
their mouths,

yet happier is the heart that bear Him in 
faith!

It remains unconquered and can strike at 
the enemy

and will be crowned at last, when it 
captures death.

8. Chorale (Chorus)
Das Wort sie sollen lassen stahn
Und kein’ Dank dazu haben.
Er ist bei uns wohl auf dem Plan
Mit seinem Geist und Gaben.
Nehmen sie uns den Leib,
Gut, Ehr, Kind und Weib,
Laß fahren dahin,
Sie habens kein’ Gewinn;
Das Reich muß uns doch bleiben.
(“Ein feste Burg ist unser Gott,” verse 4)

They shall put His word aside
and give no thanks for it.
He is with us indeed in strategy
with His spirit and His gifts.
If they take our bodies from us,
possessions, honor, child, wife,
let them take them away,
they have no spoils;
our riches yet remain with us.

Salomon Franck 1715; Ein feste Burg ist unser 
Gott, Martin Luther 1528/29 

(verses 1–4: mov’ts. 1, 2, 6, 8)
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618 Broadway, Jefferson City, MO 65101
Phone: 573-635-8877

Fax: 573-635-8716
Email susie@theschaeferhouse.com

Visit our Website www.theschaeferhouse.com
Follow us on Pinterest, Facebook, and Instagram!

We’re Proud To Support The Southside
Philharmonic Orchestra’s Presentation of 

The Southside String Quartet
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The 
Old Munichburg 
Association
Welcomes

The Southside 
Philharmonic 
Orchestra
to our district!

May the rich musical heritage of the 
Southside inspire you to artistic greatness! 

The Old Munichburg Association is dedicated to the revitalization 
of Jefferson City’s historic Southside. We are homeowners, business 
owners, and others who share a love of the district and a desire to 
promote, preserve, and protect it.

We host Jefferson City’s annual Oktoberfest. Our accomplishments 
include the Dunklin Street Murals, the Munichburg Corner, 
Community Improvement District (new sidewalks), Neighborhood 
Watch, National Register of Historic Places, establishing 
Muenchberg, Bavaria, as JC’s partner city, and many local history 
and neighborhood beautification projects. We work with other local 
groups to rejuvenate the historic core of Jefferson City.

Learn more at www.oldmunichburg.com.
To keep in touch, Like us on Facebook!
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FOUR WAYS TO GIVE

◊  A monetary donation of your choosing. These are of the greatest importance 
to us, and we would be happy to show you how your donation goes to work for 
SPO.

◊  Purchasing a block of tickets to be distributed to students around Jefferson 
City or elsewhere to encourage experiencing the arts through music. A “block” 
of seats might be anywhere from 10 to 100, and serves to expand our audience 
and generate revenue through ticket sales. To whom tickets might go can be at 
the discretion of the sponsor or SPO (we have a number of music educators as 
members of our orchestra).

◊  Purchasing ads in our programs. Details for doing so are covered on the 
following page.

◊  Most importantly, please attend our concerts!

For all inquiries concerning the Southside Philharmonic Orchestra, please email 
Patrick Clark, Director and Founder, SPO at clarkpatrickdavid@gmail.com. 
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WOULD YOU LIKE TO SUPPORT 
THE SOUTHSIDE PHILHAR MONIC ORCHESTR A?

We are a new chamber orchestra, with plans to feature our fine musicians as soloists 
in concerti, provide live music for opera and ballet, and collaborate with local choirs in 
larger works including cantatas.

There are many costs associated with our performances, such as rental and purchase 
of music, acquisition of necessary instruments, and even the cost of this program you 
are reading.

Your support helps us to deliver a greater standard of excellence in our perfor-
mances, and it is especially crucial now in our beginnings when confidence and 
forward planning is most important.

If you or your business is interested in supporting the Southside Philharmonic 
Orchestra, please choose one of the options below:

◊  I would like to give a donation of $ ________________ ,
 the check is enclosed (Payable to CUCC)

◊  I would like to give a donation of $ ________________ ,
 can you please send an invoice for payment.

◊  I would like to learn more about sponsoring a concert or
 advertising in concert programs.

Southside Philharmonic Orchestra (SPO)
c/o Central United Church of Christ (CUCC)
118 W. Ashley St.
Jefferson City, MO  65101
(573) 635-1041

Program design: Susan Ferber, FerberDesign


