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‘Die Gewitternacht’ (Night of Storms), Friedrich Gottlob
Fleischer’s setting of a poem by Justus Friedrich Wilhelm
Zachariae, is a paradigmatic example of German Lied
tradition of the ‘Sturm und Drang’ period of 1750-1780.
True to the spirit of the Enlightenment, the text
describes a nocturnal transformation or awakening. In
contrast to the metamorphoses of ancient mythology
and biblical invocations, however, the focus here is on
the thinking, the feeling individual. For Zachariae, a poet
and publisher of Brunswick, salvation lies not in faith, but
in devotion to reason. The night-time thunderstorm of
the title, including all the terrifying natural phenomena
accompanying it, is merely a backdrop. Employing every
conceivable means of expression, Zachariae strives to
evoke in the listener not just fear but also a sense of the
proximity to death culminating in a sense of release.
Alternating between the lyrical and the dramatic, his
poetry comes across as an amalgam of highly
characteristic fragments. Fleischer’s setting likewise
avoids self-contained forms, and is remarkable for its
juxtaposition of incisive rhythms and changing metres
as well as its unexpected harmonic shifts. The
contrasting keys (with up to five accidentals) and
illustrative figurations in the piano accompaniment
serve to heighten the emotional urgency of Zachariae’s
poem. The vocal part, too, alternates between
expressive declamation and melodious arioso passages.
Only in the final section does the anxious existential
questioning yield to the redemptive serenity of truly

transfigured music. The accompanying instrument is
the eighteenth-century clavier which, like the tangent
piano used here, offered an expanded range of
dynamic possibilities.

The work also illustrates the extent to which settings of
poems after 1750 shifted away from the edifying
content and strophic or da capo structures of the
Baroque period. The notational practice of the time,
using two staves with obbligato accompaniment in
smaller print, reflects the practice of ‘singing at the
clavier’, whereby singer and accompanist may be one
and the same person. The ‘Gewitternacht’ was preserved
in a collection of ‘Longer and Shorter Vocal [and Piano]
Pieces’,a common form of publication for such works at
the time. The piano part, however, offers far more than
mere accompaniment. In places it even seems to
resemble a piano reduction of a non-extant orchestral
score and furthermore invites players to improvise
ornamentation and variations. The term ‘Singstuck’
(‘vocal piece’) suggests that this work is more than just a
Lied. In the days of Johann Sebastian Bach, the German
word Stiick (piece) was also used to refer to sacred
cantatas consisting of several recitatives and arias. In
this light Zachariae’s and Fleischer’s ‘Singstiick’ might
well be regarded as a German ‘chamber cantata’. The
dedication to a noble patron may give an impression
that such works were intended for aristocratic circles or
public performance, although they were in fact



performed mainly in the private homes of the well-to-do
middle classes.

In the age of the Enlightenment and ‘Sturm und Drang),
the composers of such vocal works tended to choose
poems by contemporary poets. Since poetry alone
scarcely provided them with a living, they often held
positions as university professors or civil servants.
Many of them were influenced by English literature and
belonged to the circles of translators - or at least
admirers - of Shakespeare and Milton.

Among the writers featured here, Justus Friedrich
Wilhelm Zachariae (1726-1777), belonged to the older
generation, along with the historian and constitutional
lawyer Johann Elias Schlegel (1719-1749), the physician,
playwright and great Enlightenment poet Gotthold
Ephraim Lessing (1729-1781), and the military chaplain
Christian Gottlieb Lieberkihn (1730-1761). Subsequent
writers, many of whom lived until well into the next
century, included Christoph Martin Wieland (1733-1813),
who was later a friend of Goethe and Schiller, the
literary historian Johann Joachim Eschenburg
(1743-1820), and the consul and judicial director
Heinrich Wilhelm von Gerstenberg (1737-1823). While
some of these writers still turned to classical antiquity
for inspiration, their interest no longer lay in anacreontic
pastoral idylls, as it had been as recently as the
mid-eighteenth century. What captivated them were

well-known figures of ancient mythology, individuals
whom they felt warranted closer study from an
Enlightenment perspective.

The five composers featured here were all linked to
Johann Sebastian Bach, whether closely or only briefly,
and can be counted among his pupils, most notably, of
course, his two sons, Carl Philipp Emanuel and Johann
Christoph Friedrich. Surprisingly, the solid training they
received under Bach is less evident than the marked
differences within this younger generation of
composers, among whom the older of the two Bach’s
sons in turn emerged as a trendsetter. But whereas C.P.E.
Bach often moved seamlessly from one contrasting
affect to another in his clavier music, in his odes and
Lieder he tended to prefer simple, naturally flowing
melodic lines. ‘Der Frithling’ (Spring) is thus a special
case in that it combines Lied-like simplicity with
passages of recitative and ornamented aria writing. The
work was published as the second of ‘Three Different
Attempts at a Simple Song in Hexameter’. Bach’s famous
son thus takes his place in the long line of composers
who claimed to emulate the singing style of ancient
rhapsodes and epic reciters. In composing, he took
considerable liberties with Christoph Martin Wieland’s
hexameters, for example by repeating certain parts of
the verse, thereby often overriding the musically
challenging metre.



The song ‘Die Trennung’ (The Separation) can be found in
the same collection by Fleischer as ‘Gewitternacht’. This
strophic Lied is to be sung ‘sadly and at a moderately slow
tempo’ since it expresses the yearning for a beloved who
has permanently withdrawn from her lover - in an allusion to
ancient mythology, she is addressed here as Daphne. The
mournful key of F minor conveys such intense melancholy,
from the lamenting interval in the opening phrase to the
rising chromaticism and sighing figures, that the tragic
character of the piece continues to unfold through
several strophes.

The principal ‘liberty’ in these ‘enlightened times’ claimed by
Johann Gottfried Mtithel, who emigrated to Riga, lay in the
disruption of the unity of affect that had hitherto largely
defined Baroque music. Although the three Lieder in the 1759
collection ‘Selected Odes and Songs by Various Poets’ are
strophic songs, and hence formally unified, they nonetheless
present a variety of expressive modes and melodic types.
The music thus leaves room for all manner of ironic twists
and turns and critical reflections, as in Lessing’s
‘Planetenbewohner’ (Dwellers of the Planets), a satire on the
human fondness for unfounded theories based on erroneous
analogies. ‘Die Unschuld’ (Innocence) is a prime example of
witty, ironic hyperbole, while ‘Die Rose’ (The Rose) is a gem of
intimate sensuality. In the preface to his collection, Mithel
declared that ‘any unexpected, yet uncontrived, subtle,
delicate traits must especially be evident in works of this
kind'. Like many of his contemporaries, he lamented the

constraints inherent in strophic song, in which one and the
same music must serve different texts.

Johann Friedrich Agricola’s ‘Der Caffee’ - not to be
confused with the famous ‘Coffee Cantata’ by his teacher,
J.S.Bach - is a setting of Christian Gottlieb Lieberkihn’s
tongue-in-cheek moralising reflection on a beverage that
was still regarded with suspicion. It comprises two arias
with an extended recitative in between, in which the
virtues of coffee are extolled over those of ‘seditious’
wine. In the first aria, the sensuous flow of the vocal line
contrasts with the vivid rising figures in the bass. Especially
striking in the second aria is the improvised repetition and
variation of the first half, requiring skills that, as a matter of
course, were expected of any keyboard player of the time,
as demonstrated in Carl Philipp Emanuel Bach’s ‘Sonatas
with Varied Reprises, printed in 1760.

The final two pieces of the recording clearly demonstrate
how far Johann Christoph Friedrich Bach departed from
his father’s maxims. Here, the tragic ancient tale of
Procris, whose groundless jealousy leads to her being
inadvertently slain by her faithful husband Cephalus, is
clad in such a varied succession of arias and recitatives
that, with temporary support from anachronistic sound
engineering, even multiple roles of the cantata can be
performed by a single vocalist. Particularly evident here is
how ‘Sturm und Drang’ musicians sought to synthesise
progressive compositional techniques for the expression



of affect with a commitment to the tradition of musical-
rhetorical figures that had accompanied Baroque music
from its beginnings. Both components are exemplified in
this cantata, where contrasting affects—such as passion
for the hunt, rapturous love, suspicion and jealousy, moral
rebuke, despair, and finally forgiveness—follow one
another in close succession. Could it be that traces of his
father’s Passion arias are also at times discernible here?

Published in the last decade of the eighteenth century,
‘Das schlafende Madchen’ (The Sleeping Maiden) is
based—at least superficially—on a poem of three
metrically regular four-line stanzas. Sleep, in this work,
seems to be a metaphor for death. Bach sets each
strophe in the key best suited to it (A major, E major, B
minor); however, in the final verse he makes use of
Gerstenberg’s repetition of the word ‘schlummern’
(slumber), to usher in a recapitulation, bringing the piece
back to its original key of A major. Unique among these
songs, the musical texture here has freed itself entirely
from the legacy of the basso continuo and, now notated
on three staves, embodies the transition to the elaborate,
dialogic Lied with piano accompaniment.

Johann Christoph Friedrich, the third of Bach’s four
musically prominent sons, thus stands at the close of a
chapter in the German art of singing—a chapter that has
hitherto scarcely received the attention it deserves. The
Lied of the Enlightenment and ‘Sturm und Drang’ remains

largely overlooked, whenever the line of development is
drawn directly from Carl Philipp Emanuel Bach to the
exponents of the Berlin Lieder Schools or Viennese
Classicism. Listening more closely, the work of lesser-
known composers of the second half of the eighteenth
century reveals some real trouvailles, also with regard to
the quality of the poetry, whose authors may in fact be
more familiar by name than the composers. From this
perspective, certain musical accomplishments become
apparent which, on the one hand, derive from the
Baroque musical rhetoric and, on the other, reach far
forward, already anticipating the Romantic Lied tradition.
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THE SEPARATION

The hour of parting strikes,

To cruelly separate us;

How will | ever live,

O maiden, without you?

A stranger to all joys,

| live only to suffer;

And you, Daphne—perhaps now
You will forget me forever!

Often upon distant shores

Your name floats on my lips.
Where, | ask the rock and cliffs,
Does Daphne linger now?

My heart beats for you, | send
Gazes of longing your way;

And you, Daphne—perhaps then
You will forget me forever!



NIGHT OF STORMS

What a night!
Never so dreadful did it loom from the heavens!
Never yet so horrifying to walk among the graves!

Here they slumber, O Mother Earth,
Within your cooling embrace—

The few, unacknowledged by this world,
Yet great in Heaven'’s eyes alone.

But what solemn sound
Sighs through the heavy air?
| hear—yes, | hear already
The death-knell calling me.

Awake, O soul, awake!

Why do you shrink back within yourself?

Ah, do not turn your sorrow-laden gaze

Away from the grave, your body’s resting place.

And you, the thinker within me—you!

To where do you flee?

Where will you rest when | cease to be?
How? When | cease to be?

| shudder at this thought:

To cease to be!



O wish, even darker than the grave!
Despairing wish!

Who planted you within my heart?
To cease to be!

O what a terror

Grips the hopeless heart!
Almighty pain—

Beyond the pain of death!

To cease to be, to cease to be!

I lay in heavy anguish,

Stretched upon the grave,
Struck by your darkest shadows,
O death eternal.

In despair, stricken with horror, | beheld
The throne of Chaos far beneath,

And heard its torrents roaring.

The Void was swallowing me already.

Then Mercy’s voice descended
Softly from the heavens and spoke:
| did not create you in my wrath
To be eternal prey for the grave.

No, do not falter! Your spirit shall arise;
And all that decay has cast aside

Shall be again, shall live forever

In everlasting glory.



COFFEE

Cheerful foe of sorrow-laden blood,
With what bold spirit you revive me!
Gently you dispel the noble slumber;
It melts away and shrinks from you.

I saw the god of delusion willingly flee—
Him who had stolen the soul of my peace;
Into tender melancholies

You transform the deepest grief.

Rise, friends! Leave the seditious wine

To discord’s wild envy;

Shall our friendship become a reeling sacrifice
To that destroyer of gentle joy?

Learn from the Turk to enjoy yourself:

He drinks coffee and avoids wine,

And does not, in excessive sips,

Imbibe the fermenting pleasure.

His drink fills your breast with tenderness,
Makes you content and amiable,

And leaves the gentle spirit, without knowing it,
Pleasing only to friends of cheerful serenity.



Do not drink the foul wine,
In order to become drunk like a fool.
Ah, aren’t you already foolish enough?

To be filled with delight, like the wise,
Rather pour yourself the beans’ brown elixir.
It makes you happy but keeps you sharp.

THE ROSE

Do you see that rose in bloom,

Fairest one?—then recognize yourselfin it.

Do you see the bees that hasten to it

Phyllis!—then think of me.

Your blossom draws all longing

To Nature’s bounteous treasures;

And youthful love, so sweet,

Steals nothing from you—but nourishes itself alone.



SPRING

Joy, delight of gods and men,
Companion of innocence,

Come down to my song

From yonder hill,

Or from this valley

Where spring embraces you.

Come from the meadow of lilies

And from the fragrant grove!

Who is she who steps forth there

From the fragrant grove,

Fair as the modest moon

And majestic as the cedar?

Olltis she!

She came at my bidding.

Behold, from the touch of her foot,
Ambrosial flowers sparkle in abundance!
There she comes, the sister of Spring.
Now Joy spreads her gentle wings

And lifts me high into the clouds.

| see the world beneath me awakening in green.
On the hills of Joy,

Drawn near to your throne,

I sing your praise, O Creator.

Nature mingles her hymns with mine;
From the grove a harmonious tune ascends to you,
From the valleys, a flowery smoke,

Like an offering.

Sing with me, ye, children of creation;
Sing of the love that gave us birth!



Tell His praise, seraphic heaven!

You who glide over the flowers,

Crystalline spring, whisper it to the blossoms,
From one wave to the next!

Let all that lives praise the Lord

And rejoice in Him!

INNOCENCE

When Damon, who esteems his books,

Knows nothing of the world’s delights,

And knows young maidens only from those books;
When Damon then beholds a maiden

Who draws him powerfully toward her—

What shall that urge be called? Innocence.

When he speaks with the lovely maiden,
The maiden fair of face,

With dimples in her chin and cheeks;
When he beholds the little mouth,

The mouth inviting a kiss,

What does he feel then? Only innocence.

When he sees her without withesses,

Escaping the mother’s watchful eye,

In the garden, in hidden grottos;

If then her bosom rises higher

And shows him charms he never knew before—
What stirs within him then? Still innocence?



DWELLERS OF THE PLANETS

To take delight in sweet fancies

To settle dwellers on planets

Before one can reasonably conclude
That there is wine upon those planets—
That is to populate them too soon.

My friend, first establish beyond doubt
That in the new worlds there are wines
As there are in the one we know;

And believe me, then even a child

May well deduce their drinkers.

PROCRIS AND CEPHALUS

Awake, ye hunters! The horn resounds!
Now, hand me the weapons and follow me!
Hasten, ye hounds, like fleeting winds,

To find the game still in its lair.

The shadows vanish—up into the woods!

Now, my delight,

Release me from your embraces—
None but a sluggish soul remains
In the gentle bosom of idle rest.



Thus Cephalus calls whenever morning dawns,
And from Procris’ faithful kisses—

Though she holds him so tenderly—

Is suddenly torn away

By his ardent passion for the hunt.

This awakens her suspicion:

Perhaps the forest and the hunt—

Who knows?—

Are only a pretext for a hidden love.

To catch him by surprise,

She hides in the nearby bushes

Where, at midday,

Covered in dust and sweat,

He stretches out in solitary shade

To refresh his weary limbs.

He calls—she listens, wondering whom he calls.
Affectionately, he calls to the gentle air.

Ah! let me feel thy kisses
In the cooling breeze!
Hush!—what is stirring?

Come, and play with me!
Ah, come, refresh me!

| sigh for thee;
To thee my bosom | unclose.
It rustles—thou art here—O divine delight!



Procris approaches through the bushes, seeking
Unnoticed, to surprise the rival

With whom she believes her beloved speaks.

O heavens—would that she did not draw near!

Banish from your hearts the stirrings of mistrust,
Ye lovers, which awaken only your torment.

The foundation of love is trust,

While an erring suspicion has oft

Brought forth a true misfortune.

What's rustling? Something stirs among the bushes
This isn‘t just a gentle breeze.

With what prey will fate delight me?
Cephalus calls, and swiftly shoots the arrow,
And as he shoots, he hears a cry.

She falls—he seeks, what is it?

Ah, Procris lies in blood!

O gods! What have | done?

Though dying she speaks to him

With gentle courage,

More weeping than angry:

Unfaithful! Take my life alone.

I can forgive you for my death,

But not for what | have heard.

O gods! Whence this deceit?

What have | done to offend you?



Ask her, to whom you but now spoke so tenderly.
Here | lay, alone, at peace,

And called out to the gentle winds.

Look up! And judge me

With your own gaze!

See! Who is here, but you and I?

O error! O faithless fortune!

With desperate haste, he pulls the ill-fated arrow
From her breast.

He strives in every way

To seal the wound,

Yet still he sees the blood

Run in flowing streams.

Now he raises her slowly—

But in vain; she falls once more.

Now, desperate, he lays her upon the soft grass.
At last, the flow weakens, for lack of blood;

The light dims in her eyes;

Her body stiffens, the heartbeat fades.
Hopelessly, he gives up helping her,

Letting only his tormented expression meet
Her final sigh.

Ye gods, help! Ah, what despair!

I—a murderer! Ah, the cursed hand!

O had fate but turned this miserable steel
Towards myself!

Had | not loved you faithfully,

Let heaven despise me.

I die, yet die untroubled—

You love me still. Ah! She grows pale...



THE SLEEPING MAIDEN

Slumber, slumber gently, O fair one;

Disturb her not, thou tender song of the nightingale
Mortal she is not—ah, no!

A goddess she must be.

Here in these meadows

| wish to raise an altar for her,

I would scatter incense upon it—
Yes, she cannot be mortal.

But when at last she wakes,

And her cheek smiles kindly—

Poor heart, what will become of thee?
O how sweetly she slumbers!



SOPRANO



At Theater Basel, she appeared in several Baroque roles,
including Euridice in Monteverdi’s L'Orfeo and Vagaus in
Vivaldi’s Juditha triumphans. In collaboration with Ballett
Basel, she performed the soprano solo parts in Pergolesi’s
Stabat Mater and Vivaldi’s Gloria. At the Zurich Opera
House, she took part in two significant contemporary
productions: Heinz Holliger’s Lunea and Helmut
Lachenmann’s Das Madchen mit den Schwefelhélzern.

Since September 2024, Gunta Smirnova has been sharing
her experience and knowledge as a lecturer in Historical
Performance Practice for young singers at the Jazeps
Vitols Latvian Academy of Music in Riga.



MIKAYEL BALYAN

Armenian pianist and harpsichordist Mikayel
Balyan received his first musical training at music
schools in his native city of Yerevan and in
Moscow, before studying piano with Rudolf
Buchbinder at the Music Academy Basel,
completing his studies with distinction in 2004.
He then studied harpsichord with Carsten Lohff
at the University of the Arts Bremen, clavichord
with Menno van Delft, and music theory with
Volkhardt Preuss at the University of Music and
Theatre Hamburg. From 2008 to 2012, Balyan
taught basso continuo and historical keyboard
instruments at these institutions. Further musical
guidance came from studies in Historical
improvisation with Rudolf Lutz and Nicola Cumer
at the Schola Cantorum Basiliensis.

A versatile musician, Balyan has collaborated
with conductors including Loris Tjeknavorian,
Vladimir Spivakov, Howard Griffiths, and René
Jacobs, and is a regular guest at major festivals
such as Musikfest Bremen, the Days of Early
Music in Herne, Festival Radovljica, the Salzburg
Festival, the Baroque Days at Melk Abbey, and
Resonanzen Vienna.
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With the ensemble amikal (Anne Freitag, traverso;
Katharina Schlegel-Holzhey, viola da gamba), he won
second prize at the International Johann Heinrich
Schmelzer Competition at Melk Abbey in 2008. Together
with his longtime chamber partner, cellist Davit
Melkonyan, he was Artist in Residence at Musikfest
Bremen in 2012, receiving the festival’s sponsorship
award. Their collaboration produced two acclaimed
recordings for Sony Music / Deutsche harmonia mundi:
the Trois grandes Sonates op. 5 by Bernhard Romberg
(2013) and the two cello sonatas by Johannes Brahms
performed on historical instruments (2014).

Balyan'’s extensive recording work includes numerous
radio broadcasts for Deutschlandfunk, NDR, ORF, and
Slovenian and Armenian radio, as well as CD releases for
Genuin, Musiques Suisses, and Vivat. In 2023, a recording
of violin sonatas by Beethoven and Nikolaus Krufft was
released in collaboration with Clive Brown at the
University of Music and Performing Arts Vienna.

In addition to his concert career, Balyan holds teaching
positions at leading Austrian music institutions. Since
2014, he has been Professor of Fortepiano at the Music
and Arts Private University of the City of Vienna. From

2019 to 2024, he taught Fortepiano at the University of
Music and Performing Arts Vienna, and since October
2024 he has held a professorship for Fortepiano at the
Anton Bruckner Private University in Linz.

Alongside being a passionate performer, Balyan is also
active as a composer; his works in various historical
styles are regularly featured in his concert programs.
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The Tangentenfliigel (tangent piano)

is an eighteenth-century keyboard
instrument in which the sound is
produced by wooden tangents striking
the strings without any leather or other
soft coverings. Its tonal qualities combine
features of the clavichord, harpsichord,
and early fortepiano. Developed by
South German keyboard instrument
makers such as Franz Jakob Spath and
Christoph Friedrich Schmahl, it is
equipped with knee levers and hand
stops that provide a wide range of
timbral and dynamic possibilities.

The instrument used for this recording,
by Schmahl (Regensburg, 1797), is a
well-preserved example from a private
Swiss collection, featuring three knee
levers and three hand stops. These allow,
among other effects, una corda, forte,
moderator, and harp-like sonorities, as
well as the selective lifting of the dampers
in either the bass or treble range, thereby
enabling a particularly nuanced spectrum
of expression.

Pitch: A= 428 Hz



30






