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NBA I/32; BC B8Change of Town Council (BWV 71, 119, 193, 120, 29, 69)Librettist: UnknownFP: 27 August 1731 (St. Nicholas); the annual servicenormally occurred on the Monday after St. Bartholomew's Day(August 24). Performed again in 1739 & 1749. 
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Instrumentation:Tromba I, II, IIITimpaniOboe I, IIVln I, IIVlaSATBOrgan Obbligato (see side note)ContinuoWith regard to ripieno parts,see note 2 below.
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Sinfonia adapted from BWV 120a/1 (29/1).

mpeau
Typewritten Text
1.

mpeau
Typewritten Text
5.

mpeau
Typewritten Text
9.

mpeau
Typewritten Text
13.

mpeau
Typewritten Text
16.

mpeau
Typewritten Text
Chiastic Form: Sinfonia-[Chorus-Aria (T)-Recit (B)-ARIA (S)-Recit (A)-Aria (A)-Chorale]BWV 29 is now best known for its sinfonia  and first chorus, the chorus reappearing as the "Gratias" & "Dona nobis" in the B-minor Mass. In both works, repeated elements  strengthen the chiastic form. Here, the A section of mvt. 3 = mvt. 7 (transposed), and the trumpets & timpani of  mvt. 2 reappear in mvt. 8. See side note for more. 
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Regarding Bach's third annual cycle of cantatas (1725–1727), Alfred Dürr writes, "The musical structure of the cantatas of Cycle III is not essentially different from that of previous years. A particularly notable feature, however, is the borrowing of movements from earlier instrumental works. These movements are mostly used as introductory sinfonias, but also occasionally as choruses or arias with newly composed vocal parts. A closely related characteristic is the frequent use made of obbligato organ, not only in borrowed instrumental pieces, as a replacement for another solo instrument, but even in newly composed vocal movements.” See Dürr/Jones, Cantatas, p. 38.	Christoph Wolff writes, “Notable [in Bach's third cycle of cantatas] is the relatively frequent occurrence of solo (BWV 52, 84, 35, etc.) and dialogue (BWV 58, 32, 49, etc.) cantatas, but of particular significance in the third cycle—as also in the fourth—is Bach’s use of preexisting concerto movements as opening instrumental sinfonias (BWV 156, 174, and 120a [all three of these are Cycle IV era); the opening chorus of BWV 110 is a reworking of a concerto movement. From the summer of 1726 on, obbligato organ parts in BWV 146, 35, 169, and 49, later also in BWV 188 and 29, introduce a completely new dimension into Bach’s Leipzig church music.” See Wolff, Bach, the Learned Musician, p. 283.	On August 31, 1739 Bach re-performed Cantata 29 for the city council election service. The Leipzig papers noted that "the Royal and Electoral Court Composer and Capellmeister, Mr. Joh. Seb. Bach performed a music that was as artful as it was pleasant." See Wolff, Bach, the Learned Musician, p. 288. There the author notes "the terms 'artful' and 'pleasant' . . . are highly favorable judgments that far exceed what newspapers of the time generally wrote about a musical performance." 	After a serious health crisis in 1749 (during which city council officials actually auditioned Gottlob Harrer in case Bach should die), Bach performed Cantata 29 again for the annual city council election service on August 25. Wolff notes that Bach might have wanted to demonstrate his continued ability on the organ. See Wolff, Bach, the Learned Musician, 442–45. It is noteworthy, however, that this performance apparently did not include the sinfonia. See Petzoldt, Bach Kommentar, vol. 3, p. 248.
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Dürr Jones, Cantatas, p. 50: “Only in nine cases are additional copies preserved for Bach’s singers, over and above the concertist’s copy: BWV 21, 29, 63, 71, 76, 110, 195, 201, and 245." See also Parrott, The Essential Bach Choir, p. 61, Table 3a.
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The original model for this movement was the prelude of BWV 1006 (Partita No. 3 for unaccompanied violin).  Probably in 1729, Bach arranged it for strings, oboe I & II, obbligato organ, and continuo as a sinfonia to open the second part of the wedding cantata, BWV 120a ("Herrscher Gott, Beherrscher aller Dinge," whose music is partially preserved. In this 1731 version, Bach added trumpets and timpani. See Dürr/Jones, 748.
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Obbligato organ is like concertosoloist; trumpets and timpanipunctuate phrases.
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Evidence of original model for violin (the D was originally open E string).
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These arepeggiated figurations are evidence that there was an earlier model for violin.
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Sticky Note
Bach often used chiastic (x-shaped/symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 	Martin Petzoldt outlines the chiastic form of Cantata 29:1. Prelude2. Choral Dictum (Exposition) & 8. Chorale (Catechismal answer)3. & 7. Concertante arias: Songs of praise4. & 6. Recitatives: Teaching & Prayer with Amen5. Siciliano Aria: Shepherding function of Christ & political leaders	The text booklet for the 1749 performance does not list the sinfonia, thus emphasizing the chiastic form. See Petzoldt, Bach Kommentar, vol. 3, 248.
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Apparently, the organ at St. Nicholas was better for such solo parts than that of St. Thomas. See Martin Petzoldt, "Bach Kommentar," vol. 3, p. 248.
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Organ has almostcontinuous 16ths.
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Organ obbligatos, perhaps played by Bach himself, begin appearing in Bach's third cycle of regular cantatas (1725–1727). Examples include Cantatas 146, 170, 35, 27, 47, 169, 49, and 188. See side note. Although BWV 29 was writtenlater, it continues Bach's practice in Cycle III of relying on	        previously composed instrumental movements	        and obbligato organ. The 1731 performance occurred shortly after the spire of St. Nicholas had been rebuilt (one story higher) with bell and a lantern. See Petzoldt, "Bach Kommentar," vol. 3, pp. 248–49. 
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Evidence of original model for violin (arpeggiatedfigurations).
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Evidence of original model for violin (the G was originally open A string).
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Trp I featured in a soloistic "coda" (see full score).
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								Bach re-used this movement (with a little modification) for the "Gratias" of his 1733								"missa," and then also for the "Dona nobis" when he compiled the B-minor Mass, (rebarred in 4/2 meter, though using an alla breve time signature so that there are half as many measures). The countersubject in the bass (here mm. 10–12) is more elaborate in the mass version. In the mass, the "Gratias" and "Dona nobis" movements are equidistant from the "Crucifixus," which serves as the pivot point in a chiastic structure. There the descending chromatic fourth (the "lamento" ground bass) serves as organizational principle, while in the "Gratias" and "Dona nobis" movements (as in 29/2) the ascending diatonic fourth is central. For the significance of these two motives, see Melvin Unger, "Chiastic reflection in the B-minor mass: Lament’s paradoxical mirror," in "Exploring Bach's B-minor Mass," ed. Tomita et al., Cambridge University Press, 2013. Christoph Wolff notes that the opening motive is based on the "identically chanted versicles" of the closing salutation in the Lutheran liturgy ('Benedicamus Domino'), heard every Sunday in Leipzig." See "Bach's Musical Universe," 330. 
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In the B-minor Mass, this bass line is more elaborate.
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Bach appears to associate the ascending diatonic fourth with offering of praise to God (perhaps, more specifically, to the "Benedicamus Domino" that ended the Lutheran liturgy), so this movement was a natural model for the "Gratias" and "Dona nobis" in the B-minor Mass. See above and also side note.
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See Melvin Unger, "Chiastic reflection in the B-minor mass: Lament’s paradoxical mirror," chapter 7 in "Exploring Bach's B-minor Mass," ed. Tomita et al., Cambridge University Press, 2013.	Regarding Bach's contrasting use of chromatic descent and diatonic ascent to symbolize the antithesis between the present world of suffering and the future one of glory, see Dürr/Jones, p. 308; also Ahasver Fritsch,  Kurtze und heilsame Betrachtungen / Sechs und Achtzig auserlesene Biblische Sprüche / an statt Andern Theils Der Biblischen Moral-Sprüche (Mühlhausen: Michael Kayser, 1702), 53–55. Cited and translated in Markus Rathey, “Two Unlikely Sisters: The “Cross” and the “Crosses” in BWV 12 and 69a, BACH, 38/1 (2007), 4. 
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Doubled by Ob II, Vln II.
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Doubled by Ob I, Vln I.
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In style, this movementis a complete contrastto the foregoing: Stile antico (traditionalcounterpoint whereinstruments doublevoices, but the counterpoint isultimately expandedwith additional,independent trumpet and timpani lines). Bach probably chose this time-honored church style to recognize the gravity of the ceremonial occasion (the inauguration of a new city council). Adding trumpets and timpani (as he usually did for such cantatas) providedadditional splendor. Using only the first halfof the psalm verse resulted in two cleartext phrases, which areset as 2 themes, of which the first  featuresmore prominently in the musical development.
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●Thanks to God & proclamation of his wonders: Ps. 75:1a (Ps. 75:2a in German bible (29/2). 
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Canonic imitation with ascending subject in ascending order and descending countersubject; entries overlapping in layered, stretto fashion. 
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Text-painting: Ascending motive and ascending order of vocalentries depict prayerful praise. 
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Doubled by Trp 1, Ob I, Vln I.
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Doubled by Ob 1, Vln 1 (Trp silent).
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Doubled by Trp I, Ob I, Vln I.
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Trp tacet.
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Counterpoint expanded with Trp I & II to 6 parts and (starting in m. 70) with Trp III to 7 lines (8 if you count timpani).
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+Trp III (non-thematic) & Timp.with emphatic entry of theme in bass.
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Texture expanded to 8 parts with entrance of Trp III and Timpani.
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Trp III
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Vocal bass pauses for 4 mm.
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Trps & Timp tacet.
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+3 Trps & Timp. 
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●Praise to God that Zion is still his city (29/3).
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Trio chambertexture in modernItalianate ritornelloda capo aria form: solo violin, tenor, and continuo. Thus Bach contrastsmodern style with thetraditional style of previous movement.

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Typewritten Text
Solo Vln.
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The 6-line poem has a symetrical rhyme scheme of ABCCBA. Bach repeats the first 2 lines 5 times (with some internal repetition), the second and third iterations of the two opening lines separated by a ritornello. This makes the A section 92 measures long. The next 4 lines are set in 48 measures. With da capo repetition, that makes the A section almost 4 times as long as the B section.  
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Vocal theme derived from ritornello.
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Contrasting middle section; Ritornello material reappears: 109–115 of ritornello are similar to mm. 13–20.
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Ritornello
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Reference contrasting contemporary era of new city council with bygone era, represented by traditional style of the previous movement with its psalm text.
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●Praise to God for blessing our city and borders (29/4). The text uses formulations reminiscent of Psalms 17, 46, 85, 122, 128. See Martin Petzoldt, "Bach Kommentar," vol. 3, p. 248.
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Text-painting: Flutter for wings.
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Phrygian cadence suitablefor the rhetorical question.
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●Prayer for national blessing (29/5). This is the "keystone" movement in a chiastic form, where antithetical elements meet. Here Bach contrasts the heavenly kingdom (bassetto technique) with the earthly kingdom (with continuo). 
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The use of a tierce de coulée-like gesture suggests French influence, as does the lilting dance rhythm, and perhaps also the doubling of Ob and Vln I in the ritornello. Allusions to French courtly style reflect the view common in Bach's time that earthly leaders serve as God's representa-tives on earth, and the council members would probably have been pleased to be associated with French courtly style. The siciliano rhythm suggests the shepherding function of God and his earthly representa-tives.
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Bassetto Texture: "tasto solo senza continuo." Herethe use of bassetto texture apparently signifies God's heavenly rule of love and mercy (see above and later).
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The Ob doubles Vln I in the ritornello, otherwise itdoubles the vocal line.An exception occursat end of the B section, wherevoice, Ob, and Vlaare in imitation (seebelow). Bach further differentiates colorsby having the continuo drop out during the vocal passages. Such"bassetto" textureusually signifiessomethingheavenly,incompre-hensible,or lacking an earthlyfoundation. It is note-worthy thatthe continuoreturns atthe end of the Bsection, suggestinga return toan earthlyperspective(see below).
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Ritornello: Ob doubles Vln 1
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Ob doubles the voice while the bass plays "tasto solo," doubling the viola, without continuo. The oboe doubling ("colla parte") perhaps represents God's "enveloping care" as requested in the text.
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Ob and Vln I carry the tune.
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Some examples of bassetto texture include 105/3 (25 July 1723)46/5 (1 August 1723)194/1 (ca. 2 November 1723)64/5 (27 December 1723)173/4 (perhaps 29 May 1724133/4 (27 December 1724)170/3 (28 July 1726)29/5 (27 August 1731)Also the trio “Denn das Gesetz” in the motet Jesu, meine Freude, BWV 227, and the soprano aria “Aus Liebe” in the St. Matthew Passion. 
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The 5-lline poem has a rhyme scheme of ABCCB. Bach treats the A line twice, then the BCBC complex twice (with intervening ritornellos). But the repetitions are differentiated. Noteworthy is the bassetto texture for the vocal lines, which ceases at the second treatment of the BCBC complex. Since bassetto texture in this movement appears to indicate God'sheavenly rule, the adding of the continuo in this last vocal statement apparently signifies God's rule/kingdom acknowledged on earth. Furthermore, to show the interaction between government leaders and obedient citizens, Bach creates contrapuntal interplay among voice, oboe, and viola.
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Bach often used chiastic (x-shaped/ symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 
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    The movement is characterized by siciliano rhythm (signifying the shepherding care of God and his earthly representatives), differentiated "colla parte" writing (perhaps signifying God's enveloping care as requested in the text), bassetto technique (for God's incomprehensible, heavenly rule), and differentiated imitation among lines (for "obedient following" of leadership).
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Possible allusion to Psalm 115:12–13.
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Bassetto Texture: "tasto solo senza continuo."
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Bassetto Texture: "tasto solo senza continuo."
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Contrasting section. Trio texture: Ob doubles the voice, Vln I imitates Voice/Ob (depicting "obedient following"), while the bass plays "tasto solo," (no continuo), doubling Vln II/Vla.
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Ob and Vln I carry the tune.
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Ob doubles the voice while the bass plays "tasto solo" (no continuo, doubling viola).
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Organ doubles Vla & Vln II. 

Microsoft Account
Typewritten Text
Vln I

Microsoft Account
Typewritten Text
Ob.

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
E7

Microsoft Account
Typewritten Text
B7

Microsoft Account
Typewritten Text
E major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A7



J.S. Bach - Church Cantatas  BWV 29

26

mpeau
Typewritten Text
41.

mpeau
Typewritten Text
45.

mpeau
Typewritten Text
49.

mpeau
Typewritten Text
54.

Microsoft Account
Typewritten Text
+Continuo

Microsoft Account
Typewritten Text
Ob has independent part, imitating voice at distance of 1/2 measure instead of simply doubling (mm. 56–65).
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Text painting: Upper strings tacet. To show the interaction between govern-ment leaders & obedient citizens, Bach creates contrapuntal interplay between voice and oboe (with continuo), and ultimately, Vla.
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By having the continuo participate in this final vocal passage of the B section, Bach signals a transition from the heavenly perspective (represented by bassetto texture in all the previous vocal sections) to a temporal, earthly perspective—the kingdom of the Lord has become the kingdom of this world. See above and side note.
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     Since bassetto texture in this movement appears to indicate God's heavenly rule, adding the continuo in this last vocal state-ment apparently signifies God's rule/kingdom acknowledged on earth. This reflects the sentiments of the Lord's Prayer ("Thy kingdom come, they will be done on earth as it is in heaven") and Rev. 11:15 (see side note). 
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Rev. 11:15 (RSV): "The kingdom of the world has become the kingdom of our Lord and of his Christ, and he shall reign for ever and ever."
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Upper strings drop out, perhaps to make imitation clearer.
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Alto Recit. & Chorus for closing unison "Amen."●National response to continued blessing (29/6). Allusion to Psalm 103:1: "Bless the Lord, O my soul, and forget not all his benefits." Here it is turned into a prayer.
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Upper strings enter, Vla joins the imitation for "obedience."
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Martin Petzoldt notes that Bach often uses the alto voice to represent Mary's faith, the church, and also the Holy Spirit. See Petzoldt, "Bach Kommentar," vol. 1, p. 541; vol. 2, p. 824; vol. 3, pp. 101, 143. Hereit represents the gathered citizens. 
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Unison "Amen" represents the listeners' response. The alto aria (a transposed version of the A part of movement 3) begins attacca in the same tempo.
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Martin Petzoldt notes that responses of "Amen" hearken back to the Israelites being instructed to respond liturgically to 12 potential curses proclaimed by Moses and the Levitical priests in Deuternonomy 27, but that Bach's listeners would have understood the theological principle that in Christ the curse of the law is taken away (Galatians 3:13). See Petzoldt, "Bach Kommentar," vol. 3, p. 254.
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Martin Petzoldt argues that this text takes up an ancient liturgical ritual established by Moses in Deuteronomy 27:11–26. See more below.
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●Hallelujah, strength and might to name of Almighty (29/7).
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This movement repeats the A section of 29/3 (the tenor aria) with the exception of that movement's opening ritornello. Thus, mm. 21–92 of 29/3 are transposed from A major to D major here, with the solo violin part now given to the organ obbligato. Bach's decision to repeat music was apparently intended to increase the visibility of chiastic form (just as he did in the B-minor mass by repeating the "Gratias" music for the "Dona nobis"). See Melvin Unger, "Chiastic reflection in the B-minor mass: Lament’s paradoxical mirror," chapter 7 in "Exploring Bach's B-minor Mass," ed. Tomita et al., Cambridge University Press, 2013. Bach's decision to borrow 29/2 for the "Gratias" movement of the mass and his decision to re-use it for the "Dona nobis" was probably prompted by the fact that he had highlighted chiastic form here by re-using the first section of 29/3 for 29/7. Replacing the the solo violin here with obbligato organ makes 29/7 sound more ecclesiastical than 29/3. 
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Martin Petzoldt argues that repeating music from movement 3 in a higher transposition, for a higher voice, and with a change of obbligato instrument from violin to organ, demonstrates that Bach intended the music to be heard differently. The textual content of the intervening movements now culminate in a heightened call to praise the "most High" ("Allerhöchsten"). See "Bach Kommentar, vol. 3, p9. 254–255. 
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See also 51/4, 167/5.●Prayer of praise and dedication to Trinity (29/8).
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[+3 trumpets & timpani..............]
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Chorale with 12 phrases and rhyme scheme of ABABCDCDEFEF. Oboes and strings double the voices with 3 trumpets and timpani punctuating cadences where the text speaks of praise: lines A and B (both times) and the last two EF lines. Thus the cantata ends on a grand, festive note, fitting for the doxological text and the civic occasion. The reappearance of trumpets and timpani strenghthens the visibility of the work's chiastic (symmetrical) form (more above).
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Bass line is unusually active for a chorale setting and inner voices are also more active than in other Bach settings of this chorale (see Petzoldt, "Bach Kommentar," vol. 3, p. 255.
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This is the last stanza of a chorale that paraphrases Psalm 103 (see earlier).
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Remarkable descending scale. In the full score, the continuo line continues downward to low F#.
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"Amen" underscores the liturgical context (in which the listeners respond).




