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NBA I/29; BC A177
Feast of St. John the Baptist: June 24 (BWV 167, 7, 
30)
*Is. 40:1–5. (A voice crying in the wilderness)
*Lk. 1:57–80. (Birth of John the Baptist 
and song of Zacharias)
Librettist: Unknown
FP:  24 June 1724 (St. Nicholas
& St. Thomas at Vespers)

Note: Regarding this cantata's 
theological themes and, in particular
its unrelatedness to the bible 
readings of the day, see side note.
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(Chorale Vs. 1.) ●Jesus’ baptism commences his ministry: a bath for sin (7/1). 
Bach combines 2 literary ideas: Christ's identity as the Son of the Almighty ("Herr") as revealed in the voice from heaven at His baptism (see Matthew 3:17 quoted with verbatim chorale line in 7/3), represented by French Overture style, and the Sacrament of baptism, clothed as an Italian violin concerto, with rocking figures suggesting the waves of the Jordan River where Christ came to be baptized (or theologically, the waves of baptism). The French Overture them presumably represents the arrival of Jesus, commencing his public ministry. See Petzoldt, "Bach Kommentar," vol. 3, 136.
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Instrumentation:
Oboe d'amore I, II
Vln concertato I, II (see NBA)
Vln I, II
Vla
SATB
Continuo
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Note: The scanned copy in the public domain had the pages in incorrect order.
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Christ unser Herr zum Jordan kam
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Chiastic Form: Chorale Fantasia-Aria (B)-Recit (T)-ARIA (T)-Recit (B)-Aria (A)-Chorale.
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2 ideas in Ritornello, unrelated to chorale: 1) Quasi-French Overture 
(unison Ob d'am I, II, Solo Vln I & II, & Vln I) with 5-note figure in Continuo 
alternates with 2) Italian concerto texture featuring solo violins in unison (soft, 
wavelike biplanar figure) accompanied by unison strings playing 5-note figure, plus oboes).
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Solo Vln I & II unison: biplanar, rocking 16th notes, probably to signify waves of baptism (theologically, 
new life bubbling up, as referenced in last line of stanza 1).                 See Petzoldt, vol. 3, 136.
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Ob 1 plays syncopated figure for 3 mm. Solo Vln staccato on 16th notes, presumably to represent droplets.
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Vln I, II, Vla unison play 5-note figure (probably also 
signifying waves), no Continuo.
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Melvin
Typewritten Text
Regal melody in unison

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
Descending 4th in bass. Petzoldt suggests the downward motion
may reflect the reference to baptism "drowning death." See "Bach Kommentar," vol. 3, ,p. 136.
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Bach pairs Italian concerto style and French Overture style also in the two works for 2-manual harpsichord, which comprise Clavier-Übung II (1735): BWV 971 and 831, respectively.
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Musical
Idea 1.
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Instrumentation is reduced for chorale phrases sung by voices (solo violin plus perhaps oboes). 9 chorale phrase separated by ritornello statements of different lengths.
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Text painting: Staccato notes, especially in Ob 1 and solo Vln, probably represent droplets of baptism.
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Sticky Note
Bach's decision to use this chorale for the cantata's basis, results in a libretto that is not closely related to the Gospel of the day. Rather it is more closely related to passages describing Jesus' own baptism, Pauline passages dealing with baptism, and passages from Luther's Small Catechism in the version used in Leipzig. See Martin Petzoldt, Bach Kommentar, vol. 3, pp. 134, 145.
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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. 
	Martin Petzoldt summarizes the chiastic form of BWV 7 as follows:
1. Fulfillment of God’s mission through in Jesus
7. Effect of God’s mission in human beings
2. Meaning of baptism
6. Grace in baptism
3. Establishment of Jesus as Savior: Jesus as mediator of baptism
5. Establishment of baptism: Jesus as founder of baptism
4. Baptism and Trinitarian God: Jesus as guarantor of baptism
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Chorale Cantata Cycle.
For Bach’s second annual cycle (1724–1725) , he turned to the chorale as a unifying device, perhaps inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. 
	Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas. The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	The first cantata of Bach’s second cycle was an ambitious, bipartite cantata, O Ewigkeit, du Donnerwort, BWV 20, performed on the first Sunday after Trinity, 11 June 1724. Almost all of the following 19 cantatas employ six- or seven-movement structures, in more or less equal measure. Two works, Cantatas 94 and 113, are in eight movements. Thereafter, Bach and his unknown librettist(s) settled almost exclusively on the six-movement form.
	The opening choruses of the chorale cantatas are their chief glory—elaborate fantasias for voices and instruments of great variety and invention. The final movements, on the other hand, are usually four-part cantional settings of the foundational chorale, with instruments doubling the vocal lines. Where librettos retain a chorale stanza verbatim (rather than paraphrasing it, and without textual troping), Bach wrote solo cantus firmus settings. Most often, the chorale is presented by a single vocalist, while instruments provide contrapuntal accompaniment (92/4, 113/2, 114/4, 178/4). In 10/5 and 93/4, however, these roles are reversed. 
	The cycle began 11 June 1724 and continued uninterrupted for 40 works. Bach clearly had a systematic plan that included presenting the chorale cantus firmus successively in different voices in his works of the cycle:
1. S. after Trinity (11 June 1724): BWV 20 (Soprano)
2. S. after Trinity (18 June 1724): BWV 2 (Alto)
St. John's Day (24 June 1724): BWV 7 (Tenor)
3. S. after Trinity (25 June 1724) BWV 135 (Bass)
Feast of Visitation (2 July 1725) BWV 10 (Soprano/Alto)
See Christoph Wolff, Bach's Musical Universe, pp. 124, 134–135.
Origins of the chorales used are given in Wolff, Bach’s Musical Universe, 128–29. 
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Bach places the chorale cantus firmus in the Tenor (somewhat like an Evangelist). For his organizational plan of placing the chorale melody in different voice parts in the first cantatas of his chorale "Jahrgang," see earlier attached note.
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plus continuo.
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For Bach’s second annual cycle (1724–1725) , he turned to the chorale as a unifying device, perhaps inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. 
	Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas. The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	The first cantata of Bach’s second cycle was an ambitious, bipartite cantata, O Ewigkeit, du Donnerwort, BWV 20, performed on the first Sunday after Trinity, 11 June 1724. Almost all of the following 19 cantatas employ six- or seven-movement structures, in more or less equal measure. Two works, Cantatas 94 and 113, are in eight movements. Thereafter, Bach and his unknown librettist(s) settled almost exclusively on the six-movement form.
	The opening choruses of the chorale cantatas are their chief glory—elaborate fantasias for voices and instruments of great variety and invention. The final movements, on the other hand, are usually four-part cantional settings of the foundational chorale, with instruments doubling the vocal lines. Where librettos retain a chorale stanza verbatim (rather than paraphrasing it, and without textual troping), Bach wrote solo cantus firmus settings. Most often, the chorale is presented by a single vocalist, while instruments provide contrapuntal accompaniment (92/4, 113/2, 114/4, 178/4). In 10/5 and 93/4, however, these roles are reversed. 
	The cycle began 11 June 1724 and continued uninterrupted for 40 works. Bach clearly had a systematic plan that included presenting the chorale cantus firmus successively in different voices in his works of the cycle:
1. S. after Trinity (11 June 1724): BWV 20 (Soprano)
2. S. after Trinity (18 June 1724): BWV 2 (Alto)
St. John's Day (24 June 1724): BWV 7 (Tenor)
3. S. after Trinity (25 June 1724) BWV 135 (Bass)
Feast of Visitation (2 July 1725) BWV 10 (Soprano/Alto)
See Christoph Wolff, Bach's Musical Universe, pp. 124, 134–135.
Origins of the chorales used are given in 
Wolff, Bach’s Musical Universe, 128–29.
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Continuo plays "drowning" figure in longer notes, joined in similar manner by vocal bass ("ersaufen" = drown).
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Bach extends the final chorale note (B) so that he can modulate back to E minor. Regarding
the role of
the 9th line
in the chorale
see note at
7/7.
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 Bass Aria (Based on Chorale Vs. 2)
●Baptism: See what God has said it means (7/2).
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Realization of Continuo part (right hand) here is editorial.
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32nd-continuo figure presumably depicts pouring of baptismal water (not used in vocal part).
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Bach focuses on the first 2 lines of text: counting the da capo, 3/4 of the music is devoted to 2 lines out of a total of 6 lines in the poem.
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Bass Voice and Continuo are in the same register and interact like a duet. Here, the continuo parrots the voice one beat later, as if emphsizing
the didactic nature of the statement.
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Chorale Stanza 2 begins:
"So hört und mercket alle wohl 
Was GOtt selbst heißt die Taufe."
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The contrasting B Section delivers the remaining 4 lines of text (out of a total of 6). It addresses questions posed in Luther's Small Catechsim: "What is baptism? Baptism is not simply plain water. Instead, it is water used according to God’s command and connected with God’s word. What gifts or benefits does baptism grant? It brings about forgiveness of sins, redeems for death and the devil, and gives eternal salvation to all who believe it, as the words and promise of God declare...."
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32nd notes now come in closer proximity, reinforcing the idea that they represent the water of baptism.




J.S. Bach - Church Cantatas  BWV 7

5

mpeau
Typewritten Text
36.

mpeau
Typewritten Text
38.

mpeau
Typewritten Text
40.

mpeau
Typewritten Text
42.

Melvin
Cross-Out

Melvin
Typewritten Text
G major

Melvin
Typewritten Text
D# dim.7

Melvin
Typewritten Text
B(7)

Melvin
Typewritten Text
E minor

Melvin
Typewritten Text
E minor

Melvin
Typewritten Text
E minor

Melvin
Typewritten Text
A minor

Melvin
Typewritten Text
D7



J.S. Bach - Church Cantatas  BWV 7

6

mpeau
Typewritten Text
44.

mpeau
Typewritten Text
46.

mpeau
Typewritten Text
7/3.

mpeau
Typewritten Text
Tenor Recit. (Based on Chorale Vs. 3.)
●Christ’s baptism: God’s object lesson; hear him! (7/3).
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Chorale text phrases 5 & 6 verbatim: Matthew 3:17, This declaration at Christ's baptism explains the imperial entrance music of movement 1. 
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