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NBA I/19; BC A11910. S. after Trinity (BWV 46, 101, 102)*1 Cointhians. 12:1–11 (There is a diversity of gifts but one Spirit)*Luke 19:41–48 (Jesus foretells destruction of Jerusalem and drives traders out of temple)Librettist: perhaps Christoph HelmFP: 25 August 1726 (Leipzig: St. Thomas)This cantata belongs to Bach's thirdcantata cycle in Leipzig (see notes). 
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Instrumentation:Flauto traverso or violino piccoloOb I, IIVln I, IIVlaSATBContinuo
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Cantata Cycle III, (Third Jahrgang) For a list of cantatas comprising Bach’s Leipzig cantata cycles, with discussion, see Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 270–85. Concerning the third cantata cycle, Wolff writes, “With the inception of the third annual cycle, the nearly uninterrupted cantata production of the previous year came to an end and, in all likelihood, was never resumed with that degree of intensity. The third Jahrgang (Table 8.10) covered a time span of about two years. As documented by a text booklet for the third to sixth Sundays after Trinity 1725, there are some definite gaps for which compositions by Bach must once have existed. On the other hand, for a major stretch in 1726 Bach performed no fewer than eighteen cantatas from the pen of his cousin Johann Ludwig Bach, capellmeister at the ducal court of Saxe-Meiningen, and on Good Friday of that year, a Passion by Friedrich Nicolaus Bruhns. Altogether, from mid-1725 to early 1727, Bach seems to have composed cantatas only at irregular intervals. Whatever the reason for this change of pace, it allowed him time to prepare his largest composition ever, the St. Matthew Passion, for performance on Good Friday 1727.” See p. 281.Wolff notes, “It hardly comes as a surprise that following the academic year 1724/25, by far the busiest and most productive twelve months in his life to that point, Bach began to slow the pace of newly composed cantatas. After Trinity Sunday (May 27, 1725), he gave himself a break of nine weeks by returning to older works and scheduling pieces by other composers. He did not perform a new cantata until “Tue Rechnung! Donnerwort” (BWV 168), for the ninth Sunday after Trinity, on a text by his former Weimar librettist Salomon Franck.” See Christoph Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), p. 147.Many of the surviving works from Cycle III (discounting exceptions such as BWV 19, Es erhub sich ein Streit, for St. Michaels Day, 29 September 1726) seem to have been designed to conserve Bach’s time and the energy of his forces. Many have only five movements (BWV 170, 47, 56, 129, 98, 55, 58, 82, 157, 84). Solo cantatas and duet cantatas (sometimes with a simple four-part chorale at the end) abound: BWV 13, 170, 35, 169, 56, 49 (a duet cantata), 55, 52, 58 (a dialogue cantata for soprano and bass with nothing for ensemble), 82, 157 (featuring tenor and bass), and 84. In the cantatas for two voices, arias are sometimes combined with sung chorales (49/6, 58/1, 58/5). Such chorale-arias appear also in later works (156/2, 158/2, 159/1). BWV 98 has an opening chorus only and its demands are minimal. Several cantatas open with sinfonias (often substantial) adapted from earlier instrumental works (as had already been the case with 110/1 for Christmas Day). Examples include BWV 146 (which also has at least one vocal movement adapted from the same instrumental model), 35 (two sinfonias and one vocal movement adapted from previous instrumental works), 169, 49, 52, and 188. Organ obbligatos, perhaps played by Bach himself are also characteristic of Cycle III. Examples include Cantatas 146, 170, 35, 27, 47, 169, 49, and 188. 	Many of these works preceded the inaugural performance of the St. Matthew Passion, and it is probable that Bach was preserving his energies and time to complete that masterpiece. Even after the performance of the Passion on 11 April 1727, however, Bach seemed to prefer smaller-scale works, with solo cantatas (BWV 56, 52, 82, 84), dialogue cantatas (57, 32, 49, and 58) and/or parodies emerging frequently. Galant and operatic elements seem to appear more often, especially in the solo cantatas and dialogue cantatas. Perhaps the influence of opera was making itself felt in conservative Leipzig.Christoph Wolff writes, “Apart from an uninterrupted sequence of [six] Lehms cantatas beginning on Christmas Day 1726 [BWV 110, 57, 151, 16, 32 13, then later 170 and 35], no clear compositional pattern emerges.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 283.
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Alfred Dürr writes, “In its present state, as transmitted via the estate of C. P. E. Bach, Cycle III is no longer the product of continuous cantata composition in the course of a single year. Either it is a mixtum compositum of two cycles (or even three if we take account of the cantatas borrowed from Cycle II), or else suspension of Bach’s creativity during the Trinity period of 1725 caused the composition of Cycle III to be spread out over several years so that gaps could be filled. In any event, only a few isolated cantatas are transmitted from the Trinity period concerned: BWV 137 (Twelfth Sunday after Trinity), a late addition to Cycle II, BWV 168 and 164 (Ninth and Thirteenth Sundays after Trinity), and BWV 79 (Reformation Festival)...” [Dürr, p. 36] Bach later removed most of the cantatas for the period from Easter to Whit from the chorale-cantata cycle and incorporated them in Cycle III. Only Cantatas 128 and 68, both of which at least open with a large-scale chorale chorus, kept their place in Cycle II. Two other cantatas, BWV 112 and 129, were later added to the cycle in place of the excluded BWV 85 and 176. Nevertheless, it is clear that not all the gaps in the Easter-to-Whit period of the chorale-cantata cycle were filled.” See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 35–36.	In the group of cantatas for the Christmas and Epiphany season of 1725–6, Bach resorted to older texts whose authors are invariably known. Six librettos are drawn from Lehms’s 1711 cycle (BWV 110, 57, 151, 16, 32, and 13) and one each from Neumeister’s fourth cycle (BWV 28) and Franck’s Evangelisches Andachtsopfer of 1715 (BWV 72). In the Trinity period of 1726 Bach twice more drew upon Lehms’s 1711 cycle (BWV 170 and 35). Apart from these and a few more cantatas by Johann Ludwig Bach, however, the period from Ascension to the Fourteenth Sunday after Trinity is devoted to a group of works whose librettos are drawn from the same cycle as Johann Ludwig Bach’s cantatas, a cycle notable for its far-reaching formal uniformity.[36] Of the seven cantatas that belong to this group, one, BWV 43, represents the so-called ‘long form’ (Scheide) which has the movement order: biblical text (OT)–recitative–aria–biblical text (NT)–strophic poem–chorale. The other six represent the ‘short form’, in which an aria-recitative pair replaces the strophic poem, giving rise to the following seven-movement order: biblical text (OT)–recitative–aria–biblical text (NT)–aria–recitative–chorale. The overall form may either be conceived as bipartite, since each half is introduced by a biblical text, or else as symmetrical, centred around the New Testament text. The following Bach cantatas exhibit this text structure: BWV 39, 88, 187, 45, 102, and 17.	Note 36. This observation was first made in William H. Scheide, ‘Johann Sebastian Bachs Sammlung von Kantaten seines Vetters Johann Ludwig Bach,’ Part II: Bach-Jahrbuch 1961, 5–24, and confirmed by Walter Blankenburg, ‘Eine neue Textquelle zu sieben Kantaten J. S. Bachs und achtzehn Kantaten J. L. Bachs,’ Bach-Jahrbuch 1977, 7–25. The librettist was possibly Duke Ernst Ludwig of Saxe-Meiningen (see Konrad Küster, ‘Meininger Kantatentexte um Johann Ludwig Bach,’ Bach-Jahrbuch 1987, 159–64); if so, the cycle must have originated around 1704/5.”See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 37.
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4. B Arioso (New Test.) Repentance is not    humiliation, but encouragement towards the     goal.5. T Aria. Fright of the secure soul 3. A Aria. Unawareness of the harm to the soul6. A Recit. Lost time for repentance2. B Recit. Human perversion of will7. Chorale. Man, repent; ask for help!1. Chorus (Old Test.) God wants faith;     man is hard.
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Instead of opening part 2 with the New Testament text (as expected with a Meiningen libretto) Bach ends part 1 with it (see notes).
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Meiningen Librettos Their bipartite design is demarcated with Old and New Testament scriptures and they favor galant elements, apparently influenced by the Enlightenment/pietistic emphases in their texts.	From February 1726 (Purification), onwards, Bach apparently ceased composing cantatas, offering instead a string of cantatas by a remote cousin who worked at the court of Meiningen, Johann Ludwig Bach. Possible reasons include problems with his performing resources, the need to work on the St. Matthew Passion (performed the following year), and/or general dissatisfaction with his employment situation. Only a few of Bach’s own cantatas were performed, a situation that began to change after Trinity (16 June 1726).	From 30 May (Ascension Day—the third anniversary of Bach’s start in Leipzig), Bach began producing new works more regularly, though none exist for the second to fourth weeks after Trinity, perhaps due to his daughter’s death on 29 June. Seven of the new works use Meiningen-style librettos, originating in an anonymous Rudolstadt publication of librettos, Sonntags- und Fest-Andachten… (1704, reprinted 1726; also set by Johann Ludwig Bach), whose inclusion of Old and New Testament scriptures for structural demarcation allowed for a bipartite design (BWV 43, 39, 88, 187, 45, 102, and 17). Of these works, BWV 43 is particularly grand, the standard Meiningen libretto being expanded by the insertion of five strophes of a poem. Almost invariably, these cantatas have expansive opening choruses (BWV 88 is an exception). 	Alfred Dürr writes, “In the Trinity period of 1726 Bach twice more drew upon Lehms’s 1711 cycle (BWV 170 and 35). Apart from these and a few more cantatas by Johann Ludwig Bach, however, the period from Ascension to the Fourteenth Sunday after Trinity is devoted to a group of works whose librettos are drawn from the same cycle as Johann Ludwig Bach’s cantatas, a cycle notable for its far-reaching formal uniformity. Of the seven cantatas that belong to this group, one, BWV 43, represents the so-called ‘long form’ (Scheide) which has the movement order: biblical text (OT)–recitative–aria–biblical text (NT)–strophic poem–chorale. The other six represent the ‘short form’, in which an aria-recitative pair replaces the strophic poem, giving rise to the following seven-movement order: biblical text (OT)–recitative–aria–biblical text (NT)–aria–recitative–chorale. The overall form may either be conceived as bipartite, since each half is introduced by a biblical text, or else as symmetrical, centred around the New Testament text. The following Bach cantatas exhibit this text structure: BWV 39, 88, 187, 45, 102, and 17.” See Dürr/Jones, The Cantatas of J. S. Bach, 37.	Martin Petzoldt writes, “Der vertonte Text gehört zu der Gruppe der Meiniger Kantatendichtungen. Sie zeichnen sich nicht nur durch die formale Zweiteiligkeit aus, sondern auch durch zwei Dicta, ein alttestamentliches für den Eingangssatz, ein neutestamentliches zur Eröffnung des zweiten Teiles. Als Dichtungen folgen alle diese Entwürfe einem Makro-schema, das erkennbar einer poetischen und theologischen Symmetrie genügt: In der Mitte steht das neutestamentliche Dictum, das in der Regel aus dem Sonntagsevangelium stammt und als vox Christi oder vox Dei gehalten und verstanden wird. Dieses ist umgeben von zwei Arien, denen nach außen hin zwei Rezitative—meist umfangreicheren Zuschnitts—sowie Eröffnungssatz und Schlußchoral zugeordnet sind.” [Translation: The text set to music belongs to the group of Meinigen cantata librettos. They are characterized not only by their formal two-part structure, but also by two dicta, an Old Testament one for the opening movement and a New Testament one for the opening of the second part. As librettos, all of these designs follow a macro-scheme that clearly accomplishes a poetic and theological symmetry: At the center is the New Testament dictum, which usually comes from the Sunday Gospel and is held and understood as vox Christi or vox Dei. This is surrounded by two arias, which is framed by two recitatives—usually of a more extensive nature—as well as an opening movement and a final chorale.] (See Bach Kommentar 1:124.)	For a further discussion of the Meiningen libretto cantatas, see Hans-Joachim Schulze, “Johann Sebastian Bachs dritter Leipziger Kantatenjahrgang und die Meininger ‘Sonntags- und Fest-Andachten’ von 1719,” Bach-Jahrbuch 88 (2002): 193–199. See also Konrad Küster, “Meininger Kantatentexte um Johann Ludwig Bach.” Bach-Jahrbuch 73 (1987): 159–164; “Die Frankfurter und Leipziger Überlieferung der Kantaten Johann Ludwig Bachs,” Bach-Jahrbuch 75 (1989): 65–106. The Meiningen text print was by an anonymous author, published 1704 and republished in Rudolstadt in 1726: Sonn- und Fest-Tags-Andachten über die ordentlichen Evangelia: Aus gewissen Biblischen Texten Alt- und Neuen Testaments, Für die Hoch-Fürstl. Schwartzb. Hof-Capelle zu Rudolstadt, Zur Ehre Gottes aufs neue aufgelegt.
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Form (from Dürr, "The Cantatas," p. 488)Introductory ritornello a b (mm. 1-10, 11-20)A. “Herr, deine Augen…”: Concertante     fore-structure, soloistic-chordal;      Ritornello themes (21-33)Rit a + choral insertion (34-45)    “Du schlägest sie…”: Fugato with      freely polyphonic conclusion,      accompaniment figures (46-61)“Herr, deine Augen…” (text overlap):     Rit b + choral insertion (62-69)     Transition ((head motive of rit (70-71).B. “Sie haben ein härter Angesicht…”: Choral fugato,      instruments partly colla parte, partly independent (72-97)A'. “Herr, deine Augen…” (text overlap):      Rit a b + choral       insertion (98-118)
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Ritornello b(Str. vs. Obs).
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[Herr,     dei  -   ne      Au       -       gen,                  se     -     hen      nach dem   Glau    -       ben]
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Introductory ritornello a b (mm. 1–10, 11–20).
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●Impenitence: God’s discipline in vain: Jeremiah 5:3 (102/1).
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The librettist's choiceof the Old Testamentpassage is related toJesus weeping overJerusalem in the Gospel reading.
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Bach reused this movement for the "Kyrie" in his Mass in G minor (see note). 
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Martin Petzoldt writes, “Die Übernahme dieses Satzes als Kyrie in seine g-Moll-Messe (BWV 235) vollzieht Bach mit nur äußerst geringfügigen Änderungen; die Fugenexposition mit freipoly-phonem Ausklang (T. 45-69) dient der Unterlegung des Christe eleison, die Chorfuge (T. 71ff) steht für das dritte Kyrie zur Verfügung; hier vereinfacht Bach das Thema und zieht die sequenzartige Kette, die einst auf einen größeren Textbestand aufgeteilt war, insgesamt zum eleison.”[Bach adopted this movement as the Kyrie in his Mass in G minor (BWV 235) with only extremely minor changes; the fugue exposition with a free-polyphonic ending (mm. 45–69) serves to underlay the Christe eleison, the choral fugue (mm. 71ff.) is used in the third Kyrie; here Bach simplifies the theme and draws the sequence-like chain, which was once divided for a larger text, together into the “eleison.”]See Bach Kommentar 1:240.
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Konrad Küster writes, "This cantata played an important part in the early dissemination of Bach's music." See note.

Microsoft Account
Sticky Note
Konrad Küster writes, “After the publication of two cantatas for the change of administration in Mühlhausen in1708–9, no Bach cantatas appeared in print until 1830, when A. B. Marx published a set of three, later numbered 101–3. Thus, “Herr, deine Augen” played an important part in the early dissemination of Bach’s church music during the 19th century.” See J. S. Bach. Oxford Composer Companions, ed. Malcolm Boyd (New York: Oxford University Press, 1999), p. 215. Uwe Wolf writes, “The autograph score and two of the original parts (soprano and continuo) of this cantata have survived. After Bach’s death they were in the possession of Carl Philipp Emanuel Bach. He performed only a few from among his rich treasury of the scores and parts of his father’s vocal works, but those few included the present cantata. It was heard—although in an altered version—in Hamburg on the 10th Sunday after Trinity in 1776 and 1777, and again in varied form in 1781 and 1786. In its first version (BB-CPEB FP 28.13) Bach’s son deleted the alto aria (3rd movement) and instead inserted the first of the two chorale verses following the 4th movement. Both words and music were revised at various points, and alterations were also made to the scoring and the disposition of voices. In his second version, dating from the 1780s, C. P. E. Bach added a further chorus after the 2nd movement. (Note 4. It is not entirely certain from the entries in the parts which chorus Bach meant, possibly his own composition “Mein Heiland, meine Zuversicht” Wq 221, BR-CPEB FP 37.) After various detours, the cantata found its way via C. P. E. Bach’s legacy to the Sing-Akademie in Berlin. BWV 102 was among the first of Bach’s works which Carl Friedrich Zelter performed with the Sing-Akademie, although it was performed using the parts of C. P. E. Bach, in whose first version the work was performed several times from 1813 onwards. In 1830 it was one of the first of Bach’s cantatas to be printed, again in his son’s version.” See foreword to BWV 102: in Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 9, p. 472. (Uwe Wolff, translated by John Coombs).  
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On the significance offlat keys and tonal descent in this cantata, see Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), pp. 208–209. 

Microsoft Account
Sticky Note
The Text Model for the Meiningen LibrettosUwe Wolf notes that text model lays out the librettos in a single section. See foreword to BWV 102: in Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 9, p. 472. (Uwe Wolff, translated by John Coombs). He notes, “All that is preserved is the third edition of the libretto from 1719: Sonntags-und Fest-Andachten über ordentliche EVANGELIA, Aus gewissen Biblischen Texten Alten und Neuen Testaments/ In der Hoch-Fürstl. Sachsen-Coburg Meiningisch, Hof-Capelle zur Meiligan Dreyfaltigkeit Deroselben zu Ehren abgesungen. Dritte Auflage. Gedruckt im Jahr 1719 (the only known copy in the Bach-Archiv, Leipzig). The text is also contained in a Rudolstadt printing of 1726 (see Walter Blankenburg, ‘Eine neue Textstelle zu sieben Kantaten Johann Sebastian Bachs und achtzehn Kantaten Johann Ludwig Bachs,’ in: Bach-Jahrbuch 1997, p. 7–25).”
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Form: Part 1: Chorus - Recit (B) - Aria (A) - Aria (Bass). Part 2: Aria (T) - Recit (A) - Chorale.
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Text Box
The cantata is in chiastic form. Bach often used chiastic (x-shaped/symmetrical) forms, in which center movements (where the mirror image begins) provide the crux of the matter. There antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). Martin Petzoldt outlines the symmetrical structure (see Bach Kommentar 1:238):
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The cantata is a call to repentance before judgment.
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The circling motive ("circulataio") seems to represent God's "seeking for faith/faithfulness" as referenced in the text (see note), while the parallel 3rds and 6ths suggest sweetness.
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Figura circulatio; Circulo mezzo. For a discussion of the rhetorical figures circulo (circulatio) and circulo mezzo, see Dietrich Bartel, Musica Poetica. Musical-Rhetorical Figures in German Baroque Music (Omaha: University of Nebraska Press, 1997), pp. 216–219 (with musical examples). Athanasius Kircher (1602–1680) writes, “The…circulatio is a musical passage in which the voices appear to move in circular motion, and serves as an expression or words with a circular motion or content, as exemplified by Philippe de Monte in the text; ‘I will arise and surround the city.’” See Musurgia L.8. p.145, cited in Dietrich Bartel, Musica Poetica. Musical-Rhetorical Figures in German Baroque Music (Omaha: University of Nebraska Press, 1997), p. 217. 
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Descending sequence starting on		    supertonic 		    (= "Fonte").
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Regarding Bach's life at the time, see note. 
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Bach’s Discouragement at the End of 1725/after 1725	It is noteworthy that Bach was deeply unhappy with his employment situation toward the end of 1725. A major conflict concerned the musical direction of the University Church (St. Paul’s), an issue that had remained unresolved since the beginning of Bach’s Leipzig tenure two years earlier. Historically, the St. Thomas cantor had been responsible for four annual services at the University (Christmas Day, Easter Sunday, Whitsunday, and the Reformation Festival) and quarterly academic orations. From 1710 on, the schedule was expanded to include regular services, now called “The New Service” (in contrast to the existing “Old Service). Bach’s predecessor, Johann Kuhnau had directed these, too, but had gained control only with difficulty. The University wanted to be independent of town officials; the Cantors of St. Thomas wanted the contact with the University student musicians. After Kuhnau’s death, the organist Johann Gottlieb Görner did the job temporarily. When Bach came, he felt he should have authority over both services since that had been the case with Kuhnau. On 19 April 1725, the university formally rejected Bach’s petition, stating that he must be satisfied with half of the salary allotted for the university services, the other half going to the Johann Gottlieb Görner (see Bach-Dokumente, vol. 2, no. 189). Bach appealed the university’s decision with letters to the Elector of Saxony (King of Poland) dated 14 September 1725 and 3 November 1725. On December 31, he wrote a third letter to the Elector, refuting the University officials’ arguments and revealing their obfuscations point by point. See The New Bach Reader: A Life of Johann Sebastian Bach in Letters and Documents, rev. and enlarged by Christoph Wolff (New York: W. W. Norton, 1998), no. 119 (pp. 118–124) and Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 311–319. 	For October 1, 1725, Bach wrote a strikingly long, grief-laden tenor aria (BWV 114/2), and at the end of the year, he wrote some of the most resigned and melancholy movements in his oeuvre, while often minimizing the requirements for chorus. Other than the fourth movement of Cantata 110, a cantata for Christmas Day in which Bach borrowed music from preexisting works for two other movements), notable examples of grief-laden arias include the those in cantatas for the second and third day after Christmas (see especially 57/1 and 57/3; 151/1).	More despairing and grief-laden arias followed those mentioned above, notably 32/1 (13 January 1726); 13/1 and 13/5 (20 January). For the third Sunday after Epiphany, Bach wrote BWV 72, Alles nur nach Gottes Willen, a work on a libretto by Franck, which emphasizes submission to God’s will to the point of obsession. It is noteworthy that six days earlier, the king had rejected Bach’s petition, ending his letter of 21 January with the words “This is Our Will.” The king’s rejection is found in The New Bach Reader, no. 120 (p. 125). ###	From Purification (2 February 1726), onwards, Bach apparently ceased composing cantatas, offering instead a string of cantatas by a remote cousin who worked at the court of Meiningen, Johann Ludwig Bach. Christoph Wolff writes, “For a major stretch in 1726 Bach performed no fewer than eighteen cantatas from the pen of his cousin Johann Ludwig Bach, capellmeister at the ducal court of Saxe-Meiningen, and on Good Friday of that year, a Passion by Friedrich Nicolaus Bruhns. Altogether, from mid-1725 to early 1727, Bach seems to have composed cantatas only at irregular intervals. Whatever the reason for this change of pace, it allowed him time to prepare his largest composition ever, the St. Matthew Passion, for performance on Good Friday 1727.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 281. It is also worth noting that on 29 June 1726, Bach lost a three-and-one-half-year-old daughter.
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“Herr, deine Augen…”: Concertante fore-structure, soloistic, chordal; ritornello themes (mm. 21–33).
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Soloistic theme is a paraphrase of ritornello theme a.
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Regarding the interweaving of choir and orchestra, Helmuth Rilling notes, "Throughout the cantata, Bach develops subjects and motives that are played by instruments as well as sung by the chorus. Gone are the motives that are specific to one or the other." See Helmuth Rilling, The Oregon Bach Festival Master Class Lectures, vol. 1 (Dayton, Ohio: Roger Dean Publishing, 2000), p. 169.  
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Helmuth Rilling notes that when the chorus repeats the alto line, the emphasis changes from "Glauben" ("faith") to "sehen" ("look", that is "require").
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Oscillating figure by alternating oboes may suggest vacillation (cf.  55/1, 105/3, 150/6). 

Microsoft Account
Typewritten Text
Ob II

Microsoft Account
Typewritten Text
Ob I

Microsoft Account
Line

Microsoft Account
Typewritten Text
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Sequences with oboes and strings alternating (see full score).
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= Ritornello theme a.
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Typewritten Text
Ritornello a + choral insertion, which includes fragments of coming text (mm. 34–45)
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Typewritten Text
Fugue subject foreshadowed: broken text declamation with 				         staccato to				         depict				         "schlägest"				          ("strike" or				            "lash.")
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Chromatic inflection for "plagest" (to "plague").
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Antiphonal structure (ATB vs. B) to depict action and reaction: God's discipline (striking, plaguing) has a negative response ("they do not feel it, they do not better their behavior).
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 “Du schlägest sie...”: Fugal exposition with freely polyphonic conclusion, accompaniment figures (mm. 46–61).
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Fugue subject: Broken text declamation with staccato articulation to depict "schlägest" (to "strike").
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B-flat (7)

Microsoft Account
Text Box
The harmonies squirm away from resolution, symbolizing the "refusal to yield/repent as referenced in the text.
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The "lashing" becomes more intense with more instrumental doubling (see full score).
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Section B. “Sie haben ein härter Angesicht...”: Choral fugue, instruments partly colla parte, partly independent (mm. 72–97). The fugue subject opens with hammering syllabic declamation, then employs "dissonant and strident tritone Intervals" to depict "face harder than a rock." (Compare Helmuth Rilling, The Oregon Bach Festival Master Class Lectures, vol. 1 (Dayton, Ohio: Roger Dean Publishing, 2000), p. 174. 
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The tritone was historically associated with the devil. In the hexachordal system of solmization the way to sing B is as mi in the hard hexachord (the hexachord begun on G). B-F is a tritone, giving rise to the saying “Mi contra fa est diabolus in musica” (“mi against fa is the devil in music”). 
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A'. “Herr, deine Augen...” [text overlap]: Ritornello a b + choral insertion (98–118).
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D major(For the significance of major vs. minor, see note.)
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Major vs. MinorJ. S. Bach’s contemporary, the theorist Johann Mattheson (1681–1764), wrote on the affective properties of various keys in Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 231ff. Regarding minor versus major, he writes, “Diejenigen / die da meinen / es stecke das gantze Geheimniß in der Teria minore oder majore, und darthun wollen / daß alle molle Tohne / in genere davon zu reden / nothwendig traurig sind / hergegen aber / daß alle dure Tohne gemeiniglich eine lustige Eigenschafft hegen / haben zwar nicht in allen gar zu grosses Unrecht / sie sind aber in der Untersuchung noch nicht weit gekommen.” (P. 232.][Those who think that the whole secret lies in minor thirds or major thirds, and want to show that all minor tones, to speak of it in general, are necessarily sad, but on the other hand, that all major tones generally have a merry characteristic, are not so very wrong in general, but they have not yet come far in the investigation.]
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●Impenitence nullifies God’s attempts to work in us (102/2). 
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Bass is often the voiceof authority (e.g., minister).
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Chromatic saturationin the vocal part in 9 mm.
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Where is    the         image        that    God  in-us   has-imprinted,       if        the       perverted          will      itself    

Microsoft Account
Typewritten Text
against-it                         sets?     Where is     the   power    of        his         Word,          if        all           improvement      retreats
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out-of   the     heart           -  ?                        The   Most-High    seeks     us     by       gentleness       indeed  to  bridle,        so-that
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Allusion to Genesis 1:26–27. God said, “Let us make man in our image, after our likeness…” So God created man in his own image, in the image of God he created him; male and female he created them. (Also Colossians 3:10.)
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Allusion to Romans 2:4: Do you not know that God’s kindness is meant to lead you to repentance?  
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Keyword linking to previous movement.
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D minor is of particular interest, since Martin Luther equated the second tone (secundus tonus—apparently referring to the hypodorian mode) with “poor, weak sinner.” Eyolf Østrem documents various iterations of Luther’s statements. See Østrem, Eyolf, “Luther, Josquin and des finken gesang” in The Arts and the Cultural Heritage of Martin Luther (special issue of the journal Transfiguration, Nordic Journal of Christianity and the Arts, replaces issue 4/1), ed. Nils Holger Peterson (Museum Tusculanum Press, 2002): 61. Eric Chafe understands Luther’s term in this way, writing simply that Luther “called the Dorian mode an analog of ‘poor weak sinner’ because of its use of the variable B fa/mi.” See Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 39. See also Chafe, Analyzing Bach Cantatas (New York: Oxford University Press, 2000), p. 267n33 and p. 98 (where he writes “hypodorian”).
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●Impenitence: Woe to the soul that persists in it! (102/3). 
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the     wayward         spirit            -       might-want    yet              to-comply;                         but-if,        continues it      -          in         
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(its)           obdurate     disposition,  then  surrenders he     it     to-the         heart's            darkness            -  .

Microsoft Account
Typewritten Text
Allusion to Romans 1:21, 28: Although [men] knew God they did not honor him as God or give thanks to him, but they became futile in their thinking and their senseless minds were darkened…And since they did not see fit to acknowledge God, God gave them up to a base mind (Luther 1545: verkehrten Sinn)…
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Ritornello related tovocal line.
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Modified Da Capo Form (Rhyme: ABABAB)Ritornello (mm. 1-10) Fm-CMA. Lines 1–2 (10-21) CM-CmRit (21-25) CmB. Lines 3–6 (25–36) Cm-B♭mRit (36–40) FmA'. Lines 1–2 (40–51) FmRit (51–55) Fm
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Bach reused this movement for the "Qui tollis" in his Kyrie-Gloria mass in F major (BWV 233/4), setting it there in G minor for soprano. For a discussion of the adjustments Bach made, see Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 386–387.
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"Adagio" is Bach's marking.
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Sighing duples in bass in ascending sequence for rising tension.
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The tonally open structure of this ritornello creates a sense of suspense and expectation (see note for more).
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Most of Bach’s ritornellos close in their opening key. But Bach also wrote some tonally open ritornellos. Kayoung Lee lists eight church cantata movements in which tonally open ritornellos occur: BWV 20/6, 108/1, 43/5, 102/3, 47/2, 156/2, 29/5, 30/3. She concludes that “Bach’s use of tonally open ritornellos is more likely a musical (or even technical) choice than a theological one…motivated by the nature of the musical materials rather than the text, signifying that…the compositional concerns take precedence.” See “The Tonally Open Ritornello in J. S. Bach’s Church Cantatas” in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 141, 147. 	In BWV 102/3, the gravity of the warning to impenitent souls (with its implication that a satisfactory outcome depends entirely on a positive human response), calls for a sense of suspense and expectation, which can most effectively be created with a tonally open ritornello. 
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Concerning B-flat minor, see note.
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Significance of B-flat minorEric Chafe notes that “Johann David Heinichen described B-flat minor as the extremum enharmonicum, the remotest flat key in the circle (as opposed to the extremum chromaticum, B major).” (See Johann David Heinichen, Anweisung zu vollkommener Erlernung des General-Basses [1711], pp. 261–67.) Chafe continues, “Whenever that key appears within a cantata recitative its association is with darkness, the cross, the depths of spiritual torment, and the like… In the St. John Passion the narration of the crucifixion is made in B-flat minor. See also the opening movement of Cantata 159 on the words “Dein Kreuz ist dir schon gericht’t”; Cantata 127/1 (Jesus’ sufferings); Cantata 102/2 (‘Herzensdunkel’).” See Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 103.
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The language is formulated after Isaiah 3:9: Woe to them! (Luther 1545: Wehe ihrer Seele!) For they have brought evil upon themselves. And Mark 8:36: For what does it profit a man, to gain the whole world and forfeit his life? (Luther 1545: und nähme an seiner Seele Schaden?) (Compare Matthew 16:26.)
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Alfred Dürr describes the movement as "an aria whose gestures could hardly be surpassed for compelling effect. Entering with a longheld dissonant d2-flat, the obbligato oboe seems to call out ‘Woe!’ over the impenitent soul. The entire melodic line of the movement, with its false relations and extraordinary intervals, is a single highly graphic portrayal of the soul that ‘cuts itself off from God’s grace.’" See Alfred Dürr, "The Cantatas of J. S. Bach,: translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 489. The sinewy, chromatic lines of oboe and singer intertwine in dialogue throughout the movement.	The movement's unusual dissonances and syncopations serve to accentuate particular words.
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Alto is often the voice of faith.
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Sighs of "weh" are interpolated
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Helmuth Rilling suggests that Bach avoids a clear cadence until m. 21 to represent "man's attempt to escape God's call to repentance." See See The Oregon Bach Festival Master Class Lectures, vol. 1 (Dayton, Ohio: Roger Dean Publishing, 2000), p. 177. 
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●Impenitence: God’s goodness entices you to repentance but his forbearance will end! Romans 2:4–5 (102/4). 
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The galant element style with quick tempo, dance-like triple meter (but with asymmetrical phrase lengths, major key, and patter diction (with misplaced accents) seems at odds with the text—ürr thinks Bach had musical rather than textual considerations in mind (see note). However, these galant elements suggest that Bach wanted to portray the positive aspect of God coaxing orenticing ("locket") the sinner to repentance with benevolence (more below).  

Microsoft Account
Sticky Note
Alfred Dürr writes, "The New Testament passage (no. 4) is sung by the bass in the type of movement that Bach tends to label imprecisely ‘Basso solo’. On this occasion it is given the heading ‘Arioso’, though with its abridged da capo it almost constitutes an aria. Major mode and lively triple time create a contrast with the preceding aria that is musically expedient rather than conditioned by the text; and the declamation of the voice (‘Vérachtest’, ‘Géduld’, with the stress on the wrong syllable) may be justified at best by the dubious explanation that Bach wanted to render contempt for God’s grace allegorically by showing contempt for correct declamation. The middle section strikingly illustrates the stubbornness of the heart by fourfold motivic repetition, a procedure justified exclusively—according to the aesthetics of Bach’s day—by the intention of clarifying musically a state of affairs presented in the text."See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 489.
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The bible of Bach's day (the 1545 Luther translation) has "leitet" ("leads") instead of "locket" ("entices"). See note.  
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Michael Marissen and Daniel Melamed note, "In the Luther Bibles of Bach’s day this word is 'leitet' (“leads”), not 'locket' ('entices'). The word “entices” was probably borrowed from the section on the 'Lord’s Prayer' (Matthew 6:9–13) in Luther’s 'Small Catechism' (which was still taught, and memorized, in the Lutheran schools of Bach’s day), where Luther comments regarding the first line ('Vater unser, der du bist im Himmel' ['Our father, you who are in heaven']), 'Gott will damit uns locken, dass wir glauben sollen, er sei unser rechter Vater und wir seine rechte[n] Kinder' ('God wants with this [the first line of the Lord’s Prayer] to entice us, that we should believe he may be our proper father and we his proper children')."See: https://bachcantatatexts.org/BWV102.htm#n10 (accessed 21 August 2024).The exegetical discussion on this biblical passage by Johann Olearius (1611–1684) , whose commentary was in J. S. Bach’s personal library, also used the word "locket." See Martin Petzoldt Bach Kommentar 1:244.For an introduction to the influence on Bach’s cantatas of the theologian Johann Olearius (1611–1684), see Martin Petzoldt Bach Kommentar 1:14–16.
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Text painting: Four-fold repetition of the motive symbolizes the stubbornness of the unrepentant heart, while strings sustain a dominant 7th chord (presumably representing God's patience in waiting for a response). See note for "perfidia" in Bach's music.
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PerfidiaThe traditional Good Friday prayer for the Jews used in some Christian liturgies read, “Orémus et pro pérfidis Judaéis: ut Deus et Dóminus noster áuferat velámen de córdibus eórum; ut et ipsi agnóscant Jesum Christum Dóminum nostrum.” (See Liber Usualis, 1934 edition by The Benedictines of Solesmes (Touirnai, Belgium), p. 703. This prayer has caused considerable controversy because of its apparent antisemitism. As a result, it has been revised numerous times. John M. Oesterreicher argues that “perfidis” should be translated as “unbelieving” or “disbelieving.” See “Perfidis Judaeis” in Theological Studies, 8/1 (February 1947): 80. In Bach’s music perfidia is manifested in stubborn, unyielding motives.
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●Exhortation to repent: Think of your judgment! (102/5). 
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Martin Petzoldt writes, “Ebenso wie Satz 4 ist auch diese Arie von Bach in seine F-Dur-Messe als Quoniam tu solus sanctus (BWV 233, Satz 5) übernommen worden, dort um eine Quarte nach unten transponiert, für Alt und Solovioline eingerichtet; auch diese Übernahme machte vor allem im Bereich von Vokalstimme—vor allem das Kopfmotiv wurde völlig verändert—und Instrumentalstimme eine ganze Reihe von Änderungen nötig.” [Like movement 4, this aria was also adopted by Bach in his F major Mass for the “Quoniam tu solus sanctus” (BWV 233, movement 5), transposed down a fourth and arranged for alto and solo violin; this adoption also necessitated a whole series of changes, especially in the vocal part—the head motif in particular was completely altered—and the instrumental part.]See Bach Kommentar 1:246. 

Microsoft Account
Typewritten Text
The tenor enters with completely different  melodic material, as if startled.

Microsoft Account
Typewritten Text
5.

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
B-flatmajor

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Typewritten Text
F# dim.7

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
B dim.7

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Text Box
Text painting: Jagged, fractured line for "be terrified" (restless, even panicked).

Microsoft Account
Typewritten Text
G minor



J.S. Bach - Church Cantatas  BWV 102

27

mpeau
Typewritten Text
18.

mpeau
Typewritten Text
22.

mpeau
Typewritten Text
25.

mpeau
Typewritten Text
28.

Microsoft Account
Typewritten Text
Chromatic inflection for "deceptive security,"

Microsoft Account
Typewritten Text
Chromatic inflection and constantly shifting tonal centers for "deceptive security,"

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
B-flatmajor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
B dim.7

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
F#	dim.7

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
D minor



J.S. Bach - Church Cantatas  BWV 102

28

mpeau
Typewritten Text
31.

mpeau
Typewritten Text
35.

mpeau
Typewritten Text
39.

mpeau
Typewritten Text
43.

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
(D7)

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
G7

Microsoft Account
Typewritten Text
C minor



J.S. Bach - Church Cantatas  BWV 102

29

mpeau
Typewritten Text
46.

mpeau
Typewritten Text
49.

mpeau
Typewritten Text
52.

mpeau
Typewritten Text
56.

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Typewritten Text
Text painting: Long sustained notes to depict "Langmut" ("forbearance").
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Text painting: Treading bass for "the forbearance of God treads with leaden foot."

Microsoft Account
Text Box
The bass speeds up and the flute plays repetitive flame-like figures of 16ths (reminiscent of the "stubborn motive" in no. 4, mm. 80–83) with repetitive "foreboding" bass to depict God's coming wrath.
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The language appears to come from Isaiah 30:27: Behold, the name of the Lord comes from far, burning with his anger (Luther 1545: sein Zorn brennet und ist sehr schwer), and in thick rising smoke; his lips are full of indignation, and his tongue is like a devouring fire.
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Text-painting: Long melsima with dragging suspensions for "the coming wrath will be heavier/graver."
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Text painting: "Treading" vocal line with "dragging" suspensions" for "the coming wrath will be heavier/graver." 
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●Exhortation to repent: Waiting is very dangerous! (102/6). 
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Bassetto technique (removing continuo support) is often used by Bach to depict something heavenly, unearthly, incomprehensible, or without foundation. Here the "waiting" of the continuo with a monotonous oboe figure (representing the inexorable passage of time, like the ticking of a clock) produces a timelessness (there is no indication of when a cadence will come) in which waiting is dangerous because no one knows when the Final Judgment will come. See Helmuth Rilling, The Oregon Bach Festival Master Class Lectures, vol. 1 (Dayton, Ohio: Roger Dean Publishing, 2000), p. 181, Martin Petzoldt, Bach Kommentar 1:246..
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The text calls to mind Jesus' warning in the Gospel reading that Jerusalem would be judged because it "did not  know the time of [its] visitation."
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●Exhortation to repent: Life can quickly end! (102/7). 
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This movement employs the last 2 stanzas of 7 in the 1630 chorale "So wahr ich lebe, spricht dein Gott" by Johann Heermann(1585–1647).
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is               a           twinkling-if-an-eye                     that      time             and                      eternity,                                         the        body          and            soul
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separates.                                                                        Blinded                                    mind,                                            ah,           turn                    indeed               back,
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that   thee                  that-same               hour               not                 find                                   unprepared!
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Allusion to 1 Corinthians 15:51–52. Lo! I tell you a mystery. We shall not all sleep, but we shall all be changed, in a moment, in the twinkling of an eye, at the last trumpet (Luther 1545: in einem Augenblick, zu der Zeit der letzten Posaune).
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C minor (for possible significance of C, see note).
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Text painting: The call to return is marked by a return to C minor.
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Allusion to 2 Corinthians 2:4: The god of this world has blinded the minds (Luther 1545: Sinn verblendet hat) of the unbelievers  to keep them from seeing the light of the gospel of the glory of Christ, who is the likeness of God. 
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Significance of the Key of CC seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in Bach – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
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"Heut" ("today") and"Augenblick" ("blink ofand eye") serveas keywords, linkingthe chorale to theprevious texts.
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Final chorale stanzas were chosen on the basis of keywords that linked them to the previous movements with the purpose of functioning as a catechismal rsesponse. See Petzoldt, Bach Kommentar 1:247. The second stanza is the first indication of a positive human response to the cantata's warnings.
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Allusion to Hebrews 3:13: Exhort one another every day, as long as it is called “today,” that none of you may be hardened by the deceitfulness of sin. For we share inChrist, if only we hold our first confidence firm to the end, while it is said, “Today, when you hear his voice, do not harden your hearts as in the rebellion.” 
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Phrygian cadence, used for questions.
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Paired voice leading suitsthe words in both stanzas: 1. "body & soul" 2. "homegoing."
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Stanza 1 is still an admonition to repent with a warning; stanza 2 is a prayer to Jesus for help.
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