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NBA I/25; BC A15321. S. after Trinity (BWV 109, 38, 98, 188)*Ephesians. 6:10–17 (The armor of the Christian)*John 4:46–54 (Christ heals the son of a royal official)Librettist: Probably Christoph Birkmann (see note).FP: 11 October 1726 (Leipzig: St. Nicholas). This cantata belongs to Bach's third cantata cycle in Leipzig (see notes).		 Regarding Bach's discouragement after		 1725, see third note.
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Sticky Note
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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The probable librettist has been identified with the discovery of Christoph Birkmann’s cycle of cantata librettos by various poets published in 1728. (Although no publication date appears on the title page, the author dated the foreword 26 October 1728.) Christine Blanken writes, “Arguably the most important aspect for Bach studies in the discovery of the Birkmann 1728 book, is the existence of eight solo or dialogue cantata librettos, because Birkmann can be identified as their author with a high degree of probability. It is striking that the texts form a group of stylistically homogenous works, which was expanded by two further works that seem to continue the series after New Year in 1727.” The cantatas in chronological order of performance are BWV 169, 56, 49, 98, 66, and 52, 58, and 82. See Christine Blanken, “Christoph Birkmanns Kantatenzyklus ‘GOtt-geheiligte Sabbats-Zehnden’ von 1728 und die Leipziger Kirchenmusik unter J. S. Bach in den Jahren 1724–1727” Bach-Jahrbuch 2015, р. 22. 
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Form: Chorus - Recit (T) - Aria (S) - Recit (A) - Aria (B).
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The cantata is in chiastic form. Bach often used chiastic (x-shaped/symmetrical) forms, in which centermovements (where the mirror image begins) provide the crux of the matter. There antithetical elementsmeet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text).The intentional absence of a closing chorale is confirmed by Bach's markings at the end of the score and most of the performing parts.  
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Bach’s Discouragement 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.
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The opening movement sets stanza 1 of the 1674 chorale by Samuel Rodigast (1649–1708). Martin Petzoldt notes that hymnals of the time did not specify this chorale for the 21st Sunday after Trinity. He regards
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this setting of the chorale as Bach's most intimate, showing especially strong connection to the final line "Drum laß  ich ihn nur walten" ("Therefore I will just allow him to rule")—a strong expression of faith reminiscent of the centurion in the Gospel reading. Accordingly, Bach's setting emphasizes the final line (see below). See "Bach Kommentar" 1:602–603. 
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For Alfred Dürr's comments, see note. 
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Dürr writes, "	Unlike the other two works with the same opening lines, BWV 99 and 100, this is not a chorale cantata but a setting of a formally unorthodox text: a chorale opens the work but it lacks the usual concluding chorale. The content of the libretto (by an unknown author) is related to the Sunday Gospel but does not go into details. The faithful soul may trust that his prayer for deliverance will find a hearing, and this is confirmed in the words of the Sermon on the Mount, ‘Knock, and it shall be opened to you’ (Matthew 7:7; fourth movement). Therefore, so we are told in the fifth movement in an allusion to Genesis 32:26 (‘I will not let you go unless you bless me’), I do not part from Jesus and I place my trust in His protection.…	[The cantata's intimate and chamber-music] character is particularly clear in the opening chorus. In form, it is not dissimilar to the opening movements of the chorale cantatas. The choral texture, with the hymn melody in the soprano, is incorporated one line at a time within an independent instrumental texture. The instrumental music, however, is radically reduced in significance: it is played only by the strings, while the oboes (oboe I, II, and taille) double the voice parts. And even within the strings, the first violin is predominant to such an extent that the texture amounts to little more than obbligato violin I plus instrumentally realized continuo—something very different from the chorale cantatas, in which such a prominent part is played by concertante instrumental exchanges. In addition, the choral texture is predominantly chordal and homophonic; only in the last line does it become freely polyphonic and more extended, continuing beneath the long-held last note of the chorale melody. The charm of the movement lies, above all, in the almost speech-like violin theme, in which Bach seems to have depicted musically the wavering of the soul between doubt and trust in God. An additional feature reinforces this almost dramatic character: during both Stollen of the hymn, the strings and choir become prominent in alternation, uniting together only in the Abgesang."See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 606.
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The cantata's symmetrical structure is reinforced in that the opening and closing movements are both chorale based, both recitatives are secco, and both arias have single obbligato instruments.
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This is the 2nd of 3 cantatas with this title but it is not a chorale cantata.
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Pauses function rhetorically to emphasize a point, engage the listeners, and allow them to ponder...
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Figura corta(see later note).
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Continuo figure reappears in the vocal bass at m. 62 for the repetition of "drum laß ich ihn nur walten: (thus I will just let him rule"). 
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Regarding this cantata, Karin Wollschäger writes, “Out of the gosepl reading…in which Jesus heals a nobleman’s son, [the librettist] crystallized the subjects despair, trust, and answered prayers, and puts these into the mouth of a subjective ‘self.’” See Johann Sebastian Bach. Thse Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 9, p. 170 (translated by David Kosviner). 
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The continuo embellishes the vocal bass line with the figura corta (see later note).
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Stollen 1 & 2 of thechorale's bar form.
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Abgesang of the chorale's bar form.
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Bach emphasizes the last line with animated, imitative counterpoint in the lower voices, repeating the words ("therefore I will just allow him to rule") while the soprano sustains the last note of the cantus firmus for six measures.
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●Prayer for help; declaration of confidence in God (98/2). 
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Allusion to Psalm 145:18: The Lord is near to all who call upon him, to all who call upon him in truth. (Also Psalm 34:18.)
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           And (there) is no    savior     at-hand!    The    Lord    is      to-those           all       night,    who    in-his      might     and 
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Allusion to biblical passages such as Psalm 22:1–2:My God…I cry by day, but thou dost not answer; and by night, but find no rest…
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The opening linesare reminiscent of thegospel reading as wellas Habakuk 1:2 (seenote). 
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*John 4:46–47. …At Capernaum there was an official whose son was ill. When he heard that Jesus had come from Judea to Galilee, he went and begged him to come down and heal his son, for he was at the point of death.Habakuk 1:2. O Lord, how long shall I cry for help, and thou wilt not hear?…
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●Weeping ceases despite heavy yoke; God abandons none (98/3). 
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This is the central (pivot) movement in the cantata’s chiastic form, where antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). Here the poet insists that weeping will turn to consolation..
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J. 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 F major, he writes on p. 241, “F. Dur (Ionius transpositus) der sechste Thon / ist capable die schönsten Sentiments von der Welt zu exprimiren, es sey nun Großmuth / Standthafftigkeit / Liebe / oder was sonst in dem Tugend=Register oben an stehet / und solches alles mit einer der massen natürlichen Art und unvergleichlichen Facilité daß gar kein Zwang dabey vonnöthen ist. Ja die Artigkeit und Adresse dieses Thons ist nicht besser zu beschreiben / als in Vergleichung mit einem hübschen Menschen / dem alles was er thut / es so gering es immer wolle / perfect gut anstehet / und der / wie die Frantzosen reden / bonne grace hat.”Translation: F major (Ionian transposed), the sixth mode, is capable of expressing the most beautiful sentiments of the world, whether magnanimity, fortitude, love, or whatever else is listed in the Register of Virtues above, and all this with such a natural manner and incomparable ease that no force at all is thereby needed. Yes, the politeness and address of this mode can not be described better than as a comparison with a beautiful person, for whom, whatever he does, no matter how insignificant, suits him perfectly, and who, as the French say, “has good grace.” 
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Allusion to biblical passages such as Hebrews 13:5: He has said, “I will never fail you nor forsake you.” (See Deuteronomy 31:6).
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This type of aria is called a “Devisenarie” (a term coined by Hugo Riemann) or “motto aria.” After the ritornello, the singer presents the first phrase of the aria as a kind of motto. This is followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement.
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J. 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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The testimony of God's compassionate response is reminiscent of the official's experience in the Gospel reading (see note).
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*John 4:46–47, 49–51. …At Capernaum there was an official whose son was ill. When he heard that Jesus had come from Judea to Galilee, he went and begged him to come down and heal his son, for he was at the point of death…The official said to him, “Sir, come down before my child dies.” Jesus said to him, “Go; your son will live.” The man believed the word that Jesus spoke to him and went his way. As he was going down, his servants met him and told him that his son was living.
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Allusion to Jesus' words in the Sermon on the Mount (see note).
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Matthew 7:7–11 [Jesus]: Ask, and it will be given you; seek, and you will find; knock, and it will be opened to you. For every one who asks receives, and he who seeks finds, and to him who knocks it will be opened. For what man of you, if his son asks him for bread, will give him a stone? Or if he asks for a fish, will give him a serpent? If you then, who are evil, know how to give good gifts to your children, how much more will your Father who is in heaven give good things to those who ask him! (Also Luke 11:9–13, Romans 8:32.)
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Probable allusion to Jeremiah 31:20 [God]: Is Ephraim my dear son? Is he my darling child?…Therefore my heart yearns for him (Luther 1545: bricht mir mein Herz); I will surely have mercy on him (Luther 1545: sein erbarmen), says the Lord. 
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The figura corta was defined as an ornament by W.C. Printz in 1689 and by Johann Gottfried Walther in his lexicon of 1732. Walther wrote, “Figura corta consists of three fast notes, one of which by itself is as long as the other ones.” (Johann Walther, Lexikon, 1732. p. 244, translated). It could be long-short-short or short-short-long. Albert Schweitzer interpreted it as a “joy motive.” See Albert Schweitzer, J. S. Bach, vol. 2, trans. Ernest Newman (Boston: Bruce Humphries Pub., 1962), pp. 65–66. Bach’s second cantata cycle (the chorale cantata cycle) has pervasive use of figura corta for joyous texts.
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This type of aria is called a “Devisenarie” (a term coined by Hugo Riemann) or “motto aria.” After the ritornello, the singer presents the first phrase of the aria as a kind of motto. This is followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement.

Microsoft Account
Typewritten Text
Vln I & II

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Note: Instrumentationis violin obbligatoand continuo. The resthere is editorial realization.
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Embellished chorale quotation (see below), in which one maypossibly see the B-A-C-H motive (see note for more).
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B-A-C-H Motive. In German musical nomenclature, B is B-flat, H is B-natural, allowing Bach to spell his name in musical notes as B-A-C-H. In his Musicalisches Lexicon… (Leipzig, 1732), Johann Gottfried Walther wrote, “Die Bachische Familie soll aus Ungern herstammen, und alle, die diesen Nahmen geführet haben, sollen so viel man weiß, der Music zugethan gewesen seyn; welches vielleicht daher kommt: daß so gar auch die Buchstaben  b a c h  in ihrer Ordnung melodisch sind. (Diese Remarque hat den Leipziger Hrn. Bach zum Erfinder.)” (See p. 64.) [“The Bach family is said to have come from Hungary, and all those who have borne this name are said to have been devoted to music, as far as is known; which is perhaps due to the fact that the letters b a c h are melodic in their order. (This remark originated with Mr. Bach of Leipzig.)’]	While some occurrences of the B-A-C-H motive in J. S. Bach’s music may be coincidental, others are most likely self-referential. See, for example, his unfinished Contrapunctus XIV of the Art of Fugue (1751). See also the end of the motet “Fürchte dich nicht,” BWV 228. This work has two movements: a double chorus and a fugue (with the 11th stanza of Paul Gerhardt’s chorale “Warum sollt ich mich denn grämen” overlaid) that paraphrases Isaiah 43:1: “[Fear not], for I have redeemed you; I have called you by name, you are mine” on a chromatically descending fugue subject with overlaid chorale. At the very end of the motet, Bach returns to homophonic, double chorus texture where the basses of Chorus I anticipate the entry of the other voices with the B-A-C-H motive (transposed as G-F#-A-G#) on the words “Fürchte dich nicht, fürchte dich nicht.”See also Elinore Barber, “Bach and the B-A-C-H Motive” in BACH: Journal of the Riemenschneider Bach Institute 2/2 (April 1971): 3–5. 

Microsoft Account
Text Box
The intentional absence of a closing chorale is confirmed by Bach's markings at the end of the score and most of the performing parts. It is noteworthy that just one week prior (3 November 1726) Bach had ended Cantata 49 with a hybrid movement that combines a bass aria with a chorale sung by the soprano.
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Rising diatonic scales reflect the diatonic ascending fourth of the chorale's opening phrase.
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RegardingBach's useof the risingdiatonic 4th,see note. 

Microsoft Account
Sticky Note
Diatonic Ascending Fourth. Bach appears to associate the ascending diatonic fourth with offering of praise to God (perhaps like incense). Compare, for example the beginning of BWV 29/2 (“Wir danken dir”). Christoph Wolff notes that the opening motive of BWV 29/2 is “based on the identically chanted versicles of the Lutheran liturgy: [pastor:] ‘Benedicamus Domino’ . . . [which was] the closing salutation at the end of every Sunday service in Leipzig.” See Bach’s Musical Universe (New York: W. W. Norton, 2020), 330. In BWV 147/5 the ascending diatonic fourth is harmonized as faux bourdon (Am-Bm-CM-DM-Gm) in the ritornello, associated with the text “Mein Heiland, erwähle die gläubende Seele, und siehe mit Augen der Gnade mich an! (My savior, choose this believing soul and look upon me with eyes of mercy!). In BWV 87/1, the ascending diatonic fourth is used for Jesus’ words to make requests to God in Jesus’ name.	Not surprisingly, Bach used 29/2 for the “Gratias” and “Dona nobis” of the B-minor Mass. 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, their original model) 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. Yo Tomita, Robin A. Leaver, and Jan Smaczny (Cambridge: Cambridge University Press, 2013).	BWV 28/2 uses the ascending diatonic fourth (“Nun lob mein Seel”/”Sein Wohlthat thut”) as well as the ascending chromatic fourth (“Hat dir dein’ Sünd’ vergeben”), just as this inverted “lamento” figure occurs in the B-minor mass, immediately prior to the “Crucifixus” in the “Et incarnatus est” (see alto, mm. 43–45 on the words “et homo est”). BWV 156/3, a secco recitative, uses the ascending diatonic fourth in rising sequence for the final words (set as an arioso) “je länger hier, je später dort!” See 156/3, mm. 17–19.		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 See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), 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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The aria motto quotes the first line of the 1658 chorale by Christian Keymann (1607–1662), with tune by Andreas Hammerschmidt embellished. As a result, the aria may be seen as filling the role of a closing SATB chorale. The text alludes to Genesis 32:24, 26. Jacob was left alone; and a man wrestled with him until the breaking of the day…Then [the man] said, “Let me go, for the day is breaking.” But Jacob said, “I will not let you go, unless you bless me.”
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The fact both opening and closing movementsare chorale-based reinforces the symmetricalform.
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Alfred Dürr writes, "The aria...acquires a double function: as a personal expression of the individual Christian—as reflected in the aria form, in solo singing, in the first person of the text, and in the expressive adornment of the chorale—and as an expression of the assembled congregation, as reflected in the introduction of the chorale as a symbol of the Church founded by Christ." See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 607.
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Text painting: Rising melisma suggests increasing intensity for "[Until his countenance] will grant favorable hearing to me or bless me."
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The violin and singer intertwine like the Soul and Jesus (or the archetypes of heavenly messenger and Jacob).
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