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NBA I/15; BC A93
Trinity Sunday (BWV 165, [194], 176, 129)
*Romans 11:33–36 (O the depth of the riches and wisdom 
and knowledge of God!)
*John 3:1–15 (Discussion between Jesus and Nicodemus: 
You must be born anew)
Librettist: Chorale (Johann Olearius)
Time of Composition: 1726/1727, 
FP: ?8 June 1727 (St. Thomas in the morning & St. Nicholas
at afternoon Vespers, see note). This 
cantata belongs to Bach's third cantata 
cycle in Leipzig (see notes). Later, Bach 
assigned the cantata to the 
chorale cantata cycle to replace 
the Trinity cantata BWV 176, the
last cantata of the cycle (see
Wolff, "Bach's Musical Universe,"
125–27, 147–48).
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(Chorale Verse 1) ●Praise to God the Creator: my light & life (129/1). 
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Form: Chorus/Fantasia - Aria (B) - Aria (S) - Aria (A) - Chorale.
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Festive Instrumentation:
Tromba I, II, III
Timpani
Flauto traverso
Ob I, II, also Ob d'amore I, (II)
Vln I, II
Vla
SATB
Continuo, organo
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Chorale Cantatas of the per omnes versus type. 
One of Bach’s earliest chorale-based cantatas, BWV 4, “Christ lag in Todesbanden,” retains the chorale text of all stanzas (per omnes versus) with no additional contributions from a librettist. However, Bach’s 1723–24 cycle of chorale cantatas includes only one work of this type (BWV 107). Most of the per omnes versus chorale cantatas are later works. Alfred Dürr writes, “[The] later Leipzig years saw the origin of a group of chorale cantatas that differ from those of 1724–5 in that the chorale text is preserved unaltered throughout all verses, and thus all movements. Nearly all the middle movements, however, continue to be set as arias or recitatives as they were in 1724–5, and not as chorale arrangements as they were in the early Cantata 4. The beginnings of this group can be traced back to 1724. It is quite possible that the first of them arose from the unavailability of a paraphrased text, rather than from the intentional creation of a definite type. Later, however, such works occur more frequently and, so it appears, not merely as the solution of a practical dilemma. Several of them [(137, 129, 112, and 177) were] written to fill gaps in Cycle II. Four others—BWV 117, 192, 97, and 100—are transmitted outside this cycle and without any stated occasion. It is likely that these four works were originally composed as wedding cantatas, though of course this does not preclude their subsequent use in Sunday services. The late chorale cantatas are listed here for ease of reference:

From a musical standpoint, it is apparent that the latest of these chorale cantatas, in particular, strongly emphasize the virtuoso element. The arias ‘Ich traue seiner Gnaden’, BWV 97/4, and ‘Was Gott tut, das ist wohlgetan, er wird mich wohl bedenken’, BWV 100/3, might be cited as examples. 
Date - Occasion - BWV - Text incipit - Cycle
1724 - 7th Sun. after Trinity - 107 - Was willst du dich - II
1725 - 12th Sun. after Trinity - 137 - Lobe den Herren - II
1726 - Trinity Sunday - 129 - Gelobet sei der Herr - II
1728–31 - Wedding? - 117 - Sei Lob und Ehr - ?
1730 - Wedding? - 192 - Nun danket alle Gott - ?
1731 - 2nd Sun. after Easter - 112 - Der Herr ist mein - II
1732 - 4th Sun. after Trinity - 177 - Ich ruf zu dir - II
1734 - Wedding? - 97 - In allen meinen Taten - ?
1734–5 - Wedding? - 100 - Was Gott tut - ?
See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 43.
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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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BWV 129 used to be dated 1726 (see Christoph Wolff, Johann Sebastian Bach. The Learned Musician [New York: W. W; Norton, 2000], 280) and thought to have been added to the chorale cycle for Trinity around 1732 (Wolff’s chart on p. 280 and footnote below chart, p. 283). But a text booklet has been found in St. Petersburg, which documents a Trinity 1727 performance. See Bach-Jahrbuch 2008, pp. 74–77. In 1727, Easter was 13 April (Western calendar), Pentecost 7 weeks later on 1 June, and Trinity the following Sunday, 8 June. The works chart in the Grove Music Online (accessed 5 September 2024) has “Trinity; June 8, 1727: Reformation·Festival; ?1726.”

Martin Petzoldt (2007) suggests Reformation Day, 31 October 1726, or perhaps already for Trinity 16 June 1726. See Bach Kommentar 2:1076.
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BWV 129 is a chorale cantata that retains the chorale text in each movement (per omnes versus). For more about Bach’s chorale cantatas that follow this model, see note. Bach reallocated BWV 129 (for Trinity) to his earlier chorale-cantata cycle, replacing the non-chorale-based BWV 176. He similarly replaced BWV 85 (2nd Sunday after Easter) with BWV 112. The underlying 1665 chorale is by Johann Olearius (1611–1684), whose 3-volume Bible Commentary was in Bach's library. In the cantata it is sung to the 1679 
			melody "O Gott, du frommer Gott" by Ahasverus Fritsch (1629–1701), rather than the
			more common "Nun danket alle Gott." Each of the first 4 stanzas begins with the opening
				words of Zechariah's canticle, the Benedictus (Luke 1:68): "Blessed be the
				Lord." In turn, the stanzas praise Father (stanza1), Son (2), Holy Ghost (3),
				Trinity (4), and offer the "Sanctus" by angels and Christians (5). By setting the
					final stanza as a choral counterpart to no. 1, Bach creates a
					symmetrical form that is more pronounced than usual (see note).
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Martin Petzoldt outlines the symmetrical form of BWV 129:

3. S Aria. Praise to the Holy Ghost, Spirit of the Father and the Son

4. A Aria. Praise to the Triune God
2. B Aria. Praise to the Son of God

5. Chorus. Praise by angels and Christians
1. Chorus. Praise to God the Creator and Father

See Bach Kommentar 2: 1077.
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A chorale cantata per omnes versus with no recitatives or da capo arias.
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Alfred Dürr writes, "The cantus firmus—the melody O Gott, du frommer Gott—is delivered by the soprano one line at a time and supported by an imitative, freely polyphonic, or chordal substructure in the other voice parts. Not only does the orchestra develop independent thematic material, but the vocal counter-parts also lack a thematic connection with the chorale melody. Yet what the movement might lack in deep-seated thematic unity and learned counterpoint it makes up for in the immediate effectiveness of its concertante themes and their treatment." See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 379.
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instruments, with an energetic, rising line suggesting praise.
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For an earlier opening movement that sets this chorale tune, see BWV 94
(common meter, D major, flute, 2 oboes d'amore).
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This is not the tune usually associated with this hymn text (see note). 
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Christine Blanken writes, "Bach did not set Gelobet sei der Herr to the melody now commonly associated with this text (Nun danket alle Gott). Rather, a melody which was probably first printed in a Leipzig hymnal of 1679 was used as the basis of the opening chorus and concluding chorale, 4 which—as far as we can tell from the surviving body of work—Bach did not use again. It is predominantly triadic, which favors, not least, the brass and timpani. Accordingly, Bach set it with straightforward harmonies and the sequence employed in the penultimate line is used repeatedly for increasingly climactic harmonic movement."

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 12, p. 10 (Christine Blanken, translated Elizabeth Robinson). 
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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.
	In BWV 129/1, the ascending fourth is used for praise of the Creator and in movement 2, Bach associates the descending diatonic fourth (treated sequentially) with God the Son, providing salvation (“Heil”).	
	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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Lines 5–8 follow the 1636 chorale by Martin Rinckart 
(1586–1649):
Rinckart 1636                           Olearius 1665
Der uns von Mutterleib             Mein Vater, der mich schützt
Und Kindesbeinen an               Von Mutterleibe an,
Unzählig viel zu gut                  Der alle Augenblick
Und noch jetztund getan.         Viel Guts an mir getan.

(Who to us from the womb       (My father who protects me
And from infancy on                 From my mother's womb,
Countless much good              Who every moment
And still even now has done.)  Has done me much good.)
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(Chorale Verse 2) ●Praise to God the Son: my Salvation, my life (129/2). 
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Movement 2 and its counterpart in Bach's symmetrical structure, no. 4, show certain parallels: triple metrical division, similar range of singer and obbligato instrument(s), similar character. Martin Petzoldt argues that this parallel ese parallels highlight Luther's dual emphasis on the saving work of Christ and confession of the triune God. See Bach Kommentar 3:365.
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The ritornello ends with a sequence of the figura corta (see note) with juxtaposition of high and low range.
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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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Descending octave in continuo, presumably symbolic of the Son's descent in the Incarnation (compare Handel's "He shall feed his flock" in Mesiah or the descending violin solo in the "Benedictus" of Beethoven's Missa Solemnis.)
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This aria is similar to a “Devisenarie” (a term coined by Hugo Riemann), in which the singer presents the first phrase of the aria as a kind of motto, followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement. In this aria, the singer repeats the opening words but to a new motive related to the ritornello's continuation (consequent theme).
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The descending diatonic fourth, treated sequentially, is here associated with the Son descending to provide "Heil" (salvation). For more on Bach's use of the diatonic fourth, see note. 
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Diatonic Fourths
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.
	In BWV 129/2, Bach associates the descending diatonic fourth (treated sequentially) with God the Son, providing salvation (“Heil”).	
	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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Word painting: Energetic, joyful melisma (with 32nd notes and large leaps) for "gelobet" ("praise be"), based on ritornello's consequent phrase.
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The second movement is closely linked to the day's Gospel reading, which includes John 3:16: *For God so loved the world that he gave his only Son, that whoever believes in him should not perish but have eternal life."
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My “salvation”: reminiscent of Psalm 27:1. The Lord is my light and my salvation (Luther 1545: mein Licht und mein Heil).
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Here the use of the first person (für mich") and the close relationship between two lines in the same register suggests the intimate relationship between Christ and the believer.
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To introduce 'the Father's dear Son," the continuo again plays a sequence of the figura corta, juxtaposing high and low ranges: a bi-planar melody, perhaps symbolic of the Son's descent in the Incarnation.
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1 Peter 1:18–19. You…were ransomed…not with perishable things such as silver or gold, but with the precious blood of Christ, like that of a lamb without blemish or spot. (Also  Ephesians 2:13, 1 John 1:7, Hebrews 13:12, Revelation 5:9.)
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The music turns to the minor mode for the serious sentiments
of the text. (See note for more.)
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Major vs. Minor
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 continuo again plays a sequence of the figura corta, juxtaposing high and low ranges. In the vocal part, leaps, held notes, and a melisma ending with the figura corta in high range depict the essence of the text.

Microsoft Account
Typewritten Text
gives                       himself,

Microsoft Account
Typewritten Text
himself,

Microsoft Account
Typewritten Text
the                                               highest                                           good.

Microsoft Account
Text Box
In no. 3, a flitting melodic line (which often ascends) and the timbre of the flute suggest Jesus’ description of the Spirit in the day’s Gospel lesson: John 3:5–8: Jesus answered, “Truly, truly, I say to you, unless one is born of water and the Spirit, he cannot enter the kingdom of God. That which is born of the flesh is flesh,

Microsoft Account
Typewritten Text
B7

Microsoft Account
Typewritten Text
E major

Microsoft Account
Typewritten Text
E major

Microsoft Account
Typewritten Text
E7

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
F#(7)

Microsoft Account
Typewritten Text
E(7)

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Text Box
hemiola

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Oval

Microsoft Account
Oval

Microsoft Account
Typewritten Text
Figura corta in high range.



J.S. Bach - Church Cantatas  BWV 129

18

mpeau
Typewritten Text
129/3.

mpeau
Typewritten Text
1.

mpeau
Typewritten Text
(Chorale Verse 3) ●Praise to God the Holy Ghost: my comfort & strength (129/3). 
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and that which is born of the Spirit is spirit. Do not marvel that I said to you, ‘You must be born anew.’The wind blows where it wills, and you hear the sound of it, but you do not know whence it comes or whither it goes; so it is with every one who is born of the Spirit.”
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This is the only movement in a minor key.
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Significance of E minor
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 E minor, he wrote, “E moll (Phrygio) kan wol schwerlich was lustiges beygeleget werden / man mache es auch wie man wolle / weil er sehr pensif, tieffdenckend / betrübt und traurig zu machen pfleget / doch so / daß man sich noch dabey zu trösten hoffet. Etwas hurtiges mag wol daraus gesetzet werden / aber das ist darum nicht gleich lustig. Kirch[er] sagt: [...] Er liebt die Betrübniß und den Schmerz. [...] dem Luciano scheinet er ungestümer Eigenschafft; dem Gloreano [Glarean] wehklagend.”

Translation: E minor (phrygian) can hardly be used for something merry / no matter how one does it / because it tends to make one very pensive, deeply thoughtful / sad and sorrowful / but in such a way / that one still hopes to be comforted by it. It may well be used for something quick / but that does not make it merry. Kirch[er] says: [...] It loves sorrow and pain. [...] To Luciano its character seems impetuous; to Gloreano [Glarean], lamenting.
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For Martin Petzoldt's comments on the 7-note motive, see note.
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Martin Petzoldt relates the 7-note motive to the 7 gifts of the Spirit, quoting an exegesis of Isaiah 11:2 (a Messianic passage) by theologian Johann Olearius (1611–1684), whose bible commentary was in J. S. Bach’s personal library. 
Isaiah 11:2: The Spirit of the Lord shall rest upon him [1=indwelling], the spirit of wisdom [2] and understanding [3], the spirit of counsel [4] and might [5], the spirit of knowledge [6] and the fear of the Lord [7]. See Bach Kommentar 2:1079. 
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This movement's central
position in a symmetrical
form underscores its importance in relation to the day's Gospel reading. The dialogue between flute and violin suggests the partnership of the Spirit that Jesus promised in his farewell discourse (see note). On the other hand, Christine Blanken writes, "The three equally important instrumental parts, playing in wide-ranging, constantly overlapping arches in the third verse could be regarded as an expression of the workings of the Holy Spirit." See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 12, p. 10 (Christine Blanken, translated Elizabeth Robinson). 
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John 16:13–17, 26 [Jesus]: When the Spirit of truth comes, he will guide you into all the truth; for he will not speak on his own authority, but whatever he hears he will speak…He will take what is mine and declare it to you…I will pray the Father, and he will give you another Counselor (Luther 1545: Tröster), to be with you for ever, even the Spirit of truth…He dwells with you, and will be in you…But the Counselor (Luther 1545: Tröster), the Holy Spirit, whom the Father will send in my name, he will teach you all things…
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The rising motto theme appears 7 times: mm. 1, 16/18, 34, 489, 84, and 105.

Microsoft Account
Line

Microsoft Account
Text Box
Here the alla breve meter presumably suggests a lively tempo rather than archaic style as is sometimes the case.
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Christine Blanken notes, “What is not entirely clear is the instrumentation of the third movement in the first performance (did it include a flute?) As Alfred Dürr concluded from the ambiguous state of the sources, in the one movement in which the flute has an independent line, this part could also have been performed obbligato by another solo instrument (or organ), for the original flute part only dates from 1732. Arguments in favor of the organ include the fact that pages which were originally in the part are missing and were replaced by others"

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 12, p. 10 (Christine Blanken, translated Elizabeth Robinson)
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"My comfort”: reminiscent of John 14:26 [Jesus]: But the Counselor (Luther 1545: Tröster), the Holy Spirit, whom the Father will send in my name, he will teach you all things.
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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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The unison between flute and voice at the cadence may suggest the unity of Father and Son who give the Spirit (compare the Nicene Creed: "I believe in the Holy Spirit, the Lord, the giver of life, who proceeds from the Father and the Son)."
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The unison between violin and voice at the cadence may suggest the unity of Father and Son who give the Spirit (compare the Nicene Creed: "I believe in the Holy Spirit, the Lord, the giver of life, who proceeds from the Father and the Son)."
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Alfred Dürr writes, "In the third aria, no. 4, a relaxed and song-like—almost dance-like—joyfulness prevails. Since the alto part adopts the ritornello theme stated
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(Chorale Verse 4) ●Praise to the Trinity, who is praised by all: similar to a "Gloria patri."  (129/4). 
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stated by the obbligato oboe d’amore, a homogeneous texture emerges in which even the continuo participates with occasional imitative motives. See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), 380.
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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 (in this case, the first 2 phrases). 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
Rising line suggests praise.

Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Ob d'amore

Microsoft Account
Typewritten Text
Lines 1–2.

Microsoft Account
Typewritten Text
Lines 1–4 (with repetitions)

Microsoft Account
Typewritten Text
Alto is often the 
voice of faith.

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight



J.S. Bach - Church Cantatas  BWV 129

28

Microsoft Account
Typewritten Text
Coloratura for "lobet" (to "praise").
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The reference to "all things hovering in the skies" may refer to both birds and angels as suggested in Psalm 148:1–2: Praise the Lord! Praise the Lord from the heavens, praise him in the heights! Praise him, all his angels, praise him, all his host!  
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Lines 5–8 (with Line 5 repeated 3 times because the subject is the Trinity)..
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Oboe d'amore, alto, and continuo are in unison to represent the Trinity (3-in-1).
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Three-part imitation (mm. 78–83) leads to three-part unison (mm. 89–92), symbolic of the "three-on-one" Trinity, the subject of this stanza.
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Lines 5–8 (with Line 5 repeated 3 times because the subject is the Trinity). 
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(Verse 5) ●Praise to the Trinity; singing “Holy” with angels (129/5). 
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Alfred Dürr writes, "The finale is of exceptional splendour. The trumpets, which in the opening chorus merely marked the cadences rather than carrying themes, here lead the six-bar ritornello and play a substantial role in the episodes between the lines of the chorale, which is delivered by the choir (plus flute) in a plain, homophonic texture. The striking, joyfully excited theme of the orchestral music, which is again unrelated to the chorale melody, surrounds its lines in the same fashion as in the concluding chorales of the Christmas and Ascension Oratorios. In its concertante style, this chorale setting harks back to the opening chorus, so that the three inner verses, which are set for a few parts only, are framed by festive, full-textured outer movements."

See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 380.

Microsoft Account
Typewritten Text
Ritornello
(unrelated
to chorale).

Microsoft Account
Text Box
Trps & Timp tacet...

Microsoft Account
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Obs

Microsoft Account
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Str.

Microsoft Account
Text Box
Passing eighth notes provide linear motion.

Microsoft Account
Text Box
Instead of being set as usual in simple, 4-part homophony with doubling instruments, the final chorale stanza is embedded in a festive, concertante fabric featuring fanfare-like interpolations.
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Doubling the chorale melody at the upper octave with the flute suggests the angels referenced in the third chorale line.
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Biblical allusions
Isaiah 6:3. Holy, holy, holy is the Lord of hosts."
Revelation 4:8. Holy, holy, holy, is the Lord God Almighty." 
The three-fold (Trinitarian) "Sanctus" is reflected in Bach's structure: 3 pairs of chorale lines followed by (and separated from) a culminating statement (see below).
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The ritornello separating the last 2 pairs of lines is extended by 2 beats, resulting in 3 statements (related to the three-fold "Sanctus of Isaiah 6:3 and Revelation 4:8 referenced in line 3) plus a culminating statement reminiscent of the opening line of each stanza: "Gelobet sei mein Gott" (Praised be my God").
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The final pair of lines are unaccompanied except for the doubling flute, continuo and a separating interlude by the oboes, giving the words special weight.

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
F# major

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
B minor




