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NBA I/15; BC A92
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: Christiane Mariane von 
Ziegler (modified). See note.
FP: 27 May 1725 (Leipzig:
St. Thomas in the morning
& St. Nicholas
at afternoon Vespers. 
This is the last cantata in
Bach's second cycle, which
began with chorale
cantatas. Bach later replaced it
with the chorale cantata BWV 129.



mpeau
Typewritten Text
●Heart is obstinate and hopeless: Jeremiah 17:9 (modified) (176/1). 
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Instrumentation:
Oboe I, II
Oboe da caccia
Vln I, II
Vla
SATB
Continuo
(See note regarding the
oboe parts.)
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Ziegler, Christiana Mariana von Ziegler (1695–1760). 
The libretto is one of 9 that Bach used at the end of his chorale cantata cycle: BWV 103, 108, 87, 128, 183, 74, 68, 175 and 176). Von Ziegler published the librettos that Bach used in Versuch in gebundener Schreib=Art (Leipzig, 1728). Bach chose these texts for ending his second liturgical cycle of cantatas in Leipzig (1724–25). Unlike the other works in the so-called “chorale cantata cycle,” however, the nine cantatas are not each unified with an underlying hymn. Instead the heterogenous origins of Von Ziegler’s texts (which include scripture, newly created poetry, and hymn stanzas) allowed Bach to depart from more normal patterns. Interestingly, Bach’s librettos differ significantly from the versions published by Von Ziegler in her collection of 1728, Versuch in gebundener Schreib-Art, leading scholars to suggest that someone (perhaps Bach himself) adjusted the texts. Since the published version of these texts came several years later, however, it is possible that Bach’s cantatas render the librettos in their original form, and that Von Ziegler herself later revised them. 

Martin Petzoldt argues that Von Ziegler’s 1728 texts, while biblical, carry a modernizing piousness that makes them less sound theologically than the revisions (whether the revisions were done by Bach or someone else), even while acknowledging that the revisions are poetically inferior to Von Ziegler’s 1728 versions. See Bach-Kommentar 2:858. 

Dates and Liturgical Designations of the Cantatas with Von Ziegler Librettos 

BWV 103, Ihr werdet weinen und heulen (Jubilate, 22 April 1725)

BWV 108, Es ist euch gut, daß ich hingehe (Cantate, 29 April 1725)

BWV 87, Bisher habt ihr nichts gebeten in meinem Namen (Rogate, 6 May 1725

BWV 128, Auf Christi Himmelfahrt allein (Ascension Day (10 May 1725)

BWV 183, Sie werden euch in den Bann tun, II (Exaudi, 13 May 1725)

BWV 74, Wer mich liebet, der wird mein Wort halten, II (Whitsunday, 20 May 1725)

BWV 68, Also hat Gott die Welt geliebt (2nd Day of Pentecost, 21 May 1725)

BWV 175, Er rufet seinen Schafen mit Namen (3rd day of Pentecost, 22 May 1725)

BWV 176, Es ist ein trotzig und verzagt Ding (Trinity Sunday, 27 May 1725)

See Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 277–278.

The cantatas of the Von Ziegler group show considerable variety in compositional approach. Some make almost no use of the chorus (BWV 87, 183, 175). Some begin with an aria or recitative (BWV 108, 87, 183/1, 175/1). Three works have movements that were adapted from earlier works (BWV 74, 68, 175). Several include fugues: BWV 103/1, 108/4, 68/5, and 176/1. The first of these examples is a profoundly symbolic setting in which three fugal blocks present antithetical ideas (‘Ihr werdet weinen...aber die Welt wird sich freuen’), which are first contrasted, then combined. Striking instrumentation includes the use of the piccolo recorder (BWV 103/1), an unexpected introduction of the trumpet (103/5), writing for two horns (128/1), writing for 4 oboes (2 oboes d’amore and 2 oboes da caccia: 183/1 and 183/3), the use of the violoncello piccolo (183/2, 68/2, and 175/4), festive instrumentation involving three trumpets, timpani, and three oboes (74/1), the use of 3 recorders (175/1 and 175/7), and writing for two (rather than three) trumpets (175/6).
Christoph Wolff notes that “two of [the cantatas], BWV 128 and 68, open with a chorale chorus. Whether this happened by coincidence or by Bach's request, Ziegler did not pursue the chorale cantata concept.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 495n70. See also Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), p. 147. 
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	Regarding Christiane von Ziegler [1695–1760], Alfred Dürr writes, “This poet, née Christiane Mariane Romanus, was born in Leipzig in June 1695 as daughter of a court councillor who later became a Leipzig burgomaster. As early as 1711 she married Heinrich Levin von Könitz, who, however, died soon afterwards. In 1715 she married again, but her second husband, Captain Georg Friedrich von Ziegler, also died not long afterwards, as did her children from both marriages. In 1722 she surfaces once more in her parents’ house in Leipzig; and at this time she began to devote herself zealously to her love of the arts. She wrote poetry and played the clavier, lute and transverse flute. Her house became a centre for local artists, as well as those from elsewhere. When Johann Christoph Gottsched (1700–66) came to Leipzig in 1724, her literary interests grew keener; she published her poems in 1728 and 1729, and a collection of letters followed in 1731. In 1733 she was chosen as poet laureate by the Wittenberg philosophy faculty. In 1741 she married yet again, her third husband being Wolf Balthasar Adolf von Steinwehr, former secretary of the German Society and professor at Frankfurt-on-Oder. She died there on 1 May 1760.	
	"Although the librettos of Mariane von Ziegler are deft and lively, Bach set none of them unaltered, and the changes made are not always altogether felicitous. Evidently he was intent on tightening the substance of the text, and in doing so he shows a striking tendency to lists of words without conjunctions, for example ‘Teufel, Tod’ (‘devil, death’) in place of ‘Sünd und Tod’ (‘sin and death’). Another notable feature of the alterations is a preference for words that refer to singing, or even acoustic images. Although it cannot be ruled out that the poet herself made a few changes for publication, many of Bach’s readings can be shown to be secondary (because rhyme is destroyed in them), so Bach might be regarded as responsible for most of the alterations.” See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 33.

Unger note: Christiane Mariane von Ziegler grew up in a grand Leipzig home but soon suffered much tragedy. On 16 January 1705, her father was put in jail for financial irregularities amid political miscalculations, and he remained there for the rest of his life. Christiane Mariane married at age 16 but then lost 2 husbands and two children (daughters) before age 30, whereupon she moved back into her childhood home. There she established a musical and literary salon and became an ardent champion of women’s rights. See Katherine Goodman, Amazons and Apprentices: Women and the German Parnassus in the Early Enlightenment (Rochester, New York: Camden House, 1999), Mark A. Peters, A Woman’s Voice in Baroque Music: Mariane von Ziegler and J.S. Bach (Abingdon, Oxfordshire: Routledge, 2017).
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The librettist was intrigued by the thought that Nicodemus (in the Gospel reading) met Jesus only at night, prompting the opening text, a biblical verse about the perverse human heart. (See note for Alfred Dürr's comments.)
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Alfred Dürr writes, "[Von Ziegler] was particularly intrigued by the thought that Nicodemus, a ‘ruler of the Jews’ ( John 3.1), risked meeting Jesus only by night. Here she finds a general human characteristic: ‘The heart is a perverse and desperate thing; who can fathom it?’, says the prophet Jeremiah (17:9), and the poet prefaces her text with these words—slightly modified—as a motto. Unlike in the days of Joshua, when the sun stood still at Gibeon till the hoards of the Amorites had been vanquished (Joshua 10:12f.), Nicodemus longs for night to come (no. 2). The following aria first takes up the same ideas and then proceeds with the words of Nicodemus: no one could do the signs that Jesus does unless God were with him. The second recitative-aria pair gives an indication of the comfort that the fearful Christian derives from faith in Jesus. Bach himself lends still greater weight to this reflection by adding to the recitative words of the poet a paraphrase of John 3:16: ‘For all who but believe in You shall not be lost.’ With praise and thanks for this promise, the aria leads to the concluding chorale, the eighth verse of the hymn Was alle Weisheit in der Welt by Paul Gerhardt (1653).”
See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 376.
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Word painting: "Trotzig" ("defiant") depicted with upwardly thrusting figures, 
"verzagt" ("disheartening"), with sinking chromaticism.  
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Alfred Dürr writes, “Bach’s opening chorus to words from Jeremiah is concise and pithy. A single great choral fugue—with the strings independent but unthematic and the oboes doubling the voice parts—takes up the entire movement. There is no instrumental prelude or postlude at all, and the inner dynamic of the movement is achieved not, as often in Bach, by concerto-like solo–tutti or group contrasts, but by the text-engendered dynamic of the fugue subject itself and by the string accompaniment that underpins its character. The fugue subject, which enters in the bass…characterizes the textual distinction between the ‘perverse’ and ‘desperate’ sides of the human heart by means of rising triadic and scale motion on the one hand and sinking chromaticism on the other, with the strings accompanying the opening part of the theme f and its continuation p. Once the fugue has achieved full texture with the entry of all four voice parts, it maintains it without change to the end, forming a unique musical monolith—like an erratic block left by a retreating glacier—whose overall character gives expression to defiance rather than despair.” 

See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 376–377.
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The opening movement reformulates the biblical verse as a characterization of human nature (represented by Nicodemus in the Gospel reading). An aggressive fugue subject, begun without instrumental introduction and accompanied by aggressive, thematically independent strings, depicts the “trotzig” (“defiant”) side of human nature with upwardly thrusting figures (marked forte), while sinking chromaticism (marked piano) depicts the “verzagt” (“despondent”) side. There are two complete fugual expositions. Significantly, the voices enter in ascending order in both (at closer intervals in the second exposition), as if to show growing defiance. See note for more.
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Exposition 1.
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A short Trinity cantata that ends Bach's second cycle, the last cantata on a von Ziegler libretto, in which human perversity meets the life-giving work of the Holy Spirit.

Microsoft Account
Sticky Note
In the foreword to the Carus edition of BWV 176, Uwe Wolf (with translation by David Kosviner) writes, “Bach initially intended the low oboe part to be played by an oboe da caccia (instrument indication in the score for movement 1); the header for the respective part, however, reads “Taille,” which refers to the straight form of the tenor oboe in F. In the score of movement 5, Bach wrote “tutti gli Oboe i. unisuono” without further specification. Accordingly, the entire obligato part was copied into the parts of oboe I, Il and taille. However, in oboe I and II Bach subsequently bracketed the sections accompanying the voice, in some cases adding the remark “tacet,” so that the high oboes only played in the ritornellos and only the taille played throughout. It is not clear whether this change was already implemented for the first performance or only for a repeat performance.” 

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 14, p. 420 (Uwe Wolf, translated by David Kosviner). 
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Raging strings in stile concitato
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(see note).
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Stile concitato (“agitated style”) was invented (or “rediscovered”) by Claudio Monteverdi for his eighth book of madrigals (Madrigali guerrieri ed amorosi, 1638). It is characterized in particular by a “combat motive” of repeated 16th notes. Later examples may be found in Johann Sebastian Bach’s St. Matthew Passion (“Sind Blitze, sind Donner”) and in George Frideric Handel’s Dixit Dominus (“implebit ruinas . . . con-quassabit capita”). Bach sometimes uses it to depict quaking fear (e.g., BWV 70/2). 
Sometimes Bach uses the stile concitato to portray fearful shaking. Examples include BWV 124/3, to depict fear of death, BWV 105/6, where the figure gradually slows from sixteenths, to triplets eighths, to eighths, and finally to quarter notes as fear of God’s judgment is allayed), and BWV 248/49 (the Christmas Oratorio), where the alto responds to King Herod’s fear with the question, Warum wollt ihr erschrekken? (“Why should you be frightened?”).
In BWV 154/1 it accompanies the word “Donnerwort.”



J.S. Bach - Church Cantatas  BWV 176

2

Microsoft Account
Typewritten Text
+Ob II

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
F minor

Microsoft Account
Typewritten Text
(G7)

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
A-flat major



J.S. Bach - Church Cantatas  BWV 176

3

Microsoft Account
Typewritten Text
+Ob I

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
N6

Microsoft Account
Typewritten Text
G7

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
A-flat major

Microsoft Account
Typewritten Text
B-flat major



J.S. Bach - Church Cantatas  BWV 176

4

Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
After the voices have entered with the fugue subject, they continue to participate with quasi-subject material, resulting in a persistently full texture that suggests relentless aggression.
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Exposition 2 (entries closer together).
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●Timid Nicodemus, unlike Joshua, prefers night (176/2). 
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Von Ziegler 1728: Heist dis nicht (her  question is reformulated as a
statement).
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Von Ziegler 1728: Die Sonne, die sich ließ im schnellen Laufe sehn, Muß dort dem
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Bach's modification to the text produces "a clearer progression of thought, but it also turns the indirect question posed at the beginning [of the recitative in von Ziegler’s version] into a proposition." See Martin Petzoldt, Bach-Kommentar 2:1071, translated from the German original.
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●Fear keeps me from seeking omnipotent God by day (176/3). 
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The text contrasts Nicodemus's desire for night to arrive with Joshua's command for  the sun to stand still when he and his army battled the Amorites (see note).
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Joshua 10:12–13. Joshua [spoke] to the Lord in the day when the Lord gave the Amorites over to the men of Israel; and he said in the sight of Israel, “Sun, stand thou still at Gibeon, and thou Moon in the valley of Aijalon.” And the sun stood still, and the moon stayed, until the nation took vengeance on their enemies…The sun stayed in the midst of heaven, and did not hasten to go down for about a whole day.
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Alfred Dürr writes, “The composer was essentially guided by a single image from a libretto rich in ideas, namely the bright light with which Jesus the Master, upon whom God’s Spirit rests, confronts the timorous hearts of men. Consequently, the aria takes the form of a spirited gavotte whose relaxed triplet figuration does not cease even when the soprano holds a long note on the word ‘ruhn’ (‘rest’)." See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 377.
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Form (Rhyme: ABBACDDC)
Ritornello (mm. 1-16) B♭M [Fine]
A. Lines 1-3 (16-32) B♭M-FM
Rit (16-40) FM
B. Lines 5-8 (40-52) FM-Cm
Rit (52-54) Cm-Gm
B'.Lines 5-8 (54-72) Gm-B♭M
Rit da capo
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Figura corta
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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Concerning the elusive text-music relations in this movement, see note by Uwe Wolff for the Carus edition of the work. 
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In the foreword to the Carus edition of BWV 176, Uwe Wolf (with translation by David Kosviner) writes, "The first aria for soprano and strings, with its dance-like flowing melodies, provides a marked contrast to the rather martial subject of the choral fugue. A number of different interpretations have been offered regarding the textual portrayal in this Gavotte movement: was Bach envisaging Nicodemus’s prancing gait, or the “trifling manner” of the Pharisees, was it bright sunshine, or do the triplets represent the sun’s rays swathed in mist? The portrayal of individual words—like the note held over several measures on the word “ruhn” (rest)—seems almost obvious by comparison to the elusiveness of the overall interpretation.” 

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 14, p. 420 (Uwe Wolf, translated by David Kosviner). 
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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 often sets the tone (and the literary perspective) for the movement. Despite the opening text’s negative perspective (“Thy beloved radiance, normally so bright, is clouded for me”), the music of the A section is joyous, informed by the B section, whose continued use of the figura corta and triplets celebrate Nicodemus’s words with their Trinitarian implications (appropriate for Trinity Sunday): “No one can do these signs that you do, unless God is with him.” 
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B Section (Lines 5–8).
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The second half of the aria alludes to Nicodemus’s statement, “No one can do these signs that you do, unless God is with him.” Bach appears to emphasize the statement’s trinitarian implications by writing triplets and by stating the last line ("God's Spirit must rest upon him) three times in succession at the end (mm. 60–72). This line alludes to the Messianic prophecy in Isaiah 11:2: The Spirit of the Lord shall rest upon him (Luther 1545: Auf welchem wird ruhen der Geist des Herrn). 
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Here prevailing triplets apparently represent the life-giving Holy Spirit through whom such deeds are wrought (an appropriate emphasis for Trinity
Sunday) notwithstanding the murkiness of human hearts referenced in the A section. 
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●Fear keeps me from seeking God openly; yet I believe (176/4). 
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Regarding the circulo mezzo, Johann Mattheson writes, “The so-called half-circle or circolo mezzo…occurs when the formation of the notes depicts a half-circle, as it were. See Der vollkommene Capellmeister, Hamburg (1739), p. 116, cited in Dietrich Bartel, Musica Poetica. Musical-Rhetorical Figures in German Baroque Music (Omaha: University of Nebraska Press, 1997), 219.


mpeau
Highlight

mpeau
Highlight

mpeau
Highlight

mpeau
Highlight

mpeau
Highlight

Microsoft Account
Typewritten Text
Arioso

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Circulo mezzo

Microsoft Account
Typewritten Text
Ostinato-like bass repeats the half-circle ("alle") motive.
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in him may have eternal life. For God so loved the world that he gave his only Son, that whoever believes in him should not perish (Luther 1545: verloren werden) but have eternal life. (John 3:16, paraphrased here, is not part of the day’s Gospel.) The additional line refocuses the text on Jesus’ promise in the Gospel not just to Nicodemus but to all who believe ("all" emphasized with a melisma).
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Word painting: "Verloren" (literally, "lost") is set as a wandering melisma, which incorporates a version of the "alle" figure,
while the bass continues with the "circulo mezzo."
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●Courage! God promises eternal life by faith (176/5). 
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The leap of a 7th is later associated with the imperative 
"höret" ("hear"), see mm. 33–34. Here it is inverted.
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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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Text painting: A rising figure for "ermuntert euch" ("rouse yourselves"), a descending line with chromatic deviation for "furchtsam und schüchterne" (fearful and timid"). While the continuo steadfastly affirms E-flat major, the voice deviates with chromatic notes, as if timidly approaching the unshakable, objective promise of Jesus (see Martin Petzoldt, Bach-Kommentar 2:1073). 
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The leap of a 7th is earlier associated with the imperative 
"höret" ("hear"), see mm. 33–34. Here it is inverted.
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Text painting: Ascent to heaven depicted with ascending sequence by thirds.
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Word painting: Coloratura for "loben" ("extolling").
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Text painting: Ascending scale for reference to heaven.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
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Descending chromatic tetrachord—a traditional symbol of lament (see side note for more).
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Bach often used the descending chromatic fourth as the traditional symbol of lament (e.g., as the ground bass for the “Crucifixus” in the B-minor Mass). He also used its inversion to symbolize Christ’s rescue. Thus the ascending chromatic tetrachord occurs in the B-minor mass, just prior to the “Crucifixus” in the “Et incarnatus est” on the words “et homo est” (see alto, mm. 43–45). See also BWV 28/2 on “Hat dir dein’ Sünd’ vergeben” (has forgiven thee thy sins), BWV 43/9 on “zu helfen seinen Knechten” (to help his servants), 91/5 on “sein menschlich Wesen machet euch den Engels Herrlichkeit gleich” (“his human nature makes you equal to the angels in splendor”) BWV 99/3 “wenn dir der Kreuzeskelch so bitter schmeckt…obgleich die Süssigkeit verborgen steckt” (“when to you the cross’s cup tastes so bitter…although its sweetness lies hidden”), 96/6 on “den Sinn und all’ Begehren” (“our mind and all our desires [and thoughts be directed towards thee”). In 112/3 pulsing continuo bass notes ascend the chromatic fourth for “He leads me on the right road of his commandments without ceasing (“ohn Ablaß”). However, in 90/1 the ascending chromatic fourth is used for “sündlichen Verächter” (suggesting that the measure of sinful scorners’ sin is rising to full measure as referenced in the text), and in BWV 113/4 it is used for “quält] mich Zittern” (“trembling torments me”) and “[mein Herze] bräche” (my heart would break). In BWV 118 it is used for “drückt mich sehr der Sünden Last” (“the burden of sin presses down heavily upon me”). In 126/3, a chromatically ascending continuo line follows the statement about the threat of “false brethren.”
	For the significance of these the descending chromatic fourth in relation to the ascending diatonic fourth, 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).
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Eric Chafe comments on the ascent/descent patterns in this cantata and notes, “The first theme of the E-flat aria …provides another version of the ascent/descent contour from the opening movement, its first half representing "Ermuntert euch" and its second "furchtsam' und schüchterne Sinne" (Ex. 52). A descending appoggiatura line on furchtsam expands in the instrumental interludes until in measures 66–69 it recapitulates the verzagt theme (Ex. 51) from the opening movement [see no. 1, mm. 2–3] above the descending chromatic tetrachord (Ex. 53). The aria as a whole is not a da capo. For the final section in praise of the Trinity Bach joins the ascent/descent of the opening chorus and this aria in very long line that begins in C minor and ends in E flat and rushes upward, eventually moving beyond the D flat to E flat before returning downward (Ex. 54 [mm. 75–86]). See Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), pp. 212–214.
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Word painting: Coloratura for "preisen" (to "praise").
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Ob da caccia plays the opening theme, which becomes a modified ritornello, staying in E-flat major.
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The members of the Trinity are mentioned as the ultimate goal of praise "up there" (an appropriate theme for Trinity Sunday).
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The cantata ends with the last stanza of 8 in the 1653 chorale "Was alle Weisheit in der Welt" by Paul Gerhardt (1607–1676). It functions as catechismal response, identifying the praise of the triune God in heaven as the believer's ultimate goal (appropriate for Trunity Sunday). While the tune by Johann Walther (1496–1570)
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●Kingdom of heaven sought: there triune God praised (176/6). 
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 fluctuates between Dorian and Aeolian modes, in Bach's setting, "pure major harmonies prevail in a confessional tone, as if there were nothing clearer than the doctrine of the Trinity." (See Martin Petzoldt, Bach Kommentar 2:1074–1075, translated from the German original.) Bach's harmonization transitions from the previous movement's E-flat to C major (concordant with the opening movement's C minor/C major.
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The chorale's modal construction makes it appear to begin in F minor and end in C minor. Bach forces it into a tonal mold (with
many passing tones). Compare BWV  7/1, a fantasia based on the same tune.
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