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NBA I/14; BC A86
2. Day of Pentecost (BWV 173, 68, 174)
*Acts 10:42–48 (The Holy Spirit descends on the Gentiles at Cornelius’ 
house while Peter preaches)
*John 3:16–21 (God sent his Son so that the world might be saved 
through him.)
Librettist: Christiane Mariane von Ziegler (Libretto modified). 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). Only BWV 128 &
68 open with a chorale-based chorus and were later kept in the chorale 
cantata cycle. For information on von Ziegler, see notes.
FP: 21 May 1725 (St. Thomas in the morning & St. Nicholas at 
afternoon Vespers)
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●God sent his Son so all might have eternal life: 
John 3:16 (rhymed paraphrase & application) (68/1).
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Instrumentation:
Corno, also Cornetto
Trombone I, II, III
Oboe I, II
Taille
Vliolin I, II
Viola
Violoncello piccolo (see 2 notes)
SATB
Continuo, Organo
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Form: Chorus/fantasia - Aria (S) - RECIT (B) - Aria (B) - Chorus. 
The cantata centers on the B recitative. In such chiastic forms, center movements (where the mirror image begins), antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). 
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For Alfred Dürr's comments regarding the cantata as a whole, see side note. Concerning the first movement, he writes, "In the large-scale opening chorus, Bach adopts the melody by Gottfried Vopelius (1682) that belongs to the hymn, stating it in the soprano (supported by horn) and reshaping it in a remarkably expressive manner, with the result that—particularly to the modern listener who no longer knows the original melody—it hardly seems like a chorale any more. The introduction and episodes for strings, supported by oboes, develop a theme in siciliano rhythm which is independent of the chorale; and even the lower vocal parts—chordal or lightly broken up into polyphony—are largely unrelated to the chorale melody. In this way a cheerfully relaxed and amiably buoyant movement (despite the minor mode of the chorale melody) emerges that gives expression to our joy over the Pentecost miracle. As a chorale arrangement, it probably belongs among the freest that Bach ever wrote." See "The Cantatas
		  of J. S. Bach," revised and translated by Richard Jones, p. 361. The
		  chorale stanza is the first of nine in a 1675 hymn by Salomo Liscow; 
			 see below for p. 619 of the "Neu Leipziger Gesangbuch"
			 (1682).


Microsoft Account
Sticky Note
Alfred Dürr writes, "This cantata, composed for 21 May 1725, belongs among the nine compositions to texts by the poet Christiane Mariane von Ziegler with which Bach ended his second Leipzig cycle of 1724–5, a cycle mostly devoted to chorale cantatas. Later, Bach removed most of the non-chorale-based cantatas from the cycle, retaining only Cantatas 128 and 68. Those two are not genuine chorale cantatas, of course, but they open with a concerted chorale movement and are therefore related to the chorale cantata. [Martin Petzoldt points out that movements 3 and 4 of Cantata 68 allude to later stanzas in Lisow's chorale, and the beginning of no. 4 is identical with stanza 9 of "Sei fröhlich, Hertz, heut ist der Held" from the so-called Wagnerischen Gesangbuch 1697, volume 2, p. 64, which may explain why Bach did not later replace this cantata in his chorale cantata cycle as he did with other cantatas on Ziegler librettos. See Bach-Kommentar 2: 1020).]
	The text refers to the Gospel for Whit Monday, which had been read out before the performance. The first words of the reading are taken up again in the opening chorale—the first verse of the hymn by Salomo Liscow (1675). In the recitative, no. 3, reference is again made to words from the Gospel: ‘God sent His Son into the world not to condemn the world but so that the world might be saved through Him’ (John 3.17); and the concluding chorus is a literal quotation from John 3.18. The recitative words ‘With Peter, I am not presumptuous’ (no. 3) clearly allude to the Epistle reading for the day. They have been linked with Peter’s words to Cornelius (which precede the reading), ‘Stand up, I too am a man’ (Acts 10.26). Yet they might also apply to the closing words of the reading, in which Peter pacifies those Jewish followers of Jesus who were outraged that the Holy Spirit descended on the Gentiles too: ‘May anyone forbid water, that these should not be baptized, who have received the Holy Spirit just as we have?’ (Acts 10.47). This would signify that the Spirit blows where it will—even Gentile sinners against God’s commandments will partake of Him—and I am unassuming and grateful that the Saviour has not forgotten me, an idea linked to the words ‘all who believe in Him’ shall have eternal life, and taken up again in the following aria ‘Du bist geboren mir zugute.'" See The Cantatas of J. S. Bach, revised and translated by Richard P. Jones, 360–61.
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For the significance of D minor, see side note. The tonality and chromatic writing give the movement a bittersweet cast.
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D minor is of particular interest, since Martin Luther equated the second tone (secundus tonus—apparently referring to the hypodorian mode) with “poor, weak sinner.” Eyolf Østrem documents various iterations of Luther’s statements. See Østrem, Eyolf, “Luther, Josquin and des finken gesang” in The Arts and the Cultural Heritage of Martin Luther (special issue of the journal Transfiguration, Nordic Journal of Christianity and the Arts, replaces issue 4/1), ed. Nils Holger Peterson (Museum Tusculanum Press, 2002): 61. Eric Chafe understands Luther’s term in this way, writing simply that Luther “called the Dorian mode an analog of ‘poor weak sinner’ because of its use of the variable B fa/mi.” See Tonal Allegory, 39. See also Chafe, Analyzing Bach Cantatas, p. 267n33 and p. 98 (where he writes “hypodorian”).
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The instrumental introduction and interludes are thematically unrelated from the chorale tune. Most of the writing for the lower voices (which is homophonic or lightly imitative) is also unrelated. The siciliano rhythm, often associated with pastoral texts, links this movement to no. 4. While the opening chorus speaks of the Incarnation generally, no. 4 mentions Jesus' birth specifically (which naturally evokes images of shepherds). 
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Martin Petzoldt argues that
alterations to the text (here from
Scripture and in 68/2 from von
Ziegler's original words) give
the cantata a more subjective
cast. See "Bach-Kommentar"
2:1020, 1023.
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Violoncello Piccolo or Viola Pomposa. The violoncello piccolo has often been equated with the viola pomposa (whose invention has often been attributed to Bach)—see, for example, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 414. However, Karl Hochreither argues that they were not the same, as does Ulrich Prinz (see below). The violoncello piccolo appears in first or later versions of 180/3, 115/4, 139/4? (autograph score is lost), 41/4, 6/3, 85/2, 183/2, 68/2, 175/4, and 49/4 [order✓]. All except the last two are from Cantata Cycle II. However, only 180/3, 115/4, 139/4?, and 41/4 are part of chorale cantatas; the other examples from Cycle II date from after Bach’s run of chorale cantatas (BWV 1 being the last chorale cantata, for 25 March 1725). For more about this instrument, see Dürr/Jones, Die Kantaten, 35; also the article by Ulrich Prinz in J. S. Bach. Oxford Composer Companions, ed. Malcolm Boyd, pp. 496–97.
	For recent research see Andrew Talle, “Viola pomposa und Violoncello piccolo im Schaffen von J. S. Bach,” Bach-Jahrbuch 2023, pp. 11–48. 

Frauke Heinze writes, “The “small” violoncello raises problems for musicological research. Apparently this instrument, which was newly invented during Bach’s lifetime, possibly with his participation, existed in several forms and could be played in different ways. In Bach’s works the violoncello piccolo is employed exclusively as a solo instrument, and the clefs used for its notation are more varied than for any other instrument—an indication not only of the instrument’s great range (along with four-stringed instruments there were some with five strings), but also of the experimental status which the instrument possessed in Bach’s time. Just as unclear as its precise construction is the way in which it was played—it could either be played da gamba, like a cello between the legs, or da braccio, on the arm like a violin or viola.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 14, p. 394 (Frauke Heinze, translated by John Coombs). 
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Concerning the violoncello piccolo, viola pomposa, violio piccolo, and violetta, Karl Hochreither writes,

“Rendition of the numerous violoncello piccolo parts is an unsolved problem within the framework of present-day performance practice—less from the viewpoint of sound than playing technique. Often the parts are nearly unplayable on the violoncello because of their tessitura; their range, however, precludes simply transferring them to the viola. One will have to decide in individual cases whether ‘bending’ [knicken] some passages (a procedure Bach himself used in similar instances, as we have seen) would not be preferable to placing excessive demands on an instrumentalist. 
	The violoncello piccolo has often been equated with the viola pomposa [14] that (according to Forkel) Bach arranged to have built in 1724.[15] Gerber, too, mentions it in the older one of his lexicons.[16] However, in no Bach work is it explicitly required; the violoncello piccolo, on the other hand, is very frequently, appearing as solo instrument in nine cantatas.[17] The erroneous equating of viola pomposa and violoncello piccolo is probably owing to the fact that the two instruments had the same function and were interchangeable in practice. According to Gerber, the tuning of the viola pomposa was C G d a e’; the same tuning has been handed down for the five-stringed violoncello piccolo but also another: C G d a d’. 
	On the other hand, replacing the violino piccolo and the violetta with violin and viola, respectively, is unproblematic. As the notation unequivocally shows, Bach’s violino piccolo parts were intended for the Terzgeige; they were notated a minor third lower so the instrumentalist could play without difficulty on the smaller instrument (tuned a minor third higher).[18] 
	Concerning the violetta we read in Walther: ‘ . . . is a violin for the middle part, which can be played either on violas or small violas da gamba. . . . ‘[19] While there is a big solo for the violino piccolo in BWV 140 Wachet auf, ruft uns die Stimme (no. 3)[20] and Bach used the violino piccolo as a substitute for the flauto piccolo in BWV 96,[21] the violetta is used as solo substitute only once—in BWV 16 Herr Gott, dich loben wir (no. 5).[22]”

Hochreither notes to above: 
“14. See Heinrich Husmann, ‘Die Viola pomposa’ in Bach-Jahrbuch 33 (1936): 90–100.
15. See Riemann Musiklexikon, subject section, 1038; compare also Alfred Berner, article ‘Violoncello’ in Die Musik in Geschichte und Gegenwart, vol. 13, col. 1783; also Schering, Bachs Leipziger Kirchen­musik, 112–14; Dreyfus, Bach’s Continuo Group, 172–75 and Ulrich Drüner, ‘Violoncello piccolo und Viola pomposa bei Johann Sebastian Bach. Zu Fragen von Identität und Spiel­weise dieser Instru­mente’ in Bach-Jahrbuch 73 (1987): 85–112. [Translator’s note: See also Hans T. David and Arthur Mendel, eds., 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), 368 (no. 364).] 
16. Gerber, Lexicon, vol. 1, col. 90. 
17. They are BWV 6, 41, 49, 68, 85, 115, 175, 180, & 183. Only the parts in BWV 49 and 180 do not exceed the lower limits of the violas. Van der Meer assigns only the solo parts of cantatas BWV 41, 68, 115, and 175 to the five-stringed violoncello piccolo; the rest, which do not go below G, he assigns to the four-stringed violoncello piccolo tuned G d a e’. See Carel van Leeuwen Boomkamp and John Henry van der Meer, The Carel van Leeuwen Boomkamp Collection of Musical Instruments. Descriptive Catalogue (Amsterdam: Knuf, 1971), 20–23; John Henry van der Meer, Germanisches Nationalmuseum Nürnberg. Wegweiser durch die Sammlung historischer Musikinstrumente, 2nd ed. (Nürnberg, 1976), 40. Compare also Eppelsheim, ‘Instrumente,’ 128–33. 
18. See Riemann Musiklexikon, subject section, 1045–46 and Prinz, ‘Studien,’ 61–67. 
19. Walther, Lexicon, 637; see also Riemann Musiklexikon, subject section, 1038–39, and esp. Prinz, ‘Studien zum Instrumentarium Johann Sebastian Bachs mit besonderer Berücksichtigung der Kantaten’ (PhD dissertation, University of Tübingen, 1974), 83–85. Prinz, moreover, regards as untenable the proposition that, in the case of divided viola parts in a five-part string setting, the lower one (notated in the tenor clef) was intended for a larger tenor viola. The choice of clef would merely have indicated to the players their function within the musical texture (Prinz, ‘Studien,’ 71–72). 
20. NBA I/27, 173–80. 
21. BWV 96, see note 11. 
22. NBA I/4, 124–29.”

Taken from Karl Hochreither, Performance Practice of the Vocal-Instrumental Works of Johann Sebastian Bach, translated by Melvin Unger (Lanham, Maryland: Scarecrow Press, 2002), pp. 85–86. 
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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. 


Martin Petzoldt notes the disposition of the movements:
103 (Jubilate): Dictum - Recit - Aria - Recit - Aria - Chorale
108 (Cantate): Dictum - Aria - Recit - Dictum - Aria - Chorale
87 (Rogate): Dictum - Recit - Aria - [Recit] - Dictum - Aria - Chorale
128 (Ascension): Chorale - Recit - Aria/Recit - Aria - Chorale
183 (Exaudi): Dictum - Aria - Recit - Aria - Chorale 
74 (Pentecost 1): Dictum - Aria - Recit - Dictum - Aria - Dictum - Aria - Chorale
68 (Pentecost 2): Chorale - Aria - Recit - Aria - Dictum
175 (Pentecost 3): Dictum - Aria - Recit - Aria - Dictum/Recit/Arioso - Aria - Chorale
176 (Trinity): Dictum - Recit - Aria - Recit - Aria - Chorale

See Bach-Kommentar 2:901.
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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, revised and 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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Stollen 1 of chorale's bar form. Chorale line 1.
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The chorale stanza is the first of nine in a 1675 hymn by Salomo Liscow; see p. 619 of the "Neu Leipziger Gesangbuch" (1682).


mpeau
Line

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Text Box
Bass leads in even-numbered lines of the Stollen, here perhaps representin God the Father, as referenced in the text.
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For significance of F major, see side note. 
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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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68/2.
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Aria (Adapted from BWV 208/13) ●Rejoice, O my heart, because thy Jesus has come! (68/2).
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Microsoft Account
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Concerning the adaptation of this aria, Alfred Dürr writes, "The ostinato theme, originally in the continuo, is now entrusted to the violoncello piccolo, and the continuo is given a new bass part made up largely of supporting notes. The most radically altered part, however, is that of the soprano: the original, simple song-like melody turns into an extremely lively part characterized by wide intervallic leaps and embellished by numerous small melismas. Finally, Bach appends to the aria a ‘ritornello’   which the violoncello piccolo is joined by oboe and violin, and supported by continuo, in a spirited terzetto based on the instrumental theme of the aria. This ritornello was also present in the score of the Hunt Cantata as an independent instrumental piece." See The Cantatas of J. S. Bach, rev. and trans. Richard Jones, p. 360.
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F major (regarding the significance of F major,    see side note).
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Text Box
This movement was originally an aria by Pales (the Greek god of shepherds, flocks and livestock) in Bach's "Hunt Cantata," BWV 208, presumably composed in 1713 for the birthday on February 23 of Duke Christian of Saxe-Weißenfels. The oboe, violin, and continuo "ritornello" (starting at m. 53) was not part of the original movement but was appended to the end of the score. Perhaps it was played at another point in the celebration.
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Text Box
Bach modified the original text by Mariane von Zielger (as published in 1728), which itself had replaced the secular text about gamboling sheep by Salomon Franck. See side note for details.
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BWV 208/13 (Salomon Franck)
Weil die wollenreichen Herden
Durch dies weitgepriesne Feld
Lustig ausgetrieben werden,
Lebe dieser Sachsenheld!

(Because the flocks, rich in wool,
through this widely praised field
are driven out merrily,
Long live this Saxon hero!)

BWV 68/2 (Ziegler, modified by Bach)
Mein gläubiges Herze, [von Ziegler: Getröstetes Herze...]
Frohlocke, sing, scherze,
Dein Jesus is da!

Weg Jammer, weg Klagen, [von Ziegler: Weg Kummer und Plagen]
Ich will euch nur sagen:
Mein Jesus ist nah.

(O my believing heart, [von Ziegler: O comforted heart...]
Rejoice, sing, jest,
Thy Jesus is here!

Away misery! Away lamentation! [von Ziegler: Away sorrow and torments]
I would to you simply say:
My Jesus is near!)
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BWV 208/13, mm. 4–5.
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In 208/13 a 4-measure ostinato (a+b) is repeated 9 times with 
nos. 4, 5, 7 being constructed out of only the "b" part of the 
ostinato. In 68/2, the ostinato is repeated 13 times with nos. 6, 9,
and 12 consisting of only the "b" part. (See full scores of both.)
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concluding
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material
imitatively.
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Form of 68/2 (Rhyme: AAB-CCA)
Ostinato 1a+b (mm. 1-4) FM
Line 1-2/Os2a, O2b (5-8) FM
Lines 1-3/Os3a+b (9-12) FM
Lines 1-3/Os4a+b (13-16) FM-CM
Ostinato 5a+b (17-20) CM
Lines 4-6/Os6b+b (21-24) C7-Dm
Lines 4-6/Os7a+b (25-28) Dm
Ostinato 8a+b (29-32) Dm
Lines 4-6/Os9b+b (33-36) Dm-FM
Line 1-2/Os10a, O10b (37-40) FM
Lines 1-3/Os11a+b) (41-44) FM
Line 2/Os12b+b53- (45-48) B♭M-FM
Lines 1-3/Os13a+b (49-52) FM
Ritornello (53-79) FM
introduces violin, violoncello piccolo, which treat the material imitatively, accompanied by continuo.
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The first part of the text is presented as a kind of "Devise" or motto. See side note for more. 
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Bach modifies the original aria into a kined of “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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von Ziegler 1728 publication: "Getröstetes"
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Bach completely rewrites the vocal line and adds a continuo line. 
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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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Meredith Little and Natalie Jennie write that the aria “appears to feature two dance rhythms going on simultaneously at two different metric levels. The violoncello piccolo begins in gavotte rhythms, then the soprano enters in bourée rhythms as the gavotte rhythms continue simultaneously.” See Meredith Little and Natalie Jenne, Dance and the Music of J. S. Bach, expanded ed. (Bloomington: Indiana University Press, 2001), p. 214, also p. 224.
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acet to m. 53. 



J.S. Bach - Church Cantatas  BWV 68

14

Microsoft Account
Typewritten Text
11.

Microsoft Account
Typewritten Text
14.

Microsoft Account
Typewritten Text
17.

Microsoft Account
Typewritten Text
19.

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
B Section.

Microsoft Account
Typewritten Text
4)

Microsoft Account
Typewritten Text
5) 

Microsoft Account
Typewritten Text
6)

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
G(7)

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
C major



J.S. Bach - Church Cantatas  BWV 68

15

Microsoft Account
Typewritten Text
22.

Microsoft Account
Typewritten Text
24.

Microsoft Account
Typewritten Text
27.

Microsoft Account
Typewritten Text
29.

Microsoft Account
Typewritten Text
7)

Microsoft Account
Typewritten Text
8)

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
Chromatic inflection.



J.S. Bach - Church Cantatas  BWV 68

16

Microsoft Account
Typewritten Text
32.

Microsoft Account
Typewritten Text
34.

Microsoft Account
Typewritten Text
37.

Microsoft Account
Typewritten Text
39.

Microsoft Account
Typewritten Text
9)

Microsoft Account
Typewritten Text
10)

Microsoft Account
Typewritten Text
11)

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
G7

Microsoft Account
Typewritten Text
F(7)

Microsoft Account
Typewritten Text
F(7)

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
C(7)

Microsoft Account
Typewritten Text
von Ziegler 1728: "Weg Kummer und Plagen"

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
von Ziegler 1728 does not have this da capo repetition of the opening text.



J.S. Bach - Church Cantatas  BWV 68

17

Microsoft Account
Typewritten Text
42.

Microsoft Account
Typewritten Text
44.

Microsoft Account
Typewritten Text
47.

Microsoft Account
Typewritten Text
49.

Microsoft Account
Typewritten Text
12)

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
G(7)

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
B-flat major
deceptive

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
A(7)

Microsoft Account
Typewritten Text
13)



J.S. Bach - Church Cantatas  BWV 68

18

Microsoft Account
Typewritten Text
51.

Microsoft Account
Typewritten Text
53.

Microsoft Account
Typewritten Text
56.

Microsoft Account
Typewritten Text
59.

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Vln I
enters

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Ob enters 1 octave up (see full score).s

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Text Box
This movement was originally an aria by Pales (the Greek god of shepherds, flocks and livestock) in Bach's "Hunt Cantata," BWV 208, presumably composed in 1713 for the birthday on February 23 of Duke Christian of Saxe-Weißenfels. The "ritornello" starting here was not part of the original movement but was appended to the end of the score. Perhaps it was played at another point in the celebration. See Alfred Dürr, The Cantatas of J. S. Bach, rev. and trans. Richard Jones, p. 804.
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The reason for Bach's decision to append this imitative trio (with thematic material based on the original bass ostinato) may lie in the prescribed biblical readings 
for the day. The Gospel reading (God sent his Son to give eternal life to all who believe) is taken from the longer account of Jesus' conversation with Nicodemus, 
in which Jesus asserts that one must be born "of water and the Spirit" (John 3:5). All three members of the Trinity are mentioned. Somewhat similarly, the Epistle 
of the day speaks of the interrelationship among God the Father, Son, and Spirit. Thus, the trio may represent the Trinity. 
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●Christ came not to judge but save; no one excluded (68/3).
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Liscow hymn, stanza 7: 
Erschrecket mich auch das Gericht,
Vor welchen ich nicht kan bestehen,
Weil mein Gewissen selber spricht:
Ich soll hin zum Verdamten gehen.
Doch wird mein Jesus mich nicht richten,
Sein Blut wird meine Sünde schlichten.
Und ist kein Leid, das mich betrübt,
Den Gott und auch sein Jesus liebt.
("Neu Leipziger Gesangbuch," 1682, p. 622.
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Even if the judgment frightens me,
Before which I cannot stand,
Since my conscience itself says:
I shall go to the condemned.
Yet my Jesus will not judge me,
His blood shall mediate my sin.
And there is no sorrow that grieves me,
Whom God loves, and also his Jesus.
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Martin Petzoldt notes that the third movement alludes to the seventh stanza of Liscow's hymn. See "Bach Kommentar" 2:1020.
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Text Box
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). Divine judgment is averted through the mediation of Christ. The phrase "I am not presumptuous with Peter" may allude to Peter's predilection for presumptuous statements (see note). On the other hand, it could be understood to mean that Peter rejected presumptuousness, thus alluding to the day's Epistle, in which Peter realizes that the gift of the Holy Spirit is not for Jewish believers alone, a truth confirmed by the Spirit "falling on Peter's listeners." Some writers think the text alludes to Peter's refusal to be worshiped, saying, "I too am a man." See note.
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Acts 10:25–36, *43–45. When Peter entered, Cornelius met him and fell down at his feet and worshiped him. But Peter lifted him up, saying, “Stand up; I too am a man.” And as he talked with him, he went in and found many persons gathered; and he said to them, “You yourselves know how unlawful it is for a Jew to associate with or to visit any one of another nation; but God has shown me that I should not call any man common or unclean. So when I was sent for, I came without objection. I ask then why you sent for me.” And Cornelius said, “Four days ago, about this hour, I was keeping the ninth hour of prayer in my house; and behold, a man stood before me in bright apparel, saying, ‘Cornelius, your prayer has been heard and your alms have been remembered before God. Send therefore to Joppa and ask for Simon who is called Peter; he is lodging in the house of Simon, a tanner, by the seaside.’ So I sent to you at once, and you have been kind enough to come. Now therefore we are all here present in the sight of God, to hear all that you have been commanded by the Lord.” Peter opened his mouth and said: “Truly I perceive that God shows no partiality, but in every nation any one who fears him and does what is right is acceptable to him. You know the word which he sent to Israel, preaching good news of peace by Jesus Christ…To him all the prophets bear witness that every one who believes in him receives forgiveness of sins through his name.” While Peter was still saying this, the Holy Spirit fell on all who heard the word. And the believers from among the circumcised who came with Peter were amazed, because the gift of the Holy Spirit had been poured out even on the Gentiles. (Also Acts 10:47.)

It is noteworthy that this reading is preceded by the story of Peter's dream in which he is told to eat ceremonially unclean animals and reptiles and birds as God's way of preparing him to preach the Gospel to the Gentiles at Caesarea.

Matthew 10:31– 35. Then Jesus told them, “This very night you will all fall away on account of me, for it is written: “‘I will strike the shepherd, and the sheep of the flock will be scattered.’  But after I have risen, I will go ahead of you into Galilee.” Peter replied, “Even if all fall away on account of you, I never will.” “Truly I tell you,” Jesus answered, “this very night, before the rooster crows, you will disown me three times.” But Peter declared, “Even if I have to die with you, I will never disown you.” And all the other disciples said the same.

Matthew 14:25–31. Shortly before dawn Jesus went out to them, walking on the lake. 26 When the disciples saw him walking on the lake, they were terrified. “It’s a ghost,” they said, and cried out in fear. But Jesus immediately said to them: “Take courage! It is I. Don’t be afraid.” “Lord, if it’s you,” Peter replied, “tell me to come to you on the water.” “Come,” he said. Then Peter got down out of the boat, walked on the water and came toward Jesus. 30 But when he saw the wind, he was afraid and, beginning to sink, cried out, “Lord, save me!” Immediately Jesus reached out his hand and caught him. “You of little faith,” he said, “why did you doubt?”
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daß mein Heyland mich ohnmöglich kan vergessen"
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von Ziegler 1728: "Durch die besondre Lieb und Huld, Als Mittler zwischen Gott und Menschen, völlig schlichten." 
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A chromatically descending bass is traditionally associated with lament; here it points to the Passion of Christ as mediator, as referenced in the text. 

Microsoft Account
Line

Microsoft Account
Rectangle

Microsoft Account
Rectangle

Microsoft Account
Text Box
Text painting: the 
reference to "Jesus 
not forgetting" is depicted with a figure reminiscent
of the first move-
ent's ritornello. Here it is "remembered" by the singer, then by the continuo.
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Bach's libretto shortens von Ziegler's 1728 published text by one line and modifies the end.
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The text here seems to allude to the Gospel reading of the day:

John 3:17–18. God sent the Son into the world, not to condemn the world, but that the world might be saved through him. He who believes in him is not condemned; he who does not believe is condemned already, because he has not believed in the name of the only Son of God. (Also Jn. 5:22–24.)

Compare John 9:39.  Jesus said, “For judgment I came into this world, that those who do not see may see, and that those who see may become blind.”
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Literally: "He came not only to judge the world." = John 3:17. See side note.
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 (Taken from BWV 208/7)
●Confession of faith: sufficiency of Christ’s salvation (68/4).
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The text of the original, secular model is very different in content and poetic structure. As a result, Bach had to alter the music greatly in the B section (see below). To compare the two texts and to identify allusions to Liscow's hymn stanzas 8 & 9, see side note. 
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BWV 208/7
Ein Fürst ist seines Landes Pan!
Gleichwie der Körper ohne Seele
Nicht leben, noch sich regen kann,
So ist das Land die Totenhöhle,
Das sonder Haupt und Fürsten ist
Und so das beste Teil vermisst.

(A prince is Pan of his country!
Just as the body without the soul
cannot live nor stir,
so is that country a dead man’s grave 
that is without its head and prince
and in this way, is lacking its best part.)

BWV 68/4
Du bist geboren mir zugute,
Das glaub ich, mir ist wohl zumute,
Weil du vor mich genung getan.
Das Rund  der Erden mag gleich brechen,
Will mir der Satan widersprechen,
So bet ich dich, mein Heiland, an.

(Thou art born for my benefit,
This I believe and am in good spirits,
Because thou hast done enough for me.
Even if the circle of the earth should break,
Should Satan oppose me,
Yet I will worship thee, my Savior.)

Liscow Hymn Stanzas 8 & 9
8. Fällt endlich gar der Himmel ein,
Und wil die Erde mich nicht tragen,
So wird doch Gott mein Himmel seyn,
Und mir die Stelle nicht versagen.
Bey ihn in Ewigkeit zu bleiben,
Mich wird kein Feind von ihm vertreiben.
Und ist kein Leid, das den betrübt,
Den Gott und auch sein Jesus liebt.

(Should finally even the sky collapse,
And the earth no longer bear me,
Then surely God will be my heaven,
And not deny me my place
To abide with him forever.
No enemy shall drive me from him.
And there is no sorrow that grieves me,
Whom God loves, and also his Jesus.)

9. So bleib ich nun gantz unverletzt,
Weil Gottes Liebe mich bedecket,
Wenn gleich Tod, Teufel an mich setzt
Und mich der Höllen Schlund erschrecket,
Was grausam ist, das muß verschwinden,
Ich aber doch den Himmel finden.
Und ist kein Leid, das mich betrübt,
Weil mich mein Gott und Jesus liebt.

(So then I remain completely unscathed,
Because God’s love covers me,
Though death and the devil set upon me
And the maw of hell frightens me.
Whatever is horrifying, that must disappear,
I, however, surely find heaven.
And there is no sorrow that grieves me,
Because my God and Jesus loves me.)

See Neu Leipziger Gesangbuch, 1682, p. 622. 
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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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C seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in BACH – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
	Concerning the Ionian mode (C major), Johann Mattheson wrote, “It is the most natural, innocent, and not the least among the modes.” See 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. 234. See also pp. 240–241 for more on C major (Ionian) specifically. 
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The woodwind trio and  the siciliano-like rhythm suit the pastoral text of the original secular model (BWV 208/7, an aria sung by Pan, the god of shepherds and flocks) as well as the new text, which references Jesus' birth (an event associated with shepherds) and perhaps also reminded listeners of Jesus' words, "I am the good shepherd."
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Literally: "For you have done enough for me." Bach repeats the word "genug" ("enough"). See side note for more.
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Michael Marissen and Daniel Melamed write, 

The expression “genug getan,” in this context, is a reference to the technical term “Gegugtuung” (“doing [legal] satisfaction,” in its specific theological sense: namely, the atonement effected by Jesus’s dying on the cross for humankind’s sin, in accordance with the belief that Jesus’s suffering was a sacrifice serving as the penalty owed to God for sin). As Luther fundamentally expressed it, in Crucigers Sommerpostille of 1544 (a printed collection of Luther’s sermons), “Das Wort Genugtuung [sollte] deuten, dass Christus hat für unsere Sünde genug getan” (“The word ‘Genugtuung’ [should be] interpreted [against ‘the Papists,’ as to capture the sense] that Christ has atoned [or, ‘has made satisfaction’; literally, ‘has done enough’] for our sin”).

See https://bachcantatatexts.org/BWV68.htm, accessed 11 May 2023.
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B Section. This section is reworked from the original secular model and is extended by reworking the closing ritornello of 208/7 into a da capo (with opening text, starting at m. 62), modified to end in C major.
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The reference to Satan as accuser is reminiscent of biblical passages such as Revelation 12:10 and Job 1:1–10, 20. See note.  
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Rev. 12:10. Now the salvation and the power and the kingdom of our God and the authority of his Christ have come, for the accuser of our brethren has been thrown down, who accuses them day and night before our God. 

Job 1:1–11. There was a man in the land of Uz, whose name was Job; and that man was blameless and upright, one who feared God, and turned away from evil. 2 There were born to him seven sons and three daughters. 3 He had seven thousand sheep, three thousand camels, five hundred yoke of oxen, and five hundred she-asses, and very many servants; so that this man was the greatest of all the people of the east. 4 His sons used to go and hold a feast in the house of each on his day; and they would send and invite their three sisters to eat and drink with them. 5 And when the days of the feast had run their course, Job would send and sanctify them, and he would rise early in the morning and offer burnt offerings according to the number of them all; for Job said, “It may be that my sons have sinned, and cursed God in their hearts.” Thus Job did continually. 6 Now there was a day when the sons of God came to present themselves before the Lord, and Satan[a] also came among them. 7 The Lord said to Satan, “Whence have you come?” Satan answered the Lord, “From going to and fro on the earth, and from walking up and down on it.” 8 And the Lord said to Satan, “Have you considered my servant Job, that there is none like him on the earth, a blameless and upright man, who fears God and turns away from evil?” 9 Then Satan answered the Lord, “Does Job fear God for nought? 10 Hast thou not put a hedge about him and his house and all that he has, on every side? Thou hast blessed the work of his hands, and his possessions have increased in the land. 11 But put forth thy hand now, and touch all that he has, and he will curse thee to thy face.”

Job 1:20. Then Job arose, and rent his robe, and shaved his head, and fell upon the ground, and worshiped. 
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This section is greatly reworked from its model. Compare BWV 208/7, m. 28ff.
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The closing ritornello of the model (208/7) is reworked into a modified da capo, ending in C major.
Thus the opening words are re-emphasized.
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●Judgment escaped by faith in the Son: John 3:18 (68/5). Like the opening movement, the text is
taken from the day's Gospel reading.


Microsoft Account
Typewritten Text
1.

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
Alfred Dürr writes, "The work concludes with a motet-like chorus in which the voices are reinforced not only by the strings and oboes used beforehand but also by a
choir of trombones, with the cornett as their treble instrument. It takes the form of a double fugue, opening with the first subject [S1] on ‘Wer an ihn gläubet, der wird nicht gerichtet’, after which, sixteen bars later, we hear the former countersubject [CS] as an independent second subject [S2] to the words ‘wer aber nicht gläubet, der ist schon gerichtet’; the two subjects are then combined. Finally, in the last bars of the movement, the first subject is sung to a new text, ‘denn er gläubet nicht an den Namen des eingebornen Sohnes Gottes’. Like many early cantatas or cantata movements by Bach, the chorus ends piano, according to Bach’s explicit instruction." See "The Cantatas of J. S. Bach," revised and translated by Richard Jones, 361–62.
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The strict contrapuntal writing (instruments colla parte), reinforced with syncopations, reflects the dogmatic character of the text, a warning that contrasts directly with the opening movement.
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The rising order of entries (B-T-A-S) suggests ascent into paradise (compare the reverse order of entries for the opposite text at m. 17).
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Countersubject becomes Subject 2 for the opposite sentiment, reflected in the reverse order of entries (S-A-T-B suggests descent into perdition).
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In Mariane von Ziegler's libretto as published in 1728, another aria follows at this point: "Weg mit der Welt und allen ihren Wesen." See Werner Neumann, Johann Sebastian Bach Sämtliche Kantaten Texte (Kassel: Bärenreiter, 1967), p. 172.
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Al    -    so             hat             Gott             die              Welt ge - liebt.
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Helmuth Rilling notes, "In comparing the opening line of the soprano from the first movement with this final phrase, there are evident similarities. Bach the theologian says in his music that while the statement 'one who does not believe will be judged' is harsh, he reminds us that there remains the hope of the opening chorus 'God so loved the world.' See The Oregon Bach Festival Master Class Lectures, vol. 3 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 197.    




