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Bach had become Konzertmeister 2 March 1714, with the duty of composing one cantata per month.
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NBA I/13; BC A81a-c
Pentecost (BWV 172, 59, 74, 34)
*Acts 2:1–13 (Outpouring of the Holy Spirit)
*John 14:23–31 (Jesus’ farewell: He promises to send the 
Holy Spirit)
Librettist: probably Salomo Franck (see side notes)
FP: 20 May 1714 (Weimar Palace Chapel). For repeat
performances, see note. In these performances 
Bach sometimes chose the key of 
C major, sometimes D major (see note). 
NB: Weimar used Chorton 
pitch (see note). 
Regarding the tonal scheme of 
the work, see note at the very end.
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●Resound ye songs! God prepares souls as his temples (172/1). A da capo festive 
chorus that is largely chordal or in free polyphony (the middle section is imitative); concerto structure (instruments in alternation).
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Festive Instrumentation:
Tromba I, II, III
Timpani
Flauto traverso (in D major version)
Oboe (also Oboe d'amore in 
D major version)
Vln I, II
Vla I, II
Fagotto
SATB
Violoncello
Continuo
(Loss of autograph score
and many ms. parts make
it difficult to know the
exact instrumentation
for various 
performances.)
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Bach had become Konzertmeister 2 March 1714, with the duty of composing one cantata per month. Extant cantatas for Bach's new responsibilities as Konzertmeister include BWV 182 (25 March 1714), BWV 12 (22 April), and BWV 172 (20 May). Cantata 12 perhaps reflects that this may have still been a time of grieving for Bach—about a year earlier, he and his wife had lost twins: Johann Christoph at birth
			      (23 February 1713) and Maria Sophia at 3 weeks  (15 March 1713). 
			      In any case, Martin Petzoldt argues that the three cantatas are similar
			      in a number of respects, including their structures, their focus on a 
				       primary metaphor (here the dwelling of the Spirit), and
				       ending with chorales that function more as catechismal
				       response than as a response by the congregation. See
						    "Bach-Kommentar," vol. 2, 822, 965.
						     All of the movements relate in some 
way to the Trinity (a prominent theme of Pentecost). Regarding Bach's use of chiastic form, see note.
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Bach often used chiastic (x-shaped/ symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 
	Martin Petzoldt outlines how the movements reflect the Trinity:
No. 1 is tripartite in form.
No. 2 is from the Gospel of the day, in which Jesus promises divine indwelling by the Spirit.
No. 3 addresses the Trinity.
No. 4 speaks of the Spirit's role as creator and comforter.
No. 5 speaks of the Spirit in terms revival, love, and faith in a duet structure consisting of 3 strophes, which also contain a (shortened) instrumental citation of the chorale "Komm, Heiliger Geist, Herre Gott" (Come Holy Ghost, Lord God).
No. 6 is the 4th stanza of "Wie schön luechtet der Morgenstern, perhaps chosen because of its Trinitarian structure: 1) God's ray of joy (depicted by a violin descant), 2) the three-fold means of help: Christ's Word, baptism [Spirit], and Eucharist [body and blood], and 3) the work of the Spirit. 
No. 7 is a repetition of the opening chorus (confirmed in the D major version).
	Petzoldt also outlines the chiastic form of Cantata 172:
1/7. Song of praise for the “time of salvation”
2. Trinitarian Word of Christ vs. 6. Trinitarian answer in the chorale
3. Pray for indwelling of triune God vs. 5. Conversation between believing soul and Holy Spirit
4. Adoration of holy God, who is Spirit of creation, salvation, and sanctification. 
See Bach-Kommentar, vol. 2, p. 965–66.
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Bach employs festive orchestration, reflecting text references to singing and strings, with antiphonal/
echo effects (trumpets - winds & strings - choir) suggested by the word "erschallet" (resound). This close
connection to the text may also be the reason that there is no opening sinfonia (unlike BWV 182 and BWV 12, his previous 2 cantatas). See Dürr/Jones, "The Cantatas of J. S. Bach," 348, Petzoldt, "Bach-Kommentar," 966. The triple meter suggests a joyful dance.
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Like the 2 previous cantatas composed in Bach's new position as "Konzertmeister" in Weimar (BWV 182 & 12), Cantata 172 begins with a spiritual metaphor, in this case, the Spirit's indwelling of the believer, which ushers in the "blessed time," a reference to such scriptures as 2 Corinthians 6:2: "Behold, now is the acceptable time; behold, now is the day of salvation." See Petzoldt, "Bach-Kommentar," vol. 2, 967.
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The main librettist for Bach’s Weimar cantatas was Salomo Franck,  court librarian, consistorial secretary, numismatist, and poet, whose Evangelisches Andachts-Opffer (published in 1715) offered librettos of the new Neumeister type. See Christoph Wolff, Bach the Learned Musician,  p. 162: BWV 132, 152, 155, 80a, 31, 165, 185, 161, 162, 163. 
	Salomo [Salomon] Franck (1659–1725) was the court poet in Weimar. “In 1701 he became consistorial secretary at the court of Weimar; he rose before long to the rank of chief consistorial secretary and also supervised the ducal library and coin collection. In addition to his administrative duties at Weimar, Franck served as the court’s poet in residence....He wrote the librettos for most of Bach’s Weimar cantatas.” (Joshua Rifkin in Grove Music Online, accessed 13 November 2021) 
	As Martin Petzoldt notes, one feature of the libretto for Cantata 172 is the alliteration in the frequent use of the “v” sound, probably suggested by its prevalence in the vox Christe text of movement 2 (part of the day’s Gospel reading). Taken sequentially, the words are: 
No. 1: will, 
No. 2: wer, wird, Wort, (Vater), wird, wir, werden, Wohnung, 
No. 4: durchwehet, (vergehet) 
No. 5: warten, Himmelswind, wehe, erquicke, Wollust, (vergeh), wenn, willkommen, 
No. 6: (von), wenn, Wort, erquicken, warme, werd, Wort.
These are highlighted here in the score.
	Petzoldt suggests, that the librettist would have been aware of the relationship between the sound of “k” in the cantata’s key word “Komm” (come) with its Latin equivalent, the “v” of “venire” (come) and “ventus” (wind). See Petzoldt, Bach Kommentar, vol. 2, p. 973. 
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“Taken together, the impressive series of cantatas written between 1713 and 1716 amount to a systematic exploration of nearly all compositional possibilities that could be drawn into vocal-instrumental music—in terms of genre, form, technique, scoring, and texture on the broader level, and metric-rhythmic patterns, key choices, thematic treatment, and harmonic designs on the narrower. Of particular importance to Bach was the challenge of matching prose and poetry of the cantata librettos at his disposal. The texts by Neumeister, Lehms, and Franck offered cantata forms based on combinations of such diverse literary sources as biblical quotations, modern poetic verses, and traditional hymns. Although three general patterns prevail..., the distribution, sequence, and type of movements exhibit an overall formal flexibility.” (Christoph Wolff, Johann Sebastian Bach. The Learned Musician, p. 166.) 
	“Musically the works are of particular importance for the development they show in Bach’s personal style of writing for voices and instruments. The recitatives contain extensive arioso sections to begin with, but these gradually disappear (although the combinatorial element was to remain typical of Bach throughout his life); the arias become longer, in free or (more usually) strict da capo form and occasionally using more complex structures. The choruses embrace a multiplicity of formal principles, among them fugue and canon (no. 182), passacaglia (12), concerto (172), motet (21) and French overture (61). Also notable are the overlapping of instrumental and vocal formal schemes (the use of Chor- and Vokaleinbau) and instrumental quotations of chorale melodies. The extraordinarily colourful instrumentation is especially characteristic: within the smallest of performing ensembles Bach tried out a great variety of combinations, for example recorder, oboe, viola d’amore and viola da gamba in Cantata no. 152. Following the Italian ideal, his orchestral writing moved away from the French practice of five-part writing, with two violas, which predominates in the early cantatas towards a more flexible four-part style. Instead of the harmonic weight of the middle voices in five-part writing Bach provided a rhythmically and melodically active viola part that is particularly characteristic.” (Christoph Wolff article in Grove Music Online. Accessed 16 November 2021.)


Microsoft Account
Typewritten Text
Ascending triad

Microsoft Account
Typewritten Text
Trp I

Microsoft Account
Typewritten Text
Trp I & Vln I
alternate wave-like 
figure.


Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Vln I

Microsoft Account
Sticky Note
Franck’s Librettos
Alfred Dürr writes, “From 2 March 1714 onwards Bach’s output of cantatas is easier to survey, for on that day Bach, then chamber musician and organist at the Weimar court, was appointed Concertmaster by Duke Wilhelm Ernst of Saxe-Weimar, with the attendant duty of composing and performing his own cantatas monthly in order to relieve the ailing Capellmeister Johann Samuel Drese. From that time until Drese’s death on 1 December 1716, Bach as a rule composed a new cantata every four weeks. The following cantatas survive from this period:
1714: BWV 182, 12, 172, 21, 61, 63, 152
1715: BWV 80a (?), 31, 165, 185, 163, 132
1716: BWV 155, 161, 162, 70a, 186a, 147a
Note: Details, together with discussion of questionable dates and gaps in transmission, are given in Alfred Dürr, Studien über die frühen Kantaten Johann Sebastian Bachs, 2nd rev. edition of dissertation first published in 1951 (Wiesbaden: Breitkopf und Härtel, 1977), 63 ff. Various modifications to Dürr’s chronology have since been proposed by Andreas Glöckner, ‘Zur Chronologie der Weimarer Kantaten J. S. Bachs,’ Bach-Jahrbuch 1985, 159–64, by Klaus Hofmann, ‘Neue Überlegungen zu Bachs Weimarer Kantaten-Kalender,’ Bach-Jahrbuch 1993, 9–29, and by Yoshitake Kobayashi, ‘Quellenkundliche Überlegungen zur Chronologie der Weimarer Vokalwerke Bachs,’ in Karl Heller und Hans-Joachim Schulze, editors, Das Frühwerk Johann Sebastian Bachs (Cologne: Studio, 1995).” 
See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 14.

Uwe Wolf writes, “[Franck’s first] cycle was versified for 1715, but only a part of it was played during that year. Prince Johann Ernst von Sachsen Weimar died on 1 August 1715, namely, while traveling. After that, a period of national mourning was heralded on 11 August. As a result, figurate music ceased to be performed in the Hofkirche until 10 November, 1715. The cantata texts that were not heard in171 5—among them, that of BW 161—were first set to music and performed in the following year, 1716.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 13, p. 576 (Uwe Volf, translated by Linda Marianiello). Uwe Wolf cites Andreas Glöckner, “Zur Chronologie der Weimarer Kantaten Johann Sebastian Bachs,” in: Bach-Jahrbuch, 1985. 

Christoph Wolff writes, “With Franck providing the librettos for nearly all of Bach’s cantatas written in Weimar from 1714 on, the composer was given the chance to work with lyrics of very high quality, in both form and content.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 165. 
	In Leipzig, Bach returned to using Franck’s librettos in Cantatas 168 (29 July 1725), 164 (26 August 1725), and 72 (27 January 1726). It is noteworthy that Franck died on 11 July 1725. Perhaps his death prompted Bach to take up a Franck’s librettos again. 

As to the cantatas’s instrumentation for the Weimar castle chapel (the Himmelsburg), Christoph Wolff writes, “Beginning in 1715 and in line with their chamber-music-like qualities, Bach conspicuously de-emphasizes the role of the chorus by confining it to plain concluding chorales (BWV 132, 155, 161–63, 165, and 185).” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 166. 
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Alfred Dürr writes, “In his setting, Bach seeks to emphasize the festive character of the Pentecost text. As a result, the work acquires a notably ‘secular’ character, particularly in the opening chorus: indeed, it is not wholly unthinkable that this chorus might be drawn from a lost congratulatory cantata. On the other hand, it might have been Bach’s desire to exhibit the full diversity of his stylistic resources, as well as his own capabilities, that induced him to employ a different compositional principle in each of the opening choruses of a series of cantatas begun in 1714, not excluding the festive concerto movement as illustrated here. In this opening chorus, cast in pure da capo form, the trumpets, with drums as their bass instrument, and the strings plus oboe form antiphonal choirs of instruments, to which the vocal choir is added as a third participant after the introductory ritornello. The texture is predominantly chordal or freely polyphonic, changing in the middle section to imitative polyphony sung by the choir, doubled by strings (the trumpets are here silent). In this bipartite, motet-like middle section, it is charming to observe how Bach first builds the imitative texture upwards from the bass, only to lead it downwards again from the soprano in the second half.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp.–348.
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In the foreword to the 2008 Carus edition of BWV 172, Ulrich Leisinger (with translation by John Coombs) writes, “The cantata Erschallet, ihr Lieder…appears to have been one of Bach’s favorite works, because it was later performed several times at Cöthen and at Leipzig, where it was integrated into the first annual cycle of cantatas. Owing to the loss of the original score and the number of performances, which necessitated adaptation to comply with local conditions, and therefore the writing of replacement and additional parts in different keys, the original musical text is difficult to establish. The original parts reveal at least four different versions, some in C major, others in D major. On musical grounds it is not impossible that the 1st, 3rd and 4th movements of this work originated as a festive secular cantata.
	“At Weimar the cantata was performed in 1714 in C major; the writing of two new parts for bassoon and cello, by an otherwise unknown copyist, could indicate a performance at Cöthen between 1717 and 1723, or possibly the material was lent out for performance elsewhere. Since the voice parts, the second violin part, the continuo and woodwind parts of the earliest version have not survived, the musical text of the Weimar version cannot be reconstructed in every detail. On Pentecost Sunday 1724, which fell on 28 May, this cantata was performed in Leipzig for the first time. On that occasion new parts in D major were used, as a result of a difference in pitch between Weimar and Leipzig. For the performances, which took place on Pentecost Sunday 1731 at St. Nikolai in the morning and at St. Thomas in the afternoon, Bach had additions made to the Weimar material. Presumably his principal copyist, Johann Ludwig Krebs, had the use of the original full score, now lost, because the parts contain no noticeable copying errors, such as would probably have occurred had they been retransposed from D Major. Bach himself wrote out only the unnamed obbligato part of the 5th movement, possibly because this had originally been intended for a transposing instrument (oboe d’amore?); perhaps Bach merely wanted to embellish the melody more than previously. A later performance in Leipzig, whose date is uncertain, is indicated by an additional autograph part, in which Bach allotted the two obbligato parts of the 5th movement to the organ.…
	“In some performances Bach repeated the opening chorus at the end. This repetition is indicated in the original parts.… “The libretto printed for the performance on 13 May 1731 shows clearly that at the later Leipzig performance the cantata ended with the chorale, the opening chorus not being repeated.

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 14, pp. 256–257 (Ulrich Leisinger, with translation by John Coombs).

Chorton (choir pitch) vs. Kammerton (chamber pitch)
Alfred Dürr writes, “Chorton (‘choir pitch’) [is a] pitch standard a tone to a minor 3rd higher than the Kammerton (‘chamber pitch’) introduced from France. Up to the beginning of the eighteenth century the notation of church music was generally based on Chorton. The fact that organs, due to the length of their pipes, could not be retuned in the modern Kammerton induced Bach and his contemporaries to employ double notation in their church compositions: either the woodwind instruments (in Kammerton) received a part notated higher than the rest of the ensemble (Bach’s practice before 1723) or the organ received a part notated lower (Bach’s practice in Leipzig). The problems for present-day performance practice that arise from this state of affairs are at times hard to resolve. Evidence of surviving organs at Chorton suggests that they were pitched at an average of a1 = 465 hertz (the modern pitch standard is a1 = 440). By about 1700, the more common level of Kammerton was a1 = 415, but a1 = 403 and even a1 = 390 (known as tief-Kammerton, or deep chamber pitch) were also of frequent occurrence.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 953. 

Repeat performances included 1 June 1721 at St. Nicholas and St. Thomas in Leipzig (Bach substituting for Johann Kuhnau—see Christoph Wolfff, Bach's Musical Universe,  349n1), 28 May 1724 (St. Nicholas in morning, St. Thomas at Vespers), 13 May 1731 (St. Nicholas in the morning, St. Thomas at Vespers); possibly also 5 June 1718 in Köthen (St. Agnes). There is evidence that, in Leipzig, Bach paired Cantata 172 with 59 (no. 59 coming after the sermon). See Wolff, Bach the Learned Musician, 269. 
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76. This contrasting middle section is in (motet-like) imitative polyphony. The strings/winds double
/ fn D the voices, the trumpets are silent. The plurality of souls and temples mentioned in the text
apparently prompted Bach to employ imitative texture, where the vocal lines accumulate, one g
upon the other. In the bass & alto, the theme comes to a cadence with a hemiola rhythm; in the
A tenor and soprano (and later in the bass and alto), the syncopations are extended. The
rhythmic and harmonic complexity of the texture depict the "cleansing" preparation of souls for
‘mdivine indwelling.The text is rooted in biblical passages such as 1 Corinthians 6:9: "Do you not
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As explained in the note about the librettist, Salomo Franck (above), the libretto makes much use of the alliterative of the "w/v" sound, which are
highlighted here. The text references both Old and New Testaments (see note).
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Martin Petzoldt suggests that Bach is depicting God's process of preparing human hearts/souls for divine indwelling by representing the two-fold nature of Christ (the ascending series of entries representing Christ's humanity, the descending series of entries, his divinity). See Bach Kommentar, vol. 2, 968.
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Psalm 33:1–3. Rejoice in the Lord, O you righteous! Praise befits the upright. Praise the Lord with the lyre, make melody to him with the harp of ten strings! Sing to him a new song, play skilfully on the strings (Luther 1545: Saitenspiel), with loud shouts. (Also Psalm 57:8–9, 81:2–3, 149:2–3.)
Zechariah 2:10–11. Sing and rejoice, O daughter of Zion; for lo, I come and I will dwell in the midst of you, says the Lord. And many nations shall join themselves to the Lord in that day, and shall be my people; and I will dwell in the midst of you, and you shall know that the Lord of hosts has sent me to you. (Also Zech 8:3, 8:8, Ezekiel 43:9.)
Revelation 21:3. …Behold, the dwelling of God is with men. He will dwell with them, and they shall be his people, and God himself will be with them.
John 14:16–17 [Christ]: I will pray the Father, and he will give you [a] Counselor (Luther 1545: Tröster), to be with you for ever, even the Spirit of truth, whom the world cannot receive, because it neither sees him nor knows him; you know him, for he dwells with you, and will be in you.
1 Corinthians 6:19. Do you not know that your body is a temple of the Holy Spirit within you, which you have from God?…


J.S. Bach - Church Cantatas BWV 172

82.
/4 = —
. S 1
£ e e e e D iR S
Gott will sich die See_len zu Te{n_peln be .
~r~k—*'~$=ﬁ=ﬁ:‘”‘ —
’; ) S 0 — | ) —%
r'y) e = —¢8
will sich die  See.len zu Tem_peln be . rer . - - - ten, dlf
a L ) - A L Y 13 1

o r .
Tem.peln be _ rei .

. ten,Gott will sich die

- U . ;. L } i ﬁ i
i : i
Y ¥ A" _lfl i o »—1
- ten, zu Tempeln be - rei - - - - . ten, Gott
j—— |
] i J 1

See.len zu Tem.peln be . r:ai - - -
L. 1 Y
§ R TR AT A A :
will sich die See len zu Tem._peln be _ rei .

@ [—e— pr— —

Fo—»—4 — F——to——]
i

g T e

g ] t@/"‘l\

e ==

C major "
94. A minor E7

A minor

Text painting:
Complex,
interconnected
melismas for

"bereiten”
("preparing"
souls for divine
indwelling).

\ v |4 . 8
- ten,die See.len zu Tempeln he . rei . - - -

e —— ]

4 1 g3 l 4 SR | L m . 1]
1 I 1 L
— T
7" H?; g:F; > =
- 1 T 2 3 - 1
F = R o S R SS A =
) n . Emi

C major C major A minor C major minor

5


mpeau
Typewritten Text
82.

mpeau
Typewritten Text
88.

mpeau
Typewritten Text
94.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
C major

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
D minor

mpeau
Typewritten Text
A7

mpeau
Typewritten Text
E7

mpeau
Typewritten Text
E7

mpeau
Highlight

mpeau
Highlight

mpeau
Line

mpeau
Typewritten Text
Text painting: Complex,
interconnected
melismas for "bereiten" 
("preparing" souls for divine indwelling).


mpeau
Typewritten Text
harmonic clash

mpeau
Typewritten Text
E minor


J.S. Bach - Church Cantatas BWV 172

Descending series of entries

100. E
/B ! gg T .
RS e %w S EEESSLEESE
v - - - - - - ten,éott will sich die See.len zu
et = e
A — 110 7 | - O 1V i LL e
] 7 - 1 F L
A - - - - - - . ten, Gott will sich die
A : T : %  —— - =
1 —r
11 I l + L § A i §
- - ” - w - ten,
» . -
R ) N . A } ) i{
: e i :
N - - - - - - - ten,
SymrrpPa urynp e A R e
'-H (M| b -

e | ety 7’1‘7?‘5_.;__”'

: L3
L [] 1
T ] |
G major E minor w E7
/-'\

E minor

1 i ey

Chromaticism
and harmonic
ambiguity for

"bereiten”
("preparing"” soul
for divine
Y a indwelling).
487, - A j A ¥
(%

Gott will sich die See.len zu TTem_pn be . rei . - - -

e 11

L}
1

Gott will sich die

112.

E' N
E minor minor

Da Capo

G major G major


mpeau
Typewritten Text
100.

mpeau
Typewritten Text
106.

mpeau
Typewritten Text
112.

Microsoft Account
Typewritten Text
Descending series of entries

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

Microsoft Account
Typewritten Text
G major

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
Chromaticism 
and harmonic 
ambiguity for "bereiten" 
("preparing" soul for divine indwelling).


mpeau
Typewritten Text
E7

mpeau
Highlight

mpeau
Highlight

mpeau
Typewritten Text
harmonic clash

mpeau
Line

mpeau
Typewritten Text
harmonic ambiguity

mpeau
Typewritten Text
harmonic ambiguity


This biblical verse is part of the Gospel reading for the day (Pentecost).
e\/ox Christi: Promise of divine indwelling: John 14:23 (172/2).
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As explained in the note about the librettist, Salomo Franck (above), the libretto makes much use of the
alliterative of the "w/v" sound, which are highlighted here.
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Extended figura corta motive (see note) appears 3 times, each time a step lower, apparently depicting the coming indwelling of the triune
‘”f God. Since the animating Spirit is also traditionally represented with energetic melismas, the figure may also represent the Holy Spirit.

- o . o
- 1 [y
- Y & i
= B A= =
LAd it C major it ;#
G7
& L o
FY { %
=
& Verylownote
d : r e for voice (to
wer . den zu ihm kom . - menund Woh_nung bei ihm ma _ chen. depictiulfiiment
and (our) dwelling with  him make. i]ﬁglgoglrooefplse n
[ —— /=  reading that
j: the Spirit
. would come.
- &
Fl 8§
I I =z 3 3 = S —
——t ' 2 L ‘é 'J The voice descends an octave. The continuo responds by ascending an octave. '?' C major

Then voice and continuo end in unison. It is as if God and believer are in conversation. \w’

v


mpeau
Typewritten Text
172/2.

mpeau
Typewritten Text
1.

mpeau
Typewritten Text
3.

mpeau
Typewritten Text
8.

mpeau
Typewritten Text
●Vox Christi: Promise of divine indwelling: John 14:23 (172/2).


Microsoft Account
Typewritten Text
Sustained continuo bass probably reflects the text's reference to holding or keeping Christ's word.
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Extended figura corta motive (see note) appears 3 times, each time a step lower, apparently depicting the coming indwelling of the triune God. Since the animating Spirit is also traditionally represented with energetic melismas, the figure may also represent the Holy Spirit.
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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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Aria ePrayer to triune God for divine indwelling (172/3). Irregular da capo form.
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Bach's unusual choice of gl Triadic trumpet fanfare
instrumentation (3 Trp, , p—f— for Trinity
Timp & Continuo) was
no doubt due its
courtly associations,
here symbolizing the
sovereign power and
glory of the triune God
(the Trinity, a
prominent theme of
Pentecost, is explicitly
mentioned). See Diirr/
Jones, 348.
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Allusion to biblical passages such as Deuteronomy 10:17: "The Lord your God is God of gods and Lord of lords, the great, the
mighty, and the terrible God." The 32-note passages reinforce this picture of a frightening God.
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In the B section of the aria, text repetitions suggest that Bach wanted to emphasize the pleading nature of the prayer ("please come"). Martin Petzoldt suggests that
this aria has an eschatological air about it (as represented by the prayers for Jesus to come in Revelation 22:17, 20). See Petzoldt, vol. 2, 969, 970).
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J.S. Bach - Church Cantatas BWV 172 Text Baiming: Descending melisma for "einkehren" (to

stop by, enter, lodge)
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Short contrasting section.
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The Trinity (an important emphasis of Pentecost) is mentioned explicitly.
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Ephesians 5:18. …Be filled with the Spirit…
*John 14:23. Jesus [said]… “If a man loves me…we will come to him and make our home with him.” (See also John 14:21.)
Ezekiel 11:17, 19. …Thus says the Lord God: …I will…put a new spirit within them… (Also Jeremiah 24:7, 31:31–33, Hebrews 8:7–11.)
Ezekiel 43:9 [God]: …I will dwell in their midst for ever.
Ezekiel 37:27 [God]: My dwelling place shall be with them; and I will be their God, and they shall be my people. 
Exodus 40:34. Then the cloud covered the tent of meeting, and the glory of the Lord filled the tabernacle. (Luther 1545: Da bedeckte die Wolke die Hütte des Stifts, und die Herrlichkeit des Herrn füllte die Wohnung.)
Psalm 24:7. Lift up your heads, O gates! and be lifted up, O ancient doors! that the King of glory (Luther 1545: König der Ehren) may come in.
Ephesians 3:17, 19. …Christ [will] dwell in your hearts through faith…that you may be filled with all the fulness of God.
2 Corinthians 6:16. …As God said, “I will live in them and move among them, and I will be their God, and they shall be my people.”
Isaiah 57:15. For thus says the high and lofty One who inhabits eternity, whose name is Holy: “I dwell in the high and holy place, and also with him who is of a contrite and humble spirit, to revive the spirit of the humble, and to revive the heart Sof the contrite.”
Matthew 8:8. The centurion [who came to Jesus] answered him, “Lord, I am not worthy to have you come under my roof…” (Also Luke 7:6.)
Luke 19:5–7. When Jesus came to the place [where Zacchaeus was], he looked up and said to him, “Zacchaeus, make haste and come down; for I must stay at your house today.” So he made haste and came down and received him joyfully. And when they saw it they all murmured, “He has gone in to be the guest of a man who is a sinner.”
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eSoul, prepare thyself for the Spirit's entrance (172/4). Da capo aria (although the da capo marking is missing at the end).
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●Soul, prepare thyself for the Spirit’s entrance (172/4). Da capo aria (although the da capo marking is missing at the end).
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Complete change of mood. The tutti obbligato is restricted in range so that both violas and violins can play it, allowing the obbligato to swirl above, through, and below the vocal part, which is embedded in the ritornello material. The resulting texture symbolizes a soul infused by the Spirit of God. 
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The text alludes to a range of biblical
passages and themes (see note).
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The text alludes to a range of biblical passages and themes (see note).
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Genesis 2:8–9. The Lord God planted a garden in Eden, in the east; and there he put the man whom he had formed. And out of the ground the Lord God made to grow every tree that is pleasant to the sight and good for food, the tree of life also in the midst of the garden, and the tree of the knowledge of good and evil.
Song of Solomon 4:12, 16 [Bridegroom]: A garden locked is my sister, my bride…Awake, O north wind, and come, O south wind! Blow upon my garden, let its fragrance be wafted abroad.
Genesis 1:1–2. In the beginning…the Spirit of God was moving on the face of the waters. 
Genesis 2:7. Then the Lord God formed man of dust from the ground, and breathed into his nostrils the breath of life; and man became a living being.
John 3:8 [Christ]: 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.
John 14:16–17 [Christ]: 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, whom the world cannot receive, because it neither sees him nor knows him; you know him, for he dwells with you, and will be in you. (Also John 20:22.)
*John 14:31 [Therefore]…rise, let us go…
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Text painting: Short, declammatory commands to "rise" in preparation for the Spirit, whom Jesus called the "Tröster" (Comforter) in John 14:16. The obbligato stops


briefly (similar to Bach's settings of "bereite" elsewhere). Rudolf Lutz notes the tune's similarity to a national hymn such as "God Save Our Gracious Queen." See
https://www.youtube.com/watch?v=I1BpsyvmLPGI at 26:06, accessed 11 July 2025.
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briefly (similar to Bach's settings of "bereite" elsewhere). Rudolf Lutz notes the tune's similarity to a national hymn such as "God Save Our Gracious Queen." See https://www.youtube.com/watch?v=IBpsyvmLPGI at 26:06, accessed 11 July 2025.
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Martin Petzold suggests that the modulation to major (mm. 77–99) reflects the new situation of the divinely indwelt believer. See Bach-Kommentar 2:970.
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Significance of C
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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			       ●Dialogue: Love duet between Soul & Holy Spirit (172/5). The structure consists of 3
			        strophes (a Trinitarian reference?), which also contains a truncated, rhythmically altered, and highly embellished instrumental citation of the chorale "Komm, Heiliger Geist, Herre Gott" (Come Holy Ghost, Lord God), which also ends the motet "Der Geist hilft unsrer Schwachheit auf," BWV 226.
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The continuo plays a "pleading/sighing" figure in descending sequence, presumably to express the yearning prayer of the Soul 
(Soprano), which is answered by the Alto. Martin Petzoldt notes that Bach often uses the alto voice to represent Mary's faith, the church, and also 
the Holy Spirit. 			See Petzoldt, "Bach Kommentar," vol. 1, p. 541; vol. 2, p. 824; vol. 3, pp. 101, 143. 


Microsoft Account
Sticky Note
Martin Petzoldt notes that Bach's first father-in-law, Johann Michael Bach (1648–1694), had already successfully employed the technique of embedding an instrumental chorale in motets. See Bach Kommentar, 970–972.
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Soprano is voice of believing soul. Alto here is voice of the Holy Spirit (see above). The language is taken from Song of Solomon (see note for biblical references).


Microsoft Account
Sticky Note
Song of Solomon 4:12–5:1 [Bridegroom]: A garden locked is my sister, my bride, a garden locked, a fountain sealed. Your shoots are an orchard of pomegranates with all choicest fruits, henna with nard, nard and saffron, calamus and cinnamon, with all trees of frankincense, myrrh and aloes, with all chief spices—a garden fountain, a well of living water, and flowing streams from Lebanon. [Bride]: Awake, O north wind, and come, O south wind! Blow upon my garden, let its fragrance be wafted abroad. Let my beloved come to his garden, and eat its choicest fruits. [Bridegroom]: I come to my garden, my sister, my bride, I gather my myrrh with my spice, I eat my honeycomb with my honey, I drink my wine with my milk. Eat, O friends, and drink: drink deeply, O lovers! (Soft wind: see also 1 Kings 19:12 [Luther 1545: sanftes Sausen].)
*John 14:23 [Christ]: …If a man loves me…my Father will love him, and we will come to him…
John 14:17 [Christ]: The Spirit…dwells with you, and will be in you.
John 20:22 [Christ]: …Receive the Holy Spirit.
Matthew 11:28 [Christ]: …Come to me…and I will give you rest (Luther 1545: euch erquicken).
Jeremiah 31:3 [God]: …I have loved you with an everlasting love…
Psalm 94:19. [O Lord,] when the cares of my heart are many, thy consolations cheer my soul.
Psalm 36:7–8. How precious is thy steadfast love, O God! The children of men take refuge in the shadow of thy wings. They feast on the abundance of thy house, and thou givest them drink from the river of thy delights (Luther 1545: du tränkest sie mit Wollust als mit einem Strom).
Psalm 16:11. Thou dost show me the path of life; in thy presence there is fulness of joy, in thy right hand are pleasures for evermore.
Psalm 73:25. [O Lord,] whom have I in heaven but thee? And there is nothing upon earth that I desire besides thee. 
Song of Solomon 4:10–11 [Bridegroom]: How sweet is your love, my sister, my bride! How much better is your love than wine, and the fragrance of your oils than any spice! Your lips distil nectar, my bride; honey and milk are under your tongue; the scent of your garments is like the scent of Lebanon.
Song of Solomon 1:2, 8:1 [Bride]: O that you would kiss me with the kisses of your mouth! For your love is better than wine…O that you were like a brother to me…I would kiss you, and none would despise me.
Song of Solomon 4:9 [Bridegroom]: You have ravished my heart (Luther 1545: du hast mir das Herz genommen), my sister, my bride, you have ravished my heart with a glance of your eyes, with one jewel of your necklace. 
Song of Solomon 6:2–3 [Bride]: My beloved has gone down to his garden, to the bed of spices, to pasture his flock in the gardens, and to gather lilies. I am my beloved’s and my beloved is mine; he pastures his flock among the lilies. (Also Song of Solomon 2:16.)
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Martin Petzoldt suggests that this closing chorale stanza (the 4th stanza of "Wie schon Ieuchtet der Morgenstern) was chosen because of its Trinitarian structure: 1)
God's ray of joy (depicted by a violin/flute descant), 2) the three-fold means of help: Christ's Word, baptism [Spirit], and Eucharist [body and blood], and 3) the work of

N°6 Choral (Mel:, Wie schén leuchtet der Morgenstern ) eMystic union with Christ (172/6).

the Spirit. See
"Bach
Kommentar,"
vol. 2, p. 966.
Weimar chorale
harmonizations with
embellished descants
include BWV 12/7,

172/6.

172/6, 31/9. See Wolff,

"Bach the Learned
Musician," 166.

Keyword that ties
the chorale stanza
to the rest of the
cantata: "Come(s),"
previously used

in prayerful invitation,
now used to describe
present experience.
The language is

that of the mystical
love of Jesus (some
scholars would say

it was the influence
of Pietism).

Text painting: God's
"kind, joyful ray" of
the text is depicted
with a violin descant
(plus flute in D major
version, see NBA).
The contour again
suggests "wafting" of
the Spirit. Ruolf Lutz
suggests that

the tradition of such
a descant comes
from Buxtehude.

See https://www.youtube.com/watch?v=IBpsyvmLPGI at 42:00.

i F major

/ A Soprano 1.The tune would probably have recalled the familiar ~ #Christmas "Morgenstern” lyrics for Bach's congregation.
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Text painting: "Joyful ray" is set as figura corta in tenor and with parallel
21 thirds between bass and violin descant (suggesting sweetness).
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This is the 4th stanza of seven in the 1599 chorale by Philipp Nicolai (1556—-1608).

/ 4, Text painting: "Friendly, sweet eyes" is set with playful violin descant.
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In some performances, Bach apparently did

not repeat the opening chorus. For Eric Chafe's
analysis of the significance of the tonal scheme

of this cantata, see side note.
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Eric Chafe calls BWV 172 a catabasis cantata in that the tonal scheme is flat-ward. He argues that such tonal descent often “represents the coming of the Holy Spirit” (see Tonal Allegory in J. S. Bach, 145). He writes, “The subdominant and the key of F in particular seem...to be linked to the soft, loving tone of expressions such as “sanfter Himmelswind,” “Liebste Liebe, die so süsse, aller Wollust Überfluss,” and “nimm von mir den Gnaden kuss.” That is, Bach is deliberately concerned to project a mollis character, perhaps remembering Luther’s choice of F for singing the Gospel in his Deutsche Messe, because, according to Luther, “Christ is a friendly Lord and His Sayings are dear.” See Chafe, Tonal Allegory, 146.
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This is the 4th stanza of seven in the 1599 chorale by Philipp Nicolai (1556–1608).




