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NBA I/28; BC A169/a-d
Mary’s Purification (Candlemas) (BWV 83, 125, 82, 157, 158, [161], [200])
*Malachi 3:1–4 (The Lord will suddenly come to his temple and purify his people)
*Luke 2:22–32 (Mary presents Jesus at the temple; Nunc Dimittis)
Librettist: Perhaps Christoph Birkmann (see side note). The libretto is almost identical to one 
acquired by Bach's cousin, Johann Elias Bach in Schweinfurt before he returned to Leipzig. 
This libretto may, in turn, be a revision of a libretto by Johann Jacob Rambach. See Martin 
Petzoldt citing Peter Wollny, "Bach-Kommentar," vol. 3, pp. 31–33.
FP: 2 February 1727 (St. Nicholas and St. Thomas at Vespers). The 
cantata is part of Bach's third annual cycle in Leipzig (see note). Bach 
revised the cantata numerous times. The last revision (for bass) 
was very similar to the first one. For more, see notes  below. 
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●Voice of Simeon (Nunc Dimittis): Luke 2:29–32 (82/1).
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No chorus at all, not even a closing chorale. The fact that Bach created
another version for soprano and one for mezzo-soprano, along with the 
fact that Anna Magdalena copied the recitative "Ich habe genug" and the
following aria ("Schlummert ein") into her 2nd "Clavierbüchlein (1725; the
"Anna Magdalena Bach Notebook") demonstrates the works's wide appeal
even in Bach's day.
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	Bach composed Cantata 82 for the Feast of Purification and first performed it on February 2, 1727. The gospel for this Sunday (Purification or Candlemas) is Luke 2:22–32, which tells the story of Mary and Joseph bringing the infant Jesus to the temple for Mary’s purification according to Old Testament law. Like Bach’s other works for the Sunday of Purification (83, 125, 157, 158), this cantata focuses only on the encounter between Simeon and the baby—no reference is made to the ritual sacrifices required by Mosaic law. The librettist (who is unknown) does not refer to Simeon directly until the second movement. Instead he emphasizes Simeon’s prayer—a prayer of mystic yearning for death and union with Christ in paradise. 
	In many ways Cantata 82 is not typical of Bach’s church cantatas: it has no opening chorus, no chorales, no biblical text, just alternating arias and recitatives for solo bass, who presumably represents Simeon. In a more general sense, of course, he represents the Christian believer. Because the librettist does not mention Simeon at first, it is clear that the “ich” of “Ich habe genug” is to be personalized: we, the listeners, are expected to identify personally with the poet and the text. That Bach, too, viewed the text this way is clear from the fact that he later rearranged the work for treble voice (boy soprano, to be sure, but nevertheless no patriarchal Simeon figure).
	Cantata 82, may in fact, have been a favorite of Bach’s for he performed it on several subsequent occasions, sometimes in new versions: as already mentioned, the first performance took place at the beginning of February of 1727, just over three-and-one-half years into Bach’s tenure at Leipzig. Then, in 1731 Bach performed it again in a version for Soprano in E minor—with a flute replacing the oboe because of the higher pitch. (There is also some evidence for an even earlier performance in 1730.) Sometime after 1735, Bach revived it once more (this version was apparently for mezzo soprano in C minor), and there is some evidence for one other performance in the original key. Finally, toward the end of his life (that is, in the later 1740s) Bach performed it at least one more time in a version very similar to the original one for bass. But there is another indicator that this cantata was a favorite of the Bach family: we find the second and third movements transcribed in Anna Magdalena Bach’s Notebook (begun in 1725).
	The orchestration of the cantata is modest: just solo voice, strings, and obbligato oboe. In the opening aria the oboe introduces the melodic figure that will carry the words so central to the entire work, the three-word motto that expresses the world-weariness of the poet: “Ich habe genug.” This motive—in its original form—is reminiscent of “Erbarme dich” of the St. Matthew Passion as well the soprano-bass duet “Wann kommst du, mein Heil” in Cantata 140. When not preoccupied with the primary motive, the oboe spins an unfettered and long-breathed obligato, accompanied by the strings whose hypnotic lament figures suggest a resigned melancholy. 
	Bach reworks the “ich habe genug” motto figure several times so that it becomes a unifying element in the movement. In fact, the movement is saturated with it.
	Here it is perhaps useful to stop and consider the effect of beginning a work with such a movement. Usually, cantatas begin with a choral movement that “sets the stage”: often the text is a biblical passage or chorale stanza. In any case, the mood is usually not one of personal subjective response—that comes later. But Cantata 82 launches immediately into affective presentation—not facts (though there are some) but feeling. Not until the following recitative do we get cognitive/dogmatic substance. 
	While Ich habe genug lacks many of the structural intricacies of other Bach works, such as hidden counterpoint (in contrast, “Erbarme dich” in the St. Matthew Passion, which is based on a motive very similar to “Ich habe genug,” hides the chorale O Haupt voll Blut und Wunden in its continuo part), complex textures, or the symbolic use of form, it more accurately reflects the spirit of its time. Its de-emphasis on cognitive or dogmatic elements in favor of sentiment (something that is evident in both its theological and musical dimensions), make it more modern than many of Bach’s works. This quality also makes it more immediately appealing to people of all backgrounds and tastes—a quality actively promoted and pursued by Bach’s progressive contemporaries. Perhaps that is why it still speaks so directly—in an emotional sense—to us in our own age. 
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	While the overall mood of this first movement remains one of lament, it is modified somewhat at the words “Nun wünsch ich noch heute mit Freuden von hinne zu scheiden.” (Now I wish I could depart from here today yet with joy), where the word “joy” is given a long melisma, in this case a long string of 32nd notes. To keep the movement from becoming static, Bach modulates from C minor (three flats) to G minor (two flats) to F minor (four flats), and back to C minor (three flats). This tonal construction is symmetrical, for F and G represent the two closest neighbor keys to C in the harmonic circle of fifths. Whether or not this is symbolic is unclear. From other works, we know it is not unusual for Bach to center things on C when the text makes reference to Christ. 

Alfred Dürr writes, “The opening movement begins with an eloquent oboe melody over a gently agitated string accompaniment. The oboe entry, with its upward leap of a sixth, recalls related themes in the aria ‘Erbarme dich’ from the St. Matthew Passion and the duet ‘Wenn kommst du, mein Heil’ from the cantata Wachet auf, ruft uns die Stimme, BWV 140. This makes it clear that, bound up with the glad gratitude of ‘I have enough’, is the yearning desire ‘to depart from here this very day with joy’. Bach here reveals himself as a master of motivic transformation. The oboe motive is taken up by the bass soloist in its original form…. At the close of all three vocal passages (the overall form is A B B1), we hear a modified form, transposed to the keys of G minor, F minor, and C minor, but remaining similar in each case.… Section B opens with a further modification of the same motive to a different text…, If more distantly related forms were included, we would arrive at a considerable number of additional transformations.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp, 663–664.
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	Many of the surviving works from Cycle III (discounting exceptions such as BWV 19, Es erhub sich ein Streit, for St. Michaels Day, 29 September 1726) seem to have been designed to conserve Bach’s time and the energy of his forces. Many have only five movements (BWV 170, 47, 56, 129, 98, 55, 58, 82, 157, 84). Solo cantatas and duet cantatas (sometimes with a simple four-part chorale at the end) abound: BWV 13, 170, 35, 169, 56, 49 (a duet cantata), 55, 52, 58 (a dialogue cantata for soprano and bass with nothing for ensemble), 82, 157 (featuring tenor and bass), and 84. In the cantatas for two voices, arias are sometimes combined with sung chorales (49/6, 58/1, 58/5). Such chorale-arias appear also in later works (156/2, 158/2, 159/1). BWV 98 has an opening chorus only and its demands are minimal. Several cantatas open with sinfonias (often substantial) adapted from earlier instrumental works (as had already been the case with 110/1 for Christmas Day). Examples include BWV 146 (which also has at least one vocal movement adapted from the same instrumental model), 35 (two sinfonias and one vocal movement adapted from previous instrumental works), 169, 49, 52, and 188. Organ obbligatos, perhaps played by Bach himself are also characteristic of Cycle III. Examples include Cantatas 146, 170, 35, 27, 47, 169, 49, and 188. 
	Many of these works preceded the inaugural performance of the St. Matthew Passion, and it is probable that Bach was preserving his energies and time to complete that masterpiece. Even after the performance of the Passion on 11 April 1727, however, Bach seemed to prefer smaller-scale works, with solo cantatas (BWV 56, 52, 82, 84), dialogue cantatas (57, 32, 49, and 58) and/or parodies emerging frequently. Galant and operatic elements seem to appear more often, especially in the solo cantatas and dialogue cantatas. Perhaps the influence of opera was making itself felt in conservative Leipzig. 
	Hybrid movements, which combine genres and thus are reminiscent of Bach’s second cycle, reappear (27/1, 169/2, 49/3, 58/1, 58/5). Orchestration is sometimes expansive (BWV 137, 79, 110, 43, 19, 19, 129, 52) as it also is in some occasional works (198, 195, and 120). Techniques of unification (especially in the solo cantatas) include the repetition of a line of text from one movement to the next (169, 56, 49, 55, 82, 158). Other devices of unification include recurring motives or texts in later movements (BWV 79/3, 43/6, 39/3, 56/4, 49/3, 98/3, 82/1, 82/2), and 117 (all movements in various ways). Vokaleinbau is evident in 146/2, 146/7, 170/1, 170/3, 170/5, 47/1, 55/1, 84/1, and 84/3. 
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The pulsing bass line, with its repeated notes, contributes to a sense of calm resignation.
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For the significance of C, see side note.
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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.
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The primary motive with its expressive leap of a 6th is derived from the opening vocal phrase. To see how Bach transforms his motive and unifies the movement, see Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 663–664.
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Last changed: 1 July 2025.
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Birkmann, Christoph. 
Christoph Birkmann (1703–1771) was a student of mathematics and theology. From 1724 until 1727 (with 2 absences), he lived in Leipzig, where participated in Bach’s collegia musica. 

According to Christine Blanken, “In Leipzig [Birkmann] attended lectures in law and theology, but . . . he seems to have been specially interested in mathematics, and particularly drawn to the research of a young professor named Christian August Hausen (1693–1743). Birkmann and professor Hausen co-authored a mathematical disputation, which they published in Leipzig in the summer of 1726: De motu solis circa propriam axem (The motion of the sun around its own axis). It was a study of the spherical geometry about the sun’s rotation, measured by means of sunspots, which was Hausen’s area of expertise.”

“As early as autumn 1728 he had published a collection of cantata-texts: Gott-geheiligte Sabbaths-Zehnden (God-devoted Sunday Tithes). This collection comprises 71 cantata texts for the entire liturgical year. . . . As many as 30 librettos relate to performances at Leipzig’s principal churches, and of these at least 21 are known to be texts for Bach Cantatas. Birkmann also includes a complete libretto for a substantial Passion for Good Friday. This corresponds to Bach’s Leipzig St. John Passion from 1725.”

“At least 18 of the 30 cantata texts in the Sabbaths-Zehnden were not written by Birkmann. These texts were published before Birkmann arrived in Leipzig, originating from cycles that were printed earlier, such as by Salomo Franck or Georg Christian Lehms, or originating from cycles belonging to the Meiningen annual cycles, first published in 1704.”

“Arguably the most important aspect for Bach studies in the discovery of the Birkmann 1728 book, is the existence of eight solo or dialogue cantata librettos, because Birkmann can be identified as their author with a high degree of probability. [The cantatas are BWV 169, 56, 49, 98, 66, and 52, 58, and 82. See chart on p. 22.] It is striking that the texts form a group of stylistically homogenous works, which was expanded by two further works that seem to continue the series after New Year in 1727.”

See Christine Blanken, “A Cantata-Text Cycle of 1728 from Nuremberg: a Preliminary Report on a Discovery relating to J. S. Bach’s so-called ‘Third Annual Cantata Cycle’,” Understanding Bach 10 (2015): 9–30.

Expanded article: Christine Blanken, “Christoph Birkmanns Kantatenzyklus ‘GOtt-geheiligte Sabbaths-Zehnden’ von 1728 und die Leipziger Kirchenmusik unter J. S. Bach in den Jahren 1724–1727,” Bach-Jahrbuch 2015, pp. 13–74.
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In the foreword to the 2010 Carus edition of BWV 82, Ulrich Leisinger (with translation by Elizabeth Robinson) writes, “The high regard in which BWV 82 is held may at first seem surprising, for the Feast of the Purification of the Blessed Virgin Mary, for which this work was intended and which was still properly celebrated in Bach’s day, has now declined into insignificance. The Bible reading for the feast, from St. Luke, chapter 2, verse 25ff., is, however, still frequently used, as it is now assigned to the second day of Christmas: in this reading, it was revealed to the god-fearing Simeon that he should not see death before he had seen Christ, the Lord’s anointed. He was brought by the Holy Spirit to the temple, where Mary and Joseph were present. There, he took the child Jesus in his arms, praised God and said: “Lord, now lettest thou thy servant depart in peace, according to thy word: For mine eyes have seen thy salvation.” …
	“The libretto is closely related to a cantata which begins, significantly, with the dictum “Herr, nun lässest du ...”. Bach’s cousin, Johann Elias Bach, who for a short time was Bach’s private secretary, had acquired this cantata in Leipzig in 1743, together with other pieces in order to perform them himself in the spring of 1745 in his position as music director at Schweinfurt. The text of the third and fourth movements of Johann Sebastian Bach’s cantata is from the earlier cantata libretto, with some smaller and some more major alterations. The unusual rondo form of the central aria “Schlummert ein, ihr matten Augen” had already been adopted in this model.[1]
	“The performance history of the cantata…is unusually involved and stretches over more than twenty years, as the scoring with just one solo voice made it easier to adapt it to new performance conditions. On the basis of the sources found, we must assume that the work was first heard on 2 February 1727 in Leipzig. The original score from this performance survives, which turns out to be a composition score due to its conceptual character, together with three of the parts (duplicates of Violino 1 and Violino 2 and a continuo part checked through by Bach, but unfigured).[2]


Microsoft Account
Sticky Note
In the foreword to the Carus edition, Ulrich Leisinger continues, “The original set of parts[3]—or more correctly, the original sets of parts—presents a confusing picture, as the surviving 15 parts provide evidence of at least five different stages of the composition. In addition to this, some of these parts were used in several phases of the work’s history and were heavily corrected or written over for this purpose. Bach had made a version around 1735, in which the solo part was taken by a soprano; connected with this was the transposition of the work from C minor to E minor, bringing with it a new version of the oboe part for flute.[4] A few years later the key of C minor was reinstated; in the vocal part a mezzo-soprano clef was used instead of a soprano clef, and the accidentals were altered by writing over them.
	“[The latest-surviving version may be attributed] to the last years of Bach’s life on the basis of evidence concerning the copyists. As in the first version, the soloist is intended to be a bass; in comparison with the 1727 version, the antiquated notation of C minor with only two flats in the key signature is replaced by the usual key signature (with B-flat, E-flat and A-flat). Bach indicated the parts precisely, and for the third movement he added a part for oboe da caccia to reinforce the sound. Bach’s pupil Johann Christoph Altnickol was considerably involved in the production of this set of parts. Possibly, a new set of parts had to be produced after the older material had become damaged or partly lost through loaning it out. Several inquiries for a piece for “Basso solo” from Weißenfels and Ronneburg in the early 1740s may relate to this cantata.
	“Bach testified in a letter of recommendation in May 1747 that since autumn 1745 Altnickol had “assisted the Choro Musico continuously, by distinguishing himself, now as a viola player, now as a violoncellist, but mostly as a bass singer,” so we must assume that Bach’s future son-in-law had sung the solo part at these performances. The version with mezzo-soprano can also be performed from this score.[5]”

1. See Peter Wollny, “Dokumente und Erläuterungen zum Wirken Johann Elias Bachs in Schweinfurt (1743–1755),” in: Die Briefentwürfe des Johann Elias Bach, edited and with a commentary by E. Odrich and P. Wollny (Leipziger Beiträge zur Bach-Forschung 3), pp. 45–73, 54–57 and above all, 61.
2. Staatsbibliothek zu Berlin, Preußischer Kulturbesitz, Music Department with Mendelssohn Archive, shelf mark Mus. ms. Bach P 114.
3. Staatsbibliothek zu Berlin, Mus. ms. Bach St 54.
4. Carus edition, ed. by U. Leisinger, Stuttgart, 2001 (Carus 31.082/50).
5. In the scoring with mezzo-soprano, it is recommended to omit the oboe da caccia in the third movement, which was probably only added later.
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One of Bach's most beloved solo cantatas; apparently a favorite also in Bach's day.
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Simeon's statement (see note) echoes that of Jacob, after he learned that his son Joseph was alive. See Genesis 45:28: "It is enough; Joseph my son is still alive; 
I will go and see him before I die.”
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NBA (following the autograph score) 
has the old German "genung."
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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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*Luke 2:22, 24–32. And when the time came for their purification according to the law of Moses, [Mary and Joseph] brought [Jesus] up to Jerusalem to present him to the Lord…and to offer a sacrifice according to what is said in the law of the Lord…Now there was a man in Jerusalem, whose name was Simeon, and this man was righteous and devout, looking for the consolation of Israel, and the Holy Spirit was upon him. And it had been revealed to him by the Holy Spirit that he should not see death before he had seen the Lord’s Christ. And inspired by the Spirit he came into the temple; and when the parents brought in the child Jesus, to do for him according to the custom of the law, he took him up in his arms and blessed God and said, “Lord, now lettest thou thy servant depart in peace, according to thy word; for mine eyes have seen thy salvation which thou hast prepared in the presence of all peoples, a light for revelation to the Gentiles, and for glory to thy people Israel.” (See Isaiah 42:6, 49:6, 52:10.)
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The figura corta was defined as an ornament by W.C. Printz in 1689 and by Johann Gottfried Walther in his lexicon of 1732. “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, trans. Ernest Newman (Boston: Bruce Humphries Pub., 1962), vol. 2, 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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Text painting: Extravagant melisma for "joy," remiscent of earlier oboe lines.
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The second movement is a recitative accompanied only by continuo bass (instrumental bass with supporting chords). The movement begins and ends with the words already heard: “Ich habe genug.” The textual repetition produces a strong sense of linkage. This is structurally important since, as is often true of Bach’s recitatives, the music is tonally fluid, modulating in this case from from A-flat to B-flat. Twice the texture changes to arioso, that is, the voice adopts a more measured rhythm and a more song-like melody. The first of these spots is particularly interesting from the perspective of text-related symbolism. At the words “Laßt uns mit diesem Manne ziehn!” Bach has the bass singer imitate the instrumental bass at a temporal interval of one quarter note, thus capturing the idea of “following Jesus” by melodic imitation. 
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The third movement is one of Bach’s most loved arias. It is a lullaby with an expressive character that sounds almost pre-classical, or at least Italianate in the manner of Handel. A number of musical elements work together to suggest a forward-looking, quasi-galant style: a relatively simple, song-like melodic construction (which, however, dominates the texture), major harmonies, periodic phrase structure, and a courtly, syncopated rhythm. Despite this, numerous baroque figures emerge: we hear sustained tones for “resting in the sleep of death,” and a delightful “drooping” figure on two occasions when the soloist appears to be “nodding off.” The contrasting middle section in this aria is unique in that it incorporates a statement of the opening instrumental material (the Ritornello) so that the overall form is:
Ritornello - A - Ritornello - BAC - Ritornello -A - Ritornello 

Alfred Dürr writes, "The so-called slumber aria, no. 3, which is rightly numbered among Bach’s best-loved creations. Though representative of a widespread baroque type, it leaves all things typical far behind in its great richness of invention and fullness of expression. Its lullaby character is conveyed by the frequent pedal-point figures in the continuo; by a melodic tendency to the Mixolydian or minor seventh (d2 flat at the beginning of bar 2 and often elsewhere) whose subdominant character evokes the impression of release; by the cradle rhythm, for which the syncopation is responsible; and by a repeated retardation of motion caused by fermatas (long pauses). The expanded da capo form of the aria is exceptional. A reprise of the first vocal passage A is is heard in the centre of the middle section, with the result that a species of rondeau form emerges." (The Cantatas of J. S. Bach, revised and translated by Richard Jones, pp. 665–665)
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Michael Marissen and Daniel Melamed note, “Das Elend bauen” also carries the implication of “to live in exile”; i.e., earth is considered per se a place of exile, before one moves on to one’s true home, heaven. See https://bachcantatatexts.org/BWV82.htm, accessed 11 March 2023.
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The recitative focuses on the word "now" in the Gospel reading (Luke 2:29, Canticle of Simeon): "Lord, now lettest thou thy servant depart in peace.
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In contrast to the opening movement, where the text speaks of clinging (to Jesus), this text speaks of loosening (the bonds of earth). The circling motions of movement 1 are here contrasted with centrifugal, dance movement in the instruments. See Martin Petzoldt, Bach-Kommentar 3:36.
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"Dort bei  dir  im Schoße ruhn" ("there with thee in the bosom rest") borrows language from Jesus' parable of the rich man and Lazarus, who (in contrast to the rich man) "was carried by the angels to Abraham's bosom." See Luke 16:19–31. 
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This movement demonstrates that minor keys could be associated with positive affects (see note for the significance of major vs. minor).
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J. S. Bach’s contemporary, the theorist Johann Mattheson (1681–1764), wrote on the affective properties of various keys in Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 231ff. 

Regarding minor versus major, he writes, “Diejenigen / die da meinen / es stecke das gantze Geheimniß in der Teria minore oder majore, und darthun wollen / daß alle molle Tohne / in genere davon zu reden / nothwendig traurig sind / hergegen aber / daß alle dure Tohne gemeiniglich eine lustige Eigenschafft hegen / haben zwar nicht in allen gar zu grosses Unrecht / sie sind aber in der Untersuchung noch nicht weit gekommen.” (P. 232.]

[Those who think that the whole secret lies in minor thirds or major thirds, and want to show that all minor tones, to speak of it in general, are necessarily sad, but on the other hand, that all major tones generally have a merry characteristic, are not so very wrong in general, but they have not yet come far in the investigation.]
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