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NBA I/5; BC A34
2. S. after Epiphany (BWV 155, 3, 13)
*Romans 12:6–16 (Ends at "men of low estate"; 
Diversity of gifts, exemplary conduct)
*John 2:1–11 (Wedding at Cana, where Jesus tells 
his mother, "My hour has not yet come.") 
On this day the the order of marriage was 
traditionally read. See Petzoldt, 
"Bach-Kommentar," vol. 2, p. 455.
Librettist: Georg Christian Lehms
(see note).
FP: 20 Jan. 1726 (St. Thomas). 
This is part of Bach's third
cantata cycle in Leipzig (see note).
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Martin Petzoldt diagrams the symmetrical structure of Cantata 13, movement 3 serving as the central point.
No. 1. T aria. The path to death
No. 5. B aria. The glance toward heaven
No. 2. A recitative. Being without comfort
No. 4. S recitative. Being comforted
No. 3. A chorale. Will God not have mercy despite supplication?
No. 6 (added by Bach and not part of the arch form). Chorale
	Similar to Bach's two previous cantatas for this day in the liturgical calendar, the libretto takes up the idea of "Jesus' hour to help" (from Jesus' response to his mother in the Gospel reading, 

John 2:3–5: "When the wine gave out, the mother of Jesus said to him, 'They have no wine.' And Jesus said to her, 'O woman, what have you to do with me? My hour has not yet come.' His mother said to the servants, 'Do whatever he tells you.'"

	Petzoldt argues that "Jesus' hour" is referenced here with the phrases, "path to death" (movement 1), "glance toward heaven" (movement 6). See also "the hour" in movement 2.) See Bach-Kommentar, vol. 2, p. 456–57. Alfred Dürr notes, "Lehms singles out from the Gospel reading the phrase 'My hour has not yet come' (John 2:4), drawing from it the conclusion that, though God's help is not evident at present, I may nonetheless trust that He will send me His comfort." See Dürr/Jones, The Cantatas of J. S. Bach, 198. 

Alfred Dürr writes, “In overall structure, the text may be divided into two parts, each made up of three movements. The first part describes the hopelessness of the soul that appears to be deserted by God; the second part, the confidence of the soul that hopes for God’s assistance. Each part concludes with a chorale: the first part with verse 2 of Johann Heermann’s hymn Zion klagt mit Angst und Schmerzen (1636), and the second with the last verse of Paul Fleming’s In allen meinen Taten (1641). Whether this bipartite structure occasioned a division of the cantata into two parts in performance (in which case the sermon would have intervened between the two parts) is doubtful in view of the brevity of the work.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 198–199.
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Bach’s Discouragement / Dissatisfaction at the End of 1725
	It is noteworthy that Bach was deeply unhappy with his employment situation toward the end of 1725. A major conflict concerned the musical direction of the University Church (St. Paul’s), an issue that had remained unresolved since the beginning of Bach’s Leipzig tenure two years earlier. Historically, the St. Thomas cantor had been responsible for four annual services at the University (Christmas Day, Easter Sunday, Whitsunday, and the Reformation Festival) and quarterly academic orations. From 1710 on, the schedule was expanded to include regular services, now called “The New Service” (in contrast to the existing “Old Service). Bach’s predecessor, Johann Kuhnau had directed these, too, but had gained control only with difficulty. The University wanted to be independent of town officials; the Cantors of St. Thomas wanted the contact with the University student musicians. After Kuhnau’s death, the organist Johann Gottlieb Görner did the job temporarily. When Bach came, he felt he should have authority over both services since that had been the case with Kuhnau. On 19 April 1725, the university formally rejected Bach’s petition, stating that he must be satisfied with half of the salary allotted for the university services, the other half going to the Johann Gottlieb Görner (see Bach-Dokumente, vol. 2, no. 189). 
	Bach appealed the university’s decision with letters to the Elector of Saxony (King of Poland) dated 14 September 1725 and 3 November 1725. On December 31, he wrote a third letter to the Elector, refuting the University officials’ arguments and revealing their obfuscations point by point. See 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), no. 119 (pp. 118–124) and Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 311–319. 
	For October 1, 1725, Bach wrote a strikingly long, grief-laden tenor aria (BWV 114/2), and at the end of the year, he wrote some of the most resigned and melancholy movements in his oeuvre, while often minimizing the requirements for chorus. Other than the fourth movement of Cantata 110, a cantata for Christmas Day in which Bach borrowed music from preexisting works for two other movements), notable examples of grief-laden arias include the those in cantatas for the second and third day after Christmas (see especially 57/1 and 57/3; 151/1).
	More despairing and grief-laden arias followed those mentioned above, notably 32/1 (13 January 1726); 13/1 and 13/5 (20 January). For the third Sunday after Epiphany, Bach wrote BWV 72, Alles nur nach Gottes Willen, a work on a libretto by Franck, which emphasizes submission to God’s will to the point of obsession. It is noteworthy that six days earlier, the king had rejected Bach’s petition, ending his letter of 21 January with the words “This is Our Will.” The king’s rejection is found in The New Bach Reader, no. 120 (p. 125). 
	From Purification (2 February 1726), onwards, Bach apparently ceased composing cantatas, offering instead a string of cantatas by a remote cousin who worked at the court of Meiningen, Johann Ludwig Bach. Christoph Wolff writes, “For a major stretch in 1726 Bach performed no fewer than eighteen cantatas from the pen of his cousin Johann Ludwig Bach, capellmeister at the ducal court of Saxe-Meiningen, and on Good Friday of that year, a Passion by Friedrich Nicolaus Bruhns. Altogether, from mid-1725 to early 1727, Bach seems to have composed cantatas only at irregular intervals. Whatever the reason for this change of pace, it allowed him time to prepare his largest composition ever, the St. Matthew Passion, for performance on Good Friday 1727.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 281. It is also worth noting that on 29 June 1726, Bach lost a three-and-one-half-year-old daughter. 
	If BWV 146 was indeed performed already on 12 May 1726, it would have been the first cantata Bach composed after the hiatus outlined above, and the references in BWV 146 to opposition by an evil world must have resonated strongly with him. 
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D minor is of particular interest, since Martin Luther equated the second tone (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, 2002): 61. Eric Chafe understands the 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.” (In Analyzing Bach Cantatas Chafe writes “hypodorian” (see p. 98).


Microsoft Account
Text Box
Ob da caccia

Microsoft Account
Typewritten Text
Recorders in
imitation.

Microsoft Account
Text Box
Last changed: 18 August 2025.

Microsoft Account
Text Box
 Form: Aria (T) - Recit (A) - Chorale) (A) - Recit (S) - Aria (B) - Chorale (SATB). Regarding the
 cantata's form, see note. For the biographical context in which this cantata was written (a
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Cantata Cycle III, (Third Jahrgang) 
For a list of cantatas comprising Bach’s Leipzig cantata cycles, with discussion, see Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 270–85. Concerning the third cantata cycle, Wolff writes, “With the inception of the third annual cycle, the nearly uninterrupted cantata production of the previous year came to an end and, in all likelihood, was never resumed with that degree of intensity. The third Jahrgang (Table 8.10) covered a time span of about two years. As documented by a text booklet for the third to sixth Sundays after Trinity 1725, there are some definite gaps for which compositions by Bach must once have existed. On the other hand, for a major stretch in 1726 Bach performed no fewer than eighteen cantatas from the pen of his cousin Johann Ludwig Bach, capellmeister at the ducal court of Saxe-Meiningen, and on Good Friday of that year, a Passion by Friedrich Nicolaus Bruhns. Altogether, from mid-1725 to early 1727, Bach seems to have composed cantatas only at irregular intervals. Whatever the reason for this change of pace, it allowed him time to prepare his largest composition ever, the St. Matthew Passion, for performance on Good Friday 1727.” See p. 281.

Wolff notes, “It hardly comes as a surprise that following the academic year 1724/25, by far the busiest and most productive twelve months in his life to that point, Bach began to slow the pace of newly composed cantatas. After Trinity Sunday (May 27, 1725), he gave himself a break of nine weeks by returning to older works and scheduling pieces by other composers. He did not perform a new cantata until “Tue Rechnung! Donnerwort” (BWV 168), for the ninth Sunday after Trinity, on a text by his former Weimar librettist Salomon Franck.” See Christoph Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), p. 147.

Many of the surviving works from Cycle III (discounting exceptions such as BWV 19, Es erhub sich ein Streit, for St. Michaels Day, 29 September 1726) seem to have been designed to conserve Bach’s time and the energy of his forces. Many have only five movements (BWV 170, 47, 56, 129, 98, 55, 58, 82, 157, 84). Solo cantatas and duet cantatas (sometimes with a simple four-part chorale at the end) abound: BWV 13, 170, 35, 169, 56, 49 (a duet cantata), 55, 52, 58 (a dialogue cantata for soprano and bass with nothing for ensemble), 82, 157 (featuring tenor and bass), and 84. In the cantatas for two voices, arias are sometimes combined with sung chorales (49/6, 58/1, 58/5). Such chorale-arias appear also in later works (156/2, 158/2, 159/1). BWV 98 has an opening chorus only and its demands are minimal. Several cantatas open with sinfonias (often substantial) adapted from earlier instrumental works (as had already been the case with 110/1 for Christmas Day). Examples include BWV 146 (which also has at least one vocal movement adapted from the same instrumental model), 35 (two sinfonias and one vocal movement adapted from previous instrumental works), 169, 49, 52, and 188. Organ obbligatos, perhaps played by Bach himself are also characteristic of Cycle III. Examples include Cantatas 146, 170, 35, 27, 47, 169, 49, and 188. 
	Many of these works preceded the inaugural performance of the St. Matthew Passion, and it is probable that Bach was preserving his energies and time to complete that masterpiece. Even after the performance of the Passion on 11 April 1727, however, Bach seemed to prefer smaller-scale works, with solo cantatas (BWV 56, 52, 82, 84), dialogue cantatas (57, 32, 49, and 58) and/or parodies emerging frequently. Galant and operatic elements seem to appear more often, especially in the solo cantatas and dialogue cantatas. Perhaps the influence of opera was making itself felt in conservative Leipzig.

Christoph Wolff writes, “Apart from an uninterrupted sequence of [six] Lehms cantatas beginning on Christmas Day 1726 [BWV 110, 57, 151, 16, 32 13, then later 170 and 35], no clear compositional pattern emerges.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 283.
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Alfred Dürr writes, “In its present state, as transmitted via the estate of C. P. E. Bach, Cycle III is no longer the product of continuous cantata composition in the course of a single year. Either it is a mixtum compositum of two cycles (or even three if we take account of the cantatas borrowed from Cycle II), or else suspension of Bach’s creativity during the Trinity period of 1725 caused the composition of Cycle III to be spread out over several years so that gaps could be filled. In any event, only a few isolated cantatas are transmitted from the Trinity period concerned: BWV 137 (Twelfth Sunday after Trinity), a late addition to Cycle II, BWV 168 and 164 (Ninth and Thirteenth Sundays after Trinity), and BWV 79 (Reformation Festival)...” (See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 36.) 
	“Bach later removed most of the cantatas for the period from Easter to Whit from the chorale-cantata cycle and incorporated them in Cycle III. Only Cantatas 128 and 68, both of which at least open with a large-scale chorale chorus, kept their place in Cycle II. Two other cantatas, BWV 112 and 129, were later added to the cycle in place of the excluded BWV 85 and 176. Nevertheless, it is clear that not all the gaps in the Easter-to-Whit period of the chorale-cantata cycle were filled.” (See Dürr/Jones, The Cantatas of J. S. Bach, pp. 35–36.)
	“In the group of cantatas for the Christmas and Epiphany season of 1725–6, Bach resorted to older texts whose authors are invariably known. Six librettos are drawn from Lehms’s 1711 cycle (BWV 110, 57, 151, 16, 32, and 13) and one each from Neumeister’s fourth cycle (BWV 28) and Franck’s Evangelisches Andachtsopfer of 1715 (BWV 72). In the Trinity period of 1726 Bach twice more drew upon Lehms’s 1711 cycle (BWV 170 and 35). Apart from these and a few more cantatas by Johann Ludwig Bach, however, the period from Ascension to the Fourteenth Sunday after Trinity is devoted to a group of works whose librettos are drawn from the same cycle as Johann Ludwig Bach’s cantatas, a cycle notable for its far-reaching formal uniformity.[36] Of the seven cantatas that belong to this group, one, BWV 43, represents the so-called ‘long form’ (Scheide) which has the movement order: biblical text (OT)–recitative–aria–biblical text (NT)–strophic poem–chorale. The other six represent the ‘short form’, in which an aria-recitative pair replaces the strophic poem, giving rise to the following seven-movement order: biblical text (OT)–recitative–aria–biblical text (NT)–aria–recitative–chorale. The overall form may either be conceived as bipartite, since each half is introduced by a biblical text, or else as symmetrical, centred around the New Testament text. The following Bach cantatas exhibit this text structure: BWV 39, 88, 187, 45, 102, and 17.”
	"Note 36. This observation was first made in William H. Scheide, ‘Johann Sebastian Bachs Sammlung von Kantaten seines Vetters Johann Ludwig Bach,’ Part II: Bach-Jahrbuch 1961, 5–24, and confirmed by Walter Blankenburg, ‘Eine neue Textquelle zu sieben Kantaten J. S. Bachs und achtzehn Kantaten J. L. Bachs,’ Bach-Jahrbuch 1977, 7–25. The librettist was possibly Duke Ernst Ludwig of Saxe-Meiningen (see Konrad Küster, ‘Meininger Kantatentexte um Johann Ludwig Bach,’ Bach-Jahrbuch 1987, 159–64); if so, the cycle must have originated around 1704/5.” 

See Dürr/Jones, The Cantatas of J. S. Bach, p. 37.
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Lehms. Georg Christian Lehms (1684–1717).
Alfred Dürr writes, “Georg Christian Lehms was born in 1684 at Liegnitz (now Legnica, Poland), attended school at Görlitz, and studied at the University of Leipzig. At the end of 1710 he took up the post of court poet and librarian at Darmstadt, and before 1713 was appointed to the court council. On 15 May 1717, however, pulmonary tuberculosis brought his life to an untimely end. Lehms is best known for his dictionary Teuschlands galante Poetinnen (Germany’s Galant Poetesses; Frankfurt, 1715), yet he also wrote novels, opera librettos, numerous occasional poems, and several church-year cycles of cantata texts for services at the Darmstadt court, set to music by the resident Capellmeisters Christoph Graupner and Gottfried Grünewald. Bach adopted several texts from the first of these cycles, which appeared in print in 1711 under the title Gottgefälliges Kirchen-Opffer (Church Offering, Pleasing to God). This publication is divided into two parts: a cycle for the morning service, containing only biblical words, arias, and occasional chorales; and another for the evening service, characterized by its predominance of madrigalian verse, including recitatives. This evening cycle is thus a successor to Neumeister’s cycles, and was probably conceived mainly for solo voice. From it, Bach set Cantatas 199 and 54 in Weimar and another seven cantatas later in Leipzig (BWV 57, 151, 16, 32, 13, 170, and 35). From the morning cycle, on the other hand, he set only a single text: Cantata 110 (Leipzig, 1725). An eleventh cantata, Liebster Gott, vergißt du mich, BWV Anh. I 209, originated at an unknown date, perhaps in Weimar, but is no longer extant. Other church-year cycles by Lehms survive, dating from 1712, 1715, and 1716, but as far as we know Bach set no texts from them. See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 16.
	Martin Petoldt notes, “Lehms’ texts occasionally depart from the linguistic and metaphorical repertoire of the Bible customary for a particular Sunday, or reinforce the potential for emotional impact (Sünden Brut, Ungeheuer, Höllenhenker, Lasternacht)  (brood of sin, monster, executioner of hell, night of vice); in this context, he has a fondness for compound nouns: Höllenhenker, Lasternacht, Adamssamen, Tränenquellen, Tränenbrunn, Schmerzensreu, Trostwort, Felsenstein (hell’s executioner, night of vice, Adam’s seed, fountains of tears, fountain of tears, pained remorse, words of comfort, boulder stone).” See Bach-Kommentar 1:265.
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B Section of da capo aria. The "path of death" is depicted with a steadily sinking vocal line. Modulations to the remote keys of B-flat minor and F minor.
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J.S. Bach - Church Cantatas BWV 132

Text painting: Chromaticism for description of "pain."
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note for "torment" to indicate its unrelenting nature, while oboe da

accia resumes 16th-note runs, probably indicating torment's all-encompassing nature
(see later singer's melisma).
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Text painting: Extreme Chromaticism & held note for "pain."
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2-. Recitativo eDespair: | cry to God but he does not answer (13/2). The word "noch" (yet or still) recalls Jesus' words in the
Gospel reading (and the theme often emphasized on this day): "My hou‘r has not yet come” (see above).

A
¥

3
N

L4

Alto is often the

voice of the

S e
believing soul. See

. 1N L N—-— i
Wﬁ::g:fzﬁg'*r 15
~ -‘-/

]
/

T

+

Mein Liebster Gott 1iBt michan@ochvergebens rufen

LAl

und mir in meinemWeinen noch

Petzoldt, Bach- My dearest God lets me hitherfo  in-vain cal  and(ets)tormein my  weeping st
Kommentar, vol. 1, _& g" % —+ f 7
. 541. | i " -
P T i i a—r 2 e — iz ?( - '
T FI )
e E’/ I l ! f -—r——_—’
1 -
Y
, i ] —
- !
Ve s - o ~ iz D7 -
B-flat 7 E-flat major


mpeau
Typewritten Text
13/2.

mpeau
Typewritten Text
●Despair: I cry to God but he does not answer (13/2). The word "noch" (yet or still) recalls Jesus' words in the Gospel reading (and the theme often emphasized on this day): "My hour has not yet come" (see above).
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The reference to the hour ("Stunde") when God will hear recalls Jesus' words to his mother in the Gospel reading, "My hour has not yet come." The theme of waiting
for God's hour was often emphasized on this day (see above). The reference to "seeing the promise from afar" may allude to Hebrews 11:13, which lists the heroes
of faith: "These all died in faith, not having received what was promised, but having seen it and greeted it from afar...."
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●Despair: God’s promise to help has not come true (13/3). The chorale as a whole alludes to Isaiah 49:14–16. "But Zion said, 'The LORD has forsaken me, my Lord has forgotten me....'" 
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Note the frequent appearance of figura corta (see side note)."Lively string figures in a joyful F major express...hope for God's promised help, even though...so far no such help is forth coming." See 
Alfred Dürr/Jones, p. 199. Petzoldt suggests that the strings express persistent prayer in face of delayed response. See vol. 2, p. 458. 
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The figura corta was defined as an ornament by W.C. Printz in 1689 and by Johann Gottfried Walther in his lexicon of 1732. Walther wrote, “Figura corta consists of three fast notes, one of which by itself is as long as the other ones.” (Johann Walther, Lexikon, 1732. p. 244, translated). It could be long-short-short or short-short-long. Albert Schweitzer interpreted it as a “joy motive.” See Albert Schweitzer, J. S. Bach, vol. 2, trans. Ernest Newman (Boston: Bruce Humphries Pub., 1962), pp. 65–66. Bach’s second cantata cycle (the chorale cantata cycle) has pervasive use of figura corta for joyous texts.
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This is the second stanza of 6 in the 1636 chorale “Zion klagt mit Angst und Schmerzen” by Johann Heermann (1585–1647).
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The reference to the hour ("Stunde") when God will hear recalls Jesus' words to his mother in the Gospel reading, "My hour has not yet come." The theme of waiting for God's hour was often emphasized on this day (see above). The reference to "seeing the promise from afar" may allude to Hebrews 11:13, which lists the heroes of faith: "These all died in faith, not having received what was promised, but having seen it and greeted it from afar...."
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Text with translation by Francis Browne (see https://www.bach-cantatas.com/Texts/Chorale035-Eng3.htm, accessed 18 August 2025)

1. Zion klagt mit Angst und Schmerzen,
Zion, Gottes werte Stadt,
Die er trägt in seinem Herzen,
Die er sich erwählet hat.
Ach, spricht sie, wie hat mein Gott
Mich verlaßen in der Not
Und läßt mich so harte preßen!
Meiner hat er ganz vergeßen.

(Zion mourns with anxiety and pain,
Zion,God's dear city,
which he carries in his heart,
which he has chosen for himself.
Ah, says Zion, why has my God
abandoned me in my distress
and allows me to be so hard pressed!
He has completely forgotten me.)

2. Der Gott, der mir hat versprochen
Seinen Beistand jederzeit,
Der läßt sich vergebens suchen
Jetzt in meiner Traurigkeit.
Ach, will er denn für und für
Grausam zürnen über mir?
Kann und will er sich der Armen
Jetzt nicht wie vorhin erbarmen?

(God, who promised me
his helping presence at all times
is sought in vain
now in my sadness.
Ah, will he forever
rage fiercely against me?
Can he and will he not
as before pity me in my wretchedness?)

3. Zion, o du Vielgeliebte!
Sprach zu ihr des Herren Mund,
Zwar du bist jetzt die Betrübte,
Seel' und Geist ist dir verwund't;
Doch stell alles Trauern ein!
Wo mag eine Mutter sein,
Die ihr eigen Kind kann haßen
Und aus ihrer Sorge laßen?

Zion, you who are greatly beloved,
says the mouth of the Lord,
you are indeed now distressed,
Your soul and spirit are wounded;
yet put aside all your mourning!
Where could there be a mother
who can hate or have no care
for her own child?)

4. Ja, wenn du gleich möchtest finden
Einen solchen Muttersinn,
Da die Liebe kann verschwinden,
So bleib ich doch, der ich bin.
Meine Treu bleibt gegen dir,
Zion, o du meine Zier;
Mein Herz hast du mir besessen,
Deiner kann ich nicht vergessen.

(Indeed if you could find
a mother so minded
whose love could disappear,
yet I will stay as I am.
My faithfulness abides for you,
Zion,you who are my adornment;
You have taken hold of my heart,
I cannot forget you.)

5. Laß dich nicht den Satan blenden,
Der sonst nichts als schrecken kann!
Siehe, hier in meinen Händen
Hab' ich dich geschrieben an.
Wie mag es denn anders sein?
Ich muß ja gedenken dein;
Deine Mauern will ich bauen
Und dich fort und fort anschauen.

(Don't let Satan hoodwink you,
all he can do is just frighten you!
See, here on my hands
I have written it down.
How then could it possibly be otherwise
I must think of you;
I shall build your walls
And always watch over you.)

6. Du bist mir stets vor den Augen,
Du liegst mir in meinem Schoß
Wie die Kindlein, die noch saugen,
Meine Treu' zu dir ist groß;
Dich und mich kann keine Zeit,
Keine Not, Gefahr und Streit,
Ja der Satan selbst nicht scheiden.
Bleib getreu in allem Leiden.

(You are continuously before my eyes,
You lie on my bosom
like a little child who still sucks.
My faithfulness to you is great;
there is no time,no distress,
danger and strife that can separate you and me,
Not even Satan himself.
Remain faithful in all your sufferings.)Text with translation by Francis Browne (see https://www.bach-cantatas.com/Texts/Chorale035-Eng3.htm, accessed 18 August 2025.

1. Zion klagt mit Angst und Schmerzen,
Zion, Gottes werte Stadt,
Die er trägt in seinem Herzen,
Die er sich erwählet hat.
Ach, spricht sie, wie hat mein Gott
Mich verlaßen in der Not
Und läßt mich so harte preßen!
Meiner hat er ganz vergeßen.

(Zion mourns with anxiety and pain,
Zion,God's dear city,
which he carries in his heart,
which he has chosen for himself.
Ah, says Zion, why has my God
abandoned me in my distress
and allows me to be so hard pressed!
He has completely forgotten me.)

2. Der Gott, der mir hat versprochen
Seinen Beistand jederzeit,
Der läßt sich vergebens suchen
Jetzt in meiner Traurigkeit.
Ach, will er denn für und für
Grausam zürnen über mir?
Kann und will er sich der Armen
Jetzt nicht wie vorhin erbarmen?

(God, who promised me
his helping presence at all times
is sought in vain
now in my sadness.
Ah, will he forever
rage fiercely against me?
Can he and will he not
as before pity me in my wretchedness?)

3. Zion, o du Vielgeliebte!
Sprach zu ihr des Herren Mund,
Zwar du bist jetzt die Betrübte,
Seel' und Geist ist dir verwund't;
Doch stell alles Trauern ein!
Wo mag eine Mutter sein,
Die ihr eigen Kind kann haßen
Und aus ihrer Sorge laßen?

Zion, you who are greatly beloved,
says the mouth of the Lord,
you are indeed now distressed,
Your soul and spirit are wounded;
yet put aside all your mourning!
Where could there be a mother
who can hate or have no care
for her own child?)

4. Ja, wenn du gleich möchtest finden
Einen solchen Muttersinn,
Da die Liebe kann verschwinden,
So bleib ich doch, der ich bin.
Meine Treu bleibt gegen dir,
Zion, o du meine Zier;
Mein Herz hast du mir besessen,
Deiner kann ich nicht vergessen.

(Indeed if you could find
a mother so minded
whose love could disappear,
yet I will stay as I am.
My faithfulness abides for you,
Zion,you who are my adornment;
You have taken hold o
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Psalm 77:2. In the day of my trouble I seek the Lord; in the night my hand is stretched out without wearying; my soul refuses to be comforted.
Psalm 22:2. O my God, I cry by day, but thou dost not answer; and by night, but find no rest.
Psalm 6:6. I am weary with my moaning; every night I flood my bed with tears… (Also Jeremiah 45:3.)
Psalm 56:8. Thou hast kept count of my tossings; put thou my tears in thy bottle! Are they not in thy book?
Psalm 38:6–8, 10, 13–14. I am utterly bowed down and prostrate; all the day I go about mourning. For my loins are filled with burning, and there is no soundness in my flesh. I am utterly spent and crushed; I groan because of the tumult of my heart…My heart throbs, my strength fails me; and the light of my eyes—it also has gone from me…I am like a deaf man, I do not hear, like a dumb man who does not open his mouth. Yea, I am like a man who does not hear…
Psalm 88:1. O Lord, my God, I call for help by day; I cry out in the night before thee!
Lamentations 1:20, 22. Behold, O Lord, for I am in distress, my soul is in tumult, my heart is wrung within me…my groans are many and my heart is faint.
Psalm 13:2. How long must I bear pain in my soul, and have sorrow in my heart all the day?
Psalm 42:5/11/43:5. Why are you cast down, O my soul?…Hope in God; for I shall again praise him, my help and my God.
Lamentations 3:15. He has filled me with bitterness, he has sated me with wormwood.
Psalm 90:15. [O Lord,] make us glad as many days as thou hast afflicted us, and as many years as we have seen evil.
*John 2:3–10. When the wine gave out [at the wedding in Cana], the mother of Jesus said to him, “They have no wine.” And Jesus said to her, “O woman, what have you to do with me? My hour has not yet come.” His mother said to the servants, “Do whatever he tells you.” Now six stone jars (Luther 1545: Wasserkrüge) were standing there, for the Jewish rites of purification, each holding twenty or thirty gallons. Jesus said to them, “Fill the jars (Luther 1545: Wasserkrüge) with water.” And they filled them up to the brim. He said to them,”Now draw some out, and take it to the steward of the feast.” So they took it. When the steward of the feast tasted the water now become wine…[he] called the bridegroom and said to him, “Every man serves the good wine first…but you have kept the good wine until now.” (Also Psalm 94:19.)
Psalm 27:14. Wait for the Lord; be strong, and let your heart take courage (Luther 1545: sei getrost und unverzagt)…
Jeremiah 31:13–14 [God]: Then shall the maidens rejoice in the dance, and the young men and the old shall be merry. I will turn their mourning into joy, I will comfort them, and give them gladness for sorrow. I will feast the soul of the priests with abundance, and my people shall be satisfied with my goodness, says the Lord.
Psalm 30:11. [O Lord,] thou hast turned for me my mourning into dancing; thou hast loosed my sackcloth and girded me with gladness.
Psalm 16:11. [O Lord]…in thy presence there is fulness of joy, in thy right hand are pleasures for evermore.
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The figura corta was defined as an ornament by W.C. Printz in 1689 and by Johann Gottfried Walther in his lexicon of 1732. Walther wrote, “Figura corta consists of three fast notes, one of which by itself is as long as the other ones.” (Johann Walther, Lexikon, 1732. p. 244, translated). It could be long-short-short or short-short-long. Albert Schweitzer interpreted it as a “joy motive.” See Albert Schweitzer, J. S. Bach, vol. 2, trans. Ernest Newman (Boston: Bruce Humphries Pub., 1962), pp. 65–66. Bach’s second cantata cycle (the chorale cantata cycle) has pervasive use of figura corta for joyous texts.

Microsoft Account
Line

Microsoft Account
Typewritten Text
Alfred Dürr notes
the two affects of
the ritornello (lament
vs. joy). See
note.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Sighing figures

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
figura corta

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
Line

Microsoft Account
Line

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
Descending chromatic 4th is traditional symbol of lament.


Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Lament of previous measures changes to hope/joy. 
Ascending B-flat major scale, harmonized in G minor.


Microsoft Account
Sticky Note
Alfred Dürr writes, “A recitative, no. 4, plain but exceptionally graphic in text illustration, leads to the second aria, no. 5, whose choice of obbligato instruments—unison of solo violin and two recorders—is no less original than that of the first. To the words of its opening section, ‘Moaning and pitiful weeping,’ we hear a lament whose melodic style is characterized by the interval of an augmented second and its inversion, as well as by the diminished seventh and diminished fifth (even in the continuo). The introductory ritornello, however, already embodies contrasting affects: the antecedent phrase develops the aforementioned lament melody; but the consequent, with its lively demisemiquaver passages and intervallic leaps, strikes a far more joyful note, which is then carried further in the middle section to the words ‘But whoever looks towards heaven and seeks comfort there.’ Just as the ‘way of death’ was represented by a descent in the first aria, so now do we hear, on the words ‘gen Himmel’ (‘towards heaven’), a rising octave leap in the voice and an ascending scale in quick notes on the obbligato instruments. A free reprise of the opening section ends the aria.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 199.
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Emphatic, speech-like vocal writing while obbligato points to heaven.
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Contrasting B Section.

J.S. Bach - Church Cantatas BWV 13

Petzoldt notes the comparison of the "Path to Death" in movement 1 with the "Glance toward Heaven" here in movement 5.
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nen Malcolm Boyd (New York: Oxford University Press, 1999), p. 290.
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J.S. Bach - Church Cantatas BWV 13

Emphatic, speech-like vocal writing while obbligato points to heaven.

&5 } D [ o ‘:'bIP 2 ’ '\—'—-H:E
R R es
14 lr/ Ld r 4 — :
Sor.gen Krank . heit nicht, nicht, Ach.zen, Ach.zen und erbirmlichWeinen,
DD
A ! 1 I
T - 71K _
HD—8 o o »
e r v 5 1 ? — |
el T
5 T i
4 o— f u&l B ot 'n' o7
! o] ' | W T
= — <+ 1 ! 1 {C minor
r r ?- t . h - r B dim. G major
E-flat major
. F# dim.
C minor B-flat7 |
68 :1'- -1' “T') - I.‘I’I Ia o b bl - 1/1’- ;
.} 1 L N i
S gy Aty K r—]
P . ' - ——tt - ‘
Ach_zen und __ erbdrmlich Wei - - nen, erbirmlich Wei _ nen, |
Descénding chromatic 4th is traditional symbol of lament.
' o e s O e i,ﬁi s |be o Jd
= I el
AN \ - » T — >—9
[ L e | L ] I I I — r [
Y o A ol 7‘&“11’"* L § i ' ‘ -:J—E‘P
7! - i " *- f 1 » '
\ i 1 % { iy =) T -
F# dim.7 c n|1a'0r F#dim7 C#dm7 ma'orgr r * ajor q l 1_ C minor
G7 J ' ] G minor c#dim.7 D dim G major
7 e te | e £
i e O e S Y ¢ S - % 2
Zh e ' - 7 ) T 7 ¥
v T |4 T
Ach . zen und
jaj P
e
F# dim.7 C# dim.7 .
" b7 G minor D major D7
74 2 £ P
——f —2 2 ! &
Fr 0 e 5
1 J 7
- .- . . r
Sor - gen Krank_heit nicht, ~ nicht, hilft der Sor . - gen
Emphatic, speech-like vocal writing while obbligato points to heaven.
. ]
ANV %
y P— e
/ / figura corta (despite anguished text)
7
! ” | R | A,
m ! =1 .l 1Y
b ——@-+ — L]
— i ]
G minor F major F7 B-flat major G minor

18


mpeau
Typewritten Text
B dim.

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
F# dim.

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
G major

mpeau
Typewritten Text
G major

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
B-flat 7

mpeau
Typewritten Text
B-flat major

mpeau
Typewritten Text
E-flat major

mpeau
Typewritten Text
C# dim.7

mpeau
Typewritten Text
C# dim.7

mpeau
Typewritten Text
C# dim.7

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
A major

mpeau
Typewritten Text
D dim.

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
F7

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
Descending chromatic 4th is traditional symbol of lament.


Microsoft Account
Typewritten Text
Emphatic, speech-like vocal writing while obbligato points to heaven.


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
Descending chromatic 4th is traditional symbol of lament.


Microsoft Account
Typewritten Text
Emphatic, speech-like vocal writing while obbligato points to heaven.


Microsoft Account
Typewritten Text
figura corta (despite anguished text)

Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line


J.S. Bach - Church Cantatas BWV 13

St}

L
%*

. H
A

Hd

& -14{1

: %

347
I
- ] > S S ——
F—= i e S S
i - >
4 LH LH r
" —h-— :__L o= . )/“\
- W i Q_},I_ZE ‘
e e e e S e e S 2
T Q
78, ' F7.*B—ﬂat majorC major D major F# dim.7 G minor J
7 o } : "
Fr——r e =
L4 4 H_I' rr/ | 4 &

nicht, nicht, hilft der Sor. gen Krankheit nicht.

he d

=
T

i 114'
e

; !
C# dim.7 A major B dim.7 C minor
G7

i

A3
'Y

» ;.
i i =
5 "
G minor D major D7
] wBiprsalvrrulis yallv-re
s } & -
' Y% 1 B F— i Wi ; e
T T T 1 1 4 7 v 7
z figura corta '
Ascending B-flat major ) .
scale. = Y
E—F 2 .
\(—» 3 " r r I'
G minor F major B-flat major

C major D major D major G minor
Ascending G minor scale. 19


mpeau
Typewritten Text
76.

mpeau
Typewritten Text
78.

mpeau
Typewritten Text
81.

mpeau
Typewritten Text
83.

mpeau
Typewritten Text
85.

mpeau
Typewritten Text
B dim.7

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
B-flat major

mpeau
Typewritten Text
B-flat major

mpeau
Typewritten Text
C# dim.7

mpeau
Typewritten Text
C# dim.7

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
A major

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
F7

mpeau
Typewritten Text
F7

Microsoft Account
Typewritten Text
Ascending G minor scale.

Microsoft Account
Typewritten Text
Ascending B-flat major
scale.


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
Descending chromatic 4th is traditional symbol of lament.


Microsoft Account
Typewritten Text
figura corta


i i i ?
horale (Added to libretto, probably by Bach). See also 44/7, 97/9—Bach liked this chorale*
T|2IZ|I|Z;h§1é?sérs1t?2tZ:nOfb?, IQ;;SFF%S&?%(SAEESQS BWV 13 eHope: Exhortation to trust God’s sovereignty (13/6). Petzold argues that the chorale

1640). S ote regarding date of the chorale. serves a catechismal function. See "Bach-Kommentar," vol. 2, pp. 456, 460. He notes
een

B ‘+} that Bach gives the greatest rhythmic motion to words that make reference to
13/6. 6. Choral (Nlel ,»Nun ruhen alle W‘ﬁer ) a merciful God (mm. 3-5, 9). ~
Sopranc 1. " . P Py s — A —
%W”‘ e r —a—i
4 1 4 1 i
_ i - ; i — —t - I S G dem al l\.l i ne, der :
Simple, 4-part T S le. dei . ne und trau -e - ~ |
chorale setting Y So sel nun, See-le, ~ RE— . ﬂ
enjoins the believer a1 Alto N 4 1] 7 e e ] = : s
to trust God despite —a ™ -4 & ;‘———J
suffering. For a ! T - m al - lei . ne, der ‘
description of Bach's [y So  sel nun’see - lt‘, del . ne und trau_e._.,_de .}ﬂ\ . |
unhappiness during Tenore _ f i » r; —0 ¥ |
this time in his life, Wﬁ’:ﬂﬁ%ﬁ—ff ! i = ! j:j::i‘
see note above at (oo Wi, G0 =t f 1 e — ! ! " e, der
movement no. 1. %JV So  wei punSee - le, dei - pe und trau-e demal . lei - e
Basso —~ - ‘ =
The first phrase T‘._t____p__rq!__f;%——-f-———lp—r— | am— ™ e i 2 E ia = —
seems to mean PR~ — e — — | } : d] 11 111 - 1113 F—
“So soul; possess e - — v und trau_e em al . lel . R i
” N So  sei nun,See . le, dei - ne e
thyself. ) | G\ l | q ;
4 ' —— - d e = o !
. s 1 !
M s z —
Ob. . r :
da caccia I :
Viol.I, O ‘ T— J‘ _ J‘ J——J 7z 4‘4‘
Vs, Be. e ) — ! - ‘}{ '7 ! i “'—
\A‘b_‘*%._‘-—?“ i m
R -] [S——
B-flat major o :
B-flat major - i
5 ~
/p e S ——— r ——
e ; = ———F 2 ot ! e —
ANB V4 1 1  Sna— RN |l t t n—— " ‘
©  dich er. schaf _ fen_ }}‘.x\t Es ge . he, wie_ es ge - ﬁ& dein |
A L * } 1 I 1 | ! ': |
T 1 11 )| 11 ] 1 + + i t
Raee———e === ==
\L7
Y e i he, dein
dich  er . schaf . fen hat. Es ge . he, wie es ge . \
ﬁ I!I + £ L, La : ‘

i ﬁ
: .1, > T8
- 1
ol Te
D L
o
% el
SERE |-}
e

a8

o/

R § )
’ 1] r . %'
L — G minor l GE7 C !minor o/ B‘fﬂat major
/d 1‘2 ; ; Av 1 T | - m -
GESSESESSEES S S == t===
"Va _ ter in der Ho . he der weiB zu al . len Sa . chen* Rat.
o Fan
: [ 4 1
Va _ ter_ in__ der_ H6 . he, der weiB zu_ al . len_ Sa . chen Rat.
4 — " i . T = s m 1 T pa— + I t .
S=ESSEE =R s S e
N T T |: L 4 v T
Y Va . ter_. in__ der Hé _ he, der weiB za al . -len Sa . chen Rat.
L\ Va _ ter_ in  der Hs _ he, der weiB zu al . len Sa _chen Rat,
1g . E & _J { r- [ | [
%Fr e e — %i E.Efgl —r

T
F7 B-flat major ! v
B-flat major

20


mpeau
Typewritten Text
13/6.

mpeau
Typewritten Text
 (Added to libretto, probably by Bach). See also 44/7, 97/9—Bach liked this chorale?
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Simple, 4-part
chorale setting
enjoins the believer
to trust God despite
suffering. For a 
description of Bach's
unhappiness during
this time in his life, 
see note above at 
movement no. 1.

The first phrase 
seems to mean 
“So soul; possess 
thyself.”
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This is the last stanza of 9 in the 1641/1642 chorale “In allen meinen Taten” by Paul Fleming (1609–1640). See note regarding date of the chorale.
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Sticky Note
Sources differ regarding the date of the chorale’s publication. Martin Petzoldt gives the date as 1641 (Bach-Kommentar 2:456).




