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The first work in Bach's chorale cantata cycle, which
warns about eternal judgment as reflected in the day's
Gospel reading: Jesus' parable about respective fates
of the rich man and poor man Lazarus.

Alfred Durr writes, “With this composition Bach inaugurated his cycle of chorale cantatas on 11 June 1724. The anonymous librettist based his text upon
the well-known hymn by Johann Rist of 1642, which is ideally suited to the interpretation of the Gospel account of the rich man and the poor Lazarus.
Moreover, the tenth movement includes a direct reference to the parable, which had been read out beforehand. In the Leipzig hymn books of Bach's day,
Rist's hymn was mostly printed with sixteen verses. However, a version shortened to twelve verses, such as that which Gottfried Vopelius, for example,
published in his hymn book of 1682, served as the basis of this cantata. Verses 1, 8, and 12 were retained literally in movements 1, 7, and 11, and the
other verses paraphrased in turn to form a cantata movement each, except that the fourth movement contains two verses (4 and 5) and the last lines of
verse 9—'Vielleicht ist heut der letzte Tag, wer weif3 noch, wie man sterben mag'—were adopted in a slightly modified form in the ninth movement, which
is otherwise based on verse 10. Overall, the adaptation remains very close to the original—a particular characteristic of the first cantatas of this cycle.”
See Alfred Durr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 390.

The vocal/piano score available for download is missing the tops of systems at
1/31-32, 1/38-39, 4/6-7, 5/16-18, 5/50-51, 6/17-22, 6/44-48, 8/9, 8/16, 8/32-33, 9/11-13, 9/86-89.
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1/31–32, 1/38–39, 4/6–7, 5/16–18, 5/50–51, 6/17–22, 6/44–48, 8/9, 8/16, 8/32–33, 9/11–13, 9/86–89.
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Alfred Dürr writes, “With this composition Bach inaugurated his cycle of chorale cantatas on 11 June 1724. The anonymous librettist based his text upon the well-known hymn by Johann Rist of 1642, which is ideally suited to the interpretation of the Gospel account of the rich man and the poor Lazarus. Moreover, the tenth movement includes a direct reference to the parable, which had been read out beforehand. In the Leipzig hymn books of Bach’s day, Rist’s hymn was mostly printed with sixteen verses. However, a version shortened to twelve verses, such as that which Gottfried Vopelius, for example, published in his hymn book of 1682, served as the basis of this cantata. Verses 1, 8, and 12 were retained literally in movements 1, 7, and 11, and the other verses paraphrased in turn to form a cantata movement each, except that the fourth movement contains two verses (4 and 5) and the last lines of verse 9—‘Vielleicht ist heut der letzte Tag, wer weiß noch, wie man sterben mag’—were adopted in a slightly modified form in the ninth movement, which is otherwise based on verse 10. Overall, the adaptation remains very close to the original—a particular characteristic of the first cantatas of this cycle.”
See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 390.
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The first work in Bach's chorale cantata cycle, which warns about eternal judgment as reflected in the day's Gospel reading: Jesus' parable about respective fates of the rich man and poor man Lazarus.


: : Form: Part 1: Chorale Fantasia - Recit (T) - Aria (T) - Recit (B) - Aria (B) - Aria (A) - Chorale
Introdu/ctlon & updates at melvinunger.com. Part 2: Aria (B) - Recit (Alto) - Duet (A/T) - Chorale (No solo for Soprano.)

NBA I/15; BC A95 i . . .

1. S. after Trinity (BWV 75, 20, 39) The underlying chorale is in bar form (phrases 1-3 are repeated as 4-6 before concluding with phrases
*1 John 4:16-21 (God is Idve‘ Ywe ought also to love) 7 & 8. Despite this bar form, Bach sets 4-6 to different music (the contrasting imitative section of 20/1.

Thus ABA form is superimposed on 293

*Luke 16:19-31 (Parable of rich man and Lazarus) T 4 'I'rintiaflis i ] :
Librettist: Unknown. This work begins Bach's Dominica 1 IN).S‘ Freinitatis. as orm. The cantus firmus is doubled by slide trumpet.

cycle of chorale cantatas (see notes). e - . ) 4
FP: 11 June 1724 (St. Nicholas); nda wighkett, du Dunuerwurt. (BWV 20)
performed repeatedly in Leipzig 20/1. ‘ Y
during Bach's lifetime (see note). 1 Chorus (Chorale v. 1) (See also 60/1.) eEternity is a thunderous word that frightens me! (20/1).
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NBA I/15; BC A95
1. S. after Trinity (BWV 75, 20, 39)
*1 John 4:16–21 (God is love; we ought also to love)
*Luke 16:19–31 (Parable of rich man and Lazarus)
Librettist: Unknown. This work begins Bach’s 
cycle of chorale cantatas (see notes). 
FP: 11 June 1724 (St. Nicholas);
performed repeatedly in Leipzig
during Bach's lifetime (see note).
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Chorus (Chorale v. 1) (See also 60/1.) ●Eternity is a thunderous word that frightens me! (20/1).
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Instrumentation:
Tromba, Tromba da tirarsi
Oboe I, II, III
Vln I, II
Vla
SATB
Continuo, Organo
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Sticky Note
For Bach’s second annual cycle (1724–1725) , he turned to the chorale as a unifying device, perhaps inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. 
	Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas. The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	The first cantata of Bach’s second cycle was an ambitious, bipartite cantata, O Ewigkeit, du Donnerwort, BWV 20, performed on the first Sunday after Trinity, 11 June 1724. Almost all of the following 19 cantatas employ six- or seven-movement structures, in more or less equal measure. Two works, Cantatas 94 and 113, are in eight movements. Thereafter, Bach and his unknown librettist(s) settled almost exclusively on the six-movement form.
	The opening choruses of the chorale cantatas are their chief glory—elaborate fantasias for voices and instruments of great variety and invention. The final movements, on the other hand, are usually four-part cantional settings of the foundational chorale, with instruments doubling the vocal lines. Where librettos retain a chorale stanza verbatim (rather than paraphrasing it, and without textual troping), Bach wrote solo cantus firmus settings. Most often, the chorale is presented by a single vocalist, while instruments provide contrapuntal accompaniment (92/4, 113/2, 114/4, 178/4). In 10/5 and 93/4, however, these roles are reversed. 
	The cycle began 11 June 1724 and continued uninterrupted for 40 works. Bach clearly had a systematic plan that included presenting the chorale cantus firmus successively in different voices in his works of the cycle:
1. S. after Trinity (11 June 1724): BWV 20 (Soprano)
2. S. after Trinity (18 June 1724): BWV 2 (Alto)
St. John's Day (24 June 1724): BWV 7 (Tenor)
3. S. after Trinity (25 June 1724) BWV 135 (Bass)
Feast of Visitation (2 July 1725) BWV 10 (Soprano/Alto)
See Christoph Wolff, Bach's Musical Universe, pp. 124, 134–135.
Origins of the chorales used are given in 
Wolff, Bach’s Musical Universe, 128–29.
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Form: Part 1: Chorale Fantasia - Recit (T) - Aria (T) - Recit (B) - Aria (B) - Aria (A) - Chorale
           Part 2: Aria (B) - Recit (Alto) - Duet (A/T) - Chorale  (No solo for Soprano.)
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119, 194, 20, 110, 110. 
BWV 75 has dotted rhythms but
is in triple
meter.
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The underlying chorale is in bar form (phrases 1-3 are repeated as 4-6 before concluding with phrases 
7 & 8. Despite this bar form, Bach sets 4-6 to different music (the contrasting imitative section of 20/1. 
					Thus ABA form is superimposed on
					AAB form. The cantus firmus is doubled by slide trumpet.
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Eric Chafe interprets the tonal ascent-descent of Cantata 20. It descends tonally ("flat-ward") from F major to C minor (movement 2) then back up B-flat major (movement 5) and D minor (movement 6), and F major for the chorale that ends Part 1. Part 2 begins tonally higher yet with C major (movement 8) and A minor (movement 9 & 10) before coming back down to the closing ,chorale in F major. Thus, F major anchors the work. Chafe interprets the rising sequence from C minor to C major as an eschatological progression, which is tempered/anchored by the church in present reality (F major). See Tonal Allegory, 164–66.
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Cantata Cycle II (Chorale Cantata Cycle) 
Regarding Bach’s chorale cantata cycle, Sven Hiemke writes, “It is…unclear what prompted Bach to take on this ambitious venture. It is possible that the composer wanted to make a connection with the Lutheran tradition of sermons based on hymns. Benedikt Carpzov (1639–1699), the pastor of St. Thomas’s Church, announced a similar project in 1690: He planned to explain a ‘good, beautiful, old, Protestant and Lutheran hymn’ in all his future sermons which Johann Schelle (1668–1701), Bach’s predecessor as Thomaskantor, would, in each case, convey ‘as graceful music’ to ‘be heard before the sermon.’” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 11, p. 10 (Sven Hiemke, translated by David Kosviner). Citation is from Sebastian Knüpfer, Johann Schelle, Johann Kuhnau. Ausgewählte Kirchenkantaten, ed. and introduced by Arnold Schering, Leipzig, 1918 (Denkmäler deutscher Tonkunst, 1st series, vol. 58/59), p. XXXIII.
	On the other hand, perhaps Bach’s cycle was inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas—the last one was BWV 1 for 25 March 1725 (Annunciation). The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	It bears mentioning that the chorale cantatas generally reduce the demands placed on the soprano choirboys, and Bach probably considered this fact. Alfred Mann notes that, after beginning his tenure in Leipzig with demanding, two-part cantatas, Bach realized that he “had overtaxed the abilities of the choirboys.” With the chorale cantatas, “he assigned the choirboys the easiest part, for all that the soprano section now had to sing was the plain hymn melody.” See Alfred Mann, Bach and Handel. Choral Performance Practice (Chapel Hill, North Carolina: Hinshaw Music, 1992), pp. 39–40.

Christoph Wolff writes, "[Bach's] exhaustive planning efforts [for his chorale cantata cycle] can be readily perceived in the scores themselves. The first unusual detail consisted in the special prayer formula that Bach placed at the beginning of the first cantata's composing score, entered before he wrote down the first note. The customary two-letter invocation 'J.J.' (Latin Jesu juva, 'Jesus help') was the one that many other composers normally inscribed at the tops of their scores. Yet this time Bach, surely conscious of the prodigious dimensions of his undertaking, instead turned to a more ceremonial formula, the six-letter phrase 'I.N.D.N.J.C.' (In Nomine Domini Nostri Jesu Christi, 'In the name of our Lord Jesus Christ')—the only time this formula appears in any of Bach's manuscripts." See Wolff, Bach’s Musical Universe, 131.

In the introduction to the Carus edition of BWV 20, Ulrich Leisinger (with translation by John Coombs) writes, “The cantata O Ewigkeit, du Donnerwort BWV 20 (Eternity, thou thundrous word), marked the beginning of what was probably the most ambitious compositional project ever undertaken by Johann Sebastian Bach: this cantata opens the annual cycle of so-called chorale cantatas, which the Thomaskantor began to compose as his second annual cycle of church cantatas with a work for the 1st Sunday after Trinity in 1724.… 
	“Autograph revisions…indicate that the cantata was performed repeatedly in Leipzig during Bach’s lifetime.… Johann Friedrich Reichardt was able to describe this work in 1806 as ‘one of the best loved and most famous church cantatas’ by the Thomaskantor. (Berlinische musikalische Zeitung, 2nd year, no, 51, p. 201f., with publication of brief excerpts from movement No. 9 to illustrate his criticism of Forkel’s book Ueber Johann Sebastian Bachs Leben, Kunst und Kunstwerke, Leipzig, 1802).”

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 20
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Bach begins the first cantata of his ambitious chorale cantata cycle with a French Overture. 
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Section 1: Regal, dotted rhythms  (incorporates Chorale Phrases  1 to 3.)
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Shivering 32nd notes prefigure vocal motive for "Donnerwort."
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Alfred Dürr notes, “The chorale melody is underpinned by a predominantly chordal, occasionally freely polyphonic, texture in the lower voices parts, which remain unthematic throughout. Consequently thematic development takes place entirely in the orchestra. The principal motive of the slow introductory section is derived from the beginning of the chorale…. On the other hand, the theme of the quick middle section, together with its chromatic counterpoint, is unrelated to the chorale.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 391.
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Trumpet doubles cantus firmus.
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Accompanying parts are homophonic here, unrelated to cantus firmus.
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Stile concitato
Stile concitato (“agitated style”) was invented (or “rediscovered”) by Claudio Monteverdi for his eighth book of madrigals (Madrigali guerrieri ed amorosi, 1638). It is characterized in particular by a “combat motive” of repeated 16th notes. 
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Text painting: Thunder shiver 
enbellishment in bass voice, stile concitato in the strings for "Donnerwort" ("thunderous word").
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Stile concitato = agitation.
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Fast, imitative section typical of French Overture (incorporates Chorale Text Phrases 4 to 6, even though the
bar form of the hymn means these are the same as Phrases 1 to 3. Alfred Durr argues, “This middle section
is not a regular ‘school fugue’; indeed, it cannot even be called a fugato, since the intervals of its thematic
components are frequently altered. This freedom of compositional technique in the treatment of the vocal and
orchestral parts contrasts with a close adherence to the text, which is manifest in a search for striking musical
illustrations thereof.” See Alfred Durr, The Cantatas of J. S. Bach, revised and translated by Richard Jones
(New York: Oxford University Press, 2005), p. 392. The jittery quality of the subject suits the nervousness of ———~—q
the text, as does not chromaticism of the countersubject. and the ambiguity of the tonal progression.
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Fast, imitative section typical of French Overture (incorporates Chorale Text Phrases 4 to 6, even though the bar form of the hymn means these are the same as Phrases 1 to 3. Alfred Dürr argues, “This middle section is not a regular ‘school fugue’; indeed, it cannot even be called a fugato, since the intervals of its thematic components are frequently altered. This freedom of compositional technique in the treatment of the vocal and orchestral parts contrasts with a close adherence to the text, which is manifest in a search for striking musical illustrations thereof.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 392. The jittery quality of the subject suits the nervousness of the text, as does not chromaticism of the countersubject. and the ambiguity of the tonal progression.
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The text is the second "A" of bar form (AAB). By setting the middle (fast, imitative) section of a French Overture to one of the Stollen instead of to the Abgesang, Bach shows he wanted to emphasize the opening text. Martin Petzoldt argues that by using the same text for this fast section, Bach is contrasting fleeting earthly time with eternity. See Bach-Kommentar 1:41. Accompanying voices are mostly homophonic, unrelated to cantus firmus. 
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Text painting: Falling chromatic line (derived from instrumental counter-subject) and leaps for the word "sorrow."
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After a dramatic pause, the music jerks forward in short bursts, the rhythm with rests related to text painting to follow (i.e., terror).
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Alfred Durr writes, "The musical shaping of the recitatives [in BWV 20] exhibits the characteristics of Bach’s mature style: the declamation has become
more passionate but also more concise, since the arioso passages of his early period are largely absent. Only in the ninth movement, at the words
‘Pracht, Hoffart, Reichtum, Ehr und Geld’ (‘Pomp, pride, wealth, honour, and gold’), drawn verbatim from verse 10, is the recitative style enriched by a
motivically treated continuo figure. For the rest, secco accompanied by continuo is predominant. As a result, there is a greater contrast between the
recitatives and the arias, which interpret both the affect of the text and its individual turns of phrase." See Alfred Diirr, The Cantatas of J. S. Bach,
revised and translated by Richard Jones (New York: Oxford University Press, 2005), pp. 391-392.
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Bass is often the voice of authority, e.g., the preacher. Here he uses
extravagant language to press home the urgency of the matter.
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The quasi-comic opera style of this aria allows Bach to create a mood that contrasts with the somber surrounding movements.


mpeau
Typewritten Text
7.

mpeau
Typewritten Text
10.

mpeau
Typewritten Text
13.

mpeau
Typewritten Text
16.

mpeau
Typewritten Text
Bass Aria (Based on Chorale v. 9 of 16-stanza version.)
●God is just: eternal damnation for temporal sin (20/5).

mpeau
Typewritten Text
20/5.

mpeau
Typewritten Text
1.

Melvin
Typewritten Text
A-flat

Melvin
Typewritten Text
B

Melvin
Typewritten Text
Rhetorical emphasis with high note for
"damned one."

Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
Rhetorical emphasis with high note
for "never."

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
Chorale text verbatim.

Melvin
Typewritten Text
Chorale text verbatim.

Melvin
Highlight

Melvin
Typewritten Text
The quasi-comic opera style of this aria allows Bach to create a mood that contrasts with the somber surrounding movements.


mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
F minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
B7

mpeau
Typewritten Text
E minor

mpeau
Typewritten Text
E7

mpeau
Typewritten Text
F# dim.7

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
A7

mpeau
Typewritten Text
D minor

mpeau
Typewritten Text
D minor

Melvin
Typewritten Text
B♭major

Microsoft Account
Typewritten Text
Bach focuses on the first line of the 6-line
aria ("God is just," using it for the entire A 
section of the da capo aria (in all, 2/3 the
movement's length). The mood is operatic
			      and quasi-
			      jovial,
			      perhaps to
			      represent
			      temporal
			      pleasures.
			     (The bass
			      usually is the
			      voice of
			      authority.)
			      

Microsoft Account
Highlight

mpeau
Text Box
Ritornello: Primary motive is derived 
from the vocal motive (e.g., m. 11).

Microsoft Account
Text Box
have-been,       so        were nevertheless    finally                           its            end      and    measure            fixed:                    it        would       indeed       one-day 

Microsoft Account
Text Box
(have-to) cease.                                              Now            however,     when  you      the            peril,                      o-damned-one,              a-thousand                    million 

Microsoft Account
Text Box
years       with      all-the       devils (have)       endured,             then   is       still     ne’er  the          end                  at-hand;             the time-span, which   no-one         reckon


Microsoft Account
Text Box
can        begins      each            moment—         to       your          soul’s         eternal             misfortune—      -    continually -            anew        - .

Microsoft Account
Text Box
F# dim.7

Microsoft Account
Typewritten Text
E-flat is enharmonically changed to D#, the surprising harmonic resolution emphasizing the unimaginable aspect referenced in the text.

Microsoft Account
Line

Microsoft Account
Text Box
Continuo begins with "Gott ist Gerecht" motive.


310

5.
F4 RN
(]
<
Loyl
S I 2 —
oJ
A1
I” S 4 T
b 2— =
o
o)1
¥e -
Z
A
£ » , C
QO " o 1 B
. I 7] -y Y & g R | 1 ¥y _ o —
T Vi ) 8 rd | ) H ) ¥ — & | |d i
i 1 a0 R | | I b H . Il 1 1 Il | R
5 s 8 * ! ———— ) L “h*?’:ma]m 6 Do 8 ——
3 a 8 w7 P ED major ¢ : BO major 7 43 7 43 6
2 The justice of God is the theme of the entire A section, which coverw only one line of text out of a total of six.
0. This indicates that Bach decided to-emphasize God's justice per se over the rest of the poem.
4 b, Py Py 8 .ﬁ
14 4 T 4 RS )
o I 1 L2 hd - & T 1.4
- ] i —x S
I ’ [ - ; . L .
"Large, powerful, and decisive intervallic leaps [depict] ‘Gott ist gerecht’ (‘God is just’)." (Durr/Jones,
. . i ]
F o ~ gjf N -‘ 8o SN B Y

Primary motives emphasize
the strong syllable of "just."

\ T .
N o g
; 3¢
4 2 } 2,
83 [ ! edl . 1 1
' LI 4 - [ %2 A i ) [ 27
2 _n A | 4 .4 A | 4 I
Golt st ge_recht, ge
T ‘ i ' 1 - £ o y — Y
j bl I A4 {780 S
L i =y |
P e s
E
2

.} P - N .
+ . o > r
ié VIR R Il (7] w1 E
A i § i z 1 1
} . 1 L T
el |
v gy ;i P~ 4 !
717 @ I— ¥ I
¥ L. ‘ =
% — I o T - ¥
o 1 H
L T b .4 ] 1 L .
——— a n r 7 —g——
¥ . i f . 124 —
~
PP PEN ) i a g ® e -
T S aram r A—i—p » L —+ = i +
t- P B A i I . A — LS 7
,. LA Fle =
ist gerecht, ., st gerecht,ge _jrechtin seinenWer _ ken, Gottist gerecht, Goll ist gerechl,
-7 o
I } [ 1 ’
? Y ry
D T s P i |- 1 -
H (' .4 i LA .4 1
7 ax 6 7 a3 [} & 3 Er— 5 8 5 4 7
5 “ s 7 : 7
. @ “ 3 3 4 2 2 g i

H.W L,

p. 392.)


mpeau
Typewritten Text
5.

mpeau
Typewritten Text
9.

mpeau
Typewritten Text
13.

Melvin
Typewritten Text
The justice of God is the theme of the entire A section, which coverw only one line of text out of a total of six. This indicates that Bach decided to emphasize God's justice per se over the rest of the poem.

Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
Primary motives emphasize
the strong syllable of "just."


Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
E♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
F major

Melvin
Typewritten Text
B♭7

mpeau
Text Box
"Large, powerful, and decisive intervallic leaps [depict] ‘Gott ist gerecht’ (‘God is just’)." (Dürr/Jones, p. 392.)


an

17. .
VoS N P
A= 2
| I 1
N
Vo lN
" AN/ A
oo P (7]
i £om T4 1 Vd
L;)U r/A
3 F
\ A - L2
\ L ys
AN Y S
e
18
4

v & |
Y
= U -
-

Goll ist gerecht, Golt ist gerecht,
Vid
- -
e — : R J(
68 P 7 EB maJ;)r ™ a p
% 3: BO major ™ g

Text painting: melism

7
7
!

-

rechl in  seinen Wer _ - - kengin sei_nen [Wer_ken :

p———— ! I a £2_, s 7 . £ s,
J R I 1 A N
. e o e . pbe—— o Pt
—— 1 L Y | o " Y I
T ¥ 4 JJL#‘_____E__&'_‘-‘__“—'%:
— T e .6 6« 5 e 6 6 ] 6
¢ 6 8 1 3 3 5 a 3 6 1 1
i = 2 B major 2
25.
7Y T s o g~ . S
1 w
e/ ! ~——

|
|

Lo
E&
M
Y

AR RS . S . =
Y S —
[ A |
-

| il

N el A A ;
M i

M ” E‘ﬂ major &
B major



mpeau
Typewritten Text
17.

mpeau
Typewritten Text
21.

mpeau
Typewritten Text
25.

Melvin
Typewritten Text
Text painting: melisma for God's works. 

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
F major

Melvin
Typewritten Text
E♭major

Melvin
Typewritten Text
E♭major


Second section covers remaining
5 lines of text. As the text turns to a

17 D] A N R
di2 contemplation of sin and judgment,
29 the music moves ot minor.
. = M. A s rs ;\ . - -
T 1 % - N 7{
_I;J s p—— i = m—\ ) T ; :r#h ; BERY 1
A ! "—':Ir‘—i — - i
A he 1T I - w A !
) |
ey e - L]
. 1 | e | T [ i B et i I é 3
- o T ——— — T —+— — 1 — — - —
¢ 15 _.L:'—in%'_—_: > 1
‘ Chgr\ale text verbatim. .
f.\_ﬁjl P Previous
= = = % motives
continue.
Aut’ kur_ze Sinden die_ser
2, | e r~tp
= e e
T — — - P —— -
6 7 FMAG e 7 48 6 — A 6 6 6 5 ; 7*’ .
3 £ BO major LR 3 a4 8 6 8 B mdjor e 3 6 3
L] g

remaining 5 lines of the aria are dispatched quickly with quasi-patter decla?nation, perhaps intended to portray worIdIy,?Iippant indifference.

r— - -~ —m—
S L 21 peEy —
) 1 1 T 1™ | [ 1
L =/ F L . - N T
> - =
; == Tty e, ae—
e S ; 2 o ————r 2 —
: ) : T .
» e i =SS
s W . .
’ N\, .
AR R et b =
=T —— T s I N
f 4 A — -2 -  rw
: - . i !
Welt hat Ef so lange Pein belstelll,so lan-gre Peiu . hestellts achwollte doch,  wollte
L n ! , )-a ﬂ
> B m— o ¥ A T o— +—
= et = T T —
L A 7 L I 4 1 Py X
) 8 Iz ’ M ‘8 ——
G minor & 5 s 8 7 H 8 i )
B dim.7 C minor
37 C minor
. S~
R &t. -
, » T "\% —
[
T F =
! [ l‘I I *
i T
f L M

i
|

duch die Welt dicss mer = = _ | = ken,ach wollte doch die Welt diess| mer_ ke !
o g H—t P— L Y S A
. , , ;
Ly e e T e '
. = - if’ : : T — 2 T :l:::ﬁ:*:l
N L L
¢ S ——— @ 7 6 5 ‘
; 7 7 & : 5 » 7 6 3 6 4
7 & 7; i i 5 8 2: 5 4 P! ) ] _4: z 1 % = 3
5 bW L C minor 208


mpeau
Typewritten Text
29.

mpeau
Typewritten Text
33.

mpeau
Typewritten Text
37.

Melvin
Highlight

Melvin
Highlight

Melvin
Highlight

Melvin
Typewritten Text
Chorale text verbatim.

Melvin
Typewritten Text
The remaining 5 lines of the aria are dispatched quickly with quasi-patter declamation, perhaps intended to portray worldly, flippant indifference. 

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
B♭major

Melvin
Typewritten Text
F major

Melvin
Typewritten Text
G minor

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
B dim.7
    C minor

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
C minor

Microsoft Account
Typewritten Text
Previous
motives
continue.

Microsoft Account
Typewritten Text
Second section covers remaining 
5 lines of text. As the text turns to a contemplation of sin and judgment, 
the music moves ot minor.


313

)

-+ A L d S
- 1 I ST .- & 3 ) ! = —
| 4 1 o # Y > H s v ¥ o 5 4 ey 'i\ = { v
= . ' 7 =
» 2 M Chorale text verbatim.
) y 1 f 3
- A v Py L 4
A TP N Jg7 7 [ o
X L Aid

f

derTod geschwind,

a
]

- 7

»

3

— T
ha P | |
A g A [
U
2 y ] P
1 — = —
1 ¥ N —§
— = S —*
kind, kurz ist die Zeit, der  [Tod geschwind, beden _ | _ o ke diess, _
T ! 7y T — ] J———
Kl 4 | & s ¥ ] .l ry - (72 ].'7 L ‘ L I EP” R N
s : &
— —— 2 ———+* L e
P giG“.7 7 g 7 5 2 P -g P . 7 138 7T 438
minor z 7 6 & 3 g:
s 5 £ ¥ B0 major
-
-
Adagio.
Liog
ks
-
¢ r
L Men - - schenkind.
= T ¥
— - =
> . & EE
3 - . 3 2 K3 ) 2 4
H G minor 2 : # } y
- D minor Da Capes.
D minoL -

20/6. The rhyme scheme of this six-line poem is the same as that of the previous movement (ABBACC, with the first line repeated at the end). Perhaps the
two texts originated as 2 stanzas of the same poem. However, Bach sets them very differently. Here the form is A - A" - B - B', the outer statements presented
by instruments alone, the inner ones with instrument doubling the singer.
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20/6. The rhyme scheme of this six-line poem is the same as that of the previous movement (ABBACC, with the first line repeated at the end). Perhaps the two texts originated as 2 stanzas of the same poem. However, Bach sets them very differently. Here the form is A - A' - B - B', the outer statements presented by instruments alone, the inner ones with instrument doubling the singer.


Form (Rhyme: AbbaccA)

A. Ritornello (mm. 1-9) Dm-AM

A'. Lines 1-3 (10-18:
Vokaleinbau) Dm-Am

B. Lines 4-7 (19-41) (FM)-Dm

B'. Rit (M. 41-64) (FM

The style is that of a French courtly dance (passepied) with implied 3/2 meter super-imposed on 3/4 and many appoggiaturas
from below ("port de voix"). Perhaps Bach intended to suggest another aspect of temporal worldliness. Martin Petzold suggests
that it gives the impression of continual procrastination, reminiscent of Lot's wife fleeing Sodom. See Bach-Kommentar 1:43.
Chromaticism suggests writhing attempts to escape the grasp of Satan and sin, as referenced in the text.

Alto Aria (Based on Chorale v. 10 of 16-stanza version.)
20/6. ARIA-Exhortation to flee sin and its judgment (20/6).
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Chromatic inflection is used to depict Satan's slavery, sins, the sulfurous cavern, and the damned.
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See “Passepied” in Grove Music Online: “The music is usually in 3/8 time, with an upbeat, long phrases in a length divisible by four measures, and strongly accented hemiolas in unexpected places.”
	In his Der vollkommene Capellmeister (p. 229)  describes the passepied: “Sein Wesen kömmt der Leichtsinnigkeit ziemlich nah: denn es finden sich bey der Unruhe und Wanckelmüthigkeit eines solchen Passepied lange der Eifer, der Zorn oder die Hitze nicht, die bey einer flüchtigen Gigue antrifft. Inzwischen ist es doch auch eine solche Art der Leichtsinnigkeit, die nichts verhaßtes oder misfälliges, sondern vielmehr was angenehmes an sich hat: so wie manch Frauenzimmer, ob es gleich ein wenig unbeständig ist, dennoch ihren Reitz dabey nicht verlieret. Bey den besten Schiffleuten in Franckreich, nehmlich in Bretagne, hat diese Tanz-Melodie ihren Ursprung. Das ist gewiß. Ob aber das wanckende und veränderliche See-Element hiebey seinen Einfluß habe, solches will ich ungesagt seyn lassen.”
[Its character comes fairly close to flightiness: for the restlessness and fickleness of such a
passepied is far from the eagerness, anger, or heat that one encounters in a flighty gigue. Meanwhile, it is, after all, a type of flightiness that has nothing hateful or offensive about it but rather much more something pleasant: like many females, who may be a bit unsteady yet do not lose their charm because of it. This dance melody has its origins with the best sailors in France, namely in Brittany. That is certain. But whether the wavering and changeable sea element has its influence here, I will leave unsaid.]
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Ritornellos 
Most of Bach’s ritornellos close in their opening key. But Bach also wrote some tonally open ritornellos. Kayoung Lee lists eight church cantata movements in which tonally open ritornellos occur: BWV 20/6, 108/1, 43/5, 102/3, 47/2, 156/2, 29/5, 30/3. She concludes that “Bach’s use of tonally open ritornellos is more likely a musical (or even technical) choice than a theological one…motivated by the nature of the musical materials rather than the text, signifying that…the compositional concerns take precedence.” See Kayoung Lee, “The Tonally Open Ritornello in J. S. Bach’s Church Cantatas” in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 141, 147.

Regarding the ritornello of 20/6 specifically, Kayoung Lee writes, "In the alto aria BWV 20/6, the tonally open ritornello divides the aria into a well-balanced two-part form with the former cadencing on the dominant and the latter on the tonic."  See p. 147.
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The style is that of a French courtly dance (passepied) with implied 3/2 meter super-imposed on 3/4 and many appoggiaturas from below ("port de voix"). Perhaps Bach intended to suggest another aspect of temporal worldliness. Martin Petzold suggests that it gives the impression of continual procrastination, reminiscent of Lot's wife fleeing Sodom. See Bach-Kommentar 1:43. Chromaticism suggests writhing attempts to escape the grasp of Satan and sin, as referenced in the text.
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At the return of the opening text (which may not have been in the printed libretto), Bach hints at modified da capo form (see note). 
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For analysis, see “The Tonally Open Ritornello in J. S. Bach’s Church Cantatas” in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 143–145. 
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To end Part 1, Bach writes a simple, 4-part setting of the chorale to re-establish the ecclesiastical setting (the voice of the congregation). 317

Chorale (v. 11 of 16-stanza version).
20/7. CHORAL.l eEternal torments will end vvhe/n\God ceases to be (20/7).
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Martin Petzodt thinks this chorale's statement that eternal punishment will end when God is no longer eternal alludes to the time when the Son of _
God left eternity and entered time. See Bach-Kommentar, vol. 1, p. 43. It seems more likely that the statement is to be understood as an idiom of
impossibility (e.g., "when hell freezes over").
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Martin Petzodt thinks this chorale's statement that eternal punishment will end when God is no longer eternal alludes to the time when the Son of God left eternity and entered time. See Bach-Kommentar, vol. 1, p. 43. It seems more likely that the statement is to be understood as an idiom of impossibility (e.g., "when hell freezes over"). 


The second part of the cantata may have reminded the listeners of the day's Epistle, specifically, 1 John 4:17b: "In this is love perfected with us, that we may
have confidence for the day of judgment...."The bass aria that opens Part 2 (after the sermon) features the trumpet (referenced in the text) in fanfare calls to
awaken before the trumpet call that will someday announce the Day of Judgment. Dotted rhythms recall the cantata's French Overture. The C major tonality
provides a foil to the minor tonalities of the many surrounding movements and perhaps suggests that the authoritative bass voice should be understood as the
Vox Christi (Bach often uses C for Christ, see note).

SECONDA PARTE.

Bass Aria (Based on Chorale v. 13 of 16-stanza version).
20/8. ARIA eAwake, lost sheep before trumpet of judgment sounds! (20/8).
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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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The second part of the cantata may have reminded the listeners of the day's Epistle, specifically, 1 John 4:17b: "In this is love perfected with us, that we may have confidence for the day of judgment...."The bass aria that opens Part 2 (after the sermon) features the trumpet (referenced in the text) in fanfare calls to awaken before the trumpet call that will someday announce the Day of Judgment. Dotted rhythms recall the cantata's French Overture. The C major tonality provides a foil to the minor tonalities of the many surrounding movements and perhaps suggests that the authoritative bass voice should be understood as the Vox Christi (Bach often uses C for Christ, see note). 
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The recitative relates directly to the Gospel reading of the day (Jesus' story of the rich man and poor Lazarus whose positions are reversed in eternity). As a result,
the worldly (comic opera?) sounds of movements 20/5 and 20/6 may be understood retrospectively as temporal values to be avoided.
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The quick rhythms, short, imitative phrases, syllabic declamation, and the parallel, sweet 3rds and 6ths of the voices, suggest intense exhortation. It

could perhaps also be interpreted with a childlike or even superficial demeanor, suggesting that the dire, agitated warning is being addressed to
someone immature and childish.
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Text painting: The strong images of hell are clothed in chromatic harmonies, while the hectic rhythms continue
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324 The warning to see oneself in the rich man of the Gospel parable is repeated with higher notes and extended
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The warning to see oneself in the rich man of the Gospel parable is repeated with higher notes and extended
melismas.
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Part 2 ends like Part 1, with the same simple, 4-part setting of the chorale to re-establish the ecclesiastical setting, the voice of the congregation. Alfred Durr
writes, “Only in the concluding chorale of each part, identical in musical setting, does Bach’s impassioned musical diction give way to a more objective mode of
representation. In these plainly set hymn verses, the composer turns into the spokesman of the congregation, who at the end pray that they might be taken up
into Jesus’s ‘tabernacle of joy.” See Alfred Durr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press,
2005), p. 392.

Chorale (v. 16 of 16-stanza version: first 6 lines (the Stollen of the chorale's bar form) are identical to
those in stanza 1). eEternity is a frightening word, receive me Jesus! (20/11).
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Note: The congregation would have heard not only the Gospel reading (with its frightening warning about eternal judgment) but also the
Epistle which assures them, "God is love. In this the love of God was made manifest among us, that God sent his only Son into the
world, so that we might live through him. In this is love, not that we loved God but that he loved us and sent his Son to be the expiation
for our sins.... In this is love perfected with us, that we may have confidence for the day of judgment.... There is no fear in love, but
perfect love casts out fear. For fear has to do with punishment, and he who fears is not perfected in love" (1 John 4:8-10, 17-18).
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Part 2 ends like Part 1, with the same simple, 4-part setting of the chorale to re-establish the ecclesiastical setting, the voice of the congregation. Alfred Dürr writes, “Only in the concluding chorale of each part, identical in musical setting, does Bach’s impassioned musical diction give way to a more objective mode of representation. In these plainly set hymn verses, the composer turns into the spokesman of the congregation, who at the end pray that they might be taken up into Jesus’s ‘tabernacle of joy.’” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 392.
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Note: The congregation would have heard not only the Gospel reading (with its frightening warning about eternal judgment) but also the Epistle which assures them, "God is love. In this the love of God was made manifest among us, that God sent his only Son into the world, so that we might live through him. In this is love, not that we loved God but that he loved us and sent his Son to be the expiation for our sins.… In this is love perfected with us, that we may have confidence for the day of judgment…. There is no fear in love, but perfect love casts out fear. For fear has to do with punishment, and he who fears is not perfected in love" (1 John 4:8–10, 17–18). 







