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NBA I/29; BC A177
Feast of St. John the Baptist: June 24 (BWV 167, 7, 30)
*Isaiah 40:1–5. (A voice crying in the wilderness)
*Luke 1:57–80. (Birth of John the Baptist 
and song of Zacharias). Note: The libretto lacks
specific links to the day's readings.
Librettist: Unknown
FP:  24 June 1724 (St. Nicholas & 
St. Thomas at Vespers). This cantata 
belongs to Bach's chorale cantata 
cycle in Leipzig (see notes).
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(Chorale v. 1.) ●Jesus’ baptism commences his ministry: a bath for sin (7/1). 
Bach combines 2 literary ideas: Christ's identity as the Son of the Almighty ("Herr") as revealed in the voice from heaven at His baptism (see Matthew 3:17 quoted with verbatim chorale line in 7/3), represented by French Overture style, and the Sacrament of baptism, clothed as an Italian violin concerto, with rocking figures suggesting the waves of the Jordan River where Christ came to be baptized (or theologically, the waves of baptism). The French Overture them presumably represents the arrival of Jesus, commencing his public ministry. See Petzoldt, "Bach-Kommentar," vol. 3, 136.
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Instrumentation:
Oboe d'amore I, II
Vln concertato I, II (see NBA)
Vln I, II
Vla
SATB
Continuo
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Note: The scanned copy in the public domain had the pages in incorrect order.
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Christ unser Herr zum Jordan kam
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Ob d'am I plays syncopated figure for 3 mm. Solo Vln staccato on 16th notes, presumably to represent droplets.
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Vln I, II, Vla unison play 5-note figure (probably also 
signifying waves), no Continuo; Ob I plays staccato 8ths.
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Descending 4th in bass. Petzoldt suggests the downward motion
may reflect the reference to baptism "drowning death." See "Bach-Kommentar," vol. 3, p. 136.
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Bach pairs Italian concerto style and French Overture style also in the two works for 2-manual harpsichord, which comprise Clavier-Übung II (1735): BWV 971 and 831, respectively.
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Text painting: Staccato 8th notes in Ob d'am I and later as 16ths in solo Vln, 
probably represent droplets of baptism (see full score).

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Sticky Note
Bach's decision to use this chorale for the cantata's basis, results in a libretto that is not closely related to the Gospel of the day. Rather it is more closely related to passages describing Jesus' own baptism, Pauline passages dealing with baptism, and passages from Luther's Small Catechism in the version used in Leipzig. See Martin Petzoldt, Bach Kommentar, vol. 3, pp. 134, 145.
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Bach often used chiastic (x-shaped/ symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 
	Martin Petzoldt summarizes the chiastic form of BWV 7 as follows:
1. Fulfillment of God’s mission through in Jesus
7. Effect of God’s mission in human beings
2. Meaning of baptism
6. Grace in baptism
3. Establishment of Jesus as Savior: Jesus as mediator of baptism
5. Establishment of baptism: Jesus as founder of baptism
4. Baptism and Trinitarian God: Jesus as guarantor of baptism
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Chorale Cantata Cycle.
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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Last changed: 21 August 2025.
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Chiastic Form: Chorale Fantasia - Aria (B ) -Recit (T) - ARIA (T) - Recit (B) - Aria (A) - Chorale.
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Note: Regarding this cantata's theological themes and, in particular its unrelatedness to the bible readings of the day, see note.
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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.
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2 ideas in ritornello, unrelated to chorale tune: 1) Quasi-French Overture (much unison) with 5-note wave
motive in continuo alternates with 2) Italian concerto texture featuring concertato violins (soft, wavelike bi-planar figure) plus unison strings playing modified 5-note figure plus oboes often playing a staccato line).
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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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Bach places the chorale cantus firmus in the Tenor (somewhat like an Evangelist). After noting Bach’s organizational plan of successively moving the cantus firmus from one voice to another in the first four cantatas of his chorale cantata cycle, Helmuth Rilling observes, “The fact that Bach chose to set Luther's chorale in the tenor part of the opening movement may still have two other reasons. One is that chorale settings at the time of Luther often had the melody in the tenor part. Luther's friend, Johann Walter, composed the same chorale in this way. Another reason might be that the chorale deals with a sacrament which belongs to the center of the Christian faith, and therefore also becomes the center of the musical setting. In Bach's composition, the chorale appears in long stretched note values, and is accompanied by the other voices of the chorus in a style similar to chorale motets of the 16th and 17th centuries. Bach surrounds this ancient vocal style with an orchestra setting whih is modern for his time." See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), pp. 96–97. Regarding Bach’s organizational plan of placing the chorale melody in different voice parts in the first cantatas of his chorale cantata cycle, see earlier note.
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The instrumentation is reduced for the sung chorale phrases (solo violin plus perhaps oboes) until the final line of text. 
Nine chorale phrase are separated by ritornello statements of different lengths. 
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For Helmuth Rilling’s interpre-tation of the 3 motives in the 2 concertato-like measures marked piano, (mm. 3–4) see note below.
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Solo Vln I & II unison: biplanar, rocking 16th notes, probably to signify waves of baptism or the act of pouring (theologically, new life bubbling up, as referenced in last line of stanza 1). See Petzoldt, vol. 3, 136.


Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Wave-like
motive

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Text Box
Ob d'am I

Microsoft Account
Typewritten Text
Tutti

Microsoft Account
Typewritten Text
Tutti

Microsoft Account
Text Box
Form: Concerto + embedded chorale.
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Cantata on Baptism
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The text alludes
to various 
biblical passages
and themes (see
note).
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Matthew 3:1–3, 5–6. In those days came John the Baptist, preaching in the wilderness of Judea, “Repent, for the kingdom of heaven is at hand.” For this is he who was spoken of by the prophet Isaiah when he said, “The voice of one crying in the wilderness: Prepare the way of the Lord, make his paths straight.”…Then went out to him Jerusalem and all Judea and all the region about the Jordan, and they were baptized by him in the river Jordan, confessing their sins. (Also Mark 1:1–3, John 1:19–23, *Isaiah 40:3–5.)
Matthew 3:13–15. Then Jesus came from Galilee to the Jordan to John, to be baptized by him. John would have prevented him, saying, “I need to be baptized by you, and do you come to me?” But Jesus answered him, “Let it be so now; for thus it is fitting for us to fulfil all righteousness.” Then he consented.
Acts 19:2–4. [Paul] said to [the Corinthian believers], “Did you receive the Holy Spirit when you believed?” And they said, “No, we have never even heard that there is a Holy Spirit.” And he said, “Into what then were you baptized?” They said, “Into John’s baptism.” And Paul said, “John baptized with the baptism of repentance, telling the people to believe in the one who was to come after him, that is, Jesus.” On hearing this, they were baptized in the name of the Lord Jesus.
Acts 22:16. …Rise and be baptised, and wash away your sins, calling on his name.
Titus 3:5. [God] saved us…by the washing (Luther 1545: das Bad) of regeneration and renewal in the Holy Spirit. (Also Hebrews 10:22.)
Revelation 1:5. …[He] has freed us from our sins by his blood…
Hebrews 2:14–15. Since therefore the children share in flesh and blood, [Christ] himself likewise partook of the same nature, that through death he might destroy him who has the power of death, that is, the devil, and deliver all those who through fear of death were subject to lifelong bondage. (Also 1 Corinthians 15:54, Isaiah 25:8, Romans 6:9.)
1 Peter 2:24. …By his wounds you have been healed. (Also Isaiah 53:5.)
2 Corinthians 5:17. Therefore, if any one is in Christ, he is a new creation; the old has passed away, behold, the new has come.
Romans 6:4. We were buried therefore with him by baptism into death, so that as Christ was raised from the dead by the glory of the Father, we too might walk in newness of life.
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Helmuth Rilling observes that the sense of majesty imparted by the French Overture style provides "an appropriate beginning for a cantata that deals with one of the Sacraments...But as always in his cantatas, Bach does more than just establish a general mood or atmosphere. In Martin Luther's catechism, he explains that the waters of baptism can be applied by pouring, sprinkling, or immersion. Bach seems to be influenced by Luther's explanation. In between the two energetic French Overture statements of the beginning, there are two piano measures, which expose three independent motives. The first is the solo violin with its uninterrupted flow of sixteenth notes. Of course, the waters of the river Jordan come immediately to mind. But certainly the motive also contains the gesture of Luther's "pouring.... The second motive is in the first oboe. Do the staccato notes depict drops, and does Bach want to take up Luther's "sprinkling"?...Finally, in the violins and violas playing in unison, there is a motive which is pushed downwards four times. Is this meant to depict Luther's "immersion"? Together with the dotted rhythm of the French Overture, these three motives appear during the instrumental introduction in different connections. They also surround the vocal sections and determine the structure of the interludes between the lines of the chorale." See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 97, 99. 
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The accompanying voices are largely unrelated to the cantus firmus. The orchestral material continues to be independent.
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Helmuth Rilling writes, "Of all the chorale lines, one seems to interest Bach specifically. Luther says in his incredibly strong language Ersäufen auch den bittern Tod [to drown (flood?) the bitter death]. In the orchestral interlude preceding this vocal section, the 'immersion' motive begins in high range in the first oboe. From there it is pushed down through the whole orchestral score-from the first to the second oboe, from there to the violins, to the viola, and finally to the continuo. At the same time the solo violin, with its continuous flow of sixteenths, begins in rela-tively low range, but then constantly ascends into very high range. Bach depicts how the water of baptism drowns the 'bitter death.'" See Helmuth Rilling, The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 102.
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Helmuth Rilling observes, "With the last chorale line comes the contrast Es galt ein neues Leben [the purpose was a new life]. So far Bach has employed only individual instrumental groups during the vocal sections, but now the whole orchestra plays and the setting gains intensity and full life. Unlike all other chorale lines, the tenors hold their last tone Leben-life stays on, it does not disappear. And from this life springs new life: the sopranos, altos, and basses develop new, lively rhythms and figurations." See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 105.
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●Baptism: See what God has said it means (7/2).
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Romans 6:4. We were buried therefore with him by baptism into death, so that as Christ was raised from the dead by the glory of the Father, we too might walk in newness of life. 
Ephesians 4:5. [There is] one Lord, one faith, one baptism.
Colossians 2:12. And you were buried with him in baptism, in which you were also raised with him through faith in the working of God, who raised him from the dead.
1 Peter 3:21. Baptism, which corresponds to [Noah’s experience] now saves you, not as a removal of dirt from the body but as an appeal to God for a clear conscience, through the resurrection of Jesus Christ.
Ephesians 5:26. …Christ loved the church and gave himself up for her, that he might sanctify her, having cleansed her by the washing of water with the word.
John 15:3 [Jesus]: You are already made clean by the word which I have spoken to you.
Acts 2:38. Peter said to them, “Repent, and be baptized every one of you in the name of Jesus Christ for the forgiveness of your sins; and you shall receive the gift of the Holy Spirit.” (Also 1 Corinthians 12:13, Galatians 3:27.)
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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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●Christ’s baptism: God’s object lesson; hear him! (7/3).
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Text painting: The bass sings 3 sighing duples, descending below the continuo line while the continuo figure pushes upward (perhaps a symbol of immersion). Chromaticism inflects the words "cleansing sinners." 
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Words & Images: Text alludes to the words heard at Jesus' baptism and the appearance of the dove (Matthew 3:16–17). See note for more biblical background.
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This         has          God      clearly              with             words            and      with                 images                          displayed.                      At-the
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be-heard;          he          said:        This           is        my          beloved     Son,            in             this-one     have      I                      delight.                         He      is   from-the
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Sticky Note
Matthew 3:16–17. And when Jesus was baptized, he went up immediately from the water, and behold, the heavens were opened and he saw the Spirit of God descending like a dove, and alighting on him; and lo, a voice from heaven, saying, “This is my beloved Son, with whom I am well pleased.”
John 1:32. And John bore witness, “I saw the Spirit descend as a dove from heaven, and it remained on him.”
Matthew 17:1–6. And…Jesus took with him Peter and James and John his brother, and led them up a high mountain apart. And he was transfigured before them, and his face shone like the sun, and his garments became white as light. And behold, there appeared to them Moses and Elijah, talking with him. And Peter said to Jesus, “Lord, it is well that we are here; if you wish, I will make three booths here, one for you and one for Moses and one for Elijah.” He was still speaking, when lo, a bright cloud overshadowed them, and a voice from the cloud said, “This is my beloved Son, with whom I am well pleased; listen to him.” When the disciples heard this, they fell on their faces, and were filled with awe.
Philippians 2:6–9. [Christ Jesus], who, though he was in the form of God, did not count equality with God a thing to be grasped, but emptied himself, taking the form of a servant, being born in the likeness of men. And being found in human form he humbled himself and became obedient unto death, even death on a cross. Therefore God has highly exalted him and bestowed on him the name which is above every name.
2 Corinthians 8:9. You know the grace of our Lord Jesus Christ, that though he was rich, yet for your sake he became poor, so that by his poverty you might become rich. (Also Ephesians 2:7, 3:16, Colossians 1:27, 2:2–3.)
Hebrews 2:14. Since therefore the children share in flesh and blood, [Christ] himself likewise partook of the same nature, that through death he might destroy him who has the power of death, that is, the devil.
Romans 8:3. …sending his own Son in the likeness of sinful flesh…
John 1:14. And the Word became flesh and dwelt among us, full of grace and truth; we have beheld his glory, glory as of the only Son from the Father. (Also John 1:17.)
John 1:12. But to all who received him, who believed in his name, he gave power to become children of God.
John 12:48–49. He who rejects me and does not receive my sayings has a judge; the word that I have spoken will be his judge on the last day. For I have not spoken on my own authority; the Father who sent me has himself given me commandment what to say and what to speak.
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Tenor Aria (Based on Chorale v. 4.) Martin Petzoldt notes that the text is dogmatically stronger than Luther's 4th stanza in its emphasis on the Trinity. See "Bach Kommentar," vol. 3, p. 135. ●Christ’s baptism shows baptism confirmed by Trinity (7/4).
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In Bach's chiastic structures with an odd number of movements, the central movement usually presents the crux of the matter, a pivot point where antithetical ideas meet. 
	Since the A phrase of this poem deals with God the Father (speaking), the B phrases deal with God the Son (redeeming), the C phrases deal with the Spirit (helping belief), and the D phrases speak of the Trinity as a whole (establishing the sacrament of baptism), one might expect each of the 3 vocal sections to address one person of the Trinity. But Bach reorganizes the text's rhyme scheme as AB1B2-C1C2D1D2-C2 D1D2, which serves to emphasize the importance of faith in the Sacrament of Baptism, a Spirit-produced faith affirming that all three members of the Trinity participated in establishing the sacrament of baptism—which (as explained in the closing chorale) is seen by faith as a cleansing by Jesus' blood. 
	Martin Petzoldt suggests that by not organizing the three sections according to the 3 persons of the Trinity, Bach avoided any hint of Tritheism (the over-emphasis on the individuality of the 3 persons of the Trinity). He sees the "overstepping" of tri-partite form as analogous to the singer overstepping 9/8 meter with 3/4. See Petzold, Bach Kommentar, vol. 3, p. 135, 139–140. 
	In any case, Bach's repetition of the second line of the CC couplet, results in a clear emphasis on the role of faith in the sacrament of baptism. In fact, this appears to be the central emphasis of the cantata as a whole, an idea made explicit in the final chorale. The antithetical concept or paradox implied here is Christ represented as fully human while simultaneously fully divine (a member of the Trinity).
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Tonal progression is "flat-ward." Literary idea: The incarnation: Eric Chafe writes that Bach associated "the dominant region with the
	 idea of the incarnation." See Chafe, "Analyzing Bach cantatas," 222. 
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Alfred Dürr notes, “Three vocal passages (I II III in textual content) are strikingly alike in musical terms (A A1 A2), not least due to frequent ritornello quotations in the violins accompanied by vocal insertion.” See The Cantatas of J. S. Bach, p. 688. 
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Matthew 3:13–17. Then Jesus came from Galilee to the Jordan to John, to be baptized by him. John would have prevented him, saying, “I need to be baptized by you, and do you come to me?” But Jesus answered him, “Let it be so now; for thus it is fitting for us to fulfil all righteousness.” Then he consented. And when Jesus was baptized, he went up immediately from the water, and behold, the heavens were opened and he saw the Spirit of God descending like a dove, and alighting on him; and lo, a voice from [the Father in] heaven, saying, “This is my beloved Son, with whom I am well pleased.” [Father, Son, and Spirit = Trinity]
John 1:32–33. And John bore witness, “I saw the Spirit descend as a dove from heaven, and it remained on him. I myself did not know him; but he who sent me to baptize with water said to me, ‘He on whom you see the Spirit descend and remain, this is he who baptizes with the Holy Spirit.’”
Acts 19:4. …John baptized with the baptism of repentance, telling the people to believe in the one who was to come after him, that is, Jesus.
Mark 10:45. The Son of man…came not to be served but to serve, and to give his life as a ransom for many. (Also Matthew 20:28; 1 Peter 1:18–19.)
Revelation 5:9. [In John’s heavenly vision] they sang a new song, saying, “Worthy art thou to take the scroll and to open its seals, for thou wast slain and by thy blood didst ransom men for God (Luther 1545: und hast uns Gott erkauft mit deinem Blut) from every tribe and tongue and people and nation.
Matthew 28:16–19. And Jesus…said to [his disciples], “All authority in heaven and on earth has been given to me. Go therefore and make disciples of all nations, baptizing them in the name of the Father and of the Son and of the Holy Spirit.”
Mark 16:15–16. [Jesus] said to them, “Go into all the world and preach the gospel to the whole creation. He who believes and is baptized will be saved…”
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Trinitarian symbols in this movement include 1) triple meter, 2) triplets, 3) trio texture, and 4) "three variants of the same melodic structure." See foreword to the Carus edition of BWV 7: Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 1, p. 422.
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The last 2 phrases of text (DD), which emphasize the involvement of the whole Trinity in establishing the sacrament of baptism, are 
introduced quickly at the end of this middle vocal section (rather than waiting for the the third vocal section, where it would normally belong). 
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 Bass Recitative accompanied by strings, flowing into arioso. (Based on Chorale v. 5.)
●Baptism: Christ commanded disciples to baptize (7/5).
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Alto Aria (Based on Chorale v. 6.). Cavata, characterized by arioso style & structure instead of Neapolitan 
da capo form with concertante accompaniment. ●Baptism: We are lost unless we believe and are baptized (7/6).
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Martin Petzoldt notes that Bach often uses the alto voice to represent Mary's faith, the church, and also the Holy Spirit. See Petzoldt, Bach Kommentar, vol. 3, p. 143.
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Triadic figure first appears here in relation to the resurrection.
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Vox Christi: from Mark 16:15–16 verbatim. The strings answer, following the commandment... 

Microsoft Account
Text Box
When  Jesus      there        after           his              suffering          and     after       the          resurrection            out-of       this         world        to-the 
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teach                all       heathen/gentiles,     whoever       believes       and             baptized                is          on                earth,                he        shall

Microsoft Account
Text Box
justified     and                          blessed                                           become.
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For biblical background, see note.
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Matthew 28:16–20. Now the eleven disciples went to Galilee, to the mountain to which Jesus had directed them. And when they saw him they worshiped him; but some doubted. And Jesus came and said to them, “All authority in heaven and on earth has been given to me. Go therefore and make disciples of all nations, baptizing them in the name of the Father and of the Son and of the Holy Spirit, teaching them to observe all that I have commanded you; and lo, I am with you always to the close of the age.”
Mark 16:14–17. Afterward [Jesus] appeared to the eleven themselves as they sat at table…And he said to them “Go into all the world and preach the gospel to the whole creation. He who believes and is baptized will be saved; but he who does not believe will be condemned. And…signs will accompany those who believe…”
Acts 1:8–9. [Jesus said to his disciples,] “You shall receive power when the Holy Spirit has come upon you; and you shall be my witnesses in Jerusalem and in all Judea and Samaria and to the end of the earth.” And when he had said this, as they were looking on, he was lifted up, and a cloud took him out of their sight.
Mark 16:19. So then the Lord Jesus, after he had spoken to them, was taken up into heaven, and sat down at the right hand of God.
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The alto aria begins without ritornello, urgently extending the exhortation of the tenor aria (7/3). The workd "glaubt ("believe") is emphasized with a leap, ornament, and duration. The basic rhythm is reminiscent of the tenor aria, BWV 2/5 from the previous week ("Durch Feuer wird das Silber rein"). The connection seems to be "fire," here the fire of hell to be avoided by faith and baemphaptism. Alto voice represents faith (see side note).
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Text painting: Chromatic dissonance for "hell's slough" / "cesspool of hell."
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worthlessness of human works referenced in the text.
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For biblical background, see note.
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Romans 5:1–2. Therefore, since we are justified by faith, we have peace with God through our Lord Jesus Christ. Through him we have obtained access to this grace in which we stand. 
John 8:24 [Jesus]: I told you that you would die in your sins, for you will die in your sins unless you believe that I am he.
Revelation 20:14. [In John’s heavenly vision] Death and Hades were thrown into the lake of fire (Luther 1545: feurigen Pfuhl). (See also Revelation 19:20, 20:10, 21:8.)
Ephesians 2:4–5. But God…even when we were dead through our trespasses, made us alive together with Christ (by grace you have been saved)… (Also Ephesians 2:1–2.)
Romans 1:16–17. …[The gospel] is the power of God for salvation to every one who has faith…For in it the righteousness of God is revealed through faith for faith; as it is written, “He who through faith is righteous shall live.”
Romans 3:28. For we hold that a man is justified by faith apart from works of law.
Titus 3:5. He saved us, not because of deeds done by us in righteousness, but in virtue of his own mercy…
Hebrews 9:14. How much more shall the blood of Christ, who through the eternal Spirit offered himself without blemish to God, purify your conscience from dead works… (Also Romans 11:5–6.)
Galatians 2:16. …Know that a man is not justified by works of the law…because by works of the law shall no one be justified. 
John 3:3, 5–6. Jesus answered, “Truly, truly, I say to you, unless one is born anew, he cannot see the kingdom of God…Truly, truly, I say to you, unless one is born of water and the Spirit, he cannot enter the kingdom of God. That which is born of the flesh is flesh, and that which is born of the Spirit is spirit.” (Also Psalm 51:5.)
Mark 16:16. He who believes and is baptized will be saved; but he who does not believe will be condemned.
Ephesians 2:3. …We were by nature children of wrath like the rest of mankind.
Ephesians 2:8–10. For by grace you have been saved through faith; and this is not your own doing, it is the gift of God—not because of works, lest any man should boast. For we are his workmanship, created in Christ Jesus for good works, which God prepared beforehand, that we should walk in them.
James 2:14, 17. What does it profit, my brethren, if a man says he has faith but has not works? Can his faith save him?…Faith by itself, if it has no works, is dead.
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Chromatic neighbor tones give the sinewy line a sense of anxious concern. The viola plays the B-A-C-H motive in retrograde.
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Alfred Dürr describes the unorthodox design of the aria, which he calls a cavata (see note).
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Alfred Dürr writes, “The last aria, no. 6, accompanied by strings with the support of oboes, is unorthodox in design. It belongs to the type known as cavata, in which the concertante virtuosity of the Neapolitan da capo aria is replaced by a song-like structure that approaches arioso. There is no introductory instrumental prelude. Instead, the first four vocal bars are followed by a four-bar instrumental ritornello that derives structural significance from its rondeau-like recurrence. The voice is largely accompanied by continuo only, but in the second section it is joined by unobtrusive string motives. The conclusion is exceptional. After the penultimate passage of text, the voice is no longer interrupted and replaced by the ritornello, but instead continues alongside it in the form of vocal insertion, after which the final vocal passage, accompanied by continuo, follows immediately. By way of compensation, as it were, an instrumental version of the opening vocal passage now prefaces the four-bar ritornello as an instrumental postlude. The overall form of the movement might be roughly sketched as follows:
alto + continuo strings + continuo 

Alto + Continuo - Strings + Continuo
Lines 1–2: A 	—
		Ritornello in E minor 
Lines 1–3: A’	accompanying figures
		Ritornello in A minor
Lines 4–5: B 	—
		Ritornello in B minor
Lines 6–7: C 	—
Lines 8–9: D 	Ritornello in E minor
Lines 8–9: E 	—
		Postlude A in E minor
		Ritornello in E minor”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p.  688.
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        heightened impact.
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Petzoldt suggests that this anticipation may represent faith coming ahead of everything. See "Bach Kommentar," vol. 3, p. 144. 
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The aria ends with an instrumental version of the opening vocal statement followed by the 4 mm. ritornello, thus balancing the opening of the aria.
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●Baptism: Eye sees water, faith sees blood of Christ (7/7).
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Original text: "im Geist." 
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Text painting: Moving 8ths in the inner voices for "water" and "blood."
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For biblical background, see note.
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1 Corinthians 2:12–14. Now we have received not the spirit of the world, but the Spirit which is from God, that we might understand the gifts bestowed on us by God. And we impart this in words not taught by human wisdom but taught by the Spirit, interpreting spiritual truths to those who possess the Spirit. The unspiritual man does not receive the gifts of the Spirit of God, for they are folly to him, and he is not able to understand them because they are spiritually discerned.
1 Corinthians 1:18. The word of the cross is folly to those who are perishing, but to us who are being saved it is the power of God.
Romans 1:16. I am not ashamed of the gospel: it is the power of God for salvation to every one who has faith…
Hebrews 13:12, 20. …Jesus…suffered…in order to sanctify the people through his own blood… Now may…God…by the blood of the eternal covenant, equip you with everything good…
1 Peter 1:1–2. …[You are]…chosen and destined by God the Father and sanctified by the Spirit for obedience to Jesus Christ and for sprinkling with his blood…
1 John 1:7. …The blood of Jesus his Son cleanses us from all sin.
Revelation 7:14. …[The righteous] have washed their robes and made them white in the blood of the Lamb. (Also Revelation 12:11.)
Revelation 19:13. He is clad in a robe dipped in blood, and the name by which he is called is The Word of God.
Romans 5:12, 17–19. Sin came into the world through one man and death through sin, and so death spread to all men because all men sinned… If, because of one man’s trespass, death reigned through that one man, much more will those who receive the abundance of grace and the free gift of righteousness reign in life through the one man Jesus Christ. Then as one man’s trespass led to condemnation for all men, so one man’s act of righteousness leads to acquittal and life for all men. For as by one man’s disobedience many were made sinners, so by one man’s obedience many will be made righteous.
1 Corinthians 15:22. For as in Adam all die, so also in Christ shall all be made alive.
Matthew 26:27–28. [Jesus] took a cup, and when he had given thanks he gave it to them, saying, “Drink of it, all of you; for this is my blood of the covenant, which is poured out for many for the forgiveness of sins.”

Microsoft Account
Text Box
+Ob d'am I, II
Vln conc. I, II
Vln I

Microsoft Account
Text Box
The cantata ends with the church's affirmation that the sacrament of baptism requires faith. Instruments double the voice parts in this simple, 4-part setting of the hymn. The text change makes the second Stollen of bar form parallel with the first, and emphasizes "sola fide." 
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This is the final stanza of seven in Martin Luther’s 1541 chorale, which underlies the cantata.
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Original text: "heilen tut." The change emphasizes the power of the gospel.
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Martin Petzoldt argues that the changes of the chorale text (which are not to be found in contemporary hymnals) is a pointed formulation of Romans 1:16–17 ("For I 
am not ashamed of the gospel: it is the power of God for salvation to every one who has faith, to the Jew first and also to the Greek. For in it the righteousness of God
is revealed through faith for faith; as it is written, "He who through faith is righteous shall live.") See "Bach Kommentar," vol. 3, p. 134.
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Eric Chafe notes that the 9-line chorale has a rhyme scheme of ABABCDCDE so that "the final line stands apart. And the melody reflects this quality closely, the eighth line closing in the original tonic at low pitch, after which the ninth line sounds like an afterthought or an amplification of the content of the strophe." See Chafe, Analyzing Bach Cantatas, 269n1. 
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Concerning major vs. minor, see note.
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Major vs. Minor
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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