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J.S. Bach - Church Cantatas  BWV 
9 Introduction & updates at melvinunger.com.
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NBA I/17; BC A107
6. S. after Trinity (BWV 170, 9)
*Romans 6:3–11 (Through Christ’s death believers die to sin) 
*Matthew 5:20–26 (From Sermon on the Mount: True 
righteousness is characterized by love of one’s neighbor)
Librettist: Unknown
Time of Composition 1732/1735, 
FP perhaps 20 July 1732 (St. Thomas), apparently to 
fill a gap in the Chorale Cantata Cycle 
of 1724–1725, since Bach and his wife
were in Cöthen for concerts on that Sunday in 
1724. See NBR, no. 117. The Sunday
would have been 16 July 1724.
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Instrumentation: 
Flauto traverso
Oboe d'amore
Vln I & II
Vla
SATB
Continuo (see note) 
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Chorus (Chorale v. 1). A different setting of this chorale tune in an opening movement is BWV 117/1.
●Salvation has come: faith, not works, count with God (9/1).
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Unusual to have 3 recitatives by the same voice. All are secco, begin in minor and end in major. Since all 3 mention God's law (in the context of the history of Salvation), the bass voice probably
represents the voice of God. Often in Bach's chiastic structures, the middle (keystone/pivot)
		           movement identifies the turning point where antithetical ideas meet 
		           (here Law & Gospel) . Eric Chafe relates the descent/ascent tonal
			       progression in this cantata's movements to this theological
			       progression. See "Analyzing Bach Cantatas," 149–160, "Tonal
			       Allegory," 163-64. He compares it to St. Matthew Passion.
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Typewritten Text
Flute and Oboe have leading role, playing 16th-note circling scalar figures derived from the vocal "Heil" melisma, echoed occasionally by Vln 1; Vln 2 & Vla (and sometimes Continuo) play punctuating chords. For Alfred Dürr's comments, see note.
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Flute arpeggio related to the opening of the vocal parts later.
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Sticky Note
After Bach's fourth annual cantata cycle (the so-called Picander Cycle of 1728 to 1729 or later), Bach turned to other musical interests (among these, directing the student Collegium musicum from 1729 onwards), although isolated sacred cantatas from these years survive. In particular, he composed several chorale-based cantatas, to fill gaps in Cycle II. Having composed BWV 137 and 129 earlier for the same purpose, he now added 112 (1731), 140 (1731), 177 (1732), 14 (1735) and 9 (1732–1735). In addition, he wrote a number of chorale cantatas for unspecified occasions: BWV 117, 192, 97, and 100. His interest in librettos that retain the chorale text per omnes versus (evidenced initially in BWV 4 and 107) now came to the fore—with the exception of BWV 140, 14, and 9, all of the late chorale cantatas are of this type (as are the other cantatas just mentioned). 
For a list of chorale cantatas Bach wrote to fill in gaps in his earlier chorale cantata cycle, see also Wolff, "Bach's Musical Universe, 125, 147-148.
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Eric Chafe notes that "the chorale by Luther's contemporary, Paul Speratus, was originally published in fourteen strophes, each headed with the letters from A through O—the Alph and Omega—and followed by fourteen similarly headed paragraphs that gave the scriptural sources for the doctrinal material in the strophes themselves." See "Tonal Allegory," p. 163, "Analyzing Bach Cantatas," p. 10.
Chafe argues that Cantatas 9 and 6 "both ... utilize overall tonal designs that involve modulation in the flat direction and back for the purpose of mirroring the underlying shape of descent-ascent or destruction followed by restoration. And both cantatas feature a chronological or 'historical' dimension in that the narratives encompassed in their movement sequences move forward in time through the Old and New testament eras to the present time of the contemporary believer and his hopes for salvation." See "Analyzing Bach Cantatas," p. 10.
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Flute motive apparently 
related to chorale opening.
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Typewritten Text
Chorale opening of "Vom Himmel hoch
da komm ich her" occurs 10 times. See also mm. 15, 37, 50, 72, 110, 112, 116, 130, 138. 
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Typewritten Text
Chorale opening of "Vom Himmel hoch
da komm ich her."
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Typewritten Text
The 10-fold quotation of "Vom Himmel hoch" appears to allude to the central theme of the 
cantata: that Christ came to fulfill the law (represented by the 10 commandments referenced 
by Jesus in the day's Gospel reading).
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Last changed:12 August 2 2025.
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Symmetrical (Chiastic) Form: Choral Fantasia - Recit (B) - Aria (T) - RECIT (B) - Duet (S/A) - Recit (B) - Chorale
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Tonal Progression: E major - B minor - E minor - B minor/A major - A major - E major - E major. 
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The underlying chorale covers important aspects of soteriology (the Christian doctrine of salvation). See note.
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Alfred Dürr writes, “The work is based on the hymn by Paul Speratus (1523)—one of the principal hymns for this Sunday—which deals with justification by faith alone. The text editor was faced with the rather difficult task of condensing the fourteen-verse hymn into a suitable number of cantata movements. He omitted the last two verses, which are complete in themselves, being a rhyming version of the Pater noster, retained verses 1 and 12 literally in movements 1 and 7, condensed verses 2–4 in the first recitative (no. 2), verses 5–7 in the second recitative (no. 4), and verses 9–11 in the third recitative (no. 6),15 and paraphrased verse 8 in the aria ‘Herr, du siehst statt guter Werke’, no. 5. The previous aria, no. 3, is not modelled on any particular verse; instead, it freely reiterates the closing reflections of the preceding recitative, which are derived from the first half of verse 4.”
See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 438.

Chorale Text
Es ist das Heil uns kommen her
https://www.bach-cantatas.com/Texts/Chorale020-Eng3.htm
accessed 26 July 2025

English Translation by Francis Browne (August 2005)
Contributed by Francis Browne (August 2005)

In various collections the chorale text “Es ist das Heil uns kommen her” and its associated melody has been grouped together with similar hymns under the category of “Bekenntnislied” [“a song of faith, or confession of one’s faith”]. Samuel Scheidt has it categorized as “Von der Rechtfertigung” [“about justification or defence of one’s beliefs”] and another has it as a “Glaubenslied” [“a song of belief, faith or creed.”]

1. Es ist das Heil uns kommen her
Von Gnad’ und lauter Güte,
Die Werke helfen nimmermehr,
Sie mögen nicht behüten,
Der Glaub’ sieht Jesum Christum an
Der hat g’nug für uns all’ getan,
Er ist der Mittler worden.

Salvation has come to us
from grace and sheer kindness
Works never help,
they cannot protect us.
Faith looks towards Jesus Christ
who has done enough for all of us.
He has become our mediator

2. Was Gott im G’setz geboten hat,
Da man es nicht konnt’ halten,
Erhub sich Zorn und große Not
Vor Gott so mannigfalten;
Vom Fleisch wollt’ nicht heraus der Geist,
Vom G’setz erfordert allermeist,
Es war mit uns verloren.

Since we could not keep
what God had commanded in the law,
there arose wrath and great distress
in many ways before God;
the spirit was unwilling to get away from the flesh,
especially when the law demanded,
our situation was desperate.

3. Es war ein falscher Wahn dabei,
Gott hätt’ sein G’setz drum geben,
Als ob wir möchten selber frei
Nach seinem Willen leben;
So ist es nur ein Spiegel zart,
Der uns zeigt an die sünd’ge Art,
In unserm Fleisch verborgen.

It was a misleading delusion to think
that God had given his law
as if we ourselves could freely
live according to his will.
The law is in fact a subtle mirror
that reveals to us the sinful nature
hidden within our flesh

4. Nicht möglich war es, diese Art
Aus eignen Kräften laßen.
Wiewohl es oft versuchet ward,
Doch mehrt’ sich Sünd’ ohn Maßen;
Denn Gleisnerswerk Gott hoch verdammt,
Und je dem Fleisch der Sünde Schand’
Allzeit war angeboren.

It was not possible to escape from
this nature through our own strength.
Though attempts were often made,
sin increased without measure.
For God greatly condemns hypocrisy
and the shame of sin
was always innate in the flesh

5. Doch mußt’ das G’setz erfüllet sein,
Sonst wär’n wir all’ verdorben;
Darum schickt’ Gott sein’n Sohn herein,
Der selber Mensch ist worden;
Das ganz’ Gesetz hat er erfüllt,
Damit sein’s Vaters Zorn gestillt,
Der über uns ging alle.

Yet the law had to be fulfilled,
or else we were all ruined.
God therefore sent his Son to us,
who himself became man;
he fulfilled the whole law,
and so appeased his Father’s wrath
which hung over all of us

6. Und wenn es nun erfüllet ist
Durch den, der es konnt’ halten,
So lerne jetzt dein frommer Christ
Des Glaubens recht’ Gestalte.
Nicht mehr, denn: Lieber Herre mein,
Dein Tod wird mir das Leben sein,
Du hast für mich bezahlet!

And since the law has now been fulfilled
through him who was able to keep it,
each pious Christian should now understand
the right form of faith.
Nothing more than this:my dear Lord,
your death becomes my life,
you have paid the price for me.

[Continued in next note...]


mpeau
Sticky Note
7. Daran ich keinen Zweifel trag’,
Dein Wort kann nicht betrügen.
Nun sagst du, daß kein Mensch verzag’,
Das wirst du nimmer lügen:
Wer glaubt an mich und wird getauft,
Demselben ist der Himm’l erkauft,
Daß er nicht wird verloren.

In this matter I have no doubt,
your word cannot deceive.
Now you say that nobody should despair,
you will never lie about this:
anyone who believes in me and is baptized
has heaven bought for him,
so that he will not be lost.

8. Es ist gerecht vor Gott allein,
der diesen Glauben fasset;
der Glaub gibt von sich aus den Schein,
so er die Werk nicht lasset;
mit Gott der Glaub ist wohl daran,
dem Nächsten wird die Lieb Guts tun,
bist du aus Gott geboren.

Before God only that person is just
who grasps this faith,;
faםth shines out,
when it does not neglect works;
for God faith is very much a matter
of loving to do good to your neighbour,
if you are born from God.

9. Es wird die Sünd’ durchs G’setz erkannt
Und schlägt das G’wissen nieder,
Das Evangelium kommt zuhand
Und stärkt den Sünder wieder
Und spricht: Nur kreuch zum Kreuz herzu,
Im G’setz ist weder Rast noch Ruh’
Mit allen seinen Werken!

Sin is known through the law
and strikes down our conscience.
The gospel comes to our aid
And strengthens the sinner again
And tells us :only creep close to the cross,
In the law is neither rest nor peace
With all its works.

10. Die Werk’, die kommen g’wisslich her
Aus einem rechten Glauben;
Denn das nicht rechter Glaube wär’,
Wollt’st ihn der Werk’ berauben.
Doch macht allein der Glaub’ gerecht,
Die Werke sind des Nächsten Knecht’.
Dabei wir’n Glauben merken.

Works surely come from a true faith.
For if faith were not true,
you would be willing to deprive it of works.
But faith alone makes just ,
Works are service to our neighbour,
By which we perceive faith.

11. Die Hoffnung wart’ der rechten Zeit,
was Gottes Wort zusage;
wann das geschehen soll zur Freud,
setzt Gott kein gwisse Tage.
Er weiß wohl, wanns am besten ist,
und braucht an uns kein arge List;
des solln wir ihm vertrauen.

Hope waits for the right time
which God’s word has promised,
but as to when things will turn out joyfully,
God sets no certain day.
He knows well when it is best
and uses no cunning deceit against us,
and so we should trust him.

12. Ob sichs anließ, als wollt er nicht,
laß dich es nicht erschrecken,
denn wo er ist am besten mit,
da will ers nicht entdecken.
Sein Wort laß dir gewisser sein,
und ob dein Fleisch spräch lauter Nein,
so laß doch dir nicht grauen.

Although it seems that he is unwilling,
do not be dismayed,
for when he is most present with us,
then he does not want to reveal that fact.
Regard his word as certain for you,
and even if the flesh can only say no,
you should not be appalled

13. Sei Lob und Ehr’ mit hohem Preis
Um dieser Gutheit willen
Gott Vater, Sohn, Heiligen Geist!
Der woll’ mit Gnad’ erfüllen,
Was er in uns ang’fangen hat
Zu Ehren seiner Majestät,
Daß heilig werd’ sein Name.

May there be glory and honour with great praise
on account of this kindness
to God the Father, the Son and the Holy Spirit.
May He be willing in his mercy to fulfil
what He has begun in us
for the glory of His majesty,
so that His name may become holy.

14. Sein Reich zukomm; sein Will auf Erd
gscheh wie im Himmelsthrone;
das täglich Brot noch heut uns werd;
woll unsrer Schuld verschonen,
als wir auch unsern Schuldnern tun;
laß uns nicht in Versuchung stehn;
lös unvom Übel. Amen.

May His kingdom come; may his will be done on earth
as in the throne of heaven;
may there be daily bread for us today;
forgive our wrongs,
as we do likewise to those who wrong us;
do not leave us where we are tempted;
free us from evil. Amen.
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Alfred Dürr writes, “The aural charm of the [first] movement results from its scoring with single transverse flute and oboe d’amore, which at times assume a concertante role in relation to the string ensemble and elsewhere include the first violin in their concertino group. This, together with the occasional occurrence of thematic motives in the continuo, gives rise to a highly spirited movement of multifarious motivic allusions. In the two Stollen of the chorale, the imitative motives of the accompanying voice parts are derived from the orchestral texture (bar 3 of the flute part), but the accompanying vocal texture of the Abgesang is substantially looser in motivic structure.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 439.
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Ob. d'amore motive apparently related to chorale opening.
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Underlying trio texture of
flute, oboe d'amore, and continuo (double concerto).
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In the introduction to the Carus edition of BWV 9, Tobias Gebauer (with translation by John Coombs) writes, “The figured organ part originally contained only the 1st, 5th and 7th movements. Movements 2–4 and 6, added later, contain autograph markings dating from the period in question. See Y. Kobayashi, “Zur Chronologie der Spätwerke Johann Sebastian Bachs – Kompositions-und Aufführungstätigkeit von 1736 bis 1750,” in: Bach-Jahrbuch 1988, p. 7–72, here p. 42.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 1, p. 594, footnote 3 (Tobias Gebauer, translation by John Coombs). Daniel Melamed writes, “A continuo realization was presumably provided some other way, perhaps on a harpsichord, resulting in a timbral contrast between two groups of movements.” See J. S. Bach. Oxford Composer Companions, ed. Malcolm Boyd (New York: Oxford University Press, 1999), p. 162.
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A Cantata on "Justification by Faith Alone" (see note).
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Michael Marissen writes, “Lutheranism never tired of asserting that only Jesus’s imputed righteousness can bring about salvation. Robin Leaver sums it up aptly: “Luther will tenaciously hold on to the doctrine lof justification], because if it is overthrown, it would mean that Jesus Christ had been wasting His time on the cross.” As it happens, almost all the essential aspects of the doctrine are laid out in the (sermonic) libretto of Bach’s Cantata 9: Jesus has come as mediator, that is, before God the Father (opening chorus); humans were incapable of keeping God’s law (first recitative and tenor aria); and so Jesus came to fulfill the law, and his death makes it possible for people to come before God the Father’s wrath protected by their trust in Jesus (second recitative); faith, not good works, brings about salvation (duet); after they have recognized their sin from the law, people can find comfort in the gospel, and they need not fear death (third recitative); people should not be troubled if it seems as though God is not with them, for the essence of faith is in things unseen (closing chorale).”

See Michael Marissen, Bach and God (New York: Oxford University Press, 2016), p. 21.
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Chorale phrase 1. Bar form (aab: 2 Stollen plus Abgesang)
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Lower voices enter imitatively (starting canonically) in descending order, presumably to depict the "descent" of salvation. 
The opening motive is related to the beginning of the flute part (see m. 3) and the "Heil" melisma is also related to the ritornello. 
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In his final work on rhetoric, On the Orator (46 BC), Marcus Tullius Cicero wrote that the three aims of the orator are are "docere, delectare, et movere." (to teach, delight, and move). Helmuth Rilling argues that this was also the aim of church music composers in the 16th to 18th centuries and that Bach accomplishes all three goals in BWV 9. In the first movement, a light, joyous style, delights. When set in this way, the chorale text teaches, suggesting that Christian faith is joyous and not burdensome. The words "Der Glaub sieht Jesum Christum an" ("Faith looks to Jesus Christ"), on the other hand, are set in a motet-like, dogmatic style, which likewise serves to teach. See Rilling, The Oregon Bach Festival Master Class Lectures, vol. 3 (Dayton, Ohio: Roger Dean Publishing, 2001), pp. 112–119.
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Eric Chafe notes the modal quality of this chorale tune (whose first phrase has a flatted 7th and ends on the subdominant) and suggests that it influenced Bach's tonal progression in the cantata from E major (the sharp end of Bach's tonal spectrum) downward (toward the subdominant) and then back up. See "Analyzing Bach Cantatas," 149–160. 
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Lower voices enter imitatively (at first canonically) in descending order, presumably to depict the descent of salvation.
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Continuo motive apparently 
related to chorale opening.
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Chorale opening of "Vom Himmel hoch
da komm ich her."
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Chorale opening of "Vom Himmel hoch
da komm ich her."
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Chorale phrase 3 ("A" music repeats, i.e., the second of the two Stollen begins)
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Lower voices enter imitatively in descending order, presumably to 
depict the descent of salvation.
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Lower voices enter imitatively in descending order, presumably to depict the descent of salvation.
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Chorale opening of "Vom Himmel 
hoch da komm ich her."
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Chorale phrase 5 (Abgesang begins)
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The 5th chorale phrase is accompanied by a freer contrapuntal texture (motet style) in which the two middle voices declaim the words together before becoming rhythmically independent. The accompanying voices emphasize "Jesum Christum." Perhaps the purpose of this texture was to make sure the listener would hear this Lutheran doctrine of justification by faith alone (sola fide) clearly. 
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The lower three voices accompany the chorale tune in imitative counterpoint, the bass inverting 
the opening sequence of notes; then the voices switch to short, punctuating chords, presumably
for dogmatic emphasis. 
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Ob d'amore motive apparently related to chorale opening.


mpeau
Highlight

mpeau
Highlight



J.S. Bach - Church Cantatas  BWV 9

15

Melvin
Typewritten Text
Dynamic marking is editorial.

Melvin
Typewritten Text
Chorale phrase 7

Melvin
Typewritten Text
The three lower voices accompany the chorale
phrase with imitative counterpoint in descending
order of voices, presumably to (again) depict
the God reaching down to save (the descent of the Incarnation). 
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Ob d'amore motive apparently related to chorale opening.
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Chorale opening of "Vom Himmel 
hoch da komm ich her."
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Flute motive motive apparently 
related to chorale opening.
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Continuo motive motive apparently 
related to chorale opening.
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hoch da komm ich her."
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●Law given to show us we were too weak to keep it; ideas based on Romans 7 and elsewhere (9/2).
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range of biblical
passages and themes
(see note).
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Psalm 78:5. He established a testimony in Jacob, and appointed a law in Israel (Luther 1545: Er…gab ein Gesetz).
John 7:19. Did not Moses give you the law? Yet none of you keeps the law.
Acts 15:10. …Why do you make a trial of God by putting a yoke upon the neck of the disciples which neither our fathers nor we have been able to bear?
Romans 7:15–25. I do not understand my own actions. For I do not do what I want, but I do the very thing I hate. Now if I do what I do not want, I agree that the law is good. So then it is no longer I that do it, but sin which dwells within me. For I know that nothing good dwells within me, that is, in my flesh. I can will what is right, but I cannot do it. For I do not do the good I want, but the evil I do not want is what I do. Now if I do what I do not want, it is no longer I that do it, but sin which dwells within me. So I find it to be a law that when I want to do right, evil lies close at hand. For I delight in the law of God, in my inmost self, but I see in my members another law at war with the law of my mind and making me captive to the law of sin which dwells in my members. Wretched man that I am! Who will deliver me from this body of death? Thanks be to God through Jesus Christ our Lord! So then, I of myself serve the law of God with my mind, but with my flesh I serve the law of sin. (Also Galatians 5:17.)
Romans 8:3. God has done what the law, weakened by the flesh, could not do…
Isaiah 53:6. All we like sheep have gone astray; we have turned every one to his own way…
Romans 3:10–12, 23. As it is written: “None is righteous, no, not one; no one understands, no one seeks for God. All have turned aside, together they have gone wrong; no one does good, not even one.”…All have sinned and fall short of the glory of God. (Also Proverbs 20:9.)
Romans 8:7–8. …The mind that is set on the flesh is hostile to God; it does not submit to God’s law, indeed it cannot; and those who are in the flesh cannot please God.
James 1:23–25. If any one is a hearer of the word and not a doer, he is like a man who observes his natural face in a mirror; for he observes himself and goes away and at once forgets what he was like. But he who looks into the perfect law, the law of liberty, and perseveres…shall be blessed in his doing.
Romans 3:20. …Through the law comes knowledge of sin.
Romans 7:7, 13. If it had not been for the law, I should not have known sin…that sin might be shown to be sin, and through the commandment might become sinful beyond measure. (Also Galatians 3:19, 22, 24.)
Romans 7:15–24. I do not understand my own actions. For I do not do what I want, but I do the very thing I hate…I know that nothing good dwells within me, that is, in my flesh. I can will what is right, but I cannot do it. For I do not do the good I want, but the evil I do not want is what I do…Wretched man that I am! Who will deliver me from this body of death?
John 8:34. …Every one who commits sin is a slave to sin.
2 Peter 2:19. …For whatever overcomes a man, to that he is enslaved. (Also Romans 6:16.)
*Romans 6:6. …that we might no longer be enslaved to sin.
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Alfred Dürr writes, “Due to the compressed text of the recitatives (see above), the contrasting content of recitative and aria is, in this cantata, particularly marked. Bach stresses the contemplative, almost narrative character of the recitatives by assigning all three to the same voice, namely the bass, so that the impression almost arises of a continuous ‘sermon’, interrupted at two points by a meditative aria. All three recitatives are set as secco; only the end of the fourth movement consolidates into arioso at its last line of text.”

See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (New York: Oxford University Press, 2005), p. 439.
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Eric Chafe argues that "the prominent placing of the pitch D throughout the recitative makes clear that the flattening of the harmony is representation of human weakness." See Analyzing Bach Cantatas, (New York: Oxford University Press, 2000), p. 154.
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Chiastic form: 	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. 
	For a discussion of the symmetrical disposition of literary ideas in this cantata. see Martin Petzoldt, Bach-Kommentar, vol. 1, pp. 140–41.
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J.S. Bach - Church Cantatas  BWV 9

26

mpeau
Typewritten Text
A major

Melvin
Typewritten Text
Adding the first phrase of the chorale melody is editorial, not in original score, which has 
only continuo accompaniment.

Melvin
Typewritten Text
Text painting: Continuo bass depicts a "wrapping" figure for wrapping the arms 
about Jesus.

Melvin
Typewritten Text
B major

Melvin
Typewritten Text
E# dim.7

Melvin
Typewritten Text
E# dim.7

Melvin
Typewritten Text
E# dim.7

Melvin
Typewritten Text
B minor

Melvin
Typewritten Text
B7

Melvin
Typewritten Text
B7

Melvin
Typewritten Text
E major

Melvin
Typewritten Text
F# minor

Melvin
Typewritten Text
F# minor

Melvin
Typewritten Text
D major

Melvin
Typewritten Text
D7

Melvin
Typewritten Text
B major

Melvin
Typewritten Text
E7

Melvin
Typewritten Text
E7

mpeau
Typewritten Text
Text painting: Rests for 
"silenced."


mpeau
Typewritten Text
Shiver melisma for "guiltless dying"

mpeau
Highlight

mpeau
Typewritten Text
Arioso allows for rhythmic text painting in the continuo line (see below).

Microsoft Account
Text Box
Helmuth Rilling asks, "Does Bach want to say that one should hold fast to Jesus, even when sinking into the abyss?" See The Oregon Bach Festival Master Class Lectures, vol. 3, p. 122.
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●Faith, not works makes us righteous before God (9/5).
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law of sin and death. More specifically, instrumental canon may represent the "law of sin and death," while the vocal canon represents the "law of the Spirit of life in Christ Jesus" and thus represent the mystic union of Christ and the believer (more below). Despite the strict counterpoint in this movement, the effect is is light and playful, due to the major tonality, cantabile melodic writing, and pulsed bass. See Martin Petzoldt, "Bach-Kommentar," vol. 1, pp. 143–44.
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Alfred Dürr writes, “[This movement’s] playful, relaxed melodic style gives hardly any idea of its inherent strictness, let alone revealing it directly to the unalerted listener. See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (New York: Oxford University Press, 2005), p. 439.
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Regarding the fifth movement, Helmuth Rilling writes, “A duet for soprano, alto, solo flute and solo oboe (the same solo instruments in the opening movement), and continuo at first glimpse seems to be music delectare. But a closer look reveals that the soprano and alto are singing a canon. A canon is a strict imitative musical form, and the word canon also refers to the laws of the church. Bach has chosen to set the text ‘Herr, du siebst statt guter Werke auf des Herzens Glaubensstärke’ [‘Lord, instead of good works, you look to the face of the heart’] in a rigid polyphonic form. The solo flute and oboe also have a canon in the introduction. To emphasize the most important precept of Lutheran belief, that is, justification by faith alone, Bach writes a double canon with two different themes: one canon in the instruments and a second in the voices. During the first part of the duet, Bach emphasizes the text ‘Nur den Glauben nimmst du an’ [‘It is only faith that you accept’] by repeating this statement over and over again in the vocal canon. In the middle of this duet this idea is even more intensified as Bach reduces the texture to a single canon: the oboe is in unison with the alto, the flute with the soprano. ‘Nur der Glaube’ [‘only faith’] is made still more obvious by restricting the canon to only two parts. The instruments play with the voices, but not in a strict way: they embellish the vocal lines. The listener can choose: is one being taught or enjoying the music? Perhaps it is Bach’s special quality that he can make both happen at the same time, and be equally effective with both.

See Rilling, The Oregon Bach Festival Master Class Lectures, vol. 3 (Dayton, Ohio: Roger Dean Publishing, 2001), pp. 123–125.
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The two canonic pairs (voices and instruments) may allude to the two laws referenced in Romans 7 & 8 (see above), perhaps also to the mystic union of God 
and believer: canonic technique, which is frequently used to depict the inflexible Law is here transformed into a symbol of intimate relationship (Gospel). See 
also Chafe, Analyzing Bach Cantatas, p. 155, Tonal Allegory, p. 163.
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●Law discloses sin; gospel gives future beyond death (9/6).
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Romans 3:20. …Through the law comes knowledge of sin.
Romans 7:7–8, 11–14. …If it had not been for the law, I should not have known sin. I should not have known what it is to covet if the law had not said, “You shall not covet.” But sin, finding opportunity in the commandment, wrought in me all kinds of covetousness…Sin, finding opportunity in the commandment, deceived me and by it killed me… The law is holy, and the commandment is holy and just and good. Did that which is good, then, bring death to me? By no means! It was sin, working death in me through what is good, in order that sin might be shown to be sin, and through the commandment might become sinful beyond measure. We know that the law is spiritual; but I am carnal, sold under sin.
Galatians 3:19–24. Why then the law? It was added because of transgressions…But the scripture consigned all things to sin…So that the law was our custodian until Christ came…
Romans 5:20. …Where sin increased, grace abounded all the more.
*Romans 6:3–10. Do you not know that all of us who have been baptized into Christ Jesus were baptized into his death? 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. For if we have been united with him in a death like his, we shall certainly be united with him in a resurrection like his. We know that our old self was crucified with him so that the sinful body might be destroyed, and we might no longer be enslaved to sin. For he who has died is freed from sin. But if we have died with Christ, we believe that we shall also live with him. For we know that Christ being raised from the dead will never die again; death no longer has dominion over him.
Romans 7:24–8:2. …Who will deliver me from this body of death? Thanks be to God through Jesus Christ our Lord!…There is therefore now no condemnation for those who are in Christ Jesus. For the law of the Spirit of life in Christ Jesus has set me free from the law of sin and death.
Hebrews 4:16. Let us then with confidence draw near to the throne of grace, that we may receive mercy and find grace to help in time of need (Luther 1545: auf dass wir Barmherzigkeit empfahen und Gnade finden, auf die Zeit, wenn uns Hilfe not sein wird).
Acts 1:7. [Jesus] said…“It is not for you to know times or seasons which the Father has fixed by his own authority.”
Mark 13:26, 32 [Jesus]: They will see the Son of man coming in clouds with great power and glory.… But of that day or that hour no one knows, not even the angels in heaven, nor the Son, but only the Father. (Also Matthew 24:42.) 
James 4:13–15. Come now, you who say, “Today or tomorrow we will go into such and such a town and spend a year there and trade and get gain”; whereas you do not know about tomorrow. What is your life? For you are a mist that appears for a little time and then vanishes. Instead you ought to say, “If the Lord wills, we shall live and we shall do this or that.”
Psalm 31:14–15. But I trust in thee, O Lord, I say, “Thou art my God.” My times are in thy hand…
James 1:17. Every good endowment and every perfect gift is from above, coming down from the Father of lights with whom there is no variation or shadow due to change.
Matthew 6:32. Your heavenly Father knows that you need [all these things] (Luther 1545: Euer himmlischer Vater weiß, daß ihr des alles bedürfet).
1 Peter 2:6. It stands in scripture: “Behold, I am laying in Zion a stone, a cornerstone chosen and precious, and he who believes in him will not be put to shame.”
Psalm 145:13. The Lord is faithful in all his words…
Matthew 7:24 [Jesus]: Every one then who hears these words of mine and does them will be like a wise man who built his house upon the rock… 
1 Peter 2:22. He committed no sin; no guile was found on his lips…
1 Corinthians 3:11–13. No other foundation can any one lay than that which is laid, which is Jesus Christ. Now if any one builds on the foundation…each man’s work will become manifest.
John 14:1 [Jesus]: Let not your hearts be troubled; believe in God, believe also in me.
Jeremiah 17:7. Blessed is the man who trusts in the Lord, whose trust is the Lord.
Psalm 62:5. For God alone my soul waits in silence, for my hope is from him.
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While Alfred Dürr writes that 9/6 covers the chorale stanzas 8 to 11, a closer examination shows that the text does not relate to stanza 10, which emphasizes that true faith produces good works. 

Die Werk', die kommen g'wisslich her
Aus einem rechten Glauben;
Denn das nicht rechter Glaube wär',
Wollt'st ihn der Werk' berauben.
Doch macht allein der Glaub' gerecht,
Die Werke sind des Nächsten Knecht'.
Dabei wir'n Glauben merken.

(Works surely come 
from true faith.
For faith would not be not true,
if deprived of works.
Still, faith alone makes us righteous; 
Our works are the servant to our neighbor,
by which we recognize faith.)
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of 9/2. See Chafe, "Analyzing Bach Cantatas," 155.
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(V. 12) (See also 155/5, 186/6.)
●Believe his Word rather than appearances (9/7).
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E major completes "the 
'ascent' part of the 
cantata." See Chafe,
"Analyzing Bach
Cantatas," 155.
"The subdominant/
dominant tonal-direction
dualism of [the chorale's] 
first two phrases is...
a key to the descent-
ascent tonal design 
of the cantata as a 
whole." Chafe,
"Analyzing Bach
Cantatas," 157.
See also comment at the
beginning of this score.
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suspension at "nein" color the words "und ob dein Herz spräch lauter Nein" ("and though your heard would say only 'no'").




