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NBA I/28; BC A175
The Visitation: July 2 (BWV 147, 10)
*Isaiah 11:1–5 (Prophecy concerning the Messiah)
*Luke 1:39–56 (Mary’s visit to Elizabeth, Magnificat)
Librettist: Unknown
FP: 2 July 1724 (St. Nicholas & St. Thomas for Vespers) 
In this year, the 4th Sunday after Trinity
clashed/coincided with Visitation of Mary. This cantata belongs 
to Bach’s chorale cantata cycle (see notes).
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Chorus (Chorale/Canticle vv. 1–2).
●Magnificat: Mary as favored among women: Luke 1:46–48 (10/1).
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Figura corta (see above).
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This Italianate cantata requires considasceerable virtuosity from the performers.
In Leipzig churces, the Magnificat was sung (either in Latin or German) at Vespers on 
both Saturday and Sunday plus feast days and the evening prior. It was sung on a 
version of the "tonus peregrinus (9th psalm tone), concluding with a doxology (German
		"Gloria Patri") on the same tune. See notes for more. 
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Instrumentation:
Tromba (doubles cantus 
firmus)
Oboe I, II
Vln I, II
Vla
SATB
Continuo
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Concertante style, with 
virtuosic interplay among
the instruments and voices. 
Oboes mostly double violins.
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In BWV 10/1, "Meine Seel erhebt den Herren," 
Bach presents the ancient "tonus peregrinus" 
of the German Magnificat 
in soprano, then alto, while 
clothing the whole in modern 
Italianate style. 
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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.
	In Leipzig churches, the Magnificat was sung (either in Latin or German) at Vespers on both Saturday and Sunday plus feast days and the evening prior. Latin settings were performed as multi-movement, concerted settings on special feast days. At other times, the Magnificat was sung by the congregation in a German setting on the ninth psalm tone (the "tonus peregrinus"), with the choir probably accompanying with Schein's 4-part cantional setting.
	On the Feast of Visitation (2 July), the Magnificat text served as the Gospel reading. Most German cantatas for that day do not use the Magnificat text verbatim, however. Instead they tend to deal with the events and meaning of the Visitation (e.g., the subject of praise).
	Bach uses the “Meine Seele tune (the ninth psalm tone, the tonus peregrinus) in BWV 10 and as an instrumental cantus firmus in “Suscepit Israel” of the Magnificat, BWV 243. He later arranged BWV 10/5 as an organ chorale (Schübler chorale, BWV 648). Bach planned to set “Meine Seele” as a chorale prelude (No. 56) in his Orgelbüchlein. “Meine Seele” also serves as the basis for the Fugue on the Magnificat (BWV 733), although some scholars think this is not by Bach. 

See Mark A. Peters, "J. S. Bach's "Meine Seel' erhebt den Herren" (BWV 10) as Chorale Cantata and Magnificat Paraphrase." Bach 43/1 (2012), 29–64.
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	Cantata 10 is unique in that it is based on a canticle. Thus, the text is scriptural rather than a rhymed poetic hymn text. In fact, it is the only chorale
cantata to have a verbatim scriptural text. BWV 10 is both chorale cantata and Magnificat paraphrase. Interestingly, in the movements with paraphrased texts, the librettist included a high proportion of words from the original. Because the canticle stanzas used in 10/1, 10/5, and 10/7 have different lengths, Bach's treatment of the cantus firmus must vary accordingly. In the psalm tone, the irregular line lengths are accommodated with a reciting tone. This, along with the relatively smaller pitch range, had musical implications. Furthermore, the short length of the cantus firmus caused Bach to present the tune twice. BWV 10 is Bach's only chorale cantata to present the underlying "chorale" twice in the first movement. It also presents the tune twice in the final cantional setting. Other chorale cantatas that conclude with 2 verses of the chorale in simple 4-part setting include BWV 178, 94, and 130.  But only BWV 10 has different music for the second stanza.
	Finally, Mark Peters observes that the movements that do not use the cantus firmus represent a compendium of approaches: simple recitative (10/3), simple recitative leading to accompanied recitative (10/6), continuo aria in two parts (10/4), and da capo aria with orchestra (10/2).

See Mark A. Peters, "J. S. Bach's "Meine Seel' erhebt den Herren" (BWV 10) as Chorale Cantata and Magnificat Paraphrase." Bach 43/1 (2012), 29–64.
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Ritornello unrelated to cantus firmus but derived from the opening tenor statement 
(characterized by figura corta).
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Last changed: 27 September 2025.
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Chiastic Form (see note): Chorale Fantasia - Aria (S) - Recit (T) - ARIA (B) - Duet (A/T) - Recit (T) - Chorale.
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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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Alfred Dürr writes, “Among Bach’s chorale cantatas this work occupies a special place. It is not based on a Protestant hymn, and yet if ever a work deserved the description ‘chorale cantata’ it is this, for it is based on a genuine (Gregorian) chorale melody, that of the ninth psalm-tone… 
	"Since ancient times Mary’s Magnificat (Luke 1:46–55) had been a component of the liturgy for Vespers; and in Bach’s day it was sung in German at the Leipzig afternoon service to the melody of the ninth psalm-tone in the four-part setting by Johann Hermann Schein (1627). At the Feast of the Visitation, the Magnificat also formed part of the Gospel reading. It was thus a natural step to use it as the basis of a chorale cantata on that occasion in 1724.
	"The anonymous editor of the text retained the original wording of Luke 1:46–48 (no. 1), of verse 54 (no. 5), and of the doxology with which psalm-singing customarily ends (no. 7). The remaining verses he paraphrased to form arias and recitatives: verse 49 in no. 2, verses 50–1 in no. 3, verses 52–53 in no. 4, and finally verse 55 in no. 6, whose text was expanded to include a reference to the birth of the Saviour. In addition, allusions to other biblical passages were repeatedly interwoven in accordance with baroque practice. Thus the third movement includes references to Lamentations 3:22–3 (‘It is of the goodness of the Lord that we are not consumed; His mercy…is new every morning, and great is Your faithfulness’) and Revelation 3:16 (‘Since you are lukewarm, neither cold nor hot, I will spit you out’); and the sixth movement carries still further the appeal already made in Luke’s Gospel to God’s promises to Abraham (cf. in particular Genesis 18:1ff.). However, the paraphrase lacks specific references to the Gospel reading apart from the Magnificat itself; there is no mention, for example, of Mary’s visit to Elizabeth.” 

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 678–679.

In the introduction to the Carus edition of BWV 10, Christoph Großpietsch (with translation by John Collins) writes, “Marian festivals form a fixed part of worship services, even in the Protestant church year. In Leipzig during Bach’s time the Feasts of Purification (February 2nd), the Annunciation (March 25th) and the Visitation of Mary (July 2nd) were observed. Moreover the Magnificat, the homage of Mary according to Luke 1:39–56, was also performed during the Vespers of every high feast day, often with a large scoring. How highly such compositions were valued was shown by the fact that even in January 1723 Christoph Graupner chose a Magnificat when he applied for the important post of choirmaster at the Thomaskirche, and this with success. However, Graupner remained in Darmstadt. After the magnificent arrangement of the first version of the Latin Magnificat (Magnificat anima mea) BWV 243a—probably composed for the Vespers on the visitation of Mary 1723[1]—Bach’s German Magnificat Meine Seel erhebt den Herren was composed as a chorale cantata for the main service of the same feast day in the following year. Moreover Bach set the German text “Meine Seel erhebt den Herren” only once in this way. The cantata “Meine Seel erhebt den Herrn,” which was previously ascribed to him (BWV Anh. III 168), was probably composed by Georg Melchior Hoffmann.
	“It can be inferred from the autograph title Festo Visitationis | Mariae that the cantata was intended for July 2nd, the Feast of the Visitation. However, the year of its composition (1724) can only be deduced through secondary information. It can be verified that the work was performed again sometime after 1744; at this time Bach also assgined the chorale melody in No. 5 of the cantata to the oboes as a reinforcement or, more plausibly, as a substitution for the trumpets. These parts required all players to produce tones outside the natural scale; presumably Bach was thinking of slide trumpets.”

1. Compare Andreas Glöckner: “Bachs Es-Dur Magnificat BWV 243a – eine genuine Weihnachtsmusik?,” in: Bach-Jahrbuch, vol. 89 (2003), pages 37–45.

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 2, p. 10 (Christoph Großpietsch, translation by John Collins).
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Concertante trio texture; Vla fills in harmonies.
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The cantata is in chiastic form. Bach often used chiastic (x-shaped/symmetrical) forms, in which center movements (where the mirror image begins) provide the crux of the matter. There antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). 
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figura corta.
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Figura corta
The figura corta was defined as an ornament by W.C. Printz in 1689 and by Johann Gottfried Walther in his lexicon of 1732. Walther wrote, “Figura corta consists of three fast notes, one of which by itself is as long as the other ones.” (Johann Walther, Lexikon, 1732. p. 244, translated). It could be long-short-short or short-short-long. Albert Schweitzer interpreted it as a “joy motive.” See Albert Schweitzer, J. S. Bach, vol. 2, trans. Ernest Newman (Boston: Bruce Humphries Pub., 1962), pp. 65–66. Bach’s second cantata cycle (the chorale cantata cycle) has pervasive use of figura corta for joyous texts.
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Chorale cantata on Magnificat chant.
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Trumpet doubles Soprano.
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Chorale/Canticle Verse 1, Phrase 1 ("Tonus peregrinus").
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Tenor motive doubled by all upper strings.
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Text painting: Rising lines in the accompanying counterpoint (introduced in the ritornello) signify "erhebt" ("lifting up").
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Chorale/Canticle Verse 1, Phrase 2.
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Chorale/Canticle Verse 2, Phrases 1, transposed down a P5 (in alto voice), 
perhaps to signify "lowly" handmaiden.
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Note: BWV 10 is Bach's only chorale cantata to 
present the underlying "chorale" twice. 
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Opening material in the subdominant key 
with voices swapped, cantus firmus in alto.
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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. 1, p. 541; vol. 3, pp. 101, 143. 
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Chorale/Canticle Verse 2, Phrase 2 in Alto.
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Alfred Dürr writes, “In verse 2, the cantus firmus, again reinforced by trumpet, migrates to the alto, yet this second section is essentially a reprise of the first with subdominant transposition and exchange of parts. A rounding-off, together with a return to the tonic key, is skilfully achieved by building a choral texture without cantus firmus into a concluding reprise of the introductory sinfonia.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 679.
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Coda (m.  68ff.), Oboes double Violins. "Vokaleinbau": Voices embedded in return of complete ritornello, which first modulates 
back to G minor.
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2. Soprano Ritornello Aria (Based on Chorale v. 3: Luke 1:49)
●Magnificat: The holy, mighty God has blessed richly (10/2).
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The energetic "tumult"
rhythm of constant
16th notes (also in
the continuo), pre-
sumably depicts God's 
power, referenced in 
the text.
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Psalm 24:8. Who is the King of glory? The Lord, strong and mighty, the Lord, mighty in battle! (Luther 1545: Es ist der Herr stark und mächtig).
Psalm 66:3. Say to God, “How terrible are thy deeds!” (Luther 1545: Wie wunderlich sind deine Werke!)
*Luke 1:49. For he who is mighty has done great things for me, and holy is his name.
1 Samuel 2:2. There is none holy like the Lord, there is none besides thee; there is no rock like our God. (Also Psalm 111:9, Isaiah 57:15.)
*Isaiah 11:4–5. With righteousness he shall judge the poor, and decide with equity for the meek of the earth; and he shall smite the earth with the rod of his mouth, and with the breath of his lips he shall slay the wicked. Righteousness shall be the girdle of his waist, and faithfulness the girdle of his loins.
Psalm 92:5. How great are thy works, O Lord!
Psalm 9:18. The needy shall not always be forgotten, and the hope of the poor shall not perish for ever.
Job 5:9. Who does great things and unsearchable, marvelous things without number.
Psalm 40:5. Thou hast multiplied, O Lord my God, thy wondrous deeds and thy thoughts toward us…Were I to proclaim and tell of them, they would be more than can be numbered.
Psalm 71:15. [O Lord,] my mouth will tell of thy righteous acts, of thy deeds of salvation all the day, for their number is past my knowledge. (Also Psalm 139:17–18.)
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Repeated notes are reminiscent of the canticle's chant tone Three iterations of the word "Herr," may allude to the Trinity. The text of this movement alludes to Luke 1:49 (part of the Magnificat).
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Contrasting B section (minor key, soft dynamic, oboes tacet), but 
16th-note figures continue, alternating between continuo & upper strings.
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Continuo and singer are alone to the end, perhaps to indicate the singer 
is "staying behind" to continue trying to count God's blessings.
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Tenor Secco Recitative, ending with Arioso. (Based on Chorale vv. 4–5: Luke 1:50–51.)
●Magnificat: God helps lowly but scatters proud (10/3).
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Allusion to Lamentation 3:22–23.
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Allusion to Revelation 3:14-17.
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leading &
rhythms.
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Text Painting: Voice is unaccompanied for "bare."
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For biblical
background,
see note.
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Sticky Note
*Luke 1:50. And his mercy is on those who fear him from generation to generation.
Lamentations 3:22–23. The steadfast love of the Lord never ceases, his mercies never come to an end; they are new every morning; great is thy faithfulness. (Also Psalm 90:14.)
Psalm 103:17–18. The steadfast love of the Lord is from everlasting to everlasting upon those who fear him, and his righteousness to children’s children to those who keep his covenant and remember to do his commandments. 
Psalm 100:4–5. …Give thanks to him, bless his name! For the Lord is good; his steadfast love endures for ever, and his faithfulness to all generations.
Psalm 124:8. Our help is in the name of the Lord, who made heaven and earth.
1 Samuel 2:9. He will guard the feet of his faithful ones; but the wicked shall be cut off in darkness; for not by might shall a man prevail. 
Proverbs 15:29. The Lord is far from the wicked, but he hears the prayer of the righteous.
*Isaiah 11:4–5. But with righteousness he shall judge the poor, and decide with equity for the meek of the earth; and he shall smite the earth with the rod of his mouth, and with the breath of his lips he shall slay the wicked. Righteousness shall be the girdle of his waist, and faithfulness the girdle of his loins.
*Luke 1:51. He has shown strength with his arm, he has scattered the proud in the imagination of their hearts.
1 Samuel 2:4, 10. The bows of the mighty are broken, but the feeble gird on strength…The adversaries of the Lord shall be broken to pieces; against them he will thunder in heaven.
Revelation 3:14–17. To the angel of the church in Laodicea write:…”I know your works: you are neither cold nor hot! So, because you are lukewarm, and neither cold nor hot, I will spew you out of my mouth. For you say, I am rich, I have prospered, and I need nothing; not knowing that you are wretched, pitiable, poor, blind, and naked.”
Matthew 23:23–24. Woe to you, scribes and Pharisees, hypocrites!…You blind guides…
1 Samuel 2:3. Talk no more so very proudly, let not arrogance come from your mouth; for the Lord is a God of knowledge, and by him actions are weighed.
Psalm 138:6. For though the Lord is high, he regards the lowly; but the haughty he knows from afar.
Proverbs 15:25. The Lord tears down the house of the proud, but maintains the widow’s boundaries.
Isaiah 2:12. The Lord of hosts has a day against all that is proud and lofty, against all that is lifted up and high.
Matthew 3:12. His winnowing fork is in his hand, and he will clear his threshing floor and gather his wheat into the granary, but the chaff he will burn with unquenchable fire.
Psalm 1:4. The wicked are..like chaff which the wind drives away.
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warm          in        believing        and        in          loving             are;                          those-who      naked,                     bare,         and       blind,          who      full-of 
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pride      and    haughtiness       are,      would                  his              hand           like          chaff                                              scatter.
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Operatic Bass Aria with continuo accompaniment alone in ritornello form.
(Based on Chorale vv. 6–7: Luke 1:52–53.)
	●Magnificat: God casts down proud, exalts lowly (10/4).
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This keyboard realization (right-hand 32nd notes) is editorial.
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from the chant tone of the canticle.
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Rhyme Scheme: AABBCDCD. Bach sets it in 3 main vocal sections. 
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*Luke 1:52–53. He has put down the mighty from their thrones, and exalted those of low degree; he has filled the hungry with good things, and the rich he has sent empty away.
2 Samuel 22:28. Thou dost deliver a humble people, but thy eyes are upon the haughty to bring them down.
Psalm 138:6. For though the Lord is high, he regards the lowly; but the haughty he knows from afar.
Proverbs 15:25. The Lord tears down the house of the proud, but maintains the widow’s boundaries.
*Isaiah 11:4. With righteousness he shall judge the poor, and decide with equity for the meek of the earth; and he shall smite the earth with the rod of his mouth, and with the breath of his lips he shall slay the wicked.
Revelation 19:20. …[The beast and the false prophet] were thrown alive into the lake of fire that burns with sulphur. (Also Revelation 20:10, 14, 21:8.)
1 Samuel 2:4–5, 7–8. The bows of the mighty are broken, but the feeble gird on strength. Those who were full have hired themselves out for bread, but those who were hungry have ceased to hunger…The Lord makes poor and makes rich; he brings low, he also exalts. He raises up the poor from the dust; he lifts the needy from the ash heap, to make them sit with princes and inherit a seat of honor…
Genesis 22:17 [God to Abraham]: I will indeed bless you, and I will multiply your descendants as the stars of heaven. (Also Hebrews 11:12.) 
Daniel 12:3. Those who are wise shall shine like the brightness of the firmament…like the stars for ever and ever.
Psalm 75:6–7. For not from the east or from the west comes lifing up; but it is God who executes judgment, putting down one and lifting up another.
Matthew 23:12. Whoever exalts himself will be humbled, and whoever humbles himself will be exalted.
James 4:6. …Therefore it says, “God opposes the proud, but gives grace to the humble.” (Also Proverbs 3:34, 1 Peter 5:6.)
Matthew 19:23. And Jesus said… “Truly, I say to you, it will be hard for a rich man to enter the kingdom of heaven.”
Micah 19:19. Thou wilt cast all our sins into the depths of the sea.
Psalm 107:9. For he satisfies him who is thirsty, and the hungry he fills with good things.
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The line ascends gradually, then plunges down.
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This is the central (pivot) movement in the cantata’s chiastic form, where antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text).
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The first word serves as a motto, which sets the tone (and literary perspective) for the movement. The depiction of the "mighty" appears to mock them.
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Text Painting: Descending melisma for "casting into
the pit of brimstone."
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This vocal section incorporates both parts of the 
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Text painting: Ascending melismas for "raising up."
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Microsoft Account
Typewritten Text
Lines 3–4: Lyric.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Line

Microsoft Account
Line

Microsoft Account
Line

Microsoft Account
Typewritten Text
8va  up



J.S. Bach - Church Cantatas  BWV 10

20

Melvin
Typewritten Text
27.

Melvin
Typewritten Text
30.

Melvin
Typewritten Text
32.

Melvin
Typewritten Text
34.

Melvin
Typewritten Text
Text painting: Rising melisma for "to raise."
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Text painting: Syllabic declamation with rests and chromaticism for 
"bare and empty" (stated 3x).
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Text painting: Chromatic line for "the hungry."

Melvin
Typewritten Text
Lines 7–8 embedded into ritornello with 2 mm. of pedal inserted as a dominant
preparation insertion (mm. 45–46). "Vokaleinbau" similar to opening chorus.


mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
G minor

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
C minor

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
F7

mpeau
Typewritten Text
B-flat major

mpeau
Typewritten Text
C7

mpeau
Typewritten Text
C7

Microsoft Account
Typewritten Text
= m. 1.

Microsoft Account
Typewritten Text
Lines 7–8: Lyric voice leading for "Gnadenmeer" (sea of grace).
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Text painting: Melisma covering an octave for "fullness/abundance."
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10/5.

Melvin
Typewritten Text
Alto & Tenor Duet with Continuo Accompaniment (instead of recitative as might be expected)  (Chorale v. 8)
●Magnificat: God remembers his mercy: Luke 1:54 (10/5).
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Text painting: Descending, chromatic motive in descending sequence to portray divine mercy extended down to humankind. 
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Text painting: Canonic imitation between voices to portray "remembering" ("He remembers His mercy.")
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Continuo line is not independent as in the previous movement but derived from the vocal line (trio texture).
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Alfred Dürr writes, “In the following duet, no. 5, not only is the biblical text preserved in its original wording but the melody of the ninth psalm-tone is heard again. The alto and tenor have their own theme in an imitative texture, accompanied by continuo, while the cantus firmus is played on trumpet or unison oboes (evidently as alternatives (The trumpet seems to have been replaced by unison oboes at a late revival, c. 1740–7; see KB, NBA I/28.2), as in the setting of ‘Suscepit Israel’ from the Magnificat, BWV 243/243a.” See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 679–680.
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For the significance of D minor, see note.
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Significance of D Minor
D minor is of particular interest, since Martin Luther equated the second tone (secundus tonus—apparently referring to the hypodorian mode) with “poor, weak sinner.” Eyolf Østrem documents various iterations of Luther’s statements. See Østrem, Eyolf, “Luther, Josquin and des finken gesang” in The Arts and the Cultural Heritage of Martin Luther (special issue of the journal Transfiguration, Nordic Journal of Christianity and the Arts, replaces issue 4/1), ed. Nils Holger Peterson (Museum Tusculanum Press, 2002): 61. Eric Chafe understands Luther’s term in this way, writing simply that Luther “called the Dorian mode an analog of ‘poor weak sinner’ because of its use of the variable B fa/mi.” See Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 39. See also Chafe, Analyzing Bach Cantatas (New York: Oxford University Press, 2000), p. 267n33 and p. 98 (where he writes “hypodorian”).
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Canticle/chorale Phrase 1 ("tonus peregrinus") in oboes (originally trumpet).
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Chiastic Form 
(Imitative trio texture with invertible counterpoint)
A. Rit (1-5) Dm
B. Line 1 (5-9) DM-Dm
C. Line 1 + cantus firmus (9-15) 
     Dm-Fm
D. Line 1 (15-22) Fm-Am
C1. Line 2 + cantus firmus (22-27) 
     Am-Dm
B1. Line 2 (27-31) Dm-Am
A. Rit (31-35) Dm
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Tenor Secco Recitative ending with string-accompanied arioso. (Based on Chorale v. 9: 
Luke 1:55.) ●Magnificat: Promise to Abraham fulfilled (10/6).
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Tenor serves as a narrator.
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see note.
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*Luke 1:67–70, 72–73. Zechariah was filled with the Holy Spirit, and prophesied, saying, “Blessed be the Lord God of Israel, for he has visited and redeemed his people, and has raised up a horn of salvation for us…as he spoke by the mouth of his holy prophets from of old…to perform the mercy promised to our fathers, and to remember his holy covenant, the oath which he swore to our father Abraham.”
Genesis 12:1–3. Now the Lord said to Abram, “Go from your country and your kindred…to the land that I will show you. And I will make of you a great nation, and I will bless you, and make your name great, so that you will be a blessing.”
Genesis 15:5. [God] brought him outside and said, “Look toward heaven, and number the stars, if you are able to number them.” Then he said to him, “So shall your descendants be.” 
Hebrews 11:8–9. By faith Abraham obeyed when he was called to go out to a place which he was to receive as an inheritance; and he went out, not knowing where he was to go. By faith he sojourned in the land of promise, as in a foreign land, living in tents with Isaac and Jacob, heirs with him of the same promise.
Genesis 13:14, 16. The Lord said to Abram, after Lot had separated from him… “I will make your descendants as the dust of the earth; so that if one can count the dust of the earth, your descendants also can be counted.”
Genesis 17:3–4. God said to him, “Behold, my covenant is with you, and you shall be the father of a multitude of nations. 
Genesis 17:15–19. And God said to Abraham, “As for Sarai your wife…Sarah shall be her name…I will bless her, and she will be a mother of nations; kings of peoples shall come from her…Sarah your wife shall bear you a son, and you shall call his name Isaac. I will establish my covenant with him as an everlasting covenant for his descendants after him.”
Genesis 18:1, 10. And the Lord appeared to him…as he sat at the door of his tent…The Lord said, “I will surely return to you in the spring, and Sarah your wife shall have a son.”
Genesis 22:15–17. And the angel of the Lord called to Abraham…and said, “By myself I have sworn, says the Lord, because you have…not withheld your son, your only son, I will indeed bless you, and I will multiply your descendants as the stars of heaven and as the sand which is on the seashore.”
Genesis 28:13–14. And behold, the Lord…said [to Jacob], “I am the Lord, the God of Abraham your father and the God of Isaac; the land on which you lie I will give to you and to your descendants; and your descendants shall be like the dust of the earth…”
Acts 3:25. You are the sons of the prophets and of the covenant which God gave to your fathers, saying to Abraham, “And in your posterity shall all the families of the earth be blessed.” 
Galatians 3:16. Now the promises were made to Abraham and to his offspring. It does not say, “And to offsprings,” referring to many; but, referring to one, “And to your offspring,” which is Christ.
Galatians 4:4–7. But when the time had fully come, God sent forth his Son…to redeem those who were under the law, so that we might receive adoption as sons. And because you are sons, God has sent the Spirit of his Son into our hearts, crying, “Abba! Father!” So through God you are no longer a slave but a son, and if a son then an heir.
John 8:34. …Every one who commits sin is a slave to sin. (Also John 8:34, Romans 6:16, 20, 2 Peter 2:19, 2 Timothy 2:26, Titus 3:3.)
1 Timothy 3:16. Great indeed, we confess, is the mystery of our religion: He was manifested in the flesh…
1 John 4:14. We have seen and testify that the Father has sent his Son as the Savior of the world.
John 1:14, 16–17. The [eternal] Word became flesh and dwelt among us, full of grace and truth…Out of his fullness we have all received grace in place of grace already given. For the law was given through Moses; grace and truth came through Jesus Christ. 
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Bach appears to associate the ascending diatonic fourth with the offering of praise to God (perhaps like incense). Compare, for example the beginning of BWV 29/2 (“Wir danken dir”). Christoph Wolff notes that the opening motive of BWV 29/2 is “based on the identically chanted versicles of the Lutheran liturgy: [pastor:] ‘Benedicamus Domino’… [which was] the closing salutation at the end of every Sunday service in Leipzig.” See Bach’s Musical Universe (New York: W. W. Norton, 2020), 330. In BWV 147/5 the ascending diatonic fourth is harmonized as faux bourdon (Am-Bm-CM-DM-Gm) in the ritornello, associated with the text “Mein Heiland, erwähle die gläubende Seele, und siehe mit Augen der Gnade mich an! (My savior, choose this believing soul and look upon me with eyes of mercy!). In BWV 87/1, the ascending diatonic fourth is used for Jesus’ words to make requests to God in Jesus’ name.
	Not surprisingly, Bach used 29/2 for the “Gratias” and “Dona nobis” of the B-minor Mass. In the mass, the “Gratias” and “Dona nobis” movements are equidistant from the “Crucifixus,” which serves as the pivot point in a chiastic structure. There the descending chromatic fourth (the “lamento” ground bass) serves as organizational principle, while in the “Gratias” and “Dona nobis” movements (as in 29/2, their original model) the ascending diatonic fourth is central. For the significance of these two motives, see Melvin Unger, “Chiastic Reflection in the B-minor mass: Lament’s Paradoxical Mirror,” in Exploring Bach’s B-minor Mass, ed. Yo Tomita, Robin A. Leaver, and Jan Smaczny (Cambridge: Cambridge University Press, 2013).
	BWV 28/2 uses the ascending diatonic fourth (“Nun lob mein Seel”/”Sein Wohlthat thut”) as well as the ascending chromatic fourth (“Hat dir dein’ Sünd’ vergeben”), just as this inverted “lamento” figure occurs in the B-minor mass, immediately prior to the “Crucifixus” in the “Et incarnatus est” (see alto, mm. 43–45 on the words “et homo est”). BWV 156/3, a secco recitative, uses the ascending diatonic fourth in rising sequence for the final words (set as an arioso) “je länger hier, je später dort!” See 156/3, mm. 17–19.
	In BWV 129/1, the ascending fourth is used for praise of the Creator and in movement 2, Bach associates the descending diatonic fourth (treated sequentially) with God the Son, providing salvation (“Heil”).	
	Regarding Bach’s contrasting use of chromatic descent and diatonic ascent to symbolize the antithesis between the present world of suffering and the future one of glory, see See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 308; also Ahasver Fritsch, Kurtze und heilsame Betrachtungen / Sechs und Achtzig auserlesene Biblische Sprüche / an statt Andern Theils Der Biblischen Moral-Sprüche (Mühlhausen: Michael Kayser, 1702), 53–55. Cited and translated in Markus Rathey, “Two Unlikely Sisters: The “Cross” and the “Crosses” in BWV 12 and 69a, BACH, 38/1 (2007), 4. 
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