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NBA I/16; BC A99a-c
3. S. after Trinity or “per ogni tempo” (for any time) (BWV 21, 135)
*1 Peter 5:6–11 (Cast all your cares on God)—the cantata relates 
more to the Epistle than the Gospel
*Luke 15:1–10 (Parable of the lost sheep and lost coin)
Librettist: perhaps Salomon Franck (see notes). 
Movements 3–9 perhaps based on a chorale by Johann Rist: 
"Jammer hat mich ganz umgeben" (1642). This cantata 
was probably revised one or more times.
FP: December 1713?; 17 June 1714 (Weimar Palace Chapel). 
Most movements go back to earlier, one-part version.) See Wolff,
 "Learned Musician," 163; Martin Petzoldt, "Bach-Kommentar" 
1:75, 79, and note above. Regarding
source material, see note.
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Affect-laden sinfonia (thematically independent). Italianate, cantilena melody, with ornate writing for violin and oboe over walking bass (perhaps suggestive of the Christ-believer dialogue presented later), perhaps inspired by a slow movement by Corelli or Vivaldi. See also 21/3. 
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Instrumentation:
Tromba I, II, III
Timpani
Tbn I, II, III, IV
Oboe
Vln I & II
Vla
Fagotto, 
Viloncello, 
Violone, 
Organo
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With regard
to ripieno 
parts,
see side 
note.
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Dürr Jones, Cantatas, p. 50: “Only in nine cases are additional copies preserved for Bach’s singers, over and above the concertist’s copy: BWV 21, 29, 63, 71, 76, 110, 195, 201, and 245." See also Parrott, The Essential Bach Choir, p. 61, Table 3a.
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Reminischent of sinfonia
in BWV 12, 8 weeks prior.
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Vln I and Ob lead in concerto-like/dialogue fashion.
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Martin Petzoldt outlines the symmetrical form of the cantata's earlier version, perhaps for a memorial service on 8 October 1713 in Weimar for Aemilia Maria Harres (1665–1713). 
(The early version began with what is now movement 2.)
Movement 2: Motet-like choral movement (Soul's distress/God's comfort)
Movement 6: Motet-like choral movement (Soul's sadness/God's comfort
Movement 3: Aria for soprano (Heart's "death")
Movement 5: Aria for tenor (Weakening of spirit and life/Prowling around of adversary) [Unger: Overwhelming waves of affliction]
Movement 4: Recitative for tenor (Lamentation about the absent God)
See Bach-Kommentar, vol. 1, pp. 75–76, 79.
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Last changed: 1 September 2025.
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Form: PART 1: Sinfonia - Chorus - Aria (S) - Recit (T) - Aria (T) - Chorus.
PART 2: Recit (S/B) - Aria (S/B) - Chorus/chorale - Aria (T) - Chorus.
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BWV 21 is particularly expressive—see the rhetorically insistent hammering of the quasi-fugal theme 
in the opening choral movement, interrupted by a homophonic, one-bar adagio for "aber," before the
concluding Vivace; the melodic oscillations for Bäche" in no. 5, the virtuosic figures for the tempest in 
	the same movement; the operatic (if motet-like) choral writing of no. 6; the fervently 
	intimate love duets of nos. 7 and 8 (accompanied recitative and aria); and the dramatic
	(Handel-like) final movement on an eschatological text featuring trumpets and timpani.
	                Earlier, this cantata had only the first 9 movements (before that perhaps only
	                movements 2 to 6 & 9 (BWV 21a). Note: Johann Mattheson objected to the
	                repetitions in the opening chorus and the following aria and the rests in no. 8; 
	                see "Critica  Musica" 1725, New Bach Reader no. 319, Bach-Dokumente II, 
		              no. 200). For a lengthy discussion of this cantata, see Eric Chafe,
		              "Analyzing Bach Cantatas" (New York: Oxford University Press, 
		              2000), pp. 42–71. Chafe stresses the progression of affective 
	                states in the work: earthly tribulation yielding to anticipation of eternity, tonally
	                moving from C minor to C major, with ascending key sequences. See also Eric
	                Chafe, "Tonal Allegory in the Vocal Music of J. S. Bach" (Berkeley: University 
	                of California Press, 1991), pp. 140–41.
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Franck, Salomo 
Alfred Dürr writes, “The representative poet of the [Weimar] court, and of most of Bach’s Weimar cantatas, was Salomo Franck. Born in Weimar in March 1659, Franck studied law, and probably also theology, at Jena. In 1701, after temporary activities in Zwickau, Arnstadt and Jena, he became Consistory Secretary (and soon Chief Consistory Secretary) at Weimar. He was in charge of the ducal library and numismatic collection, and a member of the poetic society known as the ‘Fruchtbringenden Gesellschaft’ (Profitable Society). As cantata poet for the Weimar court he was active from at least as early as 1694. At first he wrote librettos of the older type— mostly biblical words and strophic verse—but from 1710 onwards, at the latest, he cultivated a transitional type, modeled on Neumeister’s form but without freely versified recitatives: several arias succeed each other without connecting links, so that, despite the non-strophic, madrigalian verse of the arias, an affinity with the old concerto-aria cantata remains clearly perceptible. Finally, from 1715 onwards, Franck wrote cantata texts of the Neumeister type (without biblical words or chorus; partly with and partly without closing chorale). Many of Franck’s numerous secular congratulatory poems for the ducal House of Weimar are similarly fashioned in cantata form. He also wrote occasional cantatas of various kinds, among which is the text of Bach’s aforementioned ‘Hunt’ Cantata BWV 208 for Weißenfels. Franck was buried in Weimar on 14 June 1725.
	Salomo Franck was perhaps the most gifted and original poetic talent with whom Bach collaborated. Formally as skillful as Neumeister, he also had at his disposal a rich vein of fantasy and a depth of feeling that Neumeister lacked. He often imbued his poems with rapturous, indeed mystical traits, in which a link with Pietism can be discerned, though he cannot really be classed as a Pietist. Immediately after Bach’s appointment as Concertmaster he set three Franck cantata texts of the transitional type—BWV 182, 12 and 172—followed by Cantata 21, which was evidently based in part on an earlier composition. The church year 1714–15, however, for which Franck wrote a new cycle of texts, Evangelisches Andachts-Opffer (Evangelical Devotional Offering), instead opened with a Neumeister cantata (BWV 61); apparently Franck’s libretto was not available in time for the First Sunday in Advent. For the Sunday after Christmas (BWV 152), and then probably from the Third Sunday in Lent onwards (BWV 80a), Franck texts set by Bach follow in a regular cycle, though several gaps remain. These are perhaps partly due to losses in transmission and partly to the public mourning that took place in Weimar from 11 August to 9 November 1715 for Prince Johann Ernst, a gifted musician (and a pupil of Bach and J. G. Walther) who died at the age of 18 on 1 August 1715. We are particularly badly informed about Bach’s cantata performances in the year 1716. Although Franck wrote a new cycle of cantata texts for the church year 1715–16, Evangelische Seelen-Lust (Evangelical Souls’ Delight), no Bach settings from it have survived. Instead Bach composed several cantatas from Franck’s 1714–15 cycle which had not been set in the previous year (BWV 132, 155 and probably also 161 and 162); but we have no definite information about his remaining cantata performances during the church year 1715–16. When Capellmeister Drese died on 1 December 1716, however, Bach, hoping to be appointed his successor, composed for three successive Sundays in Advent Cantatas 70a, 186a and 147a, all based on texts from Franck’s collection Evangelische Sonn- und Fest-Tages Andachten (Evangelical Sunday and Feast-Day Devotions) for the church year 1716–17. With its stereotyped order of chorus-four arias-closing chorale, the poetry again represents Franck’s transitional type; it is possible, therefore, that it stems from earlier years and was selected in haste. After the opening chorus of BWV 147a Bach’s Weimar autograph breaks off; evidently he was surprised by the news that it was not he but Drese’s son who was to take over the position of Capellmeister. Upon this decision of the Duke’s, Bach discontinued the composition of cantatas for the Weimar court. 
	In Weimar, then, Bach set Franck’s poetry almost exclusively, evidently turning to texts by other poets only when no Franck libretto was at hand.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 14–15.
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Franck’s Librettos
Alfred Dürr writes, “From 2 March 1714 onwards Bach’s output of cantatas is easier to survey, for on that day Bach, then chamber musician and organist at the Weimar court, was appointed Concertmaster by Duke Wilhelm Ernst of Saxe-Weimar, with the attendant duty of composing and performing his own cantatas monthly in order to relieve the ailing Capellmeister Johann Samuel Drese. From that time until Drese’s death on 1 December 1716, Bach as a rule composed a new cantata every four weeks. The following cantatas survive from this period:
1714: BWV 182, 12, 172, 21, [54, 199] 61, 63, 152
1715: BWV 80a (?), 31, 165, 185, 163, 132
1716: BWV 155, 161, 162, 70a, 186a, 147a
Note: Details, together with discussion of questionable dates and gaps in transmission, are given in Alfred Dürr, Studien über die frühen Kantaten Johann Sebastian Bachs, 2nd rev. edition of dissertation first published in 1951 (Wiesbaden: Breitkopf und Härtel, 1977), 63 ff. Various modifications to Dürr’s chronology have since been proposed by Andreas Glöckner, ‘Zur Chronologie der Weimarer Kantaten J. S. Bachs,’ Bach-Jahrbuch 1985, 159–64, by Klaus Hofmann, ‘Neue Überlegungen zu Bachs Weimarer Kantaten-Kalender,’ Bach-Jahrbuch 1993, 9–29, and by Yoshitake Kobayashi, ‘Quellenkundliche Überlegungen zur Chronologie der Weimarer Vokalwerke Bachs,’ in Karl Heller und Hans-Joachim Schulze, editors, Das Frühwerk Johann Sebastian Bachs (Cologne: Studio, 1995).” 
See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 14.

Uwe Wolf writes, “[Franck’s first] cycle was versified for 1715, but only a part of it was played during that year. Prince Johann Ernst von Sachsen Weimar died on 1 August 1715, namely, while traveling. After that, a period of national mourning was heralded on 11 August. As a result, figurate music ceased to be performed in the Hofkirche until 10 November, 1715. The cantata texts that were not heard in171 5—among them, that of BW 161—were first set to music and performed in the following year, 1716.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 13, p. 576 (Uwe Volf, translated by Linda Marianiello). Uwe Wolf cites Andreas Glöckner, “Zur Chronologie der Weimarer Kantaten Johann Sebastian Bachs,” in: Bach-Jahrbuch, 1985. 

Christoph Wolff writes, “With Franck providing the librettos for nearly all of Bach’s cantatas written in Weimar from 1714 on, the composer was given the chance to work with lyrics of very high quality, in both form and content.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 165. 

	In Leipzig, Bach returned to using Franck’s librettos in Cantatas 168 (29 July 1725), 164 (26 August 1725), and 72 (27 January 1726). It is noteworthy that Franck died on 11 July 1725. Perhaps his death prompted Bach to take up a Franck’s librettos again. 

As to the cantatas’ instrumentation for the Weimar castle chapel (the Himmelsburg), Christoph Wolff writes, “Beginning in 1715 and in line with their chamber-music-like qualities, Bach conspicuously de-emphasizes the role of the chorus by confining it to plain concluding chorales (BWV 132, 155, 161–63, 165, and 185).” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 166. 


mpeau
Text Box
Leipzig performance (13 June 1723) had 11 movements.
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An early version of BWV 21, Ich hatte viel Bekümmernis, may also date from 1713. The present, eleven-movement version was performed in Weimar on the third Sunday after Trinity, 1714. However, a version without the final two movements may have been presented on the same Sunday of the previous year (2 July 1713). The cantata, in either of its two versions, may also have been the unidentified test piece performed by Bach in late 1713 at Halle, when he was invited to apply for Wilhelm Zachow’s vacant position there.  

Richard Jones writes: “According to an autograph inscription on the title-page, Ich hatte viel Bekümmernis, BWV 21, was performed in Weimar on the Third Sunday after Trinity 1714, but the original oboe parts, in combination with other textual and musical factors, reveal evidence of earlier performances. (Footnote: As Paul Brainard has shown; see his ‘Cantata 21 Revisited.’ in R. L. Marshall (ed.), Studies in Renaissance and Baroque Music in Honor of Arthur Mendel (Kassel and Hackensack, NJ, 1974), pp. 231–42, and Krit. Bericht, NBA 1/16 (Kassel and Leipzig, 1984), pp. 137–9.] A smaller version—presumably the original one—containing only the first nine movements, might have been written for the same Sunday in 1713 (2 July). And an expanded version [of BWV 21], containing all eleven movements and intended ‘per ogni tempo’ (‘for any time’), was presumably written for a special occasion, possibly for performance at Halle in December 1713. It was this version that received a repeat performance in Weimar on 17 June 1714.” 

See Richard D. P. Jones, The Creative Development of Johann Sebastian Bach, vol. 1 (Oxford: Oxford University Press, 2007), p. 249. 

Alfred Dürr writes, “Ich hatte viel Bekümmernis became well known early in the nineteenth century. As in the Actus tragicus, BWV 106, it may have been the very lack of concertante brilliance and the predominance of biblical texts that elicited a response from listeners. Within Bach’s output of cantatas, the work stands like an erratic block, and we would be glad to know what specific event occasioned its origin in the grand form in which it has come down to us.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 412.
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A vivid, early Bach cantata with a complex history.
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Two-part Weimar cantata. Modern elements include recitative and da capo form; an older element is the amount of interspersed biblical text (exclusively set for chorus). Certain aspects are reminiscent of Vivaldi (Bach had learned Vivaldi style, transcribing Vivaldi concertos). The cantata is sectional and theatrical. Bach's twins had died in February 1713, perhaps influencing the work.
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In the introduction to the Carus edition of BWV 21, Klaus Hofmann (with translation by John Coombs) writes, 

“The cantata Ich hatte viel Bekümmernis, BWV 21, has won the lasting appreciation of music lovers during nearly a century and a half since its publication, edited by Wihelm Rust, in Volume 5/1 of the Complete Edition of the Bach-Gesellschaft (1855). At the same time it has posed various problems for musicologists. The work survived in the form of a set of 28 original vocal and instrumental parts kept at the Staatsbibliothek in Berlin (catalogue number Mus. ms. Bach St 354); there is no score. That set of parts, not quite complete, had been used for at least three performances, one each during the periods which Bach spent at Weimar, Cöthen and Leipzig, and each performance was marked by particular circumstances: at Weimar there was no solo soprano, the solos for a high voice (movements Nos. 3–5, 7–9, 10) all being allotted to the tenor. The key was C minor; contrary to Bach’s normal practice in Weimar cantatas, not only the oboe and—presumably—the bassoon (whose Weimar part is lost) but also the strings, and apparently the organ, played at “chamber pitch.” At the performance given during Bach’s years at Cöthen, too, there were only two solo singers, but on that occasion a soprano replaced the tenor. In this instance the tonality was “chamber pitch” D minor (presumably with the organ playing at “choir pitch” C minor). For the Leipzig performance, Bach divided the high solo parts between soprano (movements Nos. 3, 7, 8) and tenor (movements Nos. 4, 5, 10), he adapted the choral sections in movements Nos. 6, 9, and 11 for solo quartet and tutti, and in movement No. 9 he added trombones to support the ripieno choir. The tonality was again “chamber pitch” C minor, only the organ and trombones, their parts written a major second lower, playing at “choir pitch.”[1]—There is also an oboe part in D minor which contains some notable textual differences. This part cannot be definitely assigned to any particular performance, but it probably belongs with the Cöthen material, although it could have been used with the Weimar parts (in which case the strings and organ must have played at “choir pitch” C minor); alternatively this oboe part may have been written for a performance about which we have no other information.

1. In addition the Weimar C minor organ part could have served as a harpsichord part.”

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 2, p. 363 (Klaus Hofmann, translation by John Coombs).
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Dramatic pauses here (mm. 15 and 16) and near the end.
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Christoph Wolff: "Bach’s largest pre-Leipzig cantata chorus, “Ich hatte viel Bekümmernis,” BWV 21/1, is a nine-part score of 58 measures, with a 20-measure



J.S. Bach - Church Cantatas  BWV 21

3

Melvin
Typewritten Text
Bach's contemporary, Johann Mattheson criticized this movement: the 
repetitions of "ich." See NBR No. 319, BD II, No. 200 (see note). 

Melvin
Typewritten Text
"Hammering quasi-fugual theme"
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Traditional concerted 
motet in 2 main 
sections separated in 
m. 38 with the word 
"aber" (but), marked
adagio, followed by
vivace. 
See above for
Mattheson's objections 
to this movement. See
also Petzoldt, "Bach
Kommentar," vol. 1, 76.

Sectional beginning, 
later "noodling."
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●God comforted me in my grief: Psalm 94:19 (21/2).
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Instrumentation:
Oboe
2 Vlns
2 Vlas
Continuo with Bassoon
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For a word-for-word translation, see Unger, Handbook to Bach's Sacred Cantata Texts.
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instrumental sinfonia." See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 274. Martin Petzoldt suggests that the earlier version of the cantata began with this choral movement (no sinfonia). See Bach Kommentar 1:76.
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Bach's fugue subject here in 21/2 as well as the one in BWV 541 may be derived from the finale of Vivaldi’s Concerto in D minor, Op. 3, No. 11, which Bach also transcribed for organ (BWV 596). See Richard P. Jones, The Creative Development of Johann Sebastian Bach, vol. 1 (Oxford: Oxford University Press, 2007), p. 251, citing Alfred Dürr “Studien über die frühen Kantaten Johann Sebastian Bachs,” 186; Martin Petzoldt, Bach-Kommentar 1:78. In addition, Jones writes, "No less evident, however, is the cantata movement’s link with the past: we hear the concertato style of the seventeenth century...”
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New Bach Reader, no. 319. On Bach's declamation, by Johann Mattheson (1725)
(BD II, no. 200): 

In order that good old Zachau may have company, and not be quite so alone, let us set beside him an otherwise excellent practicing musician of today, who for a long time does nothing but repeat:
"I, I, I, I had much grief, I had much grief, in my heart, in my heart.
I had much grief, etc., in my heart, etc., etc., I had much grief, etc., in my heart, etc., I had much grief, etc., in my heart etc., etc., etc., etc., etc. I had much grief, etc., in my heart, etc., etc." Then again: "Sighs, tears, sorrow, anguish (rest), sighs, tears, anxious longing, fear and death (rest) gnaw at my oppressed heart, etc." Also: "Come, my Jesus, and refresh (rest) and rejoice with Thy glance (rest), come, my Jesus (rest), come, my Jesus, and refresh and rejoice... with Thy glance this soul, etc.?

The quotations are from Bach's cantata Ich hatte viel Bekümmernis, BWV
21. Mattheson uses repeat signs where we have used "etc."
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Eric Chafe writes, " In the first chorus Bach not only repeats the initial four words a second time within the theme itself but also lends them an emphatic character with tone repetitions that overlap the entrances of the theme in the various voices, thereby ensuring that the reiterations themselves (and the dissonance-resolution patterns they introduce) form part of the core meaning of the movement. Along with Bach's carrying over the walking-bass idea from the Sinfonia, these details contribute to the establishing of a framework from which the individual consciousness, obsessively projected in the many repetitions of the word 'ich,' cannot free itself." See Analyzing Bach Cantatas (New York: Oxford University Press, 2000), p. 52.
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Sectional structure characteristic of Bach's earlier cantatas. 
Free polyphony with frequent paired imitative entries.
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adagio "aber" chord
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"Circle of fifths harmonic pattern that leads . . . to a very optimistic 
E-flat cadence [in m. 47]." See Chafe, "Analyzing Bach Cantatas," 52.
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Luther's original of "ergötzen" (delight) has been replaced by "erquicken" (revive).
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Paralle 6ths and 3rds suggest sweetness.
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C minor.
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"[In] a further seven measures...Bach allows the circle-of-fifths harmonies to lead back to 
C minor [in m. 54]." (Chafe, "Analyzing Bach Cantatas," p. 52.
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Sectional structure characteristic of Bach's earlier cantatas.
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	      Wolff, p. 166: "The recitatives and arias [of Bach's Weimar cantatas] demand from the
	      singers no less technical proficiency than the instrumental parts require of their players. Italianate melodic declamation and phrasing with emphatic expression (BWV 21/3: “Seufzer, Tränen, Kummer, Not”) prevails from 1714 on. Expansive vocal duet structures occur in some movements (BWV 21/8...Christ and Soul in dialogue)."

Melvin
Typewritten Text
One of Bach's first arias
in the Italian style with 
oboe obbligato (more 
modern than the choruses). 

Melvin
Typewritten Text
21/3.

Melvin
Typewritten Text
●Lamentation: Sighings, tears, etc. fill my days (21/3).
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Continuo. Oboe's
opening line is derived 
from the vocal line. 
This highly expressive 
movement has been 
compared to 
BWV 182/5, 10/5, 
11/4 (parodied in 
232/24), 23/4. See Petzoldt,
"Bach-Kommentar," vol. 1, 78.
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Sighing motives. The text employs images found in the Psalms, e.g., Psalm 6:6–7, 31:9–10.
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Alfred Dürr writes, “In contrast with [the] antiquated choruses, the arias and recitatives embody the ‘modern’ principle. The third movement, an aria with obbligato oboe, is remarkably concise and almost entirely developed out of the melodic stock of its seven-bar introductory ritornello. It is, moreover, of such overwhelming expressive power that it might be considered one of the most moving arias that Bach ever wrote. See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 411. However, Johann Mattheson, Bach's contemporary, criticized this movement, particularly, the repetitions of the opening words with rests between. See New Bach Reader (NBR), no. 319.
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●Prayer: God, why have you turned from me? (21/4). Allusions to Psalms such as 22:1–2, 39:12, 42:3, 9. 
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Auf                    mei - nen    lie    -    -    ben          Gott,       trau... (chorale stops as if realizing God does not always answer.)
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"Auf meinen lieben Gott,"
providing a non-texted
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BWV 148/6 and 188/6. See Bach-Kommentar 1:78. 
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Text painting: Ascending duples depict the "salty streams of tears." Possible allusion to Psalm 42:3: "My tears 
have been my food day and night, while men say to me continually, “Where is your God?”
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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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Text painting: Descending line for "sinking to the bottom." 
ending on a 4/2 chord.
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Possible allusion to
Peter sinking into
the waves (Matthew
14). See Petzoldt,
Bach-Kommentar 1:79.
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Form: Prelude and Permutation fugue (in C minor). Compare 21/11, which ends Part 2 (fugue there is in C major. See Chafe, "Analyzing Bach Cantatas," 64–65. Permutation fugue ("das er meines...") has instruments taking independent role at times. 
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●Exhortation to soul: Why are you cast down? Psalm 42:5/11 (21/6).
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Italianate solo-tutti division specified, but sectional (older, motet-style); polyphony and homophony alternate.Instruments include oboe, strings, bassoon, and continuo. Alfred Dürr outlines "the antiquated succession of small units" in the first section (see note).
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Alfred Dürr writes, In the first section…one passage follows another in an antiquated succession of small units:

‘Was betrübst du dich, meine Seele’ (‘Why are you cast down, O my soul?’): two homophonic choral blocks; solo–tutti contrast

‘und bist so unruhig’ (‘and are so disquieted’): canonic texture, ‘spirituoso’, syncopation

‘in mir’ (‘within me’): two chords, ‘adagio’ 

‘Harre auf Gott’ (‘Wait upon God’): imitative succession of entries, instrumental episode

‘Denn ich werde ihm noch danken’ (‘For I shall yet thank Him’): homophonic choral texture.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 411.
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Text painting: To illustrate unrest: fast tempo with non-synchronized, syllabic declamation, a syncopated rhythm that suggests changing meters (canonic treatment of a 5-beat, descending phrase), and a harmonic progression of 2 diatonic circles of fifths (Chafe, Analyzing Bach Cantatas, 55). 
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Abrupt stop.
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4 mm. pedal in continuo recalls long note of "harre"; syncopated
melody in oboe.
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Descending C minor fugue theme contrasts with the ascending 
C major fugue theme that ends Part 2. See Chafe, "Analyzing Bach 
Cantatas," 65.
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Sectional structure characteristic of Bach's earlier cantatas. Here permutation fugue (A-B-C-D sections, which emphasize different words of the same text phrase); begins with solo voices (A-S-B-T). "Hammering" fugue theme opening.
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Italianate, theatrical love duet recitative between Christ and Soul;(perhaps Pietistic influence? Ends with flourish in bass.
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Jones: "Bach composed four 'dialogue' cantatas for just the two voices following the second cycle (See Cantatas 57, 32, 49, and 58....)"
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●Dialogue (Christ & Believer): Fear vs. Comfort (21/7); allusion to Song of Solomon 3:1, 5:6.
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Chafe, "Analyzing Cantatas,"
57).
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B major ascending scale in Violin 1 against E-flat major descending scale in continuo illustrates the antithesis between the perspectives of the two speakers. 
See Chafe, "Analyzing Cantatas," 57. 
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cantata. Dialogues of this kind are not infrequent in Protestant church music from the seventeenth century onwards, but the drama with which this dialogue is handled here in recitative and duet may have been novel.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 412.Second part of cantata would have been performed as "sub communione" (after the sermon, during the Eucharist) in Leipzig.
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Alfred Dürr writes, “At the opening of the recitative, no. 7, the light–dark contrast of the text is illustrated by means of a rising scale in the accompanying strings (similar to that of Cantata 12/3 eight weeks before the 1714 performance) and a sudden drop of a twelfth [in Vln I].” See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 412.
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Vln I: Sudden drop of a 12th.

Microsoft Account
Line

Microsoft Account
Typewritten Text
Duet
BWV 21.1 (Weimar
1713–1714): T/B

BWV 21.2 (Còthen,
1717–1722): S/B

BWV 21.3 (Leipzig,
13 June 1723): S/B.
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String accompaniment, leaps in voice for emotional emphasis and coloring; bassoon plays with continuo. Richard P. Jones suggests that the rising scale in Vln I “no doubt represents the soul seeking the light of Christ’s presence,” harking back to the rising scale in no. 4 (with perhaps the implied chorale words "Auf meinen lieben Gott"), See Jones, The Creative Development of Johann Sebastian Bach, vol. 1 (Oxford: Oxford University Press, 2007), p. 253.
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Part 2 begins in the more hopeful key of E-flat major. See Chafe, Analyzing Bach Cantatas, 56.
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Long Italianate love duet/dialogue similar to secular love duets of contemporary opera: Despair vs. Comfort.
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●Dialogue (Christ & Believer): Despair vs. comfort (21/8).
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Vox Christe outlines C major triad.
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"The completion of the circle of fifths with which this dialogue ends comes with the E-flat  duet that follows." (Chafe, "Analyzing Bach Cantatas," p.62.)
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New Bach Reader, no. 319. On Bach's declamation, by Johann Mattheson (1725)
(BD II, no. 200): 

In order that good old Zachau may have company, and not be quite so alone, let us set beside him an otherwise excellent practicing musician of today, who for a long time does nothing but repeat:
"I, I, I, I had much grief, I had much grief, in my heart, in my heart.
I had much grief, etc., in my heart, etc., etc., I had much grief, etc., in my heart, etc., I had much grief, etc., in my heart etc., etc., etc., etc., etc. I had much grief, etc., in my heart, etc., etc." Then again: "Sighs, tears, sorrow, anguish (rest), sighs, tears, anxious longing, fear and death (rest) gnaw at my oppressed heart, etc." Also: "Come, my Jesus, and refresh (rest) and rejoice with Thy glance (rest), come, my Jesus (rest), come, my Jesus, and refresh and rejoice... with Thy glance this soul, etc.?

The quotations are from Bach's cantata Ich hatte viel Bekümmernis, BWV
21. Mattheson uses repeat signs where we have used "etc."
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Mattheson criticized this movement: the repetitions of the opening words separated by rests. See NBR No. 319, BD II, No. 200, given in note.
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Sectional structure characteristic of Bach's earlier cantatas.
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●Comfort extended to the soul: Psalm 116:7 (21/9).
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Thematic material is built from rising and descending scales, perhaps derived from the chorale tune. Eric Chafe notes that the result is a dualism of descending and ascending lines (see Chafe, "Analyzing Bach Cantatas," 64).
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Accompanied by continuo alone (instrumental doublings begin at m. 116.
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Wer nur den lieben Gott läßt walten. This chorale appears to have been a favorite of Bach. He quoted the tune in Cantatas 27 (different text), 84 (different text), 88, 166 (different text), 179 (different text), and 197 (different text), and in the chorale preludes BWV 642, 647, 690, and 691 (= an ornamented version in the 1725 Clavier-Büchlein for Anna Magdalena and in the Clavier-Büchlein for Wilhelm Friedemann Bach).
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Long chorus with two stanzas of the chorale "Wer nun den lieben Gott läßt walten" as cantus firmus. This 1657 hymn by Georg Neumark was apparently one of Bach's favorites (see note). Verse 2 in tenor (sung tutti), verse 5 in soprano with oboe doubling. Italianate solo-tutti distinction. Long chorus, not segmented like earlier chorus (21/2), so perhaps from a different source? Alfred Dürr writes, “The combination of biblical words (‘Sei nun wieder zufrieden . . .’) and chorale in the third chorus, no. 9, also belongs to the old motet tradition. The unified thematic shaping of the parts that deliver the biblical text might be felt as a ‘modern’ element: the whole texture is built upon a scale theme, to which the tenor part adds the first of the two chorale verses, and then the soprano part the second of them. The two sections are further differentiated by the assignment of the biblical-text parts in the first verse to solo voices with continuo accompaniment: the second verse is marked not only by the entry of the instruments used in previous movements—oboe and strings—but also (in the Leipzig version) by ripieno doubling of the voices and by the reinforcement of a choir of trombones.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 411. 
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Right hand here continues to be editorial since the movement is a continuo aria.
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Chorale cantus firmus sung by tutti tenors, with no instrumental doubling: verse 2 of "Wer nun den lieben Gott läßt walten."
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The sentiments of the chorale related to the day's epistle, *1 Peter 5:7. Cast all your anxieties on him, for he cares about you.
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Text painting: Sustained notes for "again at peace."
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Now tutti voices doubled by instruments, with chorale stanza 5 in soprano voice.
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Stanza 5 of chorale in Soprano, doubled by Oboe, Vln I (and Tbn I in Leipzig version).
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F major - D minor da capo continuo aria. The A section has major-mode scalar and arpeggiated figures somewhat like early Heinichen or maybe Vivaldi.
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●Sorrow turned to joy; water of weeping into wine (21/10). 
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The final two movements were not part of the earlier, nine-movement version. Martin Petzoldt notes that text links to the end of movement no. 8. See Bach-Kommentar 1:81. 
Movement 8: (S) "Ach Jesu, durchsüße mir Seele und Herze!" (B) "Entweichet ihr Sorgen, verschwinde, du Schmerze!"
Movement 10: "Erfreue dich. Seele, erfreue dich, Herze, Entweiche nun, Kummer, verschwinde, du Schmerze!"
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This is a continuo aria for tenor, with a quasi-ostinato bass, which unifies the movement. An initial ascending 4th appears regularly. Richard D. P. Jones writes, “Vocal solos, duets or trios with continuo accompaniment in the early cantatas were usually held together by a basso quasi ostinato.” (See The Creative Development of Johann Sebastian Bach, vol. 1 (Oxford: Oxford University Press, 2007), p. 249. “Examples of basso quasi continuo [in the early cantatas] are legion.” (See The Creative Development of Johann Sebastian Bach, vol. 2 (Oxford: Oxford University Press, 2013), p. 102, fn. 14.)
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Continuo alone...
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Alfred Dürr writes, “In the tenth movement, Bach returns to the solo aria, now accompanied only by continuo. In its mood of spirited, excited abandon, it reflects the joy of the soul now freed from affliction. See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 412.


Microsoft Account
Text Box
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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"The Soul's Entweiche nun, Kummer" text parallels Christ's "Entweichet" at the end of 21/8, and the "Weinen" - "Wein" reference in the second half of this aria
relates to the Eucharistic imagery in 21/8.
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Hemiolas cease in the second half.
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The second part of the aria alludes to the 16th (last) stanza of the chorale "Ach treuer Gott, barmherziges Herz": "Daselbst wirst du...mein Kreuz...in Freud und Ehr verwandeln; da wird mein Weinen lauter Wein, mein Aechzen lauter Jauchzen sein...,"which itself relied on "Gebet um Geduld in großem Creutz" from "Paradiesgärtlein" III, 23, by Johann Arndt (1555–1621). See Martin Petzoldt, "Bach-Kommentar," vol. 1, pp. 81–82. See side note for translation.
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Chorale by Paul Gerhardt (1607–1676) "Ach treuer Gott, barmherziges Herz" (Ah, Faithful God, Merciful Heart)
Stanza 16: "Daselbst wirst du...mein Kreuz...in Freud und Ehr verwandeln; da wird mein Weinen lauter Wein, mein Aechzen lauter Jauchzen sein...," (There you will transform my cross into joy and honor; there my weeping shall become pure wine, my groaning sheer rejoicing.)
Original source: "Gebet um Geduld in großem Creutz" (Prayer for Patience in Great Cross [suffering]") from Paradiesgärtlein, III, 23 (Little Garden of Paradise, III, 23) by Johann Arndt (1555–1621).
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The reference to the transformation of tears into wine may have been understood sacramentally as the wine of the Eucharist.
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Compare Handel "Worthy is the Lamb." Theme is C major rising arpeggio (C major = Christ?) Motto/chordal opening almost like Handel. Permutation fugue 
starts solo then tutti. Running 16ths for countersubject, something like Heinichen's "Heilig." 3 trumpets and timpani enter for the first time. 
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Form: Prelude and Permutation fugue (in C major). Compare 21/6 (which ends Part 1: Prelude and Permutation fugue (fugue there is in C minor). See Chafe, "Analyzing Bach Cantatas," 64–65.
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●Lamb is worthy to receive all honor: Rev. 5:12–13 (21/11); Allusion to last verse of the Sunday's Epistle, 1 Peter 5:11: "To him be the power forever and ever. Amen."
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(For significance of C, see note).
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Trumpets play intrada theme (see note).
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Intrada theme 
In relation to themes such as the one played here by the trumpet, Eric Chafe writes, “Just as the major triad was taken in the Lutheran tradition to symbolize the Trinity, the symmetrical ascent-descent [intrada] figure…has associations with God in majesty…often in pronouncedly eschatological contexts.” See Analyzing Bach Cantatas (New York: Oxford University Press, 2000), pp. 67–68 and note 34 on pp. 252–253. 

	He also writes, This theme was a well-known trumpet Intrada fanfare, used by many composers before Bach. Bach uses it either exactly or with some variation in Cantatas 70, 21, 127, 130, 147, and others; it is the theme of the middle section of the aria “Es ist vollbracht” from the John Passion, setting the words of Jesus’s victory, “Der Held aus Juda siegt mit Macht.” This theme appears in a considerable number of cantatas, and even in instrumental music (the first Brandenburg Concerto in particular), where it always suggests an extramusical intention. In Cantata 70, it is associated with God’s judgment, in Cantata 127 with the “Posaune” of the last judgment, in Cantata 130 with the envy of Satan for God’s omnipotence (“Der alte Drache brennt vor Neid”). See Eric Chafe, “Two ‘Johannine’ Cantatas: Darzu ist erschienen der Sohn Gottes (BWV 40) and Sehet, welch eine Liebe (BWV 64), in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders, p. 47n16. See also Eric Chafe, Analyzing Bach Cantatas (New York: Oxford University Press, 2000), p. 40.
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note.
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Alfred Dürr writes, “The concluding chorus no. 11, which includes additional parts for three trumpets and timpani (but none for trombones), consists of a short homophonic choral passage, with accompanying instruments disposed in antiphonal choirs, followed by an extended permutation fugue to the words ‘Lob und Ehre und Preis und Gewalt . . .’, which is again built on the principle of gradual enhancement and crowned by a pair of subject entries on the first trumpet.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 411.
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Significance of C
C seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in Bach – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
	Concerning the Ionian mode (C major), Johann Mattheson wrote, “It is the most natural, innocent, and not the least among the modes.” See Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 234. See also pp. 240–241 for more on C major (Ionian) specifically. 
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Richard Jones writes, "For sheer grandeur of conception…the work is unequalled among the pre-Leipzig cantatas. And it is hard to think of any work of Bach's other than the B minor Mass that conjures up the two opposite states of the soul, joy and sorrow, with such sustained intensity." See The Creative Development of Johann Sebastian Bach, vol. 1 (Oxford: Oxford University Press, 2007), p. 254.
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Rev. 5:12: Seven attributes of the Lamb are listed. In the fugue there are 14 entries 
of the subject. This may allude to Christ as "Alpha and Omega" of Rev. 1:8, these 
being the first and fourteenth letters.
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Continuo alone, solo voices.
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Permutation Fugue. Ascending C major fugue theme (Part A) contrasts with the descending C minor fugue theme that ends Part 1. See Chafe, "Analyzing Bach Cantatas," 65. Ascending contour of Subject Part A and ascending order of entries (B-T-A-S) suggest ascending praise.
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"Allelujah, Amen" alludes to Revelation 19:4 (worship of the 24 elders and 4 living creatures).
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9th entry of fugue subject in clarino register of Trumpet I.
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11th entry of fugue subject (in D minor) in homorhythm (not permutation), Voices echoed by Oboe & Strings.
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12th entry of fugue homorhythmic in SAT voices, echoed by Oboe & Strings.
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