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Introduction & updates at melvinunger.com.
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NBA I/8; BC A48
Estomihi (Quinquagesima) (BWV 23, 22, 127, 159)
Estohmihi is the last Sunday before Lent.
*1 Corinthians 13:1–13 (In praise of love)
*Luke 18:31–43 (Jesus and the twelve go to 
Jerusalem, healing of a blind man)
Librettist: Unknown (see note).
FP: 7 February 1723 (St. Thomas. 
This cantata, along with BWV 23, was 
submitted as audition piece for position 
in Leipzig. It was repeated 
20 February 1724.)
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Instrumentation:
Oboe
Vln I, II
Vla
SATB
Continuo
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Typewritten Text
 Tenor/Bass Arioso & Chorus (fugue)
●Jesus foretells his death: Luke 18:31, 34 (22/1).
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22/1.
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Form: Aria/Chorus (T/B) - Aria (A ) - RECIT (B) - Aria (T) - Chorale.
As one of 2 audition pieces for the position in Leipzig, this cantata was perhaps intended to demonstrate Bach's range of technique and musical expression. The Sunday before Lent was treated as a kind of Passion Sunday, so first movement 
	      is set like a Passion-like sequence: introduction (Evangelist),
	       lamenting arioso with vocal insertion "Vokaleinbau" (Vox Christi)
		    into the ritornello, and animated choral permutation fugue 
		    (the disbelieving and confused disciples). For an overview 
		     of the cantata as a whole, see note.
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Tenor acts as the Evangelist (narrator).
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Rising pattern depicts the text 
"we're going up to Jerusalem," 
a text that is repeated in both 
vocal sections.
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Rising sequence in continuo is combined with falling 16ths, probably to depict the
coming crucifixion.
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Oboe motive foreshadows the 
texts "we're going up" and 
"all of it will happen..." (m. 10ff.).
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Bach auditioned in Leipzig for the position of cantor of St. Thomas Church and city music director on 7 February 1723 (the Sunday before Lent) with BWV 22 (Jesus nahm zu sich die Zwölfe) and BWV 23 (Du wahrer Gott und Davids Sohn), the two librettos having been sent to him (see Wolff, Bach, the Learned Musician, 221). Since BWV 23 closes with a setting of the German Agnus Dei (‘Christe du Lamm Gottes’), it was probably performed second, during communion. The two works illustrate Bach’s mastery of a wide range of forms and expression while employing a limited array of instruments suitable to the penitential context of the Sunday in question—BWV adds only one oboe to the usual complement of voices, strings, and continuo, while BWV 23 adds two. 
	BWV 22 explores the contrast between divine and human perspectives on suffering. It opens with a gospel narrative in which Jesus foretells his impending death. Bach sets this account as a Passion-like sequence: introduction (Evangelist), lamenting arioso with Vokaleinbau (Vox Christi), and animated choral permutation fugue (the disbelieving and confused disciples). These opposing perspectives collide in the work’s central movement, an accompanied bass recitative in which the singer observes that flesh and blood naturally choose glorification (represented by Christ’s transfiguration on Mount Tabor) to suffering (represented by his crucifixion on Mount Golgotha). This observation encapsulates Luther’s distinction between the theologia gloria (theology of glory) and theologia crucis (theology of the cross)—a distinction that Bach would explore further after arriving in Leipzig. Here he marks the pivotal statement ("Fleisch und Blut...wollen beiderseits...eine feste Burg auf Tabors Berge bauen") with a melodic allusion to Luther’s famous hymn. 
	The central recitative is framed by arias for alto and tenor, respectively. The first one, a prayer for Jesus to draw the disciple onto the right path, demonstrates Bach’s ability to craft a highly expressive oboe obbligato along with an imaginative approach to word-painting: the word "ziehen" is set as a series of melodic anticipations followed by double appoggiatura-like neighbor tones (above and below). 
	The mood changes completely with the second aria, a pretty love song in a dancing 3/8 meter with swirls in the violin 1 part. The exuberance continues with the closing four-voice chorale. While re-emphasizing the need for personal self-denial ("crucify the old nature so that the new one may live") it is nevertheless overtly joyful, with violin 1 and oboe playing an obbligato of swirling sixteenths, which continue as interludes between chorale phrases in a perpetual motion of excitement. 
	In personal correspondence to Melvin Unger, Peter Smaill wrote, “The theology of BWV 22, emphasising personal reformation, would have appealed to the Pietist elements on the Town Council; whereas the emphasis on the Eucharistic image of the Lamb would have attracted the absolutist court party.”

Alfred Dürr writes, “The text, by an anonymous librettist, to some extent complements that of Cantata 23, for while both are connected with the Sunday Gospel, BWV 23 deals with the healing of the blind man and BWV 22 with the journey to Jerusalem. Two verses from the Gospel, Luke 18:31 and 34, preface the text like a heading: they are concerned with the announcement of the Passion and the incomprehension of the disciples (no. 1). The following movements reinterpret this text in order to make it relevant to the present-day Christian, whom Jesus is also willing to take with Him on His bitter path to the Cross, so that he might grasp the event and find comfort in it (no. 2). For the Christian is in the same plight as Jesus’s disciples, who are unable to comprehend His Passion and would rather participate in His Transfiguration on Mount Tabor, a reference to Matthew 17:1–9 (no. 3). The libretto ends with the prayer that heart and spirit might be made capable of the ‘renunciation of the flesh’, so that Jesus might draw the Christian to Him after his death (no. 4). The concluding chorale—the fifth verse of the hymn “Herr Christ, der einig Gotts Sohn” by Elisabeth Creutziger (1524)—allows the whole congregation, as it were, to unite in this prayer.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 246.
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Richard Jones writes, "It has been observed that the first four Leipzig cantatas, BWV 22, 23, 75, and 76, all appear to have texts by the same librettist, possibly the Leipzig Burgomaster Gottfried Lange. [Helmut K. Krausse, ‘Eine neue Quelle zu drei Kantatentexten J. S. Bachs’, BJ 67 (1981), pp. 7–22.] In addition, three groups of cantatas have been identified on the basis of similar text structure, which may point to common authorship of their librettos. Altogether it is thought that for Cycle I Bach might have collaborated with at least four librettists, whose identity is perhaps to be sought among the local clergy.” See Jones, The Creative Development of Johann Sebastian Bach, vol. 2, pp. 119–120.

In the introduction to the Carus edition of BWV 22, Ulrich Leisinger (with translation by John Coombs) writes, “The cantata Jesus nahm zu sich die Zwölfe (“Jesus took unto him the twelve”), BWV 22, is one of the two test pieces which Johann Sebastian Bach submitted in February 1723 when applying for the position of cantor of St. Thomas in Leipzig. Comparison between the texts and those of the test pieces submitted by Christoph Graupner, who had completed his examination for the same post a few weeks earlier, on the 17th January, suggests that the texts to be set by the candidates for the position of successor to Johann Kuhnau had been selected by the Leipzig clergy, so that the conditions would be the same for each candidate. Bach’s cantata Jesus nahm zu sich die Zwölfe was intended for use on the Sunday Estomihi, the last Sunday before Lent, which in 1723 fell on the 7th February. It was suitable as the principal music performed before the sermon, whereas the cantata Du wahrer Gott und Davids Sohn, BWV 23, was probably sung after the sermon, during the Communion."

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 2, p. 450 (Ulrich Leisinger, translation by John Coombs).
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Vln 1 foreshadows the texts 
"we're going up" & "it will all happen..."
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One of Bach's audition cantatas for the position at St. Thomas in Leipzig.
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Falling sequence and chromaticism represents Jesus' impending death.
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similar to a 
prelude and fugue.
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Bass acts as Vox Christe.

Melvin
Typewritten Text
Text painting: Rising pattern depicts the text "going up to Jerusalem."
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Oboe foreshadows the text "it will all happen..."
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Continuo bass punctuates "as was written..." rhetorically. 
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Shiver motive depicts fear.
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Text painting: Chromaticism to portray impending suffering, frequent diminished 7th chords.
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"Vokaleinbau": Bass arioso is embedded in instrumental fabric.

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
Opposing scales represent the two antithetical perspectives
ultimately explored in the central recitative. 
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Text painting: Ascending scale="up to Jerusalem"; Descending scale=Christ's impending abasement.
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Christ repeats the text, to emphasize it. Still, as noted in the following choral fugue, the disciples did not understand.
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Text painting: Descending chromatic lines depict coming crucifixion.
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Jesus' title "Son of Man" is repeated 3 times. For the significance see citation at the 
end of the second vocal section.
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In full score this is up an octave.
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Continuo bass punctuates "all will be fulfilled..." rhetorically. 
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Chromaticism portrays impending suffering. 
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Chromaticism portrays impending suffering.
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Martin Petzold suggests that mentioning Jesus' title "Son of Man" three times may allude to Christ's identity as a member of the Trinity. See Petzoldt, Bach-Kommentar, vol. 2, p. 604.
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The third part of the fugue subject fugue takes up the rhetorically punctuated rhythm for "what had been said," 
representing Jesus' spoken words. The rests perhaps also signify "nichts."
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The fugue permutation fugue results in textual confusion, since three sets of words are sung simultaneously. It is also characterized by harmonic confusion 
in which a new key is often established on weak beat 2, then soon abandoned. Presumably, this constant modulating is a picture of the disciples' contusion.
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The chorus represents the disciples, singing a permutation fugue, whose subject has 3 parts. Successive entries of the subject do not follow the traditional tonic-dominant pattern; instead on B-flat, F, C, and G. The progression toward sharps is perhaps symbolic of the coming cross, the hectic pace and declamation, syncopation, and text overlap suggests their consernation and confusion. 
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"Spoken" rhythm now sung homo-rhythmically by lower 3 voices.
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Second Exposition: Instruments begin doubling 
fugue subject.
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●Accompanying Christ to his passion as his disciples did (22/2). A highly expressive oboe line struggles ("pulls") upward, reflecting the prayer that asks Christ to draw the believer after Him. 
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C minor (Bach often uses
C to represent Christ; 
see note.)
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Martin Petzoldt notes that Bach often uses the alto voice to represent Mary's faith, the church, and also the Holy Spirit. 
See Petzoldt, Bach-Kommentar, vol. 3, p. 143.
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(see note).
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Significance of C
C seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in Bach – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
	Concerning the Ionian mode (C major), Johann Mattheson wrote, “It is the most natural, innocent, and not the least among the modes.” See Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 234. See also pp. 240–241 for more on C major (Ionian) specifically. 
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The concept of "ziehen" ("pulling"), referenced in the text, is depicted by several means: a figura corta figure in which 
two 16ths on the beat act as a double appoggiatura from below, frequent melodic anticipations (some tied), bi-planar 
melodic passages where the upper notes ascend or descend by step against a static 2-note figure in which an initial, 
non-chord neighbor tone “pulls” from below, and drawn-out notes on important words.
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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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Text painting: Drawn-out note illustrates the "pulling" described in the text. 
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Alfred Dürr writes, “It is charming to note how Bach represents the words ‘I will go from here and into Jerusalem to Your Passion’ by rising scale figures at first, 
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Text painting: Unexpected flatted major chord plus chromaticism for Christ's impending suffering.
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but then on ‘Leiden’ (‘Passion’) with a C-flat major chord at the interval of a third from the prevailing tonic, at which point the motion of the upper parts comes to a standstill.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp, 246–247.
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Text painting: Unexpected flatted (N6) chord plus chromaticism for "suffering."
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●Flesh & blood understands Mt. Tabor but not Golgotha (22/3). The recitative continues the prayer for Jesus to draw the believer.
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In Bach's formal structures, the central movement often provides the crux of the matter at hand, a point where antithetical ideas meet. In 22/3, the opposing perspectives of divine and human perspectives on suffering collide in the work’s central movement, an accompanied bass recitative in which the singer observes that flesh and blood naturally choose glorification (represented by Christ’s transfiguration on Mount Tabor) to suffering (represented by his crucifixion on Mount Golgotha). This observation encapsulates Luther’s distinction between the theologia gloria (theology of glory) and theologia crucis (theology of the cross)—a distinction that Bach would explore further after arriving in Leipzig. Here he marks the pivotal statement ("Fleisch und Blut...wollen beiderseits...eine feste Burg auf Tabors Berge bauen") with a melodic allusion to Luther’s famous hymn.
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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). See note for more. Here Mt. Tabor (the site of Jesus' transfiguration here representing self-glorification) and Mt. Golgotha (the site of Jesus' crucifixion, here representing crucifixion of the old "self."
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Song of Solomon 1:4 [Bride]: Draw me after you, let us make haste… (Luther 1545: Zieh mich dir nach, so laufen wir)
John 12:30, 32–33. Jesus [said], “…I, when I am lifted up from the earth, will draw all men to myself.” He said this to show by what death he was to die. (Also John 6:43–44.)
*Luke 18:34. But they understood none of these things; this saying was hid from them, and they did not grasp what was said.
1 Corinthians 2:12–14. Now we have received not the spirit of the world, but the Spirit which is from God, that we might understand the gifts bestowed on us by God. And we impart this in words not taught by human wisdom but taught by the Spirit, interpreting spiritual truths to those who possess the Spirit. The unspiritual man does not receive the gifts of the Spirit of God, for they are folly to him, and he is not able to understand them because they are spiritually discerned.
Galatians 5:17. The desires of the flesh are against the Spirit, and the desires of the Spirit are against the flesh; for these are opposed to each other, to prevent you from doing what you would.
Mark 9:2–6. …Jesus took with him Peter and James and John, and led them up a high mountain apart by themselves; and he was transfigured before them, and his garments became glistening, intensely white, as no fuller on earth could bleach them. And there appeared to them Elijah with Moses; and they were talking to Jesus. And Peter said to Jesus, “Master, it is well that we are here; let us make three booths, one for you and one for Moses and one for Elijah.” For he did not know what to say, for they were exceedingly afraid. (Also Matthew 17:1–9, Luke 9:28–36.)
John 19:17–18. They took Jesus, and he went out bearing his own cross, to the place called the place of a skull, which is called in Hebrew Golgotha. There they crucified him…
Acts 8:33. In his humiliation (Luther 1545: Niedrigkeit) justice was denied him. This is a reference to Isaiah 53:8: By oppression and judgment he was taken away.
Philippians 2:5–8. Have this mind among yourselves, which is yours in Christ Jesus, who, though he was in the form of God, did not count equality with God a thing to be grasped, but emptied himself, taking the form of a servant, being born in the likeness of men. And being found in human form he humbled himself and became obedient unto death, even death on a cross.
Galatians 2:20. I have been crucified with Christ; it is no longer I who live, but Christ who lives in me…
Galatians 5:24. And those who belong to Christ Jesus have crucified the flesh with its passions and desires.
Galatians 6:14. Far be it from me to glory except in the cross of our Lord Jesus Christ, by which the world has been crucified to me, and I to the world.
John 11:16. Thomas…said to his fellow disciples, “Let us also go, that we may die with him.”
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Possible implied chorale text: Was      frag'            ich      nach der                   Welt
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For a word-for-word translation, see Unger, Handbook to Bach's Sacred Cantata Texts.
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Reference to the Mount of Jesus' transfiguration where disciples wanted to build huts/booths (=glorification), contrasted with Mt. Golgatha, the place of Jesus' crucifixion (=abasement). See earlier side note.
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Mt. Tabor represents glorification; Mt. Golgatha represents abasement. The center point of the recitative (the point where Luther's 
"Theology of Glory" and "Theology of the Cross" meet) is marked by C# dim.7 chords and a Neapolitan chord.
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Allusions to the chorale "Ein feste Burg" (Beginning of first 
phrase in B-flat, end of second phrase in F major).
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●Prayer: Draw me to Thee (mystic union), after fleshly desires are cruciified (22/4).
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Text painting: Arioso with melisma for "thousand joys" followed by a flurry of notes (like an echo of the singer's sentiments) in Vln I.
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The mood changes completely with the second aria, a pretty love song (cantabile) in a dancing 3/8 meter
with swirls in the violin 1 part to emphasize the ideas of "ewiges Gut" and "Freude."
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Passepied-like rhythm and the figura corta rhythm to express exuberant joy. Meredith Little and Natalie Jenne call this movement "minuet-like." See Dance and the Music of J. S. Bach, expanded ed. (Bloomington: Indiana University Press, 2001), pp. 227–228, 301.
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1 Corinthians 15:28b (Luther 1545): "Auff das Gott sey alles in allen." See also Ephesians 1:23, Colossians 3:11.
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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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For a word-for-word translation, see Unger, Handbook to Bach's Sacred Cantata Texts.
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Text painting: Sustained note leading to a fermata (=calm) for "peace."
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●Prayer: Crucify the old nature so the new nature
	 may live (22/5).
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(See also 96/6, 132/6, 164/6.)
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Text painting: Sustained note for "eternal" with figura corta in Vln I (which occurs 
also in the subsequent vocal melisma) to depict the joy of possessing Jesus 
("ewiges Gut").
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Church. Bach embeds
it in an instrumental
fabric (Instead of
having the instru-
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double the voices), 
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motor rhythms
to continue the 
mood of 
exuberance
established 
in the 
previous 
movement. 
See side 
note.
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The exuberance continues with the closing four-voice chorale. While re-emphasizing the need for personal self-denial ("crucify the old nature so that the new one may live") it is nevertheless overtly joyful, with violin I and oboe playing an obbligato of non-stop, swirling 16ths, which continue as interludes between chorale phrases in a perpetual motion of excitement. 
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Bach repeats the music for the 2 Stollen of the chorale's bar form.
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This is the fifth and last stanza of the 1524 chorale "Herr Christ, der einge Gottessohn" by Elizabeth Cruciger (ca. 1504–1535). See note for more.

Microsoft Account
Sticky Note
Cruciger [Creutziger], Elisabeth. 
Elisabeth Cruciger, née von Meseritz (1505–1535), was wife of the Leipzig theologian Caspar Cruciger the Elder (1504–1548), a co-reformer with Philipp Melanchthon and Martin Luther. Her chorale, Herr Christ, der einge Gottessohn” is used in BWV 132, 22, 96, and 164. Hans-Joachim Schulze writes, “The poetess, born shortly after 1500 into a noble family that had immigrated to Poland belonged to the intimate circle centered around Martin Luther in Wittenberg, especially after she married Caspar Cruciger in the spring of 1524. Cruciger was appointed rector of the ‘Johannisschule’ in Magdeburg in 1525, but already three years later the family returned to Wittenberg, where Caspar Cruciger initially held a professorship in philosophy, but soon—at the instigation of Luther—changed to theology. Cruciger was one of Martin Luther’s closest collaborators, and his wife Elisabeth and Luther’s wife Catharina were friends. Elisabeth Cruciger died in May 1535 after barely eleven years of marriage. She is said to have penned the chorale ‘Herr Christ, der einge Gottessohn’—which was inspired by Prudentius’s Christmas hymn ‘Corde natus ex parentis’—already as ‘a tender maid,’ most certainly before 1524. In that year, Luther included the text in the first hymnal which he published, initially without naming the authoress. In a later hymnal, however, he dispensed with the secrecy and revealed the text’s provenance. The melody that has traditionally been associated with Elisabeth Creutziger’s chorale resembles the secular tune ‘Mein Freud möcht sich wohl mehren’ [May my joy increase], which was already found around the middle of the 15th century in the so-called ‘Lochamer Liederbuch’ from the Nuremberg region.
	Exactly two hundred years after their first publication, text and melody became the basis for one of Johann Sebastian Bach’s chorale cantatas [BWV 96].”

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 9, pp. 11–12. (Hans-Joachim Schulze, translated by David Kosviner). 
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