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Sticky Note
	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 22 adds only one oboe to the usual complement of voices, strings, and continuo, while BWV 23 adds two. 
	Like Cantata 22, BWV 23 reflects the penitential nature of Bach’s Leipzig audition day. It opens with a soprano/alto duet in which the two singers (representing the blind man of the gospel story), accompanied by a pair of oboes and continuo, cry to Jesus for mercy, addressing him as "wahrer Gott und Davids Sohn." The reference to Jesus’ dual nature is matched by other dualities in the text: the poet’s distress is both emotional and physical ("Herzeleid und...Leibespein"), so that both help and comfort ("Hülf und Trost") are sought. Bach draws attention to the idea of "unity in duality" not only by means of complex, imitative polyphony rendered by two oboes d'amore and two singers, but with striking vocal unisons at cadences.
	After a tender accompanied tenor recitative (in which the two oboes and first violin play the three phrases of the German Agnus Dei), a chorus with full instrumentation presents a text that begins with a psalm verse: "Aller Augen warten auf dich." Bach sets the movement as a dance (with hemiolas) in rondo form, drawing attention to the contrast between corporate and personal faith by having the chorus repeat statements of the opening line, alternating these with tenor/bass duets bass presenting the rest of the (more individualistic) text ("und die meinen sonderlich..."). Bach’s setting may even be self-referential, for the Vln 1 and oboes spell out the B-A-C-H motive at the beginning of the ritornello, and this figure is repeated throughout  the movement. The work closes with an elaborate, chromatic setting of the German Agnus Dei. In the autograph score, "Il Fine" [il fine] is written, demonstrating that Bach originally expected the work to end there (see Petzoldt, Bach-Kommentar, vol. 2, p. 611). Apparently composed earlier for a now-lost Passion, the movement sets the three liturgical statements as contrasting, increasingly faster, sections (the middle one presenting the cantus firms in three-part canon) and ends with a contrapuntal "Amen" section, based on the same ascending fourth of the Agnus Dei theme (compare also the "Dona nobis" of Bach's B-Minor Mass). 
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	            Form:  Duet - (S/A) - Recit/Chorale (T) - Chorus - Chorale.
	            Note: The version originally planned began in C minor, but was not performed until around 1728. Bach apparently composed the work in Cöthen in preparation for his Leipzig audition, 
then, added the chorale with a choir of trombones in Leipzig (perhaps previously composed) while also 
		              transposing the work down a semitone. See Dürr/Jones, "Cantatas," 
		              240 (fn. 41), 242. As explained in the side note, BWV 23 was performed
			            along with BWV 22, likely second (after communion) since it 
			            closes with a setting of the German Agnus Dei (‘Christe du Lamm
			            Gottes’), a text sung during Communion. It also focuses on the
					 second part of the Gospel reading (the blind man's
					 plea for healing).
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●Prayer: Jesus, Son of David (Messiah), have mercy on me! (23/1)—a reference to the plea for healing by the blind man in 
the Gospel lesson. Since the parallel Gospel account in Matthew 20:30 mentions 2 blind men, the 2 intertwining (more or 
less canonic) oboes d'amore may represent the two men. On the other hand, they may represent the dual (divine/human) 
nature of Jesus referenced in the text. (see also BWV 127). When added to the imitating continuo part, the 3 lines perhaps 
		represent the Trinity. The meandering shape of the oboes' motive may also be intended to suggest the
		groping of a blind man. 
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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 23, Ulrich Leisinger (with translation by John Coombs) writes, 

“With the cantatas Du wahrer Gott und Davids Sohn (Thou very God and David’s Son) BW 23 and Jesus nahm zu sich die Zwölfe (Jesus calling then the Twelve unto him) BWV 22,[1] Johann Sebastian Bach applied to become the successor of Johann Kuhnau, the Thomaskantor in Leipzig who had died on 5 June 1722. Comparisons of the texts lead us to the conclusion that Johann Sebastian Bach did not choose the texts of the two pieces submitted, but that the texts had been sent them from Leipzig. The two cantatas also seem to form a pair of works insofar as the unnamed librettist—from whom the texts of at least the cantatas Die Elenden sollen essen (All the starving shall be nourished) BWV 75 and Die Himmel erzählen die Ehre Gottes (The heavens are telling of God in glory) BWV 76 may also have originated and with which Bach introduced himself in Leipzig during Trinity in 1723—only addressed one aspect of the gospel reading in the cantata Du wahrer Gott und Davids Sohn. The librettist alludes to the healing of a blind person, the account of which is transformed, in an impressive manner, from the sphere of a matter-of-fact report to that of a situation which affects every individual person; the portrayal of Jesus’s journey to Jerusalem and his proclamations of suffering are reserved for the text of the cantata Jesus nahm zu sich die Zwölfe BWV 22.
	“Bach used both the application pieces to discreetly demonstrate his unusual skill and versatility. The vocal lines in the opening movement are treated consistently as a canon and are expanded by the oboes and the bass, which also imitate one another, to a texture with five obbligato parts. In the accompagnato recitative, in which the man who was born blind recognizes Jesus as the Messiah, the first violin and the oboes begin playing the chorale “Christe, du Lamm Gottes.” Bach demonstrates in the third movement “Aller Augen warten, Herr, ... auf dich” that he can, when necessary, also compose in a modern and congenial fashion. The concluding movement ultimately consists of an artful arrangement of the chorale “Christe, du Lamm Gottes,” which had already been anticipated in movement 2, whereby each of the three hymn verses is represented by its own type of chorale setting.”

“1. See especially Christoph Wolff, “Bachs Leipziger Kantoratsprobe und die Aufführungsgeschichte der Kantate ‘Du wahrer Gott und Davids Sohn’ BWV 23,” Bach-Jahrbuch 1978, pp. 78–91, concerning the source material cf. also Hans-Joachim Schulze, “Zur Rückkehr einiger autographer Kantatenfragmente in die Bach-Sammlung der Deutschen Staatsbibliothek Berlin,” Bach-Jahrbuch 1977, pp. 130–134.”

For notes on the source material see the remainder of the foreword to the Carus edition. 

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 2, p. 481–482 (Ulrich Leisinger, translation by John Coombs).
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Sticky Note
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.



Microsoft Account
Text Box
One of Bach's audition cantatas for the position at St. Thomas in Leipzig.
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Alfred Dürr writes, “The Gospel for Quinquagesima Sunday includes two distinct narratives: Jesus’s announcement that He is about to go up to Jerusalem, where His Passion will be accomplished; and the healing of a blind man, who stands by the wayside calling out, ‘Jesus, You Son of David, have mercy upon me!’ In its madrigalian movements, nos. 1–3, this cantata refers only to the healing of the blind man; not until the closing chorale (and also in the textless quotation of the same chorale melody in no. 2) does it refer to the announcement of the Passion and thus anticipate Good Friday, forming a bridge over the Lenten period, during which figural music in Leipzig customarily ceased.
	“Jesus’s words to the blind man, ‘your faith has saved you’ (Luke 18:42), should evidently be taken to mean that the blind man’s call of ‘You Son of David’ embodies an implicit acknowledgment of the Christ. For it was then regarded as quite certain that the Messiah was to be a descendant of David. The anonymous librettist of the cantata text applies these ideas to the present day: ‘O true God and Son of David…have mercy on me! And…let help and comfort befall me likewise’ (no. 1). The next two movements again repeatedly apply various aspects of the Gospel account to the present-day Christian, while simultaneously interweaving allusions to other biblical passages. 
…
	“Bach evidently composed the first three movements of this cantata in Cöthen, with a view to performing them as the trial-piece in his application for the post of cantor at St Thomas’s, Leipzig, on 7 February 1723. After his arrival in Leipzig, he rearranged the work, adding a closing chorale (presumably an older composition) and transposing the whole cantata down from C minor to B minor. The strings must have been tuned a semitone lower; the oboes were replaced by oboes d’amore; and the organ, tuned at Choir Pitch, received a part in A minor.[42] A year later, on 20 February 1724,[43] Bach apparently revived the work, reinforcing the choral parts of the concluding chorale with cornett and trombones.[44] An additional performance (in C minor, without trombones, and with oboes in place of oboes d’amore) is documented for the period c. 1728/31.
	"In Bach’s Cöthen score, then, there was no concluding chorale. Perhaps there was no provision for it in the libretto, which indeed deals only with the healing of the blind. On the other hand, the chorale’s repeated line ‘Erbarm dich unser!’ (Have mercy upon us!’) unites in an ideal fashion the blind man’s appeal to Jesus with the announcement of the Passion that opens the Gospel reading. The chorale was thus chosen with great care. In addition, the textless quotation of this melody in the second movement suggests that, as in several of his Weimar cantatas, Bach wanted to anticipate the closing chorale in a previous instrumental statement and thus conceived the plan of closing with this chorale during composition at the latest. On Good Friday 1725, the same chorale setting served as the conclusion of the second version of the St John Passion; but it was subsequently removed from that context, whereas it retained its place in the present cantata.”
”

42. For details see C. Wolff, ‘Bach’s Audition for the St Thomas Cantorate’, in Bach: Essays on his Life and Music (Cambridge, Mass., 1991), 128–40.
43. A surviving printed text indicates that its companion cantata BWV 22 was revived on that date; see Wolff, ‘Bach’s Audition for the St Thomas Cantorate’, p. 135.
44. See Kobayashi, ‘Zur Chronologie der Spätwerke Johann Sebastian Bachs: Kompositions- und Aufführungstätigkeit von 1736 bis 1750,’ Bach-Jahrbuch 1988, p. 7, note 4. 

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 242–243.
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The movement's plea for mercy links to the Agnus Dei, sung during Communion.
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Text painting: The sighing motives for "Son of David" allude to the abasement of the Incarnation. See Phillippians 2:6: [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.
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Text painting: Chromatic ascent for "Herzeleid" and chromatic descent for 
		"Leibespein" in both, more or less canonic voices. 
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Text painting: Sighing motives descend a chromatic tetrachord (traditional symbol of lament) with to express lament and misery.
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"Trost" ("consolation") figure.

RN &

Unison cadence (see side note).
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Accompanied recitative in which VIn | plays the first 3 phrases of the German Agnus Dei. The recitative text, as well as the implied

Text painting: Tenor

begins on the 7th

232. Recitativo a tempo.

German Agnus Dei text alludes to the plea for healing by the blind man in the Gospel lesson.
Since Bach incorporates the chorale here, he may have planned to add the final chorale

Text painting: Entwining melisma for "to grasp."
The literary allusion is tq
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Jacgp's plea in Genesis 32:26: “| will not Iet ou go, unless you bless me.”
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Instrumentally rendered chorale tunes—an additional hermeneutical layer introduced by Bach—appear in BWV 19/5, 23/2, 25/1, 38/4, 48/1, 70/9, 75/8, and 77/1, 116/3 (one phrase in the continuo), 122/3 (played by 3 recorders and implying the chorale stanza on which the recitative is based), 127/1 (the sinfonia and instrumental interludes have the opening chorale in diminution passed among voices plus “Christe, du Lamm Gottes” in long notes), 161/1 (Weimar version), 163/5, 185/1, among others.
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Accompanied recitative in which Vln I plays the first 3 phrases of the German Agnus Dei. The recitative text, as well as the implied
			         German Agnus Dei text alludes to the plea for healing by the blind man in the Gospel lesson.
			         Since Bach incorporates the chorale here, he may have planned to add the final chorale
			         movement from the outset.
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The literary allusion is to Jacob's plea in Genesis 32:26: “I will not let you go, unless you bless me.” . 
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*Luke 18:38–39. And [the blind man sitting by the roadside] cried, “Jesus, Son of David, have mercy on me!” And those who were in front rebuked him, telling him to be silent… (Also Matthew 9:27, 20:30.)
Lamentations 1:12. Is it nothing to you, all you who pass by?
Luke 10:30–33. Jesus replied, “A man was going down from Jerusalem to Jericho, and he fell among robbers, who stripped him and beat him, and departed, leaving him half dead. Now by chance a priest was going down that road; and when he saw him he passed by on the other side. So likewise a Levite…passed by on the other side. But a Samaritan…when he saw him, he had compassion…”
Luke 5:31–32. Jesus [said], “Those who are well have no need of a physician, but those who are sick; I have not come to call the righteous, but sinners to repentance.” (Also Matthew 9:12, Mark 2:17; Psalm 147:3.)
1 Timothy 1:15. Christ Jesus came into the world to save sinners.
1 John 4:14. We have seen and testify that the Father has sent his Son as the Savior of the world.
*Luke 18:35–40. As [Jesus] drew near to Jericho, a blind man was sitting by the roadside begging; and hearing a multitude going by, he inquired what this meant. They told him, “Jesus of Nazareth is passing by.” And he cried, “Jesus, Son of David, have mercy on me!” And those who were in front rebuked him, telling him to be silent; but he cried out all the more, “Son of David, have mercy on me!” And Jesus stopped…
Revelation 3:17 [Christ]: You say, “I am rich, I have prospered, and I need nothing; not knowing that you are wretched, pitiable, poor, blind…”
Psalm 119:81–82. [O Lord,] my soul languishes for thy salvation (Luther 1545: Heil)…My eyes fail with watching for thy promise; I ask, “When wilt thou comfort me?”
Luke 21:19 [Jesus]: By your endurance you will gain your lives (Luther 1545: Fasset eure Seele mit Geduld).
Psalm 63:8. [O Lord,] my soul clings to thee…
Genesis 32:24, 26–28. Jacob was left alone; and a man wrestled with him until the breaking of the day…Then [the man] said, “Let me go, for the day is breaking.” But Jacob said, “I will not let you go, unless you bless me.” And he said to him, “What is your name?” And he said, “Jacob.” Then he said, “Your name shall no more be called Jacob, but Israel, for you have striven with God and with men, and have prevailed.”
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"Hidden" chorale tune played by oboes d'amore and Vln I, accompanied by sustained lower strings—an additional hermeneutical layer introduced by the composer. Compare
the organ prelude, BWV 619 from the Orgelbüchlein. See also side note.


J.S. Bach - Church C?Wﬂ atas

Text painting: Rising dance
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perspective
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look up to God.

e

miolas at cadence

ta BWV 233 eEyes of all wait upon the Lord: grant me light (23/3). Bach sets the movement as a
in rondo form, drawing attention to the contrast between corporate and personal faith
by having the chorus repeat homophonic statements of the opening line, alternating these with T/B contrapuntal duets
presenting the rest of the more individualistic text. Bach'’s setting may even be self-referential, for vin | and oboes d'amore
-A-C-H motive at the beginning of the ritornello. Ensemble phrases are set in differ
accompanied by contjinuo along,

eﬂiated ways; solo duets
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(Psalm 145:15)
separating 4 T/B solo duets. The
instruments increasingly double
the voices in the tutti sections, as
if divine aid comes

1 . .
Continuo bass outlines

he chorale ("Christe, du Lamm Gottes"), a prayer.

b

E-flat major opening text is almost verbatim from Psalm 145:15; The recitative text, as well as the implied German
Agnus Dei text, alludes to the plea for healing by the blind man in the Gospel lesson.
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Text painting: At first the refrain is accompanied by continuo alone. Then the instruments begin to accompany the voices in different ways, but more and more
they abandon independence and double the voices. Bass outlines the chorale ("Christe, du Lamm Gottes").
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Opening text is almost verbatim from Psalm 145:15; The recitative text, as well as the implied German 
Agnus Dei text, alludes to the plea for healing by the blind man in the Gospel lesson.
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			         ●Eyes of all wait upon the Lord: grant me light (23/3). Bach sets the movement as a 
dance (with hemiolas at cadences) in rondo form, drawing attention to the contrast between corporate and personal faith 
by having the chorus repeat homophonic statements of the opening line, alternating these with T/B contrapuntal duets 
presenting the rest of the more individualistic text. Bach’s setting may even be self-referential, for vln I and oboes d'amore 
spell out the B-A-C-H motive at the beginning of the ritornello. Ensemble phrases are set in differentiated ways; solo duets 
	         accompanied by continuo alone.
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This movement has some characteristics of the passepied, though it has no upbeat. See “Passepied” in Grove Music Online: “The music is usually in 3/8 time, with an upbeat, long phrases in a
length divisible by four measures, and strongly accented hemiolas in unexpected places.”
	In his Der vollkommene Capellmeister (p. 229)  describes the passepied: “Sein Wesen kömmt der Leichtsinnigkeit ziemlich nah: denn es finden sich bey der Unruhe und Wanckelmüthigkeit eines solchen Passepied lange der Eifer, der Zorn oder die Hitze nicht, die bey einer flüchtigen Gigue antrifft. Inzwischen ist es doch auch eine solche Art der Leichtsinnigkeit, die nichts verhaßtes oder misfälliges, sondern vielmehr was angenehmes an sich hat: so wie manch Frauenzimmer, ob es gleich ein wenig unbeständig ist, dennoch ihren Reitz dabey nicht verlieret. Bey den besten Schiffleuten in Franckreich, nehmlich in Bretagne, hat diese Tanz-Melodie ihren Ursprung. Das ist gewiß. Ob aber das wanckende und veränderliche See-Element hiebey seinen Einfluß habe, solches will ich ungesagt seyn lassen.”
[Its character comes fairly close to flightiness: for the restlessness and fickleness of such a
passepied is far from the eagerness, anger, or heat that one encounters in a flighty gigue. Meanwhile, it is, after all, a type of flightiness that has nothing hateful or offensive about it but rather much more something pleasant: like many females, who may be a bit unsteady yet do not lose their charm because of it. This dance melody has its origins with the best sailors in France, namely in Brittany. That is certain. But whether the wavering and changeable sea element has its influence here, I will leave unsaid.]
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Robin Leaver notes, "The whole psalm verse, which continues 'and thou givest them their meat in due season,’ was frequently expounded as a eucharistic reference in homiletic and devotional literature: God feeds the faithful with the body and blood of Jesus Christ. See J. S. Bach. Oxford Composer Companions, ed. Malcolm Boyd (New York: Oxford University Press, 1999), p. 145.
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In the Bible, the number 7 is used symbolically to stand for completeness. We see this particularly in the book of Revelation, where the number occurs over fifty times. The New International Study Bible itemizes many of the occurrences in that book: “There are seven beatitudes (see note on 1:3), seven churches (1:4, 11), seven spirits (1:4), seven golden lampstands (1:12), seven stars (1:16), seven seals (5:1), seven horns and seven eyes (5:6), seven trumpets (8:2), seven thunders (10:3), seven signs (12:1, 3; 13:13–14; 15:1, 16:14; 19:20), seven crowns (12:3), seven plagues (15:5), seven golden bowls (15:7), seven hills (17:9) and seven kings (17:10), as well as other sevens.”
	The number 7 is used symbolically in the Old Testament as well. On the seventh day of the siege of Jericho, Joshua marched around the city seven times, in accordance with God’s command. The ark of the covenant accompanied the soldiers, preceded by seven priests with seven trumpets. Looking back on this event, the New Testament author of the book of Hebrews, comments, “By faith the walls of Jericho fell down after they had been encircled for seven days.” In the very first book of the Bible, we read of Enoch, the seventh from Adam: “Enoch walked with God; and he was not, for God took him.” 
	The New International Study Version observes, “The phrase [‘he was not’] replaces ‘and then he died’ in the other paragraphs of the chapter. Like Elijah, who was ‘taken’ (2 Kings 2:10) to heaven, Enoch was taken away (cf. Psalm 49:15; 73:24) to the presence of God without experiencing death (Hebrews 11:5). Lamech, the seventh from Adam in the genealogy of Cain, was evil personified. But ‘Enoch, the seventh from Adam’ (Jude 14) in the genealogy of Seth, ‘was commended as one who pleased God’ (Hebrews 11:5).”
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In the first 3 movements, the German Agnus Dei (normally sung during Communion) is heard in the instruments alone. Now it is given a complete setting.
Concluding the work with a complete setting of "Christe, du Lamm Gottes" was appropriate for this Sunday, the last Sunday before Lent.
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J S BaCh - ChurCh CantataS BWV 23 eAgnus Dei: Lamb of God, have mercy on us! (23/4). The work closes with an

elaborate, chromatic setting of the German Agnus Dei. Apparently composed earlier for a now-lost Weimar Passion,
Through-composed Ch 1 the movement sets the three liturgical statements as contrasting, increasingly faster, sections (the middle one presenting
movement that Bach ) ora S b the cantus firmus in 3-part canon) and ends with a contrapuntal "Amen" section, based on the same
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616).

Oboes d'amore |, Il ‘ T
Vinl, Il : - +
Via, ob " 7 _?‘ 7 7 -
oes d'amore
Cornetto and 3 _ 7'3/. in parallel 6ths _ f . _ b
trombones doubling alternate with stfings in ¥esponsorial fashior.
vocal lines (an % —— = 'r. T = I 1 ke 1 =
old-fashioned 1 Y t Y- d: bj:i fl - )
e 7~ o— y " La— -

touch). Y

G minor  The Agnus Dei text alludes to the plea for healing by the blind man in the Gospel lesson (see also movement 2).
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Alfred Durr writes, “The concluding chorale, a setting of the German Agnus Dei (Brunswick, 1528), is of
N 1
@) " sublime intensity. Oboes and strings form an independent structure which incorporates a prelude and
A i -'b interludes. In order to counterbalance them, the vocal parts were in 1724 reinforced by a choir of
bl' J[ trombones (with cornett as treble instrument, in accordance with contemporary practice), which make g
TH— their first entry in this movement. The chorale setting is through-composed,; in other words, each of the
¢ tes, three verses is set differently as follows:"Verse 1 (‘adagio’): motivically independent instrumental texture
(though developed out of the chorale melody); the chorale, with the melody in the soprano, is delivered
line by line in a texture either chordal or lightly broken up into polyphony." See Alfred Diirr, The Cantatas
b" te of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 244.
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Martin Petzoldt observes that Bach uses this motive elsewhere (e.g., in the "Kyrie" of the B-Minor Mass) and infers that it represents "having mercy." See Bach-Kommentar, vol. 2, p. 617. 
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Dürr/Jones: "Verse 2 (‘andante’): chorale cantus firmus in three-part canon, for soprano, oboes, and violin I, with polyphonic subsidiary parts; the oboes are independent in the episodes. The strings not involved in the canon double the voice parts." See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 244.
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Diatonic Ascending Fourth
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. 




