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NBA I/32; BC B8
Change of Town Council (BWV 71, 119, 193, 
120, 29, 69). See notes for more.
Librettist: Unknown
FP: 27 August 1731 (St. Nicholas); the annual service
normally occurred on the Monday after St. Bartholomew's Day
(August 24). Performed again in 1739 & 1749.
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Festive Instrumentation:
Tromba I, II, III
Timpani
Oboe I, II
Vln I, II
Vla
SATB
Organ Obbligato 
(see side note)
Continuo

With regard to ripieno parts,
see note 2 below.
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Sinfonia adapted from BWV 120a/1 (29/1). 
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Regarding Bach's third annual cycle of cantatas (1725–1727), Alfred Dürr writes, "The musical structure of the cantatas of Cycle III is not essentially different from that of previous years. A particularly notable feature, however, is the borrowing of movements from earlier instrumental works. These movements are mostly used as introductory sinfonias, but also occasionally as choruses or arias with newly composed vocal parts. A closely related characteristic is the frequent use made of obbligato organ, not only in borrowed instrumental pieces, as a replacement for another solo instrument, but even in newly composed vocal movements.” See Dürr/Jones, Cantatas, p. 38.
	Christoph Wolff writes, “Notable [in Bach's third cycle of cantatas] is the relatively frequent occurrence of solo (BWV 52, 84, 35, etc.) and dialogue (BWV 58, 32, 49, etc.) cantatas, but of particular significance in the third cycle—as also in the fourth—is Bach’s use of preexisting concerto movements as opening instrumental sinfonias (BWV 156, 174, and 120a [all three of these are Cycle IV era); the opening chorus of BWV 110 is a reworking of a concerto movement. From the summer of 1726 on, obbligato organ parts in BWV 146, 35, 169, and 49, later also in BWV 188 and 29, introduce a completely new dimension into Bach’s Leipzig church music.” See Wolff, Bach, the Learned Musician, p. 283.
	On August 31, 1739 Bach re-performed Cantata 29 for the city council election service. The Leipzig papers noted that "the Royal and Electoral Court Composer and Capellmeister, Mr. Joh. Seb. Bach performed a music that was as artful as it was pleasant." See Wolff, Bach, the Learned Musician, p. 288. There the author notes "the terms 'artful' and 'pleasant' . . . are highly favorable judgments that far exceed what newspapers of the time generally wrote about a musical performance." 
	After a serious health crisis in 1749 (during which city council officials actually auditioned Gottlob Harrer in case Bach should die), Bach performed Cantata 29 again for the annual city council election service on August 25. Wolff notes that Bach might have wanted to demonstrate his continued ability on the organ. See Wolff, Bach, the Learned Musician, 442–45. It is noteworthy, however, that this performance apparently did not include the sinfonia. 

See Petzoldt, Bach-Kommentar, vol. 3, p. 248.
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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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The original model for this movement was the prelude of BWV 1006 (Partita No. 3 for 
unaccompanied violin).  Probably in 1729, Bach arranged it for strings, oboe I & II, obbligato 
organ, and continuo as a sinfonia to open the second part of the wedding cantata, 
BWV 120a ("Herrscher Gott, Beherrscher aller Dinge," whose music is partially preserved. 
In this 1731 version, Bach added trumpets and timpani. Thus Bach took a piece for unaccompanied violin and ultimately expanded it to a piece for full orchestra with 
obbligato organ. See Dürr/Jones, 748.
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These arepeggiated figurations are evidence 
that there was an earlier model for violin.
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Sticky Note
Bach often used chiastic (x-shaped/symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 
	Martin Petzoldt outlines the chiastic form of Cantata 29:
1. Prelude
2. Choral Dictum (Exposition) & 8. Chorale (Catechismal answer)
3. & 7. Concertante arias: Songs of praise
4. & 6. Recitatives: Teaching & Prayer with Amen
5. Siciliano Aria: Shepherding function of Christ & political leaders
	The text booklet for the 1749 performance does not list the sinfonia, thus emphasizing the chiastic form. See Petzoldt, Bach-Kommentar, vol. 3, 248.
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continuous 16ths.
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Last changed: 11 September 2025.
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Apparently, the organ at St. Nicholas was better for such solo parts 
than that of St. Thomas. See Martin Petzoldt, Bach-Kommentar 3:248.
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Obbligato organ is like concerto soloist; trumpets and timpani punctuate phrases.
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Chiastic Form: [Sinfonia] - Chorus - Aria (T) - Recit (B) - ARIA (S) - Recit (A) - Aria (A) - Chorale.
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BWV 29 is now best known for its sinfonia  and first chorus, the chorus reappearing as the "Gratias" & "Dona nobis" in the B-minor Mass. In both works, repeated elements  strengthen the chiastic form. Here, the A section of mvt. 3 = mvt. 7 (transposed), and the trumpets & timpani of  mvt. 2 reappear in mvt. 8. See side note for more. 
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Organ obbligatos, perhaps played by Bach himself, begin appearing in Bach's third cycle of regular cantatas (1725– 1727). Examples include Cantatas 146, 170, 35, 27, 47, 169, 49, and 188. Although BWV 29 was written later, it continues Bach's practice in Cycle III of relying on previously composed instrumental movements and obbligato organ. The 1731 performance occurred shortly after the spire of St. Nicholas had been rebuilt (one story higher) with bell and a lantern. See Petzoldt, Bach-Kommentar 3:248–49. 
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Cantatas for Change of Town Council (BWV 71, 119, 193, 120, 29, 69)
	Christoph Wolff writes, “The [Leipzig] town council election pieces constitute a particularly important group…however, because they fall into the category of official state music for which the cantor and music director at St. Thomas’s bore the responsibility. They were performed at the service that took place annually on the Monday after St. Bartholomaeus’s Day (August 24) at St. Nicholas’s, after the formal election of the new city council and the rotation of the burgomaster seats. Like the sermon, the cantata was separately commissioned, with both the preacher and the cantor receiving extra fees. ‘Have ordered from Mr. Superintendent, D. Deyling, the sermon for the inauguration of the new Council, on this coming Monday, likewise the doorkeeper ordered the music from Herr Cantor,’ notes the town scribe on August 22,1729 (New Bach Reader, no. 146). The commissioned piece [in this case, BWV 120] was due within exactly one week, but because the performance of the council piece always fell on a Monday, Bach had to prepare two different cantatas for the subsequent Sunday and Monday. And as the city council election service was a major communal-political event, Bach would have taken special care with a performance that invariably required a large ensemble and festive scoring with trumpets and timpani.
	“The autograph score of BWV 119 specifies a continuo group of ‘Violoncelli, Bassoni e Violoni all’unisono col Organo,’ such plural listing indicating the size of the orchestra and underscoring the ceremonial nature of the music to be performed, which always included a processional march to accompany the exit of the town council from the church at the end of the service. Bach’s score of BWV 120 makes reference to such an “Intrada con Trombe e Tamburi,” which has not come down to us. What has survived, however, are reports in the Leipzig papers of the so-called council sermon on August 31, 1739, on which occasion ‘the Royal and Electoral Court Composer and Capellmeister, Mr. Joh. Seb. Bach, performed a music that was as artful as it was pleasant; its text was: CHORUS. Wir dancken dir, Gott, wir dancken dir’ (Bach Dokumente, vol. 2, no. 452). This performance of cantata BWV 29 began with an elaborate concerto movement for organ solo and orchestra, a sophisticated arrangement of the first movement of the Partita in E major for unaccompanied violin, BWV 1006, that most likely featured the composer as soloist. The terms ‘artful’ and ‘pleasant,’ however banal they may strike us today, are highly favorable judgments that far exceed what newspapers of the time generally wrote about a musical performance.” 

See Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 286–288.

In the final chorales of BWV 119 and 120, the trumpets and timpani do not reappear. For both cantatas, only Bach’s score survives; the performing parts are lost. Klaus Hofmann argues that the original performances actually included the trumpets and timpani in the final chorales and that the performing parts would have included them. See Bach-Jahrbuch 2001, 151–162.
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Martin Petzoldt describes the Leipzig city council and its mode of operation (Bach-Kommentar 3:203–204):
(See next note for Petzoldt’s original German text.)

As in every city at the time, a few families in Leipzig shared the right to rule their city. What was special about Leipzig, however, was the composition of this circle: it was not—as was usually the case in other cities—the long-established families who based their claim on a long tradition, but generally families of occasional fair visitors, new arrivals, those who had come to Leipzig to study and attend university, who made up the council. Leipzig had good experiences with foreigners. In Bach’s time, the Leipzig Council consisted of a total of 32 honorary members: The members were appointed for life and the college was divided into “three councils,” a structure that existed until the democratic reform of the city government in 1831. An election took place only in a limited way when new members joined the council, in that the entire council carried out an act of election with the new candidate in mind. The council, which thus supplemented itself, elected three mayors, one for each of the three councils. In the course of a year, only one of the three councils had to hold office and conduct business, the “sitting council” under the Consul Regens (the ruling mayor), in contrast to the two “dormant” councils. This resulted in an annual rotation, for which the so-called council election on the Monday after St. Bartholomew’s Day (August 24) marked the beginning and end of a period. For special cases, e.g. personnel decisions, all three councils met as a body with greater deliberative intensity and expertise; decisions of medium importance were made by the so-called “Enge”, a grouping consisting of the oldest members of the three councils.]
	As little as this annual act was an election in the modern democratic sense, the purpose of the council election service was to bring councillor’s assumption of responsibility and accountability before the face of God and the public and thus to give theological basis for the duty to care, support, and protect the community on the one hand, and for the critique of officialdom and the abuse of power and force on the other, and to express this in the sermon. This meaning also underlies the cantata text.]
	The town clerk usually ordered the council sermon from the superintendent, who passed the information on to the preacher for the council election, “just as the doorkeeper ordered the music from the cantor” (Bach Dokumente II, no. 264). From time immemorial, the deacon of St. Nicholas’ Church, which was also the town parish church and the council church, was appointed as the council preacher, who also preached the Vespers and Monday sermons. Occasionally, however, the preaching assignments for Mondays, Vespers, and council election changed. 

(See next note for Petzoldt’s original German text.)
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Martin Petzoldt’s original German text (See Bach-Kommentar 3:203–204):

Wie in jeder damaligen Stadt, teilten sich zu dieser Zeit auch in Leipzig einige wenige Familien den Anspruch untereinander, ihre Stadt zu regieren. Die Besonderheit in Leipzig bestand jedoch in der Zusammensetzung dieses Kreises: Es waren nicht - wie zumeist in anderen Städten - die alteingesessenen Familien, die ihren Anspruch mit langer Tradition begründeten, sondern in der Regel Familien von gelegentlich einer Messe Zugereisten, Neuankömmlingen, durch Studium und Universität nach Leipzig Gekommenen, die den Rat bildeten. Leipzig machte gute Erfahrungen mit Fremden. In Leipzig bestand das Ratskollegium zu Bachs Zeit aus insgesamt 32 ehrenamtlichen Mitgliedern: Die Mitglieder waren auf Lebenszeit bestimmt, das Kollegium gliederte sich in »Drei Räte«, eine Struktur, die bis zur demokratischen Reform der Stadtregierung von 1831 bestand. Eine Wahl kam nur beim Neueintritt in begrenzter Weise zustande, insofern das gesamte Kollegium einen Wahlakt im Blick auf den neuaufzunehmenden Kandidaten vollzog. Der sich so selbst ergänzende Rat wählte aus sich drei Bürgermeister, für jeden der drei Räte einen. Zu amtieren und die Geschäfte zu führen hatte im Laufe eines Jahres immer nur einer von drei Räten, der »sitzende Rat« unter dem Consul Regens, dem regierenden Bürgermeister, im Unterschied zu den beiden »ruhenden« Räten. So kam ein jährlicher Wechsel zustande, für den die sogenannte Ratswahl, Montag nach Bartholomäi (24. August), Anfang und Ende einer Periode markierte. Für besondere Fälle, z.B. Personalentscheidungen, traten als Gremium mit größerer Beratungsintensität und Kompetenz alle drei Räte zusammen; Entscheidungen mittleren Gewichts traf die sogenannte »Enge«, eine aus den ältesten Mitgliedern der drei Räte bestehende Gruppierung.
	Sowenig es sich bei dem jährlich vollzogenen Akt um eine Wahl im modernen demokratischen Sinne handelte, sosehr hatte der Ratswahlgottesdienst doch den Sinn, Verantwortungsübernahme und Rechenschaftsgabe durch die Ratsherren vor das Angesicht Gottes und vor die Öffentlichkeit zu rücken und damit die Sorge, Förder- und Schutzpflicht für das Gemeinwesen einerseits und die Kritik an Amts-führung, an Macht- und Gewaltmißbrauch andererseits theologisch begründet zu sehen und in der Predigt zum Ausdruck zu bringen. Diese Sinngabe liegt auch dem Kantatentext zugrunde.
	Üblicherweise bestellte der Stadtschreiber die Ratspredigt bei dem Superintendenten, der die Information an den Ratswahlprediger weitergab, »wie auch der Thür-Knecht die Music bey dem Herrn Cantor« (BD II, Nr. 264). Seit alters stand als Ratswahlprediger der Diakonus der Nikolaikirche, als Stadtpfarrkirche zugleich Ratskirche, fest, der zugleich als Vesper- und Montagsprediger berufen war. Gelegentlich hatten die Zuordnungen von Montags, Vesper- und Ratswahlprediger freilich gewechselt. 
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Evidence of original model for violin (the G was originally open A string).
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"coda" (see full score).
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Bach re-used this movement (with a little modification) for the "Gratias" of his 1733 missa and then for both the "Graitas" and the "Dona nobis" when he compiled the B-minor Mass, (rebarred in 4/2 meter, though using an alla breve time signature so that there are half as many measures). The countersubject in the bass 
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In the B-minor Mass, this bass line is more elaborate.
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Bach appears to associate the ascending diatonic fourth with offering of praise to God (perhaps, more specifically, to the 
"Benedicamus Domino" that ended the Lutheran liturgy), so this movement was a natural model for the "Gratias" and 
"Dona nobis" in the B-minor Mass. See above and also side note.
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See Melvin Unger, "Chiastic reflection in the B-minor mass: Lament’s paradoxical mirror," chapter 7 in Exploring Bach's B-minor Mass, ed. Tomita et al., Cambridge University Press, 2013.
	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 Dürr/Jones, p. 308; also Ahasver Fritsch,  Kurtze und heilsame Betrachtungen / Sechs und Achtzig auserlesene Biblische Sprüche / an statt Andern Theils Der Biblischen Moral-Sprüche (Mühlhausen: Michael Kayser, 1702), 53–55. Cited and translated in Markus Rathey, “Two Unlikely Sisters: The “Cross” and the “Crosses” in BWV 12 and 69a, BACH, 38/1 (2007), 4. 
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●Thanks to God & proclamation of his wonders: Psalm 75:1a (Psalm 75:2a in German bible (29/2). 
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Canonic imitation with ascending subject in ascending order and 
descending countersubject; entries overlapping in layered, stretto 
fashion.
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Text-painting: Ascending motive and ascending order of vocal
entries depict prayerful praise. 
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(here mm. 10–12) is more elaborate in the mass version. 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) 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. Tomita et al., Cambridge University Press, 2013. Christoph Wolff notes that the opening motive is based on the "identically chanted versicles" of the closing salutation in the Lutheran liturgy ('Benedicamus Domino'), heard every Sunday in Leipzig." See Christoph Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), p. 330. Several scholars have argued that the movement goes back to an earlier source (see note). 
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In style, this movement is a complete contrast to the foregoing: Stile antico (traditional counterpoint where instruments double voices, but the counterpoint is ultimately expanded with additional, independent trumpet and timpani lines). Bach probably chose this time-honored church style to recognize the gravity of the ceremonial occasion (the inauguration of a new city council). Adding trumpets and timpani (as he usually did for such cantatas) provided additional splendor. Using only the first half of the psalm verse resulted in two clear text phrases, which are set as 2 themes, of which the first features more prominently in the musical development. 
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Several scholars have argued that the movement goes back to an earlier source. Robin Leaver notes: “Joshua Rifkin has observed, ‘Since the autograph of BWV 29 already presents the movement as a virtually perfect fair copy, it must go back to an earlier time,’ and similarly, Christine Fröde, editor of the second NBA volume of Ratswahlkantaten, has concluded: ‘The [B minor] Mass movement does not go back to the second movement of Cantata BWV 29, but rather both movements [BWV 29/2 and BWV 2321/9] are based on a common source.’” Robin Leaver continues, “In an earlier study, I noted that the melodic contour of the theme on which the second movement of BWV 29 is built is closely related to the ‘Gratias agimus’ section of the plainchant ‘Gloria de angelis,’ and that the meaning of the libretto of this movement, ‘Wir danken dir,’ is the German equivalent of the Latin ‘Gratias agimus.’ I therefore tentatively suggested that the second movement of BWV 29 may well be a parody of an earlier setting of the Latin ‘Gratias agimus’ section of the liturgical text ‘Gloria in excelsis Deo.’ If so, then it is possible that the original text was Latin, BWV 29/2 was its parody, and that the Missa had been begun before 1731.” See J. S. Bach’s Parodies of Vocal Music” in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 178–180. 
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●Praise to God that Zion is still his city (29/3).
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texture in modern
Italianate ritornello
da capo aria form: 
solo violin, tenor, and 
continuo. 

Thus Bach contrasts
modern style with the
traditional style of 
previous movement.
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The 6-line poem has a symetrical rhyme scheme of ABCCBA. Bach 
repeats the first 2 lines 5 times (with some internal repetition), the 
second and third iterations of the two opening lines separated by a 
ritornello. This makes the A section 92 measures long. The next 4 
lines are set in 48 measures. With da capo repetition, that makes 
the A section almost 4 times as long as the B section.  
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Revelation 5:11–12. Then I…heard around the throne…the voice of many angels…saying with a loud voice, “Worthy is the Lamb who was slain, to receive power (Luther 1545: Kraft) and wealth and wisdom and might (Luther 1545: Stärke) and honor and glory and blessing!”
Psalm 76:2. His abode has been established in Salem, his dwelling place in Zion. (Also Psalm 9:11, 87:2, 135:21, Isaiah 8:18.)
Psalm 132:13. The Lord has chosen Zion; he has desired it for his habitation:
Hebrews 12:22. But you have come to Mount Zion and to the city of the living God, the heavenly Jerusalem…
Genesis 17:7 (God to Abraham): I will establish my covenant between me and you and your descendants after you throughout their
Deuteronomy 4:31. The Lord your God is a merciful God; he will not fail you or destroy you or forget the covenant with your fathers which he swore to them.
Galatians 3:8–9, 29. The scripture, foreseeing that God would justify the Gentiles by faith, preached the gospel beforehand to Abraham, saying, “In you shall all the nations be blessed.” So then, those who are men of faith are blessed with Abraham who had faith…that in Christ Jesus the blessing of Abraham might come upon the Gentiles…And if you are Christ’s, then you are Abraham’s offspring, heirs according to promise. (Also Luke 1:67–68, 72.)
Luke 1:54–55. [The Lord] has helped his servant Israel, in remembrance of his mercy, as he spoke to our fathers, to Abraham and to his posterity for ever. (Also Luke 1:67–68, 72.)
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Alfred Dürr writes, “The antiquated style of this chorus gives way to a modern concertante style in the following tenor aria, no. 3. Solo violin and tenor voice act as equal partners and, together with the continuo, form a trio of sweeping vivacity. The movement is largely unified in character, for the vocal theme is derived from that of the introductory ritornello, and even the middle section of this da capo structure maintains the ritornello theme in the violin part.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 734.
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●Praise to God for blessing our city and borders (29/4). The text uses formulations reminiscent of Psalms 17, 46, 85, 122, 128. See Martin Petzoldt, Bach-Kommentar 3:248.
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background,
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Psalm 67:5–7. Let the peoples praise thee, O God; let all the peoples praise thee! The earth has yielded its increase; God, our God, has blessed us. God has blessed us; let all the ends of the earth fear him!
Psalm 33:12. Blessed is the nation whose God is the Lord, the people whom he has chosen as his heritage!
Psalm 89:15–17. Blessed are the people who know the festal shout, who walk, O Lord, in the light of thy countenance, who exult in thy name all the day, and extol thy righteousness. For thou art the glory of their strength; by thy favor our horn is exalted.
Psalm 46:1, 7. God is our refuge (Luther 1545: Zuversicht) and strength, a very present help in trouble…The Lord of hosts is with us; the God of Jacob is our refuge. (Zuversicht: also Psalm 61:3, 71:5, 7, 142:5; Schutz: 2 Samuel 22:2 / Psalm 18:2, Psalm 59:9, 17, 94:22)
Psalm 62:7–8. On God rests my deliverance and my honor; my mighty rock, my refuge (Luther 1545: Zuversicht) is God. Trust in him at all times, O people; pour out your heart before him; God is a refuge (Luther 1545: Zuversicht) is God. for us.
Psalm 17:8. Hide me in the shadow of thy wings.
Psalm 48:3. Within her citadels (Luther 1545: Palästen) God has shown himself a sure defense (Luther 1545: Schutz). 
Psalm 122:6–7. Pray for the peace of Jerusalem! “…Peace be within your walls, and security within your towers!” (Also Isaiah 26:1–3.)
Psalm 85:1, 9–14. Lord, thou wast favorable to thy land… Surely his salvation is at hand for those who fear him, that glory may dwell in our land. Steadfast love and faithfulness will meet; righteousness and peace will kiss each other. Faithfulness will spring up from the ground, and righteousness will look down from the sky (Luther 1545: daß Treue auf der Erde wachse, und Gerechtigkeit vom Himmel schaue). Yea the Lord will give what is good, and our land will yield its increase. Righteousness will go before him, and make his footsteps a way.
Psalm 36:7. How precious is thy steadfast love, O God! The children of men take refuge in the shadow of thy wings. (Also Psalm 17:8, 36:7, 57:1, 61:4, 91:1–6 Deuteronomy 32:10–11.)
Deuteronomy 4:7–8. For what great nation is there that has a god so near to it as the Lord our God is to us, whenever we call upon him? And what great nation is there, that has statutes and ordinances so righteous as all this law which I set before you this day? (Also 2 Samuel 7:23.)
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For a word-for word translation of the libretto, see Melvin Unger, Handbook to Bach's Sacred Cantata Texts.
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●Prayer for national blessing (29/5). This is the "keystone" movement in a chiastic form, where antithetical elements meet. Here Bach contrasts the heavenly kingdom (bassetto technique) with the earthly kingdom (with continuo).
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Bassetto Texture: "tasto solo senza continuo." Here
the use of bassetto texture apparently signifies God's heavenly rule of love and mercy (see above and later).
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The Ob doubles Vln I in the 
ritornello, otherwise it
doubles the vocal line.
An exception occurs
at end of the B 
section, where
voice, Ob, and Vla
are in imitation (see
below). Bach further 
differentiates colors
by having the 
continuo drop out 
during the vocal 
passages. Such
"bassetto" texture
usually 
signifies
something
heavenly,
incompre-
hensible,
or lacking an 
earthly
foundation. 
It is note-
worthy that
the continuo
returns at
the end of 
the B
section, 
suggesting
a return to
an earthly
perspective
(see below).
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Ob doubles the voice while the bass plays "tasto solo," doubling the viola, without continuo. The oboe doubling ("colla parte") perhaps represents God's "enveloping care" as requested in the text.
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Ritornello: Ob and Vln I carry the tune.
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Some examples of bassetto texture include 105/3 (25 July 1723)
46/5 (1 August 1723)
194/1 (ca. 2 November 1723)
64/5 (27 December 1723)
173/4 (perhaps 29 May 1724
133/4 (27 December 1724)
170/3 (28 July 1726)
29/5 (27 August 1731)
Also the trio “Denn das Gesetz” in the motet Jesu, meine Freude, BWV 227, and the soprano aria “Aus Liebe” in the St. Matthew Passion. 


Microsoft Account
Typewritten Text
The 5-lline poem has a rhyme scheme of ABCCB. Bach treats the A line twice, then the 
BCBC complex twice (with intervening ritornellos). But the repetitions are differentiated. 
Noteworthy is the bassetto texture for the vocal lines, which ceases at the second treatment 
of the BCBC complex. Since bassetto texture in this movement appears to indicate God's
heavenly rule, the adding of the continuo in this last vocal statement apparently signifies 
God's rule/kingdom acknowledged on earth. Furthermore, to show the interaction between 
government leaders and obedient citizens, Bach creates contrapuntal interplay among voice, 
oboe, and viola.
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    The movement is characterized by siciliano rhythm (signifying the shepherding care of 
God and his earthly representatives), differentiated "colla parte" writing (perhaps signifying 
God's enveloping care as requested in the text), bassetto technique (for God's 
incomprehensible, heavenly rule), and differentiated imitation among lines (for "obedient 
following" of leaders by citizenry).
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Possible allusion to Psalm 115:12–13.
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This is a tonally open ritornello. See note for more.
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Most of Bach’s ritornellos close in their opening key. But Bach also wrote some tonally open ritornellos. Kayoung Lee lists eight church cantata movements in which tonally open ritornellos occur: BWV 20/6, 108/1, 43/5, 102/3, 47/2, 156/2, 29/5, 30/3. She concludes that “Bach’s use of tonally open ritornellos is more likely a musical (or even technical) choice than a theological one…motivated by the nature of the musical materials rather than the text, signifying that…the compositional concerns take precedence.” See Kayoung Lee, “The Tonally Open Ritornello in J. S. Bach’s Church Cantatas” in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 141, 147.
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The use of a tierce de coulée-like gesture suggests French influence, 
as does the lilting dance rhythm, and perhaps also the doubling of Ob and Vln I in the ritornello. Allusions to French courtly style reflect the 
view common in Bach's time that earthly leaders serve as God's representa-tives on earth, and the council members would probably 
have been pleased to be associated with French courtly style. The siciliano rhythm suggests the shepherding function of God and his 
earthly representatives.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Sticky Note
Bach often used chiastic (x-shaped/ symmetrical) forms to portray Luther’s theologia crucis, which stressed the inverted order of God’s revelation: that God chose to reveal himself through suffering rather than through glory and the corollary that the Christian disciple must likewise accept—and even choose—cross-bearing over self-exaltation. In Bach’s chiastic forms, center movements (where the mirror image begins) often provide the crux of the matter. There antithetical elements meet or are paradoxically inverted. Some examples include BWV 4/5, 5/4, 7/4, 9/4, 29/5, 48/4, 58/1, 63/4, 65/4. 
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Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Ob I/Vln I

Microsoft Account
Text Box
Ritornello derived from vocal line.



J.S. Bach - Church Cantatas  BWV 29

25

mpeau
Typewritten Text
21.

mpeau
Typewritten Text
26.

mpeau
Typewritten Text
31.

mpeau
Typewritten Text
36.

Microsoft Account
Typewritten Text
Bassetto Texture: "tasto solo senza continuo."
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Bassetto Texture: "tasto solo senza continuo."
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Contrasting B section. Trio texture: Ob doubles the voice, Vln I imitates Voice/Ob (depicting "obedient following"), 
while the bass plays "tasto solo," (no continuo), doubling Vln II/Vla.
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Ob doubles the voice while the bass plays "tasto solo" (no continuo, doubling viola).


Microsoft Account
Typewritten Text
Organ doubles Vla & Vln II. 

Microsoft Account
Typewritten Text
Vln I

Microsoft Account
Typewritten Text
Ob.

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
B minor

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
E7

Microsoft Account
Typewritten Text
B7

Microsoft Account
Typewritten Text
E minor

Microsoft Account
Typewritten Text
A major

Microsoft Account
Typewritten Text
A7

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight



J.S. Bach - Church Cantatas  BWV 29

26

mpeau
Typewritten Text
41.

mpeau
Typewritten Text
45.

mpeau
Typewritten Text
49.

mpeau
Typewritten Text
54.

Microsoft Account
Typewritten Text
+Continuo

Microsoft Account
Typewritten Text
Ob has independent part, imitating voice at distance of 1/2 measure instead of 
simply doubling (mm. 56–65).
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Text painting: Upper strings tacet. To show the interaction between govern-
ment leaders & obedient citizens, Bach creates contrapuntal interplay between voice and oboe (with continuo), and ultimately, Vla.
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By having the continuo participate in this final vocal passage of the B section, Bach signals a transition from the heavenly perspective (represented by bassetto texture in all the previous vocal sections) to a temporal, earthly perspective—the kingdom of the Lord has become the kingdom of this world. See above and side note.
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     Since bassetto texture in this movement appears to indicate 
God's heavenly rule, adding the continuo in this last vocal state-
ment apparently signifies God's rule/kingdom acknowledged on 
earth. This reflects the sentiments of the Lord's Prayer ("Thy 
kingdom come, they will be done on earth as it is in heaven") 
and Revelation 11:15 (see side note). 
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Rev. 11:15 (RSV): "The kingdom of the world has become the kingdom of our Lord and of his Christ, and he shall reign for ever and ever."
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Upper strings drop out, perhaps to make imitation clearer.

Microsoft Account
Typewritten Text
Ritornello



J.S. Bach - Church Cantatas  BWV 29

27

mpeau
Typewritten Text
59.

mpeau
Typewritten Text
63.

mpeau
Typewritten Text
Alto Recit. & Chorus for closing unison "Amen."
●National response to continued blessing (29/6). Allusion to Psalm 103:1: "Bless the Lord, O my soul, and forget not all his benefits." Here it is turned into a prayer.
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Upper strings enter, Vla joins 
the imitation for "obedience."
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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" 1:541, 2:824, 3:101, 143. Here it represents 
the gathered citizens.
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Martin Petzoldt argues that this text takes up an ancient liturgical ritual established by Moses in Deuteronomy 27:11–26. See more below.
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Martin Petzoldt notes that responses of "Amen" hearken back to the Israelites being instructed to respond liturgically to 12 potential curses proclaimed by Moses and the Levitical priests in Deuternonomy 27, but that Bach's listeners would have understood the theological principle that in Christ the curse of the law is taken away (Galatians 3:13). See Petzoldt, Bach-Kommentar 3:254.
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A unison "Amen" represents the listeners' response, reminiscent of the Israelites' liturgical response (see below). Then the alto sings a transposed version of the A part of the tenor aria, no. 3, with obbligato organ replacing the violin) begins attacca (without ritornello) in the same tempo.
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●Hallelujah, strength and might to name of Almighty (29/7).
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Martin Petzoldt argues that repeating music from movement 3 in a higher transposition, for a higher voice, and with a change of obbligato instrument from violin to organ, demonstrates that Bach intended the music to be heard differently. The textual content of the intervening movements now culminate in a heightened call to praise the "most High" ("Allerhöchsten"). See Bach-Kommentar 3:254–255. 
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This movement repeats the A section of the tenor aria (no. 3) but it is now transposed and given to the alto, while the previous violin obbligato is given to the organ. Thus, mm. 21–92 of 29/3 are transposed from A major to D major here. Bach's decision to repeat music was apparently intended to increase the visibility of chiastic form (just as he did in the B-minor mass by repeating the "Gratias" music for the "Dona nobis"). See Melvin Unger, "Chiastic reflection in the B-minor mass: Lament’s paradoxical mirror," chapter 7 in Exploring Bach's B-minor Mass, ed. Tomita et al., Cambridge University Press, 2013. Bach's decision to borrow 29/2 for the "Gratias" movement of the mass and his decision to re-use it for the "Dona nobis" was probably prompted by the fact that he had highlighted chiastic form here by re-using the first section of 29/3 for 29/7. Replacing the the solo violin with obbligato organ here makes 29/7 sound more ecclesiastical than 29/3. 
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Alfred Dürr writes, “As a result [of this reprise], both thematically (no. 3 = no. 7) and in scoring (obbligato organ in nos. 1 and 7) the work is tightly held together to an exceptional degree.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 734.
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See also 51/4, 167/5.
●Prayer of praise and dedication to Trinity (29/8).
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Chorale with 12 phrases and rhyme scheme of ABABCDCDEFEF. Oboes and strings double the voices with 3 trumpets and timpani punctuating cadences where the text speaks of praise: lines A and B (both times) and the last two EF lines. Thus the cantata ends on a grand, festive note, fitting for the doxological text and the civic occasion. The reappearance of trumpets and timpani strenghthens the visibility of the work's chiastic (symmetrical) form (more above).
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Bass line is unusually active for a chorale setting and inner voices are also more active than in other Bach settings of this chorale 
(see Petzoldt, "Bach-Kommentar" 3:255.

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
D major

mpeau
Typewritten Text
D major

mpeau
Typewritten Text
B minor

Microsoft Account
Typewritten Text
This is the last stanza of a chorale that paraphrases Psalm 103 (see earlier).
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This is the last stanza of five (an addition, Königsberg, 1548) in the 1530 chorale "Nun lob, mein Seel, den Herren" by Johann Gra[u]mann (1487–1541).
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Remarkable descending scale. In the full score, the continuo 
line continues downward to low F#.
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"Amen" underscores the liturgical context (in which the listeners respond).
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