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Introduction & updates at melvinunger.com.
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NBA I/41; BC B24
Occasion Unknown (BWV 131, 150, 117, 192, 100, 97). Perhaps this cantata 
was intended for a day of penitence. Martin Petzoldt suggests the 3rd. S. after 
Easter, finding allusions to that day's Epistle (1 Peter 2:11–20) and Gospel 
(John 16:16–23a) in movement 7. See "Bach-Kommentar," vol. 1, p. 815.
Librettist: Unknown
Time of Composition: Unknown; during or before Bach’s Mühlhausen 
period. See note about Hans-Joachim Schulze's discovery of acrostic in 
libretto identifying Mühlhausen town council member and 
sometime mayor. Some scholars think the work may not be 
by J. S. Bach (no violas and no chorales). The work survives 
as a Christian Friedrich Penzel manuscript from 1755. 
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Instrumentation (Modest, trio 
sonata instrumental writing):
Vln I, II
(no viola)
Bassoon (independent)
SATB
Continuo
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Style is like Buxtehude. Very sectional, like points of imitation in a motet. 3-part 
string writing (no viola), no chorales (though 4 of the 7 movements are for chorus), 
no recitatives. Vivid word painting: e.g., 3.5 octave ascending scale for 150/4 ("Leite
mich...." After short sinfonia with chromatic descending lines, chorus follows with
descending lines for “Nach dir, Herr, verlanget mich." Other instances of word
painting include constant 16th notes in continuo & bassoon against chordal vocal 
trio in movement 5 to depict storm ("Zedern müssen von den Winden..."), static
	harmonies in first section of movement 6 ("Meine Augen sehen stets zu
	dem Herrn"); ends with a “ciacona” in movement 7, Bass line ascends a
		 diatonic 5th in minor key, used by Brahms (with additional 
		 raised fourth note) in the Finale of his Sym. No. 4.  
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150/1.
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Sticky Note
Hans-Joachim Schulze discovered that the letters beginning each line in movements 3, 5, and 7 (movements in new poetry, which alternate with movements setting verses from Psalm 25) form the name “Doktor Conrad Meckbach,” a longtime Mühlhausen town council member, who had served as mayor on several occasions. See Hans-Joachim Schulze, “Rätselhafte Auftragswerke Johann Sebastian Bachs. Anmerkungen zu einigen Kantatentexten,” Bach-Jahrbuch 96 (2010): 6–74. Because Penzel transmitted three of these letters incorrectly in his manuscript, the acrostic remained unrecognized heretofore.
Wikipedia: “Plausibly therefore the work was composed to mark this Mühlhausen councillor’s 70th birthday which occurred in April 1707.”

In the introduction to the Carus edition of BWV 150, Klaus Hofmann, with translation by David Kosviner, writes, “Bach’s cantata Nach dir, Herr, verlanget mich has survived in a copy by Christian Friedrich Penzel (1737–1801), prefect in the choir of St. Thomas’s and later Kantor in Merseburg. The authenticity of the work was long disputed, however recent research, with reservations, considers the cantata to be genuine, namely an early work of Bach, from the ‘end of his employment at Mühlhausen or early in his tenure at Weimar,’[1] in around 1708.
	“In the meantime this assessment has been confirmed: As the Bach scholar Hans-Joachim Schulze explained in an essay in 2010,[2] the initial letters of the lines of freely written poetry, i.e., movements 3, 5 and 7, form an acrostic, yielding the name Doctor Conrad Meckbach. Conrad Meckbach (1637–1712), a qualified lawyer, was a member of the town council of the free imperial city of Mühlhausen from 1676 and was subsequently elected governing mayor several times. In 1707, his proposal to select Johann Sebastian Bach for the vacant position of organist at the Divi Blasii church was successful. However, the circumstances surrounding the cantata’s composition of the cantata remain unclarified.
	“For the interpretation of the acrostic the historical spellings of the words ‘Kreuz’ (cross) and ‘Zedern’ (cedars) with the initial C are crucial. Thus the initial letters of the six verses of movement 3 form the word Doctor, and those of movement 5 his first name Conrad. However, there is a copying error in the initial word of the third verse (m. 15): As correctly observed by Schulze, the word should be ‘niemals,’ and not ‘oftmals,’ as in Penzel’s copy. The initial letters of the lines of movement 7 form the surname Meckbach. Here there is also a copying error: The fourth verse (m. 28) should begin with a word that has the initial K instead of with ‘führen’ (as in Penzel). Schulze suggests ‘küren,’ in the sense of ‘selecting.’ In context this would be: ‘Christen auf den Dornenwegen / küren Himmels Kraft und Segen.’ This appears to be less implausible. Instead, we have selected ‘krönet’—in the singular form, despite the dual subject, according to archaic usage.”

1. Alfred Dürr, Studien über die frühen Kantaten J. S. Bachs, (Leipzig, 1951),
p. 190; 2nd improved and expanded edition, Wiesbaden, 1977, p. 199.
2 Hans-Joachim Schulze, “Rätselhafte Auftragswerke Johann Sebastian Bachs. Anmerkungen zu einigen Kantatentexten”, in: Bach-Jahrbuch 2010, pp. 69–93 (addenda thereto in vol. 2011, pp. 255–257).

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 13, p. 255 (Klaus Hofmann, translation by David Kosviner).

Since Bach’s duties in Arnstadt and Mühlhausen were primarily those of an organist rather than a cantor, his early cantatas (with the exception of BWV 4) are not specified for particular Sundays and feast days in the liturgical calendar. These include Nach dir, Herr, verlanget mich (BWV 150), Gottes Zeit ist die allerbeste Zeit (BWV 106), Aus der Tiefen rufe ich, Herr, zu dir (BWV 131), and Der Herr denket an uns (BWV 196). Though preserved only in later manuscripts, Cantatas 4, 106, and 196 are deemed early works on stylistic grounds. Another early work, Lobe den Herrn, meine Seele (BWV 143), is considered by some scholars to be spurious.
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Descending chromatic tetrachord, traditional symbol of lament (used, for example, in the "Crucifixus," of Bach's B-Minor Mass), and the string duet with syncopated figure both reappear in following choral movement. Here the chromatic line may signify "Verlangen" (see below). The descending chromatic 4th (preceded by an 
8va leap up) in this first movement is counterbalanced by the ascending diatonic 5th (followed by an 8va leap down) in the last movement.
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B minor

Melvin
Sticky Note
Nach dir, Herr, verlanget mich, BWV 150 (composed in honor of the Mühlhausen town councillor, Conrad Meckbach) is unusual in several respects—with the result that its authorship has been questioned in the past. It is set for modest forces (three-part string writing without viola, continuo, and bassoon, which is treated independently). Though without chorales or recitatives, it employs a sectionalized structure characteristic of the traditional motet. A short sinfonia, whose surprisingly chromatic lines are based on the chromatically descending fourth (the traditional symbol of lament), leads to the opening chorus, which is similarly based on the chromatically descending fourth. Particularly vivid examples of text painting include an ascending three-and-one-half octave scale (B–e’”) at the beginning of the fourth movement for "Leite mich in deiner Wahrheit" (commencing with the vocal bass and ending with the first violin), motoric semiquavers in the continuo against a homophonic vocal trio in the fifth movement to depict a storm ("Zedern müssen von den Winden oft viel Ungemach empfinden"), and static harmonies in the first section of the sixth movement for "Meine Augen sehen stets zu dem Herrn." The closing movement is a "ciaccona" for chorus and orchestra, perhaps influenced by Buxtehude’s passacaglias. Here a freely handled ground bass ascends diatonically the distance of a fifth, thus recalling corresponding rising diatonic fifths elsewhere in the work, which in turn represent the affective opposite of the chromatically descending fourths in the sinfonia. 
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 According to Grove Dictionary's list of works for Bach, cantatas with independent bassoon (apart from continuo) include 131 (1707), 150 (1707–1708), 155 (1716), 
190 (1724), 52 (1726), 149 (1728? 1729?), 177 (1732).
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Perhaps an allusion to the chorale
"Herzlich tut mich verlangen."
See Eric Chafe, "Tonal Allegory,"
132.
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In Eric Chafe's view, the tonal scheme of the cantata (moving up from B minor in a "sharpward" 
direction and then down again) represents a symbolic shift between earthly existence (with its 
struggles) to faith in and hope for Christ's help. See more below. In general, Chafe views Bach's 
vocal works through the lens of tonal anabasis and catabasis.
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F# minor
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Vln II has syncopated figure (above Vln I).
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Vln I has syncopated figure.
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Martin Petzoldt notes the symmetrical structure:
1. Sinfonia: Introduction
7. Chorus. Paradox: Christian existence
2. Chorus. Ps. 25:1–2: Hope
6. Chorus.  Ps. 25:15: Confidence
3. Soprano Aria. Trial: Trust in the right
5. ATB Trio. Trial: Trust in God. 
4. Chorus. Ps. 25:5
See Petzoldt, Bach-Kommentar, vol. 2, p. 815.
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Text Box
Last changed 24 October 2025.
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Text Box
Symmetrical Form: Sinfonia - Chorus - Aria (S) - CHORUS - Trio (ATB) - Chorus - Chorus.
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Text Box
Apparently an Early Bach Cantata.
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Concering the
work's authorship and
modest dimensions, see note.
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Alfred Dürr writes, “This work, which is transmitted only in secondary sources, has had to endure much criticism and many doubts over its authenticity, though there are no convincing grounds for such doubts beyond a certain weakness of invention and occasional technical errors. The style is largely what might be expected of one of Bach’s early cantatas,[4] and even the third-transposition of the bassoon part (the only woodwind instrument used) is familiar from Bach’s Weimar works. We should therefore be cautious: why should Bach not have written a composition whose restrictions strike us today as uncharacteristically crude for a performance under conditions unknown to us? In recent years, it has been suggested that the work might be Bach’s earliest surviving cantata of all, dating back to his Arnstadt period (1703–7). (Andreas Glöckner, “Zur Echtheit und Datierung der Kantate BWV 150 ‘Nach dir, Herr, verlanget mich,’” in Bach-Jahrbuch 1988, 195–203.]
	"The instrumental ensemble consists only of two violins and continuo together with a bassoon, which partly reinforces the continuo and is partly independent. Of the four voices, only the soprano is employed as a soloist; the other three combine to form a terzetto in the fifth movement; it is likely that the artistic capabilities of the singers Bach had available for these parts were limited.

…

	"As a whole, this cantata seems in many ways immature, and it relates to Bach’s early Weimar cantatas as a sketch does to a finished product. Yet we must not overlook the fact that it exhibits the characteristic features of Bach’s early compositional technique, particularly Stimmtausch (exchange of parts), both in block-chordal writing and in contrapuntal textures, from brief imitative passages to permutation fugue. Moreover, the chaconne as a chorus recurs in Cantata 12 of 1714, albeit in a considerably more accomplished form. If Glöckner’s proposed dating (pre-1707) is accepted, the work might be considered an authentic though very early cantata—perhaps the earliest of all."

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 774, 776.
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150/2.
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●Prayer of hope and trust in God: Psalm 25:1–2 (150/2).
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Descending chromatic tetrachord (also a shorter chromatic line) and string duet with dotted syncopated figure from the Sinfonia reappear, the chromatic line in the vocal parts and the string duet with syncopated figure in the instrumental episodes (joining the vocal parts in mm. 15-20).
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This chorus is episodic or sectional
in the manner of a motet, each section
having a tempo and musical material
appropriate to the
text.
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Dotted, syncopated figure derived from the sinfonia.
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Chromatic Saturation in the
vocal parts in 10 mm. Wolff
notes that the advanced
temperament of Bach's 
organ allowed such
chromaticism. See 
"Bach the Learned
Musician," 101.
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Text painting: Theme: 8va leap upward
followed by chromatic descent
links this movement to the sinfonia
and (together with an
initial ascending order 
of vocal entries) depicts a prayer of
longing raised to God.
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B-T-A-S
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For word-for-word translations, see Unger, Handbook to Bach's Sacred Cantata Texts.
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10.
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B minor
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F# minor
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F# minor
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C#7
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4-measure allegro section serves as a motto introduction to a fugue-like section. Such a sectionalized approach is typical of typical motet structure, used by Bach in his earliest cantatas (e.g., BWV 130). 
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Eric Chafe suggests that departures from the work's main tonality of B minor upward (such as C# major here and, especially, D major in 150/4) signify a change in focus from the world of tribulation to the hope of redemption. See "Tonal Allegory," 132–33. 
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In the psalm, these two words belong to 
the next sentence. Here they form a bridge
between the two sections with a kind of
Phrygian cadence leading to F# minor.
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Phrygian cadence
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S leads, other 
voices and 
instruments
accompany
with chordal
interjections.
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Text painting: Static harmony of C# major (4 mm. of "composed fermata") suggests the steadfastness of the psalmist's hope. 
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Theme is built from a series of descending 5ths, derived from the descending chromatic fourth in foregoing material, accompanied here by two Vlns alternating with a motive that pushes to the down beat. Their effect is of rhetorical insistence.
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Eric Chafe suggests that falling 5ths 
here represent life's adversity falling 
upon psalmist (see "über mich" at end 
of following fugue). Chafe, "Tonal Allegory," 132. 
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Downward ("flatward") tonal progression to indicate being "put to shame."
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Sectionalized approach: Stressing
"Schanden" (shame) by repeating text. 
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Rising chromatic line in Bass & Continuo
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Fugue subject based on descending chromatic tetrachord 
(linking the fugue to the opening of the movement). The overall 
effect is one of mounting pressure from enemies pressing down 
on the writer as they rejoice in the poet's misfortune.
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Text painting: Traditional melisma for
"freuen" (rejoice)
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Falling 5ths for "über mich" (upon me),
related to earlier section.
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Bass disappears for about 3 mm., representing the lack of a 
firm foundation as adversity presses down on the psalmist.
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The enemies proliferate and the "rejoicing" melisma gets longer.
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Enemies rejoice in duet-fashion for added pressure.
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Violins have simultaneous 16ths more often now.
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Violins in thirds, perhaps to indicate more united attack from enemies.
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150/3.
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●Cheerfulness despite cross, storm, death, and hell (150/3). Rhyme scheme is ABBACC, the reverse of its counterpart in the symmetrical structure (movement 5), which is AABCCB.
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Very short aria with unison violins providing obbligato.
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Text painting: Dissonant dim. 7 
leap for death & hell.
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Text painting: leaping motive for 
"toben" (to knock about or to rage).
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Texts in Bach's early cantatas are mostly taken from the Bible or the chorale repertory; freely conceived poetry is rare (found only in Cantatas 71, 106, and 150).
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Figura corta (see note).
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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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For biblical
background,
see note.
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Philippians 4:11–12. I have learned, in whatever state I am, to be content. I know how to be abased, and I know how to abound; in any and all circumstances I have learned the secret of facing plenty and hunger, abundance and want. 
2 Corinthians 4:8–10, 17. We are afflicted in every way, but not crushed; perplexed, but not driven to despair; persecuted, but not forsaken; struck down, but not destroyed; always carrying in the body the death of Jesus, so that the life of Jesus may also be manifested in our bodies…For this slight momentary (Luther 1545: zeitlich) affliction is preparing for us an eternal weight of glory beyond all comparison. (Also Romans 8:18.)
1 Peter 4:12–13. Beloved, do not be surprised at the fiery ordeal which comes upon you to prove you, as though something strange were happening to you. But rejoice in so far as you share Christ’s sufferings, that you may also rejoice and be glad when his glory is revealed. (Also James 1:2–4, 12, 1 Peter 5:10.)
Matthew 24:45–46. Who then is the faithful and wise servant (Luther 1545: treuer und kluger Knecht), whom his master has set over his household… Blessed is that servant whom his master when he comes will find so doing. 
Psalm 94:15. For justice will return to the righteous, and all the upright in heart will follow it. (Luther 1545: Denn Recht muß doch Recht bleiben, und dem werden all frommen Herzen zufallen.)
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Stile concitato (“agitated style”) was invented (or “rediscovered”) by Claudio Monteverdi for his eighth book of madrigals (Madrigali guerrieri ed amorosi, 1638). It is characterized in particular by a “combat motive” of repeated 16th notes. Later examples may be found in Johann Sebastian Bach’s St. Matthew Passion (“Sind Blitze, sind Donner”) and in George Frideric Handel’s Dixit Dominus (“implebit ruinas . . . con-quassabit capita”). Bach sometimes uses it to depict quaking fear (e.g., BWV 70/2). See also “Bombi.”
Sometimes Bach uses the stile concitato to portray fearful shaking. Examples include BWV 124/3, to depict fear of death, BWV 105/6, where the figure gradually slows from sixteenths, to triplets eighths, to eighths, and finally to quarter notes as fear of God’s judgment is allayed), and BWV 248/49 (the Christmas Oratorio), where the alto responds to King Herod’s fear with the question, Warum wollt ihr erschrekken? (“Why should you be frightened?”).
In BWV 154/1 it accompanies the word “Donnerwort.”
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Vln doublestops: Concitato (battle) figure (see note).
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Text painting: extended passage for "everlasting."
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The opening theme 
returns, providing a 
sense of cyclic return.


Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line



J.S. Bach - Church Cantatas  BWV 150

14

Melvin
Typewritten Text
150/4.

Melvin
Typewritten Text
●Prayer: Lead me in thy truth; I wait on thee: Psalm 25:5 (150/4).
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in the manner of a motet, each section
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appropriate to the text.
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Motto type of opening for first phrase of text with rising ladder ("Leiter") consisting of a series of rising fifths and extending 3.5 octaves for "leite" (lead).
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Quasi-chordal section in which a motive is passed from lowest voice to highest; 2 remaining voices and the instruments punctuating the line until the last homophonic statement (where the bass also briefly revisits the descending chromatic motive). The layering process of ascending entries may be intended to depict accumulating prayers for help.
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Text painting: Long, repeated notes/pedals for "harre" ("wait"): S- A-T-Vlns-B. Similarly, "harre" is stretched out with melimas.
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Text painting: Constant sixteenth notes ("moto perpetuo") in continuo against steady (song-like) but swaying chordal vocal 
trio to depict calm in spite of stormy winds and swaying cedars.
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Rhyme scheme is AABCCB, the 
reverse of its counterpart in the 
symmetrical structure (movement 
3), which is ABBACC.
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Sectional structure (motet-like)
in which each section reflects
its text.
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see note.
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Acts 14:22. …Through many tribulations we must enter the kingdom of God. 
Acts 8:1. …A great persecution arose against the church in Jerusalem…
Matthew 7:24–27 [Jesus]: Every one then who hears these words of mine and does them will be like a wise man who built his house upon the rock; and the rain fell, and the floods came, and the winds blew and beat upon that house, but it did not fall, because it had been founded on the rock. And every one who hears these words of mine and does not do them will be like a foolish man who built his house upon the sand; and the rain fell, and the floods came, and the winds blew and beat against that house, and it fell; and great was the fall of it. (Also Luke 6:46–49.)
Mark 4:16–17 [Jesus]: [Some people…], when they hear the word, immediately receive it with joy; [but] they have no root in themselves, [so] endure for a while; then when tribulation or persecution arises on account of the word, immediately they fall away. (Also Luke 8:13.)
Hebrews 3:12. Take care, brethren, lest there be in any of you an evil, unbelieving heart, leading you to fall away from the living God.
Hebrews 10:39. We are not of those who shrink back and are destroyed, but of those who have faith and keep their souls.
Hebrews 11:24–26. By faith Moses…[chose] rather to share ill-treatment (Luther 1545: Ungemach) with the people of God than to enjoy the fleeting pleasures of sin. He considered abuse suffered for the Christ greater wealth than the treasures of Egypt, for he looked to the reward. (Also Hebrews 11:37.)
Psalm 27:1, 3. …The Lord is the stronghold of my life; of whom shall I be afraid?…Though a host encamp against me, my heart shall not fear; though war arise against me, yet I will be confident. (Also Psalm 118:6, Isaiah 26:3, Romans 8:31–39.)
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●Winds may twist cedars but not him who trusts in God (150/5).
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Eric Chafe suggests that departures from the work's main tonality of B minor upward (such as C# major in 150/2, m. 21 and, especially, D major here in 150/4) signify a change in focus from the world of tribulation to the hope of redemption. See Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991)," 132–33. 
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Compare the bass aria "Das Brausen von den rauhen Winden," BWV 92/6.
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"Rat und Tat" (word and deed): perhaps an allusion to Prov. 8:14, where wisdom is personified and claims to possess "Rat und Tat."
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The bassoon pushes aside the continuo, as if to settle the argument about whether the tonality is D major or G major, possibly to depict the conflict between the adversity described in the text (seeking to twist people around like trees in the wind) and God's Word, which teaches quite otherwise ("ganz anders lehrt").
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●Faith God will rescue my foot out of net: Psalm 25:15 (150/6).
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textures.
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The overall effect of the rhythm is a sense of wobbling or oscillation, presumably to depict a wavering determination to keep
one's eyes steadfastly on God ("stets zum dem Herrn"). 
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Text painting: Static harmony, chordal texture with repeated chords represent steadfastness ("stets"). 
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Despite "steadfast"/static chords in voices for new text about the net (the ascending chromatic 4th will form the basis for the following allegro fugue), the bassoon resumes 16th-note motion, presumably depicting the mesh of the net. 
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Alfred Dürr writes, “The lively figuration of the instruments clearly depicts the foot that has fallen into the net.” See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 775.
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(like motet points of 
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the net requires vigorous intervention.
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Text painting: Longer notes with hemiola for "ziehen" (to draw or pull); rhythmic squiggle for the intricate mesh of the net ("Netze").
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Permutation Fugue with instrumental entries. The 
opening subject (ascending chromatic 4th) is an 
inversion the fugue subject in the movement's
counterpart in the symmetrical form (no. 2). 
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Chromatic saturation in the vocal parts in 17 mm. Wolff notes that the advanced temperament of Bach's organ allowed such chromaticism. See 
"Bach the Learned Musician," 101.
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Ascending Chromatic Fourth: See note.
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Ascending Chromatic Fourth/Descending Chromatic Fourth
Bach often used the descending chromatic fourth as the traditional symbol of lament (e.g., BWV 4/6, 12/2, the latter movement restyled for the “Crucifixus” in the B-minor Mass). He also used its inversion to symbolize Christ’s rescue. Thus the ascending chromatic tetrachord occurs in the B-minor Mass, just prior to the “Crucifixus” in the “Et incarnatus est” on the words “et homo est” (see alto, mm. 43–45). See also BWV 28/2 on “Hat dir dein’ Sünd’ vergeben” (“has forgiven thee thy sins”), BWV 43/9 on “zu helfen seinen Knechten” (“to help his servants”), 78/1 on “hast durch deinen bittern Tod” (“hast through  thy  bitter death”), 91/5 on “sein menschlich Wesen machet euch den Engels Herrlichkeit gleich” (“his human nature makes you equal to the angels in splendor”) BWV 99/3 “wenn dir der Kreuzeskelch so bitter schmeckt…obgleich die Süssigkeit verborgen steckt” (“when to you the cross’s cup tastes so bitter…although its sweetness lies hidden”), 96/6 on “den Sinn und all’ Begehren” (“our mind and all our desires [and thoughts be directed towards thee]”). In 112/3 pulsing continuo bass notes ascend the chromatic fourth for “He leads me on the right road of his commandments without ceasing (“ohn Ablaß”). However, in 90/1 the ascending chromatic fourth is used for “sündlichen Verächter” (suggesting that the measure of sinful scorners’ sin is rising to full measure as referenced in the text), and in BWV 113/4 it is used for “quält mich Zittern” (“trembling torments me”) and “[mein Herze] bräche” (“my heart would break”). In BWV 118 it is used for “drückt mich sehr der Sünden Last” (“the burden of sin presses down heavily upon me”). In 126/3, a chromatically ascending continuo line follows the statement about the threat of “false brethren.” In 183/1, Oboe I climbs chromatically to Jesus’ warning of coming persecution: “Sie werden euch in den Bann tun, es kömmt aber die Zeit, daß, wer euch tötet, wird meinen, er tue Gott einen Dienst daran.”
	For the significance of these the descending chromatic fourth in relation to the ascending diatonic fourth, 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).
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Fugue subject here has ascending diatonic fourth (rising fifth in answer)—the opposite of the descending chromatic tetrachord heard earlier. In this regard, compare the chromatic descending fourth in the bass ostinato of the "Crucifixus" of the B-Minor Mass with the diatonic rising fourth in the equidistant "Gratias" and Dona nobis." 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. London: Cambridge University Press, 2013.  



J.S. Bach - Church Cantatas  BWV 150

28

Melvin
Highlight

Melvin
Typewritten Text
Diatonic ascending 5th
in bass.

Melvin
Typewritten Text
Descending order of entries leads
to a section with treble texture
(no bass).

Melvin
Typewritten Text
No bass for 3 mm. suggests 
being suspended in air (probably representing the elevated rescue from the net). 
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Descending chromatic scale returns (now more than a  fourth) perhaps representing lingering threat of sinking into the net or
reaching down to rescue the psalmist.  Twisting violin figures perhaps represent the net.
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●Suffering endured with God’s help; future joy seen (150/7).
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Ground bass: Rising
diatonic fifth. Brahms 
used this bass line (with 
an added raised fourth 
note) for the passacaglia 
Finale of his 4th 
symphony (Allegro
energico e passionato).  
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Bach moves through 
a number of different keys.
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Couplet 1: Cantional, 4-part writing until SA melismas in parallel 6ths on "Freuden," with 
T pedal and B on ground bass line.
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Same as mm. 1-4.
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Eric Chafe sees the rising fifth of the ostinato bass as a symbol of hope (reversing the earlier descending chromatic fourth and "net" idea), 
while the key of B minor represents earthly life. Thus, the movement espouses hope in this life. The poem consists of 3 couplets with 
antithetical ideas, followed by two couplets voicing "God's aid to mankind in overcoming the world through Christ's presence." The tonal 
scheme reflects this rising (anabasis) concept: B minor-D major-F# minor-A major-E major (keys are moving in a sharpward direction). 
This tonal progression is accompanied by increased instrumental rhythmic activity. See Chafe, "Tonal Allegory," 133–134.
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background,
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Psalm 90:15. [O Lord,] make us glad as many days as thou hast afflicted us, and as many years as we have seen evil.
Romans 8:18. I consider that the sufferings of this present time (Luther 1545: dieser Zeit Leiden) are not worth comparing with the glory that is to be revealed to us. (Also Isaiah 60:20.)
James 1:12. Blessed is the man who endures trial, for when he has stood the test he will receive the crown of life which God has promised to those who love him. (Also 1 Peter 4:13, 5:10.)
Luke 6:21. …Blessed are you that weep now, for you shall laugh.
Psalm 30:5. …Weeping may tarry for the night, but joy comes with the morning.
Psalm 126:5–6. May those who sow in tears reap with shouts of joy! He that goes forth weeping, bearing the seed for sowing, shall come home with shouts of joy, bringing his sheaves with him.
2 Corinthians 4:17. For this slight momentary affliction is preparing for us an eternal weight of glory beyond all comparison.
Acts 14:22. Through many tribulations we must enter the kingdom of God.
Philippians 1:21. To me to live is Christ, and to die is gain.
2 Corinthians 1:5. For as we share abundantly in Christ’s sufferings, so through Christ we share abundantly in comfort too.
2 Timothy 2:11–12. …If we have died with him, we shall also live with him; if we endure, we shall also reign with him…
Romans 8:17. …[We are] fellow heirs with Christ, provided we suffer with him in order that we may also be glorified with him. (Also 1 Peter 4:13.)
Psalm 118:6. With the Lord on my side I do not fear. What can man do to me?
Romans 8:35–37. Who shall separate us from the love of Christ? Shall tribulation, or distress, or persecution, or famine, or nakedness, or peril, or sword? As it is written, “For thy sake we are being killed all the day long; we are regarded as sheep to be slaughtered.” No, in all these things we are more than conquerors through him who loved us.
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Christoph Wolff writes, "[The cantata' presents one of Buxtehude's favorite devices—a passacaglia for chorus and orchestra, "Meine Tage in den Leiden / endet Gott dennoch in Freuden" (All my days, which pass in sadness, / God will end, at last, in gladness), which Brahms chose as the bass theme for the Finale of his Fourth Symphony; the French-style triple meter adds, however, a new facet distinct from Buxtehude."See Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 100. The ground bass occurs 22 times: mm. 1–24 (couplet 1): 6x mm. 25–52  (couplets 2 & 3): 7x mm. 53–89 (couplet 4): 9x. If more than one singer per part were used, the S-A / T-B disposition of couplets 2 & 3 (the middle section) suggests possible solo performance, with the first and third sections (couplets 1 & 4) performed as tuttis. The number of occurrences (22) corresponds to the last verse of Psalm 25 (the psalm that forms the basis for this cantata. Psalm 25:22: "Redeem Israel, O God, out of all his troubles." 
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SA melismas in parallel 6ths on "Freuden," with T pedal and B on ground bass line. 
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Couplet 2 set as S with A response to indicate that one leads to the other (the thorny path leads to heavenly blessing).
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Similar quarter-note rhythm in Vlns as in mm. 21–24 but with jagged leaps
(perhaps to indicate thorny path) and in a different key. Parallel sixths perhaps represent the sweetness of heavenly blessing.

Melvin
Typewritten Text
Descending chromatic line for "Dornen" (thorns). 

Melvin
Typewritten Text
 

Melvin
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Polygonal Line



J.S. Bach - Church Cantatas  BWV 150

34

Melvin
Typewritten Text
F# minor

Melvin
Typewritten Text
E major

Melvin
Typewritten Text
A major

Melvin
Typewritten Text
E major

Melvin
Typewritten Text
Bach inverts ground bass line (descending a 4th) and the 
tonality shifts "flatward" back to B minor, the key of earthly affliction and struggle.
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Couplet 4: Much longer than previous sections with no instrumental interludes.
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Vlns play static B minor figure (in alteration) against rising 
bass, perhaps representing unyielding worldly tribulation 
(see Chafe on the significance of B minor in this work). 
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Long "fight' melisma contrasts with calm victory of upper voices.
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Help in battle is now depicted with  parallel duets (S/A & T/B), 
assuring victory ("sieghaft"). Vlns    in alternation, 
static B minor continues.
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The roles of the two vocal duets are now reversed (S/A have fight melisma).
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Descending order of entries (S/A/T) plus ground bass to depict divine help coming down for ultimate victory.
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Vlns cross to outline 4ths & 5ths, the 2 intervals 
that have been so important in the work.
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