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NBA I/16; BC A100
3. S. after Trinity (BWV 21, 135)
*1 Peter 5:6–11 (Cast all your cares on God)
*Luke 15:1–10 (Parable of the lost sheep and
lost coin)
Librettist: Unknown
FP: 25 June 1724 (St. Thomas). This cantata belongs 
to Bach’s chorale cantata cycle (see notes).
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Instrumentation:
Cornetto
Tbn
Ob I, II
Vln I, II
Vla
SATB
Continuo with Trombone
(Cornetto added to double
Soprano in final chorale.)
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(Chorale v. 1 verbatim)
●Prayer for mercy on this poor sinner (135/1).
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(This chorale loosely paraphrases Psalm 6.)
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Form: Chorale Fantasia - Recit (T) - Aria (T) - Recit (A) - Aria (B) - Chorale.
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Tune now
is now in the bass.
Bach's began
his chorale 
cycle 
systematically:
BWV 20:Soprano
BWV 2: Alto
BWV 7: Tenor
BWV 135: Bass
(See earlier note.)

BWV 3 also puts
the chorale in the 
bass voice.
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Counterpoint is based on the chorale phrase. The ascending
order of entries reflects the upwardly directed supplication.
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Bassetto texture can 
symbolize
 -incomprehensible realities
-lack of firm oundation 
For examples, see side note.
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Examples of bassetto texture include:

Bassetto Texture
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)
135/1 (25 June 1724)
133/4 (27 December 1724)
170/3 (28 July 1726)
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. 
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Bassetto Texture (no Continuo bass) in ritornello sections alternates with vocal sections where the chorale
tune is in the Bass and Continuo,      resulting in quasi-antiphonal or responsorial contrast. 
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Chorale Phrase 1.
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In the vocal sections, the oboes drop out at first while the strings mostly double the voices. 
The oboes sometimes enter again for emphasis in 6-part texture (e.g., at the end).
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The inclusion of trombone in the 
continuo group may symbolize judgment. 
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Chorale stanza 1
alludes to Psalm 6:1.
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Last changed: 17 November 2025.

Microsoft Account
Text Box
The Gospel reading ends: "There is joy before the angels of God over one sinner who repents," and this becomes the primary theme of the cantata. The cantata also references the idea of reversal mentioned in the Epistle: "God opposes the proud, but gives grace to the humble. Humble yourselves therefore under the mighty hand of God, that in due time he may exalt you...And after you have suffered a little while, the God of all grace, who has called you to his eternal glory in Christ, will himself restore, establish, and strengthen you" (1 Peter 5:10). Thus "the last become first" (see movement 1). The cantata text is based on the six-stanza chorale of 1597 by Weimar’s general superintendent Cyriakus Schneegaß (1546–1597). The underlying chorale paraphrases Psalm 6 (the first penitential psalm), following its model closely. A Gloria Patri (originally not part of the chorale) was added later. The cantata is highly unified, with material is often derived from the chorale tune (most often referred to as the "O Sacred Head, Now Wounded").
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Bach harmonized this chorale tune in different ways. For example, see BWV 25/1, composed a year earlier for the 14th S. after Trinity, 29 August 1723. Here he begins and ends on the dominant. 
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Regarding Bach’s chorale cantata cycle, Sven Hiemke writes, “It is…unclear what prompted Bach to take on this ambitious venture. It is possible that the composer wanted to make a connection with the Lutheran tradition of sermons based on hymns. Benedikt Carpzov (1639–1699), the pastor of St. Thomas’s Church, announced a similar project in 1690: He planned to explain a ‘good, beautiful, old, Protestant and Lutheran hymn’ in all his future sermons which Johann Schelle (1668–1701), Bach’s predecessor as Thomaskantor, would, in each case, convey ‘as graceful music’ to ‘be heard before the sermon.’” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 11, p. 10 (Sven Hiemke, translated by David Kosviner). Citation is from Sebastian Knüpfer, Johann Schelle, Johann Kuhnau. Ausgewählte Kirchenkantaten, ed. and introduced by Arnold Schering, Leipzig, 1918 (Denkmäler deutscher Tonkunst, 1st series, vol. 58/59), p. XXXIII.
	On the other hand, perhaps Bach’s cycle was inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas—the last one was BWV 1 for 25 March 1725 (Annunciation). The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	It bears mentioning that the chorale cantatas generally reduce the demands placed on the soprano choirboys, and Bach probably considered this fact. Alfred Mann notes that, after beginning his tenure in Leipzig with demanding, two-part cantatas, Bach realized that he “had overtaxed the abilities of the choirboys.” With the chorale cantatas, “he assigned the choirboys the easiest part, for all that the soprano section now had to sing was the plain hymn melody.” See Alfred Mann, Bach and Handel. Choral Performance Practice (Chapel Hill, North Carolina: Hinshaw Music, 1992), pp. 39–40.

Microsoft Account
Typewritten Text
For biblical
background,
see note.
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The underlying chorale loosely paraphrases Psalm 6. Passages from this psalm are marked [+]. 
+Psalm 6:1. O Lord, rebuke me not in thy anger, nor chasten me in thy wrath.
Psalm 130:1–4. Out of the depths I cry to thee, O Lord! Lord, hear my voice! Let thy ears be attentive to the voice of my supplications! If thou, O Lord, shouldst mark iniquities, Lord, who could stand! But there is forgiveness with thee, that thou mayest be feared.
Psalm 143:2. [O Lord,] enter not into judgment with thy servant; for no man living is righteous before thee.
Nahum 1:6. Who can stand before his indignation? Who can endure the heat of his anger? His wrath is poured out like fire, and the rocks are broken asunder by him. (Also Psalm 76:7, Malachi 3:2, Revelation 6:17.)
Luke 18:9–14. [Jesus]…told this parable to some who trusted in themselves that they were righteous and despised others: “Two men went up into the temple to pray, one a Pharisee and the other a tax collector. The Pharisee stood and prayed thus with himself, ‘God, I thank thee that I am not like other men, extortioners, unjust, adulterers, or even like this tax collector. I fast twice a week, I give tithes of all that I get.’ But the tax collector, standing far off, would not even lift up his eyes to heaven, but beat his breast, saying, ‘God be merciful to me a sinner!’ I tell you, this man went down to his house justified rather than the other; for every one who exalts himself will be humbled, but he who humbles himself will be exalted.”
Galatians 3:11. Now it is evident that no man is justified before God by the law; for “He who through faith is righteous shall live.” (Also Romans 3:20.)
John 3:16. For God so loved the world that he gave his only Son, that whoever believes in him should not perish (Luther 1545: verloren werden) but have eternal life.
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Counterpoint derived from the opening of the chorale tune, so this work differs from the concertante type where instruments have independent material. See Dürr/Jones 414.   
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For chorales in bar form (AAB), Bach sometimes repeats the music for the second chorale line. Here he modifies the music for the second pair of chorale lines by changing the order of entries from TAS-SAT (up-down) to SAT-TAS (down-up), perhaps to differentiate statements that are directed upwards from those that have a downward direction.      Alternatively, he may be alluding to Jesus' words, "The first will be last and the last, first" (e.g., Matthew 20:16, Mark 10:31, Luke 13:30).
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For Bach’s second annual cycle (1724–1725), he turned to the chorale as a unifying device, perhaps inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. 
	Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas—the last one was BWV 1 for 25 March 1725 (Annunciation). The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	The first cantata of Bach’s second cycle was an ambitious, bipartite cantata, O Ewigkeit, du Donnerwort, BWV 20, performed on the first Sunday after Trinity, 11 June 1724. Almost all of the following 19 cantatas employ six- or seven-movement structures, in more or less equal measure. Two works, Cantatas 94 and 113, are in eight movements. Thereafter, Bach and his unknown librettist(s) settled almost exclusively on the six-movement form.
	The opening choruses of the chorale cantatas are their chief glory—elaborate fantasias for voices and instruments of great variety and invention. The final movements, on the other hand, are usually four-part cantional settings of the foundational chorale, with instruments doubling the vocal lines. Where librettos retain an additional chorale stanza verbatim (rather than paraphrasing it, and without textual troping) in the inner movements, Bach writes solo cantus firmus settings. (BWV 107 is of the per omnes versus type but the inner movements employ only the chorale text, not the tune.) Most often, the chorale is presented by a single vocalist, while instruments provide contrapuntal accompaniment (92/4, 113/2, 114/4, 178/4). However, 10/5 (an alto/tenor duet) and 93/4, (a soprano/alto duet), these roles are reversed: the instrument plays the chorale tune while the singers provide the counterpoint. 
	The cycle began 11 June 1724 and continued uninterrupted for 40 works. Bach clearly had a systematic plan that included presenting the chorale cantus firmus successively in different voices in his works of the cycle:
1. S. after Trinity (11 June 1724): BWV 20 (Soprano)
2. S. after Trinity (18 June 1724): BWV 2 (Alto)
St. John’s Day (24 June 1724): BWV 7 (Tenor)
3. S. after Trinity (25 June 1724) BWV 135 (Bass)
Feast of Visitation (2 July 1725) BWV 10 (Soprano/Alto)
See Christoph Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), pp. 124, 134–135. Origins of the chorales used are given in Wolff, Bach’s Musical Universe, 128–29. 
	BWV 6, Bleib bei uns, denn es will Abend werden, for Easter Monday 1725, is the first cantata in Bach’s second Leipzig cycle (the chorale cantata cycle) that is not a chorale cantata. Thus, instead of beginning with a chorale fantasia, the work begins with a through-composed setting of a scriptural verse. As explained above, the reason for the change may have been that Bach had lost his librettist. Regarding Bach’s librettos and their authors for the rest of the liturgical cycle, see Dürr/Jones, The Cantatas of J. S. Bach, 33–34, and Christoph Wolff, J. S. Bach’s Musical Universe (New York: W. W. Norton, 2020), 126–27.
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For Alfred Dürr's comments on the libretto
 and on the first movement, see note. For 
more on Bach's design strategy for the first 
five cantatas in the cycle, see second note.
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Alfred Dürr writes, “This chorale cantata, which was performed for the first time on 25 June 1724, is based on the hymn with the same opening line by Cyriakus Schneegaß (1597), a free paraphrase of Psalm 6. The text is only loosely related to the Sunday readings. The reflection that the Lord comforts us (no. 3) and will strike down our enemies (no. 5) is linked to the Epistle. The most important theme, however—the one that led to the choice of this hymn—is to be found at the end of the Gospel reading: ‘Thus I say to you that there shall be joy before the angels of God over a single sinner who repents’ (Luke 15:10). Thus the repentance of the sinner is the subject of the chorale and accordingly of Bach’s cantata too. The anonymous author who was responsible for the cantata text retained verses 1 and 6 of the hymn word for word in the first and last movements and paraphrased the four middle verses to form an equal number of recitatives (nos. 2 and 4) and arias (nos. 3 and 5).
	"In his setting, Bach had to observe the scheme he had devised himself, according to which the opening movement of this fourth chorale cantata of the cycle would have the chorale melody in the bass and would differ in structure from the three that preceded it. Bach chose a type probably best described as ‘chorale fantasia,’ which differs from the concertante type (with independent, thematic instrumental parts) favoured by him elsewhere in respect of its contrapuntal structure. This allows all parts, both vocal and instrumental, to share in the chorale theme. All eight chorale lines are treated in like manner in an instrumental fore-structure and an ensuing vocal section, which exhibit the following characteristics:
   Instrumental fore-structure: three parts (without continuo): oboe I, II and unison strings. Chorale-line melody in long notes (essentially minims and crotchets) in the strings; counterpoints in the oboes, largely constructed out of the opening line in diminished note-values (quavers), which is retained as countersubject throughout all the lines. Afterwards (before the last line) this countersubject figure is taken over by the strings. 
   Vocal section: four parts, with the oboes resting and the other instruments doubling the voices. Towards the end, enhancement by the addition of the oboes and temporary expansion of the texture to six parts. Chorale melody in long notes in the bass, reinforced by continuo and trombone. Again, diminution of the first chorale line as countersubject.
	"Some aspects of this scheme are modified in the various line sections as and where necessary. For example, the melody of the penultimate chorale line in the bass, to the words ‘Daß ich mag ewig leben’ (‘That I may live for ever’), is augmented to dotted minims—an alteration no doubt motivated by the text. In addition, the instrumental fore-structure and the vocal section are often not sharply demarcated. But altogether the underlying structure is clearly perceptible. From it the movement acquires motet-like characteristics and also a latent antiphony through the stark contrast between the high pitch of the instrumental fore-structure and the markedly low pitch of the vocal section, with its bass cantus firmus reinforced by trombone.” 

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 414–415.

Microsoft Account
Text Box
Intense Chorale 
Cantata with
Dramatic 
Mood Changes
(based on Psalm 6).
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Sticky Note
In the introduction to the Carus edition of BWV 135, Wolfram Enßlin (with translation by John Coombs) writes, “Bach composed BWV 135 as the fourth cantata of this cycle of chorale cantatas. On the previous day, St. John's Day, the cantata Christus unser Herr zum Jordan kam (Our Saviour Christ to Jordan came), BWV 7, was performed. The opening chorus of the first four cantatas of this year reveal how Bach proceeded with respect to the general principles of the cycle: he wrote them in contrasting forms—that of a French ouverture (BWV 20), a motet-like cantus firmus movement (BWV 2), a violin concerto (BWV 7) and a chorale fantasy (BWV 135). He also introduced the cantus firmus in a different voice in each cantata, from the soprano in BWV 20 descending to the bass in BWV 135. In order to reinforce and emphasize the bass cantus firmus, Bach added a trombone to the continuo group in the first move-ment of BWV 135.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 12, p. 314.
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The descending order of entries reflects the downwardly directed action of divine wrath.
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Chorale Phrase 2.
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For word-for-word translations, see Unger, Handbook to Bach's Sacred Cantata Texts.
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Chorale line prefigured in strings. No continuo 
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Chorale line prefigured in strings. No continuo 
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The music repeats mm. 14–32, with some departures in the instrumental parts. The descending order of entries 
reflects the downwardly directed action of divine wrath. 
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The ascending order of entries reflects an upwardly directed supplication.
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Chorale Phrase 3 (same melody as 1).
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Chorale Phrase 4 (same melody as 2).
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Chorale line prefigured in strings. Continuo tacet.
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Chorale Phrase 5 (Abgesang of Bar form).
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In the Abgesang of bar form, the cantus firmus does not lead for the first time.
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These words are set homophonically rather than in imitation, perhaps to make them very clear: no voice is first or last.
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Order of entries: AST-STA: The alto line, which was second for
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Chorale Phrase 7 with longer note values, probably to depict "ewig leben"   of the text.
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(Based on Chorale v. 2, alludes to Psalm 6:2–3.)
●Healing sought from physician of souls (135/2).
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Sticky Note
The underlying chorale loosely paraphrases Psalm 6. Passages from this psalm are marked [+]. 
+Psalm 6:2–4. Be gracious to me, O Lord, for I am languishing (Luther 1545: schwach); O Lord, heal me, for my bones are troubled. My soul also is sorely troubled. But thou, O Lord—how long? Turn, O Lord, save my life; deliver me for the sake of thy steadfast love.
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 9:12–13, Mark 2:17.)
Psalm 147:3. [The Lord] heals the brokenhearted, and binds up their wounds. (Also Isaiah 57:18, 61:1.)
Psalm 32:3–4. When I declared not my sin, my body wasted away through my groaning all day long. For day and night thy hand was heavy upon me; my strength was dried up as by the heat of summer.
Psalm 22:17. I can count all my bones…
Psalm 38:1–8. O Lord, rebuke me not in thy anger, nor chasten me in thy wrath! For thy arrows have sunk into me, and thy hand has come down on me. There is no soundness in my flesh because of thy indignation; there is no health in my bones because of my sin. For my iniquities have gone over my head; they weigh like a burden too heavy for me. My wounds grow foul and fester because of my foolishness, I am utterly bowed down and prostrate; all the day I go about mourning. For my loins are filled with burning, and there is no soundness in my flesh. I am utterly spent and crushed; I groan because of the tumult of my heart.
+Psalm 6:6–7. I am weary with my moaning; every night I flood my bed with tears; I drench my couch with my weeping. My eye wastes away because of grief, it grows weak because of all my foes. (Also Psalm 42:3, 69:3, Jeremiah 45:3.)
+Psalm 6:3. My soul also is sorely troubled. But thou, O Lord—how long?
Psalm 13:1–2. How long, O Lord? Wilt thou forget me for ever? How long wilt thou hide thy face from me? How long must I bear pain in my soul, and have sorrow in my heart all the day? (Also Psalm 89:46, 90:13–15.)
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●Comfort sought; how can God be praised in death? (135/3).
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Sticky Note
The underlying chorale loosely paraphrases Psalm 6. Passages from this psalm are marked [+].
Psalm 119:76, 81–82. [O Lord,] let thy steadfast love be ready to comfort me according to thy promise to thy servant…My soul languishes for thy salvation; I hope in thy word. My eyes fail with watching for thy promise; I ask, “When wilt thou comfort me?”
+Psalm 6:4–5. Turn, O Lord, save my life; deliver me for the sake of thy steadfast love. For in death there is no remembrance of thee; in Sheol who can give thee praise? 
*1 Peter 5:7. Cast all your anxieties on [God], for he cares about you.
Psalm 31:16. [O Lord,] let thy face shine on thy servant; save me in thy steadfast love (Luther 1545: hilf mir durch deine Güte)!
Psalm 13:3. Consider and answer me, O Lord my God; lighten my eyes, lest I sleep the sleep of death. 
Psalm 30:8–10. To thee, O Lord, I cried; and to the Lord I made supplication: “What profit is there in my death, if I go down to the Pit? Will the dust praise thee? Will it tell of thy faithfulness? Hear, O Lord, and be gracious to me! O Lord, be thou my helper!” (Also Isaiah 38:18.)
Psalm 90:13–15. Return, O Lord! How long? Have pity on thy servants! Satisfy us in the morning with thy steadfast love, that we may rejoice and be glad all our days. Make us glad as many days as thou hast afflicted us, and as many years as we have seen evil.
1 Peter 4:19. Let those who suffer according to God’s will do right and entrust their souls to a faithful Creator.
Matthew 26:39. …[Jesus] fell on his face and prayed, “My Father, if it be possible, let this cup pass from me; nevertheless, not as I will, but as thou wilt.”
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The mood changes completely: it is now sweetly comforting, despite the text. It is as if the prayer has already been answered. Parallel 3rds and 6ths suggest sweetness.
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Significance of C
C seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in Bach – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
	Concerning the Ionian mode (C major), Johann Mattheson wrote, “It is the most natural, innocent, and not the least among the modes.” See Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 234. See also pp. 240–241 for more on C major (Ionian) specifically. 
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Martin Luther noted that the "second tone" allowed both mi and fa to be sung. Thus, he equated the second tone (apparently referring to the hypodorian mode) with “poor, weak sinner.” Eyolf Østrem documents various iterations of Luther’s statements.1

B molle,2 in music est euangelium, moderatur in tota musica ceterae claves sunt rex, et ut lex obtemperat euangelio, ita B molle regit ceteras claves.3 Et ut euangelium est doctrina suavissima, ita mi fa4 est omnium vocum suavissima, Ideo infirmatus peccator est secundus tonus, qui in h fa b, mi tam mi quam fa canere permittit.5

B molle [elsewhere: B fa b mi] is like the Gospel in music, since all of music is governed by it. The other degrees are the Law—and just as the Law is ruled by the Gospel, so the bi fa b mi rules the other degrees [elsewhere: and mi is the Law, fa is the Gospel]. And just as the Gospel is the sweetest doctrine, so the mi and the fa are the sweetest of tones. The second tone is a poor sinner, who in b fa b mi permits both mi and fa to be sung.

1. Østrem, Eyolf, “Luther, Josquin and des finken gesang” in The Arts and the Cultural Heritage of Martin Luther (special issue of the journal Transfiguration, Nordic Journal of Christianity and the Arts, replaces issue 4/1), ed. Nils Holger Peterson (Museum Tusculanum, 2002): 61.
2. Østrem: “Other versions have ‘bi fah mi’ and ‘B fa b mi.’”
3. Østrem: “The German version of Tischreden 816 has ‘Gleich wie das Gesetz dem Euangelio gehorchet, also sind auch die andern Claves dem B fa b mi gehorsam.’ Tischreden 2996 adds ‘et mi est lex, fa euangelium.’”
4. Østrem: “Other versions have ‘das Mi und Fa,’ ‘mi fa mi’ (Tischreden 816) and ‘bfa b mi’ (TR 2996).”
5. Østrem: “The text is the longest Latin version of the quotation from WA Tischreden vol. 1 (Weimar, 1912), 396, no. 816. The quotation is also found in WA Tischreden vol. 3 (Weimar 1914), 136, no. 2996.”
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●Grief & suffering has sapped all my strength (135/4).
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Sticky Note
The underlying chorale loosely paraphrases Psalm 6. Passages from this psalm are marked [+].
+Psalm 6:6–7. I am weary with my moaning; every night I flood my bed with tears; I drench my couch with my weeping. My eye wastes away because of grief, it grows weak because of all my foes. (Also Jeremiah 45:3.)
Jeremiah 45:3. …Woe is me! for the Lord has added sorrow to my pain; I am weary with my groaning, and I find no rest.
Psalm 31:9–11. Be gracious to me, O Lord, for I am in distress; my eye is wasted from grief, my soul and my body also. For my life is spent with sorrow, and my years with sighing; my strength fails because of my misery, and my bones waste away. I am the scorn of all my adversaries, a horror to my neighbors, an object of dread to my acquaintances; those who see me in the street flee from me.
Psalm 38:1–8. O Lord, rebuke me not in thy anger, nor chasten me in thy wrath! For thy arrows have sunk into me, and thy hand has come down on me. There is no soundness in my flesh because of thy indignation; there is no health in my bones because of my sin. For my iniquities have gone over my head; they weigh like a burden too heavy for me. My wounds grow foul and fester because of my foolishness, I am utterly bowed down and prostrate; all the day I go about mourning. For my loins are filled with burning, and there is no soundness in my flesh. I am utterly spent and crushed; I groan because of the tumult of my heart. 
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The following is taken from 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).  

At the beginning of “Et resurrexit” in his B minor Mass, Bach gives the Soprano I a 13-note, crown-shaped melodic palindrome (departing from the doubling instruments and crossing below soprano II). 
	Interestingly, the present design of the Credo is different from Bach’s original conception. Signs of revision in the manuscript make clear that he originally treated the “Et in unum” and the “Et incarnatus” as a single movement (a duet) [which placed the “Crucifixus” and “Et resurrexit” in the center of an even number of movements. Like Bach’s ultimate design] this design, too, is chiastic. The main difference is that its pivot point falls between two movements (i.e., between the “Crucifixus” and the “Et resurrexit”); there is no keystone movement as such. Nevertheless, the center is marked. At the very beginning of the “Et resurrexit,” Bach writes a melodic palindrome (chiasm) of thirteen notes in the Soprano I (see mm. 1–3). The perfect symmetry of this arching line can hardly be coincidental, since it requires the two soprano parts to cross unnecessarily on the last note (Soprano II singing d"). When the figure is repeated later at “Cujus regni” (m. 86), more normal voice leading is employed. Furthermore, while the SI tune doubles the high instruments at first, it does not continue up to b♮" as the instrumental parts do, and as it does later (m. 15).
	But Bach apparently was not satisfied with this structure. A study of the autograph score reveals that he decided to increase the number of movements to nine by making “Et incarnatus” self-contained. To accomplish this he removed the “Et incarnatus” words from the duet (not changing the music, but simply redistributing the foregoing text at the end of the movement—mm. 63–80), then writing new, self-contained music for the “Et incarnatus.” This action pushed the “Crucifixus” into the “keystone” position. It also ultimately ensured that the “Crucifixus” would be equidistant from the “Gratias” and “Dona nobis” movements.  
	Most probably Bach made the change in order to clarify the Credo’s chiastic shape with a a central, pivoting movement. As Eric Chafe has demonstrated, the entire cantata from which Bach took the music for the “Crucifixus” (BWV 12) focuses on the theologia crucis. Furthermore, Bach had masterfully explicated Luther’s distinction between a theologia gloriae (God revealing himself through glory, e.g., the glory of visible creation—commonly called natural revelation) and a theologia crucis (God revealing himself through the abasement of Christ’s crucifixion) in his Leipzig debut cantatas, BWV 75 and 76.1 Similarly, Bach used mirror forms to explore Luther’s theologia crucis and its implications in BWV 4, 12, 227, 245, and 1077…. By creating a more explicitly chiastic shape in the Credo, Bach seems to be following a similar path.

1. See Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited,” BACH 28 (double issue, 1997): 113, 118–120. Luther had argued that when God’s initial revelation through glory (Creation) failed to produce the intended human response, he revealed himself a second time through the mirror image of glory, namely, the humiliation of the cross. See  Paul Althaus, trans. Robert C. Schultz, The Theology of Martin Luther (Philadelphia: Fortress, 1966), 26–31.
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 (Based on Chorale v. 5, alludes to Psalm 6:8–10.)
●Suffering passes; Jesus comforts; foe is dispersed (135/5). This movements relates to the Epistle reading,
specifically to the idea of reversal noted in 1 Peter 5:5b–6: "God opposes the proud, but gives grace to the
         humble. Humble yourselves therefore under the mighty hand of God, that in due time he may exalt you.
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The underlying chorale loosely paraphrases Psalm 6. Passages from this psalm are marked [+].
+Psalm 6:8–10. Depart from me, all you workers of evil; for the Lord has heard the sound of my weeping. The Lord has heard my supplication; the Lord accepts my prayer. All my enemies shall be ashamed and sorely troubled; they shall turn back, and be put to shame in a moment.
Psalm 30:5. [The Lord’s] anger is but for a moment, and his favor is for a lifetime. 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.
Psalm 37:12–15. The wicked plots against the righteous, and gnashes his teeth at him; but the Lord laughs at the wicked, for he sees that his day is coming. The wicked draw the sword and bend their bows, to bring down the poor and needy, to slay those who walk uprightly; their sword shall enter their own heart, and their bows shall be broken.
Psalm 11:2. Lo, the wicked bend the bow, they have fitted their arrow to the string, to shoot in the dark at the upright in heart. (Also Psalm 91:5.)
*1 Peter 5:8–9. Be sober, be watchful. Your adversary the devil prowls around like a roaring lion, seeking some one to devour. Resist him, firm in your faith, knowing that the same experience of suffering is required of your brotherhood throughout the world.
Psalm 7:14–16. Behold the wicked man conceives evil…He makes a pit, digging it out, and falls into the hole which he has made. His mischief returns upon his own head, and on his own pate his violence descends. (Also Proverbs 26:27, Nehemiah 4:4.)
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Bach's form:
Rit-AB-
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AB-Rit

Thus, the movementbegins and ends with the command for evil-doers to depart.
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Energetic rhythms (including syncopations), leaps, especially the skyrocketing arpeggios in Vln I, which appear to portray the word "weicht" ("disappear/depart"), and syllabic declamation (except for some melismas on important words) depict aggression against foes. The syllabic declamation, major tonality, and symmetrical phrases, make it operatically galant in style.

mpeau
Typewritten Text
Modified da capo form.

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Vln I

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Vln I

Microsoft Account
Highlight



J.S. Bach - Church Cantatas  BWV 135

16

Melvin
Typewritten Text
Syllabic declamation with leaps for aggressive affect.

Melvin
Typewritten Text
Ritornello

Melvin
Typewritten Text
G major

Melvin
Typewritten Text
C major

Melvin
Typewritten Text
C major
Summary

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
F major

mpeau
Typewritten Text
D minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
A minor

mpeau
Typewritten Text
G major

mpeau
Typewritten Text
C7

mpeau
Typewritten Text
A7

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
E7

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
C major

mpeau
Typewritten Text
D7

mpeau
Typewritten Text
C7

mpeau
Typewritten Text
G7

mpeau
Typewritten Text
G major dominant...

Microsoft Account
Polygonal Line

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Vln I



J.S. Bach - Church Cantatas  BWV 135

17

Melvin
Typewritten Text
Text painting: Chromaticism for tears; Melisma for "sun of joy." Allusion to Psalm 126:5–6.
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Text painting: Long melisma for "shine."
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Text painting: Chromaticism for storm of affliction.
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Melvin
Typewritten Text
Text painting: Chromaticism and downward leaps for sudden downfall of enemies.
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Typewritten Text
Text painting: Chromatic melisma with plunging intervals that reverse normal pitch inflection for the arrows that recoil backwards 
against the attackers.
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Typewritten Text
Text painting: Melisma for aggressive command for foes to depart.
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Bach repeats vocal opening  section (mm. 17–28) without intervening ritornello, ending it differently for special effect (see below).
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A minor

Melvin
Typewritten Text
Chorale melody Phrase 2 with long notes to 
depict Jesus' comfort.
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Summary; modulation back to A minor.
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Melvin
Typewritten Text
135/6.

Melvin
Typewritten Text
 (Verse 6 verbatim)
●Doxology: Praise to Father, Son, and Holy Ghost (135/6).
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The 4-part cantional setting of the chorale represents the church's response. The voice leading is enhanced with 8th-note passing tones.
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6.
Psalm 41:13. Blessed be the Lord, the God of Israel, from everlasting to everlasting! Amen and Amen. (Doxology: also Psalm 72:19, 89:52, 106:48, 150:6, Romans 11:36, Jude 1:25)
Psalm 7:17. I will give to the Lord the thanks due to his righteousness, and I will sing praise to the name of the Lord, the Most High.
Psalm 116:1–8. I love the Lord, because he has heard my voice and my supplications. Because he inclined his ear to me, therefore I will call on him as long as I live. The snares of death encompassed me; the pangs of Sheol laid hold on me; I suffered distress and anguish. Then I called on the name of the Lord: “O Lord, I beseech thee, save my life!” Gracious is the Lord, and righteous; our God is merciful…When I was brought low, he saved me. Return, O my soul, to your rest; for the Lord has dealt bountifully with you. For thou hast delivered my soul from death, my eyes from tears, my feet from stumbling. (Also +Psalm 6:9, 56:13.)
*1 Peter 5:10–11. After you have suffered a little while, the God of all grace, who has called you to his eternal glory in Christ, will himself restore, establish, and strengthen you. To him be the dominion for ever and ever. Amen. (Also 1 Peter 4:11, 1 Timothy 1:17.)
Revelation 7:11–12. And all the angels stood round the throne…and they fell on their faces before the throne and worshiped God, saying, “Amen! Blessing and glory and wisdom and thanksgiving and honor and power and might be to our God for ever and ever! Amen.”
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Text Box
Appending the Gloria Patri to a psalm (here the psalm paraphrased by the chorale) has a long history in the Christian liturgy. It connects the Old Testament psalms to the Christian doctrine of the Trinity. Here the final chorale stanza acts as a cathechismal response representing the congregation.




