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Introduction & updates at melvinunger.com.
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NBA I/21; BC A130
14. S. after Trinity (BWV 25, 78, 17)
*Galatians 5:16–24 (Work of the flesh and fruit of the Spirit)
*Luke17:11–19 (Jesus heals ten lepers)
Librettist: Unknown. 
FP: 10 Sept. 1724 (St. Nicholas) from the Chorale Cycle/
Jahrgang II). See note. Understood: 
1) Human nature & Spirit of God are
opposed (Galatians 5:17)
2) Human nature = leprosy (pronounced
clean by priest in OT) 
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Motive 1. Aggressive leap, rhythm reminiscent of a French Overture but also a sarabande.
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Motive 2. Descending chromatic tetrachord (traditional symbol of lament), used quasi-ostinato. Compare Purcell, "Dido's Lament," 
Bach cantata movements BWV 4/6, 12/2 (the latter restyled for the “Crucifixus” in the B-minor Mass). Here it depicts descent into death's cavern, the line appearing in all voices.
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Chorale Cantata from Jahrgang II.
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Still viola
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Bass enters again, with new "figura corta" theme, here apparently used aggressively, as a concerto-like element (see also note and later).
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Instrumentation: 
Corno (doubling S in 78/1 & 78/7)
Flauto traverso (see note)
Oboe I, II
Vln I, II
Vla
Violino
SATB
Continuo, Organo
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Large Scale Structure is Arch Form: Ascending keys to keystone, then descending
                                                           IV. T. Aria (Gm)
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 III. T Recit. (Fm)-Cm    V. B. Recit. (E-flat-Fm)
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II. S&A (B-flat)                           VI. B. Aria (Cm)
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I. Chorale chorus (Gm-GM)                    VII. Chorus Chorale 
                                                                               (Gm-GM)
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Chiastic Form: Keystone movement is structurally
most important in a chiastic form. Theme: Victory
(healing) through the cross, which cancels
("crosses out") guilt (see note for more).
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Chorale fantasia
Chaconne (triple dance form
with repeated harmonic
progression, often also
repeated bass);
instrumental 
ritornello 
(Italianate
concerto 
structure)
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A, T, B, "preempt" the chorale tune, employing the same ostinato-like material as the ritornello.

Melvin
Typewritten Text
The cantata
contains an
unusual
number of 
Bach's 
performance
markings.
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78/1
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Chorale Vs. 1. ●Jesus’ Passion tore my soul from darkness (78/1).
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G minor
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Christoph Wolff writes, "The principal difference between an aria "alla maniera italiana" such as the famous "romanesca" aria (a melodic-harmonic formulation popular in Italy in the early Baroque) on the one hand, and the passacaglia or the French chaconne on the other, lies in the construction of their differing bass lines. The latter [passacaglia or chaconne] normally entails an ostinato bass pattern of four or sometimes eight measures.... By contrast, the aria"alla maniera italiana" consists of a longer ostinato bass divided into two sections, each of which is repeated. 

See Bach’s Musical Universe (New York: W. W. Norton, 2020, p. 186.
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Text Box
No basso continuo for  8 measures = incomprehensible realities (see note).
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Vla
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Stollen of bar form: Phrases 1 & 2, 3 & 4 joined.
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Chorale Text Phrase 1.
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Last changed: 27 June 2025.
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Cantata Cycle II (Chorale Cantata Cycle) 
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.
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For Alfred Dürr's comments on the cantata, see note. 

Microsoft Account
Sticky Note
Alfred Dürr writes, “This cantata was first performed on 10 September 1724 in the context of Bach’s cycle of chorale cantatas. At a revival, perhaps in the late 1730s,30 Bach required the flute to play in the chorale movements nos. 1 and 7 (while apparently omitting the horn) and added the violone part to the duet, no. 2. The cantata is based on the twelve-verse hymn of 1641 by Johann Rist. The anonymous librettist retained the first and last verses word for word and paraphrased the others into madrigalian verse, quoting several chorale lines literally in the recitatives as follows:

verse 3, lines 1–2: beginning of 3rd movement
verse 4, lines 5–6: middle of 3rd movement
verse 5, lines 7–8: end of 3rd movement
verse 10, lines 5–8: end of 5th movement

The paraphrase is handled strictly in content but often very freely in form, which necessarily follows from the large number of verses in the hymn. Thus only the second and sixth movements are based on a single verse each (verses 2 and 11 respectively); the third is based on verses 3–5, the fourth on verses 6–7, and the fifth on verses 8–10.

The choice of hymn in no way follows conclusively from the Sunday readings. In complete contrast to the cantata text of the previous year (BWV 25), the healing of the sick is barely mentioned and understood in an exclusively symbolic way. The core of the hymn, and therefore of the cantata, is the thought of Christ’s Passion, which has healed the faithful and stilled the conscience. Only in a few places does the librettist enter more closely into the Gospel reading than the hymn text (‘You seek the sick . . .’; ‘Sin’s leprosy’). The entire second half of the cantata goes beyond the text of the Sunday Gospel, expanding and interpreting it; and here the libretto’s affinity with a sermon is clearly evident.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 525–526.
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Ob I
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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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Ritornello (A)
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Bassetto Texture
Bassetto technique (removing continuo support) is often used by Bach to depict something heavenly, unearthly, incomprehensible, or without foundation. 
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Flute Parts. Christoph Wolff writes, “The sudden, prominent, and frequent occurrences of solo arias with transverse flute from mid-July through late November [of 1724]...come as a surprise. No fewer than thirteen cantatas (BWV 107, 94, 101, 113, 78, 99, 8, 130, 114, 96, 180, 115, and 26...) feature flute parts of considerable technical and musical demands, implying perhaps that the composer wrote them for an accomplished player previously not available to him, possibly a musician on a temporary visit.” (See Bach’s Musical Universe (New York: W. W. Norton, 2020), 140; see also William Scheide, “Die Choralkantaten von 1724 und Bachs Köthener Besuch,” Bach-Jahrbuch 89 (2003): 47–65. See perhaps especially BWV 113/5, 99/3, 8/4, 130/5, and 26/2. The Dresden court flautist, Pierre-Gabriel Buffardin (ca. 1693–1768) may have played some of these works on his occasional visits to Leipzig. “Visits of [such] individual musicians are usually undatable” (Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 408.
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The cantata is in chiastic form. Bach often used chiastic (x-shaped/symmetrical) forms, in which center movements (where the mirror image begins) provide the crux of the matter. There antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). 
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Chorale doubled by flute (up 8va) and corno.
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Chorale meter changed from 4/4 to 3/4.
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Inverted chromatic fourth, treated imitatively
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Chorale Text Phrase 2.
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For more on ascending/descending chromatic fourth, see note.

Microsoft Account
Sticky Note
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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Compare Ob II, m. 10ff.
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No basso continuo for essentially 8 measure = incomprehensible realities
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Vln II: Descending chromatic tetrachord
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Ritornello
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Compare m. 9ff (oboes and violins are switched).
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Phrases 3 & 4 joined.
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Chorale Text Phrase 3.
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Chorale Text Phrase 4.
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NBA: finstern
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Figura corta (cf. m. 17ff.
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Contemporary hymnals have "Sündennot" ("sin's affliction").
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Word painting for "forcefully torn out." Aggressive use of the figura corta, perhaps signifying joy. (It is noteworthy that in the St. John Passion, the same rhythm is used for the word "kreuzige" ("crucify").
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D  minor
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Abgesang of bar form: The 4 phrases are separated and each given a distinctive
treatment, perhaps suggesting that these lines have special meaning in the context 
of the cantata as a whole. Each chorale phrase is introduced by imitative
counterpoint based on the ritornello material. 
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Chorale Text Phrase 5.
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Dotted rhythm of French Overture.
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Diatonic ascending fourth (see note at m. 25).
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Rushing notes in the oboes dramatize the excitement.
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Oboes
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Text painting: Vigorous bass voice leading for "forcibly torn out."
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Alfred Dürr notes that "kräftiglich herausgerissen" (forcibly torn out) is illustrated with rising imitative motives (e.g., oboes, m. 81ff.), marked rhythms, and modulatlon to F major." See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 527.
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F major (see note for significance).
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Chorale Text Phrase 6.
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Figura corta
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Helmuth Rilling notes, "Finally there is Bach's joy motive. We encounter it first nearly hidden in the continuo part connected with the first and the third vocal section. But in the second part of the movement, it determines the musical structure more and more, pushing aside and replacing the omnipresent lamento motive. The message of the redemption achieved with Christ's Passion is welcomed with joyful intensity. 'Und mich solches lassen wissen' ('Thou has let me know this'). See Helmuth Rilling, The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 126.
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Significance of F major 
J. S. Bach’s contemporary, the theorist Johann Mattheson (1681–1764), wrote on the affective properties of various keys in 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. 231ff. 
	Regarding F major, he writes on p. 241, “F. Dur (Ionius transpositus) der sechste Thon / ist capable die schönsten Sentiments von der Welt zu exprimiren, es sey nun Großmuth / Standthafftigkeit / Liebe / oder was sonst in dem Tugend=Register oben an stehet / und solches alles mit einer der massen natürlichen Art und unvergleichlichen Facilité daß gar kein Zwang dabey vonnöthen ist. Ja die Artigkeit und Adresse dieses Thons ist nicht besser zu beschreiben / als in Vergleichung mit einem hübschen Menschen / dem alles was er thut / es so gering es immer wolle / perfect gut anstehet / und der / wie die Frantzosen reden / bonne grace hat.”

Translation: F major (Ionian transposed), the sixth mode, is capable of expressing the most beautiful sentiments of the world, whether magnanimity, fortitude, love, or whatever else is listed in the Register of Virtues above, and all this with such a natural manner and incomparable ease that no force at all is thereby needed. Yes, the politeness and address of this mode can not be described better than as a comparison with a beautiful person, for whom, whatever he does, no matter how insignificant, suits him perfectly, and who, as the French say, “has good grace.” 
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Chorale Text Phrase 7.
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Figura corta motive in strings.
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Ob I: Figura corta motive.
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Figura corta motive in Vln I, II.
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Figura corta motive.
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Folk-like, jaunty tune, child-like scurrying, word-painting of "eilen" and "erfreulich." 
Text is madrigalian paraphrase of chorale stanza 2.
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Voices in canon, probably a picture of the Gospel 
lesson: one leper following another.
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No treble obbligato
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In the original performing parts, the violone obbligato’s music appears on the back of the corno da tirarsi (slide trumpet) part; it is probable that both instruments were played by the same person—an indication of how versatile the Stadtpfeifer (town instrumentalists) were in Bach’s day. 
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●Hastening to Jesus for healing with feeble steps (78/2). See note by Alfred Dürr.
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B-flat major
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Da capo duet for 
soprano, alto, violone, 
and continuo. The 
continuo realization 
here (right hand) is 
editorial.
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Martin Petzoldt notes that "Meister zu helfen" (appearing, for example, in Isaiah 63:1) is a Christological title so there should be no comma after "Meister" while there should be a comma after "helfen." See "Bach-Kommentar," vol. 1, p. 411. It is not clear, however, to what extent singers could portray this in how they inflect the line. 
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Text is in the first person plural, perhaps to represent the group of lepers in the Gospel and metaphorically, the group nature 
of the spiritual affliction.
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Alfred Dürr writes, “The duet, no. 2, is exceptionally charming and therefore widely known. The chromatically descending figure of the first movement is here replaced by a diatonically ascending figure as a symbol of hastening towards Jesus. The continuo instruments, partly by nimble movement (cellos) and partly by marking the bass notes (violone), depict in a most telling fashion the ‘weak yet eager steps’ with which the faithful hasten towards their Master. The canonic opening of the vocal duet parts, being a symbol of the Imitation of Christ, also has its justification in the text, as do the many reiterations of the words ‘O Jesu’ and ‘zu dir’ (‘to You’) and the coloraturas on ‘erfreulich’ (‘gratifying’).”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 527.
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(see note).
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*Luke 17:11–13. On the way to Jerusalem [Jesus] was passing along between Samaria and Galilee. And as he entered a village, he was met by ten lepers, who stood at a distance and lifted up their voices and said, “Jesus, Master, have mercy on us.”
Hebrews 4:16. Let us then with confidence draw near…that we may receive mercy and find grace to help in time of need. 
Isaiah 63:1. Who is this that comes from Edom…“It is I, announcing vindication, mighty to save.” (Luther 1545: ein Meister ist zu helfen)
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.)
Luke 15:4–7 [Jesus]: What man of you, having a hundred sheep, if he has lost one of them does not leave the ninety-nine in the wilderness, and go after the one which is lost, until he finds it? And when he has found it, he lays it on his shoulders, rejoicing. And when he comes home, he calls together his friends and his neighbors, saying to them, “Rejoice with me, for I have found my sheep which was lost.” Just so, I tell you, there will be more joy in heaven over one sinner who repents than over ninety-nine righteous persons who need no repentance. (Also Matthew 18:12–14.)
Numbers 6:24–25. The Lord bless you and keep you: The Lord make his face to shine upon you, and be gracious to you:
Psalm 67:1. May God be gracious to us and bless us and make his face to shine upon us… (Also Psalm 4:6, 31:16, 80:3, 7, 19.)
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Violone plays quarter notes, marked staccato & pizz. Regarding differentiated cello and violone parts, 
see Christoph Wolff,  Bach’s Musical Universe (New York: W. W. Norton, 2020), 149.

Microsoft Account
Text Box
Such a juxtaposition of contrasting styles (the balancing of opposites) is more typically associated with the Classical style.
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At mention of those who are sick and straying, the music 
moves to the minor mode (see note).
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Major vs. Minor
J. S. Bach’s contemporary, the theorist Johann Mattheson (1681–1764), wrote on the affective properties of various keys in 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. 231ff. 

Regarding minor versus major, he writes, “Diejenigen / die da meinen / es stecke das gantze Geheimniß in der Teria minore oder majore, und darthun wollen / daß alle molle Tohne / in genere davon zu reden / nothwendig traurig sind / hergegen aber / daß alle dure Tohne gemeiniglich eine lustige Eigenschafft hegen / haben zwar nicht in allen gar zu grosses Unrecht / sie sind aber in der Untersuchung noch nicht weit gekommen.” (P. 232.]

[Those who think that the whole secret lies in minor thirds or major thirds, and want to show that all minor tones, to speak of it in general, are necessarily sad, but on the other hand, that all major tones generally have a merry characteristic, are not so very wrong in general, but they have not yet come far in the investigation.]
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14 measures is a paraphrase of Romans Chapter 7 (actually quoting from verse 24 in m. 8). The number 14 may signify also the Alpha and the Omega (das A und
das O = Christ). Diminished chords on all 12 pitches except F. In BWV 105/2, 48/2, and 78/3, Bach appears to use chromatic pitch saturation to represent complete
depravity of human nature, alluding to Romans 7 (see also the chorale prelude "Durch Adams Fall"). In BWV 12/3 pitch saturation seems to indicate utter misery in
tribulation. 
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directly and ends in an
arioso.
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●Confession of sinful nature: it makes me transgress (78/3). The text changes to the first person singular,
emphasizing the individualized nature of response to Christ (in the Gospel lesson, only one healed leper returned to give thanks).
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Rare opening dynamic 
marking of "p" is original. 
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Chromatic saturation
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the first 7 mm., and
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"straying far and wide."
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The text alludes to
a range of biblical
passages and 
themes (see note).
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Psalm 51:5. Behold, I was brought forth in iniquity, and in sin did my mother conceive me.
*Galatians 5:17. The desires of the flesh are against the Spirit, and the desires of the Spirit are against the flesh; for these are opposed to each other, to prevent you from doing what you would.
Isaiah 53:6. All we like sheep have gone astray; we have turned every one to his own way… (Also Genesis 6:5.)
Matthew 7:13–14 [Jesus]: Enter by the narrow gate; for the gate is wide and the way is easy,[a] that leads to destruction, and those who enter by it are many. For the gate is narrow and the way is hard, that leads to life, and those who find it are few.
Jeremiah 30:12–13. Thus says the Lord: Your hurt is incurable, and your wound is grievous. There is none to uphold your cause, no medicine for your wound, no healing for you.
*Luke 17:12–13. …[Jesus] was met by ten lepers, who stood at a distance and lifted up their voices and said, “Jesus, Master, have mercy on us.”
Lev. 13:9–10, 45–46. When a man is afflicted with leprosy, he shall be brought to the priest; and the priest shall make an examination…The leper who has the disease shall wear torn clothes and let the hair of his head hang loose, and he shall cover his upper lip and cry. “Unclean, unclean.” He shall remain unclean as long as he has the disease; he is unclean; he shall dwell alone in a habitation outside the camp.
Genesis 6:5. The Lord saw that the wickedness of man was great in the earth, and that every imagination of the thoughts of his heart (Luther 1545: Dichten und Trachten) was only evil continually.
Psalm 34:14. Depart from evil, and do good; seek peace, and pursue it. (Also Isaiah 1:16–17, Amos 5:14–15.)
Colossians 3:2. Set your minds (Luther 1545: trachtet) on things that are above, not on things that are on earth.
Romans 7:15, 18–20, 24–25. I do not understand my own actions. For I do not do what I want, but I do the very thing I hate…For I know that nothing good dwells within me, that is, in my flesh. I can will what is right, but I cannot do it. For I do not do the good I want, but the evil I do not want is what I do. Now if I do what I do not want, it is no longer I that do it, but sin which dwells within me…Wretched man that I am! Who will deliver me from this body of death? Thanks be to God through Jesus Christ our Lord!…
Matthew 26:41. …The spirit indeed is willing, but the flesh is weak. (Also Mark 14:38.) 
Psalm 19:12. Who can discern his errors? (Luther 1545: Wer kann merken, wie oft er fehlet? [= Who can perceive how often he fails?]).
Psalm 32:5. I acknowledged my sin to thee, and I did not hide my iniquity (Luther 1545: Darum bekenne ich dir meine Sünde und verhehle meine Missetat nicht).
Psalm 32:5. [O Lord,] I acknowledged my sin to thee, and I did not hide my iniquity (Luther 1545: verhehle meine Missetat nicht); I said, “I will confess my transgressions to the Lord”; then thou didst forgive the guilt of my sin.
Psalm 38:4. For my iniquities have gone over my head; they weigh like a burden too heavy for me.
Matthew 11:28–30 [Jesus]: Come to me, all who…are heavy laden, and I will give you rest. Take my yoke upon you, and learn from me; for I am gentle and lowly in heart, and you will find rest for your souls. For my yoke is easy, and my burden is light.
Psalm 32:1–2. Blessed is he whose transgression is forgiven, whose sin is covered. Blessed is the man to whom the Lord imputes no iniquity (Luther 1545: Missetat nicht zurechnet)… (Also Romans 4:7–8.)
Micah 7:18–19. Who is a God like thee, pardoning iniquity and passing over transgression for the remnant of his inheritance? He does not retain his anger for ever because he delights in steadfast love. He will again have compassion upon us, he will tread our iniquities under foot. Thou wilt cast all our sins into the depths of the sea. (Also Psalm 103:12, Romans 4:7–8.)
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Melvin
Typewritten Text
Related to ideas of Epistle: Flesh vs. Spirit.
See also Romans 7:18, 24.
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Since the tonality of C in Bach often refers to Christ, perhaps the cadence on C here and at the end is an allusion to the question and answer at the 
end of Romans 7 ("Wretched man that I am! Who will deliver me...? Thanks be to God through Jesus Christ." See also text in m. 8 here.
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Text painting in voice: Tortured, chromatic line for God's justified anger.
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Complete shift of mood. This is the keystone movement of the arch, the “turning point” in the cantata. Victory is now assured, and Bach underscores the fact with energetic vocal flourishes on the word “Streite”—a conspicuous instance of word-painting
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Flute obbligato. Many of the cantatas in the last months of 1724 have expressive flute obbligatos that are technically demanding.
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(Based on Chorale Vv. 6–7) ●Christ’s blood cancels guilt and makes us victorious (78/4).
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115, 26. See Wolff,
"Bach's Universe," 140.
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Text painting: Throbbing eighths may represent the fear of the petitioner (see Martin Petzoldt, Bach-Kommentar 1:412. . Helmuth Rilling sees a sinner "desperately pounding his breast" (See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 133.
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Compare these lines from the first stanza of the chorale “Mitten wir im Leben sind”: Uns reuet unsre 
Missetat, die dich, Herr, erzürnet hat (We repent of our misdeeds, which have angered you, Lord).
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Text painting: The singer's new courage is depicted with accents
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Helmuth Rilling notes, "Hell is fighting and this means that the Dragon is there. As in Bach's cantatas for the Feast of St. Michael, we literally see the Dragon on the page, curling and winding up and down. But "there stands Jesus," So stehet Jesus mir zur Seite, with a long staying note and 'helps me to be boldhearted and victorious,' Daß ich behert und sieghaft sei. Underneath the Dragon is still roaring, but Bach destroys him with continued counter rhythms. Four times, repeating beherzt, the tenor runs against him and remains victorious."  See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 135. 

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
NBA: Heer

Microsoft Account
Line

Microsoft Account
Typewritten Text
host



J.S. Bach - Church Cantatas  BWV 78

29

Melvin
Typewritten Text
Wordpainting: Stehet = to stand 

Melvin
Typewritten Text
Reminiscent of Vox Christe; halo of strings as in St. Matthew Passion

Melvin
Typewritten Text
E-flat to F minor

Melvin
Typewritten Text
Low notes for "Grab"

Melvin
Typewritten Text
78/5.

Melvin
Typewritten Text
51.

Melvin
Typewritten Text
55.

Melvin
Typewritten Text
58.

Melvin
Typewritten Text
(Based on Chorale Vss. 8–10) ●Christ’s passion led to blessing; I offer my heart (78/5).
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(Based on Chorale Vs. 11) ●Christ calms our accusing conscience and gives hope (78/6). Both oboe and voice require some virtuosity. The form is almost like a
concerto for oboe and vocal bass with tutti interjections by strings, as already in the ritornello (see Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005, p. 527.
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For Alfred Dürr's comments,
see note. 
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Alfred Dürr writes, “The last aria, no. 6, again opens up a new prospect. It is designed almost like a miniature concerto for solo oboe and bass voice with tutti interjections from the strings. The movement is, in fact, built out of a constant alternation between a tutti opening phrase a, a solo continuation b on the oboe, and, as point of departure or arrival, a tutti cadence c. The eight-bar opening ritornello is assembled thus (surprisingly, the irregular lengths of the individual phrases add up to an apparently regular eight bars for the introduction altogether):

"This structure is maintained throughout the entire A section (amounting to thirty-two bars), being varied only by the solo bass’s replacing the tutti a by vocal insertion in the solo passages, and by dominant transposition. The B section, inclined to the subdominant, is rather more freely structured, although the basic theme remains recognizable, and its close is even designed as a pseudo da capo: the voice part is built into an almost unvaried, complete reprise of the ritornello before an instrumental ritornello statement brings the movement to a close. A plain four-part chorale at the end of the work leads us back again to the original hymn text and its associated melody.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 527–528.
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Helmut Rilling notes, "This solo/tutti contrast remains throughout the entire movement. It seems to be text-related. A promise is contained in every one of the three textual parts". See The Oregon Bach Festival Master Class Lectures, vol. 2 (Dayton, Ohio: Roger Dean Publishing, 2001), p. 141. 
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range of
biblical
passages
and themes
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1 John 3:19–21. By this we shall know that we are of the truth, and reassure our hearts before him whenever our hearts condemn us; for God is greater than our hearts, and he knows everything. Beloved, if our hearts do not condemn us, we have confidence before God.
1 John 1:9. If we confess our sins, he is faithful and just, and will forgive our sins and cleanse us from all unrighteousness.
1 Thessalonians 5:24. He who calls you is faithful, and he will do it. (Also 2 Thessalonians 3:3.)
Isaiah 65:24 [God]: Before they call I will answer, while they are yet speaking I will hear.
Romans 8:1. There is therefore now no condemnation for those who are in Christ Jesus.
Romans 8:33–34, 38–39. Who shall bring any charge against God’s elect? It is God who justifies; who is to condemn? Is it Christ Jesus, who died, yes, who was raised from the dead, who is at the right hand of God, who indeed intercedes for us?…For I am sure that neither death, nor life, nor angels, nor principalities, nor things present, nor things to come, nor powers, nor height, nor depth, nor anything else in all creation, will be able to separate us from the love of God in Christ Jesus our Lord.
John 10:27–29 [Jesus]: My sheep hear my voice, and I know them, and they follow me; and I give them eternal life, and they shall never perish, and no one shall snatch them out of my hand. My Father, who has given them to me, is greater than all, and no one is able to snatch them out of the Father’s hand.
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Vocal bass & continuo in unison (see also mm. 25–26). Martin Petzoldt suggests that these syllables (with accompanying 
tutti cadence) may be the basic musical impulse for the movement. See "Bach-Kommentar," vol. 1, p. 414.
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Vocal bass & continuo
in unison.
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Oboe (previous solo material).
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Ritornello. The "premature" entry is perhaps an allusion to Isaiah 65:24 [God]: Before they call I will answer, while they are yet speaking I will hear.
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Text painting: Sustained note for "eternity."

Microsoft Account
Highlight

Microsoft Account
Highlight



J.S. Bach - Church Cantatas  BWV 78

36

Melvin
Typewritten Text
45.

Melvin
Typewritten Text
47.

Melvin
Typewritten Text
49.

Melvin
Typewritten Text
52.

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
C minor

Microsoft Account
Polygonal Line

Microsoft Account
Highlight



J.S. Bach - Church Cantatas  BWV 78

37

Melvin
Typewritten Text
78/7.

Melvin
Typewritten Text
Chorale (Vs. 12) ●Prayer of faith in face of sin & death (78/7). 
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This is the final stanza of 12 in the 1641 chorale by Johann Rist (1607–1667).
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Martin Petzoldt suggests that the hymn represents a catechismal response to ideas in the previous movements, e.g., to the B part of the previous aria: "When Christians believe in thee...." See Bach-Kommentar 1:414.
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