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Alfred Durr writes, “The text extracts from the Sunday Gospel only Jesus’s decision to go to Jerusalem,
where His Passion will be accomplished, a decision at first felt to be monstrous (no. 1), then as an
incentive to follow Him (no. 2), as the motive for departing from the joys of this world (no. 3), and finally
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This cantata is part of the Picander cycle 159/1. A Meditative Cantata for the
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" kill him, and on the third day he will rise.” But they understood none of these things; this saying was hid from them, and they did not grasp what was said.
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Estomihi (Quinquagesima) (BWV 23, 22, 127, 159)
Estohmihi is the last Sunday before Lent during which no
cantatas were performed.
*1 Corinthians 13:1–13 (In praise of love)
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Librettist: Picander (Christian Friedrich Henrici). See note.
FP: Probably 27 February 1729 
(Leipzig: St. Nicholas)
This cantata is part of the Picander cycle 
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Cantata Cycle IV (“Picander Cycle”)
The beginning of Bach’s fourth cantata cycle coincided with the 1728 publication of a cycle of church cantatas by Picander (Christian Friedrich Henrici), entitled Cantaten auf die Sonn- und Fest-Tage durch das gantze Jahr (Cantatas on Sundays and Feast-days throughout the whole Year). The poet’s preface, dated 24 June 1728, indicates that these librettos were to be set by Bach. Writing another homogenous cycle probably appealed to Bach, who had worked closely with Picander a year earlier with the completion of the St. Matthew Passion. It is unclear, however, whether Bach set Picander’s entire cycle—surviving cantatas include only BWV 197a (incomplete) 171, 156, 84 (composed already in 1727), 159, 190 (fragment), 145, 174, 149, 188, and 157 (which employs a Picander libretto from outside the 1728 publication). See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 284; also Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005) 40–41.
	One of the features of the Picander Cycle is the mixing of text types and genres within the same movement, resulting in hybrid forms reminiscent of Cycle II. Examples include 171/5 (bass recitative alternating with arioso), 159/1 (bass arioso and alto recitative, creating a dramatic dialogue), and 159/2 (an alto aria with soprano chorale doubled by oboe). Several cantatas in the Picander cycle continue Bach’s recent tendency in Cycle III to adapt movements from earlier instrumental works for introductory sinfonias. Among these works are BWV 188, 156, 174.
	Picander republished the complete cantata cycle in volume 3 of Ernst-Schertzhaffte und Satyrische Gedichte (1732). A second edition was issued in 1737.

The sole source for the Cantata 159 is a set of parts copied by Christian Friedrich Penzel from around 1767–1770. See the foreword to the 2017 edition in Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 13, p. 552 (Ulrich Leisinger, translated by David Kosviner).
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Alfred Dürr writes, “The text extracts from the Sunday Gospel only Jesus’s decision to go to Jerusalem,
where His Passion will be accomplished, a decision at first felt to be monstrous (no. 1), then as an
incentive to follow Him (no. 2), as the motive for departing from the joys of this world (no. 3), and finally
as an occasion for thanksgiving (nos. 4 and 5). The anticipated words from the Cross in the fourth
movement, ‘It is accomplished’ (John 19:30), in fact refer to Jesus’s words in the Sunday Gospel, ‘And
			 everything that is written by the prophets shall be accomplished’ 
			(Luke 18:31).” 
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See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 252.

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Strings

Microsoft Account
Highlight

Microsoft Account
Polygonal Line

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Behold, 

Microsoft Account
Typewritten Text
Come,              see [ponder] -     (O) my   mind,          where  goes   thy       Jesus               -  ?
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*Luke 18:31–34. Taking the twelve, [Jesus] said to them, “Behold, we are going up to Jerusalem, and everything that is written of the Son of man by the prophets will be accomplished. For he will be delivered to the Gentiles, and will be mocked and shamefully treated and spit upon; they will scourge him and kill him, and on the third day he will rise.” But they understood none of these things; this saying was hid from them, and they did not grasp what was said.

Microsoft Account
Typewritten Text
We

Microsoft Account
Typewritten Text
are-going          up,                          we       are-going         up,                          

Microsoft Account
Typewritten Text
(Believing
Disciple -
see note.)

Microsoft Account
Typewritten Text
(Jesus)

Microsoft Account
Text Box
Reversing the procedure that he used in the St. Matthew Passion, Bach sets the words of Jesus as secco recitative (with a marching continuo line that shows determination) while the believer’s questioning response is given a “halo” of strings In this way, objective determination is contrasted with subjective response.
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The long melisma, with its upward leaps seems to suggest that Jerusalem (situated on a hill) could be seen.
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The believer’s consternation at Jesus’ words is reminiscent of Peter’s protest to Jesus:
Matthew 16:21–23: From that time Jesus began to show his disciples that he must go to Jerusalem and suffer many things from the elders and chief priests and scribes, and be killed, and on the third day be raised. And Peter took him and began to rebuke him, saying, “God forbid, Lord! This shall never happen to you.” But he turned and said to Peter, “Get behind me, Satan! You are a hindrance to me; for you are not on the side of God, but of men.”
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Picander. Picander was the pseudonym for Christian Friedrich Henrici (1700–1764), a poet remembered for his exceptional skill at providing librettos for pre-existing music. 
	Alfred Dürr writes, “Christian Friedrich Henrici (1700–64) [who wrote under the pseudonym Picander] was born in Stolpen, near Dresden, studied at Wittenberg University, and lived from 1720 onwards in Leipzig, first as a private teacher, then as Post Attendant (from 1734, Chief Post Commissioner), and from 1740 as City Receiver of Taxes for Beverages, Wine Inspector, and Exciseman. It can be shown that in 1730 he was a member of a collegium musicum (Bach’s?); he therefore not only understood music but himself played an instrument. He began his poetic career in Leipzig as author of satirical, and at times very lascivious, occasional verse and polemical writings, which made him numerous enemies and, in particular, caused a literary feud with Gottsched, who had arrived in Leipzig in 1724. Ostensibly to counter further criticism, he turned to sacred verse, and in 1725 published his Sammlung Erbaulicher Gedancken, Bey und über die gewöhnlichen Sonn- und Festtags-Evangelien (Collection of Edifying Thoughts with and on the usual Sunday and Feast-day Gospels), a series of reflections in alexandrines, each followed by a strophic poem to a well-known chorale melody. His collaboration with Bach dates from the same year at the latest (the secular cantata BWV 249a for Weißenfels, 23 February 1725). He wrote a large number of sacred and secular texts for Bach, mostly published in his five-volume collection Ernst-Schertzhaffte und Satyrische Gedichte (Earnest, Jocular and Satirical Poems), Leipzig, 1727–51. He was responsible for the texts of the St. Matthew and St. Mark Passions, and perhaps also for those of the Christmas and Easter Oratorios. 
	“Picander is only a moderately good poet; and where he occasionally shows poetic stature, as for example in the line ‘Mond und Licht ist vor Schmerzen untergangen’ (‘Moon and light are obliterated by pain’), it is tempting to look for external models. What predestined him for collaboration with Bach was an undeniable formal facility and polish plus an apparently profound musical knowledge. This not only afforded him general insight into the demands made of a librettist, but also led him to become a parody poet par excellence. For he tackled with incredible skill this special task of adapting a newly invented text to an existing composition. Even today Bach research is not always unanimous as to which of his texts is original and which parody.
	“In 1728 Picander published the texts of a cycle of church cantatas under the title Cantaten auf die Sonn- und Fest-Tage durch das gantze Jahr (Cantatas on Sundays and Feast-days throughout the whole Year). In the preface he clearly states that these cantatas were to be performed by Bach: ‘I have undertaken such a project all the more willingly because I flatter myself that perhaps the lack of poetic charm might be compensated by the loveliness of the incomparable Capellmeister Mr Bach’s music, and that these songs will be sung in the principal churches of devout Leipzig. [Original: Ich habe solches Vorhaben desto lieber unternommen, weil ich mir schmeicheln darf, daß vielleicht der Mangel der poetischen Anmuth durch die Lieblichkeit des unvergleichlichen Herrn Capell-Meisters, Bachs, dürfte ersetzet, und diese Lieder in den Haupt-Kirchen des andächtigen Leipzigs angestimmet werden.’ Quoted from Spitta II, 174 f. (Eng. trans., ii, 345). The only known exemplar was lost in WW II, but the texts themselves (without the preface) are reproduced in Vol. III of Picander’s collected verse.]
	“This preface is dated 24 June 1728, which corresponds with the dividing line between Bach’s cantata cycles: in accordance with the date on which he took up his post, each cycle began on the First Sunday after Trinity.
	“We have no reason to doubt that Bach set this cycle of texts. Except for a few paltry remains, however, the original scores and parts are lost; and the surviving manuscript copies transmit little more. Bach seems to have set a Picander sacred cantata text as early as 1727: BWV 84, whose text the poet included in his 1728 cycle, whereas Bach, as far as we can tell from the source material, classified the work in Cycle III (to which it belongs according to its date of origin). Assuming that the remaining identifiable works were composed in the course of the usual church-year rotation (which can be established only in the case of BWV 174), we arrive at the following order: 
1728: BWV 149, 188, 197a
1729: BWV 171, 156, 159, Anh. I 190 (lost apart from a few bars), 145, 174
(dated ‘1729’)."

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 40–41.
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Anticipating Christ's Passion: A Meditative Cantata for the Sunday Before Lent.
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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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*Luke 18:31–34. Taking the twelve, [Jesus] said to them, “Behold, we are going up to Jerusalem, and everything that is written of the Son of man by the prophets will be accomplished. For he will be delivered to the Gentiles, and will be mocked and shamefully treated and spit upon; they will scourge him and kill him, and on the third day he will rise.” But they understood none of these things; this saying was hid from them, and they did not grasp what was said.
John 11:7–8, 16, 47–53. …[Jesus] said to the disciples, “Let us go into Judea again.” The disciples said to him, “Rabbi, the Jews were but now seeking to stone you, and are you going there again?”…Thomas…said to his fellow disciples, “Let us also go, that we may die with him.”…[And after Jesus had raised Lazarus from the dead] the chief priests and the Pharisees gathered the council, and said, “What are we to do? For this man performs many signs. If we let him go on thus, every one will believe in him, and the Romans will come and destroy both our holy place and our nation.” But one of them, Caiaphas, who was high priest that year, said to them, “You know nothing at all; you do not understand that it is expedient for you that one man should die for the people, and that the whole nation should not perish.” He did not say this of his own accord, but being high priest that year he prophe­sied that Jesus should die for the nation, and not for the nation only, but to gather into one the children of God who are scattered abroad. So from that day on they took counsel how to put him to death.
2 Samuel 15:23, 30. [When King David had learned that his son Absalom had proclaimed himself king, he fled,] and all the country wept aloud as all the people passed by, and the king crossed the brook Kidron, and all the people passed on toward the wilderness…But David went up the ascent of the Mount of Olives, weeping as he went, barefoot and with his head covered; and all the people who were with him covered their heads, and they went up, weeping as they went.
John 18:1. [After Jesus had celebrated the Passover with his disciples and had told them that one of their number would betray him,] he went forth with his disciples across the Kidron valley, where there was a garden [named Gethsemane], which he and his disciples entered.
Luke 22:39–42, 44, 47–48, 54. And [Jesus] came out, and went, as was his custom, to the Mount of Olives [to the garden of Gethsemane]; and the disciples followed him. And when he came to the place he said to them, “Pray that you may not enter into temptation.”…And he withdrew from them about a stone’s throw, and knelt down and prayed, “Father, if thou art willing, remove this cup from me; nevertheless not my will, but thine, be done.”…And being in an agony [Jesus] prayed more earnestly; and his sweat became like great drops of blood falling down upon the ground…While [Jesus] was still speaking, there came a crowd, and the man called Judas, one of the twelve, was leading them. He drew near to Jesus to kiss him; but Jesus said to him, “Judas, would you betray the Son of man with a kiss?”…Then they seized him and led him away…
Matthew 27:1–2, 26–31. When morning came, all the chief priests and the elders of the people took counsel against Jesus to put him to death; and they bound him (Luther 1545: bunden ihn) and led him away and delivered him to Pilate the governor…Then [Pilate]…having scourged Jesus (Luther 1545: Jesum ließ er geißeln), delivered him to be crucified. Then the soldiers of the governor took Jesus into the praetorium, and they gathered the whole battalion before him. And they stripped him and put a scarlet robe upon him, and plaiting a crown of thorns they put it on his head, and put a reed in his right hand. And kneeling before him they mocked him, saying, “Hail, King of the Jews!” And they spat upon him, and took the reed and struck him on the head. And when they had mocked him, they stripped him of the robe, and put his own clothes on him, and led him away to crucify him. (Also Mark 15:1–20, Luke 22:63–23:25, John 18:28–19:17.)
Hebrews 2:9. …So that…he might taste death for every one.
1 Peter 2:24. He himself bore our sins in his body on the tree, that we might die to sin and live to righteousness. By his wounds you have been healed.
Hebrews 12:22. But you have come to Mount Zion and to the city of the living God, the heavenly Jerusalem… 
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perhaps alluding to Luther's Theology of the Cross (see note at no. 4).
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The pause appears to depict a dawning realization. Having stated that if Jesus were to forego traveling to Jerusalem, the disciple would himself be
spared the danger, he realizes that avoiding the cross would mean eternal perdition.
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The aria's euphonious harmonies coupled with an inexorable rhythm and a
meandering melody projects sweet resignation.
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John 11:16. Thomas…said to his fellow disciples, “Let us also go [to Jerusalem with Jesus], that we may die with him.”
Matthew 16:24–25. Jesus told his disciples, “If any man would come after me, let him deny himself and take up his cross and follow me. For whoever would save his life will lose it, and whoever loses his life for my sake will find it.” (Also Matthew 10:38, Mark 8:34–35, Luke 9:23–24.)
Luke 9:57. …A man said to [Jesus], “I will follow you wherever you go.” (Also Matthew 8:19.)

[From the Passion & Easter Accounts]
Matthew 26:31–35. Then Jesus said to [his disciples], “You will all fall away because of me this night; for it is written, ‘I will strike the shepherd, and the sheep of the flock will be scattered.’ … Peter declared to him, “Though they all fall away because of you, I will never fall away.” Jesus said to him, “Truly, I say to you, this very night, before the cock crows, you will deny me three times.” Peter said to him, “Even if I must die with you, I will not deny you.” And so said all the disciples. (Also Mark 14:29, Luke 22:33–34.)
John 18:3, 12. Judas, procuring a band of soldiers and some officers from the chief priests and the Pharisees, went [to the garden where Jesus was] with lanterns and torches and weapons…So the band of soldiers and their captain and the officers of the Jews seized Jesus and bound him.
Matthew 26:56. …Then all the disciples forsook him and fled. (Also Mark 14:50.)
John 19:17–18, 25. So they took Jesus, and he went out bearing his own cross, to the place called the place of a skull, which is called in Hebrew Golgotha. There they crucified him…But standing by the cross of Jesus were his mother, and his mother’s sister, Mary the wife of Clopas, and Mary Magdalene.
Matthew 27:46. And about the ninth hour Jesus cried with a loud voice, “Eli, Eli, lama sabachthani?” that is, “My God, my God, why hast thou forsaken me?” (Also Mark 15:34.)
Matthew 27:50, 55–56. And Jesus cried again with a loud voice and yielded up his spirit…There were also many women there, looking on from afar, who had followed Jesus from Galilee, ministering to him; among whom were Mary Magdalene, and Mary the mother of James and Joseph, and the mother of the sons of Zebedee.
John 19:38–42. After this Joseph of Arimathea, who was a disciple of Jesus, but secretly, for fear of the Jews, asked Pilate that he might take away the body of Jesus, and Pilate gave him leave. So he came and took away his body. Nicodemus also, who had at first come to him by night, came bringing a mixture of myrrh and aloes, about a hundred pounds’ weight. They took the body of Jesus, and bound it in linen cloths with the spices, as is the burial custom of the Jews. Now in the place where he was crucified there was a garden, and in the garden a new tomb where no one had ever been laid. So because of the Jewish day of Preparation, as the tomb was close at hand, they laid Jesus there.
John 20:11–17. But Mary stood weeping outside the tomb, and as she wept she stooped to look into the tomb; and she saw two angels in white, sitting where the body of Jesus had lain, one at the head and one at the feet. They said to her, “Woman, why are you weeping?” She said to them, “Because they have taken away my Lord, and I do not know where they have laid him.” Saying this, she turned round and saw Jesus standing, but she did not know that it was Jesus. Jesus said to her, “Woman, why are you weeping? Whom do you seek?” Supposing him to be the gardener, she said to him, “Sir, if you have carried him away, tell me where you have laid him, and I will take him away.” Jesus Jesus said to her “Mary.” She turned and said to him in Hebrew, “Rabboni!” (which means Teacher). Jesus said to her, “Do not hold me, for I have not yet ascended to the Father; but go to my brethren and say to them, I am ascending to my Father and your Father, to my God and your God.”
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Luke 22:60–62. While [Peter[ he was still speaking [denying that he knew Jesus], the cock crowed. And the Lord turned and looked at Peter. And Peter remembered the word of the Lord, how he had said to him, “Before the cock crows today, you will deny me three times.” And he went out and wept bitterly.
Luke 6:21 [Jesus]: …Blessed are you that weep now, for you shall laugh.
Hebrews 11:24–26. By faith Moses…[chose] rather to share ill-treatment 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.
1 John 2:15–17. Do not love the world or the things in the world. If any one loves the world, love for the Father is not in him. For all that is in the world, the lust of the flesh and the lust of the eyes and the pride of life, is not of the Father but is of the world. And the world passes away, and the lust of it; but he who does the will of God abides for ever. (Also James 4:4.)
1 Peter 4:13. Rejoice in so far as you share Christ’s sufferings, that you may also rejoice and be glad when his glory is revealed.
2 Timothy 2:11–12. The saying is sure: If we have died with him, we shall also live with him; if we endure, we shall also reign with him… (Also Romans 8:17.)
1 John 3:2. …[Then] we shall see him as he is.
1 Corinthians 13:12. Now we see in a mirror dimly, but then face to face… (Also Revelation 22:4.)
John 16:19–22. …[Jesus] said to [his disciples], “Is this what you are asking yourselves, what I meant by saying, ‘A little while, and you will not see me, and again a little while, and you will see me’? Truly, truly, I say to you, you will weep and lament, but the world will rejoice; you will be sorrowful, but your sorrow will turn into joy. When a woman is in travail she has sorrow, because her hour has come; but when she is delivered of the child, she no longer remembers the anguish, for joy that a child is born into the world. So you have sorrow now, but I will see you again and your hearts will rejoice, and no one will take your joy from you.
Revelation 7:17. [In paradise] the Lamb in the midst of the throne will be their shepherd, and he will guide them to springs of living water; and God will wipe away every tear from their eyes.
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Martin Petzoldt notes that the choice of the chorale is particularly apt in view of Peter’s vow to follow Jesus to death and by its allusion to Simeon's
embrace of the baby Jesus in the temple (Bach-Kommentar 2:632; see note for biblical passages).
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Martin Petzoldt notes that the choice of the chorale is particularly apt in view of Peter’s vow to follow Jesus to death and by its allusion to Simeon's embrace of the baby Jesus in the temple (Bach-Kommentar 2:632; see note for biblical passages).
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Martin Petzoldt notes that the final lines of the aria parallel the middle section of the funeral aria in the St. Matthew Passion (movement 65), "Mache dich, mein
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Herze, rein." Both texts see the heart as Christ's tomb (See Bach-Kommentar 2:632). Alfred Diirr notes, "If [27 February 1729 for the performance of this cantata] is
correct ... [it] would have been Bach'’s last cantata before the performance of the St Matthew Passion on Good Friday 1729; for during the intervening Lenten period
there was no figural music in Leipzig." See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 252.
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Herze, rein." Both texts see the heart as Christ's tomb (See Bach-Kommentar 2:632). Alfred Dürr notes, "If [27 February 1729 for the performance of this cantata] is correct ... [it]  would have been Bach’s last cantata before the performance of the St Matthew Passion on Good Friday 1729; for during the intervening Lenten period there was no figural music in Leipzig." See The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 252.

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
NBA: alsdenn

Microsoft Account
Typewritten Text
Low note for "Grab" ("grave").

Microsoft Account
Highlight


J.S. Bach - Church Cantatas BWV 159

10?. Low note for "Grab" ("grave").
I\ N
t.Dl T J} —+ H Pr—
52w = g T W )
(3 </ i-. -"- L4 —
mir dein Grab, ____  inmir dein Grab er_lan .
A . ‘
)7 Y e A M 2
T 1Y ol 1
7
L] 1 _J }
mf
3 ...?—x ™7
Q . - { 1 J 1 % }
R E R = =
E-flat major Ascending bass E-flat major
»
105. T
W 1Y Ee BT v : I
T | — ¢ . N H -
il »
I A ==R A
-
' - =
' e e e
& 4
A-flat major -
: (B-flat 7)  E-flat major -
e t. . _ _ _ E-flat major
' o 159/3. l{(‘th(l 1vO, eMourning for Jesus; deferring pleasure till heaven (159/3).
Chromatic satgratlon in " Sef:co 1 Tenore. c A F D E-flat
the vocal part in 7 mm. {g-- -
y .4 '.1 & T I ) ]
Picander's libretto i 2 . } 5 ? ? - 7 7 ﬁ . - v
included another e). . v
recitative before the final \Ltl Wl],l ILh mlth meln Je - su, bbr dth 1n
chorale. Its omission in . Now would | , my Jesus, thee n
this transmission of the - e e ——
cantata creates a ALy L% ]
symmetrical structure in = L ] LY =
which no, 3 forms the Secco R C ;""’Mr r~\______-—/
center. Martin Petzoldt
understands it as L T —
representative of Peter's E—h—X"—. e o
conversion (see below). —_———— —
F major -
For biblical NBA: den §
background, 3. F# . . N g-flat B
see 1 B - X X n P I
. AY .l & A " )
previous %ﬁi—;#i R £ H y T‘“}T"bf —T—tA—1 L ..j-_!)_g_- N D R J
note. 7
. . ‘-I \'IQ ( 7 '
meinemWinkel grimen; die Welt mag immerhin@as'Gift der Wollust zu sich nehmen., uh
my little-corner grieve; the world may evermore the poison of wantonness to itself take,
A l . s | L= o
Y- t 1 | LN
129 [ % 3 .l A ] Y P2 —
aee— 2 e— g
5 174 }
o TFC - p r- P — |
Sharp dissonance for "poison."”
] :
(o T 1 =T
DA T ]
a— T = = “
p— P’J & e o
F# dim.7 D7\—-———-——-’ (G major) C minor
6. B-flat
2| E G H‘ . L C#
7 B > 2 Y \ W 1 ot
b A —% I"Lb“‘i“"_‘i I T R ] ) 7 " .r—::
tf L=t y r 5 - 7l 7 ¥ /i J 1T 4 - ) i
S 4
la _ be mich an meinen Thrinen und w111 mich e _ her nicht n.ach el ner F reudc
refresh myself in my tears and  would efe-that not  for any
— :
Y 1
1 ] © The tears here can perhaps be
H > = understood also as tears of
J r © repentance, reminscent of Peter's
] t tears of remorse after denymg .
i) -5_1 — Jesus. They convert to healing
. - 411’ tears after a look from Jesus (see
= e note for biblical account).
c7 e e
C# dim.7 AT



mpeau
Typewritten Text
100.

mpeau
Typewritten Text
105.

mpeau
Typewritten Text
159/3.

mpeau
Typewritten Text
1.

mpeau
Typewritten Text
●Mourning for Jesus; deferring pleasure till heaven (159/3).

mpeau
Typewritten Text
3.

mpeau
Typewritten Text
6.

mpeau
Typewritten Text
Chromatic saturation in
the vocal part in 7 mm.

mpeau
Typewritten Text
C

mpeau
Typewritten Text
C#

mpeau
Typewritten Text
D

mpeau
Typewritten Text
E-flat

mpeau
Typewritten Text
E

mpeau
Typewritten Text
F

mpeau
Typewritten Text
F#

mpeau
Typewritten Text
G

mpeau
Typewritten Text
A-flat

mpeau
Typewritten Text
A

mpeau
Typewritten Text
B-flat

mpeau
Typewritten Text
B

Microsoft Account
Typewritten Text
Now  would     I           - ,                 my            Jesus,                for            thee                    in   

Microsoft Account
Text Box
my     little-corner    grieve;           the    world   may      evermore      the  poison   of  wantonness  to   itself      take,          I

Microsoft Account
Typewritten Text
refresh    myself   in        my               tears                  and     would     -           ere-that   not      for           any            joy

Microsoft Account
Typewritten Text
Ascending bass

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
(G major)

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Sharp dissonance for "poison."

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
A7

Microsoft Account
Typewritten Text
E-flat major

Microsoft Account
Typewritten Text
E-flat major

Microsoft Account
Typewritten Text
E-flat major

Microsoft Account
Typewritten Text
(B-flat 7)

Microsoft Account
Typewritten Text
F# dim.7

Microsoft Account
Typewritten Text
C# dim.7

Microsoft Account
Typewritten Text
A-flat major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
E-flat major

Microsoft Account
Line

Microsoft Account
Typewritten Text
Secco

Microsoft Account
Text Box
The tears here can perhaps be understood also as tears of repentance, reminscent of Peter's tears of remorse after denying Jesus. They convert to healing tears after a look from Jesus (see note for biblical account).

Microsoft Account
Sticky Note
Luke 22:60–62. While [Peter[ he was still speaking [denying that he knew Jesus], the cock crowed. And the Lord turned and looked at Peter. And Peter remembered the word of the Lord, how he had said to him, “Before the cock crows today, you will deny me three times.” And he went out and wept bitterly.
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Alfred Dürr writes, “The true high point of the cantata, introduced by a plain secco recitative (no. 3), is the second aria (no. 4). Here the concertante oboe spans the broad arches of a mellow, consoling melody over a string fabric that fills out the harmony, underpinned by a calm, pedal-like continuo part. The head-motive as antecedent phrase and its immediate inversion as consequent; the Mixolydian a1-flat and its return to a1-natural, turning harmonically towards the subdominant and then back to the tonic: all these things conjure up for the listener an image of what is well-balanced, poised and complete in itself, without any addition. The same melody at the entry of the voice forms an inimitable setting of the words ‘Es ist vollbracht’ (‘It is accomplished’).”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 252

Konrad Küster writes, “In terms of its tonal character, the aria can be described as being on the threshold between arioso and recitative; the string chords of the prelude, which support the oboe in the development of the aria theme and then also incorporate the ‘solo instrument’ for the bass opening, could also support a recitative. Bach then departs from this structure. The string texture—in addition to the wide-reaching bass singer’s lines—becomes more animated, and the first violin becomes the duo partner of the oboe. But with the end of this first vocal part, the previous distribution of tasks is restored; in order to enable a smooth transition to the second part, Bach also precedes this with the words ‘Es ist vollbracht’—which are then repeated at the end of the movement as the only component of the initial text portion, similar to the alto aria of the same text beginning in the St. John Passion.” 

See Konrad Küster, ed., Bach Handbuch (Kassel: Bärenreiter, 1999), pp. 345–346, translated from the German original.
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Theology of the Cross
Martin Luther distinguished 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). He 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. Bach’s first two cantatas upon his arrival in Leipzig, BWV 75 and 76, masterfully explicated Luther’s distinction between the theologies. See Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited,” BACH 28 (double issue, 1997): 113, 118–120. It appears that Bach’s frequent use of chiastic formal structures reflects his interest in this fundamental Lutheran distinction. 
	The cross and Christ’s crucifixion were central to orthodox preaching in Bach’s day. Probably the clearest example of Bach’s interest in the theologia crucis and its implications for the believer is the riddle canon, BWV 1077, which Bach presented to a theology student named Johann Gottlieb Fulde on October 15, 1747, i.e., shortly before compiling the Mass in B minor. The riddle is solved by inverting the voices, with the pitch C acting as the axis for the inversion. C is the tone midway between the pitch on which the given melodies begin (B) and the pitch on which the inversions must begin (D). C is also the note in the bass that signals when the new voices should enter. Bach’s cryptic inscription, Symbolum: Christus Coronabit Crucigeros (Christ will Crown the Cross-­bearers), suggests that he expected a theology student to be intimately familiar with Luther’s “Heidelberg Disputation” of 1518, where theses 19 and 20 state that the only true theologian is one “who comprehends the visible and manifest things of God seen through suffering and the cross.” Bach appears to be saying, “Any theologian worth his salt will understand that the solution to this little musical puzzle lies in turning the tunes upside down.” See also “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.  
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Bach gives the aria to the bass, presumably because it begins with Christ's last utterance on the cross, "It is finished" (John 19:30).
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*Luke 18:31–33. Taking the twelve, [Jesus] said to them, “…Everything that is written of the Son of man by the prophets will be accomplished. For he will be delivered to the Gentiles, and will be mocked and shamefully treated and spit upon; they will scourge him and kill him, and on the third day he will rise.”
John 19:28–30. After [Jesus had been nailed to the cross], knowing that all was now finished, [he] said (to fulfil the scripture), “I thirst.” A bowl full of vinegar stood there; so they put a sponge full of the vinegar on hyssop and held it to his mouth. When Jesus had received the vinegar, he said, “It is finished” (Luther 1545: Es ist vollbracht); and he bowed his head and gave up his spirit.
Hebrews 10:14. By a single offering [Christ] has perfected for all time those who are sanctified. (Also Hebrews 10:10, 12.)
Romans 3:24–25. [All who believe] are justified by [God’s] grace as a gift, through the redemption which is in Christ Jesus, whom God put forward as an expiation by his blood, to be received by faith…
Romans 5:17–18. If, because of one man’s trespass, death reigned through that one man, much more will those who receive the abundance of grace and the free gift of righteousness reign in life through the one man Jesus Christ. Then as one man’s trespass led to condemnation for all men, so one man’s act of righteousness leads to acquittal and life for all men. (Also 1 Corinthians 15:21–22.)
2 Corinthians 9:15. Thanks be to God for his inexpressible gift!
1 Peter 1:18–19. You know that you were ransomed from the futile ways inherited from your fathers, not with perishable things such as silver or gold, but with the precious blood of Christ, like that of a lamb without blemish or spot.
1 Corinthians 6:19–20. You are not your own; you were bought with a price…
Romans 12:2. I appeal to you…by the mercies God, …do not be conformed to this world but be transformed by the renewal of your mind, that you may prove what is the will of God, what is good and acceptable and perfect.
1 John 2:15. Do not love the world or the things in the world. If any one loves the world, love for the Father is not in him.
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Alfred Dürr writes, “In the second half of the aria, the style of setting changes: at the words ‘Now I will hasten…’ semiquaver motion increases and violin I joins the oboe and bass voice in an imitative texture. At the final words ‘Welt, gute Nacht!’ (‘World, good night!’) a brief quasi-da capo is initiated by the resumption of the opening motive.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 253.

Microsoft Account
Typewritten Text
Text repetitions provide emphasis.

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
D7

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
G7

Microsoft Account
Typewritten Text
C7

Microsoft Account
Typewritten Text
B-flat major

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
D minor

Microsoft Account
Typewritten Text
(G7)

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F# dim.7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F7

Microsoft Account
Typewritten Text
C major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
G# dim.7

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
F major

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
G minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
A minor

Microsoft Account
Line

Microsoft Account
Line

Microsoft Account
Text Box
The fall of original sin is depicted with a descending line.


As a transition to the B section of the aria, Bach interpolates the first line
of text, "Es ist vollbracht." Here, too, it is repeated in inversion.

Word painting: A melisma introduced with 3 repeated 8th notes (suggesting
determination) is followed by a coloratura for "eilen" ("hasten"). The line is

imitated by oboe and violin I.
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Word painting: A melisma introduced with 3 repeated 8th notes (suggesting 
determination) is followed by a coloratura for "eilen" ("hasten"). The line is 
imitated by oboe and violin I.
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As a transition to the B section of the aria, Bach interpolates the first line of text, "Es ist vollbracht." Here, too, it is repeated in inversion.
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J.S. Bach - Church Cantatas BWV 159

Quarter note leaps for the emphatic declaration, "World, good night!"
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Here Picander's libretto inserts a recitative, “Herr Jesu, dein verdienstlich Leiden" (see note). Since original materials are lost, it is uncertain whether Bach included it.



mpeau
Typewritten Text
45.

mpeau
Typewritten Text
48.

mpeau
Typewritten Text
52.

mpeau
Typewritten Text
57.

mpeau
Typewritten Text
61.

Microsoft Account
Text Box
Here Picander's libretto inserts a recitative, “Herr Jesu, dein verdienstlich Leiden" (see note). Since original materials are lost, it is uncertain whether Bach included it.
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Picander’s recitative

HErr JESU, dein verdienstlich Leiden
Ist meine Herrlichkeit
Mein Trost, mein Ruhm, mein Schmuck und Ehren=Kleid.
Daran erhalt ich mich, drauf leb ich allezeit
Drauf will ich auch dereinst verscheiden.

LORD JESUS, thy meritorious passion
Is my glory
My consolation, my glory, my adornment and garment of honor.
I will hold fast to it, I will always live by it.
Upon it I shall also depart someday. 
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This is stanza 33 of 34 in the 1633 Passion chorale “Jesu Leiden,
Pein und Tod” by Paul Stockmann (1602—1636).

1595 Choral. (Mel:,,Jesu Leiden, Pein und Tod™.)
/4 L Soprano. o~ N ~
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(See also 182/7.) ePrayer: Christ’s passion is my joy for it offers me heaven (159/5).
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This is stanza 33 of 34 in the 1633 Passion chorale “Jesu Leiden, Pein und Tod” by Paul Stockmann (1602–1636). 
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Luke 24:26. Was it not necessary that the Christ should suffer these things and enter into his glory?
Isaiah 53:3–5, 10, 12. He was despised and rejected by men; a man of sorrows, and acquainted with grief; and as one from whom men hide their faces he was despised, and we esteemed him not. Surely he has borne our griefs and carried our sorrows; yet we esteemed him stricken, smitten by God, and afflicted. But he was wounded for our transgressions, he was bruised for our iniquities; upon him was the chastisement that made us whole, and with his stripes we are healed…It was the will of the Lord to bruise him…He poured out his soul to death, and was numbered with the transgressors; yet he bore the sin of many and made intercession for the transgressors.
1 Peter 2:24. He himself bore our sins in his body on the tree, that we might die to sin and live to righteousness. By his wounds you have been healed. (Also Galatians 3:13.)
John 1:29. …Behold, the Lamb of God, who takes away the sin of the world! (Also John 1:36.)
Revelation 7:17. The Lamb…will be [the] shepherd [of his people], and he will guide them to springs of living water…
Psalm 100:3. …We are his people, and the sheep of his pasture. (Also Psalm 95:6–7.)
Song of Solomon 2:16 [Bride]: My beloved is mine and I am his, he pastures his flock among the lilies (Luther 1545: Rosen). (Also Song of Solomon 6:3.)
Romans 5:2. Through [Christ] we have obtained access to this grace in which we stand, and we rejoice in our hope of sharing the glory of God.
2 Peter 1:11. There will be richly provided for you an entrance into the eternal kingdom of our Lord and Savior Jesus Christ.
John 14:1–3 [Jesus]: Let not your hearts be troubled; believe in God, believe also in me. In my Father’s house are many rooms; if it were not so, would I have told you that I go to prepare a place for you? And when I go and prepare a place for you, I will come again and will take you to myself, that where I am you may be also. (Also John 12:26.)
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