J.S. Bach - Church Cantatas BWYV 183 Form: Recit (B) - Aria (T) - Recit (A) - Aria (S) - Chorale.

Introduction & updates at melvinunger.com.

NBA I/12; BC A79
Exaudi: 1. S. after Ascension (BWV 44, 183)

*1 Peter 4:71-11 (Exhortation to serve one another with the gift each has received)

*John 15:26-16:4 (Farewell address of Jesus: Holy Spirit promised,

persecution foretold)

J.S. Bach

Martin Petzoldt outlines the cantata's symmetrical structure
(Bach-Kommentar 2:952)

3. A recit. Consolation through the assistance of the Spirit
4. S aria. Representation by the Spirit

2. T aria. Trust in Jesus’ protection

5. Chorale. Promise of help after the request in the Spirit
1. B recit. Christ’s prediction of the suffering of His own

Librettist: Christiane Mariane von Ziegler (Text modified
somewhat by someone: J. S. Bach?). See notes.
FP: 13 May 1725 (Leipzig: St. Thomas)

Cantata NO. 1 83 For comments by Alfred Diirr, see note.
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Form (rhyme: ABABCDCD)

Ritornello (mm. 1-5) Em

A. Line 1 (Devise) (5-6) Em
Rit (6-10) Em
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Alfred Durr notes that the violoncello's motoric obbligato gives the aria a "severe,

almost inexorable chajer" (see
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This type of aria is called a “Devisenarie” (a term coined by Hugo Riemann) or “motto aria.” After the ritornello, the singer presents the first phrase of the aria as a
kind of motto. This is followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement.
In this lengthy da capo aria the first two lines constitute the entire A Section.
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NBA I/12; BC A79
Exaudi: 1. S. after Ascension (BWV 44, 183)
*1 Peter 4:71–11 (Exhortation to serve one another with the gift each has received)
*John 15:26–16:4 (Farewell address of Jesus: Holy Spirit promised, 
persecution foretold)
Librettist: Christiane Mariane von Ziegler (Text modified 
somewhat by someone: J. S. Bach?). See notes.
FP: 13 May 1725 (Leipzig: St. Thomas)


mpeau
Typewritten Text
Form: Recit (B) - Aria (T) - Recit (A) - Aria (S) - Chorale.
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Ziegler, Christiana Mariana von Ziegler (1695–1760). 
The libretto is one of 9 that Bach used at the end of his chorale cantata cycle: BWV 103, 108, 87, 128, 183, 74, 68, 175 and 176). Von Ziegler published the librettos that Bach used in Versuch in gebundener Schreib=Art (Leipzig, 1728). Bach chose these texts for ending his second liturgical cycle of cantatas in Leipzig (1724–25). Unlike the other works in the so-called “chorale cantata cycle,” however, the nine cantatas are not each unified with an underlying hymn. Instead the heterogenous origins of Von Ziegler’s texts (which include scripture, newly created poetry, and hymn stanzas) allowed Bach to depart from more normal patterns. Interestingly, Bach’s librettos differ significantly from the versions published by Von Ziegler in her collection of 1728, Versuch in gebundener Schreib-Art, leading scholars to suggest that someone (perhaps Bach himself) adjusted the texts. Since the published version of these texts came several years later, however, it is possible that Bach’s cantatas render the librettos in their original form, and that Von Ziegler herself later revised them. 

Martin Petzoldt argues that Von Ziegler’s 1728 texts, while biblical, carry a modernizing piousness that makes them less sound theologically than the revisions (whether the revisions were done by Bach or someone else), even while acknowledging that the revisions are poetically inferior to Von Ziegler’s 1728 versions. See Bach-Kommentar 2:858. 

Dates and Liturgical Designations of the Cantatas with Von Ziegler Librettos 

BWV 103, Ihr werdet weinen und heulen (Jubilate, 22 April 1725)

BWV 108, Es ist euch gut, daß ich hingehe (Cantate, 29 April 1725)

BWV 87, Bisher habt ihr nichts gebeten in meinem Namen (Rogate, 6 May 1725

BWV 128, Auf Christi Himmelfahrt allein (Ascension Day (10 May 1725)

BWV 183, Sie werden euch in den Bann tun, II (Exaudi, 13 May 1725)

BWV 74, Wer mich liebet, der wird mein Wort halten, II (Whitsunday, 20 May 1725)

BWV 68, Also hat Gott die Welt geliebt (2nd Day of Pentecost, 21 May 1725)

BWV 175, Er rufet seinen Schafen mit Namen (3rd day of Pentecost, 22 May 1725)

BWV 176, Es ist ein trotzig und verzagt Ding (Trinity Sunday, 27 May 1725)

See Christoph Wolff, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 277–278.

The cantatas of the Von Ziegler group show considerable variety in compositional approach. Some make almost no use of the chorus (BWV 87, 183, 175). Some begin with an aria or recitative (BWV 108, 87, 183/1, 175/1). Three works have movements that were adapted from earlier works (BWV 74, 68, 175). Several include fugues: BWV 103/1, 108/4, 68/5, and 176/1. The first of these examples is a profoundly symbolic setting in which three fugal blocks present antithetical ideas (‘Ihr werdet weinen...aber die Welt wird sich freuen’), which are first contrasted, then combined. Striking instrumentation includes the use of the piccolo recorder (BWV 103/1), an unexpected introduction of the trumpet (103/5), writing for two horns (128/1), writing for 4 oboes (2 oboes d’amore and 2 oboes da caccia: 183/1 and 183/3), the use of the violoncello piccolo (183/2, 68/2, and 175/4), festive instrumentation involving three trumpets, timpani, and three oboes (74/1), the use of 3 recorders (175/1 and 175/7), and writing for two (rather than three) trumpets (175/6).

Christoph Wolff notes that “two of [the cantatas], BWV 128 and 68, open with a chorale chorus. Whether this happened by coincidence or by Bach's request, Ziegler did not pursue the chorale cantata concept.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 495n70. See also Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), p. 147. 


Martin Petzoldt notes the disposition of the movements:
103 (Jubilate): Dictum - Recit - Aria - Recit - Aria - Chorale
108 (Cantate): Dictum - Aria - Recit - Dictum - Aria - Chorale
87 (Rogate): Dictum - Recit - Aria - [Recit] - Dictum - Aria - Chorale
128 (Ascension): Chorale - Recit - Aria/Recit - Aria - Chorale
183 (Exaudi): Dictum - Aria - Recit - Aria - Chorale 
74 (Pentecost 1): Dictum - Aria - Recit - Dictum - Aria - Dictum - Aria - Chorale
68 (Pentecost 2): Chorale - Aria - Recit - Aria - Dictum
175 (Pentecost 3): Dictum - Aria - Recit - Aria - Dictum/Recit/Arioso - Aria - Chorale
176 (Trinity): Dictum - Recit - Aria - Recit - Aria - Chorale

See Bach-Kommentar 2:901.
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	Regarding Christiane von Ziegler [1695–1760], Alfred Dürr writes, “This poet, née Christiane Mariane Romanus, was born in Leipzig in June 1695 as daughter of a court councillor who later became a Leipzig burgomaster. As early as 1711 she married Heinrich Levin von Könitz, who, however, died soon afterwards. In 1715 she married again, but her second husband, Captain Georg Friedrich von Ziegler, also died not long afterwards, as did her children from both marriages. In 1722 she surfaces once more in her parents’ house in Leipzig; and at this time she began to devote herself zealously to her love of the arts. She wrote poetry and played the clavier, lute and transverse flute. Her house became a centre for local artists, as well as those from elsewhere. When Johann Christoph Gottsched (1700–66) came to Leipzig in 1724, her literary interests grew keener; she published her poems in 1728 and 1729, and a collection of letters followed in 1731. In 1733 she was chosen as poet laureate by the Wittenberg philosophy faculty. In 1741 she married yet again, her third husband being Wolf Balthasar Adolf von Steinwehr, former secretary of the German Society and professor at Frankfurt-on-Oder. She died there on 1 May 1760.	
	“Although the librettos of Mariane von Ziegler are deft and lively, Bach set none of them unaltered, and the changes made are not always altogether felicitous. Evidently he was intent on tightening the substance of the text, and in doing so he shows a striking tendency to lists of words without conjunctions, for example ‘Teufel, Tod’ (‘devil, death’) in place of ‘Sünd und Tod’ (‘sin and death’). Another notable feature of the alterations is a preference for words that refer to singing, or even acoustic images. Although it cannot be ruled out that the poet herself made a few changes for publication, many of Bach’s readings can be shown to be secondary (because rhyme is destroyed in them), so Bach might be regarded as responsible for most of the alterations.” See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 33.
Unger note: Christiane Mariane von Ziegler grew up in a grand Leipzig home but soon suffered much tragedy. On 16 January 1705, her father was put in jail for financial irregularities amid political miscalculations, and he remained there for the rest of his life. Christiane Mariane married at age 16 but then lost 2 husbands and two children (daughters) before age 30, whereupon she moved back into her childhood home. There she established a musical and literary salon and became an ardent champion of women’s rights. See Katherine Goodman, Amazons and Apprentices: Women and the German Parnassus in the Early Enlightenment (Rochester, New York: Camden House, 1999), Mark A. Peters, A Woman’s Voice in Baroque Music: Mariane von Ziegler and J.S. Bach (Abingdon, Oxfordshire: Routledge, 2017).
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●Vox Christi: Persecution is coming: John 16:2 (183/1).
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●Persecution & death accepted without fear (183/2). 
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Instrumentation:
Oboe d'amore I, II
Oboe da caccia I, II
Vln I, II
Vla
Violoncello piccolo (see notes)
SATB
Continuo, Organo
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Violoncello Piccolo or Viola Pomposa. The violoncello piccolo has often been equated with the viola pomposa (whose invention has often been attributed to Bach)—see, for example, Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), 414. However, Karl Hochreither argues that they were not the same, as does Ulrich Prinz (see below). The violoncello piccolo appears in first or later versions of 180/3, 115/4, 139/4? (autograph score is lost), 41/4, 6/3, 85/2, 183/2, 68/2, 175/4, and 49/4 [order✓]. All except the last two are from Cantata Cycle II. However, only 180/3, 115/4, 139/4?, and 41/4 are part of chorale cantatas; the other examples from Cycle II date from after Bach’s run of chorale cantatas (BWV 1 being the last chorale cantata, for 25 March 1725). For more about this instrument, see Dürr/Jones, Die Kantaten, 35; also the article by Ulrich Prinz in J. S. Bach. Oxford Composer Companions, ed. Malcolm Boyd, pp. 496–97.
	For recent research see Andrew Talle, “Viola pomposa und Violoncello piccolo im Schaffen von J. S. Bach,” Bach-Jahrbuch 2023, pp. 11–48. 

Frauke Heinze writes, “The “small” violoncello raises problems for musicological research. Apparently this instrument, which was newly invented during Bach’s lifetime, possibly with his participation, existed in several forms and could be played in different ways. In Bach’s works the violoncello piccolo is employed exclusively as a solo instrument, and the clefs used for its notation are more varied than for any other instrument—an indication not only of the instrument’s great range (along with four-stringed instruments there were some with five strings), but also of the experimental status which the instrument possessed in Bach’s time. Just as unclear as its precise construction is the way in which it was played—it could either be played da gamba, like a cello between the legs, or da braccio, on the arm like a violin or viola.” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 14, p. 394 (Frauke Heinze, translated by John Coombs). 
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Concerning the violoncello piccolo, viola pomposa, violio piccolo, and violetta, Karl Hochreither writes,

“Rendition of the numerous violoncello piccolo parts is an unsolved problem within the framework of present-day performance practice—less from the viewpoint of sound than playing technique. Often the parts are nearly unplayable on the violoncello because of their tessitura; their range, however, precludes simply transferring them to the viola. One will have to decide in individual cases whether ‘bending’ [knicken] some passages (a procedure Bach himself used in similar instances, as we have seen) would not be preferable to placing excessive demands on an instrumentalist. 
	The violoncello piccolo has often been equated with the viola pomposa [14] that (according to Forkel) Bach arranged to have built in 1724.[15] Gerber, too, mentions it in the older one of his lexicons.[16] However, in no Bach work is it explicitly required; the violoncello piccolo, on the other hand, is very frequently, appearing as solo instrument in nine cantatas.[17] The erroneous equating of viola pomposa and violoncello piccolo is probably owing to the fact that the two instruments had the same function and were interchangeable in practice. According to Gerber, the tuning of the viola pomposa was C G d a e'; the same tuning has been handed down for the five-stringed violoncello piccolo but also another: C G d a d'. 
	On the other hand, replacing the violino piccolo and the violetta with violin and viola, respectively, is unproblematic. As the notation unequivocally shows, Bach’s violino piccolo parts were intended for the Terzgeige; they were notated a minor third lower so the instrumentalist could play without difficulty on the smaller instrument (tuned a minor third higher).[18] 
	Concerning the violetta we read in Walther: ‘ . . . is a violin for the middle part, which can be played either on violas or small violas da gamba. . . . ’[19] While there is a big solo for the violino piccolo in BWV 140 Wachet auf, ruft uns die Stimme (no. 3)[20] and Bach used the violino piccolo as a substitute for the flauto piccolo in BWV 96,[21] the violetta is used as solo substitute only once—in BWV 16 Herr Gott, dich loben wir (no. 5).[22]”

Hochreither notes to above: 
“14. See Heinrich Husmann, ‘Die Viola pomposa’ in Bach-Jahrbuch 33 (1936): 90–100.
15. See Riemann Musiklexikon, subject section, 1038; compare also Alfred Berner, article ‘Violoncello’ in Die Musik in Geschichte und Gegenwart, vol. 13, col. 1783; also Schering, Bachs Leipziger Kirchen­musik, 112–14; Dreyfus, Bach’s Continuo Group, 172–75 and Ulrich Drüner, ‘Violoncello piccolo und Viola pomposa bei Johann Sebastian Bach. Zu Fragen von Identität und Spiel­weise dieser Instru­mente’ in Bach-Jahrbuch 73 (1987): 85–112. [Translator’s note: See also Hans T. David and Arthur Mendel, eds., The New Bach Reader: A Life of Johann Sebastian Bach in Letters and Documents, rev. and enlarged by Christoph Wolff (New York: W. W. Norton, 1998), 368 (no. 364).] 
16. Gerber, Lexicon, vol. 1, col. 90. 
17. They are BWV 6, 41, 49, 68, 85, 115, 175, 180, & 183. Only the parts in BWV 49 and 180 do not exceed the lower limits of the violas. Van der Meer assigns only the solo parts of cantatas BWV 41, 68, 115, and 175 to the five-stringed violoncello piccolo; the rest, which do not go below G, he assigns to the four-stringed violoncello piccolo tuned G d a e'. See Carel van Leeuwen Boomkamp and John Henry van der Meer, The Carel van Leeuwen Boomkamp Collection of Musical Instruments. Descriptive Catalogue (Amsterdam: Knuf, 1971), 20–23; John Henry van der Meer, Germanisches Nationalmuseum Nürnberg. Wegweiser durch die Sammlung historischer Musikinstrumente, 2nd ed. (Nürnberg, 1976), 40. Compare also Eppelsheim, ‘Instrumente,’ 128–33. 
18. See Riemann Musiklexikon, subject section, 1045–46 and Prinz, ‘Studien,’ 61–67. 
19. Walther, Lexicon, 637; see also Riemann Musiklexikon, subject section, 1038–39, and esp. Prinz, ‘Studien zum Instrumentarium Johann Sebastian Bachs mit besonderer Berücksichtigung der Kantaten’ (PhD dissertation, University of Tübingen, 1974), 83–85. Prinz, moreover, regards as untenable the proposition that, in the case of divided viola parts in a five-part string setting, the lower one (notated in the tenor clef) was intended for a larger tenor viola. The choice of clef would merely have indicated to the players their function within the musical texture (Prinz, ‘Studien,’ 71–72). 
20. NBA I/27, 173–80. 
21. BWV 96, see note 11. 
22. NBA I/4, 124–29.”

Taken from Karl Hochreither, Performance Practice of the Vocal-Instrumental Works of Johann Sebastian Bach, translated by Melvin Unger (Lanham, Maryland: Scarecrow Press, 2002), pp. 85–86. 
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Chromatic saturation in the vocal part in 4 mm.
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Jesus' warning that persecution is coming is taken directly from the day's Gospel. Bach originally planned an arioso movement with fugal ritornello over a chromatic bass. See Bach Compendium, Vocal Works Part 1, A 80, p. 324; Robert Marshall, The Compositional Process of J. S. Bach (Princeton: Princeton University Press, 1972), sketch in vol.. 2, no.116. A year earlier Bach set the text as a duet followed by a chorus (BWV 44/1&2).
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Martin Petzoldt outlines the cantata's symmetrical structure (Bach-Kommentar 2:952)
3. A recit. Consolation through the assistance of the Spirit
4. S aria. Representation by the Spirit
2. T aria. Trust in Jesus’ protection
5. Chorale. Promise of help after the request in the Spirit
1. B recit. Christ’s prediction of the suffering of His own
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Ob d'am I
Ob d'am II
Ob da caccia I
Ob da caccia II
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They          will           you     into     -    excommunication place; (there is) coming,   indeed,    (a)
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time,   when, whoever you          kills,            will           think        he is-doing        God          a         service      thereby.
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For comments by Alfred Dürr, see note.

mpeau
Sticky Note
Alfred Dürr writes, “This cantata, composed for 13 May 1725, makes use of a text by the poet Christiane Mariane von Ziegler, though not without a few alterations such as may also be found in Bach’s other cantatas to Ziegler texts. Yet the extent of this intervention is here slighter than in the cantatas of the preceding weeks. As in the cantata for the same Sunday in 1724 [BWV 44], the text opens with Christ’s words from the Gospel reading, John 16:2. On this occasion, however, the thoughts that follow emphasize not so much suffering itself as the fearlessness with which the Christian can await this suffering in his reliance upon ‘Jesus’s protecting arm’ (no. 2). It is clear from nos. 3 and 4 that the poet also refers to the previous verse of the Gospel, which announces the sending of the Spirit of Truth: this Spirit will intercede for me, since I cannot pray of my own accord (cf. Romans 8:26). The cantata ends with the fifth verse of the hymn Zeuch ein zu deinen Toren by Paul Gerhardt (1653).” 

See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 344.
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Violoncello piccolo
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Alfred Dürr notes that the violoncello's motoric obbligato gives the aria a "severe, 
almost inexorable character" (see note).
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Alfred Dürr writes, “From the running semiquaver [sixteenth-note] figuration of the violoncello piccolo, the second movement acquires a decidedly severe, almost inexorable character. Presumably the contrast between the motoric character of the instrumental part and the elaborate, ornamental tenor part was consciously designed by Bach as a means of textual illustration. Only in the middle section does the violoncello piccolo join the continuo part, not just for a few notes but for several bars, causing a relaxation of the background instrumental movement. An unchanged da capo of the principal section follows."

See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 345.
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This type of aria is called a “Devisenarie” (a term coined by Hugo Riemann) or “motto aria.” After the ritornello, the singer presents the first phrase of the aria as a kind of motto. This is followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement. In this lengthy da capo aria the first two lines constitute the entire A Section.
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Ob I climbs chromatically, increasing the tension. Regarding the ascending chromatic 4th, see note.
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Ascending Chromatic Fourth/Descending Chromatic Fourth
Bach often used the descending chromatic fourth as the traditional symbol of lament (e.g., as the ground bass 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), 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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Martin Petzoldt notes the parallelizations in movements 2 to 4:
“Ich bin bereit” (no. 3:

gern” (no. 2: "l follow gladly"),
See Bach-Kommentar 2:852.
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“Ich tréste mich” (no. 3:

"l will not fear"),
"l comfort myself"),

“Ich scheue ganz” (no. 2:

"l dread absolutely"), “Ich folge
“Ich weil3, du sorgest” (no. 4: "l know thou carest").
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The cello piccolo encircles the tenor motorically, as if to represent God's steady, unseen, protecting arm as referenced in the B section despite the singer's fear.
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Martin Petzoldt notes the parallelizations in movements 2 to 4: “Ich fürchte nicht” (no. 2: "I will not fear"), “Ich scheue ganz” (no. 2: "I dread absolutely"), “Ich folge gern” (no. 2: "I follow gladly"), “Ich bin bereit” (no. 3: "I am prepared"), “Ich tröste mich” (no. 3: "I comfort myself"), “Ich weiß, du sorgest” (no. 4: "I know thou carest"). See Bach-Kommentar 2:852.
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The text alludes to Hebrews 11:24-25: By faith Moses, when he was grown up, refused to be called the son of Pharaoh’s daughter,
choosing rather to share ill-treatment (Luther 1545: Ungemach) with the people of God than to enjoy the fleeting pleasures of sin.
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J.S. Bach - Church Cantatas BWV 183

B Section. Lines 3-4.
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The text is reminiscent of Paul's statement at the end of his life: "What are you doing, weeping and breaking my heart? For I am ready not only to be imprisoned but even to die at Jerusalem for the name of the Lord Jesus.” (Acts 21:13. For additional biblical allusions, see note.)
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The dual meaning in German of the word “kreuz” allowed Bach to associate the use of musical sharps with Christ’s cross and crossbearing. See for example 99/3. In 178/6, an abundance of sharps is associated with the “cross” the righteous must often bear. In the final chorale of BWV 92, Bach raises the second note of the tune (unlike his other settings of this tune) for the reference to walking the path of death and darkness. In BWV 183/3, the anticipation of coming persecution is set with an increasing number of sharps.
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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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Acts 21:13. Paul [said], “What are you doing, weeping and breaking my heart? For I am ready not only to be imprisoned but even to die at Jerusalem for the name of the Lord Jesus.”
Luke 22:33. [Peter] said to [Jesus], “Lord, I am ready to go with you to prison and to death.” (Also Matthew 26:35, Mark 14:29.)
John 15:20–21 [Jesus]: Remember the word that I said to you, “A servant is not greater than his master.” If they persecuted me, they will persecute you…But all this they will do to you on my account, because they do not know him who sent me…
Matthew 10:17–20 [Jesus]: …They will deliver you up to councils, and flog you in their synagogues, and you will be dragged before governors and kings for my sake, to bear testimony before them and the Gentiles. When they deliver you up, do not be anxious how you are to speak or what you are to say; for what you are to say will be given to you in that hour; for it is not you who speak, but the Spirit of your Father speaking through you.
John 14:16 [Jesus]: I will pray the Father, and he will give you another Counselor (Luther 1545: Tröster), to be with you for ever.
*John 15:26 [Jesus]: When the Counselor (Luther 1545: Tröster) comes, whom I shall send to you from the Father, even the Spirit of truth, who proceeds from the Father, he will bear witness to me.
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Martin Petzoldt writes, "The regular movements are intended to make the assistance of the Holy Spirit comprehensible and, through the enharmonic turn shortly before the conclusion (m. 9), open up the possibility of a completely different, possibly unexpected situation."

See Bach-Kommentar 2:955, translated from the German original.
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Alfred Durr writes, The aria "requires not only strings but two unison oboes da caccia, which extend their obbligato part over lengthy stretches of music, accom-panied by short, often motivic interjections from the strings
This unusual scoring is all the more remarkable in that both arias in this cantata involve obbligato instruments in the middle register (tenor or alto pitch). The triple time and the motivic repetition within the opening phrase
create a relaxed, almost dance-like impression, in marked contrast to the severity of the first aria.” See The Cantatas of J. S. Bach, trans. Richard Jones (Oxford: Oxford University Press, 2005), p. 345.

183/4 Arla- The couxly minuet style in C major with light embellishments represents the vitality, enlivening comfort, and aid of the
’ Holy Spirit.
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The opening words are reminiscent of the opening words of the 4th stanza of Lutl:elr's chorale "Nun bitten wir den Heil'gen Geist," which reads "Du hdchster Troster
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Alfred Dürr writes, The aria "requires not only strings but two unison oboes da caccia, which extend their obbligato part over lengthy stretches of music, accom-panied by short, often motivic interjections from the strings. This unusual scoring is all the more remarkable in that both arias in this cantata involve obbligato instruments in the middle register (tenor or alto pitch). The triple time and the motivic repetition within the opening phrase create a relaxed, almost dance-like impression, in marked contrast to the severity of the first aria.” See The Cantatas of J. S. Bach, trans. Richard Jones (Oxford: Oxford University Press, 2005), p. 345. 
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in aller Not.” (see note for full stanza text). In its prayer for the Spirit's guidance and intercession, the text alludes to various biblical passages and/or themes (see note).
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in aller Not.” (see note for full stanza text). In its prayer for the Spirit's guidance and intercession, the text alludes to various biblical passages and/or themes (see note).
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Nun bitten wir den Heil’gen Geist

4. Du höchster Tröster in aller Not, 
hilf, daß wir nicht fürchten Schand noch Tod, 
daß in uns die Sinne nicht verzagen, 
wenn der Feind wird das Leben verklagen. Kyrieleis.

(Most loving Comforter in all our troubles, 
help us not to fear disgrace or death, 
and grant that our senses may not fail us 
when the enemy assails our lives. Kyrie eleison.)

See Vopelius and Carl Gottlob Hofmann, eds., Das Privilegirte Vollständige Und Vermehrte Leipziger Gesangbuch: Darinnen Die Auserlesensten Lieder, Wie Solche In Hiesigen Und Andern Kirchen Gebräuchlich An Der Zahl 1015.... (Leipzig,1758), p. 135.

Biblical Allusions and/or Themes
John 14:16–17 [Jesus]: I will pray the Father, and he will give you another Counselor (Luther 1545: Tröster), to be with you for ever, even the Spirit of truth…you know him, for he dwells with you, and will be in you.
John 14:26 [Jesus]: The Counselor (Luther 1545: Tröster), the Holy Spirit, whom the Father will send in my name, he will teach you all things, and bring to your remembrance all that I have said to you. (Also John 16:7, 13, 1 John 2:27.)
Isaiah 30:21. Your ears shall hear a word behind you, saying, “This is the way, walk in it,” when you turn to the right or when you turn to the left. (Also Jeremiah 42:3.)
Romans 8:26–27. The Spirit helps us in our weakness; for we do not know how to pray as we ought, but the Spirit himself intercedes for us with sighs too deep for words. And he who searches the hearts of men knows what is the mind of the Spirit, because the Spirit intercedes for the saints according to the will of God. 
Jeremiah 29:11. For I know the plans I have for you, says the Lord, plans for welfare and not for evil, to give you a future and a hope. (Also Proverbs 23:18.)
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Martin Petzoldt writes, "It is noteworthy that after the motto … Bach has the first line of the text sung three times in succession (mm. 38–49), similar but different each time, and yet always in such a way that the same Spirit can be heard and recognized again and again—an extremely impressive symbol of the dogmatic pneumatology as formulated in the Nicaeno-Constantinopolitanum and as it was immediately familiar to everyone who heard it in Bach’s time:

Et in spiritum sanctum, Dominum et vivificantem,
qui ex patre filioque procedit,
cum patre et filio
simul adoratur et conglorificatur, is at once adored and glorified.
qui locutus est per prophetas.

(And in the Holy Spirit, the Lord, the giver of life,
who proceeds from the Father and the Son,
who with the Father and the Son is adored and glorified,
who has spoken through the prophets.)

The Holy Spirit…as the third person of the Trinity is at the same time the Spirit of the Father and the Son." 
..…
"With such a message, the cantata text and Bach’s setting already build a bridge to the feast of Pentecost, which at this time was celebrated more as a feast of a Trinitarian faith in God, and therefore not so much as a feast of the Holy Spirit alone. Life in the Trinitarian faith in God can be sure of the help and support of the Holy Spirit: he shows the way [lines 1 & 2], he represents me in my weakness of prayer lines 4 & v5], he cares for my well-being [line 6]. The emphasis of certain parts of the text through musical means may support the attempted interpretation: “darauf ich wandeln soll” (“on this I shall walk”) (sustained tone m. 54–56, coloratura m. 59–69), “hilf meine Schwachheit zu vertreten, denn vor mir selber ...” (wavering movement in mm. 78–80, 82–83, 96–98, 100–102), in the last-mentioned passages also a clouding into minor, but also the musically all-encompassing movement for the tracing of my well-being [aber auch jene musikalisch umfassende Bewegung für die Nachzeichnung meines Wohls] (mm. 105–106)."

See Bach-Kommentar 2:956–957, translated from the German original.
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This is the 5th stanza of verse 5 of 12 in the 1653 Pentecost hymn “Zeuch ein zu deinen Toren” by Paul Gerhardt (1607-1676). Bach's setting is characterized by
flowing eighth notes and embellishments (often in parallel motion), in accordance with the traditional representation of the Spirit as the life-giving force. In this way, it
differs markedly from Bach's setting of the same tune in BWV 16/6 and BWV 28/6 and stands in stark contrast to the static bleakness of the opening movement.
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This is the 5th stanza of verse 5 of 12 in the 1653 Pentecost hymn “Zeuch ein zu deinen  Toren” by Paul Gerhardt (1607–1676). Bach's setting is characterized by flowing eighth notes and embellishments (often in parallel motion), in accordance with the traditional representation of the Spirit as the life-giving force. In this way, it differs markedly from Bach's setting of the same tune in BWV 16/6 and BWV 28/6 and stands in stark contrast to the static bleakness of the opening movement.
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Contemporary hymnals have “allen” (“all”). In her libretto, Von Ziegler changed this to "allein" ("alone"). Martin Petzoldt suggests that the change aligns with the Reformation solus: solus Christus, sola gratia, sola fide (Christ alone, by grace alone, through faith alone.) See Bach-Kommentar 2:957.
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