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NBA I/12; BC A76
Ascension (BWV 37, 128, 43, 11) 
*Acts 1:1–11 (Holy Spirit promised, Christ’s ascension)
*Mark 16:14–20 (Great commission, Christ’s ascension)
Librettist: Christiane Mariane von Ziegler (Text modified 
by someone: J. S. Bach?). See notes for more. 
FP: 10 May 1725 (St. Nicholas the morning and
St. Thomas at afternoon Vespers)
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 (Chorale) ●Ascension of Christ: The basis for my own ascension (128/1). 
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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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Form: Chorus/Fantasia - Recit (T) - Aria/Recit (B) - Duet (A/T) - Chorale.
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Instrumentation:
Corno I in G, also Tromba in D
Corno II in G
Oboe I, II, also Oboe d'amore I, II (see note)
Oboe da caccia
Vln I, II
Vla
SATB
Continuo, Organo
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G major (for significance, see note).
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Alfred Dürr notes, “Bach later removed most of the cantatas for the period from Easter to Whit from the chorale-cantata cycle and incorporated them in Cycle III. Only Cantatas 128 and 68, both of which at least open with a large-scale chorale chorus, kept their place in Cycle II." See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 35–36. Two different chorales are quoted in the cantata. See note for more.
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Martin Petzoldt discusses the theological
implications of the revisions to von 
Ziegler's libretto (see notes).
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Martin Petzoldt writes, “The text is by Christiane Mariane v. Ziegler (1695–1760), first published in print in 1728 under the title “Versuch in Gebundener Schreib=Art,” set to music by Bach after significant revision by an unknown author. On the one hand, this revision relates to rebiblicized changes, which is particularly strikingly in the text of movement 3 and the middle section of movement 4. On the other hand, the editor almost always changes statements about God from the 2nd to the 3rd person (except for the beginning of movement 2 and the final chorale); this relates also to theological corrections, here with respect to the doctrine of the Trinity. Suppositions that go the farthest see Bach himself in the role of text reviser. Ms. v. Ziegler uses verse 1 of the hymn of the same name by Josua Wegelin (1604–1640) as the opening movement in the 1661 arrangement by Ernst Sonnemann (1630–1670), which thematizes the story of the Ascension in its application to the exaltation of believers. Bach’s musical structure goes against Ziegler’s arrangement in that her recitative no. 4 is understood and performed as a recitative integrated into the aria. Thus movement 3 (including this recitative) becomes the zenith of the cantata. It is not the poet’s intended structural rhythm of a twofold sequence of recitative and aria within the outer frame of the two chorale verses that [now] remains the defining element of the poem, the main thing accomplished: After Jesus’ departure, nothing in the world holds the believer, for ‘here in the world is nothing but misery, anguish and torment,’ (movements 2 and 3/1); it is not mystical following or an affect of pious insight, but Christ’s omnipotence that must lead to the fatal determination, ‘my mouth falls silent and is silent’ (movements 3/2 and 4: line 35). This also changes the theological style: with the proclamation of Jesus’ sitting at the right hand of God, attacks pale and the believer’s certain hope of a place with him grows; but the believer forbids his mouth to try to explain this: he can then confess that his mouth is silenced from attempts to explain the omnipotence of Christ, while his eyes, like Stephen’s once, are already allowed to see Christ in glory at the right hand of God in faith. The newly structured text results in the incorporation of the doctrine of the Trinity as a horizon for the interpretation of Christ’s ascension: The first part of movement 3 (aria) speaks of Jesus sitting at the right hand of God the Creator; the second part, [‘Wer sucht…Hütte bauen’], both aria part [‘Wer sucht…kommen’] and recitative [‘Wo mein…Hütte bauen’]—and in this doubling there is possibly even a reference to the two natures of God the Son—explicitly names the Redeemer [‘Wo mein Erlöser lebt’] in an added line; the third part [‘Wohin…zu ergründen’] offers a negative pneumatology, in which the unfathomability of God’s presence and omnipotence is held up against man’s desires and will to investigate.” 

See Bach Kommentar 1:900. For the Petzoldt’s original German version, see next note. 

Microsoft Account
Sticky Note
Martin Petzoldt writes, 
“Der Text stammt von Christiane Mariane v. Ziegler (1695–1760), 1728 erstmalig unter dem Titel »Versuch in Gebundener Schreib=Art« im Druck veröffentlicht, von Bach vertont nach deutlicher Überarbeitung durch einen unbekannten Autor. Diese Überarbeitung bezieht sich einerseits auf rebiblizierende Änderungen, was sich besonders eindrucksvoll am Text des Satzes 3 (22.24–25) und des Mittelteils des Satzes 4 zeigt (36–38). Andererseits setzt der Bearbeiter Aussagen von Gott fast durchweg von der 2. in die 3. Person (außer Anfang von Satz 2 und Schlußchoral); damit im Zusammenhang stehen auch theologische Korrekturen, hier zur Trinitätslehre. Die am weitesten gehenden Vermutungen sehen Bach selbst in der Funktion des Textkorrektors. Frau v. Ziegler verwendet als Eingangssatz die Strophe 1 des gleichnamigen Liedes von Josua Wegelin (1604–1640) in der Bearbeitung durch Ernst Sonnemann (1630–1670) von 1661, das die Himmelfahrtsgeschichte in ihrer Anwendung auf die Erhöhung der Gläubigen thematisiert. Bachs musikalische Gliederung widerspricht der Anlage v. Zieglers, indem deren Rezitativ Nr. 4 (25–29) als ein in die Arie integriertes Rezitativ verstanden und musiziert wird. Damit avanciert Satz 3 (einschließlich dieses Rezitativs) zum Zenit der Kantate. Nicht die von der Dichterin vorgesehene Satzrhythmik einer zweimaligen Folge von Rezitativ und Arie innerhalb des äußeren Rahmens der beiden Choralstrophen bleibt das bestimmende Element der Dichtung, Hauptsache gemacht: Nach Jesu Weggang hält den Glaubenden nichts in der Welt, denn »hier in der Welt ist nichts, als Jammer, Angst und Pein«, (Sätze 2 und 3/1: Zeilen 11–12); es ist nicht mystische Folge oder Affekt frommer Erkenntnis, sondern Christi Allmacht, die zu der fatalen Feststellung führen muß, »mein Mund verstummt und schweigt« (Sätze 3/2 und 4: Zeile 35). Damit verändert sich auch der theologische Duktus: Mit der Verkündigung des Sitzens Jesu zur Rechten Gottes verblassen die Anfechtungen, wächst des Gläubigen gewisse Hoffnung auf einen Platz bei ihm; das kann aber Diese zu ergründen, verbietet der Gläubige seinem Mund: Darauf kann er bekennen, daß sein Mund zur Ergründung der Allmacht Christi schweigt, während seine Augen, wie einst Stephanus, Christus in der Herrlichkeit zur Rechten Gottes im Glauben schon sehen dürfen (25.36–38.45–47). Aus dem neu strukturierten Text ergibt sich die Einarbeitung der Trinitätslehre als Interpretationshorizont der Himmelfahrt Christi: Der erste Teil des Satzes 3 (Arie) (18–20) spricht davon, daß Jesus zur Rechten Gottes des Schöpfers sitzt; der zweite Teil (21–26), sowohl Arienteil (21–23) als auch Rezitativ (24–26) und in dieser Doppelung womöglich sogar Hinweis auf die zwei Naturen Gottes des Sohnes, nennt in einer ergänzten Zeile ausdrücklich den Erlöser (24); der dritte Teil(27–31) bietet eine negative Pneumatologie, indem hier die Unergründbarkeit der Gegenwart und der Allmacht Gottes dem Wünschen und Forschungswillen des Menschen entgegen gehalten wird.” 

See Bach Kommentar 2:900.
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Alfred Dürr writes, "The author drew the theme of her libretto from the introductory chorale, the first verse of the hymn by Ernst Sonnemann (1661; after Josua Wegelin, 1636): now that Christ has ascended into heaven, nothing has the power to keep me in the world, for I have God’s promise that I shall one day see Him ‘face to face’ (no. 2; cf. 1 Corinthians 13:12). Joy over Jesus’s seat at the right hand of God is followed by the ‘vain wish’ that ‘if only I could build myself a tabernacle in advance!’, an allusion to the account of Christ’s transfiguration (Matthew 17:4). Yet Jesus’s almighty power does not inhabit a particular place but is found everywhere and cannot be fathomed (no. 3). I am resigned to that, and yet I see ‘through the stars, already from afar, that He appears at God’s right hand’ (no. 4; cf. Acts 7:55). So too will Jesus one day place me at His right hand (cf. Matt. 25:33) and ‘pass a merciful sentence’ on me. With this text—the fourth verse of the hymn “O Jesu, meine Lust by Matthäus Avenarius” (1673)—the cantata ends.
…
For his setting Bach made a number of alterations to the text. The most significant is that the aria ‘Auf, auf, mit hellem Schall’ and the following recitative are combined to form a single movement (no. 3) by the interpolation of the connecting line ‘Wo mein Erlöser lebt’ (‘Where my Redeemer lives’). Bach also linked the substance of this complex with that of the following aria, no. 4, by adding to the third movement the last two lines of recitative, ‘So schweig, verwegner Mund,/Und suche nicht dieselbe zu ergründen!’ (‘So be dumb, audacious mouth,/And do not seek to fathom this!’). It is, of course, conceivable that these lines were already present in Ziegler’s manuscript and were simply omitted from her edition of 1728. But since all three additional lines lack rhyme (which, though permitted, is not the rule in madrigalian verse) it is more likely that they were added by Bach. By linking and relating the middle movements in this way, Bach achieves an exceptionally tight overall form, in which the salient structure of the opening chorus, modeled on the chorale cantatas, dominates all the more powerfully
	This opening movement, like many others, is made up of a concertante orchestral texture with chorale passages inserted, in which the hymn—to the melody Allein Gott in der Höh sei Ehr—is delivered by the soprano in long note values, line by line, supported by an imitative texture in the lower parts. On this occasion, however, the thematic material of the instrumental parts is derived more obviously than usual from the chorale melody."

See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), 329–330.
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Ritornello: Concertante texture with fanfare-like 
theme derived from chorale.
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Fugue subject contains the entire first chorale line.
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An Ascension Day cantata
that celebrates Christ's ascension and glorification, while exploring the significance of Christ's ascension for the believer.
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Julia Ronge writes, “There are no scoring indications in the autograph score, and the original parts do not explicitly demand an oboe d’amore. The ranges of the 2nd oboe part in the 1st movement, and of the obbligato oboe in the 4th movement, however, seem to favor the use of an oboe d’amore. The fact that the oboe range in the first movement descends below c1 (in Bach’s time the lowest note of the oboe) can be explained by the fact that the autograph score does not contain separate systems for the oboes; these are indicated ‘colla parte’ with the strings. A modern oboe can play the b which occurs in mm. 25, 29, 34, 45, 53, and 54 of the 1st movement, but in m. 82 of the 4th movement, even the modern oboe reaches its limits: the ascending scale begins on a. Historical instruments would be overtaxed much earlier in this movement, since the part descends below c1 in mm. 14, 19, 25, 34, 61 and 74. The present [Carus Verlag] edition has therefore decided in favor [of] the instrumental indication 'oboe d’amore.' In a performance of the cantata using modern oboes, it would certainly be possible to vary the a in m. 82 (for example, with c sharp1-b-c-c sharp1 instead of a-b-c sharp1), or to leave it out.”

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 11, p. 600 (Julia Ronge, translated by David Kosviner). 
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Natural horns are in their element in major keys, fitting for Ascension.

Microsoft Account
Sticky Note
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 G major, he writes,
“G dur. (Hyppo Jonicus) der Achte Thon / hat viel insinuantes und redendes in sich; er brillirt dabey auch nicht wenig / und ist sowohl zu serieusen als munteren Dingen gar geschickt: Kirch[er] nennt ihn: ‘Amorosum & voluptuosum. Verliebt und wollüstig. Anderswo auch: Honestum & temperantiae custodem, einen ehrlichen Hüter der Mäßigkeit, welches sehr unterschiedene Aussprüche sind. Convenit hic modus jocosis & amatoriis. Corv[in]. Er ist den lustigen und verliebten Sachen zugethan.’ (Es scheinet / als wenn vor diesem lustig und verliebt Synonima gewesen / und daß der Alten Amour auff lauter Spaß hinausgelauffen; soviel aber ist bewußt / daß heutiges Tages recht verliebt zu seyn / eine gar serieuse Affaire, und man eben nicht sonderlich lustig sey / wenn man die Zärtlichkeit seiner Seelen auszudrücken suchet.)” (Pp. 243–44.)

Translation: G major (Hypoionian), the eighth mode, contains much that is affecting and communicative, in this it excels not a little, and is suited for serious as well as cheerful matters. Kircher calls it “amorosum & voluptuosum” (amorous and voluptuous). Elsewhere also: honestum & temperantiae custodem (an honorable guardian of moderation, which is expressed in many different ways. Convenit hic modus jocosis & amatoriis [This style is suitable for the playful and romantic]. Corvinus: It is associated with merry and amorous matters. (It appears that earlier “lustig” and “verliebt” were synonyms and that the ancients associated amour with pure fun; however, this much is certain: that today being truly in love is a serious affair and one is not particularly funny when trying to express the tenderness of one’s soul.)
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Underlying the movement is the first stanza of a chorale by  Josua Wegelin (1604–1640) in a 1661 arrangement by Ernst Sonnemann (1630–1670), employing the tune "Allein Gott in der Höh sei Ehr." The thematic material accompanying the voices (imitative texture in the voices, concertato texture in the instruments) is derived from the chorale's opening phrase, the rising lines symbolic of Christ's initial ascension and the believer's anticipated future ascension. The chorale lines are grouped in pairs (1–2, 3–4, 5–6, 7) with only a few instrumental measures separating the members of each pair. See Martin Petzoldt, Bach Kommentar 2:901.
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Martin Petzoldt argues that the omission of “nichts” represents an editorial change (typical for Bach’s cantatas) designed to make the text more biblical: instead of viewing the world as something to be rejected or defamed, it is seen as relativized as less valuable than heaven. See Bach Kommentar 2:904.
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The text alludes to various biblical passages and themes. See note.
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John 14:3 [Jesus]: I will come again and will take you to myself, that where I am you may be also. (Also John 12:26.)
Psalm 76:1–2. [God’s] name is great in Israel. His abode has been established in Salem, his dwelling place in Zion. (Salem: also Hebrews 7:1–2.)
Hebrews 12:22. You have come to Mount Zion and to the city of the living God, the heavenly Jerusalem…
Revelation 21:2–3. I saw the holy city, new Jerusalem, coming down out of heaven from God…and I heard a loud voice from the throne saying, “Behold, the dwelling of God is with men…”
1 John 3:2. …When [Christ] appears we shall be like him, for we shall see him as he is.
Philippians 3:20–21. Our commonwealth is in heaven, and from it we await a Savior, the Lord Jesus Christ, who will change our lowly body to be like his glorious body… (Also Matthew 17:2, Mark 9:2.)
1 Corinthians 13:12. Now we see in a mirror dimly, but then face to face… (Also Revelation 22:4.)
John 14:3 [Jesus]: I will come again and will take you to myself, that where I am you may be also. (Also John 12:26.)
Philippians 1:21–23. To me to live is Christ, and to die is gain…Which I shall choose I cannot tell. I am hard pressed between the two. My desire is to depart and be with Christ, for that is far better. (Also 2 Corinthians. 5:8.)
Colossians 3:1. If then you have been raised with Christ, seek the things that are above, where Christ is, seated at the right hand of God. (Also 2 Corinthians. 4:16–5:1.)
Psalm 76:1–2. [God’s] name is great in Israel. His abode has been established in Salem, his dwelling place in Zion. (Salem: also Hebrews 7:1–2)
Hebrews 12:22. You have come to Mount Zion and to the city of the living God, the heavenly Jerusalem…
Revelation 21:2–3. I saw the holy city, new Jerusalem, coming down out of heaven from God…and I heard a loud voice from the throne saying, “Behold, the dwelling of God is with men…”
1 John 3:2. When [Christ] appears we shall be like him, for we shall see him as he is.
Philippians 3:20–21. Our commonwealth is in heaven, and from it we await a Savior, the Lord Jesus Christ, who will change our lowly body to be like his glorious body… (Also Matthew 17:2, Mark 9:2.)
Matthew 5:8 [Jesus]: “Blessed are the pure in heart, for they shall see God.”



Microsoft Account
Highlight

Microsoft Account
Typewritten Text
The lower voices repeat the text phrase for emphasis.

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Corno I

Microsoft Account
Polygonal Line

Microsoft Account
Typewritten Text
Corno II (up 8va)



J.S. Bach - Church Cantatas  BWV 128

12

mpeau
Typewritten Text
128/3.

mpeau
Typewritten Text
1.

mpeau
Typewritten Text
4.

mpeau
Typewritten Text
●Jesus at God’s right hand; I will join him there (128/3). 

mpeau
Typewritten Text
7.

mpeau
Typewritten Text
10.

mpeau
Typewritten Text
13.

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
D major

Microsoft Account
Typewritten Text
D major

Microsoft Account
Polygonal Line

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Trp

Microsoft Account
Typewritten Text
Strings

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Text Box
Alfred Dürr writes, "The scoring of the third movement—with trumpet added to strings and continuo—signifies that Christ has now entered upon His sovereignty. An extended ritornello of radiant brilliance is then reiterated in the principal section, partly in vocal form but for the most part instrumentally with vocal insertion. A freer second section does not lead back to the expected da capo of the principal section, but changes abruptly to a recitative with string accompaniment on the words ‘Wo mein Erlöser lebt . . .’. The final reprise of the instrumental ritornello then follows, giving rise to the overall form: ritornello - vocal section A - vocal section B - recitative - ritornello." See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 331.
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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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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.
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Text painting: The firm position of Christ seated at the right hand of God is depicted with immovable notes.
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could       I         ahead-of time    for-myself    a        shelter       build!                 Whither?                 Useless          wish!          He
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Text painting: Vln I responds 
to singer with rising scale.
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Job 19:25–27. For I know that my Redeemer lives…whom I shall see on my side, and my eyes shall behold…
Psalm 42:2. …When shall I come and behold the face of God?
1 Corinthians 13:12. Now we see in a mirror dimly, but then face to face. Now I know in part; then I shall understand fully even as I have been fully understood.
Matthew 17:1–6. Jesus took with him Peter and James and John his brother, and led them up a high mountain apart. And he was transfigured before them, and his face shone like the sun, and his garments became white as light. And behold, there appeared to them Moses and Elijah, talking with him. And Peter said to Jesus, “Lord, it is well that we are here; if you wish, I will make three booths here, one for you and one for Moses and one for Elijah.” He was still speaking, when lo, a bright cloud overshadowed them, and a voice from the cloud said, “This is my beloved Son, with whom I am well pleased; listen to him.” When the disciples heard this, they fell on their faces, and were filled with awe. (Also Mark 9:2–6.)
Acts 7:48–50. The Most High does not dwell in houses made with hands; as the prophet says, “Heaven is my throne, and earth my footstool. What house will you build for me, says the Lord, or what is the place of my rest? Did not my hand make all these things?” (Also Isaiah 66:1.)
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Martin Petzoldt outlines the implications of the text revision (see note).
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Martin Petzoldt argues that revisions to von Ziegler’s lines improve the libretto theologically. To grasp his arguments the Von Ziegler’s text must be compared with the cantata libretto: 

Von Ziegler’s text for her movements 3 & 4, which are combined and revised in Bach’s libretto to form no. 3:

Auf! jubilirt mit hellen Schall, 
Verkündiget nun überall, 
Mein Jesus sitzt zur Rechten, 
Wer sucht mich anzufechten?
Wird er mir gleich weggenommen, 
Werd ich doch dahin auch kommen.

[Arise! Rejoice with bright sound, 
Proclaim now everywhere, 
My Jesus sits at the right hand, 
Who seeks to challenge me?
If he is about to be taken away from me, 
I shall come there too.]

Mein Auge wird ihn einst in gröster Klarheit schauen
O! könt ich schon allda mir eine Hütte bauen;
Jedoch vergebner Wunsch, 
Er wohnet nicht auf Berg und Thal, 
Sein Allmacht zeigt sich überall.

[My eye will one day behold him with the greatest clarity
Oh, if I could already build myself a hut there!
But my wish is futile, 
He does not dwell on hill and dale, 
His omnipotence is demonstrated everywhere.] 

Von Ziegler’s text for movement 5 (Bach’s no. 4);

Dein Allmacht zu ergründen, 
Wird sich kein Mensche finden,
Mein Mund verstumt und schweigt
Ich sehe durch die Sterne, 
Daß er sich schon von ferne
Zur Rechten seines Vaters zeigt.

[To fathom your omnipotence, 
No human being will be found,
My mouth is hushed and silent
I see through the stars 
That, from afar, he already appears 
At the right hand of his Father.]

Martin Petzoldt argues that revisions to von Ziegler’s lines correct a theological contradiction. He restates von Ziegler’s lines ‘Wird er mir gleich weggenommen, werd ich doch dahin auch kommen” (“If he is about to be taken away from me, I will come there too”) as “Obgleich er weggenommen ist, werde ich doch auch dahin kommen” (“Even though he has been taken away, I shall come there too) and argues that the revision with its added line (“Ist er von mir genommen, ich werd einst dahin kommen, wo mein Erlöser lebt” (“Though he is taken from me, I will one day come to that place, where my Redeemer lives”) preserves the central message of the cantata as stated in the opening movement: Jesus’ ascension assures believers that they too will ascend to be with him. The editor of the libretto makes “the aforementioned statement the zenith of the entire development of the text…Because Jesus is taken from me, I can also come to where he is now.” By keeping the idea of Jesus ascending to the right hand of God in the forefront, the editor changes the biblical allusions from John 20:13 and John 17:24 to Acts 1:9, Job 19:27, and Psalm 42:2. See Bach Kommentar 2:904–905.

John 20:13. [Mary Magdalene] said to them, “Because they have taken away my Lord, and I do not know where they have laid him.”
John 17:24 [Jesus]: Father, I desire that they also, whom thou hast given me, may be with me where I am, to behold my glory which thou hast given me in thy love for me before the foundation of the world.
Acts 1:9. And when [Jesus] had said this, as they were looking on, he was lifted up, and a cloud took him out of their sight.
Job 19: 25–27. For I know that my Redeemer lives…whom I shall see on my side, and my eyes shall behold…
Psalm 42:2. …When shall I come and behold the face of God?

Petzoldt argues furthermore that changes to the following movement (Bach’s no. 4, the alto/tenor duet), moves the emphasis away from a mystical, pious knowledge. He writes, “Das Verstummen und Schweigen meines Mundes vor der Allmacht des erhöhten Jesus Christus…ist nicht mystische Folge oder Affekt frommer Erkenntnis—wie es bei Frau v. Ziegler den Anschein hat—, sondern Verstummen und Schweigen meines Mundes ergibt sich aus Christi Allmacht und Allgegenwart, die er durch seine Erhöhung ausübt; sie kann nie Objekt rationaler und logischer Erkenntnis werden.” (“The falling silent and silencing of my mouth before the omnipotence of the exalted Jesus Christ [exalted to the right hand of God]…is not a mystical consequence or affect of pious knowledge—as it appears to be in Frau v. Ziegler—but the falling silent and silencing of my mouth results from Christ's omnipotence and omnipresence, which he exercises through his exaltation; it can never become the object of rational and logical knowledge.”)

See Bach Kommentar 2:904–905.
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Twice the instruments stop (mm. 57 & 59), then respond to the singer with a rising line in the first violin (at first prefiguring the singer’s line, then responding to it). The continuo, meanwhile, repeats a descending line (an expansion of the figura corta that has permeated the entire movement). Because the figura corta has had a heraldic function throughout the movement, its expanded, descending form suggests the promise of Christ’s return (compare the contour of line 7 in the opening movement)..  
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The first 2 lines of this recitative were added to Von Ziegler's libretto. The recitative as a whole was originally intended by the librettist to follow the aria.
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Abrupt stop for "suddenly seeing the Redeemer."
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dwells      not     on      hill      and    vale,    his omnipotence reveals itself everywhere. So     hush,     presumptuous  mouth  and
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This line is added to von Zieger's 1728 version. 
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Bach's score assigns the obbligato line to organ, but he apparently changed his mind (see note).
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Sticky Note
Concerning the fourth movement, Alfred Dürr writes, "The pure jubilation of this movement gives way to a duet of decidedly reticent, intimate character, whose ritornello theme, incidentally, formed the basis of Max Reger’s Bach Variations, Op. 81. Bach’s score prescribes ‘organo’ as the obbligato instrument, but in the original performing parts the obbligato is assigned not to organ but to first oboe. The part does not specify oboe d’amore but, according to the required compass, only this instrument comes into consideration. Since at no point does the part exceed the range of the oboe d’amore—an unnecessary limitation for an obbligato organ part—we may assume that during composition itself Bach altered his original plan of scoring for organ in favour of oboe d’amore, but without making a written note of it. The possibility cannot be excluded that the word ‘organo’ in the score was a subsequent addition (of Bach’s?), but the source findings give no definite information on this point."

See Alfred Dürr, The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005). p. 331.
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Alfred Dürr writes, "Despite the imitative texture of the duet parts, the structure is in essentials predominantly homophonic, since the imitation is largely subordinate to the periodic articulation of the movement. On account of its unabridged da capo form, it is very extensive." See The Cantatas of J. S. Bach, translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 331. The movement is subdued as God's unfathomable omnipotence is humbly contemplated.
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Martin Petzoldt sees Trinitarian symbolism in the 6/8 meter and the three-fold iteration of the first three lines of text. See Bach Kommentar 2:906.
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The verses just prior to the Gospel reading (Mark 16:12–13) may identify Bach's duet partners: "After this [Jesus] appeared in another form to two of them, as they were walking into the country. And they went back and told the rest [that Jesus had risen], but they did not believe them." 
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Martin Petzoldt sees Trinitarian symbolism in the 6/8 meter and the three-fold iteration of the first three lines. See Bach Kommentar 2:906.
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Martin Petzoldt notes that the self-admonition to hush (expressed at the end of the previous movement) is here depicted with sustained notes and appoggiaturas on "schweigt" ("to become silent") and with breaks in the vocal line at mm. 33–36. See Bach Kommentar 2:906.
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Lines 4–6 (2x). The second half of the movement alludes to the stoning of Stephen as recounted in Acts 7:55–56: [Stephen], full of the Holy Spirit, gazed into heaven and saw the glory of God, and Jesus standing at the right hand of God; and he said, “Behold, I see the heavens opened, and the Son of man standing at the right hand of God.” Ascending lines depict this upward gaze.
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●Christ will place me at his right hand (128/5). 
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This is the 4th stanza of 7 in the chorale by Matthäus Avenarius (1625–1692).
written before 1662, first printed in 1672. See Petzoldt, Bach Kommentar 2:900.
The tune was composed by Ahasverus Fritsch (1629–1701).
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The concept linking the chorale to the foregoing movements is "ascension 
to the right hand of God." The addition of independent horn parts lends the
movement a regal air suggesting heavenly comsumation.
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