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Mazza, Lynne Mareh/1972
Mu 761
Prof. Novack

Kalmus Study Score
B
Vol, 21 - 2i

Cantatas # 71 - 82

Cantata # T1

"Gott ist mein Konig" (page 3)
Inauguration of the Civie Couneil (1708)

There 1s no final chorale;

However, in the aria for Soprano/Tenor on pg. 12 does utilize a
chorale melody: "O Gott, du frommer Gott"; the melody appears

in the soprano throughout the aria, except it is not in the strict
cantus firmus style - it is slightly embellished.

Cantata # 72

"Alles mur nach Gottes Willen (pg.57)
o

The 3rd Sunday after Epiphany

There is a chorale closing: "Was mein Cott will geseheh'allzeit";
It is not, however, used within the cantata.

Cantata # 73
"Herr, wie du wilt, so schicks mit mir (pg. 87)
The 3rd Sunday after Epiphany

There is a final chorale: "Helft mir Gott's Gute preisen";
This chorale melody is not used within the cantata;

There is, however, another chorale melody in the opening
chorus: "Wo Gott, der Herr, nicht bei uns halt".




Mazza, Lynne
Prof. Novack

(cont,)

Cantata # Th
"Jer mich liebet der wird mein VWort halten" (pg. 107)
Whit Sunday

There is a final chorale, but it is not utilized elscwhere in
the cantata: "Kommt her zumir, spricht Gottes Sohn".

Cantata # 75

"Die Elenden sollen essen" (pg. 149)
1st Sunday after Trinity

Prima parte - pge. 149 = 17k
Seconda parte - pge. 175 - 188

Prima parte: This section ends with a chorale - "Was Gott thut,
das ist wohlgethan";
The final chorale is not the simple, chordal type -
there is an orchestral accompaniment: Oboe I, II
Vielin I, IX

(The instruments are independent Viols
of the voices) SATB
Continug
Seconda parte: No final chorale;
However, there is anotheremelodie: "Was gott thus,

das ist wohlgethan" in the opening Sinfonia;
One finds it in the Tromba(in G).

Cantata # 76

"Die Himmelerzihlen die Fhre Gottes" (pge. 191)
The 2nd Sunday after Trinity

This cantata is also divided into two parts and the same chorale
is used at the end of each part: "Es woll' uns Gott genadig sein";
The chorale is not in a simple chordal style; it is fully orches-

trated: Tromba, Violin I, II, Viola, SATB, Continuo; the orchestra




Mazza, Lynne
Prof., Novack

(cont.)

n
does not fit into the bloeck chordal style", but, rather, it produces
counterpoint with the voices.

Cantata # 77

"Du sollst Gott, deinen Herren lieben" (pg. 233)

The 13th Sunday after Trinity

There is a final chorale: "Ach Gott vom Himmel sieh darein" -

it is not used in the other sections of the cantataj

The opening chorus does have another chorale melody: "Dies sind
die heil'gen zehn Gebot"; it appears, not in a voice, but in the
part of the Tromba da tirarsi,

Cantata # 78

"Jesu, der du meine Seele" (pg. 257)
The 14th Sunday after Trinity

There is a final chorale: melody: "Jesu, der du meine Seele";
The chorale melody is used in the opening section: SOPRANO
1st phrase - pge 258 - slightly embellished
2nd phrase = pg. 259 - embellished towards the end of the phrase
1st phrase - pg. 260 - repeated as in the chorale
2nd phrase - pg. 261 - also repeated as in the chorale
3rd phrase - pge. 263 - embellisghed
Lth phrase - pg. 264
5th phrase - pge. 266
6th phrase - pg. 268
The flauto traverso doubles the soprano all the way through.

Cantata # 79

"Gott, der Herr ist Sonn' und Schild" (pg. 289)
Reformation Festival

There are two chorales:

18t - "Nun danket Alle Gott" - it is not used within the cantata;
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(cont,)

This chorale is folldwed by a recitative/aria and then there is
another chorale: melody: "Wach auf, mein Herz und singe" (sechstimmig)
Corno I, II

Timpani

SATB - flauto traverso/oboe/violino/(with voices)

Continuo

Cantata # 80

"Ein feste Burg ist unser Gott" (pg. 3)
Reformation Festival

Chorale Melody: "Ein feste Burg"
The chorale appears in the opening chorus: fugue-like entries;(frag-

ments); on page 6 the chorale officially appears:

Tromba I,IIX - 1st phrase

Ghos "% 15 2nd phrase - pg. 9-10

¥s8 phrase - pge. 1l

2nd phrase - pg. 16 (18PEASSH 8§
Tromba I

18t phrase - pg. 22
Oboe T, II 2nd phrase - pg. 24-25

3rd phrase - pge. 27

Lth phrase - pg. 29-30

5th phrase - pg. 33

It appears in longer note values than in the actual chorale - more
like a cantus firmus;

The chorale melody also appears in the Duet (S/B)

The soprano takes the melody, doubled by the oboe; the oboe and
soprano, however, embellish differently (sometimes the same)
Melismatic texture;

It repeats as in the final chorale.

The chorale melody appears again in the Chorus - pg. 45 BASS
It does not appear in the other voices.
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(cont.)

The chorale appears for the last time in the Duet - pg. 57 Alto/Tenor;
It is fragmented/embellished in both the alto and tenor,

Cantata # 81

"Jesus schlaft, was soll ich hoffen" (pg. 77)
The Lth Sunday after Epiphany

Final chorale: melody: "Jesu mein Freude"
It is not used in other sections of the cantata.

Cantata # 82

"Ich habe genug" (pg. 101)
Purification (B.V.M.)

There is no final chorale,
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Chris Ackerberg
Bach Cantatas
Spring, 1972

CANTATA I

The chorale anpears in the lst movement with successive
entrances in each of the vonice parts and in alternation with
horn and with english horn.

CANTATA II

The chorale appears in the lst movement with successive
entrances in each of the vhice parts. Each voice nart is rein-
forced by an orchestral instrument: Soprano is doubled by 1lst
Violin and 1lst Trombone, Alto is doubled with 2nd Violin, 2nd
Oboe and 2nd Trombone, Tenor is doubled with Viela and 3rd Trom-
bone and the Bass is doubled with 4“th trombone.

CANTATA III

The chorale appears in the 1st movement in an unison aof
Base and Continuo with no immitation in the other voices.

The chorale anpears in the idecitative section in diminution
in the Continuo with succesive entries of the voice narts.

CANTATA IV

The chorale appears in the Sinfonia in the lst Violin and
in each of the verses in a different viice part: Verse I in
the Soprano, Verse II in the Soprano, Verse III in the Tenor,
Verse Iv in the Alto, Verse V in the Bass and Verse VI in Sop-
rano and Tenor.

CANTATA V

The 1st movement of the cantata utilizes the chorale in
diminution with successive entries by Oboes and Vinlins, Con-
tinuo and Viela(in inversion) and Soprano.
SANTATA VI

The chorale is used nnly at the end.
CANTATA VII

The chorale is used in the 1lst movement by the Tenor in
augmentation but is not immitated in the orchestra or other

volice narts.

CANTATA VIII




The choral appears in the 1lst movment. It will begin
in the Ssprano and be immitated a few beats later in the Bass
all the way through.

CANTATA IX

The choral anpears in the 1st movement in the Saprano in
augmentation.

CANTATA X

The choral appears in the 1lst movement in the Soprano and
Alto.

CANTATA XI

In the 1lst movenent the Soprano and Alto . have a cantus fir-
mus melody but it is nnt from the final choral . The final chorale
arnpears in the last movement and a 3rd choral: anpears in the mod-
dle of the cantata.
CANTATA XII

A choral melody is found in the Trumpet and Oboe but it is
not from the final chorale.




SUMMARY ANALYSIS
OF SIGNIFICANT CHORALE MOVEMENTS
IN THE CANTATAS OF
J.S. BACH

(#12. - #24. )

Submitted by
Myrna Garvey
March 1%, 1972




CANTATAS #12. - #24.

12. Weinen, Klagen, Sorgen, Zagen. (Easter III.).

Written sometime between 1725-1727. Chorale employed in

aria mov't. six: Sei getru, alle Pein. Tenor and trumpet c.f.
("Jesu, meine Freude"). Continuo introduction and post-

lude. - b teprte ™

/(BGI iio 760) JLI‘N‘
13. Meine Seufzer, meine Thranen. (Epiphany II.).

Written c. 17%6. Chorale employed in mov't. three:

Der Gott, der mir hat versprochen. Alto unison and flute +
oboe da caccia C.f. ("Freu' dich sehr, O meine Seele" which
may have been composed by Christopher Demantius, 1539).
Other instruments: Vln. I, II, vla., cont. Orchestral
introduction, interludes, and postlude.

(BG. ii. 87.)

14. War' Gott nicht mit uns diese Zeit. (Epiphany IV.).

Written in 1755. Choral Fantasia opening mov't. of same
title. Corno di caccia + oboe I, II c.f. (Hymn set to
Johann Walther's original melody of same title, 1524.
Melody, a version of Psalm cxxiv, may also be attributed

to Luther). First chorus forms a parallel to Ein feste Burg
since it is in chorale-prelude form and the voices never
actually sing the chorale melody. Vocal themes are chromatic
and enter in fugal style with answers by inversion or
contrary motion.

Other instruments: Vln., I, II, vla., cont.

(BG. ii. 101.)

15, Denn du wirst meine Seele nicht in der HSlle lassen.
(Easter Day).

Written in 1704, The cantata is in two parts. Chorale
employed in concluding or ninth mov't. Homophonic vocal
rendering of ¢.f. ("Wenn mein Stfindlein vorhanden ist", a
melody of Nicolaus Herman, 1569) extended by orchestral
interludes between phrases.

Instruments: Clarini I, II, III, timp., vin. I, II, vla., cont
(BG’. ii. 169.)
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l6. Herr Gott, dich loben wir. (First New Year's Day Cantata).

Written in ?71724. Choral Fantasia opening mov't.:

Herr Gott, dich loben wir. Soprano and corne di caccia c.f.
(Simplified version of the plainsong, "Te Deum laudamus").
The other voices of the choir have passages in the manner
of a motet (imitative sub-structure). The first chorus is
obscure in tonality, perhaps owing to archaic character

of chorale melody thus, it is difficult to say if it is

in a or e minor or modal (mixolydian). The mov't. is

short and ends on G (dominant of C which begins the next rec.).
Other instruments: Ob. I, II, vin. I, II, vla., cont.

(B8, if. 175.)

19. Es erhub sich ein Streit. (Feast of St. Michael).

Written in 1726. Chorale employed in aria mov't. five:
Bleibt, ihr Engel, bleib bei mir. Trumpet c.f. ("Herzlich
lieb hab' ich dich"). Tenor voice in counterpoint to chorale
melody and dotted rhythm of vln. I, II, vla., and cont.

(BG. ii. 279.)

20. O Ewigkeit, du Donnerwort. (Trinity I.).

Written in 1735. The cantata is in two parts. Choral
Fantasia opening mov't, of same title. Soprano and tromba
da tirarsi c.f. (Remodelled version of Johann Rist's melody
of same title, 1642). Chorale amalgamated with French
Overture form as #6l. Nun konn, der Heiden Heiland. Free
polyphonic understructure of other voices against the
dotted rhythm of orchestra. Change of tempo in middle sec-
tion (vivace), then return to dotted rhythm of orchestra,
soprano chorale, and polyphoniec substructure of lower voices.
Other instruments: Ob. I, II, III, vln. I,II,vla., cont.
(BG. ii. 293.)

21, Ich hatte viel Bekimmerniss. (Trinity III.).

Written in 1714. The cantata is in two parts and on an
exceptionally large scale. Chorale employed in middle
chorus or mov't. nine: Sei nun wieder zufrieden, meine Seele.
The c¢.f. (hymn melody verses 1l and V of Georg Neumark's
"Wer nur den lieben Gott 1ldsst walten", 1657) lies first
in the tenor voice with solo voices in contrast and all
instruments silent except the organ. In the other verses
the soprano + ob., vin. I, tru. I carry melody while the
whole chorus are employed with all the instruments. The
form is that of a motet.

Other instruments: Vln.II, vla., tru. II, III, IV, fag.
(BG. v. 36.)
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22, Jesus nahm zu sich die Zwédlfe. (Quinquagesima).

Written in 1723. Chorale employed in concluding or fifth
mov't: Ertdt uns durch dein Gite. Homophonic rendering

of c.f. (Christmas hymn, "Herr Christ, der einig' Gott's
Sohn", by Johann Walther, 1524) by entire chorus; orchestra
provides ritornello framework.

Instruments: Ob., vln. I, II, vlia., cont.

(BG. v. 89.)

23. Du wahrer Gott und Davids Sohn. (Quinquagesima).

Written in 1723 (Bach's probation piece for the position
at St. Thomas in Ieipzig). Chorale employed in rec. -
mov't. two: Ach, gehe nicht voruber. Tenor c.f. (Christe,
du Lamm Gottes").

Chorale employed in concluding or fourth mov't. Founded
on same chorale as mov't. two and given three times.

First verse: Entire chorus c.f. Homophonic texture of
voices against expressive accompanying figures distributed
between ob. I, II, and vln. I, II, vla.

Second verse: Different treatment of detail is offered
including a canon in which ob. I, II and vln. I, II answer
soprano voices with phrases of the chorale at the fourth
below and the third above against polyphonic treatment of
the other voices.

Third verse: The ¢.f. continues in the soprano and vlin. I
in contrast to new accompanying figures of the orchestra
and new harmonization of the voices. The mov't. concludes
with an Amen in which the chorus is doubled throughout

by trumpets.

Orehestra: Ob. I, II, vin., I, II; via., tru, I, 1I, III, coxt
(BG. v. 104., mov't. II; 117., mov't. IV.).

24, Ein ungefdrbt Gemiithe. (Trinity IV.).

Written in 1723. Chorale employed in the concluding mov't.
C.f. ("O Gott, du frommer Gott") given by the entire chorus
homophonically and extended by ritornello- like interludes
of the orchestra.

Orchestra: OClarino, ob. I, II, vlim. I,II, vla., cont.

(BG. v. 150.)




CHORALE TREATMENT IN J. S BACH'S
CANTATAS NO. 49 THRU 60

Helene Levey




CHORALE TREATMENT IN J. S. BACH'S
CANTATAS NO. 49 THRU 60 7\

With the exception of Nun lat das heil und die Eraft (#50),

of which all thst remains 1is a two-part double chorus, these

cantatas are sll solo cantatas, most of which were written during 1
the early 1730's, when the Leipzig chorus was in a poor state. This
probably accounts for the limited use of chorale treztment in these V
cantatas. However, three of these worka can be classified as chorale
cantatas -- 1l,e., cantatas 1n which one or more movements, other than

the concluding chorale, utilize chorale melodies and/or texts. These

are Jauchzet Gott in Allen Landen (#51), hoh Gott, wie menches Herzeldéd
(#58), and O Ewigkeit, du Donnerwort (#60). Of the remaining elght

solo cantatas 1n this group, five cantatas have the customery four-

pert chorale setting with instrumental doublings. These five are
Falsche Welt, dir trau ich nlchtf(lSEV:‘Ich armer Mensch, ich
Sundenknecht (#55), Ich will den grggggta (#56), Selig ist der Mann
(#57), and Wer mich liebet (#59)« Thrucaeantatas have no chorale.
These ere:; Ich geh' und Suche mit Veﬁiﬂ¥ﬂ!§(#49), Schlage doch,
gewunschte Stinde (#53), and W Adergtgggig och der Siunde (#54).

Let us examine the three chorsls ctﬂtatae more closely.

.
L.

Jauchzet Gott in allen L gg is scored rgq&iolins I and II,

trumpet, double bass, continuo, and sonr-nb soloist. It consists of
an opening aris, a racitative. a secbnd aria, and a chorale. The
chorale 1s a chorale arla in which the Qoﬁrano sings a sl ightly
ornamented version of the chorale "Sel Lob und Prels mit Ehren,"

i




- Page 2 ~-

This serves as a cantus firmus against an orchestration of violins
and continuo, 4 Joyous Allelula concludes this finasl movement.

R :
Ach Gott, wle Hafdhes Herzel@éd can be classified as a chorale

dlalogue. The work 1ls scored for oboes I and II, violins I and II,
viola, oboe da caccla, continuo,with soprano and bass soloists.

The work conslsts of an opening duet, bass reclitative, soprano aria,
soprano reclitative, and a finagl duet. It is the final duet which
catches our sttentlon. Here the soprano sings the text and meloedy
of the chorale "Ich hab' vor mir ein schwere Reis." This cantus
firmus stands out against the rich polyphonic orchestral texture,
The bass sololst sings a counter-melody which blends Into the
muslcal fabric of the movement.

O Ewlgkelt, du Donnerwort 1s basically a chorale dialogue

between Fear (alto) and Hope (tenor). The Holy Ghost (bass) appears

later in the course of the work, The work 18 scored for horm, oboe
d'emore I and II, violins I and II, viola, continuo, end alto, tenor
and bass sololsta. The order of movements 1s as follows: opening

duet, recitative, duet, recitative and arioso, and the concluding¥ ,‘nwgﬂ
( O.E i Reitydubiomess
chorale,"Es 1lst genug, Herr." The chorale text and tuneiare present
in the opening duet. The alto sings the chorale tune snd text. She
1s doubled by the horn, The bass sings more floridly. This all takes
Place agalnst the rich polyphonic texture of the orchestration.
In conclugion, these three chorale cantatas show how Bach applied

the chorale to the more limilted means of the Bolo cantata.




THE USE OF THE CHORALE IN CANTATAS # 85 to #96

. For: Professor Novack

From: Andrew McAprdle

February 13, 1972




1.

Cantata #85 "Ich bin ein guter hirt"- "My life is sweet with,K gracious blessing",
uses the chorale "Ist Gott mein Schild und Helfersmann" for the final chorale - the final
chorale of the Cantata. I did not find the melody used in any other part of the Cantata,
However, I did find little melodic phrases of the chorale in the first mevement in the
chntimio especieslly the use of to-di which is found in the chorale, but it is not used
as a cantus firmus, In the third movement a different chorale "Allein Gott in der
H8h sei Ehr"= "with free heart I welcome my lot", The introduction uses the chorale melody
in the flutes like a canon, the soprano sings the first line of the chorale and then the
oboes repeat the opening phrase again, a ritornello. It is interesting to note that after |
the repeat of the second phrase, the oboes introduce the third section of the chorale
before the soprano enters and while the soprano is singing the second section, the ohoes

play again the opening theme or melody.

Cantata¥#86 "Wahrlich, ich fage such"="Surely, surely I say to you". Iike the above
cantata this one does use the chorale which ends the cantata, "es ist das Heil uns
kommen her®, but another one "Kommt her zu mir, spricht fottes Sohn" which is used in the
second movement(or part). The oboes begin with a eanon which is repeated in ritorneldo
style against the augmented melody of the chorale which is sung by the sopranoc. The continuo

also enters with the theme of the oboes and has a guasi riteonello part,

Cantatas #87, #88, 89 and #90 do not use the final chorale of the cantapa in any of

the other movements., They do not have another chorale melody in them either,

Cantate #9L "Was frag ich nach der Welt"- "the world I hold in naught". The final
chorale of this cantata is "O Gott, du frommer Gott" and it is used in other parts of the
cantata., In the first movement the soprano sings the cantus firmus of the choPale melody
which is introduced by a ritornello in the flauto traverso., It is interesbing to note the
different way inwhich the alto, tenor and bass enter and harmonize the soprano cantus firmus.

The bass seems to be imitating the opening phrase of the flauto when it fir st enters.
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In the third movement of this cantata the cboes begin a motive which is done in
imitation and repeated hefore each entrance of the chorale melody. The chorale melody is
sung by the tenor and alternates the phrases of the chorale with a recitative. In the Arioso
part:tthe ohoes start by imitating the phrase of the cho®ale melody and then the tenor sings
it. The tenor then sings the last two phrases of the chorale, altermating with recitative,
and before the tenors enters on of the oboes Tepeat the third part of the chorale melody.

In the fifth mowement the bass has the chorale melody which is again alternating
with a recitative. The continuo has a ritornello metif against the chorale melody which

for the first two phrases of the chorale melody desends and the last two phrases “ascends

and then desends. The chorale melody in the third and fifth movements is shortened.

Cantata#95 "Christus, der ist mein Leben"- #¥Since Christ dost own my being". The
chorale used as a cantus in this cantata is the same name as the cantata. The final chorale
of the cantata is "Wenn mein St#indlein vorhanden ist", The orchestra opens with a motif
which is repeated after each phmase of the chorale is sung by the soprano, thus ritonello.
The motif in the oboes seems to be an alteration of the opening chorale melody. The cornu
doubles the cantus which is in the soprano. Like one ofthe other cantatas mentioned before
each time the other voices, the alto, teénor, and bass, sometimes they are in block harmony
and another time used in imitation against the soprano., The closing phrase of the chorale
"mit Feeude'!' fahr®ich dahin" is followed by a recitative in the bass then the oboes
intboduce the chorale "Mit Freude " etc. and this is used as a cantus for the chorus the
melody being in the soprano. The oboes contimue to repeat the chorale themes hefore the
chorus sings themg

In the next movement another chorale melody, "Valet will ich dir geben" with

%# The third part of the chorale melody,




cantus sung by a soprano solo. This is accompanied by the oboe in ritornello style.

Cantata#96 "Herr Christ, der ein'ge Gottes-Sohn" ends with the chorale of the same
name as the cantata. The cantus is used in the opening chorus in the alto part. Augmentation
of the chorale melody is used. The other voices enter in imititaién of each other, and in
imitation of the opening motif of the ohoe:I, At the entrance of the alto,tenor, and bass
in the second phrase of the chorale melody, the imitation is inverted.

Cantata # 91 "Gelobet seist du, Jesu Christ"- "Now praised be Thou, Jesus Christ."
The chorale used at the end of the cantata is the same as the title of the cantata. In the
firet movement the cantus firmus is in the soprane veice. The orchestra has a ritornello
form which opens the movement beginning with oboe I this is imitated by the other cboes
and the violins as in a canon, When the alto, tenos and bass harmonize the cantus ofthe
soprano, they imitate the canon which was started by the oboe. The chorale melody in the
sopranc is augmented,

In the second movement we have the chorale melody shortened in note value and sung
by the soprano alternating with a recitative. The continuo has a ritornellommtif while the

sopranc sings the chorale melody,

Cantata #93 "Wer nur den lieben Cott la Cott IMszt walten. The title of thés
cantata is taken from the chorale at the end. It is used in the first movement ;.4 the
cantus firmus is sung by the soprano. The chorale melody is augmented. The orchestra
introduces the opening motif which is played by the oboes and is used in ritornello style
throughout. this movement. The soprano and altos also sing a canonic¢ theme before the
ca ntus enters. After the first appearance of the cantus the tenors and basses repeat the
motive which was sung before the entrance of the cantus by the altos and sopranos. Later
this imitation is sung by all flour parts of the chorus,

In the second movement the bass sing the chorale melody and it alternates with a

recitative,. The bass is accopmanied by the continuc which repeats a similar:-theme each time

the bass sings the reecitataive.

In the fifth movement the chordle melody is sung by the tenor and it alternates




L,
with a rscitative, The melody of the chorale has shorter note values, The
continuo does not have any striking motif and does not répeat it the way the previous
one did,
Cantatz # 92 "Ich hab!' in Cottes Herz und Sinn"- "I have in God's heart and mind."
This santata used the final cherale melody "Wer nur lieben Gott lisst wHlten." In the
first movement the oboes open with a theme which is used thopught the movement and
is imitated by the bass voices in the chorus against the cantus which is in the sopranc.
When the alto and tenors enter they do so also imitating the opening theme of the oboe,
Beside the opening motif there are three obherswhich are found in the nine measures
of the first movement., The chorale melody is augmented. Throughout this movement the
various themes or motif keep occuring forming a very varied ritornello,
In the next movement the bass sings the chorale melody against a quasi-ostinato
bass. The bass alters or rather alternates the chorale melody with a recitative.
In the next movement the alto sings the chorale melody against canonic
oboes in two parts. The continuo adds an inbbresting third part which Palisca states
"making the the insturmental vnéhble's music a virtual trio- sonata mOVemnntq
In the seventh movement the choral is sung in four parts and it alternates

with a recitative which is sung by each of the four voices,




STEVEN PACKER
Bach, Cantatas 113--12v

Cantata 113:
Movement 12 Chorale Chorus~Chorale in Soprano.

Concerto-type movement., Chorus with chorale phrases and
concertato violin form the solo, alternating with orchestral
ritornello. Chorale meiody 1s slightly embellished and given
simple chardal pr esentation.

Movement 2: Chorale aria-alto, unison violins.

Alto sings chorale phrases., Appesarances of first two
phrases are accompanied by thematic materislfhat opens the
movement and is related to the chorale & melody. Chorale
1s presented unattered in long notes.

Movement 33 Arla-bass, 2 oboes d'amore.

"Motto* opening of the aria begins with the melodic
outline of the first phrase of the choraie.
Movement 4: Recitative-bass, basso continuo.

Phrases of the chorale presented unornamented in quarter-
notes and accompanied by sixteenth-note runs in basso continuo
alternate with recitative.

Movement 52 D.C. Arla-soprano, flute.

Last phrase of chorale appears in soprano, on the words
"Dein Suend ist dir vergeben.

Movement 72 Duet-soprano, alto. staggered

Ornamented phrases of chorale are introduced in/fugal-type
entry of the volces, after which volces break into sixteenth-
note figuration. Final chorale phrase 1s mresented chordally.

Cantata 114;
Movement 12 Chorale-chorusi: Chorale 1n soprano and horne.

Chorale phrases are presented in varying relationship
to ritornello some phrases are mr esented in contrast to it
and some a8 part of 1t,

Chorale phrases are aseompanied in chorale parts by
motivic material usually related to the ritornello, 1In
several of the phrases, chorale parts beglin a series of
fugal-type entrances after the chorale phrase beglnse.

Chorale 1s in long tones unaltered.

Movement 42 Aris-soprano.

The chorale phrases (sometimes slightly embellished)
are sung over a repeating four-bar pasttern in the basso
continuo.

Movement 52 D.C. Arias-alto, oboe, 2 violins, viola,
L F&rst phrase of the chorale 1s the beglming of the
Motto".

Cantata 115:
Movement 1: Chorale-chorus, chorale in soprano and horn.

Concerto-type movement, Flute and oboe d'amore form
the soloj violins and viola at unison and chorus with its
chorale phrases form the ripleno.

Chorus accompaniment to chorale phrases 1s either
chordal or fugal-type entry, whose subject 1s derived
from the "Motto" opening. This fugal entry begins
simultaneously with the beginning of the chorale phrase,
except in the case of the last chorale phrase, where there
is pr e-imitatione.

For several of the chorale phrases the last note 1s
held over contrapuntel troping in the lower voices.



Cantata 1163
Movement 11 Chorale chorusechorale in soprano and horn.
Chorale phrases aiternate with orchestral riltornelli.
Chorus accompaniment to the chorale phrases is elther
chordal or pre-imitation fugal-type entry on the "Motto"
opening.
Chorale is in long tones, unaltered.
Movement 32 Recitative~tenor.
First phrase of chorale appears in eighth-notes in
basso continuo twice to introduce the first and second parts
of the recitative.

Cantata 117:
Movement 12 Chorale chorus-chorale in soprano,

Concerto-type movement, Chorus Wwg chorale phrases
is the solo, orchestra is the ripieno.

Opening of the "Motto" 1s derived from the first
phrase of chorale-melody.

Chorus accompaniment of chorale-melody shows some
linear independence; one chorale phrase is accompanied
by fugal-type entry.

Chorale is in long tones, unaltered.

Movement 22 Recitative and arioso=bass,

In arioso section the first chorale phrase appears
twice 1in altered form in the voics.

Movement 5: Accompanled recitative and ariosoealto, 2 violins, viola.

First violin line in recitative seems as if it might be
related to a chorale phrase, but this could not be determined.
The arloso section is based on a motive which is a variant of
phrase 3 of the chorale, but whose first 3 notes also a1 ggest
the begimning of the 1lst phrase.

Movement 62 Aria.

Arie 1s divided into 2 mrts. Second part uses a motive
that was used in Movement S. In the initial statement of the
motive, it reminds one of the first phrase of the chorale.
(In Movement 5, the same motive seemed rela ted to the *rd
phrase of the chorale).

Cantata 11832
Chorale chorus: chorale in soprano,

Chorale phrases alternate w, orchestral ritornelld,
Motivic activity in orchestra 1s melodically unrelated to
chorale.

Fugal-type entry in chorus, using chorale phrase as
subject (twice simultaneous .w, beginning of chorale phrase
in soprano, and twice as p e-imitation), Last note of
each phrase 1s held over contrapuntal troping in lower voicess

Chorale is in long tones, unaltered.

Cantata 1192 Only chorale conclusion.
Cantata 1202 Only chorale conclusion.

Cantata 121:
Movement 1lg¢ Chorale-chorus; chorale in soprano, cornet, oboe
d'amore, and violin I,

"Motet-style movement." Rach voice is doubled
Fofioued By Bhe aPiseifR SRUBLIELYe yanaign of norsle pineges
and rh§t¥ﬁic variety in chorale phrases lend %%e ﬁﬁ'udgrﬂﬁ enzth
ugue subjects.




Cantata 1223
Movement 12 Chorate chorus-chorale in soprano.
Alternation of choraie phrases and orchestral ritornelli,
As each phrase beglins in soprano, a series of staggered
entrances (not in "fugal-entry" interval scheme)
using the phrase in diminutidn begins in the
other wicess The final phrase 1s accompanied in lower voices
by staggered entrances on material related to the orchestral
ritornello, Last notes of each phrase are accompanied by
contrapuntal troping in the lower voices.
Chorale in long tones, unaltered.
Movement %: Accompanied recitative-soprano, ¥ flutes.
Unaitered chorale i1s given, harmonized note aginst note,
by the ¥ flutes, as accompaniment to the recitative.
Movement 42 Trlo-soprano, alto, tenor, ¢ violins, viola,.
Chorale phrases are presented unaltered in violins,
viola and alto at unidon against canonic writing in soprano
and tenor which often contains material derived from chorale
phrases.

Cantata 12532
Movement 12 Chorale chorus=chorale in soprano.

Movement seems a cross between a khte&.Baroque ritornello
movement and a polychoral movement such as was common with
Schuetz and his followers,

First phrase of the chorale is used motivically in the
orchestra and chorus throughout the movement.

Lower volces sometimes give pre-imitation followed by
contrapuntal accompaniment, sometimes only simple chordal
accompaniment, and sometimes contrapuntal troping over the
final held no%es exm of a choral phrase,

@horale is in long notes, unaltered.

Cantata 1241z
Movement 12 Chorale chorus=chorale in somrano and horn.

Concertato-type movement with oboe d'amore concertatoj
chorus, with its chorale phrases, functions sometimes as the
ripileno and sometimes as a concertato body.

Chorus accompaniment to chorale melody is sometimes
Imitative, sometimes linear but non-imitative, and sometimes
chordal, Last note of each phrase 1s held over contrapuntal
troping in the lower voices.

Cantata 1253
Movement 1: Chorale-chorust chorale in soprano and horn.

Alternation of chorale phrases and orchestral ritornelli.
Opening 6-note motive, used in imitation by orchestra and
chorus, 1s related to beginning of 1st phrase of chorale by
outlining a 5th.

Chorus accompaniment to last phrase of chorale 1s chordal,
not imitative, Last note of each chorale phrase 1s held over
contrapuntal troping in the lower voices,

Chorale 1s 1n long notes, unaltered,

Movement 5: Accompanied recitative-bass, 2 violins, viola,

Bass alternates between recitative and chorale phrases,
some of which are ornmmented,




Cantata 1262
Movement 12 Chorale-chorus, chorale in soprano,

Alternation of chorale phrases and orchestral ritornelli.

Volces below the chorale melody participate w. the orchestra
in motivic imitation. Last note of each chorale phrase 1is held
over contrapuntal troping in the lower volces,

Chorale is in long notes, unaltered,

Movement 5: Recitative-alto, tenor.

Phrase 1 of chorale in tenor, followed by tenor recitative;
phrase 2 in alto, followed by alto recitative; phrase 7 in tenor,
followed by tenor recitative; phrase 10 in alto, When chorale
phrases are sung the volce not having the chorale phrase sings
a melodic phrase which 1s essentially the same each time,

Chorale phrases are highly ornamented.

Cantata 12732
Movement 1% Chorale-chorus, chorale iIn soprano,
Alternation of chorale phrases and orchestral ritornelli.
Main chorale of the cantata in soprano, we phrases of
another chorale appearing in orchestra parts during ritornelli,
The 1st phrase of main chorale 1s used imitatively in the
orchestra, and as choral pre-imitation to each main chorale
phrase, &K
Chorale phrases in long notes, unaltered,
Movement 4: Multl-section movement, bass, trumpet, 2 violins, viola.
Accompanled recitative; arloso=phrases 1l-3 of chorale in bass;
short arla section; ariosoj; short aria sectloni arloso=-phrase 1l of
chorale in bassj short aria section,
Chorale phrases are ornamented,

Cantata 1283
Movement 1¢ Chorale-chorus, chorale in soprano.
Altennation of chorale phrases and orchestral ritornellil,
Beginning of "Motto™ of ritornello i1s derived from 1lst
phrase of chorale, and used imitatively by orchestra and lower
choral voices.
Last note of each chorale phrase is held over contrapuntal
troping in lower volces.
Chorale 1s in long notes, unaltered,
(Chorale in this movement 1s not the one that appears at
the end of the cantata).
Movement 5% Accompan#ed recitative-bass, 2 violins, viola,
Accompaniment seems to be a chorale phrase of undetermined
origin.
Movgment 43 Duet-alto, tenor, oboe d'amore.
Beginning of "Motto" seems to be derived from phrase 3
of the chorale used in Movement 1,

Cantata 1202
Movement 12 Chorale chorus=chorale in soprano.

Alternation of chorale phrases and orchestral ritornellil
containing fanfares for brass and tympani.

Chorus accompaniment to chorale phrases starts imitatively,
then becomes chordal,

Chorale phrases in long notes, unaltered.




Cantata 129: (Continued)

Movement 22 Arla-bass,

Phrase 3 of chorale, unaltered, is the beginning of the
"Motto."

Movement 32 Aria-soprano, flute, violin,

Altered chorale phrases appear throughout movement in
vocal and instrumental parts,
Movement 442 Aria-alto, oboe d'amore,

Phrases 1 and 2 of chorale appear, mnxtkmwmiy maxk
altered, as the "Motto.™
Movement 53 Chorals Conclusion,

Miniature chorale-chorus movement with alternation or
chorale phrases and orchestral ritornelli, Chorale 1s
presented harmonized in simple chordal style, Melodic
line of opening and closing ritornellli 1s derived from
phrases 1 and 2 of the chorale,




Glenn Kantor
March 13, 1972

Cantata 41 - Jesu, Nun Sei CGepriest (Jesu, Come Let Us Praise Thee)

This cantata, written for New Year's Day, consists of six movements.
Only one of the movements (excluding the final chorale) uses a chorale tune.
The chorale melody of the last movement, an anonymous melody of 1591 set to
Johann Hermann's hymn of that year, appears in the chorus of the first move-
ment. In this chorus, the chorale melody is in the soprano voice, doubled
by the first oboe. This melody is used as an unornamented cantus firmus.
The basic chorale melody, as it appears in the concluding chorale, can
structurally be thought of as six 2 bar phrases in 5& s Followed by two
2 bar phrases in q, and concluded by the first two 2 bar phrases that were
in M 3 giving the movement an ABA shape., When Bach uses this same tune as a
soprano cantus firmue in the chorus of the first movement he follows this
same structural pattern. Interesting to note is the way the chorale melody
is set against the other voices in this movement. The melody is sung in half
notes against, what seems to be, an intentionally rythmic and busy underlay.
This presumeably was done to clarify and make the cantus firmus more obviously
heard. Another point to note is the orchestral interludes between the entrances
of the chorus. The interludes are all taken from the material of the firat
twelve bars of this movement, and an exact ritornello of these twelve bars
concludes the movement.

Centata 44 — Sie Werden Fuch In Bann Thun (From God's House They Will Fxpel You)

This cantata, written for Sunday after Ascension Day, consists of seven
movements. Here again only one movement uses a chorale melody. This time the
chorale melody which is used in the fourth movement appears as a tenor aria
marked 'choral" in the score. But, this melody is not the same as the
concluding chorale, rather it is an anonymous melody from Martin Moller's hymn
of 1587. This aria uses the melody in a slightly ornamented fashion, relying
on a few passing tones and upper neighbor tones to make it flow more readily.
The accompaniment consists of continuo and bassoon playing the sare bass line.
This walking — bass line in eighth notes, which was characteristic of Bach's
earlier instrumental works, provides a solid foundation for the aria.

Cantata 48 — Tch Flender Mensch (An Outcast Of Men)

This cantata, writfen for the 19th Sunday after Trinity, consists of seven
movements. Two of these movements are chorales, set to anonymous melodies of
1625 and 1593, resnectively. It is the melody of the second chorale which
appears in the first movement as an instrumental canon. This movement is
made up of a SATB chorus supnorted by strings, continuo, and winds. The canon
takes place between the trumpet and oboe. The canon is formed as trumpet begins
the chorale melody and the ohoes enters two measures later with the same
melody at a fifth below. The basic chorale tune is ideal for a canon because
of its simplistic rising and falling four bar phrases. This canon is also
structurally the same as the concluding choral, 1.e.l AlB » thus adding
gymmetry to the entire cantata.




Cantata 49 = Ich Geh' Und Suche Mit Verlangen (I Seek Thee Daily, Yearning Ever)

This cantata, written for the 20th Sunday after Trinity, consists of six
movements. The only chorale melody of the cantataz appears in the final
movement which is labeled as a "duetto". It is for soprano and bass with
oboe, strings, organ obligato, and continuo accompaniment. The soprano
sings the chorale melody, which is used as an unornamented cantus firmus in
half notes. This chorale melody is from Nicolai's "Wie Schon Leuchtet Der
i NMorgenstern" (How Brightly Shines Yon Morning Star) of 1599. The bass,
meanwhile sings an elaborate and rythmically interesting supporting line
i which compliments the organ obbligato. The shape of the movement is AAB,
with the first section being repeated. Between phrases of the chorale melody,
the interlude material is drawn from the opening sixteen measures. A ritornello
made up of material from the Tirst sixteen measures concludes the movement.

Cantata 51 — Jauchzet Gott Tn Allen Landen (Praise Ye God, All Men Adore Him)

This cantata, written for the 15th Sunday after Trinity, consists of
five movements. The only chorale melody of the cantata appears in the fourth
movement which is a soprano aria labeled "choral'" in the score. The accom-—
paniment consists of two violins and continuo. Throusghout the movement, the
second violin and continuo imitate and elaborate on the opening phrase of the
gsolo violin. The soprano meanwhile sings the 1540 chorale melody of Johann
Kugelmann as a basically unornamented (excluding trills before cadences)
cantus firmus. The entire movement takes the shape of AAB, with the first
part of the chorasle being repeated. This movement leads directly to the
final movement which is a soprano aria on "Alleluja".

Of the seventeen cantatas which T looked at, these were the only cantatas
that could be considered chorale cantatas. The other cantatas did have their
unusual points. For example:

Cantata 52 - opening Sinfonia borrowed from the lst Brandenburg Concerto

Cantata 53 — a funeral cantata not presumed to have been written by Bach

Cantata 50 — a one movement work which could be considered an eight part

motet
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Cantata # 122: Das HNeugeborne Kindelein

Mvt, I- cherus, ebees, violins, taille and viela. Instr's
play continuously. After 15 mas., intre.- canto is sung by Sop.
beter 1s g, generally 1 note/measure, There are four phruses
(lines), censtituting verae 1, Line 1- S and A enter tegether,
then T and B one m, apart., Lower vecs. enter in diminutien
and end one eighth note befere the sustainsed canto line, L.2-
cante and B begin teg., then A and T one m, apart. Lowér
volces are sgain in dimimution, and they end 1 m, after cante.
L.3- 8 and A tog., T and B one m, apart. Again lower volces
are in diminutien and they end one measure later, L.l~ S and B,
then T and A- ne diminution., Last note of cante 1s extended;
all four end teg. Instr's end mvt. with seme music as intre.

FMyt, 3- Recitative. # flutes, sop. and continmue, Begins
with just Sep. and contimue., The the three flutea enter
homophonically, the top flute carrying the canto. The recltative
continues under the flutes and between the flute phrases,
The flutes end the movement,

¥Kvyt, IV- Aria (Trie) Sop, 4, T, Vielins, Viela, continue.
Continue begins, Then alto and strings carry the canto line
after whicn the Sep and YT jeis 1in sna witvh the comtinuo, pause
livcie uncii the ena. In between the phrases eof the canto,
wnese veleces wna ons continuo ars geing on,

# 12, Meinem Jesus Lass' Ich Nicht

Mvt.I..- The Instruments, especlally the oboe d' amore,
play &1l the time. Intro. Then Sep (canteo) followed by A a
beat later, and T and B 1 m., apart after the A entrance,
These lower veices freely imitate the canto. The last note of
each line in the canto is sustained, sometimes ending with the
lower volces, =nd sometimes bafore. With sach new line the
ecanto begins a heat before or with the lower ves. which enter
together on each new phrase following the initial ene.
There are interludes, an intre., and z pestlude. In the final
1ine the cante iz slightly embellished.

# 125 Mit Fried und Freud Ich Fahr' Dahin e

Instr's play continususly. ~Intro, interludes, end postlude,
Instrumental motive is similar to the opening of the canto in
the Sop. The lowsr ves. play this instrumental motive threugh-
out as the canto moves in detted half netes, The lowsr ves,
are similer to each other, They enter 1lm, apert for the first
3 1lines.and linger on after the extended cantoe ends,

In the 6th line all four ves. state hemophonically:"Dsath will
comfort me",

Mvt, III- Accompanied Rec. for -Bass with Violins Vieola
and Centirnue. After I, ms, of Hec., the lst 2 lines of the choral
enters., Marked andante altheugh the remaining L lines which
enter later are marked Chorale.




The choral lines are embellished, especially the final ene
which is moere chrematie. L. 3-6 alternate with rec.
# 126 Erhalt! Uns, Herr, bei Delnem Wort X
Instr's., play throughout, Intre, Interlude, and Festlude.
Stanza I of hymn appears in Mvt.I. B,;T,5,4 1in quick, succes-
sive entries. First two phrases are connected by the lower
voices, especially the B which, after sustaining the fimal
note of the lat line with the other voices, continues in 8th
and then in 16th notea as the other volces reappear-B,T,A,and
Sep., All four ves. and L.2 tog. The B begin line 3. then
S}A’T togt LQ&" S°pg th'n B.,A,ﬂnd T- tog. and -tll end tag.
Myt, II1 Rec,. for A, .T, and continuo, Begins with A
rec, T enters at Adagle with elaborsated lst line of the cheo-
rale under the A rec., Next 3 lines,interspersed with rec.,
are sung by A,T,4,in that order. Chorale and rsc. are always
slmiltaneocus,

# 127 Herr Jesu Mﬂ !-’;1-_;_:- 1r Mensch und Gott
Instr's throughout, ntro Tnteriunde. Ihe opening movement
is complex, consiastin of twe chorales:one vocal and one instru-
mental, L.one of instr, chorale:vielins (m.1 of mvt.). L.2
after interlude. Voice entries: T,4,8,8, Lower veic=s- line
one in diminution. Voice l1ine #2: Sop. , then lower vcs, teg.
A- diminution ef line one apgain, Veles lins 3- lower ves.
again have line one In diminution, whille cante has line 3,
As this phrase ends the inatr's plsy line 3 of its chorale,

Lines /| colncide, Again lower volces have 1. one in
Sop line #5 which comes arter another interlude, and 6 whose
ending coincides with line 5 of the ingtr'l chorale, During
the postlude zll four voices enter in imitation of 1. one of
the chorale, Here the Sep plays an egual role.

L. one of the cherxl tune is an impertant recurring motive
in ths instr's.

kvt., IV- Accompanied Rec, for B; fragments of the chorale,
especially in the latter part, '

#128 Auf Christl Himmelfahrt Allein = A
Form of the seven-phrase melody: ABABCA'B ,

Inatr'l intre is:rédlated to 1, one of tha chorale, Instr's
are going wll the tims, Interludes, postludeisame as the
intro.(Dal Segno). Sop always ends with, er just about with

the lower ves (it might linger a beat or twe). The lower
voices at each entry are in imitation hut de net relate closely
with the lines of the chorale.

#129 Gelobet Sei Der Herr, Mein Gott Very long intro. Ne
relation motivically to cante. U shert lines, Interludes,
postlude, Lower voices are cleosealy related te sach eother

but not to the cante. The lewer ves, usually enter Zm, apart
but semetimes tog. The final cherale (mvt 5) has an intro,
interlude, and pestlude,




#130 Herr Gott Dich Loben Alle Wir Mvt, one ivery long; long
intre and interludes. The canto in the Sep is unrelated to the
lower 3 vcs which enter beth in imitation and homephenically.
The final chorale (same as the one in mvt, one) is fully
accompanied. Trumpets enter in the latter part of each of the
four phrases., Unlike the accompanied final cherale in can-
tata # 129, here there are no pauses (interludas),

#137 Lobe Den Herren, den Michtigen Intre. Then A, T, sna B,
Sop has cante. which is in short note values., 2nd line is same
as first Phrases 3 and lj: short, hemophonic, Last 1ine is
praceded by the T,Asand B again,

Mvt.23 Alto Aria- cantoe in A , accomp. by violin and
continue., kMeledy 1s slightly embellished, Intarludes.

divt.3: Sop and B aria, 2 oboes., Ves are imitative. Very
ornamented hymn tune in beth ves, Zach phrase 15 treated,

Myt i Aris for T and trumpet. Continue precedes the T,

which is metivically unrelated. to the hymn, Then the trumpet
enters with the unaltered hymn, The T sings the interludes.
2 Vyt.5: Cherale., Three trumpets and Timpuni double the vecs.
Ungltersed hymn in the sop.
This is a Chorale Cantata,

#138 Werum Betriibst Du Dich, mein Herz ,
Verse L: 2 Oboe d' Amors, strings, Intre. Then the T
leads Inte the first line of the cantus (sep) over the entire
chorus, interlude, T and cherus, interlude, T and cherus. Ne
break, Then A rec, Cherus finishes the chorale which is alse
présent in the orchestra ei doubling or preceding ( in
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