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J. S. Bach Motet No. 3	
•  This motet…may have been composed for a memorial 

sermon for Johann Maria Kees delivered on July 18, 
1723 in Leipzig’s St. Nicolas church.

•  “It was traditional in Leipzig that the passing of every 
citizen was formally observed in one of the city’s 
churches. Students from the Thomas School were 
required to be among the official mourners at those 
civic events, but their number and the elaborateness 
of the music they performed were determined by the 
contribution that the deceased’s family or estate made 
to the proceedings. (Bach earned considerable 
income from this source and lamented the paucity of 
deaths among the townspeople during one extended 
healthy period.)” – Richard E. Rodda



BWV 227 Texts�

I Chorale in 4 parts (SATB): Jesu, meine Freude (Franck)
II Motet (St. Paul) in 5 parts (SSATB): Es ist nun nichts
III Chorale in 5 parts (SSATB): Unter deinem Schirmen (Franck)
IV Motet (St. Paul) in 3 parts (SSA): Denn das Gesetz
V Chorale in 5 parts (SSATB), free setting: Trotz dem alten Drachen
VI Fugue (St. Paul) in 5 parts: Ihr aber seid nicht fleischlich 
VII Chorale (SATB): Weg mit allen Schätzen! (Franck) – ornamented
VIII Motet (St. Paul) in 3 parts (ATB): So aber Christus in euch ist
IX Chorale in 4 parts (SSAT): Gute Nacht, o Wesen  (Franck) 
X Motet (St. Paul) in 5 parts (SSATB): So nun der Geist – compare with II

XI Chorale in 4 parts (SATB): Weicht, ihr Trauergeister – compare with I

 



BWV 227 structure�

9

Bach’s text is taken from St Paul’s Epistle to 
the Romans, a passage which tells of the Holy Spirit’s
intercession with God the Father on behalf of believ -
ing Christians. The motet is in four sections. The first
is dominated by an airy melisma represent ing the
working of the Holy Spirit (‘Geist’), com parable to the
melisma on ‘geistlich’ in Jesu, meine Freude, while
the second attempts to express the inexpressible
groanings of man which pass for prayer, transformed
by the Spirit into the most eloquent intercession. 
The two choirs then unite in a four-part double fugue
of consummate skill, the mood one of certitude and
unbounded optimism. These three contrasting
sections of the Biblical setting lead towards, and are
neatly summarised by, the third strophe of Luther’s
Whitsun chorale ‘Komm heiliger Geist, Herre Gott’,

first published as united text and melody in the Erfurt
hymn-book of 1524.

With BWV 227 Jesu, meine Freude one cannot fail 
to be impressed by the thorough symmetry and
cross-referencing that Bach has engineered to pro -
vide an unobtrusive scaffolding for his word-setting
(below). This allows him to juxtapose outwardly ill-
matched literary companions – sugary hymn stanzas
by Johann Franck and stern verses from the eighth
chapter of Romans – with apparent ease and, as it
turns out, in fruitful dramatic alternation. Notwith -
standing the attempts by Daniel Melamed and other
scholars to propose a piecemeal assembly of the
motet, the fact is that in performance it coheres
admirably well – but so, of course, does the Credo 
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J. S. Bach Motet No. 3�
•  John Eliot Gardiner: “With BWV 227 Jesu, 

meine Freude one cannot fail to be 
impressed by the thorough symmetry and 
cross-referencing that Bach has engineered 
to provide an unobtrusive scaffolding for his 
word-setting (below). This allows him to 
juxtapose outwardly ill- matched literary 
companions – sugary hymn stanzas by 
Johann Franck and stern verses from the 
eighth chapter of Romans – with apparent 
ease and, as it turns out, in fruitful dramatic 
alternation.”		



Chorale verse 1�

 2 

 
 

One must always admire the beauty of these chorale settings, not just in this motet, but 

also in the Passions and cantatas. In a chorale, the possibilities of expressing the text are 

limited. The soprano has the melody, so the remaining voices present the only option for 

particular expression. Bach accomplishes this with independent voice leading and 

harmonic variation. In the first few bars of this opening chorale, it is clear the tenors have 

an important role in determining the expression of the text Jesu, meine Freude [Jesus is 

my joy]. This beautiful illustration continues in the second half. 



V. 1, Continued�
•  At the last line of the chorale nichts sonst Liebers werden [nothing is dearer to me], the tenors are 

led to the exact pitch as the soprano melody. By bringing the sopranos and tenors together to a 
unison note, Bach stresses that nothing is dearer. 

 3 

 
At the last line of the chorale nichts sonst Liebers werden [nothing is dearer to me], the 

tenors are led to the exact pitch as the soprano melody. By bringing the sopranos and 

tenors together to a unison note, Bach stresses that nothing is dearer. 

 

 



Chorale	v.	2	Under	your	protec-on	
I	am	safe	from	the	storms	

of	all	enemies.	
	
	

Let	Satan	rage,	
let	the	enemy	fume,	
Jesus	stands	with	me.	

	

 5 

 

 
 

In the second part of this verse, Bach vividly depicts the text Ob es itzt gleich kracht und 

blitzt [If there are lightning and thunder storms]. The lightning and thunder are especially 

evident in the intervals that leap in opposite directions. The text ob gleich sünd und Holle 

schrekken [if sin and hell are against me] is set to dissonant harmonies. All the while the 

basses continue their independent rhythm, confirming that Jesus will mich dekken [Jesus 

will stay with me]. 



v. 2, cont. Whether	now	it	thunders	and	flashes,	
whether	sin	and	Hell	terrify,	

Jesus	will	protect	me.	 �

 6 

 

 
 

It is not easy to find the melody in the third verse of the chorale. 



Chorale, v. 3�

 7 

 

 



Chorale,	v.	3:	Defiance	to	the	old	dragon,	
defiance	to	the	vengeance	of	death,	

defiance	to	fear	as	well!	
Rage,	world,	and	aEack;	

	

I	stand	here	and	sing	
in	en-rely	secure	peace!	

God's	strength	holds	me	in	watch;	
earth	and	abyss	must	fall	silent,	

however	much	they	might	rumble.		

•  Gardiner: “The text Trotz, Trotz dem alten Drachen is difficult to translate. Perhaps the most 
accurate is No, no to the old Dragon. The counter rhythms are defiant and determined. When 
Bach leads the instruments and voices in unison, perhaps he is saying that the only way the old 
Dragon can be resisted is with a unified force….

•  “...At the text Tobe, Welt, und springe [Rage, world, against us], the bass instruments and basses 
in the chorus have a coloratura...on the page it looks like a snake [Satan]. The remaining voices 
provide strong, counter-rhythmic exclamations....

•  “Ich steh hier und singe in gar sichrer Ruh [I stand here and sing, for my help is sure] is the 
response to Satan’s raging...

•  “...Erd und Abgrund muß verstummen [Earth and abyss have to be silent]. The silence is first 
describe with pianos, but at the end there are rests; everything that is threatening disappears...”

•  Source: John Eliot Gardiner’s liner notes for Bach Motets recording



Chorale verses 4 & 5�
•  Weg mit allen Schätzen [Away with all treasures] – 

“resolutely” telling temptation to go away
•  Elend, Not, Kreuz, Schmach und Tod [Misery, want, 

torture, shame and death] – sigh motif for these griefs.

•  Gute Nacht, o Wesen [Good night, existence] – 
meditative, intimate, lighter texture. Look for 
syncopation and activity at Dir sei ganz, du Lasterleben, 
Gute Nacht gegeben! [To you utterly, life of corruption, 
be good night given!]  The sopranos descend as they 
put the corrupt life to sleep.



Romans 8: 1-2�
•  2. Chor 
•  Es ist nun nichts Verdammliches an denen, die in Christo Jesu sind, die nicht nach dem Fleische 

wandeln, sondern nach dem Geist.      
•  Now there is nothing damnable in those who are in Christ Jesus, who do not walk after the way of 

the flesh, but after the way of the Spirit.

•  “Nichts nichts…” : if you’re with Jesus, nothing can harm you. Walking rhythms disrupted by 
syncopated, lurching rhythms (when you’re not following the way of the spirit).

•  4. Chor 
•  Denn das Gesetz des Geistes, der da lebendig machet in Christo Jesu, hat mich frei gemacht von 

dem Gesetz der Sünde und des Todes.     
•  For the law of the spirit, which gives life in Christ Jesus, has made me free from the law of sin and 

death.
•  Text is about the spirit, the 3rd part of the holy Trinity, so Bach uses higher voices in triple meter.
•  “…hat mich frei gemacht”: voices stop moving together
•  “Todes” – voices all low before they rise again for the conclusion.



Romans 8: 9�
•  6. Chor 
•  Ihr aber seid nicht fleischlich, sondern geistlich, so anders Gottes Geist in euch wohnet. Wer aber 

Christi Geist nicht hat, der ist nicht sein.
•  You, however, are not of the flesh, but rather of the Spirit, since the Spirit of God lives otherwise in 

you. Anyone, however, who does not have Christ's Spirit, is not His.
•  Here is the center of the work, a wonderful fugue. The subject has two contrasting ideas: 

repeated eighths and a long “fleishlich” followed by sixteenth note runs on “geistlich” [Spirit].

 33 

The next movement that uses text from the Epistle to the Romans also makes reference to 

the Spirit Ihr aber seid nicht fleischlich, sondern geistlich [But you are not of the flesh, 

but of the Spirit]. For this text Bach writes a fugue—the first and only one in this motet. 

The theme of the fugue depicts the contrast between the flesh and the Spirit. The theme 

begins with an insistent repetition of the first three notes, and ends with a sigh on 

fleischlich [of the flesh]. 

 

 
At the text sondern geistlich [of the Spirit], the coloratura is vivid and lively. 

 

 
Every section of the chorus will take up this theme, reiterating the contrast between the 

flesh and the Spirit. 

 

 

Another important motif is the rising 4th on “so anders Gottes Geist” followed by �
active sixteenth notes on “wohnet” [lives].�
�
The movement ends with the somber reminder “Wer aber Christi Geist nicht hat” �
�
�
�



Romans 8: 10-11 �
•  8. Chor
•  So aber Christus in euch ist, so ist der Leib zwar tot um der Sünde willen; der Geist aber ist das 

Leben um der Gerechtigkeit willen. 
•  However if Christ is in you, then the body is dead indeed for the sake of sin; but the spirit is life for 

the sake of righteousness.
•  Scored for the three lower voices in a lilting dance meter; the music becomes chromatic at “so 

ist der Leib zwar tot”�
•  Notice the coloratura on “Geist”�

•  10. Chor
•  So nun der Geist des, der Jesum von den Toten auferwecket hat, in euch wohnet, so wird auch 

derselbige, der Christum von den Toten auferwecket hat, eure sterblichen Leiber lebendig 
machen, um des willen, daß sein Geist in euch wohnet.

•  Therefore now since the Spirit of Him who raised Jesus from the dead dwells in you, that same 
who raised Christ from the dead will make your mortal bodies living, for the sake of His spirit that 
dwells in you.

•  Half the length of its counterpart, movt. 2. And one last time, a magical moment on “Geist”



Final movement�
•  Weicht, ihr Trauergeister, denn mein 

Freudenmeister, [Hence, you spirits of 
sadness, for my Master of joy] Identical to 
the first verse (notice the return of Freude)



Gjeilo Sunrise Mass�
•  When asked about the commission of the Sunrise Mass in 2007, Ola Gjeilo 

responded: 
•  “There was a conductor in Norway that spoke about commissioning something from 

me. He got another choir on board, as well. There were two chamber choirs that 
commissioned the piece. I said, ‘I’d love to write a Mass,’ because I had always 
wanted to, and I grew up listening to and loving those Masses by Bach (1685-1750) 
and Bruckner (1824-1896). Many great pieces had come out of and had been inspired 
by that text. So that was actually my idea that I’d love to do a Mass, and then that’s 
what I did. It’s my only Mass so far.”

•  ….his goal was to not only experiment with bringing the “cinematic style” into the 
choral canon, but to also be deliberate in his conversation with the audience. He 
wishes to transport them on a journey: “It’s truly just that I wanted the Mass itself to 
go from the most eerie, nebulous to gradually from heaven down to earth, and 
becoming more and more earthier [sic]. This is often the opposite of a Requiem when 
you end with the “In Paradisum.” You end up in heaven, right? I wanted it to become 
more and more human and relate to the human experience.” 

•  - (from Eric Posada, “Ola Gjeilo’s Sunrise Mass: a Conductor’s Guide” 2015)



Kyrie Theme 1�



Identity and The Ground	

•  Identity – 41 measure recap of the Spheres

•  The Ground – mm. 42-94: Gjeilo’s homage 
to a Bach chorale. Closing measures = 
close of Sunrise (2nd movement)



Dvorak Te Deum�
•  in October 1891 Dvorak was appointed Director of the National Conservatory in 

New York….in June he received a request from Jeanette Thurber, the founder of 
the National Conservatory and soon to be his new employer, to write a cantata 
to celebrate the 400th anniversary of the discovery of America by Christopher 
Columbus. This would also be, she wrote, a celebration of Dvorak’s arrival. She 
would send him a suitable text immediately and the new work would receive its 
premiere on October 12th.   When the promised text failed to arrive, Dvorak 
became increasingly anxious that there might be insufficient time to write the 
piece before his departure. Naturally, he felt obliged to do his best to comply 
with Mrs Thurber’s request and so he turned instead to the great Latin hymn, Te 
Deum Laudamus, which was suitably festive and appealed to his deeply felt 
religious convictions. He sketched the work out in less than a week and had 
completed it by the end of July. It was not in fact performed at the Columbus 
celebrations for which it had been intended but received its first performance 
only a fortnight later, on 21st October 1892 at the New York Hall, with a choir of 
250 singers conducted by Dvorak himself.



Ein Deutsches Requiem�
•  Brahms composed his largest choral work over a period of at least ten years. The first 

performance, in 1867, included only the first three movements, and the first performance of six 
movements took place on Good Friday in 1868. Because the Biblical texts included no mention of 
Christ, that performance also included excerpts from Handel’s Messiah, including the aria “I know 
my Redeemer liveth.” A year later, Brahms completed the Requiem by adding a movement for 
solo soprano, chorus and orchestra, music that directly reflects his sorrow over the loss of his 
mother, who had died in 1865. It is unclear whether he had always planned to include this 
movement, but was waiting to compose it until the pain of his mother’s death had eased, or 
whether he composed this movement only after judging the six-movement version musically and 
emotionally incomplete. 

•  Johannes Brahms is said to have thought that his German Requiem would be more aptly named a 
human Requiem. His knowledge of the Bible was exhaustive—he spent his life reading his 
childhood copy—but he had little interest in, and perhaps little knowledge of, traditional liturgical 
structures. Brahms was, in essence, a humanist Christian. 

•  It was inevitable, then, that this largest work of Brahms’ output would look away from a day of 
judgment, away even from the blessing of a merciful death, and toward solace for those left 
behind. “Blessed are they that mourn, for they shall be comforted” (Matthew 5:4) and “Yea, saith 
the Spirit, that they may rest from their labours; and their works do follow them” (Revelation 14:13) 
are the words that frame Brahms’s rich and literate compilation of Biblical passages for the 
Requiem.  - David Hoose


