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Bach’s cantata ZerreifSet, zersprenget, zertriimmert die Gruft (Der zufrieden-
gestellte Aeolus or Aeolus Pacified, BWV 205) was composed in 1725 for the
name-day of August Friedrich Miiller, a professor of philosophy at the Uni-
versity of Leipzig.2 Bach’s Collegium Musicum performed the piece on the
evening of 3 August 1725 in front of the professor’s house at 2 Katharinen-
strafie in Leipzig. Christian Friedrich Henrici (Picander) wrote the libretto®
with its allegorical allusions to the professor’s philosophical ideas. The li-
bretto has attracted its fair share of scholarly criticism, and indeed derision.*
However, the circumstances of its composition are still imperfectly under-
stood, and, as a result, the text’s metaphors and allusions remain unappreci-
ated, as does the cantata’s musical code. If the message of Aeolus Pacified
were understood, it would be possible to appreciate its subsequent transfor-
mation and Bach’s re-use of its music elsewhere.

August Friedrich Miiller and the concept of the enlightened
monarch

Little is known today of August Miiller, to whom Aeolus Pacified was dedi-
cated. The most vexing issue for a musicologist is the absence of any se-
rious study of Miiller’s philosophical thought, undoubtedly an important
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point of reference for the libretto of BWV 205. This gap was partly closed by
Henry Fullenwider in his 1990 article Zur Bildlichkeit von Picanders Text
zu Bachs weltlichen Kantaten BWV 205 und 205a’.° In addition to the idea
of mapping Picander’s libretto against Mtller’s philosophy, this article of-
fers a wealth of previously unknown information on the life and work of the
Leipzig academic.b

In his time, August Miiller (1684-1761) was one of the most popular profes-
sors at the University of Leipzig, where, as a successor to Christian Thoma-
sius and his disciple, Andreas Rudiger, he lectured on law and philosophy.
Rudiger supervised Miller’s doctoral dissertation on philosophy, which he
successfully defended on 25 August 1708. On 8 August 1714, Miiller was
awarded his second doctorate in natural law at the University of Erfurt. Ac-
cording to the sources, Miiller’s lectures were crowd-pullers, as a result both
of the lecturer’s engaging personality and the clarity of his disquisitions.

Muller’s popularity with the students did not always go hand-in-hand with
the approval of his peers. A group of colleagues from the law faculty came into
conflict with Muller when he started lecturing on natural law. They sought
to check Muller’s rising popularity by lodging a complaint with August II
the Strong himself, which seems to indicate a considerable amount of ill-
feeling. However, the king dismissed the complaint. Partly as a result of royal
favour, the conflict was officially defused and honours and offices followed.
In 1731 or 1732, Miiller became an ordinary professor of philosophy in the
Aristotelian Organon. In 1735, the new king, August III, gave him the vacant
position in the so-called Fursten-Collegium or Prince’s College. In 1736, he
was elected Deputy Chancellor and Dean of Philosophy, two offices which he
successfully held again in 1740, 1744 and 1746.
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Today, it is difficult to understand this early turbulence in August Miller’s
career. His offence may have been continuing the liberal thought of Thoma-
sius: some years earlier, Thomasius had been forced to leave the University
of Leipzig after postulating that state law should be separated from moral-
ity. Given the lack of other sources, we must turn to Miiller’s philosophical
doctrine to look for the reasons behind his popularity with students and
(more importantly) for the royal favour which induced two different mon-
archs to interfere with academic autonomy on his behalf. His two main
works - a three-volume translation of and commentary on Ordculo manual
y arte de prudentia by the Spanish Jesuit Baltasar Gracian, published as
Baltasar Gracians Oracul, das man mit sich fithren und stets bey der Hand
haben kan, das ist Kunst-Regeln der Klugheit7 and his introduction to philos-
ophy, Einleitung in die philosophischen Wissenschaften® - offer a picture of
Enlightenment ethics and social politics which might have been quite attrac-
tive to the ideologues of the Dresden court in the first half of the eighteenth
century. Muller’s commentaries were essentially an exercise aimed at adapt-
ing the concepts of what was known in the theory of affects as the ‘science
of wisdom’ to contemporary Saxon realities.” In other words, Miiller treated
ethics as a measure for making judgments in the process of discerning be-
tween good and evil. As such, ethics were to be guided primarily by reason,
and their task was to define man’s duty to himself. Politics and law, on the
other hand, were meant to act as regulators of a decorous social life, and
to shape man’s good duties to others.!? Miiller’s theory of statecraft points
to France as the example of a model structure for institutions of power. In
this respect, Mtller appears to have been a staunch adherent of enlightened
absolutism. His view that natural law is a legal rather than a philosophical
discipline also goes well with Enlightenment ideas. Presumably, Thomasius’
philosophical ideas served as the basis for Miiller’s frequently formulated
belief that the state should ensure the peace and welfare of its citizens,
who must subordinate their natural liberty to a secular sovereign.11 Could
this philosophical perspective have led to Mtller’s trouble in academy? Pos-
sibly, but the essence of the conflict lay elsewhere. Mtiller was also wary of
academic pedantry, which led him to criticise certain aspects of university
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life, and to reject blind faith in authority. Miller’s doctrine as a follower of
Thomasius must have been seen by the Dresden court as a potential justifi-
cation for the absolutist leanings of August II. From a Dresden point of view,
the most important elements in Mitiller’s philosophy were those which repre-
sented the new-fangled ideology of enlightened absolutism. It is not known
whether Dresden had inspired or encouraged the development of absolutist
ideology, but it is likely that Miiller’s espousal of absolutism was the source
of the special royal favour he enjoyed under two monarchs.

The libretto of Aeolus Pacified and the apotheosis of the wise
ruler

There are many indications that Picander intended his libretto for Der zufrie-
dengestellte Aeolus to refer to the philosophical doctrine of August Miiller,
and that allusions to this doctrine are hidden in the text’s baroque rhetorical
structure. Given the obvious limitations of musical and poetic form and the
circumstances of performance, Miller’s philosophy could only be shown in
a simplified form. In brief, the story of the libretto of BVW 205 is as follows.
Pallas wishes to organise celebrations on Mount Helicon in Miiller’s honour.
However, it being the month of August, she fears that Aeolus, the god of the
winds, might brew up a sudden storm. As it turns out, she is right to worry -
the deity gloats over his plans to unleash a destructive tempest feared by all
nature. Pomona (the goddess of fruit trees) and Zephyrus (the god of gentle
summer breezes) sing beseeching arias as they implore Aeolus to refrain
from violence. The danger is only averted when Pallas herself makes clear to
Aeolus just how solemn and important this day is, it being the name-day of
August Muller. This is the §oy and bliss of the Pierides’ (‘der Pierinnen Freud
und Lust’), and the professor’s learned name is prophesied to last forever
(ihm die Ewigkeit sein weiser Name prophezeit) as he is Pallas’ ‘beloved son’
(‘geliebter Sohn’). Nothing should disrupt the festivities which the Muses
have prepared for him on Helicon. Aeolus is persuaded. He commands the
winds to die down, and assures Pallas that he will not disrupt the peace and
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quiet of summer. This change of heart is greeted with general jubilation, and
Pallas invites everyone to the festivities. Pomona and Zephyrus approach
August Miuller with their gifts, and pay homage to him in a laudatory duet
which Bach composed in a polonaise rhythm (No. 13). At the end, the chorus
sings a jubilant Vivat August!’

Two movements in particular - the opening ‘Chorus of the Winds’ and the
polonaise duet of Pomona and Zephyrus (No. 13) - are important when de-
coding the metaphorical references to Muller’s doctrine in Aeolus Pacified.
The ‘Chorus of the Winds’ is inspired by the familiar description of a tempest
unleashed by Aeolus in the Aeneid, Book 1.2 Bach managed to produce
some highly poetic music to evoke the threat of a violent storm. This refer-
ence to Virgil’s epic conceals the key to unlocking the meanings hidden in
Picander’s text. To help us decipher the allusions as the librettist intended,
we can turn to a 1724 dictionary of mythology by Benjamin Hederich,!3
which contains detailed commentaries on the classical loci communi that re-
flect eighteenth-century ways of thinking. The entry for Aeolus states that
he was the god of the winds, which he kept locked in a huge cave in Thrace.
Sometimes he would release one or another, as and when he saw fit.!* As
the philosophical tradition identifies the winds with the four tempers and
the four virtues, Hederich goes on to state in the same entry:

Some understood this figure [Aeolus] to be the wise man who can rein in his
affects, particularly anger, which he allows some to see, and carefully hides
from others. He can check himself before it is too late in the knowledge that his
strength is limited, and eventually attain perfection. Therefore, he should real-
ise that nothing happens without divine authority because the winds, which
are weak and fleeting things, had to obey their god and leader.'®

Aeolus is an embodiment of the virtuous ruler who holds his emotions
and desires in check, and appears impassive even when greatly affected.
This idea is particularly close to Miiller’s Affektenlehre.

The connection between the opening lines of the Aeneid and the libretto of
Aeolus Pacified is also apparent in another context. Three German transla-
tions of Virgil’s epic appeared in Saxony in the first half of the eighteenth cen-
tury: one by Theodor Ludwig Lau (1725),'% one by Reichhelm (1725),'7 and
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one by Christoph Schwarz (1742). 18 These translations popularised the inter-
pretation of the Aeneid as an apotheosis of the perfect ruler. As in antiquity,
Virgil was seen to be endorsing monarchy in general, and Caesar Augustus’
imperial ideas in particular. Commentaries pointed out such values as the
monarch’s power to introduce law and order, his leniency and wisdom, his
courage and resolute decision-making in moments of crisis, and his care for
the nation’s welfare and prosperity. Johann Christoph Gottsched perpetu-
ated this interpretation in his preface to the 1742 translation by Schwarz,
where he comments on the connections between the Aeneid and the struc-
ture of the Roman empire in Augustus’ reign. Gottsched saw Virgil’s epic as
an apotheosis as well as a work of instruction for the emperor. Augustus
may have seized power by violence, and ruthlessly eliminated all political
opponents, Gottsched explains, but he went on to found his policies on wise
government combined with indulgence towards his subjects, leniency to-
wards the defeated and a commitment to internal peace. Favoured by the
gods, Augustus made sure that learning and the arts could flourish, and
his sage leadership fostered loyalty and obedience in his subjects, who were
happy to trade republican liberties for their newly gained prosperity.20

The climax of Aeolus Pacified is the duet of Pomona and Zephyrus (No.
13), where both approach August Miiller bearing their gifts. The scene is
set to stately and dignified polonaise music. Pomona, the nymph of orchards
and the Etruscan goddess of ripe apples, brings abundant fruit for the festiv-
ities. Zephyrus, the god of the mild west wind, offers gentle August breezes
that bring rest and relief from summer’s heat. In the mythological tradi-
tion, Pomona was the image of virginal virtue, the true maiden who resisted
seductive blandishments and found delight in tending her fruit trees.?' In
Ovid’s Metamorphoses, the story of Pomona (XIV, 627-707) directly follows
the episode in which Aeneas is made a god, thus placing her in the reign of
the mythical king Procas, a descendant of Aeneas and great-grandfather to
Romulus and Remus. This is a clear connection with Virgil’s epic, which
helps explain Pomona’s appearance in Picander’s libretto. Zephyrus was
a subordinate of Aeolus, the messenger of spring and patron of sailors. The
Aeneid includes one reference to Zephyrus, where an upset Neptune com-
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mands him to act as messenger and convey to Aeolus Neptune’s demand to

calm a raging storm.??

However, neither Pomona nor Zephyrus achieves the happy conclusion of
the events in Aeolus Pacified. This role is reserved for Pallas-Minerva, as Ae-
olus is finally dissuaded from his destructive plan by the goddess of wisdom,
learning and the liberal arts.?? In his dictionary, Hederich explains that Pal-
las’ virginity emphasises the purity of virtue, which can be used as wisdom’s
weapon against all dangers because the gift of eloquent speech can change
others. Pallas dwells in castles, explains Hederich, because wisdom is diffi-
cult to defeat, and with her learning, she can ‘restrain the uncouth’.?* In this
role, Pallas was also seen as the patroness of Leipzig, a city of learning and
commerce, a latter-day German Athens.?® This is the real reason for Pallas’
resolute intervention in the cantata to protect August Miiller, her ‘beloved
son’. In the libretto, Pallas’ wisdom represents Miiller’s philosophical doc-
trine, and it is her eloquence that saves the festivities prepared in honour of
the respected professor and scheduled for the third day of August - a month
dedicated to Caesar Augustus and (in eighteenth-century Saxony) to August
II and III.

In other words, Der zufriedengestellte Aeolus is not merely a cheerful
evening serenade with a banal libretto, as many would have it. As Fullen-
wider correctly points out, the tempest brewing in the text is not so much
an actual spell of foul weather as the storm then raging on the university
scene in Leipzig, complete with thunderbolts hurled from the heights of the
Dresden court. Clearly, the point of the cantata’s allegorical action is that
philosophy, the science of wisdom as symbolised by Pallas and embodied
by August Miller, is able to hold in check a rising storm of adverse events.
As such, this is a humorous morality play on Miiller’s concept of the wise
ruler (disguised as Aeolus in Bach’s cantata), who is influenced by Pallas’
eloquence and Miiller’s own philosophy to display fully his qualities as an
enlightened ruler.
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The polonaise duet ‘Zweig und Aste’

The duet of Pomona and Zephyrus Zweig und Aste’ (No. 13) is set to dance
music and shows the key characteristics of a typical eighteenth-century Ger-

man sung polonaise,?¢

including the metre, rhythms and cadences described
in detail by eighteenth-century German music theorists?’ (see Figure 5.1).
However, the use of a polonaise at this point in the cantata also has a deeper
allegorical meaning. To set to music a laudatory text in honour of August
Muller, the composer chooses a dance which was very popular in Saxony at
the time, not only for its intrinsic qualities, but because it referred symboli-

cally to the royal crown and power.?

The polonaise fulfils this function many times in the works of eighteenth-
century composers, including Johann Sebastian Bach.?’ It would seem that
Picander found the polonaise an apt choice for laudatory texts. In 1724,
when writing the libretto for a dramma per musica in honour of the new gov-
ernor of Leipzig, Joachim Friedrich von Flemming (Erhabner Graf), Picander
inserted in his text a suggestion that the laudatory aria ‘Grosser Flemming’
should be set to music as an ‘Aria tempo di Polonaise’.?’ Hence the natural
use of polonaise symbolism in the duet from Aeolus Pacified. At the climax of
the work (a laudatory aria in honour of the dedicatee August Miiller), the Pol-
ish dance associated with royalty is used to emphasise the aspect of Mtller’s
philosophy which formed a special link between the academic and the Dres-
den court - namely, his doctrine of wisdom relating to the concept of the ideal
ruler. The motives that guided Bach’s choice of the polonaise for the duet of
Pomona and Zephyrus become clearer when tracing the subsequent history
of this particular musical passage. Bach uses the duet again in other works.
In BWV 216, the wedding cantata Vergniigte Pleissenstadyt, it appears as the
final duet of the Pleisse and the Neisse ‘Heil und Segen muif3 euch, wertes
Paar verpflegen’ (No. 7). In Cantata BWV 216a, Erwdhlte Pleissenstadt, (com-
posed for an unknown occasion), it emerges again as Apollo and Mercury’s
final duet ‘Heil und Segen miif3 euch theure Schaar verpflegen’ (No. 7). Fi-
nally, Cantata BWV 205a, Blast Lédrmen, ihr Feinde! Verstdrket die Macht,
composed to celebrate the coronation of August III as king of Poland on 17
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Figure 5.1 Opening bars of the duet Zweig und Aste’ (BWV 205, No. 13),
with the opening lines of the textual counterpart in BWV 205a (‘Schwarze
Raben werden eher Schwane haben’, No. 13) marked in italics. The distinc-
tive qualities of the polonaise are highlighted in boxes
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January 1734, uses the duet as ‘Schwarze Raben werden eher Schwane
haben eh August die Rechte bricht’ (No. 13).

Of the four pieces which all feature the same polonaise duet, only Cantata
BWYV 205 survives in its entirety (as the original manuscript score in Bach’s
hand).?! Of Cantata BWV 2186, only the soprano and alto voices survive,
copied by Christian Gottlob Meifiner.?? In the case of BWV 216a we only
have the libretto, recorded by Bach himself.?* The sources for Cantata BWV
205a, Blast Ldarmen, ihr Feinde! Verstdrket die Macht, are also scant, but
we know that it is a parody of Aeolus Pacified because Bach entered the
first three and a half lines of the new text in his old manuscript score of
BWYV 205.34 No other musical sources for BWV 205a exist. Luckily, we know
the libretto, which was published by Breitkopf in January 1734.%% After
Bach’s death, the score of BWV 205a was recomposed by his son, Wilhelm
Friedemann, who had his own amended version performed twice with a new
religious text at Halle on 21 November and 18 December 1756.%6 Wilhelm
Friedemann’s parody of his father’s secular cantata does not include the
music of the polonaise duet ‘Schwarze Raben werden eher Schwane haben’.

Cantata BWV 205a, Blast Ldrmen, ihr Feinde! Verstdrket die
Macht

The name-day cantata for August Miller is dignified and solemn in mood.
This is apparent from the libretto’s metaphorical overtones, its considerable
size and its monumental cast, which seems surprising if we consider that
the cantata was addressed to a mere university professor. But for the fact
that Bach’s output features other massive drammi per musica composed in
honour of personages from the University of Leipzig,? it could be said that
this particular piece goes overboard in its homage. The character of Aeolus
Pacified would seem to suggest a different addressee named August, such as
a member of the Wettin dynasty then ruling in Saxony and Poland; especially
as the name-days of August II and August III were celebrated in Saxony on
3 August, with much pomp and circumstance. Perhaps one might venture
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to ask when it was that Bach first considered writing cantatas in honour of
the royal-electoral family.3

In this context, it is not surprising, that early in 1734, Bach decided to
transform his Aeolus Pacified into a celebration piece for the city of Leipzig,
to honour the coronation (17 January 1734) of the Saxon elector, Friedrich
August II, who succeeded his father to the Polish throne as August III. This
was the occasion for Blast Lédrmen, ihr Feinde! Verstérket die Macht BWV
205a, a parody of Aeolus Pacified. As pointed out above, the music can
only partly be reconstructed, based on Bach’s entry of the new libretto in
the old manuscript score of BWV 205.% It is not known who wrote the li-
bretto for BWV 205a, but as it is an able adaptation of the August Mtiller
cantata, it seems likely that Picander himself prepared the revised version.
The title page of the libretto print of Blast Lédrmen, ihr Feinde! Verstdrket die
Macht states that the piece was performed in Leipzig in January 1734, to
celebrate the day of the coronation of August III as king of Poland.® The
performance is not mentioned elsewhere. As Werner Neumann points out,!
the small print-run of the libretto book, its modest appearance, and the
absence of a representative of the Dresden court all indicate that this con-
cert was only semi-official in nature. Two pieces of information contained
in the sources add to the confusion. In the entry for 17 January 1734,
Riemer’s Chronicle mentions the magnificent lighting of Zimmermann’s cof-
fee house ‘on the great coronation day of His Majesty King of Poland and
His Highness Elector of Saxony, when the local [Bach’s] Collegium Mu-
sicum made music on trumpets and kettledrums’ (‘an dem Hohen Crénungs
Tage Sr. Kéniglichen Majestat in Pohlen und Churfiistlichen Durchlaucht zu
Sachfien bey dem daselbst gehaltenen Collegio Musico, so unter Trompeten
und Paucken Schall gehalten wurde’).42 Scholars have inclined to the belief
that the actual performance of the piece did not take place until 19 February
1734, when the news confirming August III’s successful accession reached
Leipzig. Neumann cites the Leipziger Zeitungen, which recorded the following
on 19 February:

As part of the festivities of the coronation of His Majesty King of Poland and His
Highness Elector of Saxony, Bach’s Collegium Musicum will perform solemn
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music today in the afternoon at Zimmermann’s coffee house from 5 o’clock to
7 o’clock.®3

Apparently, Neumann concludes, the official celebrations of the coronation
did not take place in Saxony until the second half of February 1734, and
this presumed delay was connected with the uncertain political situation in
Poland, as the outcome of the king’s election remained in doubt until the
very end of the coronation.** Neumann explains that because the good news
from Cracow did not reach Dresden until 30 J anuary,45 the green light for the
festivities was not given until early in February, although the preparations
had been under way as early as 17 January. Hence the performance date of
Blast Liarmen, ihr Feinde BWV 205a, as accepted in Bach scholarship, was
19 February 1734.46

The programme of Cantata BWV 205a

As indicated above, the libretto of Aeolus Pacified was simply reworked to
meet current requirements, i.e. August’s coronation and its political circum-
stances. In order to re-use the existing music of BWV 205 in a work composed
for the king, the new libretto had to be matched seamlessly with the exist-
ing score both in terms of metre and message, while preserving the affective
match between the words and the music. Thus, the characters of Aeolus
Pacified were simply relabelled as new allegorical figures. Aeolus became
Valour (Tapferkeit), Zephyrus became Justice (Gerechtigkeit), and Pomona
was now Grace (Gnade), with Minerva as the only survivor from the old li-
bretto. Given this approach to adaptation, changes to the score could be
cosmetic, although some corrections were necessary owing to differences in
voice parts (tenor - Justice, alto - Grace). With the transposed vocal parts,
Bach had to amend the instrumental cast as well. It is not possible to draw
detailed conclusions from the existing differences as this duet is chronologi-
cally the fourth link in a longer series of transformations (BWV 205 No. 13,
BWYV 216 No. 7, BWV 216a No. 7, BWV 205a No. 13). Clearly, BWV 205a
required new recitatives (Nos. 8, 12, 14 - owing to differences in the size
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of the poetic text) and minor changes to other recitatives which outwardly

remain close to the original model.*”

As in Aeolus Pacified, the opening chorus ‘Blast Larmen, ihr Feinde!’ is set
to tumultuous music. This same music no longer refers to a storm, but evi-
dently suggests the political turbulence that accompanied August III’s coro-
nation in Poland.*® The king is portrayed as a courageous and imperturbable
hero, a valiant knight on his mount, just as his father August II is depicted
in the famous statue, the Golden Rider at Dresden. Valour’s recitative (No. 2)
refers openly to events in Poland (Sarmatia), indicating the presumptuous
and insolent foe (§jenen frechen Feind’), who has been ignominiously put to
flight (‘eh er selbst vermeint, mit Schande fort gejaget). This was of course
Stanistaw Leszczyniski, who in 1733 sought to thwart the Wettins’ royal am-
bitions for the second time.*? As Justice would have it, the kingly crown is
eventually placed on the princely head of that worthiest of German heroes
(dem Wirdigsten der teutschem Helden die Crone auf sein Fuirstlich Haupt).
Valour’s aria (No. 3) is a call to rejoice now that the magnanimous August
has ascended the Polish throne. In her recitative (No. 4) and aria (No. 5), Jus-
tice enthuses about the elector’s new status and hopes that he will follow her
advice and maintain justice in the land. She sees the monarch as a just ruler
and the protector of every subject. The king is referred to as a tutelary deity
(Schutz-Gott). Valour sees August as the source of laws (recitative No. 6),
while Grace sees him as the refuge and fortress of his loving subjects (aria
No. 7).

Further passages in the libretto focus on the idea of the elector’s promo-
tion to royal dignity. In her recitative (No. 8), Grace mentions that August’s
exchange of his electoral hat for a royal crown has opened the way to greater
happiness for Saxony. In the same recitative, Pallas - although she is a god-
dess - introduces herself as a happy subject approaching the royal throne
to pay homage to the nation’s father and ruler. In her aria (No. 9), she de-
scribes August as ‘the great king of our time’ (Grof3er Konig unsrer Zeit), and
entreats him to extend his patronage to the Muses. In return she promises to
stand by him in time of war. In a long dialogue with Pallas (recitative No. 10)
Valour predicts that her appeals will be heard, and dubs August the §oy and
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bliss of the Pierides’ (the same as August Miller in Aeolus Pacified). Aria 11
calls the Muses to come to Leipzig for prosperous times. A reign of justice
is foretold, along with acts of magnificent patronage for learning and the
arts. The subjects will love and obey their king, worshipping him like a god
(recitative No. 12). The polonaise duet of Justice and Grace (No. 13) con-
firms August’s good qualities, his rectitude, leniency and moderation. The
king is owed homage, for he is a true hero and wonder of the world. Finally
(recitative No. 14), Pallas invites the Muses, promising that August, who is
their son, will greet them with a thousand welcomes, and she commands the
winds to carry to the king the news of his subjects’ celebrations in Saxony.
The piece ends with a Vivat’ chorus for the king.

Scholarly literature has criticised the triteness of the libretto of Blast Ldr-
men, ihr Feinde BWV 205a. Derision has been heaped on the supposedly
superficial way in which the text of Aeolus Pacified was adapted to meet
the requirements of January 1734, and attention drawn to Bach’s supposed
haste in preparing this coronation cantata for August 1.5 Such dismissive
criticism has not withstood the test of time. As Fullenwider rightly pointed
out, the connections between the Aeolus episode in the Aeneid, the reign of
Emperor Augustus and the academic backbiting at Leipzig shown in Aeolus
Pacified®! offer an excellent departure point for establishing the ideological
assumptions of the coronation cantata. The new piece not only identifies all
the qualities of the wise ruler in August III, it also expresses hope that the
concept of the enlightened monarch (the vision allegorically outlined in BWV
205) might be embodied in his rule. In BWV 205a, the morality play that was
the libretto of Aeolus Pacified seems to find its perfect addressee in the new
king.

In this context, it becomes clear why Bach chose to set both duets, ‘Schwar-
tze Raben werden eher Schwéne haben’ and Zweig und Aste’ - both of which
form climactic moments in the respective pieces - as polonaises. Their lauda-
tory nature as expressions of homage and the reference both make to the
person of the ruler (in BWV 205, this is August Miller as a theorist of abso-
lute rule) prompted the composer to employ a musical code unambiguously
associated with royal power and majesty. This was the symbolic function of
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the polonaise in eighteenth-century Saxony, and it is not the first time Bach
makes use of this convention.

Vergniigte Pleissenstadt BWV 216 and Erwdhlte Pleifien Stadt
BWV 216a

Bach also used the polonaise duet from the cantata for August Miller in
the conclusion of wedding Cantata BWV 216, Vergniigte Pleissenstadt, with
a libretto by Picander.’? This piece was written for the wedding of Johann
Heinrich Wolff, a Leipzig merchant, and Susanna Regina Hempel, daughter of
an excise tax commissioner from Zittau, one Christian Andreas Hempel. The
wedding took place on 5 February 1728, and the cantata was presumably
performed at the Schellhafferischer Hause at Klostergasse in Leipzig (known
after 1767 as the Hoétel de Saxe). The house’s grand hall was the venue
of choice for all kinds of celebrations, and Johann Gottlieb Gérner’s Col-
legium Musicum (Bach’s competition) regularly used it for concerts.?® The
surviving sources do not indicate any personal connection between Bach
and the couple, hence Neumann’s suggestion that the librettist, Picander,
was the intermediary in the acquaintance.®® As mentioned above, Cantata
BWYV 216 is incomplete, with only copies of the soprano and alto voices ex-
tant. Movements 3 and 7 of the piece were identified in 1921 by Arnold
Schering as a parody.55 Schering recognised the soprano aria ‘Himmlische
Vergniigsamkeit’ from Cantata BWV 204 Ich bin in mir vergniigt (No. 8) as
the original model for the soprano aria ‘Angenehme Hempelin’ (No. 3), and
the duet ‘Heil und Segen’ (No. 7) was based on our duet Zweig und Aste’
from Cantata BWV 205. The two duets (BWV 205, No. 13 and BWV 216,
No. 7) generally match in terms of their main prosodic qualities, although
some syllable shifts and minor melodic deviations can be found in BWV 216
compared with the original. Both movements share the same key of G major.
The principal difference is the change of voice from the tenor (in the duet in
BWYV 205) to the soprano. As a result, the relationships between the vocal
parts must have changed as well. However, as Neumann suggests, the in-
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strumental cast of the duet in BWV 216 should not differ substantially from
the cast of its counterpart in BWV 205 (traverso flute and basso continuo).
As Heil und Segen’ is the cantata’s final movement, Neumann believes that
strings tutti should additionally appear in the cast.

The text of BWV 216 is a dialogue between two rivers, the Neifle and
the Pleisse®® (the bride came from the town of Zittau on the Neif3e, and
the groom hailed from Leipzig on the river Pleisse). In the opening duet,
the two rivers compliment each other’s towns. The Neif3e is reluctant to bid
farewell to Miss Hempel, who was Zittau’s ornament, and she wonders what
might have attracted the girl to the banks of the Pleisse. The Pleisse invites
Miss Hempel to Leipzig, where she promises to find her a fiancé worthy of
her beauty (he was in fact rather an elderly widower by the standards of
the day) and to take good care of her. In Recitative 6, the Pleisse assures
Miss Hempel that she will be welcome in Leipzig, and promises that Wolff
will be faithful and will accept her with her dowry. The Neife accepts the
Pleisse’s assurances and offers her best wishes for the health, happiness and
progeny of the married couple, sung by the two rivers in the duet ‘Heil und
Segen’ (No. 7). This closing duet from Cantata BWV 216 uses the polonaise
music of Zweig und Aste’ from BWV 205 (see Figure 5.2). What were Bach’s
intentions in revisiting his old cantata for Professor Miller? Could Picander
have suggested that the climactic point, where the two rivers offer their best
wishes to the newly-weds, might be a good moment to re-use the music that
in different circumstances had served its laudatory role so well?

In trying to understand Bach’s intentions, it helps to consider Cantata
BWYV 216a, Erwdhlte Pleilen Stadt, a dialogue between the mythological
brothers Apollo and Mercury which has been stylised as an allegorical de-
bate.?” This is an apotheosis of the city of Leipzig, here dubbed the Athens on
the Pleisse, as a capital of learning and commerce.”® Little is known today
about the circumstances of the cantata’s composition and performance.?
Not a scrap of the score survives, and we only have the libretto recorded and
corrected in Bach’s hand with cast suggestions. But since the libretto text is
an ideal match for BWV 216, both in terms of prosody and affect, we can con-
fidently assume that Bach intended to use (or actually used) the music from
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Figure 5.2 Opening bars of the duet between Neisse (soprano) and the
Pleisse (alto), ‘Heil und Segen’ (BWV 216, No. 7)

that wedding cantata. If that was the case, the piece ended with a polonaise
duet with good wishes for Leipzig’s city fathers: ‘Heyl und segen muif3 euch
theure Schaar verpflegen wie ein Fuf3 die Auen labt, und die Wonne, die hier
habt soll und wird sich mit Ersprieffen milder als ein Strohm ergiefSen...’
(May health and happiness surround your dear hosts as the river irrigates
meadows. And may the delights that you have be beneficial to you, pouring
generously as the river’s current...). In this hypothetical duet, Bach would
have been using the dignified polonaise to pay musical homage to a powerful
and proud royal city - which would have been apt, given the symbolic asso-
ciations of the polonaise in eighteenth-century Saxony. Overall, Bach’s use
of this symbolic music seems to follow a logical pattern, as the same music
is used on different occasions to honour the academic theorist of absolute
rule, the king, and the royal city of Leipzig.

Translated by Piotr Szymczak
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date had officially been announced as 17 January 1734 on 7 December 1733 (two days
before the Saxon elector’s departure from Dresden for his coronation in Cracow, as
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