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Introduction & updates at melvinunger.com.
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NBA I/1; BC A1
1. S. in Advent (BWV 61, 62, 36)
*Rom. 13:11–14 (Night is almost gone, lay aside deeds of darkness)
*Mt. 21:1–9 (Christ’s triumphal entry into Jerusalem)
Librettist: Erdmann Neumeister
FP: 2 December 1714 (Weimar, Palace Chapel) 
 (Leipzig: 28 November 1723)
The score is core dated 1714 (the year 
Bach’s employer, the Duke of Weimar, 
added to his duties as organist 
the responsibility of writing one 
cantata each month). Later, when
Bach revived this work in Leipzig,
he noted the order of the Leipzig 
liturgy in this score. See 
Dürr/Jones, "Cantatas of 
J. S. Bach," 76, "Wolff, "Bach 
the Learned Musician," 255–56.
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Instrumentation:
Vln I, II
Vla I, II
Violoncello & Fagotto
SATB
Continuo (Organo)
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61/1. 

Melvin
Typewritten Text
Chorus (Chorale Overture) (See also 36/2, 62/1.)
●Advent prayer: Come, Savior of the Gentiles! (61/1). 
First hermeneutical sense: Christ's coming in the flesh
to Israel (the incarnation). See side note.
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9.
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Form: Chorus-Recit (T)-Aria (T)-Recit (B)-Aria (S)-Chorale
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For Bach's first Advent cantata in Leipzig, he revived a work he had written in Weimar. Cantata 61 explores the liturgical theme of the day: Christ’s promised coming. In Leipzig, no cantatas were permitted after Advent 1 until Christmas. Thus, Bach had some weeks to prepare for the Christmas/New Year season of his first year in Leipzig.
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61/1 is a choral elaboration in the style of a French overture, signifying the royal stature of the promised Savior. The chorale is sung in long notes against the dotted rhythm. Divided violas also show French influence. 

Melvin
Typewritten Text
A minor

Melvin
Typewritten Text
A minor
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E minor

Melvin
Typewritten Text
D minor

Melvin
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	Bach's early Weimar cantatas show that Bach was rethinking his compositional style to accommodate Italian elements,  most notably, recitative and da capo aria,  now made possible with the kind of sacred poetry being published by Erdmann Neumeister  and Georg Christian Lehms (1684–1717). While the librettos in Neumeister’s 1704 publication did not include biblical and chorale texts (in his preface, he described the cantata as ‘looking no different from a section of an opera, assembled from recitative style and arias’),  his subsequent publications offered librettos of the "mixed type." 
	The libretto of BWV 61 (Nun komm der Heiden Heiland) is from Neumeister's 1714 publication (reprinted 1717). The final chorale of BWV 61 has been criticized, since it does not include the entire chorale but just the Abgesang: “Amen, Amen, komm du schöne Freudenkrone, bleib nicht lange. Deiner such ich mit verlangen.” Markus Rathey defends its usage on the basis of the sacred concertos and cantata tradition in of Central Germany 1650–1700, and says that for this reason it was no aesthetic problem for Bach. See Rathey, M. “Ästhetik eines ‘Fragments’—Anmerkungen zur Tradition des Schlußsatzes der Kantate ‘Nun komm der Heiden Heiland’ BWV 61,” BJb 88 (2002), 105–117.
	Of Bach's Weimar cantatas, 61, 162, 163, and 165 require only strings in addition to the voices (although BWV 61 also has a bassoon that doubles the continuo or vocal bass and BWV 162 is probably missing at least one obbligato part, not to mention the corno da tirarsi part that Bach added in Leipzig).
	In 1714, when Bach composed this work, he was exploring French and Italian styles. French influences include French overture style and divided violas (61/1); Italian influence includes cantabile, unison string obbligato with sequential construction (61/3) and walking bass (61/5)—like Vivaldi.
	In Leipzig, cantatas were not performed during Advent except on the first Sunday of Advent. Bach noted the order of the Leipzig liturgy on the inside of the autograph covers of both BWV 61 and 62. Martin Petzoldt suggests that this was probably due to the fact that, on Advent 1, a cantata was performed in both St. Thomas and St. Nicholas churches and Bach could lead the performance in only one location. Since Bach's notations emphasize where the organist was to "prelude," i.e., improvise on the thematic material of the following hymn or cantata, Petzoldt suggests that the leader of the cantata had to play the organ, a double duty not normally required. See Petzoldt, "Bach Kommentar," vol. 2, pp. 23. 30. 
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Cantatas from Bach's first cycle (Leipzig) that beging with French Overtures include BWV 119 an BWV 194. Other cantatas with French Overture movements include the Weimar cantata BWV 61, BWV 20 (the first cantata of Cycle II—the chorale cantata cycle), the later chorale cantata BWV 97, and BWV 110 from Cycle III. 
	Eric Chafe notes that the movements of Cantata 61 move in a sequence of keys by thirds (a, C, e, G) and that this is also true of Cantatas 12, 186, 27, and 104. See Chafe, "Tonal Allegory," 66. Chafe sees significance in the fact that Cantata 61 "ascends" in the circle of fifths; similar to Cantatas 172, 199, 122, and 21. See "Tonal Allegory," 131. In Cantata 61 he sees this ascent as related to the eschatological significance of the Advent theme of the libretto.
	In fact, the Neumeister libretto "interprets the coming of Jesus in a fourfold scheme that parallels the four senses of hermeneutics...: first as His coming in the flesh to Israel (the incarnation, represented in the opening chorus..., then as His coming in the spirit to the church (the tenor aria, 'Komm Jesu, komm zu deiner Kirche'), then as His coming to the individual believer through faith (soprano aria, 'Öffne dich, mein ganzes Heze, Jesus kömmt und ziehet ein'), and finally, as His coming to the believer at the end of time (final chorale, 'Komm, du schöne Freudenkrone').... Cantata 61 mirrors these 'senses' in its movement sequence and its patterned series of styles and keys, the latter 'ascending' by thirds from movement to movement." See Chafe, "Analyzing Bach Cantatas," 6.
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Chorale Phrase 1 in Continuo
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Chorale Phrase 1 in Soprano.
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Chorale Phrase 1 in A.
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Text painting: The first line of the chorale (a prayer) is introduced in the continuo with rising lines in the instruments, followed by a rising sequence of vocal entries (S-A-T-B), suggesting 
	         supplication rising to heaven.
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Chorale Phrase 1 in T.
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Chorale Phrase 1 in B.
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A minor
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D minor
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C major
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C major
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Chorale Phrase 2 in four-part homophony embedded in a continuation of the instrumental material with its characteristic dotted rhythm

Melvin
Typewritten Text
Chorale Phrase 3. Faster, imitative counterpoint as is usual in a French Overture. Here triple meter stresses the joy of a dance, while the imitative entries in descending order depict the inclusiveness of the earthly response.
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The scurrying rhythms fit the idea of diverse people responding excitedly.
Text painting: Melismas for "all."
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A minor
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G major
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C major
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C major
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Text painting: Sustained tones for "all."
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Chorale Phrase 4: The first material, with its regal dotted rhythm returns as is typical in a French Overture. The voices present the chorale in 4-part homophony embedded in a continuation of the instrumental material with its characteristic dotted rhythms. In this way, it is linked to the second chorale line, perhaps intentionally connecting their confessional content. (See Martin Petzoldt, "Bach Kommentar," vol. 1, pp. 24–25.)
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61/2.
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G# dim. 7
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D major
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Bach’s formal designs in the Weimar cantatas manifest considerable ingenuity and variety. Clearly, he was developing his compositional techniques as well as his conception of the cantata genre itself. Recitatives often broaden into ariosos, sometimes interacting with the continuo (61/2, 152/3). 
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Secco recitative flowing into arioso expands on the previous text. C major is often associated with Christ in Bach's cantatas. 
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Descending shape of 16th-note 
lines in voice and continuo suggests 
the bestowing of blessing from above. The imitation between continuo and voice may allude to the dual (human/divine) nature represented in the incarnation.
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The reference to light may be related to the Epistle of the Sunday. 
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Accompanied by
Continuo alone. 
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●Advent: Christ’s coming brings ever new blessings (61/2). 
First hermeneutical sense: Christ's coming in the flesh (the incarnation). . 
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Phrygian cadence
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Phrygian cadence
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2 rhetorical questions, both ending with a phrygian cadence.
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Continuo
realization
still 
editorial.
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61/3.
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●New (Church) Year’s prayer: Come & bless thy church! (61/3). 
Second hermeneutical sense: Christ's coming in the spirit to the church.
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Delaying C major... (This may represent the waiting implied by the season of Advent.)
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Da capo aria with obbligato melody (derived from opening vocal statement) is played by unison violins and violas (Vivaldi
		influence). The basic shape is that of a descending octave, representing the Advent/descent of Christ.  
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Triple compound
meter and trio texture 
may represent the 
Trinity, although
Jesus is specifically
mentioned (not the 
triume God). Or 
"triplets" may 
represent the more 
modern, galant style, 
in reference to the 
new (church) year.
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C major is often used to represent Christ.
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Da capo aria, with instrumental ritornello. Strings play unison cantabile scalar ritornello with sequential construction = Vivaldi influence. Then tenor sings likewise cantabile scalar melismas. Meter is 9/8. Lilt = happy.
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Delaying C major... (This may represent the waiting implied by the season of Advent.)
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Delaying C major... (This may represent the waiting implied by the season of Advent.)
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Instrumental ritornello
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B7
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Contrasting middle section of da capo form in relative minor.
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Kanzel = Pulpit (proclamation of the Word)
Altar = Eucharist
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●Vox Christi: I stand at the door & knock: 
Rev. 3:20 (61/4).
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E minor (Dissonances are resolved when the knocking is answered.)
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Text painting:
Strings & continuo
have staccato
eighth notes 
("senza l'arco" =
pizzicato) to depict
Christ knocking 
on the door. The 
4.5 mm. of E pedal 
(despitechanging 
harmonies) probably 
symbolize
persistence.
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Eighth notes "senza l'arco"
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Staccato notes for "knocking"
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Arioso-style
writing
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Moving to the third hermeneutical sense: Christ's coming to the individual believer through faith.  
.
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61/5.
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●Advent: Preparing my heart to be his dwelling (61/5). 
Third hermeneutical sense: Christ's coming to the individual believer through faith. 
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Continuo da capo aria = 
accompanied by 
Continuo alone.
This realization is 
editorial.
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Realization of the continuo line is editorial...
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G major
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D major
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Text painting:
Basic motive is
based on the 
opening words. Its
rhythm perhaps 
suggests three
knocks followed
by a listening
rest (see
previous 
movement)
and its 
ascending 
shape 
suggests the
the action of
offering the 
heart (a 
response
to the Vox
Christe of
the previous
movement).
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Quasi-ground bass is biplanar 
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Trill emphasizes "ganzes" (whole/all
of the heart).
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With cello.
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Eric Chafe argues
that Bach reduces
instrumentation from movement to movement "to allegorize an 
increasingly personal series of affective moments corresponding to the ever nearer relationship to 
God." This S aria
represents the most internal stage. See "Tonal Allegory," 143. 
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Soprano has the role of the Soul.
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The penultimate movement of the cantata is a substantial da capo aria for soprano and continuo. In its theological context—the mystic union of Christ and the believer—the soprano represents the bride awaiting her bridegroom). The walking bass shows Italian influence (Handel-like).
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C major
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Contrasting middle section (change of tempo, meter, and melodic movement).
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Continuo line changes from biplanar construction
to more flowing eighth notes, then 16th notes for "blessed."
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Flowing 16th notes for "selig" (blessed). 
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61/6.
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●Advent prayer: Come, my crown of joy, do not tarry! (61/6).
Fourth hermeneutical sense: Christ's coming to the believer at the end of time.
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G major
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G major

Melvin
Typewritten Text
Text painting: Descant of ascending scalar lines of 16th notes (unisons violins), which 
ultimately extend 2 octaves, perhaps to depict rising prayer. 
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Bach accepts the librettist's decision to use only the last two lines of 
the chorale (the Abgesang) and the cantus firmus is not doubled by 
any instruments. Instead Bach writes a descant for unison violins.
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Neumeister's decision to
use only the last 2
lines of the chorale
(the Abgesabg) was 
doubtless so that
the text continues 
the Advent prayer 
of the previous 
movement: "Komm,
und ziehet ein...
Amen, komm du
schöne Freuden-
krone." If one 
compares the entire
chorale text (as in 
BWV 1/6), one sees 
that the earlier lines 
of this stanza do not 
address God 
directly as these
last 2 lines do.
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A doubled by
Vla I.
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T doubled by
Vla II.
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Short movement, essentially and ecstatic "Amen."
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The bass begins the 
cantus firmus, which
is then echoed by the 
soprano. Probably this 
bass entry is to be
understood as a Vox
Christe statement
(see the New Testa-
ment's penultimate
verse: "He who testifies 
to these things says, 
'Surely I am coming 
soon.' Amen. Come, 
Lord Jesus!").
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[Vox Christe?]
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E minor
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G major
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Text painting: Melismas for "yearning."
Chorale melody descends one octave (see later).
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G major
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G major
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After the cantus firmus (soprano) has descended an octiave to reach its final note, the Vln 1 ascends to high G (2 octaves), perhaps to depict that Christ's descent makes unification with Christ possible and the yearning for this to
			happen.
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