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NBA I/34; BC B18Actus tragicus - Cantata probably for a funeral service (BWV 106, 157, 198)Librettist: Unknown; 2c–3b based on scriptural compilation by Johann Olearius (1611–1684).The sequence of quotations from 2c to 3b  is found in a 1668 prayer book by Johann Olearius (1611–1684), though Bach omitted Philippians 1:23 & Rev. 22:20, which sit between 2d and 3a in the original. Instead Bach incorporates an instrumentally rendered chorale (see no. 2d below). To 3b is added Luther's paraphrase of the Nunc dimittis as trope. Details in Petzoldt, "Bach Kommentar," vol. 3, p. 520. Composed probably 1707/1708 (Mühlhausen?) Though preserved only in later manuscript, it has a style suggesting an early work.
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Scoring is soft: 2 alto recorders, 2 gambas, continuo.This is an older, motet-style cantata consisting of short sections, each reflecting the changing ideas of the text (a compilation of biblical and chorale texts, which Bach sets in a highly individualistic, deeply expressive  manner). 
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Pulsing rhythms, drooping sighing motive, chromaticism, and lack of strings contribute to a sombre, funereal mood.
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The recorders are perhaps intended to represent mourning doves. The recorders play unison but Recorder II is silent for 3 notes in each of the mm. 4–6 (highlighted here), stressing the conversational quality of the two instruments. The musical gesture foreshadows those in later movements: 2b (e.g., m. 7), 2d (m. 31/161).
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Modern editions are in F. This accommodates the range of the recorders.
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Though the occasion for Cantata 106 is unknown, it is interesting to compare funerals in Leipzig. Günther Stiller, "Johann Sebastian Bach and Liturgical Life in Leipzig" writes on  p. 94: “Funerals began at the house of mourning, and already there, and then along the whole way to the cemetery and at the grave, the choir had to sing funeral hymns. If the obsequies for prominent persons took place in the church, the organ music would be supplemented by the singing of special funeral motets and burial music that the bereaved would request and suitably remunerate. Not infrequently since the beginning of the 18th century special “memorial sermons,” dedicated to the memory of deserving men and women, were held in churches, and this was often done in the place of the Sunday Vesper Service. According to [the historian Johann Christoph] Rost [1713], the first 'memorial sermon' took place in St. Thomas on Palm Sunday, 9 April 1713, when it replaced the Vesper service (Ro, p. 96). And the sexton at St. Thomas records a number of such memorial services in subsequent years. We know that Bach composed his motets largely for such services of mourning and that in such services and celebrations of mourning also the use of instruments and even of complete cantatas was not unusual."	Concerning for alternative occasions for the cantata (other than a funeral) Martin Petzoldt, dismisses the 16th Sunday after Trinity and mentions the Purification of Mary. See Bach Kommentar, vol. 3, p 529.
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Bach handles the libretto (which consists almost entirely of biblical and chorale citations) phrase by phrase. The resulting segmented structure allows him to treat individual words and phrases in a highly effective manner and reveals (at an early stage of Bach's career) a keen interest in the musico-theological dimension (See Chafe, "Tonal Allegory," 121-123). To emphasize the inflexibility of death’s ancient decree ("Es ist der alte Bund: Mensch, du mußt sterben!"—Sirach 14:17), Bach employs fugal writing (as will become typical for him). Another example of Bach’s originality in text-setting occurs at the end of the second movement, where voices and instruments fall away, leaving a bereft soprano singing words from Revelation 22:20: "Ja, komm, Herr Jesu!" in melsimatic triplets, which end in the implied major key. Noteworthy too is the mood shift at the end of the bass arioso ("Heute, heute"), where the Vox Christi  falls silent, leaving the alto to finish her chorale—alone in the face of death yet confident in faith ("Sanft und stille, wie Gott mir verheissen hat"). Bach ends the work with a doxological chorale, to which he appends a remarkably extended, jubilant fugue on the word "Amen."Other innovations in Cantata 106 include Bach’s highly distinctive instrumentation: two someille-like recorders,  two violas da gamba, and continuo, used in discriminating combinations to produce an overall intimate, otherworldly atmosphere. The combination of chorale with arioso in the penultimate movement is also highly effective, creating a tender dialogue between Christ  and the Soul.  Finally, despite the work’s segmented architecture, Bach unites the cantata work with a harmonic scheme that moves movement by movement through the flat range of the circle of fifths (E-flat major - C minor - F minor - B-flat minor) before reversing course at Jesus’ words, "Heute wirst du mit mir im Paradies sein" (A-flat major - E-flat major). See chart in Chafe, "Tonal Allegory," 109. For Bach's time, this cantata demonstrates an adventurous tonal scheme and harmonic language. The theme of the cantata (to entrust all things into God's hands and to providential timing) also reflects the passages that Bach marked most frequently in his Calov Bible. Commentary, namely passages from the book of Ecclesiastes.
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Oscillating figure, which reappears in imitative "weben" section of 2a, augmented in the instrumental chorale in the central movement (2d), at the end of 2d, at the beginning of the alto aria (3a), and at the end of 3b.  
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Instrumentation:Flauto dolce I, IIVla da gamba I, IISATBContinuo
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Sticky Note
Martin Petzoldt outlines the arch form of the cantata as follows:1: Sonata (molto adagio)2a & 4: Chorus (allegro-adagio assai) - Chorale & Fugue (allegro)2b & 3b: T arioso (lento) - B arioso, A chorale2c & 3a: B aria (vivace) - A aria2d: Chorus, S Arioso, Instrumental chorale (andante)See Bach Kommentar, vol. 3, p. 521.

Microsoft Account
Highlight

Melvin
Typewritten Text
Symmetrical form after Sonatina: ●Chorus prologue (2a) ●2 solos (2b & 2c): T (quasi-ostinato continuo) & B (dancelike) ●CHORUS (2d): a) ATB fugue, b) soprano response, c) textless funeral chorale ("Herzlich tut mich verlangen") ●2 solos (3a & 3b): A (quasi-ostinato bass) & B (quasi-ostinato bass, (dancelike) ●Chorus doxology (chorale) (4) Theological Dimension: God controls all of time. Law and Gospel confront each other in the center movement where	 Jesus is the "turning point." See Chafe, "Tonal	   Allegory," Chapter 4, Dürr/Jones, "Cantatas," 760. Dürr points out the literary parallels between the 18 stanzas of the chorale "Herzlich" and the libretto (763). The cantata follows in the tradition of "ars moriendi" (the art of dying well). See Martin Petoldt, "Bach Kommentar," vol. 3, p. 521.
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Eric Chafe identifies the synchronic aspects of the libretto and its reflection in Bach's music. E.g., for correspondence between the 3 eras of salvation history (= 3 stages of revelation = 3 activities of the Trinity) and the 3 components of the central chorus (2d) (fugue, soprano arioso, & chorale), see below. He identifies tonal descent followed by ascent: E♭ - Cm - Fm - B♭m =A♭M - E♭, reflecting Christ's experience and human experience in salvation (Tonal Allegory, p. 103). 
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●God’s time is best; for living or dying: Acts 17:28 (106/2a), This movement serves as a kind of motto statement for the cantata, with a free text understood from the perspective of Psalm 31:15 (31:16 in the German bible): "My times are in thy hand." See also Romans 14:8, Revelation 14:13, Ecclesiastes 3. 
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4 segments (somethinglike a motet):●2a. Chorus (itself in segments withindividual meters, tempi,and textures (see below)●2b. T solo (human prayer)●2c. B solo (God's response) ●2d. Chorus2a Segments1. Andante, 4/4, chordal,reinforced with instruments in spots2. Allegro, 3/4, fugato,instruments sometimesindependent, sometimescolla parte3. Adagio  assai, 4/4,chordal, instrumentsmostly  colla parte
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6-measure introduction
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Text painting: animated oscillation to indicate "weben" (move) in fugal imitation among voices. Diatonicism. Oscillating figure appears in the prelude, here in imitative "weben" section of 2a, augmented in the instrumental chorale in central movement (2d), at the end of 2d, at the beginning of the alto aria (3a). and at the end of 3b.  
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Text painting: slow tempo and chromatic harmony for "dying" (the antithesis of the previous section)
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descending steps to C minor, thepreferred key in this cantata for the"sleep" of death. See Chafe, "Tonal Allegory," 109
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●Death inevitable; prayer to be reminded of this: Ps. 90:12 (106/2b).
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Instrumental part similar to opening sinfonia (e.g., the rhythm). The contour of the ritornello opening is similar to alto line of 3a ("In deine Hände") It also follows the contour of "Herzlich." 
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Many sighing motives, related to the figure played by the recorders in the sonatina.
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Tenor solo is through-composed.
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Descending quasi-ostinato bass (Alfred Dürr calls this a "free chaconne." See Dürr/Jones, 761.
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Motive of descending major 3rd recurs in 2d at m. 16 (146) when the soprano enters with "Ja, ja."



J.S. Bach - Church Cantatas  BWV 106

9

Melvin
Typewritten Text
11 (58).
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16 (63).
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19 (66).
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Text painting: positive affect of wisdom in E-flat major; quasi-ostinato bass stops; low bass drops out, perhaps to indicate a freeing from earthly death. See Chafe, "Tonal Allegory," 117).
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17 (87).

Melvin
Typewritten Text
●God's Response: Death is coming; set your house in order: Is. 38:1 (106/2c).
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Bass solo repeats opening motive in the last two measures. 
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C minor, quasi ostinato bass        resumes

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
A-flat major

Melvin
Typewritten Text
F minor

Melvin
Typewritten Text
Text painting: downward modulation to F minor.
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This biblicaltext (command)wasoriginallygiven to KingHezekiah,but his story is notreferencedhere.

Microsoft Account
Typewritten Text
Recorders 
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Accompanied by continuo and 2 recorders in unison. The dancelike character (complete with hemiolas) is surprising but may represent the Dance of Death (Danse Macabre).  See Petzoldt, "Bach Kommentar," vol. 3, p. 525; also vol. 1, 665–66 with regard to BWV 26/4.



J.S. Bach - Church Cantatas  BWV 106

11

Melvin
Typewritten Text
22 (92).

Melvin
Typewritten Text
27 (97).

Melvin
Typewritten Text
32 (102).

Melvin
Typewritten Text
38 (108).

Melvin
Typewritten Text
Repeats opening motive in the last two measures. 
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Text-painting: sixteenths for "lebendig"
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 ●Death decreed for all: Sirach (Apochrypha)14:17 in English bible, 14:18 in Luther's German bible, Rev. 22:20 (106/2d).
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voice tacet for a long section
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Center movement (2d) has 3 successive components: 1) ATB chorus (fugue with countersubject illustrating the inexorable decree that all must die) accompanied by continuo alone, 2) S arioso (prayer) accompanied by recorders, gambas, and continuo, and 3) instrumentally played chorale tune. This 3-part complex occurs 4 times (mm. 1–25, 26–37, 38–43, 44–55). The role of the fugue subject diminishes: in the second section there are only 2 entries of the subject and in the third section the subject is absent. Meanwhile, the countersubject gains significance and transforms gradually (by the coda) into the shape of the chorale "Herzlich," which also resembles the beginning of the S solo ("Ja, komm") in m. 16. See Dürr/Jones, 762. Chafe ("Tonal Allegory," 99, 101) sees the 3 elements of the complex synchronically as ●the voice of Old Testament Israel / Law / God the Father, ●the voice of the New Testament individual believer / Gospel / God the Son, and ●the voice of the church / God the Spirit / faith.
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Walking bass line illustrates the inexorable decree.
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Dürr/Jones ("Cantatas," p. 764) argues that the Law-Gospel antithesis is depicted in this movement (2d) thus:	    Law		GospelTexture:  polyphonic     monodic (solo)Style:      strict (fugue)   free (arioso)Pitch:      low (God's      high (God's               distance)        closeness)Dynamics: unmarked    differentiated	     (=forte)	(echoes, pp end)Rhythm:    uniform,	differentiated,	     calm	lively
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countersubject
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First exposition: T-A-B
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COMPLEX: First Presentation (25 mm,)
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3-part Fugue. Fugue often used to represent law/decree in its inflexibility. 
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Fugue subject's descending contour reflects the concept of death.
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Second exposition: A-T-B 
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13 (143).
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Soprano (voice of the believer) enters with a prayer from Revelation 22:20. The entry (descending major third) is reminiscent of the T entry in 2b "Ach, Herr" at m. 3 (49). The repeatedd sentiment is related to the Nunc dimittis (Luke 2:29), which appeared already in 2b in the form of Luther's chorale paraphrase.
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16 (146).
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22 (152).
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Recorders and gambas enter; the gambas plays chorale tune that professes faith in God, entrusting the believer's state to God.
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Quotation from beginning of the tune most often associated with the funeral chorale: "Herzlich tut mich verlangen," whose first stanza ends "O Jesu, komm nur bald."
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Gambas I & II play first 2 phrases of 5-phrase chorale "Ich hab' mein Sach." Later, they play scraps or paraphrases of the rest of the chorale.
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Oscillating figure appears in the prelude, in the imitative "weben" section of 2a, augmented in the instrumental chorale in central movement (2d), at the end of 2d, at the beginning of the alto aria (3a). and at the end of 3b.  
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Chafe argues that the solos have steadily reduced instrumentation: T solo accompanied by 4 real parts, B solo accompanied by 3 parts (continuo and recorders), and S solo often accompanied just by continuo, and finally by nothing. See "Tonal Allegory," 110. 
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In the prayer book source of this libretto by Olearius, the text to this (instrumentally rendered) chorale tune is not included; instead, Olearius has the text "Ich habe Lust abzuscheiden und bey Christo zu seyn. Ja Komm Herr Jesu," which Bach's cantata omits. See Chafe, "Analyzing Bach Cantatas," 243n10, Martin Petzoldt, "Bach Kommentar," vol. 3, p. 520. In place of  the Olearius text, Bach incorporates a textless chorale. Petzoldt suggests that Bach may have been thinking here of chorale stanza #17 (inserted here), since its syllable division and textual context fit best: it bridges the gap between the two sung texts: Sir. 14:18 (representing Old Testament law) and Rev. 22:20 (representing New Testament gospel) with the the inferred text "O Jesu Christe. Gottes Sohn...." See "Bach Kommentar, vol. 3, p. 526–27.
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Phrase 1 

Microsoft Account
Typewritten Text
Phrase 2
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O             Je     -                     su,       Chris-te
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Got    -         tes      Sohn,

Microsoft Account
Typewritten Text
        Der          du                      für                uns                                              hast
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Recorders and gambas drop out.
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The statement of the complex (Chorus - S - Chorale) become shorter. See Dürr/Jones, "Cantatas," 761.The first statement of the 3-element complex was 25 mm., now: 12, 6, and 12 (including coda). See Dürr/Jones, "Cantatas," 761.
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COMPLEX: Second Presentation (12 mm.)

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
gnug        ge    -    tan.
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31 (161).
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Recorders and gambas enter.
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Soprano enters while chorus still singing; its figure is reminscent of the recorders in the opening sonatina.
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Gambas enter with paraphrase of Choralephrase 3 (last notes exact)
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Ach               schleuß                 mich in                       die
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Gamba I & II play  Chorale Phrase 4.
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Recorders and gambas drop out.
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Recorders and gambas enter
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Recorders and gambas drop out.
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A-flat major
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COMPLEX: Third Presentation (6 mm., no fugue subject)
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Wun   -   den      dein
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Du         bist          al           -   lein
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43 (173).
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46 (176).
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F minor
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COMPLEX: Fourth Presentation (12 mm. with coda)
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49 (179).
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52 (182).
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Recorders and gambas enter.
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Recorders, gambas, and voices drop out, then even continuo drops out, leaving soprano abandoned with this melisma. 
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Full bar of silencewith fermata.
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Countersubject has transformed into the beginning of the chorale "Herzlich," which was also heard at the beginning of the soprano solo in m. 16.
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pianissimo ending
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F pedal in Gamba 1 and continuo bass functions as a dominant to the following B-flat minor, which functions as a point of arrival (Gamba 1 drops out at end of m. 52 [182]).
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Oscillation motive in recorders
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-Gamba 1
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F minor
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Oscillating figure appears in the prelude, in the imitative "weben" section of 2a, augmented in the instrumental chorale in central movement (2d), at the end of 2d, at the beginning of the alto aria (3a). and at the end of 3b. 
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Ascending B-minor scale of bass becomes the bass of the following movement.
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Gambas play paraphrase of Chorale Phrase 5 (beginning is exact).
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ein   -            ge         Trost        und                     Hel        -      fer  mein.
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106/3a.
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●Death: Committing spirit into God’s hand: Ps. 31:5 (106/3a). One of Jesus' Seven Last Words..
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Accompaniment bycontinuo alone, but the quasi-ostinato continuo line is highly expressive:two motives, onerising upward, theother continuing upward while incorporating the oscillating figure heard earlier. Chafe calls this aria the spiritual nadir of the cantata and the tonal turning point, noting that Heinichen called B-flat minor the remotest key in the circle of fifths. See Chafe, "Tonal Allegory," 103.  
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Rising scale from B-flat to F, then oscillation motive to upper B-flat.
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Bass figure treated sequentially
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This movement (3a & 3b) is a hybrid, which combines aria (2 solos in dialog), quasi-ground bass, and a duet in which one voice sings a chorale.
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Declamatory vocal style
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Eric Chafe, in "Tonal Allegory," p. 100, argues that "In deine Hände" marks a transition from Old Testament era in salvation history (a Psalm text) to the New Testament era (the psalm text was spoken by Jesus on the cross along with the following text ("heute wirst du mit mir im Paradies sein") to the Church era (represented by the chorale).
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B-flat minor
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Brief unisons between continuo and voice suggest identification with Jesus, who spoke this psalm verse on the cross (see Luke 23:46); Chafe, "Tonal Allegory," 110). 
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For Bach, the alto is often the voice of the believing soul. See Petzoldt, "Bach Kommentar," vol.  1, p. 541. 

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Imitation between voice and continuo suggests imitation of Christ (since these were one of Jesus' 7 Last Words as he was dying).See Petzoldt,vol. 3, p. 528.
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Text painting: positive affect by turning to D-flat major; and bass in high range for oscillating figure, perhaps to indicate a freeing from earthly death. See Chafe, "Tonal Allegory," 117.
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106/3b.
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Typewritten Text
●Vox Christe: God's reassuring response resulting in joyful acceptance of death as the entrance to paradise (106/3b). Luke 23: 43: one of Jesus' Seven Last Words..
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Continuo bass stops its quasi-ostinato and now imitates the voice, illustrating the believer imitating Christ (Dürr/Jones, "Cantatas," 764, Petzoldt, "Bach Kommentar," vol. 3, p. 529.).

Melvin
Typewritten Text
A-flat major for morepositive mood.
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Bass voice and continuo imitate each other (sometimes sequentially) in the same range, suggesting union.
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Text painting: Rising lines foreshadow text of chorale.
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For Bach, the alto often represents the believing soul. See Petzoldt, "Bach Kommentar," vol.  1, p. 541. Here the believer responds to the voice of Christ. The first 3 lines of the chorale are combined with bass solo, the last 3 chorale lines are		 sung with the instruments alone (the Vox Christe has dropped		 out). 
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Chafe arguesthat here theeras of NewTestamentand Churchoverlap. See"TonalAllegory," p. 100.
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Gambas enter, having mostly rising motives in imitative alternation.
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Chorale text is Luther'sparaphrase of the Nuncdimittis (Lk. 2:29).
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Chorale Phrase 2.
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Continuo makes apparent reference to opening of thefuneral chorale tune "Herzlich tut mich verlangen."
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Text painting: for this chorale phrase, the tonal plan moves the furthest upward (fewest flats) in the circle of fifths.
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Chorale Phrase 3.
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Chafe argues ("Tonal Allegory," p. 100) that here the era of the Church ends and the eschatological sense dominates. 

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
E-flat major

Melvin
Typewritten Text
E-flat major

Melvin
Typewritten Text
C minor

Melvin
Typewritten Text
E-flat major

Melvin
Typewritten Text
C minor

Microsoft Account
Typewritten Text
Chorale Phrase 4. Bass drops out, the voice of the soul ends alone (marked "p"), illustrating the text.
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Chorale Phrase 5.
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Voice unaccompanied for 1.5 beatsto illustrate text ("placid and still").Note: the C in this realization is editorial.
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Oscillating figure appears in the prelude, in the imitative "weben" section of 2a, augmented in the instrumental chorale in central movement (2d), at the end of 2d, at the beginning of the alto aria (3a). and at the end of 3b.  

Microsoft Account
Typewritten Text
Chorale Phrase 6.
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41 (65)
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"Sleep" is marked "p" to illustrate the sleep of death.The voice is unaccompanied for one eighth noteto further illustrate text.Note: the E-flat in this realization is editorial.
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●Doxology; prayer for victory through Jesus (106/4). The text is the 7th (and last) stanza of a chorale based on Psalm 31 by Adam Reusner. See Petzoldt, "Bach Kommentar," vol. 3, pp. 520–21. 
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Chorale setting is notthe simple 4-partsetting typical of Bach's later cantatas. Recorders return.
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The first 5 phrases of the chorale are presented in cantional, four-part scoring with some instrumental embellishment and embellished echoes ofthe line endings (interludes) by the recorders (Dürr/Jones, "Cantatas," 764). 
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Recorders double the chorale tune in ornamented fashion and provide interludes with gambas between chorale phrases that echo the line endings in embellished fashion (Dürr/Jones, "Cantatas," 764).
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Melvin
Typewritten Text
E-flat major

Microsoft Account
Typewritten Text
Stanza 7 of the chorale.
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Chorale Phrase 1.
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The triplet rhythms of the recorder interludes may reflect the Trinitarian reference of the text.
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Chorale Phrase 2.
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Bach extends the final phrase of the chorale tune into a lengthy, joyful fugue, with "Amen" countersubject, so that this section comprises the majority of the movement. Eric Chafe says this was the ending of the chorale in the pre-Leipzg version that Bach knew. See "Tonal Allegory, p. 120.) The cantata thus ends with a joyful contemplation of the heavenly world. 
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Fugue subject in augmentation. Eric Chafe says this was the ending of the chorale in the pre-Leipzg version that Bach knew. See "Tonal Allegory, p. 120.)
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