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NBA I/34; BC B18
Actus 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 & 
Revelation 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).

Melvin
Typewritten Text
Modern editions are in F. 
This accommodates the range of 
the recorders.

Melvin
Sticky Note
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 Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 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, II
Vla da gamba I, II
SATB
Continuo
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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 chorale
2c & 3a: B aria (vivace) - A aria
2d: Chorus, S Arioso, Instrumental chorale (andante)

See Bach Kommentar, vol. 3, p. 521.
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Symmetrical (chiastic), motet-like 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) 
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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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Last changed: 8 July 2025.
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Theological Dimension: God controls all of time. Law and Gospel confront each other in the center movement where Jesus is the "turning point." See Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), chapter 4, Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 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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The cantata is in chiastic form. Bach often used chiastic (x-shaped/symmetrical) forms, in which center movements (where the mirror image begins) provide the crux of the matter. There antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). 
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Early, motet-like funeral cantata for chamber ensemble, in symmetrical form.
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Verlag
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see notes.
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In the foreword to the 2012 Carus edition of BWV 105, Peter Thalheimer (with translation by John Coombs) writes, “[BWV 106] was probably written for a funeral or a memorial service. There are various theories concerning the identity of the person mourned,[1] but it seems probable that this work was composed for the funeral of the Mayor of Mühlhausen Adolph Strecker, “who died on 13 September 1708 at the age of 84 and who was buried on 16 Sep-tember.”[2]
	“Bach based his text on the Christliche Bet-Schule, by Johann Olearius, published at Leipzig in 1668.[3] This book contains, under the title Tägliche Seuffzer und Gebet üm ein seliges Ende, the biblical passages on which the cantata’s movements 2c–3b are based, in the same sequence adopted by Bach (Isaiah 38:1; Ecclesiasticus 14:18; Revelation 22:20; Psalm 31:6; Luke 23:43). The two chorale verses in movements 3b and 4, Mit Fried und Freud ich fahr dahin (Martin Luther, 1524) and Glorie, Lob, Ehr und Herrlichkeit (verse 7 of the hymn In dich hab ich gehoffet, Herr, by Adam Reusner, 1533) are also included in the Christliche Bet-Schule. Bach also found the text for the movement 2b, Psalm 90:12, Lehre uns bedenken, in Olearius’s book. The addition of the form of address, Ach Herr, was probably from Bach. The instrumental quotation from the hymn Ich hab mein Sach Gott heimgestellt (Johann Leon, 1589) in movement 2d, which undoubtedly reminded 18th-century listeners of the words, com-ments on the biblical passages Es ist der alte Bund and Ja, komm, Herr Jesu. The words of the opening chorus Gottes Zeit ist die allerbeste Zeit (No. 2a) were written by an unidentified author, freely quoting from Psalm 31:16, the second verse of Ich hab mein Sach Gott heimgestellt and Acts of the Apostles 17:28.
	“In the brief Sonatina the character of the cantata is established for the listener by two recorders and two viole da gamba. This combination of instruments is unusual in Bach’s works. However, ensembles of recorders and gambas appear to have been widely used in funeral music and cantatas during the first quarter of the 18th century in central Germany, as is indicated by the Trauer-Actus of Georg Philipp Telemann[4] and unpublished cantatas by Liebhold and Lausch.[5]
	“The original performance material of the present cantata has not survived. All the extant sources date from after Bach’s death. The present edition is based on the two earliest manuscripts, both of which date from the 18th century. These present the musical text as it was probably notated in the original, namely in two different keys: the recorder parts are given in F major, the remaining parts in E flat major. This fact reflects a practice which was customary in Bach’s time at Mühlhausen (and in other places): two tuning pitches were employed simultaneously, a major second apart: the (higher) choir pitch and the (lower) chamber pitch. The organ and then the tuned string instruments and the voice parts were shown in choir pitch, the woodwind instrument parts in chamber pitch. In earlier editions of the Actus tragicus all of the parts were notated in E-flat major, i.e. in choir pitch. That being the case, the recorder parts were no longer playable on normal treble recorders. In the present edition all of the parts are notated in F major (chamber pitch)." [continued in next note...]
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	“The bitonal notation of the sources is accounted for by the differences of pitch employed, but it provides no concrete proof of the absolute pitch at which the work was performed. The wide range of the voice parts, which extend in choir pitch from C to g2 (in chamber pitch: D to a2), and the compass of surviving contemporary German woodwind instruments indicate that chamber pitch at Mühlhausen in Bach’s time was between al = 400 Hz and 420 Hz, and correspondingly a tone higher at choir pitch. For present-day use performance in F major at a1 = 415 is recommended. If suitable instruments are available, performance in F major at al = 392 Hz (corresponding to al = 440 Hz in E flat major) also comes into consideration. Performance in F major at a1 = 440 Hz is unproblematic for the instruments, but it makes high demands on the singers, especially the tenor and bass soloists.
	“The voice part of the Aria No. 3a is marked Alto solo in both sources, while No. 3b is marked Basso solo in only one of the sources. Even though there is no indication to this effect, it can be assumed that the tenor part in No. 2b, the bass part in No. 2c and the soprano part in No. 2d are to be sung by soloists. If the other voice parts are not also sung by soloists, the choral singing must not be too powerful for the transparent instrumental texture. If too many singers are employed, problems of balance may occur, especially in movements No. 2d and 4. The sources give no information concerning the instruments to be used for the continuo. The high-lying bass line in the Alto Aria No. 3a could indicate the use of a five-stringed violoncello. Whether for the continuo part of the work as a whole—in addition to the organ—stringed instruments in the bass and/or double bass register should be employed is a question which must remain open.”

1. Including Hugo Lämmerhirt, “Bachs Mutter und ihre Sippe” in: Bach-Jahrbuch 11 (1925), p. 117; Hermann Schmalfuss, “Johann Sebastian Bachs ‘Actus tragicus’ (BWV 106). Ein Beitrag zu seiner Entstehungs-geschichte,”
in: Bach-Jahrbuch 56 (1970), p. 36–43, and Alfred Dürr, Studien über die frühen Kantaten J. S. Bachs, Leipzig, 1951, Wiesbaden, 21977, p. 59.
2. Markus Rathey, “Zur Datierung einiger Vokalwerke Bachs in den Jahren 1707 und 1708,” in: Bach-Jahrbuch 92 (2006), p. 84.
3. Renate Steiger, “J. S. Bachs Gebetbuch? Ein Fund am Rande einer Ausstellung,” in: Musik und Kirche 55 (1985), p. 231–234, and Renate Steiger, “Actus tragicus und ars moriendi. Bachs Textvorlage für die Kantate ‘Gottes Zeit ist die allerbeste Zeit’ (BW 106),” in: Musik und Kirche 59 (1989), p. 11–23.
4. Georg Philipp Telemann, Trauer-Actus, ed. by Wolfram Steude (Carus 39.134).
5. See Hans-Oskar Koch, Sonderformen der Blasinstrumente in der deutschen Musik vom späten 17. bis zur Mitte des 18. Jahrhunderts, dissertation, Heidelberg, 1980, p. 17.

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 10, p. 63 (Peter Thalheimer, with translation by John Coombs) 
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See note for criticism of form.
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Moritz Hauptmann (1792–1868), who became Thomaskantor in 1842 and was a founding member of the Bach Gesellschaft (which published the first collected edition of Bach’s works), wrote in 1857, “Was ist das für eine wundervolle Innerlichkeit, kein Tact Conventionelles, Alles durchgefühlt. Von den mir bekannten Cantaten weiß ich keine, in der für die musikalische Bedeutung und ihren Ausdruck Alles und Jedes so bestimt und treffend wäre. Wollte man und könnte man sein Gefühl aber für diese Seite der Schönheit einmal verschließen und das Ganze als ein musikalisch-architektonisches Werk betrachten, dann ist es ein curioses Monstrum von übereinander geschobenen, ineinandergewachsenen Sätzen, wie sie die eben so zusammengewürfelten Textphrasen sich haben zusammenfügen lassen, ohne alle Gruppierung und ohne Höhepunkt.” 

(What wonderful subjectivity this is, no measure conventional, everything felt through and through. Of all the cantatas known to me, I know of none in which everything is so precise and apt in terms of musical meaning and expression. But if one should wish to and could close one’s feelings to this aspect of beauty and view the whole as a musical-architectural work, then it is a curious monstrosity of superimposed, intertwined movements, just as the equally haphazardly assembled phrases of the text have been pieced together, without any grouping or climax.)

See letter of 17 December 1857 to Otto Jahn in Briefe von Moritz Hauptmann, Kantor und Musikdirektor an der Thomassschule zu Leipzig, an Ludwig Spohr und andere, edited Ferdinand Hiller (Leipzig: Breitkopf & Härtel, 1876) p. 107.
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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 (something
like a motet):
●2a. Chorus (itself 
in segments with
individual meters, tempi,
and textures (see below)
●2b. T solo (human 
prayer)
●2c. B solo (God's 
response) 
●2d. Chorus


2a Segments
1. Andante, 4/4, chordal,
reinforced with 
instruments in spots
2. Allegro, 3/4, fugato,
instruments sometimes
independent, sometimes
colla parte
3. Adagio  assai, 4/4,
chordal, instruments
mostly  colla parte
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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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Word painting: Sustained note for "so lange" (as long").
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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, the preferred key in this cantata for the"sleep" of death. See Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991). p. 109.
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Phrygian cadence, often used for questions.
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●Death inevitable; prayer to be reminded of this: Psalm 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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The singer enters before the cadence, suggesting urgency. 
The motive of descending major 3rd recurs in 2d at m. 16 (146)
when the soprano enters with "Ja, ja."

Microsoft Account
Typewritten Text
Recorders

Microsoft Account
Typewritten Text
Gambas

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Text Box
Descending quasi-ostinato bass. Alfred Dürr calls this a "free chaconne." See The Cantatas 
of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 761.

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
C minor

Microsoft Account
Typewritten Text
D7



J.S. Bach - Church Cantatas  BWV 106

9

Melvin
Typewritten Text
11 (58).

Melvin
Typewritten Text
14 (61).

Melvin
Typewritten Text
16 (63).

Melvin
Typewritten Text
19 (66).

Melvin
Typewritten Text
G minor

Melvin
Typewritten Text
G minor

Melvin
Typewritten Text
E-flat major

Melvin
Typewritten Text
E-flat major

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Sighing motives.
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Text painting: The positive reference to wisdom is set in E-flat major; the low bass drops out, perhaps to indicate a freeing from earthly death. See Eric Chafe, Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 117.
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●God's Response: Death is coming; set your house in order: Isaiah 38:1 (106/2c).
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Bass solo repeats opening motive in the last two measures. 
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Text painting: downward modulation to F minor.

Microsoft Account
Typewritten Text
This biblical
text 
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was
originally
given to King
Hezekiah,
but his 
story is not
referenced
here.


Microsoft Account
Typewritten Text
Recorders 

Melvin
Typewritten Text
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," 3:525; also 1:665–666 with regard to BWV 26/4.
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Repeats opening motive in the last two measures. 
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Text-painting: leaping 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, Revelation 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. "The Cantatas of J. S. Bach," 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. For Dürr's comments, see note.
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See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 764.
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This is the central (pivot) movement in the cantata’s chiastic form, where antithetical elements meet or are paradoxically inverted (formal inversion reflects an aspect of reversal or turning in the text). Here Law and Gospel confront each other, with Jesus being the turning point (see note for more).
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Alfred Dürr wrrites, “In the central movement [2d], several layers are piled up on top of each other. Here, new life is breathed into the old art of the polychoral motet on several texts, an art that had long ago sunk to the level of a humble craft, a patent formula by which worthy Thuringian village cantors attempted to unite dictum and chorale in their funeral motets. In the Actus Tragicus, however, it seems as if the genre reveals its true meaning and significance for the first time, since it arises of necessity from the succession of ideas in the text. First, the three lower voices sing a choral fugue to the words ‘Es ist der alte Bund: Mensch, du mußt sterben’ (‘It is the Old Covenant: man, you must die’). This breaks off after two expositions, and then the soprano, accompanied only by continuo, replies ‘Ja, komm, Herr Jesu!’ (‘Yes, come, Lord Jesus!’). After five bars, the instruments enter with a three-part arrangement of the chorale melody Ich hab mein Sach Gott heimgestellt, of which at first only lines 1 and 2 are played. Thereafter, the sequence of choral fugue–soprano–chorale is repeated three times, so that the movement as a whole is made up of a fourfold sequence of its three component parts. In the process, however, a series of significant alterations are made. The individual stages become progressively shorter—twenty-five, twelve, six and twelve (including coda) bars—so that we seem to witness a gradual compression and a resulting increase in intensity. In the second stage, the soprano already enters during the choral fugue; and in the fourth, the order of entries of soprano and chorale is reversed, with the result that the chorale is combined with the choral fugue and the soprano ends the movement alone. In addition, the themes undergo a gradual but distinctive transformation. The fugue subject itself, which belongs to a type widespread in Bach’s time—familiar from the Musical Offering and the Art of Fugue (a range of a fifth extended by a semitone above and below)—remains unaltered [Example]:

funeral cantatas 761
But its significance diminishes: the first stage contains six entries and the second stage two; the subject does not occur at all in the third stage, and in the fourth it enters only twice. At the same time, the countersubject gains increasing significance, though it is gradually modified in the process.”

See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 761–762.
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Melvin
Typewritten Text
F minor

Melvin
Typewritten Text
A-flat major

Melvin
Typewritten Text
F minor

Melvin
Typewritten Text
F minor

Melvin
Typewritten Text
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
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Phrase 1 

Microsoft Account
Typewritten Text
Phrase 2

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
O             Je     -                     su,       Chris-te

Microsoft Account
Typewritten Text
Got    -         tes      Sohn,

Microsoft Account
Typewritten Text
        Der          du                      für                uns                                              hast

Microsoft Account
Text Box
In the prayer book source of this libretto by Johann 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 Eric Chafe, Analyzing Bach Cantatas (New York: Oxford University Press, 2000), p. 243n10; Martin Petzoldt, Bach-Kommentar 3:520. 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: Sirach 14:18 (representing Old Testament law) and Revelation 22:20 (representing New Testament gospel) with the the inferred text "O Jesu Christe. Gottes Sohn...." See Bach-Kommentar 3:526–27.
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The statement of the complex (Chorus - S - Chorale) become shorter. See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 761.The first statement of the 3-element complex was 25 mm., now: 12, 6, and 12 (including coda). See Dürr, 761.
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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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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.

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Typewritten Text
Right hand is editorial...

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Text Box
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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Eric Chafe argues that here the era of the Church ends and the eschatological sense dominates. See Tonal Allegory in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 100.
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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. 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 in the Vocal Music of J. S. Bach (Berkeley: University of California Press, 1991), p. 120.)
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