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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)
*Romans 13:11–14 (Night is almost gone, lay aside deeds of darkness)
*Matthew. 21:1–9 (Christ’s triumphal entry into Jerusalem)
Librettist: Erdmann Neumeister (see note).
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. 
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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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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. 
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D minor
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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 begin 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.

Elsewhere, Chafe summarizes: “Cantata 61, Nun komm, der Heiden Heiland, begins the 1723–24 liturgical year (as it did in Weimar in 1714) by outlining the meaning of the incarnation according to the traditional four senses of scripture, which embody four ‘stages,’ moving from historical to spiritual interpretation, and also corresponding to four eras of salvation history.[8] The first sense is that of Jesus’s coming to the world as fulfillment of the Messianic prophesies of Israel, now extended to the gentiles: ‘Nun komm, der Heiden Heiland’ (mvt. 1); the second is his coming to the church (corresponding to the shift of era from Israel to the Christian church (that is, the Christological sense): ‘Komm, Jesu, komm zu deiner Kirche’ (mvt. 3); the third is his coming to the individual believer, symbolized by the human heart (the tropological sense): ‘Öffne dich, mein ganzes Herze, Jesus kömmt und ziehet ein’ (mvt. 5); and the fourth is his coming at the end of time (the eschatological sense): ‘Komm, du schöne Freudenkrone, deiner wart’ ich mit verlangen’ (mvt. 6).”

8. The foundational study of the four senses of scripture is Henri de Lubac, Medieval Exegesis: The Four Senses of Scripture, 2 vols., trans. Mare Sebanc and E. M. Macierowski (Grand Rapids, MI: William B. Eerdmans, 1998–2000).

See Eric Chafe, “Two ‘Johannine’ Cantatas: Darzu ist erschienen der Sohn Gottes (BWV 40) and Sehet, welch eine Liebe (BWV 64), in Compositional Choices and Meaning in the Vocal Music of J. S. Bach, edited by Mark A. Peters and Reginald L. Sanders (Lanham, Maryland: Lexington Books, an imprint of Rowman and Littlefield, 2018), pp. 26–27. 
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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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Last changed: 15 September 2025.
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Neumeister and Bach. Christoph Wolff writes, “ [Erdmann] Neumeister was active at various places in central Germany before moving to the distinguished chief pastorate of the St. Jacobi Church in Hamburg. For his innovative collection of sacred poems [Geistlich Cantaten statt einer Kirchen-Music], which were closely related to the prescribed lessons throughout the ecclesiastical year, Neumeister took as his model the libretto of the Italian secular cantata.... Neumeister thus made use of the prevailing types of metric and rhymed verse found not only in cantatas but also in opera librettos: recitatives and arias, free and varied literary forms that originated in the seventeenth-century Italian madrigal. This kind of madrigalistic poetry was aimed at advancing the expressive relationship between words and music and therefore seemed eminently suitable for spiritual meditations set to music. At the same time, the poetically driven decision to accept the recitative-aria form immediately revolutionized the style of church music, which was now closely and lastingly tied to the world of opera.... Neumeister’s pure aria-recitative poetry was soon modified to integrate two additional textual elements, biblical dicta and strophic hymns.” See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), pp. 160–61.)
	Although Bach set only a few librettos by Neumeister, he was obviously held in high regard by the latter. When Bach auditioned in November 1720 for the organ position at Neumeister’s church in Hamburg, Bach was apparently the favored candidate but withdrew, perhaps because it became clear that a donation to the church was expected. Neumeister and many others in the city were greatly displeased, as Johann Mattheson wrote in Der musicalische Patriot (1728): “I remember, and a whole large congregation will also remember, that a few years ago a certain great virtuoso, whose merits have since brought him a handsome Cantorate, presented himself as candidate for the post of organist in a town of no small size, exhibited his playing on the most various and greatest organs, and aroused universal admiration for his ability; but there presented himself at the same time, among other unskilled journeymen, the son of a well-do-do artisan, who was better at preluding with his taler than with his fingers, and he obtained the post, as may be easily conjectured, despite the fact that almost everyone was angry about it.... The eloquent preacher [Neumeister]... expounded in the most splendid fashion the gospel of the music of the angels at the birth of Christ, in which connection the recent incident of the rejected artist gave him quite naturally the opportunity to reveal his thoughts, and to close his sermon with something like the following pronouncement: he was firmly convinced that even if one of the angels of Bethlehem should come down from Heaven, one who played divinely and wished to become organist of St. Jacobi, but had no money, he might just as well fly away again.” (See Johann Sebastian Bach. The Learned Musician (New York: W. W. Norton, 2000), p. 215.)
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Alfred Dürr summarizes, “The opening movement is an ingenious combination of chorale arrangement and French Overture…. The basic form of the ouverture, slow–fast (fugue)–slow, is so combined with the four-line Lutheran chorale that the first two lines are assigned to the slow opening section and a line each to the two following sections. The orchestra begins with a quotation of the first chorale line in the instrumental bass, after which the same line is sung by all four voices in turn against the ceremonial dotted rhythms of the instruments. Line 2 follows in a chordal texture of voices, again embedded in the instrumental rhythms. In the quick fugato of line 3, the instruments double the choir in unison, but line 4, returning to the style of line 2, is heard chordally within the solemn instrumental texture.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 77.

Microsoft Account
Text Box
Christ’s first Advent (his birth) is seen through the lens of Jesus’ triumphal entry into Jerusalem as described in the day’s Gospel reading. Despite the humble circumstances of both occasions (born in a manger, entering Jerusalem on a donkey), this royalty is acknowledged here with a French Overture. 
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The underlying chorale is Martin Luther’s 1524 German paraphrase of St. Ambrose's plainsong hymn “Veni redemptor gentium.”
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Early Bach cantata for Advent 1 employing new Italian libretto type (arias and recitatives).
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Chorale Phrase 1 in Tenor.
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Chorale Phrase 1 in Bass.
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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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Instruments colla parte.
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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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Parallel 3rds and 6ths suggest sweetness...
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hemiola
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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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Text painting: Chromatic inflection to depict the amazement referenced in the text.
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C major
C major is often used to represent Christ (see note at no. 3).
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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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A 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

mpeau
Typewritten Text
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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For biblical background,
see note. 
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Luke 2:10–11. The angel said to [the shepherds], “…To you is born this day in the city of David a Savior, who is Christ the Lord.”
John 1:14. The Word became flesh and dwelt among us…
Romans 8:3. …[God sent] his own Son in the likeness of sinful flesh…
1 Timothy 3:16. Great indeed, we confess, is the mystery of our religion: He was manifested in the flesh… (Also Philippians 2:6–7.)
Hebrews 2:14. Since…the children share in flesh and blood, [Christ] himself likewise partook of the same nature…
Hebrews 2:11. He who sanctifies and those who are sanctified have all one origin. That is why he is not ashamed to call them brethren.
John 1:12. To all who received [Christ], who believed in his name, he gave power to become children of God.
2 Timothy 2:19. God’s firm foundation stands, bearing this seal: “The Lord knows those who are his”…
Psalm 16:5. The Lord is my chosen portion and my cup (Luther 1545: Gut und Teil)… (Also Psalm 73:25.)
Lamentations 3:22–23. The steadfast love of the Lord never ceases, his mercies never come to an end; they are new every morning; great is thy faithfulness. (Also Psalm 90:14.)
Psalm 68:19. Blessed be the Lord, who daily bears us up; God is our salvation.
Isaiah 9:2. The people who walked in darkness have seen a great light; those who dwelt in a land of deep darkness, on them has light shined. (Also Isaiah 49:6.)
John 1:4–5, 9. In [Christ] was life, and the life was the light of men. The light shines in the darkness, and the darkness has not overcome it…The true light that enlightens every man was coming into the world.
1 John 2:8. …The darkness is passing away and the true light is already shining. (Also 2 Corinthians 4:6.)
*Romans 13:12. …The night is far gone, the day is at hand…
Romans 15:29.  I come…in the fulness of the blessing of Christ (Luther 1545: mit vollem Segen des Evangeliums).
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Dissonance presumably used to allude to the condescension of the Incarnation.
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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.  

mpeau
Typewritten Text
C major is often used to represent Christ (see
note).
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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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Significance of C
C seems to represent Christ for Bach. Eric Chafe writes that C minor “is the burial key of Christ in the Passions and the preferred key of the ‘sleep of death’ of Lutheran eschatology” (see Tonal Allegory, 139). Compare the key of the central recitatives in Bach’s matching debut cantatas when he started in Leipzig in 1723, BWV 75 & 76 (see Melvin Unger, “Bach’s First Two Leipzig Cantatas: the Question of Meaning Revisited” in Bach – Journal of the Riemenschneider Bach Institute (Spring-Summer/Fall-Winter 1997): 87–125. In BWV 12, the C scales ascend in the violin, descend in the bass, to provide a chi (cross) figure and “illustrate the antithesis behind the text” (Chafe, Analyzing Bach Cantatas, p. 57). In BWV 47/2, high Cs in the obbligato and a cadence in C major at m. 54 are associated with Jesus’ example and kingdom. Compare also the significance of C and line inversion in the riddle canon BWV 1077 (“Symbolum: Christus coronabit crucigeros”) and the (apparently) related title of the Chaconne in manuscript, with its circled “i” and 3 grouped Cs: “Iesu Christus coronabit crucigeros”: Christ crowns the cross-bearers. Compare also the prevalence of C major in the Easter cantata, BWV 31.
	Concerning the Ionian mode (C major), Johann Mattheson wrote, “It is the most natural, innocent, and not the least among the modes.” See Das Neu-Eröffnete Orchestre (Hamburg 1713), Pars III, Tertia, Caput Secundum (“Von der Musicalischen Tohne Eigenschafft und Würckung in Ausdrückung der Affecten” (Regarding the Properties and Effects of Different Keys in Expressing the Affections), p. 234. See also pp. 240–241 for more on C major (Ionian) specifically. 
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Catabasis for incarnation.
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Catabasis for incarnation.
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Bach ties no. 2 and no. 3 together by giving both to the tenor and letting the aria follow without a gap (see autograph score). 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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Delaying C major... (This may represent the waiting implied by the 
season of Advent.)
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Ritornello theme
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Alfred Dürr writes, “In the third movement, unison violins and violas form a single obbligato part. This, in conjunction with frequent recurrences of of the introductory ritornello within the vocal passages, lends the whole aria a rather pointedly strict and unified character.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 77.
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New year: Advent begins the liturgical year.
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"Come" is repeated...
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Delaying C major... (This may represent the waiting implied by the season of Advent.)
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Ritornello
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Word painting: "Selig" ("blessed" is stressed.
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Contrasting middle section of da capo form in relative minor. Various words are emphasized.
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Kanzel = Pulpit (proclamation 
of the Word)
Altar = Eucharist
The pulpit is typically physically 
higher than the altar.
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●Vox Christi: I stand at the door & knock: 
Revelation 3:20 (61/4).
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.
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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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heart (a 
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Christe of
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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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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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This type of aria is called a “Devisenarie” (a term coined by Hugo Riemann) or “motto aria.” After the ritornello, the singer presents the first phrase of the aria as a kind of motto. This is followed by a short instrumental bridge before the aria proper begins. The motto sets the tone (and the literary perspective) for the movement.

Microsoft Account
Typewritten Text
Ritornello

Microsoft Account
Typewritten Text
For biblical
background,
see note.

Microsoft Account
Sticky Note
Luke 8:15 [Jesus]: As for [the seed that falls on] the good soil, they are those who, hearing the word, hold it fast in an honest and good heart, and bring forth fruit with patience.
Acts 16:14. One who heard us was a woman named Lydia…The Lord opened her heart to give heed to what was said by Paul. 
Zechariah 9:9. Rejoice greatly, O daughter of Zion! Shout aloud, O daughter of Jerusalem! Lo, your king comes to you; triumphant and victorious is he, humble and riding on an ass, on a colt the foal of an ass.
Ezekiel 37:26–27 [God]: I will make a covenant of peace with [my people]; it shall be an everlasting covenant with them; and I will bless them and multiply them, and will set my sanctuary in the midst of them for evermore. My dwelling place shall be with them; and I will be their God, and they shall be my people.
John 14:23. Jesus [said], “If a man loves me…my Father will love him, and we will come to him and make our home with him.”
Psalm 51:17. …A broken and contrite heart, O God, thou wilt not despise.
I Samuel 12:22. For the Lord will not cast away his people, for his great name’s sake, because it has pleased the LORD to make you a people for himself. 
Revelation 21:3–4. …Behold, the dwelling of God is with men. He will dwell with them, and they shall be his people, and God himself will be with them.
Psalm 8:4. [O Lord,] what is man that thou art mindful of him, and the son of man that thou dost care for him?
Genesis 2:7. The Lord God formed man of dust from the ground…
Genesis 3:19. … You are dust, and to dust you shall return.
2 Corinthians 4:7. We have this treasure in earthen vessels…
1 Corinthians 3:16–17. Do you not know that you are God’s temple and that God’s Spirit dwells in you?… God’s temple is holy, and that temple you are. (Also 1 Corinthians 6:19–20.)
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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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ultimately extend 2 octaves, perhaps to depict rising prayer. 
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the Advent prayer 
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und ziehet ein...
Amen, komm du
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Short movement, essentially and ecstatic "Amen."
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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!").


Microsoft Account
Typewritten Text
[Vox Christe?]

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Highlight

Microsoft Account
Text Box
This is the "Abgesang" from the last stanza of seven in the 1599 chorale "Wie schòn leuchtet der Morgenstern" by Philipp Nicolai (1556–1608). It links to the foregoing by means of the affirmative word "Amen" and the repeated word "komm" (see note).
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Alfred Dürr writes, “That Neumeister was here content with only part of a hymn verse is surely a sign of incipient indifference to the chorale. We may safely assume that in later years Bach would not have adopted his textual model so uncritically and might have sought to avoid such mutilation.” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 77. For an alternate view, see note
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see note.
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Revelation 1:7. Behold, he is coming with the clouds, and every eye will see him…Even so. Amen. 
Revelation 3:14 [Christ]: The words of the Amen, the faithful and true witness, the beginning of God’s creation.
Revelation 22:20. He who testifies to these things says, “Surely I am coming soon.” Amen. Come, Lord Jesus!
Matthew 25:1, 5 [Christ]: The kingdom of heaven shall be compared to ten maidens who took their lamps and went to meet the bridegroom.…The bridegroom was delayed…
Hebrews 10:37. For yet a little while, and the coming one shall come and shall not tarry. 
Isaiah 28:5. In that day the Lord of hosts will be a crown of glory, and a diadem of beauty, to the remnant of his people.
Revelation 3:11 [Christ]: I am coming soon; hold fast what you have, so that no one may seize your crown. (Crown: also 2 Timothy 4:8, 1 Peter 5:4, James 1:12, Revelation 2:10.)
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Michael Marissen and Daniel Melamed write, “Cantata 61’s librettist is sometimes now criticized for having abnormally ‘mutilated’ this hymn by employing only the second half of the stanza, but a somewhat similar practice for this hymn is also found in several other baroque vocal works. Presumably the altered stanza at the end of Cantata 61 was meant to function as a more powerful doxology for the cantata. ‘Amen and Amen’ appears at the end of the blessings or doxologies marking the division of the Psalms into the first three of its Books I–V (at the conclusions of Psalms 41, 72, and 89). Luther rendered these passages as ‘Amen, amen,’ and Cantata 61’s closing movement echoes this striking biblical idiom. This half stanza also focuses on the language of Song of Songs—King Solomon’s crown, wedding, and joy of heart are commended in Song of Songs 3:11—setting up the wedding imagery associated with the third advent [Christ’s return].”

See https://bachcantatatexts.org/BWV61.htm, accessed 16 September 2025.

In the introduction to the Carus edition of BWV 61, Ulrich Leisinger (with translation by John Coombs) writes, “The half verse is skilfully chosen, because it contains both the affirmative word “Amen” and also the plea “komm;” Bach uses the original hymn tune as a chorale melody. The violin part does not, as one would expect, double the soprano line, but is independent, making this movement, like the opening chorus, a five-part composition.”

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 5, p. 246 (Ulrich Leisinger, translation by John Coombs). 
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Chorale melody descends one octave (see later).
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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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