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In the introduction to the Carus edition of BWV 8, Hans-Joachim Schulze (with translation by David Kosviner) writes, “Among Bach’s chorale cantatas, Liebster Gott, wenn werd ich sterben (O my God, when shall | perish), which was written for the 16th Sunday after Trinity, occupies a special position in that it exists in two versions in two different keys. The first version in E major was composed in September 1724 and thus belongs to the regular sequence of Bach’s annual cycle of chorale cantatas. The second version in D major was written, in all probability, in 1747 and is the result of a late revision… 
 “For establishing the text of the cantata, the characteristic procedure used in the annual cycle of chorale cantatas was applied: a hymn, whose opening and closing verses remained unchanged, served as its basis. The remaining verses, however, were more or less freely adapted for the recitative and aria texts. The author of the hymn “Liebster Gott, wenn werd ich sterben” was the theologian Caspar Neumann from Wroctaw. It was written in the years around 1690 and is thus one of the most recent hymns Bach took into consideration within the context of the chorale cantatas. As previously mentioned, the first verse appears in its original wording…
          “To create a libretto with six movements, containing two chorale verses, two recitatives and two arias, which was probably in accordance with Bach’s assignment. various elements had to be restructured. This applied already for the first freely written text of the cantata movement which is an aria. For this purpose the beginning of the third chorale verse was drawn upon, especially the question “But God, what will I think / when is it time for me to die?”, as well as the ending of the second verse: “always go here and there / go forth, one after the other, / and already some are lying in the grave, / whom I surely knew.” The garish colors that the author applies here are conspicuous, diverging from the original hymn: Why must you quake, my soul, with terror. / that my last hour today may strike? / My mortal flesh tends earthward daily / and in that place shall slumber truly / that takes so many thousands back. The librettist made use of the remaining verses from Neumann’s third stanza for the following recitative: “Where will one lower the body, / and what about the soul? / Ah, what affliction can think of; / what will be my fate; / and where will my loved ones / one after the other be dispersed?” Here is the wordy version of the recitative: My heart feels in this life / fear, sorrow, grief: / When will my flesh no more endure it? / And who from all my pain / and the oppressive yoke of sin shall free my restless spirit? / My goods will be dispersed, / ah, but where will the ones / cherished / in all their hopelessness / and grief be banished?
          “The fourth stanza of Neumann’s hymn delivers answers to these anxious questions, especially the first four [lines]: “But why all these worries, / am I not going to Jesus? Rather today than tomorrow, / for my flesh will be resurrected.” Using effusive dactylic verses, thus departing from the original model yet again, the resulting aria is formulated as follows: Give way now, O sorrows and cares unavailing / My Jesus now calls me: who would not be saved? / For nothing I need / is here in this world. / Appear to me, blessed and jubilant morning, / when radiant and joyful with Jesus I stand. The final part of the hymn’s fourth stanza is also devoted to the rejection of worldly goods, as is the relatively substantial last recitative which is derived from it. Caspar Neumann’s final stanza, in its unchanged form, rounds off the libretto of the cantata…
          “The melody which usually accompanied this poetry was “Freu dich sehr, o meine Seele” (O my soul, be thou rejoicing). Bach, however, chose a tune which originated from Daniel Vetter, who came from Wroctaw and had been the organist St. Nicholas’s Church in Leipzig from 1679; he had written the melody in 1695 or even earlier and had published it in 1713 in the collection Musicalische Kirch-und Haus-Ergötzlichkeit."

See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 1, pp. 516–517; taken from H.-J. Schulze, Die Bach-Kantaten. Einführungen zu sämtlichen Kantaten Johann Sebastian Bachs (Leipzig and Stuttgart, 2006), translated by David Kosviner.

For the text of the underlying chorale, see note. 
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Liebster Gott, wenn werd ich sterben?
Author: Caspar Neumann (ca. 1690).

1. Liebster Gott, wenn werd ich sterben?
Meine Zeit läuft immer hin,
und des alten Adams Erben,
unter denen ich auch bin,
haben das zum Vaterteil,
daß sie eine kleine Weil
arm und elend sein auf Erden
und denn selber Erde werden.

Dearest God, when shall I die?
my time runs continually away,
and the heirs of old Adam,
among whom I am also included,
have as an inheritance from their father
that they for a short while
are poor and wretched on the earth
and then themselves become earth.

2. Ich zwar will mich auch nicht widern,
zu beschließen meine Zeit,
trag ich doch in allen Gliedern
Samen von der Sterblichkeit;
geht doch immer da und dort
einer nach dem andern fort,
und schon mancher liegt im Grabe,
den ich wohl gekennet habe.

Indeed I will not be bothered
to determine my time,
since I carry in all my limbs
seeds of mortality;
there goes continually from here and there
one person after another on their way,
and already many people lie in the grave
whom I knew well.

3. Aber Gott, was wird ich denken,
wenn es wir ans Sterben gehen?
Wo wird man den Leib hinsenken,
wie wird’s um die Seele stehn?
Ach! was Kummer fällt mir ein!
Wessen wird mein Vorrat sein,
und wo werden meine Lieben
nach dem Tode hin verstieben?

But God,what shall I think
when it is my turn to die?
Where will my body be buried,
what will be the state of my soul?
Ah, what anxiety comes into my mind!
Who will have my reserves
and where will those thatI love
be dispersed after my death?

4. Doch entweicht, ihr schnöden Sorgen,
soll ich nicht zu Jesu gehen?
Lieber heute noch als morgen,
denn mein Fleisch wird auferstehn.
Ich verseih es gern der Welt,
daß sie alles hier behält
und bescheide meinen Erben
einen Gott, der nicht kann sterben.

Yet disappear, you base anxieties,
shall I not go to Jesus?
Better this very day than tomorrow
if my flesh will rise again.
I willingly resign to the world
everything here to keep
and choose for my inheritance
a God, who cannot die

5. Herrscher über Tod und Leben,
mach einmal mein Ende gut,
laß mich meinen Geist aufgeben
mit recht wohlgefaßten Mut.
Hilf, daß ich ein ehrlich Grab
neben frommen Christen hab
und auch endlich in der Erde
nimmermehr zuschanden werde.

Lord over life and death
grant me finally a good end,
let me give up my spirit
with truly composed courage
Help me, so that I may have an honourable grave
among pious Christians
and also finally in the earth
may never suffer harm .

German Text provided by Thomas Braatz (May 2006)
English Translation by Francis Browne (August 2006)
https://www.bach-cantatas.com/Texts/Chorale112-Eng3.htm, accessed 24 September 2025.
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A Chorale Cantata Contemplating the Passage of Time and Death.
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Regarding Bach’s chorale cantata cycle, Sven Hiemke writes, “It is…unclear what prompted Bach to take on this ambitious venture. It is possible that the composer wanted to make a connection with the Lutheran tradition of sermons based on hymns. Benedikt Carpzov (1639–1699), the pastor of St. Thomas’s Church, announced a similar project in 1690: He planned to explain a ‘good, beautiful, old, Protestant and Lutheran hymn’ in all his future sermons which Johann Schelle (1668–1701), Bach’s predecessor as Thomaskantor, would, in each case, convey ‘as graceful music’ to ‘be heard before the sermon.’” See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas (Stuttgart: Carus Verlag, 2017), vol. 11, p. 10 (Sven Hiemke, translated by David Kosviner). Citation is from Sebastian Knüpfer, Johann Schelle, Johann Kuhnau. Ausgewählte Kirchenkantaten, ed. and introduced by Arnold Schering, Leipzig, 1918 (Denkmäler deutscher Tonkunst, 1st series, vol. 58/59), p. XXXIII.
	On the other hand, perhaps Bach’s cycle was inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas—the last one was BWV 1 for 25 March 1725 (Annunciation). The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	It bears mentioning that the chorale cantatas generally reduce the demands placed on the soprano choirboys, and Bach probably considered this fact. Alfred Mann notes that, after beginning his tenure in Leipzig with demanding, two-part cantatas, Bach realized that he “had overtaxed the abilities of the choirboys.” With the chorale cantatas, “he assigned the choirboys the easiest part, for all that the soprano section now had to sing was the plain hymn melody.” See Alfred Mann, Bach and Handel. Choral Performance Practice (Chapel Hill, North Carolina: Hinshaw Music, 1992), pp. 39–40.
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For Bach’s second annual cycle (1724–1725), he turned to the chorale as a unifying device, perhaps inspired by the two-hundredth anniversary of the first Lutheran hymnal book publications (four published in 1524). Evidently, his aim was to produce a cycle that was textually and formally unified, each cantata being based on a seasonal chorale of the church year. Usually, the first and last stanzas appear verbatim in the opening and closing movements, the other stanzas being paraphrased in madrigalian meter, suitable for the intervening recitatives and arias. In these inner movements, several stanzas are often combined to serve a single recitative or aria, with individual lines of the chorale occasionally retained verbatim. Biblical texts are largely absent altogether. Only one cantata, Was willst du dich betrüben, BWV 107, for the 7th Sunday after Trinity (23 July 1724), is of the per omnes versus type, in which all movements quote the hymn strophes verbatim. 
	Unfortunately, Bach did not complete the cycle, perhaps because the anonymous librettist was no longer available. Still, by that date, Bach had produced an uninterrupted stream of 40 new chorale-based cantatas—the last one was BWV 1 for 25 March 1725 (Annunciation). The result is so impressive that for a long time Bach scholars thought these works were the culmination of his efforts in the genre, rather than the product of a composer who had just turned 40.
	The first cantata of Bach’s second cycle was an ambitious, bipartite cantata, O Ewigkeit, du Donnerwort, BWV 20, performed on the first Sunday after Trinity, 11 June 1724. Almost all of the following 19 cantatas employ six- or seven-movement structures, in more or less equal measure. Two works, Cantatas 94 and 113, are in eight movements. Thereafter, Bach and his unknown librettist(s) settled almost exclusively on the six-movement form.
	The opening choruses of the chorale cantatas are their chief glory—elaborate fantasias for voices and instruments of great variety and invention. The final movements, on the other hand, are usually four-part cantional settings of the foundational chorale, with instruments doubling the vocal lines. Where librettos retain an additional chorale stanza verbatim (rather than paraphrasing it, and without textual troping) in the inner movements, Bach writes solo cantus firmus settings. (BWV 107 is of the per omnes versus type but the inner movements employ only the chorale text, not the tune.) Most often, the chorale is presented by a single vocalist, while instruments provide contrapuntal accompaniment (92/4, 113/2, 114/4, 178/4). However, 10/5 (an alto/tenor duet) and 93/4, (a soprano/alto duet), these roles are reversed: the instrument plays the chorale tune while the singers provide the counterpoint. 
	The cycle began 11 June 1724 and continued uninterrupted for 40 works. Bach clearly had a systematic plan that included presenting the chorale cantus firmus successively in different voices in his works of the cycle:
1. S. after Trinity (11 June 1724): BWV 20 (Soprano)
2. S. after Trinity (18 June 1724): BWV 2 (Alto)
St. John’s Day (24 June 1724): BWV 7 (Tenor)
3. S. after Trinity (25 June 1724) BWV 135 (Bass)
Feast of Visitation (2 July 1725) BWV 10 (Soprano/Alto)
See Christoph Wolff, Bach’s Musical Universe (New York: W. W. Norton, 2020), pp. 124, 134–135. Origins of the chorales used are given in Wolff, Bach’s Musical Universe, 128–29. 
	BWV 6, Bleib bei uns, denn es will Abend werden, for Easter Monday 1725, is the first cantata in Bach’s second Leipzig cycle (the chorale cantata cycle) that is not a chorale cantata. Thus, instead of beginning with a chorale fantasia, the work begins with a through-composed setting of a scriptural verse. As explained above, the reason for the change may have been that Bach had lost his librettist. Regarding Bach’s librettos and their authors for the rest of the liturgical cycle, see Dürr/Jones, The Cantatas of J. S. Bach, 33–34, and Christoph Wolff, J. S. Bach’s Musical Universe (New York: W. W. Norton, 2020), 126–27.
	Unlike most of the chorales in Bach’s works, the text and tune of “Liebster Gott, wann werd ich sterben?” (BWV 8) were written by two of Bach’s contempories, Caspar Neuman (1648–1715) and Daniel Vetter (ca. 1650–1721), respectively. The melody is in a “modern” aria-like style, as was common of chorales written during this time. “The melody, written by Daniel Vetter, organist of the Nicolaikirche in Leipzig, had been commissioned for the burial of the Cantor Jakob Wilisius, and was no doubt especially well known in Leipzig. Bach might have borrowed it from Vetter’s chorale book Kirch- und Haus-Ergötzlichkeit, Part II (Leipzig, 1713). Its expressiveness, which bears witness to the spread of Pietism at that time, distinguishes it clearly from the core hymns of Luther’s time and of Orthodox Lutheranism, which are otherwise chiefly used in the chorale cantatas.” (Dürr/Jones, The Cantatas of J. S. Bach, 552.)
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Alfred Dürr writes, “Like all Bach’s cantatas for this Sunday, Liebster Gott, wenn werd ich sterben takes the Gospel account of the raising to life of the youth at Nain as an occasion for thoughts about one’s own death. Unlike the earlier works discussed above (BWV 161 and 95), however, the cantata begins not with the desire for an early union with Jesus but rather with anxious questioning about death, which for the Christian, as one of ‘old Adam’s heirs’, brings with it a consciousness of sin (nos. 1–3). All cares are dismissed, however, with reference to Jesus (no. 4) and to God’s faithfulness, which is ‘new every morning’ (no. 5), one of many references in Bach’s cantatas to Lamentations 3:23.
          "The melody, by Daniel Vetter, organist of the Nicolaikirche in Leipzig, had been commissioned for the burial of the Cantor Jakob Wilisius, and was no doubt especially well known in Leipzig… Its expressiveness, which bears witness to the spread of Pietism at that time, distinguishes it clearly from the core hymns of Luther’s time and of Orthodox Lutheranism, which are otherwise chiefly used in the chorale cantatas.
          "…The four madrigalian middle movements are divided according to textual content and musical affect into two contrasting aria-recitative pairs. The first pair expresses anxious concern over death; the second pair, comfort derived from the certainty of God’s faithfulness."  See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), pp. 551–553.
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Form: Chorus/fantasia - A (T) - Recit (A) - Aria (B) - Recit (S) - Chorale (each voice gets 1 solo). 
This cantata belongs to Bach’s chorale cantata cycle (see notes).

Regarding Bach's tonal plan, Eric Chafe writes, "E major...represents a special choice of key for Bach, one made in full knowledge that the other movements of a cantata in that key will be on the subdominant side of the key...a feature that encourages the idea of descent (flatward motion) followed by ascent (the return to the original key). Cantata 8, "Liebster Gott, wann werd' ich sterben," for example, "descends" from E trhough C# minor to A major before returning to E. See Eric Chafe, Analyzing Bach Cantatas (New York: Oxford University Press, 2000), pp. 151–52.)
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For John Elliott Gardiner’s discussion of funeral bells ("Leichenglocken"), see Bach: Music in the Castle of Heaven (New York: Vintage Books, 2013), 
pp. 458–62. Rerences to funeral bells, death knell, and/or striking of the last hour are found in BWV 8/1, 73/4, 95/5, 127/3, 161/4, 198/4 (flutes). Often pizzicato strings are involved. Regarding clock ticking or passage of time, see BWV 8/1, 95/5, 102/6, 105/4, 127/3, 161/4. According to the seventh edition of Frederick James Britten’s Old Clocks and Watches and Their Makers (New York: Bonanza, 1956),  “Nearly all bracket clocks before 1675 strike the hour, and sometimes the half hour, indicated by a single stroke on the bell or another bell. Quarter-striking is rare in this early period." (See p. 88.) “By 1675 the bracket clock had become established in all the essential characteristics which were to continue in production for more than a century” (See p. 89.) 
 “The various forms of striking set out in the section on bracket clocks are all found in long-case clocks...” (See p. 110.)
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A comparison of Daniel Vetter's chorale setting with J. S. Bach's setting. Taken from Carl von Winterfeld. Der evangelische Kirchengesang und sein Verhältniß zur Kunst des Tonsatzes. Dritter Theil: Der evangelische Kirchengesang im achtzehnten Jahrhunderte (Leipzig: Breitkopf & Härtel,  1847), 
pp. 140–42. For a comprehensive discussion of the chorale's history see https://en.wikipedia.org/wiki/Liebster_Gott,_wann_werd_ich_sterben. Accessed 2 December 2021. Changes in Bach's Abgesang are significant, resulting in a setting one measure shorter than the model. See note below for a discussion of Bach's approach to setting contemporary chorales.
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●Death: Our imminent legacy from Adam (8/1) (Chorale v. 1).
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NBA: Flauto piccolo/Flauto traverso
(originally flauto piccolo)
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NBA I/23; BC A137a/b
16 S. after Trinity (BWV 161, 95, 8, 27) 
*Ephesians 3:13–21 (Paul’s prayer 
for the Ephesians; that they be spiritually 
strengthened)
*Luke 7:11–17 (Jesus raises young man 
of Nain from the dead)
Librettist: Unknown
FP: 24 September 1724 (St. Nicholas). 
Repeat performances probably 1736/40, 
17 Setember 1747 (reworked, D major). 
See Petzoldt, "Bach-Kommentar," vol. 1, 
p. 474, Wolff, "Bach's Musical Universe," 
148–49. 
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Text painting: Pizzicato strings perhaps depict a ticking clock.

Microsoft Account
Typewritten Text
Unlike most of the chorales in Bach's works, the text and tune 
of "Liebster Gott" were written by two of Bach's contempories: 
Caspar Neuman (1648–1715) and Daniel Vetter (ca. 1650–1721), 
respectively. The melody is in a "modern," aria-like style, as was 
common of chorales written during this time. See side note.
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"The melody, written by Daniel Vetter, organist of the Nicolaikirche in Leipzig, had been commissioned for the burial of the Cantor Jakob Wilisius, and was no doubt especially well known in Leipzig. Bach might have borrowed it from Vetter's chorale book Kirch- und Haus-Ergötzlichkeit, Part II (Leipzig, 1713). Its expressiveness, which bears witness to the spread of Pietism at that time, distinguishes it clearly from the core hymns of Luther's time and of Orthodox Lutheranism, which are otherwise chiefly used in the chorale cantatas." (Dürr/Jones, The Cantatas of J. S. Bach, 552.)
	Christoph Wolff notes "that Bach made his selection of tunes almost exclusively from the classic stockpile of chorale melodies from the Reformation period through the mid-seventeenth-century." He used only two chorales from the 18th century in the chorale cantata cycle: "Liebster Gott, wenn werd ich sterben?" by D. Vetter (1713) in Cantata 8 and "Ich freue mich in dir by J. B. König (c. 1714) in Cantata 133. See Bach's Musical Universe" pp. 128–29.
	Bach treats these contemporary chorales very differently. In discussing the differences, Christoph Wolff includes chorales written at the turn of the century: “Straff mich nicht” (1694) in BWV 115/1 and 115/6 and “Liebster Immanuel, Herzog der Frommen” (1698) in BWV 123/1 and 123/6. He writes, “Their treatments in the respective cantatas illustrate the composer’s clear intention to match their more fashionable melodic styles. In all instances he applied particularly subtle wind scorings . . . . Moreover, the translucent polyphonic textures of the opening choruses inform the treatment of the final chorales as well. (See Bach’s Musical Universe, pp. 143–44.)
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Bach experienced much death
in his family. See side note.
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Bach’s Children
Bach’s 20 Children
	Bach married his second cousin Maria Barbara Bach in 1707. They had 7 children, 4 of whom survived to adulthood (marked bold).
• Catharina Dorothea (28 December 1708–14 January–1774)
• Wilhelm Friedemann (22 November 1710–1 July 1784)
• Maria Sophia (23 February 1713–15 March 1713 (twin) [3 weeks]
• Johann Christoph (23 February, 1713–23 February 1713 (twin), [died at birth, emergency baptism]
• Carl Philipp Emanuel (8 March 1714–14 December 1788)
• Johann Gottfried Bernhard (11 May 1715 - 27 May 1739)
• Leopold Augustus (15 November 1718–28 September 1719) [c. 1 year]
	Maria died in 1720 (bur. 7 July 1720), and Bach married Anna Magdalena Wilcke in 1721. They had 13 children, 6 surviving to adulthood (marked bold):
• Christiana Sophia Henrietta (bap. Spring 1723–29 June 1726 [3+ years]
• Gottfried Heinrich (bap. 27 February 1724–12 February 1763
• Christian Gottlieb (bap. 14 April 1725–21 September 1728 [c. 3.5 years]
• Elisabeth Juliana Friederica (“Lieschen” ) (bap. 5 April 1726–24 August 1781)
• Ernestus Andreas (bap. 30 October 1727–1 November 1727) [immediate death]
• Regina Johanna (bap. 10 October 1728–25 April 1733 [4.5 years]
• Christiana Benedicta (bap. 1 January 1730–4 January 1730) [a few days]
• Christiana Dorothea (ap. 18 March 1731–31 August 1732) [1.5 years]
• Johann Christoph Friedrich (“Friedrich”), the “Blickeburg” Bach (bap. 23 June 1732–26 January 1795)
• Johann August Abraham (bap. 5 November 1733–6 November 1733) [almost immediate death]
• Johann Christian (“Christel,” the “London” Bach (bap. 7 September 1735–1 January 1782)
• Johanna Carolina (bap. 30 October 1737–18 Leipzig 1781)
• Regina Susanna (bap. 22 February 1742–14 December 1809)

Deaths: 
In addition to losing both parents when he was a young boy, Bach experienced much death later in life.
1713, 23 February: newborn twin son 
1713, 15 March: newborn twin daughter 
1719, 28 September: 1-year-old son 
1720, July: wife
1726, 29 June: 3.5 yr. daughter 
1727, 1 November: newborn son 
1728, 21 September: 3.5 yr. son 
1730, 4 January; newborn daughter 
1732, 31 August: 1.5 yr. daughter 
1733, 25 April: 4.5 yr. daughter 
1733, 6 November: newborn son
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Oboes d'amore have running 16ths in imitation, probably signifying the second line of text: "My time runs on continuously."
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Within the major 
tonality and lilting 
rhythm, chromatic 
inflections provide 
color to depict the 
anxiety of the text.
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Text painting: Martin Petzold suggests that the flute 
imitates "the unrest of a clock" ("Bach-Kommentar," 
vol. 1, 475). He disagrees with other writers who 
identify the sound as "funeral bells." See, for 
example, Dürr/Jones, 552–53 (more above).
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Martin Petzoldt notes the symmetrical structure of Cantata 8:
No. 1 Choir. Question about time of death
No. 6. Chorale. Prayer for wisdom at end of life
No. 2. Aging body inclined toward death
No. 5. Blessedness arising from God
No. 3. The widow bowed in grief [libretto interpreted in light of the day's Gospel reading]
No. 4. The son called to life [libretto interpreted in light of the day's Gospel reading]
;Movements 3 & 4 represent the core of the cantata, where the experience of the widow described in the Gospel reading are generalized. See Bach Kommentar, vol. 1, p. 475. 
	Petzoldt cites Alfred Dürr in describing the structure as "two contrasting aria-recitative pairs. The first pair expresses anxious concern over death; the second pair, comfort derived from the certainty of 'Gods faithfulness." See Dürr/Jones, The Cantatas of J. S. Bach, pp. 552–53.
	Petzoldt notes that the texts to movements 1 to 3 are in the indicative mood, those in movements 4 to 6 in the imperative mood. See Bach-Kommentar, vol. 1, p. 477.
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Hans-Joachim Schulze (with translation by David Kosviner) writes, “The melody, divided line by line, appears in a partially reshaped form in the opening movement of the cantata as a cantus firmus in the soprano; the other vocal parts provide a counterpoint and the melody itself is embedded in an independent, motivically homogenous instrumental setting. This instrumental framework takes place on two or, as the case may be, even three levels: Unending downward staccato triads in the muted high strings sound above a sparse bass foundation—in the late version of the cantata even as pizzicatos; these are joined by insistent tone repetitions in the high register of a flute, which only seldom change to arpeggios. Both instrumental registers evoke associations with a death knell. The pastoral character of the movement, with its 12/8 meter symbolizing perfection and calm, acts as a foil to this depressing scenario, as do the two oboes d’amore which—sometimes imitating each other, sometimes coupled to each other—offer, as it were, consolation from both sides and, through their steadfastness and continual presence, ensure safe conduct on the final journey. See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 1, p. 517 (translation by David Kosviner). 
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Chorale Phrase 1. Melody ornamented somewhat, doubled by corno. 
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Text painting: Bach colors "die" with chromatic harmonies.
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The chorale tune is adapted to 12/8 meter, the lower voices supporting the tune in a largely homophonic manner, thus reflecting the aria-style of chorale writing that was popular for chorales written in Bach's own day. 
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Pizz. strings halt briefly to allow 
soprano to start the phrase. 
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This text paraphrases Isaac's statement in Genesis 27:2: “Behold, I am old; I do not know the day of my death."
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Chorale Phrase 3.
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Text painting: Bach colors "Adam's heirs" harmonically.

Microsoft Account
Typewritten Text
Pizz. strings halt briefly to allow 
soprano to start the phrase. 
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Chorale Phrase 4.
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Full-length
ritornello,
(modified),
which 
interrupts
the flow
of the text.
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Chorale Phrase 5 (Abgesang of bar form).
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Chorale Phrase 6.
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Text painting: Pairing voices depicts the common bond with Adam's descendents: all must die (see Genesis 3:19). Bach departs here from Vetter in the distribution of voices. See Petzoldt, Bach-Kommentar, vol. 1, pp. 478–79.
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Pizz. strings halt briefly to allow 
singers to highlight the phrase. 
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In the Abgesang, the instrumental interludes are shorter.
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Tenor Aria (Based on Chorale vv. 2 & 3).
●Death: The body even now bends toward the dust (8/2). See above note for a description of the 
contrasting aria-recitative pairs in this cantata. 
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Text painting: Pizzicato continuo perhaps depict ticking clock (as in first movement).
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Head motive is based on the vocal opening. Otherwise, the obbligato is independent, yet interwoven with singer. The long-breathed oboe line perhaps hearkens back to "meine Zeit läuft immer hin" (my days run ever on") of the prevous movement.

Microsoft Account
Typewritten Text
Pizz. strings halt briefly at end as if the clock has
stopped.
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Movements 1 & 2 both begin with questions, the first addressed to God, the second to the speaker him/herself ("I"). Martin Petzoldt notes that the movements thus correspond to movements 5 & 6: in movement 5 the speaker addresses the world with an imperative, in movement 6, the speaker addressed God. See Bach-Kommentar, vol. 1, p. 476.
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The plucked motive of the opening movement, whether representing funeral bells or a ticking clock, continue here in the continuo.
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Text painting: Sharp intake of breath like an emotional sniffle.
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Text painting: Singer's separated 8th notes depict the striking of the hour; the oboe d'amore plays corresponding staccato notes on
downbeats while filling in the texture.
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Text painting: Parallel 16ths & vocal melisma (taken from the ritornello) depict thousands who have died.
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Text painting:
Declining
health is
depicted 
with drooping,
sighing
figures. 
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"Dying daily"
is perhaps
an allusion
to 1 Cor. 15:31b.
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Melisma for "thousands."
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Text painting: Sustained note for "place of rest." Oboe & singer exchange material briefly.
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Text painting: Declining health is depicted with drooping, sighing figures. 
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Text painting: Melisma to depict "thousands."
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 Alto Recit. (Based on Chorale v. 3.) ●Anxiety concerning death (8/3). No explicit connection to the 
widow in the Gospel reading except expressions of fear, worry, and pain in the face of death and its consequences for the family.
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Saturation in the
vocal part in 8 mm.
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Phrygian cadence for question about
sin.
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Phrygian cadence for question about 
fate of family.
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Indeed    feels      my             weak           heart         fear,           worry,     (and)     pain:     Where    will       my     body  (its)     rest  
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Text Box
find?          Who     will   (my)      soul      indeed        from (its)     (oppressing)                  yoke-of-sin                         set-free            and            unbind?            What’s 
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Text Box
mine    will-be    scattered,       and      whereto          will              my      loved-ones        in        their               sorrow            be-separated,         dispersed?
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Hans-Joachim Schulze writes, "In the first recitative, which is accompanied by the strings, strange modulations characterize the searching question concerning the fate of those left behind in this world." See Johann Sebastian Bach. The Sacred Vocal Music Complete Edition. Cantatas and Motets (Stuttgart: Carus Verlag, 2017), vol. 1, p. 517; from H.-J. Schulze, Die Bach-Kantaten. Einführungen zu sämtlichen Kantaten Johann Sebastian Bachs, Leipzig and Stuttgart, 2006 (translation by David Kosviner).
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Bach often uses phrygian cadences for
questions.
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Bass Aria (Based on Chorale v. 4.) ●Away anxieties! Jesus calls me to a glorious future! (8/4). Complete 
change of mood; the speech is in the imperative mood (as opposed to the indicative mood of movements 1–3), 
addressing cares/anxieties & the morning.
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Italianate ritornello movement
with gigue-like rhythm, homophonic 
texture with soloistic (concertante)
flute. Martin 
Petzoldt notes 
the similarity of the flute's role (in 
relation to strings and singer) to that
of the oboe in 
BWV 78 two 
weeks earlier. See "Bach- 
Kommentar," vol. 1, p. 477. With its 
fast patter-like diction, the 
movement
approaches the 
style of comic opera (compare BWV 
181/1), perhaps intended to convey
the futile/vain
nature of earthly
concerns. Bach's reference to "lovely 
Dresden ditties" may be in this same
vein. See Forkel's biography of Bach
in "New Bach 
Reader," p. 461.
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Martin Petzoldt notes that the rhythmic activity depicts the “frantic, futile anxieties” referenced in the text as well as the triumphant reference to Jesus' call (the poet appropriating Jesus' call to the dead boy in the Gospel reading to arise). Jesus' call takes on eschatological meaning: on the other side of this world, a "new morning" awaits. See Bach Kommentar, vol. 1, p. 477. 
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Flute parts of considerable technical challenge are prevalent in cantatas written from July to November 1724. Striking examples (in chronological order) include 
BWV 113/5, 99/3, 8/4, 130/5, and 26/2. See side note for a more complete list.
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Christoph Wolff writes, “A special phenomenon within the 1724/25 cycle is the unique clustering of arias with solo parts for transverse flute during the Trinity season. This instrument happens to be completely absent from the woodwind category in Bach’s Leipzig church music throughout 1723 and the early months of 1724, whereas recorders and various types of oboes are consistently present. The sudden, prominent, and frequent occurrences of solo arias with transverse flute from mid-July through late November therefore come as a surprise. No fewer than thirteen cantatas (BWV 107, 94, 101, 113, 78, 99, 8, 130, 114, 96, 180, 115, and 26...) feature flute parts of considerable technical and musical demands, implying perhaps that the composer wrote them for an accomplished player previously not available to him, possibly a musician on a temporary visit.” Christioph Wolff, Bach’s Musical Universe, pp. 139–40.
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G-naturals provides
chromatic inflections in this movement.
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Alfred Dürr notes, “The words ‘My Jesus calls me, who would not go?’ in the fourth movement—in place of Neumann’s ‘Should I not go to Jesus?’ (‘Sollt ich nicht zu Jesu gehn?’)—may be regarded as a reference to Jesus’s words in the Gospel reading for the day, ‘I say to you, arise’ (Luke 7:14).” See Alfred Dürr, The Cantatas of J. S. Bach, revised and translated by Richard Jones (Oxford: Oxford University Press, 2005), p. 552.
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Text painting: Fast, syllabic declamation for reference to Jesus' utterance.
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Text painting: Rests to depict "nothing."
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The singer's fast syllabic declamation and melismas in parallel with flute require secure rhythmic coordination. (Martin Petzoldt quoting Konrad Küster in "Bach Kommentar," vol. 1, p. 477.
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Singer ends on the 3rd of chord to imitate 
the inflection of the question.
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Soprano Recit. (Based on Chorale v. 4.) ●Rejecting the world; looking to blessings hereafter (8/5). The 
speech is in the imperative mood (as opposed to the indicative mood of movements 1–3), addressing the 
world.
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Chorale (v. 5; largely following the setting by Vetter; see note at movement 1 for a comparison). ●Prayer: Lord of life and death, let me die well (8/6). The speech is again 
in the imperative mood, addressing God in prayer.
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Martin Petzoldt notes that the reference to "my poverty" may include spiritual poverty of which one is unaware, an allusion to Revelation 3:17. See Bach Kommentar, vol. 1, p. 478.
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Allusion to Lamentations 3:22–23.
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Typewritten Text
Bach's setting emphasizes the "modern" aria-like style of chorales written in Bach's time, with each phrase beginning after the continuo plays the downbeat. 
For more about Bach's approach to setting contemporary chorales, see side note above at movement 1.
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Keep       then,       O   world, what’s       mine!        You       take, after-all, even       my          flesh     and      my           bones,           so  
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Text Box
take      also          my                 poverty     away!          Enough,         that   to-me  out-of      God’s             abundance          the        highest   good      yet          happen 
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must;         enough,          that     I     there       rich      and     blessed (shall) be.      What,        however,   is (there) from  me       to           inherit,      other-than      my 
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God’s    paternal-faithfulness?   It becomes indeed        all         mornings     new           and        can         not                                     die.
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The soprano is often the voice of the Soul.
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Text painting: Bach colors the last couplet with chromatic harmonies.
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Bach departs from Vetter's setting, which had T/B 
followed by S/A. Changes in the Abgesang are signficant, resulting in a setting that is one measure shorter than the model. See the two versions compared above & "Bach Kommentar," vol. 1, 478–79. 
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Bach's changes to Vetter's setting here allow the bass to depict "going down into the grave" as referenced in the text.




