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The sacred music of central Germany in the eighteenth century,
particularly that of Johann Sebastian Bach, has been studied extensively. This

scholarship extends well beyond the typical scope of inquiry, and (perhaps

rightfully) seems to magnify the minutest details in its quest for authenticity and

perfection. While the style that came to be synonymous with composers of the

Baroque era has been expounded upon, the evolution of conventions that led to

its refinement provide a further layer of intrigue. Seventeenth-century music was

not a transition, but a fluent continuation, and even more so, a refinement of
thought in its own right. This fluency can be seen through music of Sebastian
Kniipfer (1633-1676) and Johann Kuhnau, who represent similar shifts into the

height of music making in the seventeenth and eighteenth centuries.
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Presented as a conductor’s compendium, this paper presents a case study
into research of historical performance practices of seventeenth-century
protestant Germany, and samples a wide but focused range of sources in order to
reach its conclusions. The three works being compared are based on the same
text and represent different developmental periods beginning with the most well-
known and working backward, creating a conduit through which to present these
conventions in context. The ideals of dramatic intent and textual clarity (with
particular importance on rhetoric) highlight specific areas of emphasis for the
performer including form, function, and instrumentation. Still, it is not enough to
simply consider these works as a part of some overarching lineage. An approach
more reflective of current scholarship would be for performer and scholar alike to
consider each composer or work individually, while simultaneously placing them
in the proper historical context.

A survey of manuscripts (which to this point are unpublished as
performing editions) between Kniipfer and Kuhnau reveal a wealth of music
written in a style that elucidates the foundations of the now famed eighteenth-
century protestant church cantatas. An analysis of a new performing edition of
Kniipfer’s Christ lag in Todesbanden prepared as part of this study and
compared with existing editions by Bach and Kuhnau, will help to survey the
performing conventions and style during this period, ultimately making it more
accessible to a modern audience. This further emphasizes that the fluency of
seventeenth-century music, partially codified through Kuhnau, Kniipfer, and

Bach, was both the summation of an idea, and the flowering of an ideal.
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CHAPTER 1

INTRODUCTION

Topic Overview

Historically informed performance in early music (referring at least
colloquially to that which was written before the likes of Wolfgang Amadeus
Mozart) was, even in the latter part of twentieth century, something that seemed
unthinkable to most modern conductors and ensembles.* The latter half of the
century benefited from evolving research, aided by the likes of many pioneers in
the field. This led to both the birth of this H.I.P. movement as well as countless
very public feuds amongst performers and scholars alike. One need only recall
the famed Rifkin-Koopman debate that graced the pages of Early Music for
several years in the late nineteen-nineties for one such example. While even this
remains a polarizing subject to date,2 the waves of interest and scholarship
surrounding historically informed performance have laid the groundwork for a
more discerning, if not accurate approach to the performance of early music. This
provides musicians the benefit of detailed guidance, for example, regarding what

cadences should be foreshortened or whether an acciaccatura was an

INicholas Temperley, “The Movement puts a Stronger Premium on Novelty than on

2 For the initial response by Ton Koopman to the writings of Rifkin and Andrew
Parrott see “Bach’s Choir: an ongoing story,” Early Music Vol. 26, No. 1 (Feb., 1998),
pp. 109-121. This is the continuation of an argument that arose following a 1981
presentation by Rifkin to the American Musicological Society, and followed up with
an article “Bach’s Chorus: A Preliminary Report” in The Musical Times, Vol. 123, No.
1677 (Nov. 1982). Rifkin’s assertions were subsequently rebutted by Robert
Marshall in “Bach’s Chorus: A Preliminary Reply to Joshua Rifkin,” Vol. 124, No. 1679
(Jan. 1983).



appropriate addition to the realization of the continuo player’s figures. While the
previous example detailing the size of Bach’s choir is well reasoned on both sides,
and strives for authenticity, are we able to discern what is truly authentic in every
case? Perhaps more importantly, does this scholarship imply the same set of
standards for music that preceded the likes of Bach?

The preponderance of recent scholarship specifically into eighteenth
century music has empowered a new generation of performances by modern
orchestras, often with a knowledgeable “specialist” leading the ensemble. The
renewed interest in this repertory is in large part to the devotion of those scholars
who have scoured through various primary sources in order to better interpret
the unwritten musical conventions of an era. As such, mainstream ensembles feel
empowered to re-establish these works as a part of their own repertory
introducing a new generation of listeners to a style that is arguably steeped in
expressive freedom and unpredictable excitement. This is not to say that every
modern conductor has a copy of Versuch einer Anweisung die Flote traversiere
zu spielens on their shelf, but they (at very least) recognize and often implement
much of this type of valuable scholarship into their performances. There are
unmistakable benefits to a newly developed accessibility to this music, but the
adage that a little knowledge can be a dangerous thing should give us pause.

In a similar guise, historically informed performances of eighteenth
century masterworks are hardly avant-garde in the present generation; still,
there is a pioneering group of musicians who continue to delve into new and

unexplored repertory and its requisite historical performance standards. This

3 A treatise by Quantz entitled “On Playing the Flute.”



trend now extends further into the canon of later eighteenth and nineteenth
century works with ensembles such as Gardiner’s Orchestre Révolutionnaire et
Romantique leading the way. While there is a concurrent movement into the
further study of performance practice of seventeenth century works, it does not
extend far beyond the historically informed movement. This is perhaps in small
part because of its fluent nature, with more variables that, the least of which,
include instruments for which no modern equivalent exist.4 Given that this newly
substantiated understanding of eighteenth century music was vital to the
incursion of historically informed performances reaching into nineteenth century
music, could it not be a similarly essential gateway to analyzing music of the
previous century as well?

As a result of these complexities, many have disregarded or incorrectly
labeled the seventeenth century as transitional, having been dotted with certain
gifted composers including the likes of Monteverdi, Schiitz, and Buxtehude.
While historians are correct to draw attention to these individuals, it is misguided
to maintain them as the only bright spots of what was at worst, a period of great
invention. In fact, there is much information to be gleaned from the precursors to
the Protestant chorale cantata, especially as regards German musical
accomplishments on the whole, as much of this music is worthy of performance
in its own right. More often than not, scholars focus on tying the influence of one
composer to the next, and in so doing create an indelible link to a more eminent

style or trend. Yet the fluidity of seventeenth century, in all of its development,

4 Jeffrey Kite-Powell and Stuart Carter, A Performers Guide to Seventeenth Century
Music, 2nd edition (Bloomington, IN: Indiana University Press, 2012): xv.



takes this task from the traditional realm of musicology, to the practical
application of performance, a discipline far more freeing than exacting. This
assessment will inevitably draw links to the well-known church music hub of
Leipzig, which presents familiar territory and those necessary compositional links
that are undoubtedly important in the study of historical musicology. Yet as a
performer compendium, this does little to inform actual music making.

Instead, we must remove the music from previously understood
categories, and evaluate each individual work based on its musical and rhetorical
characteristics. This methodology will, in turn, leave preconceived notions of
style behind, and allow for fresh approach to music making that strives for both
an egoless interpretation of the composer’s intentions and a practical application
of period performing conventions. It is true that designated “conductors” of the
period share little resemblance with those of present day symphony orchestras.
Within these modern circles, following generalized hard-and-fast rules arbitrarily
extracted from informed performance practice, can lead to lackluster and
unimaginative performances. As such, it is clear that a case-study for those
outside the historically informed performance movement is needed to show that
development from the seventeenth into the eighteenth century is fluid,
organically changing in style and practice based on unique circumstances in each
country and region. This dissertation, by way of studying three settings by
composers who each held the same position, will demonstrate this variability, the
need for a flexible approach by the conductor, and draw a connection from
Renaissance to the Baroque while simultaneously demonstrating the details that

make them distinct from each other.



Scope and Desired Outcomes

This study is designed as a compendium (from the prospective of a
conductor) to performing seventeenth century sacred music using a chronological
approach to trace the evolution of style from 1640-1730 in central Germany. This
paper will expound upon the broader knowledge, resources, and analysis
required in rendering this music in a way that befits its brilliance. As such, a
comparison will be drawn between three works of the same text, Christ lag in
Todesbanden, by different composers holding the position of Thomaskantor in
Leipzig: Sebastian Kniipfer, Johann Kuhnau, and Johann Sebastian Bach. In
addition to the previously mentioned connections, which form a baseline for
assessment, the main means for evaluation will be performing materials from the
period and those prepared from relevant manuscripts, including the new critical
edition of Kniipfer’s that was prepared as part of this paper. A succinct
discussion of several national musical traditions that influenced the music of
Protestant Germany and the state of other musical establishments will be
discussed in order to place the proceedings in a historical context alongside the
overall musical trends within continental Europe.

This study will address topics which will speak to the following desired
outcomes: 1) A representative understanding of seventeenth century sacred
music with respect to formal designs, forces, and performance practices and their
subsequent application, 2) demonstrate the necessity of a fluid view of
performance practice by establishing a clear lineage and development among
sacred music in Leipzig, 3) provide a model for insightful and expressive study

and performance of these works and finally, 4) enhance exposure to a seldom



heard repertory that is worthy of performance. Finally, the historical facts
presented in the opening chapters will be used to help frame the eventual
rhetorical (chapter 4) and musical (chapter 5) analyses of the three settings being
compared in this study by tracing conventional eighteenth-century knowledge to
seventeenth-century roots.

Such a comparison as this one does well to serve the larger intent of this
paper; that is, to provide a methodology through which to analyze each individual
work based on an investigation that considers historical and cultural trends and
does not rely on a style guide, or even a study of a specific composer. It is
important to keep in mind that a position of employment, surrounding regions or
cities, and aspects of culture had varying effects on each of these composers and
their musical output. This was particularly pronounced in the German speaking
lands for myriad reasons. As such, it is necessary to establish the categories for
evaluation that will be taken up in order to match the historical context that will
be laid out in the succeeding chapters, with the music itself. There are three
principal component categories within which a fluid comparison will be made
between all three pieces: 1) Formal Design, 2) Texture & Harmony, and 3)
Ensemble considerations.

Formal design will encompass areas of compositional structure, scoring
and instrumentation, and structural elements that include borrowed or quoted
thematic material. Harmony, which by the term itself seems self-evident to the
listener, is further codified with respect to seventeenth century sensibilities and
its increasingly complex palate, as well as considering specific textures which

complement the overall congruence. Textual treatment will be peripherally



discussed in the context of the composer’s use of rhetorical devices and their
desired affect within the music. Finally, ensemble considerations will (briefly)
address the complexities of tuning, temperament and the increasing importance

and evolution of the basso continuo group.

Present State of Research

To begin (in a somewhat unorthodox manner), I'd like to layout a few
particularly discernible misunderstandings surrounding early music that may be
obviously inaccurate to some, but have come to be accepted by a previous
generation as indisputable: 1) The inclusion of organ as the standard
thoroughbass instrument for sacred music, 2) Palestrina was the savior of
renaissance polyphony, and 3) that final cadential figures in oratorio always
sound after the singer has finished.5 Stuart Carter, in his preface to the first
edition of A Performer’s Guide to Seventeenth Century Music, asserts that “It is
trite, but nonetheless accurate, to say that the seventeenth century was an age of
transition between the High Renaissance and the High Baroque.”® The qualifying
word “high,” as it relates to these musical eras, implies that this “transition” was
somehow inferior to the advances that both preceded and followed it. On the
contrary, given the myriad changes that a term such as transitional would
certainly cover, it would seem more appropriate to highlight the evolution of this

era in order to spur further study into its many developments. To believe that a

5> Stuart Carter takes up this cause in his preface to A Performer’s Guide to
Seventeenth Century Music, yet my intention is to survey three aphorisms that are
upheld as major tenets of sixteenth, seventeenth, and eighteenth centuries
respectively.

6 Kite-Powell, Performers Guide, xv.



composer would have considered themselves transitional is not only a distortion
of history, but serves to undercut the idea of Historically Informed Performance
on the whole. If our objective as performers is to faithfully render such works as
the composer had intended, providing them a meaningless label seems a curious
movement away from the desired result. A better method seems to consider a
composer or piece as an isolated entity whose performance is better informed by
understanding the conventions and resources available during a given period
and/or region. Accordingly, we should consider these performance practices in
parallel strains, not one overarching style that governed all composers.

Glancing over so large a period with broad generalizations has inevitably
led to many of the current confusions surrounding seventeenth-century practices.
All-encompassing introductions to Baroque practices such as those of Mary Cyr
for one example” are good summaries of an era, but non-starters with regard to
comprehending style. Admittedly, the concept of performance practice and the
ability to come to an understanding of such a fluid topic (especially given Carter’s
assertion of its “transitional” nature), is quite the daunting proposition. The
hallmark of the seconda prattica is the freedom of its melodic lines that were
strengthened by harmonic support, creating an overall affect with or without the
inclusion of text.8 Along with this newfound freedom came the opportunity for an
adventurous harmonic structure that more ably included unprepared dissonances
and tonal shifts that were wrought with dramatic intent. The tenets of this second

practice are seen most clearly in the madrigals of Claudio Monteverdi, and

7 Mary Cyr’s Performing Baroque Music is a concise overview of generalizations
surrounding Baroque music originally published in 1992.
8 Kite-Powell, Performers Guide, xvi.



spelled out in an introduction to his fifth book of Madrigals (1605), which
represented a turning point in the composer’s output. Monteverdi endeavored to
“let [the listeners] be assured that, with regard to the consonances and
dissonances, there is still another way of considering them...with satisfaction and
reason to the senses, [which] defends the modern method of composing.” The
pairing, or rather combination, of voices and instruments added additional color
and intrigue to ensembles that were in the previous century more homogenous as
consorts which included different size instruments from the same family. The
developing concertato style, from the Italian verb concertare (to coordinate or
unite), provided composers with a further expressive tool that would imitate,
enhance, and/or oppose vocal colors.° These circumstances were codified in part
within the well-known writings of Michael Praetorius in Syntagma Musicum III.
In this context, instruments served three primary purposes: 1) a replacement or
doubling of vocal color, 2) to help elucidate a special affect or timbre, and 3) as an
idiomatic representation of the instruments capabilities in a mixed ensemble.
Given the increasingly more elaborate harmonic language and its subsequent
improvement and amalgamation within the concertato principle, it would seem
crude to not acknowledge these masterful refinements as both a pinnacle and a
continuation. There must also then be a way to codify seventeenth-century music

that does not involve washing over it in sweeping oversimplifications. Such an

9 Claudio Monteverdi, “Foreword - Fifth Book of Madrigals” in Source Readings in
Music History, ed. Oliver Strunk (New York: W. W. Norton & Co., 1950), 409-410.

10 Claude V. Palisca, Baroque Music (Englewood Cliffs, NJ: Prentice-Hall, Inc.), 66.
HJames Brauer, Instruments in Sacred Vocal Music at Braunshweig-Wolfenbiittel: A
Study of Changing Tastes in the Seventeenth Century, Vols. 1 and 2 (Ph. D. Diss.: City
University of New York, 1983), 152-3



analysis begins with a simple and most important question: What is important to
the musicians of this era?

What makes the response to this question even more complex is the state
of (sacred) music in the German-speaking lands within the early seventeenth
century. After Ludwig Senfl and Heinrich Isaac propagated a musical tradition
that is equal parts secular medieval grit and competent floridity?2, northern
composers such as Johann Hermann Schein and Samuel Scheidt focused more
on a tradition of homophony, which would lead to the refinement of the chorale.
Michael Praetorius, as outlined above, sought to advance this process by finding
various combinations of instruments and voices to lengthen and expand musical
textures into concerted works — a technique that was rooted in Italian practices.!s
This process would later be adopted and refined by Heinrich Schiitz, whose years
in Dresden were dramatically colored by two sojourns to Italy. His seeming
disinterest with settings utilizing a chorale tune brings to light the fact that
Lutheranism, despite its foothold in Saxony, did not reach into the country’s
substantial Catholic lands.4 The eventual failure of the Peace of Augsburg that
inevitably led to the dreaded Thirty Years War, engulfing an entire continent, left
a country not only searching for a musical culture, but an identity.

The idea of text being central to both religion and music is paramount to
demonstrating the eventually narrowing divide between secular and sacred music

within the new stile rappresentativo (representative style). In addition to

12 Louise Cuyler, The Emperor Maximilian I and Music (London: Oxford University
Press, 1973), 112.

13 Brauer, Instruments, 105.

14 Hans Joachim Moser, Heinrich Schiitz: His Life and Work, trans. Carl F. Pfatteicher
(St. Louis: Concordia Publishing House, 1959), 106.
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Luther’s assertion that the liturgy should be celebrated in the vernacular so that
the congregant could be more connected with the ritual actions of the service, the
Counter (or rather Tridentine) -Reformation demanded that the delivery of text
in the Mass be rendered clearly and if needed, simply.’5 For example, Orlando di
Lasso worked in Munich for the Duke of Bavaria, who was staunchly in favor of
the liturgical reforms made by the Council of Trent. As Lasso’s music (mostly)
reflected this trend through his sublime polyphony, it also emphasized the ever
important clarity of the Latin text. In an effort to advance this technique in Rome
(and most of England) the homophonic technique falsobordone helped to point
chant and other monophonic liturgical settings with underlying syllabic harmony
for multiple voices that represented the text’s natural inflection.¢ This technique
also leant itself well to homophonic multi-voice structure as found in the music of
Gregorio Allegri'7, Ludovico Viadana, and perhaps more famously within
Monteverdi’s Vespro della beata Virgine of 1610.18 To demonstrate this closing
gap between the sacred and dramatic, the example of Sfogava con le Stelle, from
Monteverdi’s fourth book of madrigals of 1603 demonstrates a similar use in
secular music of the time. This textual clarity was not only paramount in sacred
music but also in the dramatic music of the emerging stile moderno, emphasizing
the natural inflection of the words. While monody was being taken to new heights

in Florence, the development of Recitar cantando (speaking in song) provided

15 Alan W. Atlas, “Music For the Mass” in European Music 1520-1640, ed. James Haar
(Woodbridge, Suffolk: The Boydell Press, 2006), 112.

16 Noel O’Regan, “Italy 1560-1600” in European Music 1520-1640, ed. James Haar
(Woodbridge, Suffolk: The Boydell Press, 2006), 89-90.

17 For an example, see Figure 3 on pg. 25

18 Palisca, Baroque Music, 56

11



composers the expressivity of speech like patterns within a musical framework.
The most notable early instances of this stem from dramatic works by Jacopo
Peri and Giulio Caccini (both members of the Florentine Camerata) but is
mentioned specifically as part of the title in Emilio de Cavalieri’s
Rappresentatione di anima e di corpo (representation of the body and the soul)
of 1600.9

Musique mesurée, a similar method to falsobordone was derived from the
air de cour that also reflected the musical developments in France. This stemmed
from a movement by the poets of La Pléaide in the middle of the sixteenth
century that placed a similar premium on the proper accentuation of the text in
dramatic music. This, too, hearkened back to the same Greek roots, which
inspired Bardi’s Camerata and was heard most notably in the music of Claude Le
Jeune.2° The result of these several simultaneous strains of declamatory style that
arose throughout Europe and their eventual melding would become the basis for
recitativo semplice.? The ensuing refinement of this genre became an important
standard form in sacred music that was mastered by the Protestant German
composers of the late seventeenth and early eighteenth centuries. Johann
Mattheson, a composer and music theorist who spent nearly his entire career in
Hamburg, was well aware of these mingling national tendencies in music.
Hamburg served as the most important German city for secular music and the

development of opera, providing him a unique perspective that was well

19 Ibid., 31.

20 Jeanice Brooks, “France, 1560-1600” in European Music, 180.

21 Mark A. Radice, “Heinrich Schiitz and the Foundations of the ‘Stile Recitativo’ in
Germany,” Bach, Vol. 16, no. 4 (Oct., 1985): 11-12.

12



respected among musicians. Mattheson corroborates these stereotypes through
his account that the “Italians execute the best, the French entertain the best, the
Germans...study the best, and the English judge the best.”22

As much as these various practices parallel each other in their
development, a benchmark is needed in order to make a comparison that
considers so many different variables. It is therefore entirely appropriate to
approach the question of stylistic analysis from the standpoint of textual
treatment, a common thread particularly in the ritualistic liturgies that
encompass sacred music. Saxony was without question the musical epicenter of
Germany for church music, and while Dresden’s court exceeded no other in its
opulent musical investments, it was Leipzig that held a more unique role in the
propagation of Protestant music. Several factors contributed to the city’s stature,
the most important of which was its renowned University that served as an
obvious destination for the learned, raising the level of civil discourse within its
boundaries. The church’s infrastructure was also intertwined with that of its
schools including the university, and as a result the use of Latin (including within
the liturgy) was continued into the eighteenth century, well after Luther’s reforms
were realized in this Protestant stronghold.23 While there was undoubtedly a
slowly declining percentage of Latin texts used within the principal church
service in Leipzig, with vespers being the exception to that rule, such a transition

is made evident beginning with the examination of the music of Sebastian

22 Margaret Seares, Johann Mattheson’s Pieces de clavecin and Das neu-erdffnete
Orchestre: Mattheson’s Universal Style in theory and Practice, Royal Music
Association Monographs 25 (Surrey, UK: Ashgate Publishing Limited, 2014), 18-19.
23 Stephen A. Rose, ed., Leipzig Church Music from the Sherard Collection
(Middletown, WI: A-R Editions, Inc., 2014), xii-xiii.

13



Kniipfer, who served as Thomaskantor in Leipzig during the middle of the
seventeenth century. One prominent example is a concerted work for voices and
instruments, which included text in both Latin and German. The indication of
two languages being interchangeable, not to mention the possibility of a
macaronic text, signals a very clear transition in Leipzig church music. This topic
will be expounded upon in a subsequent chapter and remains one of the primary
inspirations for this study.

With this knowledge in mind, the scholarship presented here attempts to
answer the previous question “what is important to [the musicians of] this era?”
This will ultimately lead to a more comprehensive understanding of the music,
that will be informed by trends and performance standards common on the
continent that are not necessarily easily perceived simply by looking at a score.
Certainly, the case above as regards text can be applied generically to many
generations, and therefore seems a logical element to use as the baseline for
comparison. At present, at least one or more detailed studies of Kniipfer’s extant
Latin church music has been undertaken, but his German church works remain
largely neglected. In contrast, the extant music of J. S. Bach has been combed
over in such an exhaustive fashion that can often become a point of contention.
These modern elements, combined with Leipzig’s lineage of great composers, the
propensity of their concerted works to highlight German chorale, and the
inherent familiarity with chorale texts presents a prime opportunity for further
inquiry. As such, this study hopes to trace the evolution of style from the

seventeenth to eighteenth century in central Germany using the examination of
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three musical settings of the text Christ Lag in Todesbanden as a vehicle for
extended analysis.

Provided the myriad regional developments (laid out in chapter 2) that
began to arise around the state, and the fluid international tendencies that
influenced the German-speaking lands, it is inevitable that summarizing each of
these composers, like chapters in a book, allows us to take account of the entire
scope of seventeenth-century music while also identifying individual
contributions. Admittedly, these limitations reduce the scope of analysis to a
microcosm of musical style that took hold in the Protestant lands of Saxony and
beyond. The development of new variants on Lutheranism throughout what is
now present day Germany, would further divide the country through the rise of
Pietism and Calvinism in the North, which effectively countered the already
staunchly Catholic South and East.24 It is in the concentrated study of these
lineages and their developments in musical and cultural trends that we can truly
understand the music of this era as well as the tenets and influences that shaped
its style. Moreover, it is not merely the regions and traditions that directly
influenced Germany, but the concurrent composers working in other countries,
principalities, and courts. Detailed knowledge of this kind will dispel the blanket
notions of early music scholarship and provide performers with the resources
they need to make informed decisions based on historical fact and not simply
token knowledge. This approach alone will render seventeenth-century sacred

music more accessible to the modern performer.

24 John G. Gagliardo, Germany Under the Old Regime, 1600-1790 (New York: Addison
Wesley Longman, 1991), 13.
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CHAPTER 2

HISTORY AND GEOGRAPHY

By the middle of the seventeenth century, the Thirty Years War had
engulfed most of present day Europe in violent conflict, and decimated many of
the necessary functions of daily life on the continent. Although the Peace of
Augsburg in 1555 allowed for the tolerance of Lutheranism within the Holy
Roman Empire, the staunchly Catholic Emperor Ferdinand III once again tried to
suppress such tolerance during his reign. What began as a religious war between
Protestants and Catholics became more of a posturing for power throughout
greater Europe pitting the house of Habsburg against the obviously Catholic
Kingdom of France, underscoring the incredibly fluent nature of this conflict.25
As tensions escalated, these powers were left searching for more nation states to
join their causes, to augment their strength in numbers and resources. Despite
the sheer size of the Protestant side, which included support from Sweden,
Denmark, the Netherlands, the Roman Protestant States, France along with
outside support from the Ottoman Empire and Russia, the magnitude of the
Empire and its support from the east and South (Bohemia, Austria) remained a
formidable force against these countries. Also siding with the Habsburg states

was Catholic Spain, whose even longer standing conflict with the Dutch

25 Derek Croxton and Tischer Anuschka, The Peace of Westphalia: A Historical
Dictionary (Westport, CT: Greenwood Press, 2002), xv.
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effectively moved the war west into an already formidable engagement among
territorial neighbors.26

Because the Thirty Years War was waged primarily within the borders of
the Holy Roman Empire, most notably in the areas that make up present day
Germany, Italy, and the Czech Republic, these regions were not only physically
damaged but also economically devastated. Even though Saxony did not join in
the war effort in earnest until mid-1630, war raged on until the Peace of
Westphalia was achieved in two stages beginning in May 1648. The Treaty of
Miinster marked the end of conflict with France on October 24, 1648, while
perhaps the more significant Treaty of Osnabriick achieved peace among the
Protestant lands. A much longer conflict (the Eighty Years War) between Spain
and the Netherlands was also resolved following the signing of the Peace of
Miinster.2” Vitally important to the former agreement was the establishment of
sovereign nation states within Europe, created by the principle of self-
determination also known as Westphalian Sovereignty. As such, a new map of
Europe was established identifying new borders between countries and
principalities, which allowed for worship and tolerance for other religious
practices that were not the majority recognized Christian faith within a certain
nation or imperial state.28

These boundaries serve as a stopping point to briefly survey the major
musical establishments within Europe. Figure 1 shows the newly established map

and the distribution of well-known composers serving in or moving among major

26 bid., xiii.
27 Ibid.
28 [bid.
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cities at the time immediately following the Peace of Westphalia. As mentioned

above, the war effort had a devastating effect on the Habsburg lands with regard

Figure 1 — Modern European Map with composer locations following the

Peace of Westphailia 1648.
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to regional economic conditions, a situation which directly affected the quality of

courtly (and even city) life. With funding being diverted away from every non-
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essential entity, the arts and specifically music, suffered great setbacks as
musicians were dismissed, leaving composers meager resources with which to
write.29 One need look no further than the city of Dresden to understand the toll
the war took on court musicians. Heinrich Schiitz, whose career in the employ of
the elector of Saxony spanned nearly sixty years, best encapsulated this
tribulation in his own words:

“All can see how the praiseworthy [art of] music, among the other liberal arts,
has not only been thrown into great decline and in some places utterly
devastated through the continual, dangerous events of war in the dear
fatherland of our German Nation, standing alongside other general ruin and
widespread disorder which this unholy war brings with it. I myself also suffer
this with regard to some of my musical compositions which I have had to set
aside owing to a lack of publishers up to now, as at present, and until the
Almighty might perhaps most quickly and graciously grant better times. In the
meantime, however, and so that my God-given talent in so noble an art does not
fall completely into disuse, but rather might create and offer something, if only
slight, I decided to compose and now publish sundry small concertos, as

harbingers, so to speak, of my musical works to the glory of God...”3°

Yet beyond the obvious tumult surrounding the public practicing of
Lutheranism during the war, the use of personal devotion and study became a
common solution for worshippers. Time was spent considering scripture and
religious themes in private in an effort to draw a personal connection to its
substance and teaching. So too was music a part of this practice, as mentioned in

the above example of Schiitz, allows for smaller ensembles that were easier to

29 Michael Hughes, Early Modern Germany, 1477-1806 (Philadelphia: University of
Philadelphia Press, 1992), 106.

30 Heinrich Schiitz and Gregory S. Johnston, The Heinrich Schiitz Reader: Letters and
Documents in Translation (New York: Oxford University Press, 2013), 105-106.
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perform with fewer people in a more intimate setting. The chorale for example,
which will be detailed later on as a primary vehicle to better reach congregants
took on a much more personal, perhaps transcendent tone. These ideals gave rise
to Pietism, a religious movement that took hold in the northern part of Germany
and particularly in Dresden. In addition to the emphasis on personal piety, the
movement railed against Lutheran doctrine, arguing that any outward displays of
grandeur, including liturgical celebrations and services themselves, were
meaningless and perfunctory.3* With the pervasiveness of these offshoots within
the region, which also included heavily Calvinist Berlin, Schiitz likely had little
use for the chorale. This circumstance, along with his training at the hands of
Monteverdi in the late 1620’s, would explain its curious absence as a thematic
tool in his music.32

Leipzig on the other hand, in addition to being a University town, had
another important distinction: it was a free imperial city, not governed by a single
ruler making decisions. A legislative body set the municipality’s laws and policies,
an indication of the pluralistic nature of the city and its population. Beyond its
mainstream Lutheran adherence, Leipzig’s tolerant cosmopolitan populace still
recognized, and in fact advocated for, a liturgy that included Latin, which was
declining in popularity in this period, though it notably continued on at least
through the time of Bach in his performance of the Magnificat in E-flat in 1723.

This illustrates a tolerant culture that would have accepted the tenets of Pietism,

31 Stephen Sturk, “Development of the German Protestant Cantata from 1648-1722"
(DMA diss., North Dakota State University, 2009), 30.
32 Moser, Schiitz, 106.
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though not to the extremes of Halle and other cities to the north.33 In a broader
sense, the city of Leipzig was representative of German music on the whole,
particularly being immediately removed from the Thirty Years War. The city had
the chance to reinvent itself through the influences of many different cultures and
styles, and came to develop perhaps the most important invention of German
sacred music of the period: the cantata, as it is now known.

With this revelation, it would be helpful to revisit the new boundaries
established as a result of the Peace of Westphalia, but with focused attention on
Germany as seen in Figure 2. Also relevant in this evaluation are its neighboring
countries and other composers of note for either for their compositional prowess,
or their employment in a prominent job. In 1648, Tobias Michael served as
Thomaskantor in Leipzig, and although he was afforded the opportunity to enjoy
the resurgence of music in that city brought about by Schein, his declining health
would subsequently begin to diminish the functionality of the city’s musical
establishment. At the same time, a relatively young Sebastian Kniipfer was
studying a coterie of subjects in addition to music at Regensburg, a Protestant
stronghold in Germany’s southeast. Beyond the fact that the composer’s
intellectual background was a logical fit for the city of Leipzig (and his initial
sojourn there was to further his studies)s34, his exposure to the majority Catholic
culture in Bavaria would surely affect his affinity for, or at least knowledge of

Latin church music when he would replace Michael over a decade later. Leipzig

33 Rose, Leipzig Church Music, xii-xiii
34 David William Krause, “The Latin Choral Music of Sebastian Kniipfer with a
Practical Edition of the Extant Works,” (Ph. D. diss., University of lowa, 1974), 12.
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Figure 2 — Composers in Prominent German Cities 1648
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was further encircled by the highly regarded Heinrich Schiitz and later Matthias
Weckman to the west in Dresden, with Samuel Scheidt in Halle and (illustrating
just how long Bach’s famed trek to hear Dietrich Buxtehude was) Franz Tunder in
Liibeck.

Considering the location of Leipzig in the context of the other major
musical centers in present day Germany and its neighboring nations, some
specific conclusions can be drawn regarding the influx of non-native musical
styles. Beyond the obvious connections between the Saxon city of Dresden and
Venice, Carissimi’s appointment as maestro di cappella at the Collegium
Germanicum in Rome would have provided an obvious link to an adventurous
new sacred music that was both markedly different from its polyphonic
background and rich in elements of the seconda prattica. On the Secular side of
the spectrum, Johann Jacob Froberger’s tenure in his post in Catholic Vienna was
also augmented by a sojourn to Italy. His trek included a stop in Dresden to visit
Matthias Weckmann, offering one example of his contact with a major court
composer.35 Froberger’s virtuosic keyboard writing and development of the
dance suite, an entity that already embodied French culture, helped define many
elements of instrumental music during this period. A further connection is made
via Johann Heinrich Schmeltzer, whose service in Austria (and subsequent
appointments within the Hapsburg court chapel), along with his connections with

the successive Italian kapellmeisters.3¢ This preponderance of evidence makes it

35 Howard Schott, "Froberger, Johann Jacob," Grove Music Online. Oxford Music
Online. Oxford University Press, accessed August 30,2017.

36 Schmeltzer assumed the position of Kapellmeister from Giovanni Felice Sances
and Antonio Bertali likey served as a mentor to him at a young age.
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increasingly clear that Italy (and by proxy Austria) had the most profound effect
on Germany’s music in the first half of the seventeenth century.

The Florentine Camerata raised quite a vigorous argument against
polyphony citing its limitations as regards expressivity and intelligibility of text.
This group of scholars, under the patronage of Count Giovanni di Bardi, sought to
make art (specifically music) become more related to affect in the late sixteenth
century. The idea of monody, an ode sung by a single actor, was developed in
order to provide a dramatic rendering of text or poetry, in advancement of an
affect or (in more developed structures) a plot. This amounts to a solo melodic
line, which was often delivered non-metrically, ornamented significantly, and
was pitted against an independent supporting harmonic entity. Unrestricted by
the contrapuntal molds of the previous century, these texts were allowed to more
closely represent human emotion as articulated in Vincenzo Gallilei’s Dialogo
della musica antica, et della moderna (Dialogue on Ancient and Modern Music)
of 1581: “its sole aim is to delight the ear, while that of ancient [Greek] music is to
induce in another the same passion that one feels oneself.”3” The best-known
composer who translated these values to dramatic music was Giulio Caccini; his
views are encapsulated in his collection Le nuove musiche (the new music) of
1602.38 The church too, in its use of falsobordone, found a medium through
which to emphasize speech-like rhythms while adding a harmonic component.
From its earliest improvised form, to the refined passages that adorned much of

early seventeenth century church music, this modest harmonization of chant or

37 Vincenzo Galilei, Dialogue on Ancient and Modern Music in Strunk (Vol. 3), 187.
38 Tim Carter, “Italy 1600-1640” in European Music, 93.
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plainsong served as a vehicle for pointing chant based melodies of, in particular,
Psalm texts. One such famous example is found in Gregorio Allegri’s Miserere
mei, Deus that features plainsong with the more organized tenets of falsobordone
and polyphony in one setting. An example of this form, featuring the homophonic
chant texture is found at Figure 3. The eventual amalgamation of these two
strains of speech-inflected singing led to the modern application of recitative,
which proved to be a vital tool in the eventual refinement of the German

Protestant church cantata.39

Figure 3 - Allegri: Miserere mei, Deus (m. 14-15)4°
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Elsewhere, Venice was, at its core, the very definition of a cosmopolitan
center, serving as a port that welcomed traditions and styles from both east and
west. Its reputation as an innovative city that strived to represent the latest
cultural trends, not just music, resulted in a melding of sacred and secular that
blurred any concrete distinction between the two spheres. Even the church in

Venice operated on what can be best described as insular and proprietary

39 Radice, Recitativo, 9.
40 Gregorio Allegri, Miserere mei, Deus, ed. Rod Mather.
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regulations regarding their liturgical practices, which seemed to be condoned by
the blissful ignorance of Rome.4!

Another earlier example is found in the very few settings of the polyphonic
Mass Ordinary either written or in use in Venice, which was brought about by the
tradition of only setting selected ordinary texts polyphonically.42 It is well known
that the Venetian polychoral style established at San Marco and refined by
Andrea and Giovanni Gabrielli featured a divided ensemble taking up multiple
positions within the church. Featured were multiple consorts, a term that in the
seventeenth century represents a group(s) of voices, instruments, or a
combination of both entities. These individual choirs would dovetail over each
other, sharing cadential tonic chords that would both conclude one phrase and
begin the next, sounding in what was known as antiphonal style. This alternation
or joining at various intervals throughout a specific work was markedly different
from Monteverdi’s clear transition to stile moderno at the turn of the seventeenth
century, as evidenced in both his motets and madrigals. His innovative use of
independent vocal lines combined with an expanded harmonic palette that
highlighted dissonance and harmony in combination was a concurrent
refinement on the vocal styles being propagated in other cities. It was this
confluence of style that provided a model for concerted music that infiltrated

other regions and nations.

41 For an example of further reading see Michelle Fromson, “Themes of Exile in
Willaert’s Musica Nova,” Journal of the American Musicological Society, Vol. 47 (3)
(Fall 1994), 442-487.

42 Alan W. Atlas, “Music for the Mass,” in European Music 1520-1640, ed. James Harr
(Woodbridge: The Boydell Press, 2006), 115.
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The Venetian cori spezzati was a precursor to the large-scale concerted
works of the late seventeenth century and is quite helpful in tracing the lineage of
the German Baroque as it pertains to connections and influence derived from the
performing and musical styles of Italy. Much of this association surrounds the
court composers working at Dresden through the turn of the century. Michael
Praetorius, who came to temporarily assist the Elector of Saxony’s ailing court
composer, was introduced to the newest Italian styles while present at the court,
a place where he would also have occasion to encounter Heinrich Schiitz several
years later. Schiitz, having traveled to Venice to work and study with the younger
Giovanni Gabrielli, had assimilated these Venetian techniques into his own
works43 and was likely a valuable resource to Praetorius. While both composers
employed various forms of concerted music as was championed in Italy, it is
Praetorius’s multi-volume treatise Syntagma Musicum that clearly outlines the
processes and beliefs encompassed in his compositional style, specifically volume
2 which describes the uses for various instruments and volume 3 which details
the process of combining those instruments and voices into twelve possible
ensembles.44

While this development produced an obvious way to incorporate
instruments into vocal music where notably no stringent formal instructions on
the subject had yet existed, it also established what amounted to larger broken
consorts. These individual entities would also have included the likes of a coro

favorito and capella, distinctions given to vocal groups, which would play a large

43 Palisca, Baroque Music, 102-103.
44 Brauer, “Instruments,” 113-130.
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role in the middle of the century. The former was made up of a smaller group of
solo singers or instrumentalists that often performed more intricate passages and
would be highlighted by the entire ensemble in an effort to not only reinforce
larger textures and ideas, but also to clarify form. Instruments filled one of three
roles: they 1) substituted for voices, 2) created special timbres within a work, and
finally 3) were used idiomatically where appropriate.45 What is notably lacking,
and a principle tenet of the Protestant German church music of the eighteenth
century, is an independence of both vocal and instrumental lines within a
concerted work. Championed by Monteverdi, the new dramatic style (talking
again of the seconda prattica) was learned by Schiitz during his second sojourn
to Venice at the height of the Thirty Years war. While in Venice he was able to
study and assimilate Monteverdi’s musical style, and after purchasing
instruments on behalf of the Elector of Saxony for his court, completed his first
major offering in this new style, Symphoniae Sacrae I in 1629.4%

Based on this overly abridged history, there are some generalizations
about performance standards that can be gleaned from the continent’s overall
tendencies toward a new concerted style. The importance of dramatic intent
cannot be overstated within the context of sacred music. This not only affects
words and poetry, but also harmonic language, which served a primary vehicle to
support the prevailing affect. Such a feat was achieved through the emergence of
a basso continuo practice that provided a stable bass line, complete with

harmonic underpinning that allowed a melody or melodies to sound as related to

45 [bid., 152-153
46 Ibid., 189.
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its foundation. Whether instruments or voices, these obbligato lines would be
florid and often ornamented in contrast to the continuous bass, in an effort to
clearly define affect or rhetoric.47 While the practice of ornamenting in vocal
music considers altering notes, singer and composer Christoph Bernhard, whose
positions in both Hamburg and Dresden in the middle of the sixteenth century
place him at the height of musical life in Germany, speaks to the difference
between ornamentation and dramatic intent. In his treatise Von der Singe-Kunst
oder manier (On the Art, or Manner of Singing), Bernhard divides the use of
ornamentation into three categories: 1) the preservation of the notes, 2) the
preservation of the text, and 3) the changing of the notes.48 This second category,
which he called Cantar alla d’affetto (singing with the affect) focused solely on
the preservation of the words and not rhetoric for a clearly established dramatic
intent. Bernhard also asserts that these same principles, while mainly for singers,
could and should be applied by instrumentalists as well.49

While instruments would still double voices colla parte or play ritornelli as
a consort, these amalgamated variants created the concertato style that was a
hallmark of the seventeenth century. In contrast, other performance practices
represent an overarching national style, but could vary from region to region. In
Italy, for example, eight foot bowed bass instruments (like the violoncello) were
not part of the standard basso continuo ensemble, but included only when called

for as a melodic obbligato instrument, or when specified to double the bass as in

47 Kite-Powell, Performers Guide, Xiv.

48 Christoph Bernhard, “Von der Singe-Kunst, oder Manier (On the art of

singing; or, Manier),” The Music Forum, Volume III, ed. William ]. Mitchell and Felix
Salzer, trans. Walter Hilse, 1-196 (New York: Columbia University Press, 1973), 20.
49 Tbid.
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one famous example, Il combattimento di Tancredi e Clorinda from
Monteverdi’s Madrigali guerrieri et amorosi (1638).5° It would have been a
common participant within the continuo group in large-scale works for the
church or theater to help project and reinforce the bass line in large spaces, a
practice which was non-specific to any national style. Chiavette or high clefs,
were also common in Italy, and would often notate scores either a third or fourth
higher than actually intended in order to avoid ledger lines, making the notation
more easily readable. This would require the performers to transpose at sight, a
skill common among musicians of the time.5! Pitch levels also varied widely from
region to region, even within Italy. Considering the pitch standard of A in Venice
can be approximated to 465 Hz, and the frequency of A in Rome was at least as
low as 392 Hz, it is easy to conclude that there would have been many variants in
between these benchmarks in other cities throughout the country.52

Beyond the obvious differences in pitch standards, there are further
connections to be made regarding their various uses and the influence they had
on musical centers in Germany. Following the model that traced the evolution of
concertato style as was described previously, pitch levels can also be used to
make direct correlations between instruments in use and how they both
influenced a musical culture, and were treated musically within a composition.
Perhaps the most stable example of this would be the cornetto, whose pitch

standard did not waver temporally or geographically far from A=465. In fact, this

50 Kite-Powell, Performers Guide, 27 2.

51 [bid., 335.

52 Bruce Haynes, A History of Performing Pitch: The Story of “A” (Lanham, Maryland:
The Scarecrow, Press, 2002), xlvii.
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instrument and would remain that way for nearly three centuries until it fell out
of use with the birth of the galant style. This was in no small part due to the
physical limitations of the instrument, which if enlarged would render itself
unplayable to most as a result of the near impossible reach needed to cover the
finger holes.53 Thus, the regular existence of cornetti in music necessitated a
pitch level of at least A=440 and by extension would almost certainly indicate
knowledge of Venetian style and music. Yet the fluid nature of musical
developments, illustrated by the wave of French style that captivated German-
speaking lands at the turn of the eighteenth century, would see the oboe serve as
a direct replacement for the limited cornetto and the requisite change in pitch
standard (to between A=415 to A=392) that accompanied the introduction of
these new instruments would eventually render this instrument obsolete.54 One
such record of this is found in Nuremberg, where cornetti were included on an
instrument list as late as 1694 but were replaced by hautboys by 1697.55 It is with
this lens that the present study will attempt to assess the musical centers of

German society and in particular, of Leipzig.

53 [bid., xl.
54 Haynes, Performing Pitch, 137.
55 [bid., 136
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CHAPTER 3

PERFORMANCE STANDARDS IN GERMAN CITIES

Because the musical milieu in Germany varied widely during the Baroque
era, the cities and musical centers considered here are done so in order to draw a
correlation to Leipzig and, by extension, to help limit the scope of the study. The
hallmark of seventeenth-century music was a shift away from the limitations of
modal polyphony into a style that was arguably more expressive and accessible;
this hardly qualifies as a transition to the eighteenth century. The task is not
merely to identify what constitutes this genre, but where and how it was
nurtured. For the German-speaking lands, the regional variants of a less
cultivated national musical identity would not allow any one particular “style” to
be identified as German church music. The overall landscape of these musical
developments began to flourish toward the latter decades of the century with
rehabilitated musical resources and renewed interest in establishing a style that
saw the juxtaposition of imported cosmopolitan trends (mainly from Italy and
France) into something inherently German.5¢

While Italian influences were the basis for the newest imported forms and
mediums, it was French style that swept through the country during the turn of
the century leading to new norms in areas of pitch standards, instruments, and
by extension, orchestration and formal designs. The city of Hamburg was largely
spared the destruction that most German-speaking cities faced in the wake of the

Thirty Years War and a result prospered in its role as the only public opera house

56 Seares, Das neu-erdffnete, 21-22.
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outside of Venice.57 The establishment of the Hamburg Opera in 1678 saw its first
works for the stage composed by Johann Theile, the court composer to Duke
Christian Albrecht who relocated to Hamburg in exile during the war.58 Theile
would later serve as Kapellmeister in Wolfenbiittel and was no doubt influential
in helping to establish opera there after his arrival in 1685.59 Opera in Hamburg
truly arrived by the early 1690’s with the premiere of Johann Georg Conradi’s Die
schone und getreue Ariadne, a work that well represents a shift to French
sensibilities.

George Buelow asserts that Ariadne “is a cosmopolitan mixture of
Venetian, German, and French musical styles in which the French spirit totally
dominates everything by the recitatives.”¢© With this shift in style comes a shift in
instrumentation that would not be limited to the swapping of cornetto and oboe
as mentioned in chapter 2. The addition of the bassoon and traverso (flute)
among others, would have seen a shift in not only pitch, but timbre as well. Bruce
Haynes cites the pitch standard for the Hamburg between A=403, which the
French would call ton de chambre (chamber pitch) and as low as A=392. The
opera would see continued success under the prolific output of Reinhard Keiser,
whose tenure at the head of the opera would see a brief stint by G. F. Handel in

the early eighteenth century. Even Handel’s lone surviving opera from this

57 John Warrack, German Opera: From the Beginnings to Wagner (Cambridge: The
Cambridge University Press, 2001), 34-35.

58 Heinz Becker and Lesle Lutz, “Hamburg,” Grove Music Online, 27 May 2018.
http:////www.oxfordmusiconline/grovemusic/10/1093/gmo/8781561592630.00
1.0001/0mo0-9781561592630-e-0000012268.

59 Haynes, Performing Pitch, 135.

60 George Buelow, “Die schone und getreue Ariadne (Hamburg 1691): A Lost Opera
by J. G. Conradi Rediscovered” in Acta Musicologica Vol 44., Fasc. 1 (Jan. - Jun.,
1972), 111.
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period, Almira, displays the full breadth of the mutli-national Hamburg
conventions in contrast to his later works, which were likely shaped by his time in
Italy.61

In a similar way to Hamburg, several musical centers throughout what is
now present day Germany represented the most innovative and supportive
havens for church musicians and composers. In most cases, the benefactors of
these composers were more influenced by styles which infiltrated their courts and
cities from abroad. A dated, yet accurate description given my Manfred Bukofzer
proves a worthy summary of the varied sources for this new German style:

“The wave of Italian influence that rolled over Germany in the first half of the
[seventeenth] century was followed in its wake by a French one, and the
assimilation and transformation of these stimuli gave German music its special
problems. While the Catholic composers adopted the Italian style without
essential changes the Protestant composers were faced with the task of bringing
their precious heritage, the chorale, in harmony with the concertato style. The
result of this fusion was the most original German contribution to the history of

baroque music.”2

Dresden

As previously mentioned, Dresden was one of the most prominent
destinations for music in all of Germany. Although the town had its own
municipal musicians, the most sought after posts were at the court of the Elector
of Saxony. While the city’s religious alliance changed with the convictions of its
elector, the town remained staunchly protestant through the majority of the

seventeenth century, and boasted an abundance of resources including a

61 Warrack, German Opera, 55-56.
62 Manfred Bukofzer, Music in the Baroque Era (New York: W.W. Norton & Co.,
1947), 78.
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collection of instruments that in 1593 numbered 13 trumpets, 12 viols, 11
cornetts, 8 crumhorns, 8 dulcians and 5 one hand flutes.®3 Beyond these physical
resources, the court boasted a list of first-rate composers the likes of which
included noted renaissance composer Hans Leo Hassler, and Michael Praetorius
whose incredible output of sacred music was unmatched among his
contemporaries. Heinrich Schiitz would later join Praetorius in 1615, and though
he took over the Kapellmeister duties almost immediately, he would not officially
hold that title until after Praetorius’s death in 1621. Like other arts centers, the
city was not immune to the plight of the Thirty Years war, which saw Schiitz
adapt his compositional method to a smaller ensemble, the makeup of which
typically included pairs of instruments (violins)®4 with solo singers and basso
continuo. At its prime under elector Johann Georg II, the court musicians totaled
53 in number in 1666, and though Schiitz remained in the elector’s employ, his
role was reduced and his compositions came to be regarded as archaic.

The Northern Italian influence on the court of Dresden is readily apparent
in every aspect of the music being composed for its auspices. Schiitz was well
known to have continued to use a pitch standard (likely from Praetorius) akin to
that of Venice, which was A~477 and referred to as CammerThon. This would
have been consistent with the previously described list of instruments on hand
from the turn of the century. The subsequent Italian influences at court (the likes

of Antonio Lotti) under the tenure of Johann David Heinichen and the modern
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obsession with all things French, saw a common usage of both A=392 and A=415,

the latter of which won favor of Dresden’s then Catholic court by 1730.%5

Nuremberg

The city of Nuremberg touted a population of nearly 40,000 residents in
the seventeenth century, earning it the distinction of the largest metropolitan hub
in the region located south of Leipzig and halfway to Munich. The church there
was reformed in 1524 and remained a central tenet of the city’s patronage of the
fine arts, even if the Kapellmeister position was not always filled with the most
gifted of musicians.®¢ In addition to a vibrant patronage of music, which
continued long after the cities subsequent decline toward the middle of the
seventeenth century, it was also a center for instrument makers, particularly wind
instruments. Though CammerThon or Cornet-ton at A=465 was common for the
illustrious cornetti the city produced, it remained home to some of the best
French woodwind makers through the middle of the eighteenth century.6” Thus,
while the pitch of the cornetto remained constant, the more common pitch
standards became A~415 (Cammerton) or the lower A=392 (Tief-Cammerton),
mirroring the standards at Leipzig.

Despite its prowess among the rest of Germany, the musicians working in
Nuremberg remained curiously insular, with most of their schooling and

subsequent employment was found within the confines of the city, despite a
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select few who had brief sojourns abroad. Prominent composers from Nuremberg
include the likes of both Johann and Johann Phillip Krieger and Johann
Pachelbel. There were many notable developments there to the design of what
would come to be known as the cantata, though it should be pointed out that few
lack the refinement of the best Italian-influenced music of the day. The role of the
continuo, for example, was not an independent bass line, but a doubling of the
lowest sounding part that included figures; this practice, referred to here as basso
pro organo®8 is more commonly known as basso seguente. A particular area
where composers did excel in adapting the ideals of the seconda prattica was in
their application of rhetorical figures within the music. This discipline, better
known within music by the Latin concept Musica Poetica, used rhetorical and
musical gestures that either emphasize or mimic a desired action or statement.

The basis of this practice is taken from Greek and Roman roots and is
grounded in the practice of oratory developed by the likes of Cicero. This was
codified for modern usage, particularly as it relates to music, Joachim Burmeister
whose Musica Poetica of 1606 took the liberty of grouping these compositional
devices into groups of “ornaments.”®9 These could vary from simple repetition in
sequence (gradatio) to a simple rising pitch at the end of a phrase as if to indicate
a question in the singer’s inflection (interrogatio).7° The application of these

elements was one example of a practice uniquely German in an age that was
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dominated by French and Italian Elements.7 Though this practice was common
among composers in the German speaking lands, it enjoyed a special prominence

in the music of Nuremberg.

Liibeck

Germany’s northern most musical hub was Liibeck, a free imperial city
similar to Leipzig and Nuremberg where church music played a prominent role.
Records of the period indicate that there was a Kantor at the Marienkirche as
early as 1248, a choir as early as 1462, and municipal musicians totaling 12 in
number by 1474.72 While the singing of sixteenth-century polyphony gave way to
polychoral music, it was Franz Tunder whose tenure introduced the Italian
influenced dramatic concerto following his arrival in 1641.

The organ featured prominently into daily life in the city, not only
entertaining businessmen awaiting the opening of the stock exchange?s, but also
playing entire sections of the Mass by itself, a development that was proprietary
to this northern city. In addition to the typical instrumental music required as
preludes (organ) and during communion (often additional instruments or
vocalists) for Sunday morning services, chorales were sung by the congregation,
and special choral music which reflected the scriptural themes of the day was also

performed.
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Dietrich Buxtehude arrived at the Marienkirche in Liibeck upon the death
of Franz Tunder in 1667.74 Acceptance of the position of Kantor the following year
provided him the responsibility of three weekend services including the office of
vespers on Saturday evening for which he was to provide music. Though little is
known of Tunder’s early responsibilities, it is likely that Buxtehude’s would have
been similar. Having held this post for nearly forty years, there is little doubt why
all but eight of his extant vocal works are sacred in nature.”s Even the
Abendmusiken, a concert series for which Buxtehude was responsible for
expanding beyond Tunder’s basic framework of organ music, focused almost
strictly on sacred repertory (at the Marienkirche) and gave Buxtehude and his
contemporaries a stage to perform larger dramatic works with an expanded
chorus and orchestra.

The notably high pitch levels at Liibeck (reaching) as high as A=495, as
well as neighboring Hamburg, were likely the result of Buxtehude trying to lower
the cost on materials for the organ. Instead he invested in proprietary
instruments made to match the pitch of the Marienkirche organ. At the height of
his lengthy tenure, his typical ensemble for concerted music would have
consisted of a solo quartet of singers and between 10-14 instrumentalists
depending on the occasion or feast day.7¢ This by many accounts would have been

akin to the size of Bach’s regular weekly ensemble in Leipzig.
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Braunschweig/Wolfenbiittel

Compared to other cities included in relation to Leipzig, this court city
seems rather small or perhaps insignificant by contrast. Yet this municipality,
more than any of those previously mentioned, mirrors the working conditions of
the court at Dresden. In fact, the court at Braunschweig/Wolfenbiittel employed
many of Dresden’s most influential court musicians during the seventeenth
century. Michael Praetorius, whose prolific number of compositions and writings
on music was a significant influence in not only the new Italian styles but its
subsequent propagation and development throughout Germany, published the
third (and final) volume of his famed treatise Syntagma Musicum here in 1619.77
Moreover, Schiitz, who was mentioned to be Praetorius’ colleague and eventual
heir at Dresden, also served as musical advisor to the court at the behest of
Sophie Elizabeth, wife of Duke August in the middle of the century. After sending
Johann Jacob Lowe in 1652 to essentially fill the role as his prefect, and upon
upgrading the stock of musicians serving the court, it was well known that Schiitz
began sending his own music to Wolfenbiittel to be performed at court, reflecting
the styles that he employed in his current position.78

Given the leadership he put into place, Praetorius’ meticulous instructions
and the detailed records of instruments purchased and used at court suggest a
similar working environment to that of Dresden. Further research into these
preforming conditions and the investment into musical resources in a rural city,

affords us a clearer understanding of regional standards in music. The norms
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which would have been adopted in a smaller principality, would certainly

represent the standard practice in other musical hubs throughout the region.

Leipzig

From the middle part of the seventeenth to the eighteenth century, the
educational and cultural stature of the City of Leipzig far exceeded most cities of
its size. This reputation drew not only on the presence of a prestigious University,
then unrivaled in central Germany, but also the public financial support of a
range of musical activities from the sacred (paying musicians for supplementing
musical offerings at the principal church), to the secular (public performances).79
It is no surprise that this rich atmosphere attracted a stream of first-rate
composers that graced the city with their presence like a royal lineage.

In this “Apostolic” succession, it is also possible in part to trace the
evolution, or perhaps the emancipation of what became German protestant music
from its humble beginnings, from a homophonic cantional style to the height of
its musical prowess in the mid-eighteenth century. Among the members of this
esteemed group, Sebastian Kniipfer (1633-1676) became Thomaskantor in 1657,
several years after moving to the city. By re-establishing a standard of musical
excellence after a brief period of decline, he helped “pave the way” to the eventual
establishment of the cantata through his successors, Johann Schelle, Johann
Kuhnau, and finally Johann Sebastian Bach.8°

By the time the war had ended in 1648, and after the extended illness and
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incapacitation of Tobias Michael, Leipzig was looking to be revived to the musical
prowess it maintained under Schein (Thomaskantor from 1616-1630). The
responsibilities held by Kniipfer were not only to the churches in Leipzig, but to
the town’s collegium, an assumed existing relationship between his position and
the municipal government8:. Access to these forces was readily available to the
principal Leipzig composers, and as a result, works from this time particularly of
Kniipfer and Johann Schelle (his student and successor) feature large forces of
instrumentalists and singers offering grand sonorities for grand occasions both

inside and outside the walls of the church (elections, anniversaries, etc.).

When J. S. Bach first applied for a job in Leipzig as Thomaskantor, he was
a clear third on the list of offers for the post. The first choice was the more
experienced Georg Phillip Telemann, who would eventually refuse the position
mainly at the behest of his current employer in Hamburg. Telemann, who was
one of the most famous musical figures of the day, not only in Germany, but also
throughout present-day Western Europe, was no stranger to Leipzig having
founded the town’s collegium while a student at the University. He was also quite
the bother to Kuhnau, as many of the best boy choristers were lost from the ranks
of the church choirs in order to participate in opera productions under a young
Telemann’s tenure there. Christoph Graupner, the next in line to be considered
favorable after Telemann for Leipzig’s premier musical post, was also not
permitted by his patron to leave his current post in Darmstadt82, forcing the town

council to turn to Sebastian Bach to succeed Kuhnau.
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Background on the Three Thomaskantors

Kniipfer

The significance of Sebastian Kniipfer and his music is still widely
undervalued among the canon of western classical music, including the role that
it played in establishing a concerted style of music that has remained relevant for
centuries following its development. This assertion is made if only to combat the
knowledge of outdated scholarship, such as the idea that “none of his students is
recognized for any significant contribution to music.”83 On the contrary, his pupil
and predecessor Johann Schelle did much to expand and further his movement
toward a truly modern church music. Many of the composers’ manuscripts,
particularly his German works are largely unpublished (such as the one
considered as part of this study), some of the most valuable sources of which
were copied for performance in Grimma by Samuel Jacobi84. Kniipfer’s style is
characterized by a juxtaposition of elements of the prima and seconda prattica
that similarly concerns sonority and affect in equal measure.

In Kniipfer’s case, his tenure as Thomaskantor sits at a turning point of
compositional style in the seventeenth century. The development and the use of
the chorale in both full iterations and small fragments displaced throughout
various voice parts becomes the groundwork for the chorale cantatas crafted by
the masters of the early eighteenth century. The form of the Italian vocal concerto

served as the basis of German sacred music at the time that was used both during
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the principal liturgy and the major hours of the office.85 These compositions were
nearly always sacred in nature and combined the forces of one or more choirs of
voices and instruments accompanied by a supporting continuo group. One of the
Hallmarks of this style is a texture that, while sectionalized, remains mostly
continuous. This is achieved by alternating