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INTRODUCTION

4usic literature written at the heizht of cho~

rale usage covers the shift from modality to tonality.
This transformation took plaoce over a period of years.
From 1523, the baeginning of Martin Luther's oreativity
in church hymn settinge, to the ochorales of J. 3. 3ach,
the shift from modal to tonal settings became clarified.
This ohange was not one which involved the creation

of an entirely new form, but one incorporating elements
present in Luther's time with the elements of Baoh.
This paper will eladorate on these pericds of zusio
hietory and will present ohorales representative of
them. The comparative study wlll trace these chorales

from Luthsr through 3ach.



PART I. ZaRLY OHORaLas TUNZS



Ohapter I. - The Chorale

The tera "ohormle" is defined as a ohorale asong
(oantus ongralis) of ecclesiassical use, whether the %term
“song" i1e used in reference to the ohoral plalmsong (@antus
planus, ocantug firmus) of the Roman office or thea Protestant
ohurch hymsn (Lircheslied, ghorzeseng).' The history of the
ohorale 1e gquite important to its definition.

The chorale is a metrical hymn tune assocliated with
the Lutheran Chureh in Gsraany. In the uareformed ochuroh,
the word had been uead to distinguwlsh that waulch was to be
suag by many voloes 1n unison from thas whioh waa to ove
sung by one volce in the liturgical plaineong. Ian Geraan
Catholio oircles befors the Reformation, the choral plain-
song wae Lnown as the gantus cogocentug, as distlagulshed
froms the gantus accentus.

In twseatlieth~century epeeoh the word carries with i$
the Reformsd sense. According to E., R. Routley, "HMartin
Luther coxposed, or oaused to de somposed, zany hymn tunee
that were <nown at once as chorales beocause they were desizned

for congregational aipslns.”a Unison singing waa the manner

0narles 3anford Terry, "Chorals,” 3rove's Dictionar
of Musie and dusgigians, ed. by Eric Blom, IT, 535. :

2grik Reglnald Routley, "Ohorale,” Encyclopmdia
Britannica, 11th ed., V, 682.
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in waloh the choralss were 3ung in the Reformed churches,
both in Jermany and in other countrise. It was only gradually,
however, that the melody shifted from tue tenor to the
treble lins and that the organ waa eatablished as the har-
monic¢ bass for ocongregatlional singing.

Oharles Sanford Terry states the following in refer-
ence to the Protastant ohorale:

As slgnityin a oongregational hymn, the Gsraan

word choral came into general uee in the

esoond half of the slixteenth century, at a

period 1) when, the principles of aeladlo

metry aad rhythm were bdbeing grasped and
2) when, too, steps were first tazen to trans-

for the gggggg_flgggg froms the tenor to the

descant in the interests of congregational

ainging.
The term "ohorale”, now restrioted to aelodles of German
setriosl hyans, really orizinated in a aieunderstanding
of what Johann Walther meant when he spoke of Luther as
having ¢alled the "deutgcher Choralzesang" iato life,
What doth Luther and Walther zeant by "Choralgesang" was
the o0ld gantus ghoralisg or plainsong of the Latin Ohuroch,
walch Imther himself wished to retaln, His purpose, to adapt
the chief parte of the latin hymns to Germar words, corree
sponded to Marbeok's purpoee¢ in his X o] 8
¥oted 1n England. All the older Lutneran Church ausicians,
suoh a8 Lucas, Losslus, and Hichael Praetorius, ueed the

words "Choral" and "Choralgesang" in the sense of ths old

plainsong melodies to the graduals, sequences, and antiphona,

3Terry, "Chorale," p. 270.



whether sung irn latin or adapted to German words. &hen
German metrical hynns gradually replaced the other choral
parts of the service, the name "Qhoral“. in course of time,
becane restricted to the melodias of these hymns,

The Gregorian chorale represented the goncentus,
which was the mellsmatic section of the ohant sung by the
oholr or sololst, The ggcentus was 1n dlstinot opposition
to the ggncentus. The agcentug wa® the lntonation of the
Oolleot, Epiatle, or Gospel sung by the prieat and was
representative of syllablo and neumatio etyles, The (horal
was generally sung by more than ome volice in proximity to
the altar. The Zhgral 1s further desorided as a "jessegesang"
treating usually a Bibllcal text from the tenth century
20dex at Saint 3all of 630 A. D. The Gregorlan onorale
w#as in the same oategory as 1) Introlitus, Qffertorium,
Communio whioh were sung by the cholr; 2) tne Iragtus
(gantug tractus), Gradualls (regponsorium gradusle or
graduale), and Alleulas whloh were sung by a volce or
volces dlstinct froam the cholr batween the Epistle and the
Gospels 3) Qrdimarium Missae, 1. e., the Xyrie, Glogia,

Qredo, 3anctus, Benediotus, Angus Dei, and Jeguenges (pross)
whlioh were sung by the obhoir.



Chapter II, The Text

The basic problem to the large boedy of Latin
hymas and antiphons for ohurch seasons and hours, sung
by the olexgy and the oholr, was that these hymns and
antiphons ware not intelliglble to the passive congre-
gation. In JQermany short varnaoular hyans wers admittsd
iato public worshlp and were oalled Xirleigog, Leigen,
or Leighen. These earlleat oongregational hyamns con=-
sisted of a stanza or stanzas prefixed to the Xyrie
Elelson or Jhriste 3lsison which had pasasd from the
GreeX into the Latin church, espeoially for festival
work. The oldest of them dated from the end of the
ninth century. 3ome rare examples of pre-laformation
popular aymnody are glven in appendix II.

These hymns denonstrate their abaormal liturglical
use by the conjecture that while the hymn Hun bitten
wir den heiligzen Geist (iow pray we all God, the Comforter)
was sung by the congregation, a wooden dove or a living
bird was released from the roof of the church. Ohristzas

aystery plays also invited vernacular hyans, For example,

the old Latin chorale, In dulei jubilo (In sweet Joy),
became Eis Kind geborgy zu Bethlehem (Ihe onild 1is bornm
ig _Dethlehem) in German and Puer natus in Bethlehem




(Ihe boy born in 3ethlehem) in Latin. In additlon

to the preoceding, the best Latin hymns were frequently
translated, e. g., the 18 Deum, Gloria in excelsis,

Veni creator spiritus, Credo, Pater noster, and 3aunctus.

A large reservoir of hymns, thérefore. had been created
before the Refornation; in fact, betwsen Otfrid of
Welssenburg of the ninth century and 1518, nore than
1440 German vernacular hymns had baen written, Yat,
throughout medieval centurlss ohurch nuslo was almost
exclusively the province of the choir and the clergy.
In reference to these statcements, Terry inserts the
following:

Hence, when Luther set himself to provide

the apyaratus of congregational praige, he

was able to draw upon a tradition of eccle~
slastical song and a fund of popular hymnody.

4
Terry considers Iuther the first evangelicsel hymnist,
"the Anbrose of the Reformation,” who equ.pped the

Protestant liturgy with the apparatus of the choral soung.

“Hoporale," p. 270.



?hapter III. ZLuther's Phllosophy of Musie

Luther'e viewpoints on amusic are important bescause
of thelr iafluence upon his hyan writing. His viewpolats
rest upon ths intelleotusl herltage of the Mlddle Ages,
uniting Ohriletian and olassical elemeats. His basis in
viewlng 3usic as donum Dai, glft of God, wnloh goes dack
to 3alint Augustine orlaxppo. 18 oombined with nis spesoulative,

cosaologioal uaderstanding of amusio. "Husica se extendit
ad omnis (auslc relates itself to all tnaings), and Nihil

48% _sine numerg o noxg (notnlug is without sound-giving
auaber)"® To the ontologloal and ereative side of musio
belongs also the mliracle of tone production in the position
of zan 1u relation to lanzuage.

Some of Luther's expresalaons. whioch testlfy to his
understanding of music are almost literally adopted aedleval

thoughti for example, from J. Tinoctoris' Qomplexus effsctuum
(complex of effects), "musio is a domina et zubernatrix

affectuum humanorum" (ruler and governess of huanan emotions.)

' SWalter Blaakenburg, "Martin Luther," Die duglk in
Gespichte und Gegeawart, 1960, VIII, (unpublished translation
by Profeseor Otto Stanlke, Conoordia Lutheran Sedlneary,
8pringfield, Illinols, 1969), 1338,

61v1d., ool. 133%

6
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The oharaoteristic element in Luther's understanding
of ausic 1s dlscovered only in his theology. Next to it
Luther gave the n2arest place to ausic. Hls viewpolint of
the inseparabliity of music from theology oan be understood
only in relation to his dootrine of justifioation. 3inoce
the grace of God requires a Jjoyful faith, music belongs
ae & "nobills, salutaris, lseta grastura’ (nobls, healtny,
JoyZul oreature) to the Ohristian life, and therefore 1t
1s opposed to the devlil as the divine and most excellant
31tt;7 Prom this follows sinmultaneously Luther's 1dea ae
ta the sigulficance of applied auslo as the finest art.

To the relation of applied muslc and human emotional life
belonge also the relation of music %o .spesch. In his utter-
anoes on muslo Luther .concerns himsalkf wlth unison or
aultl-part singing in relztion %o music and Blblical

worde Luther polante out this relationsnip by saying that

the nptes bdring the text to life. 8
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Chapter IV. Luther's Texts

Luther closely asecciated music with speech to suoh
a degree that melismas were avolded in favor of exolu-
eively syllablc songs. The Gregorian ohant theredby became
more song-like, which 1s evidenced especizlly in the trans-
lated Nevw Testament oanticles, walch are to be sung accord-
ing to Pealn tonss. Thus b2cause Lutaer thought of Ohrist
as & friendly Lord whoes speeches ware lovely, he took the
alxth tone for the Gospel, and because Luther thought of’
Saint Paul as an earnest apostle, ke took the eighth tone
for the dpletle., Hls theory "was based on the anolent
analogy betwaen music and rhetoric and elaborated it by

figures in a peculliar manner.'g’

Luther pressrved the ohanting
of the pastor and the choir, the latter not only for tne
uniseon liturgloal scag, but also for the multli-part song.
He tolerated aleso the use of lnstrumeats in the divine
sarvice.
Luther himself took hold of the creation of the
necessary ohurch hymns apparently beginaing in 1523, after
hie hope for hymns by other poets wzs not fulfilled, ZLuther's

poems are bagsically designed for the worshlp service, which

agaln related more or less to various prior examples,

®danfred F. Bukofzer, jugioc in the Baroque Era.
(New Yorx: #. W. Norton & Oompany, Inc,, 1947), p. 388,
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In prianciple Luther followsd the Melstersinger manaer

in composing melodies by assumling the task of creating

the desired melodies with a view to the worshipful purpose
of his poems, ~&or instancs, Luther's activity 28 a creator
of melodies 1s evident by J. wWalther's report on Jesaja
dem Propheten das gzeschah (These thinzs the SJeer Isaiah
d1d befall), wherein the latter especially emphasized

the close relation of word and tone.!® The creation

of melodies in the sixteenth century did not signify

the c¢reation of new melodiaes, but it 4id signify the
transformation of existiag material. Luther's mastery
revealed itself in the degree of thie renovation. In
individual cases the cooperation of hie musical co-laborasrs
should be assumad, especially J. Walther; but absolute
certainty in individual ¢ases would not be possible,

That Luther was in position to ocreate multi-voloced tone

settings was Quite poseible, Aacording to Walter Blan~

kenburg th:z four-part tone setting Non Moriar, sed viyam
(Not death, but 1ife) which is preserved in the drama
Lazarug by J. Greff (1545) 1e designated as the work

of Luther,

1031anienburg, "Martin Luther," col. 1343,
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Chapter V. Luther's %ymns

In writing his hyons, Luther ueed 1) the offiolal
Latia hyanody, 2) pre~Reforaatlon popular hymns, 3) sscular
folkeongs, and 4) origlmal hyzas. 72be term "offiolal
La%;n;hyggody” refers to tbose Latln hymne with thelr
adapted melodles whioh the Iutheran Chureh adopted. 3evsral
of these hyans are inoluded as originals by luther. Terry,
in hie book Ihg

Bach , oonflrma
the proposltion that theee particular hymae were adapted
from the Latin.

Pollowing 1s a llnt of hymne Terry consldered as

origloal with Luther. Ghristum wir gollen lobeg scnog

18), translated from a

Ooellus 3edulius' sequance, ia written }g elignt four-line
syggzas dating froas 1524; _Thc hyaa appearzd first iln the
Brfurt Enchiridion, 15244 in Olerarius, sitteabderg, 1525}
49eh, 1524 and im ¥iener, Winterflald, and others. Deg

du pigt drel io Sinigiqly (Thow who arg three in unliiy)

is the translatlon of Q lux beata triuitas,(Q 1izht, the
blsssgd Irinity), whlch was written in tirse four-llme
stanzas dating from 15441 the wsledy of tals hyma 14 an

adaptation of the anclent, tune which the Benedictine editors

Tegarded as the work of Salant Ambrose. ILuther translated
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taies hynn three years before nls death and added the tunird
stansa, Thie hyan appesr:z4 ia &lug's book, Wittemvers,
15433 Babst, 1:453 the Magdeburg editiom of 1551; and other

minor publiostionse Gal sel us Jegu Chr (31}
Rraise, joxrd Jesug Onrist, %o Theg) was written in 1524;

when haracnjized dy J., 3, Baoh, the hymn was used as ithe
bdbasie 60f Cantata 91 employlng two harus aad tyxzpasl. This
hyan 13 a varsion of the eequenoce
(Blasginzg nov we all restare), wriksea in aeven five-line
stausgs as an adaptation of the latiam plainsong. Horr
Sott, 2ich loben wir {lgxd God, thy Praise we ging) ls the

free vereion of Ie Deya Jaudamus (e _praise Ihee God) ia
fifty-twe lines for aatiphonal singings dritten im 1529,

the selody is a reocomatruoction of the Latin plalnaong.
) (Some, 3a0d Creator,

Holy Ghost) was written iu .seven four-line stanzaas dasing

from 1524, Both melody and wrde are tasen from the Latin
o 3 (Geme Qreagor $pizit). soms, pailiger

4) 1s

an expansion of the aatiphon Yegi 3anate Spiritus (Come

Holy Spkxit) in thres nine-line stanzasi wrliten in 1524,

the welody is anonymoues - Jun $0un, §er tHeiden Hajland

R) 3es the translatios of Saint

Avbrose's Veni redeaptox.zsntium (9que geuyle Jadgenep),
writden in elsnt four-line stanzas in 1524, The malody
1e an adaptation of the latian hyan. Xir @lguben All ap
asnen dett, 3chopfer is the free version of the.iicene
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Oreed. VWritten in three ten-line stanzas in 1524, it 1is
trasslated Ne all believe in oue true God. The melody 1s
composed from the plalasong of the Credo.

0f the preceding hymns seven are froa the eleven

hymns Texrry listed as originals by Luther., Sour not

desoribed are _M_zmwum (La_t.mn

In ueing pre-Reformation popular nyune, Luther aad
hies colleagues appropriated zany popular aedieval hy=zne,
rewriting or expanding their words aad adapting their
melodiee (called yoerbesaerung,) For exazple, Hans 3aohs
('495-1575) took the pre-Reforzation hyem Dich Frau Vom
Blogd) and wrote the hymn ghrigtum vom Himmel ruf' ioh
ag' (Christ from heaves of one toue blood). 3aohs' final
verslon was later rewritten as Christlich verandect und
serrigiert (Chagg 38)
latder desoridbsd his hyen Jesus Christus, unser Helland,
dex von ung (Jesus Chris$, our lord and Savior) as Joha
Hus' hymn Jesus Ohristuys, mostre soluy (Jesus Ohrist ours
ajone).

3acred folksong, our secoand category, provided many

melodies for the servige of ths Lutheran Ohurch. The
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following hyans Terry notsd as Luthar's yet each one is

pre-Re formation in origin. Jott der Vater wohn' unsg dei

(God, the Father with us stay) was written in three fourteen~
line stanzaes in 1524, HDoth the hymn and the melody are

pre-Reformation in orizin; the melody thouzh anonymous
13 written for ¥Whiltsuntide. Gott sel gelobet und zebene~
dejet (May God be praised hencefort 4 blessed fore

dating from 1524, has three stanzas of ten lines sach, and

the melody of this hymn is anonymous., Dating from 1524,

Mitten wir im leben sind (In the midst of Life are we)
1s an expansion of the antiphon Medla vita in morte sumus
(In_the midst of 1ife we are in death), written in three

fourteen~line stanzas. Only two of the stanzas, the second

and the third, are by Luther, and the melody is adapted
from the pre~lxaeformation hymn. The final hymn by Luther

1s Nun bitten wir den ‘leiligen Gelst (Now pray Thee to_the
Holy Ghogt). Stanzas two, three, and four were written

by Luther. Based on a pre~Reformation aelody, there are
four five~lin2 stanzas,

The third category used by Luther was taat of the
sacular folksong. Before Luther, Heinrich von Laufenberg
wrote religlous parodles of seoular ditties., Thls use of
the seoular was not beyond Luther because ne was sensitive
to the value of popular art as a contributor to the apraratus
of relligzion. 4is supported and sponsored by Calvin, the
Dutoh Reformed Church borrowed freely from the secular,

The zanner in which lutheran oompllers purifisd the popular
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art was tarough substitution; for instance, the hyzn igh

Gott, thu' dich erbarmen (Q God, have pity on ug) received
its melody from an untranslated folksong, Frisch auf, ihr
Landsknecht alie.
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Ohapter VI. ZLuther's Original Hymns

The fiaal oategory of original hymns appeared detween
1523 and 1543, During thle period %wo types appearsd,
The firat type was that of Luther's original, or malnly
orlginal, hymns of whigh there are eigh%s The sscond $ype
wera those of Luther's which are still in German use; seven-
tesn of these have reqeived original tunes from the hyma
books in which they firat appeared.

| The origlinal hyans lnolude_hoth the hymns by Iamther

and the tunes by luther.  During thie period thirty-seight
pleces were oomposed, the majority belng translations,
rovlsions or enlargements of pre~-Reformation materisal,

Qbrist leg in Todesbenden (Qhrist was laid in death's
8trong bands) was compoged by Iuther for the Easter geasol.
This hyan wes firet published im Zyn Boohiridiog im Erfurt
in 1524, It was entitled “Tne hymn, Christ jgt erstanden,
1mprovod.”1' According to Johm Jullian,"Only elight traoces
of the Qhrist ist ergtanden are retained in Luther's hyma."'?2
Terry oalle the hymn "a free revision of Ghrist ist erstanden

1‘J’ohn Julian,
This hymn is translated

"2y p1g,
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in seven eight-linse stanzas,"' 2

based on the sequencs Vigtimae pasciali laude (Zradge the
Ragghal sacrifice) and the Surrexi$ Onrigtus hodie (Qhrist

ar day). Julian also: states, "These German and

3% anzas four and five are

Latin hymne, with the 3oripturail notices of the passover
lambd, furnished Iuther wita tos materials of the bsautiful
poes, but the workinz out 1s entirely orlzinal. . . .*'%4

Jullan contlinucs nis statszent by mazing 2 subjeoctlive coaparison

of this hyan to Bin feste %urg ist unser Gott (4 mizhsy
fortress is our 3od).

Christ unser Herr, zum Jordan kam (To Jordan game
our Iord, the Ohrist) was composed by Iuther for Holy Baptisa.
The orlginal title was j

inat is its use? This hyan ie a oatechetical hysn setsing
forth the Iutheran doctrine of dbaptism énd is based on
Saint ¥atthew 311)-T7 and 3aint Xark 16,

ELQ' neus Lied wir gsggg an (3y help of God I fain
would tell) was composed by Luther as.his £firss hyan dating
from 1523, The history of this hyan 1lnvolves the aartyrdom
of two Augustinlian monks, Helnrisch Voes and Sohann Zsch,
8t Antwerp on June 30, 1523. Both thi monks had desn condemnad
to death and dburned at the stake lnvérhssela. The hymn

e TITR

'“Gharlés 3anford Terry, Ihe Four-part Chorales

of 3. 8. Babh (tenkbW ‘9x¥ord Univevrsity Press, 1929),
Pe 20,
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first appeared in Zym gachirid gg in 1524, The orlzinal

This hymn produced a deep lmpression during the Reformation
timee and appeared in many of the Qarlg iﬁtharin byen bocks,
but being a rather historical ballad than s hymn, has not
reappearsd in recent oollsetions.

Zrhalt’ ung, Hery, bel deinen Wory was composed
by Luther in 1541, During this year a service of prayer
against the Turks was held at Wittenberg for whiocn ILuther
preparsd a speclal office, in which most of the nusio was
arranged for the boys of the oholir. Imn Klug's Geistliche
Lledsr 1t was entitled 3

2opg and the Turks, Additlonasl stanzas have often been
appeaded to this hyan, the most popular being those by
Juatus Jonas, probably written in 1545, against the Councll

of Trent,

during the Zaster season. It was first?t publlished in 3yp
20904€idlion in 1524, 3ach stanza of this hymn ends with

(2ear_Qaristians,
gng_ggi_g&}_gggg;gg) was composed as Luther's first coangre-
gational hymn, writdtea in 1523, It 1s entlitled in Btlich
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grigtlich lider as 4 Christia Dr, Hartin Iuther
getting forth the unspeaXable grace of God and the true
falthe In Xlug's Geistliohe Lieder and later books, 1t

1s titled A Hymn of Thanksgiving for the great blessings
which ! bestowe u Ohrist.” Tileman Hesshusius

in hls preface to Johannes #agdeburg's Psalter of 1555

speaks thus:
I do not doudt that throuzh thia one hymn
of Luther many hundreds of Christiang have
been brought to the true falth, whc before
oould not endurs the name of Iuther; bdbut the
noble, precious words of the hyan have won thelr
hearts, 80 that they are ocomstralned tc eam-
brace the truth; so that 1n my opinion the

hymns have ho}ged=tha spread of ths Gospel
not a little.

Vom Himmel hooh da komm ich her (From heaven above
to earth I coms) was composed by Luther for the Ohristmas
ssason 1n 1535. 1In Xlug's Gelsgtlichs Lieder in 1543, it
was titled A Children's Hymn for Christmas Zve on the child

Jesus taxen from the second Chapter of the Gosgpel

Luke, Terry contends that the hymn 1s by Paul Gerhardt
and the melody is by Luther, Howsever, Lauxmann, in Ego}
says, "Luthor was acocustomed every year to prepare for his
famlly a happy Christmas Ave's entertainment. . . and for

this festival of hls ohildren he wrote this OChristmas hyan, *!6

Vom Himmel kam der Zngel 3chaar (To ghepherds, as
they watched by night) was composed by Luther for Christmas

1?5‘4}133. Hymno lo 9 Do 821,
1§£21Q-s p. 1227.
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and was meant for use when hils other Caristmas hymn was
too lonz, 3Based on Salnt Luke 2:10-11 and Salnt Matthew
215, 1t was written 1a 1543,

Ts the eizht preceding orizinal hymns, Terry would

add a alnth ¥o Gott, der Herr, nicht bei uns halt (dere
God the lord not on our side). Thls hymn appears in his

) r=pa Chorale £ Jds, 8 che The version is fronm

Psalw 74 and 18 written in three seven-line stanzas.

A1l but two of Luther's hyzns are still in Geraan
use, 3Seventeen of them recelved origzinal tunes in the
hymn book in which they first ap.eated, (3ee Appendix V,)

One of these will be used later in comparison with Baoh's

development of the same hymn Vater unser im Himmnelreich

(Qur Father, Thou in heaven above). What share Luther
had in the musical oompoaltion of these hymns cannot be

positively stated, Tarough luther's influence a powerful
movezent of congre:atlional singing in evangellicazl Germany
developed, Luther at first tried tc induce others to compose
German hyans that oould take the place of Latlin singling.
when his appeal did not find the response he had desired,
he oomposed such hymns himself, The history of Luther's
hymne materialized at first in small and then 1n somewhat

more oomprehensive collections of hyamns, X Bl;

dymng of 1524, Erfurt Manual of 1524, Johann Walther's
Ohoral Hymnbook of 1524, and later the Lelpzigx Hymnbook

and the 3trassburg HymnbookX are exanmples,



PART II. LAT®R OHORALS TUNZS
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Ohapter VII. B8aoh's Original
Chorale Harmomrizatlions
The number of origlnals by Luther wass eight according
to Gfove and nine according to Ta2rry. Johann Sobaatlan
8aoh also oomposed a totsl of elght original chorales.
In reference to these, "Bach tomposed both the melody and
the hatmonizatiin.“'7 3ach 18, therefore, the harmonlzer
of the remaining chorales, "In the case of all ths four-
part B S Bee by Baoh im his oéntatas. passions, and
oratofioa. bé took tho.melody from_thé Lutheran hymnal and
hinself wrote only the loierAparts."18 To the preceding
atatomenf 1s aided the following footnotet 'In but one
oase, Weit aie, ¥o. 350, at the end of Cantata 27, does
Baoh adopt anothsr's harmonization."'? o4 350 18 titled

Welt, ade! ich bin dein mude from Cantata 27 Wer Welss
gel nahe mir mein 3Inde. Both the melody and haraonization

of this chorale are by Johann Rosenmuller, and the text
is by Johann Georg Alblnus in 1649.

The elght originals by 3ach are the ohorales which
follow Drinker's No. 67 dir Jehova 11 ic

1THenry 3. Drinker,
(Prinoeton, New Jersey

). P. XV,

‘agbid.

i TT
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(2o _Thee, Jehova, come I sinzing) was coamposed in 1725;
the text was written in 1697 by Bartholomaus. No. 111

Gib dich zufrieden und sei stille (Fret not, my squl, on
God relying) was also c¢omposed in 1725, and the text was
written by Paul Gerhardt in 1666, XNo date is 3iven for the

domposition of Ho. 118 Gott Iob! es zeht nunmehr zu Znde
(Thanis he to Sod, my end ig near me), nit the text was
written by Christlan Welse in 1682, XNo. 174 1¢h g; 1a,

Herr, in deiner Maoht (Tis well with me for by Thy Mizht)

has no date given for 1ts oonmposition, and the author of

the text was Slmon Dach in 1648+ Im 1736 No. 19V Jeeu,
Jesu, du bist mein (Jesus, Jesus, Thoy art ;gg) was composed

and the words were taken from the Meintns

omm (Come, Jesus, ugga] has ze
date given for 1ts composition, and ‘the wards for this
ohorals were taken from Wagner's GesangWugh in 1697. XNo. 253
Hioht so trauriz, uioht so sehr (Fret mo%, soul, that God
gives thee) has no dats given for 1ts composition, and the

1697, - Ke. 222

text of this chorale was written by raul Gerhardt in 1649,
The final chorale mentloned here Ho. 284 Q Herzensan~at,

Q0 Bangigkeit und Zagen (Weary with woe, my heart is deep
despairing) is not dated, aad the text is by Gerhardt Muller
von KSnlgsberg.
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Chapter VIII. Other Comprosers of Ohorales

Although Luther and Bach were the major contributors
during tals period, ot%thsr composera profuced ohsrales of
some iaportance, airnoidus vaa Bruek wrote oompositions
wnloh are scattered through collective volumes of eacred
avd seoular ausloc published in the slxteenth century, but
no eeparate volume of workxs by van Bruck 1ls known to exist.
Sixtus Disteriok publiehed the Epicedion Thomae Spareri
in five parts ir 1534, a first book of Magnifioats, He
alac published in 1535 thirty-six jAntiphony and in 1543

dovum gpug mugicum. Five of Dieterick's compositions are
ia the Dodeggachordon of slareanus, Ludwlg Senfl edited

g m, oné of the first music books
printed 1n Germany in 1520. For purposes of comparison
Thomas Stecltzer will be inoluded with regard to gpeoific

chorales.
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Chapter IX., 3ignificanoe of the Organ

The organ in the early evangelical servioe continued
in use as had been the custom in the Boman aervice, In
that service it had bsen used to play preludes and to give
the tone to thie priest or the oholir, alternating with the
latter ian the llturgloal songs and hymns--one verse being
suag by the cholir, followed by the same on the organ.
The organ was not used to aocompany the cholr nor was it
used to accompany the oongregations In fact accompaniment
was not necessary, because haramonic structure had not been
eatablished and unison eluging was customarily unaccoapanied.
Hence, tha organ was used exclusively as an lndependent
instrument,

Because of this indepsndence, organists began playing
runaning passages as they played preludes to the hyans.
Bafore long, seoular amuslc became prevalent for the offertory
and other parts of the servioe, In fact the praotioe even
spread to the Roman church. "Pope Olement VIII 1in 1600
1ssued orders curtailling the use of the organ in Roman

29 Asg

churches beoause suoh evil praotioes had crept in."
a result, the transition of the organ from an independent

to a supportive instrument was delayed.

20gqwin LieRohm, The Chorale (Phlladelphiai
¥uhlenberg Press, 1953), p. 43.
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¥ith the ourtallment of the use of the organ, Lukas
Osiander developed a type of musloal structure which made
it possible for the cholr to astocompany the congregation
in the hymnsi however, this did not solve tne problem.

The sxnall proportion of voloes 1in the oholr could not
adequately support the greater number of volices in the oongre-
gation. 0Oslander's harmonic technique brouzht forth a

type of amusic whioch would now make 1t possible for the

organ to accompany congregational singing,

The use of the organ for aoccompanyling congregational
singing developed zradually as the number of harmonic¢ musical
compoaitlions grew., One of thes early publications written
for the organist was Johann Hermann 3hein's Cantional pub~
1ished in 1527. This work contained melodies and figured
bass and was used to aocompany the choslr, The first organ
book for accoapanying congregatlional sinzing was published
in 1650 by Samuel 3heidt. The work oontained 112 gettings
of 100 melodlies in use at that time. 3oon after the pub-
lication the organ replaced the choir as the leader of

congregational siaging.



PART III. THE OOMPARI3ON
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Chapter X, Blements of Onmparison

In ocomparing the works of the ocompogsers of chorales
from #artin Luther to J. §. Bach, varlous styles must be
Eanalyzed. 3tyle 1tself refers to the mathods of treating
,elements of oomposition: form, wmelody, rhythm, notation,

In approaoching the comparison 1t 18 these elements that
#® shall ocoaslder,

The aspeot of form 1s the pattern or scheme through
which the notes are placed. Ordinarily the term ''form"
refers to the arrangement of sz2otions. Chorales are usually
short 1n duration, andi thus form is not sufficliently involved
to be considered of prime lmportance,

With reference to the ochorale, Luther placed the
glgnifloanoe 1n the melodlc line, The musloc in this perlod
of reformation was of two types: monodlec, belng the oongrega-
tional hymn, sung in unisoni and golyphonloc, a amore aslaborate
settinz for oholr. The posltion of the ohoir 1n the church
servioce was not appreolably altered as compared with ite
funotion in the Roman church., The transition from singlasg
by a professlionz2l ocholr to congregational sinziang was not
effected 1n a short time, In fact, this transltlon beoane

the maln stimulus for the ocnange of polyphony to homophony.
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During the Rsformation the oomposer had oconocelved
aueloal compositions on a horisontal plane with the musioal
naterial bsing set to several melodies performed ooncurremtly.
This type of musio, pquphony. 414 not eserve the purpose
of the Lutheran congrsgation. Thie practice only slowed
down the prozress of harmony. B8dwin Lismohn states, "The
close of the sixtsenth oentury disoarded thise tesohnique
[polyphoni] and adopted a nomophonio style, consisting of
a melody with a sketohy harmonic aocooapaniment, the figured
vase."?!

Luther's mailn iannovation was in converting the Latin
chants to a form to be used in ths Protestant service., In
doing this, he was conoerned with ohanging the text from
Tatin to German. In his German Mass of 1526 he replaoced
the lLatin ohants with German hymnas. This mase was written
in a four-line staff using the G olef as the only olef
throughout the =mass.

German churoh musloians reoognized that with poly-
phony there was no uniforzity in rhythmio movement. The
cholr, the organ, and the congre ation functioned as three
saparate entities, The realization that the congregation
needed the support of both the choir and the organ would
need further development. To accomplish this change, the
form of musio had to be simple and uniform in rhythamic

novement. It oould aoct bve polyohonio, In Appendix VII

2'7he Chorale,- p. 48.
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3enfl's arrangement of Chrigt 1st _eret¢sanden rressents the
tune in the first alto part, but the sectlons of the tune

are seéparated with other materlial not necessarily pertaln-
ing to the tusre., Ths tune aenters brliefly in the mezzo
soprz2no volce in ths niath measure, but this satrance 1is
Geceptive, TFor thls reason, the chorales demonstrate a
teohnical prodlem whioh only the professional performer
can asdertaln,

The development of harmony was agaln assoclated to ths
strengthening 6f . the vocal partlolpation of the congre-
gation within the Jerman service, Osiander, pastor 1la the
Prauvenikirohe in x;raborg. published in 1586 his Punfzig

e L ers Thils boox was of fAfty ohoralea for
four voicess This was the first publlcation desaigned te
uanite the choir and congregation in the einging of hyamas.

In reference to thie publioation, Liemaohn statea, “The

intrioate and devious veavings of polyyhony were now replaced
by a single, clean-cut, vertioal musliocal structure of chords."22
The nelody was now taken from ths tenor and given to the

soprano as another aild in congregational singiag.

Oelander'e innovation was a step forward for congre-
gational singing, and this in turn influenced other composers.
Michael Pratorius issued a church musio publication Musae
8ionias in 160%, Thie work contains 1244 setiings of ohorale
melodies arranged for groups from two-part cholrs to quadruple

four-volce choirs. The introduotion of harmonic¢ techaique

22I§1 "
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from Osiander to Pratorius 31d not praclude the oontlnuation
of the polyphonic practioes because Pratorius coatinued

to write polyrhonlc settings for the cholr. In fact, betwesn
Osiender and Pratorius there wers composars whose cnlef
intersst lay in writing musio for the cholr. Johann Bccard

in his Geistliche Lieder auff den Choral, 1597; Geslus in

his Geistliche deutsche Lieder, 1601; Hans Leo Hansler in
his géggggggggéggg. 16085 nor Melchior Vulpius in his Gesang-

buoh of 1609 d1d not materially ald oongregational singing.

Just as enanges in fora, nmelody, and rhythm were
8low in occurring so was the modernizing of notation,
Buropean zuslo was in its early stages of development at
the time of the Reformation. W®While the present system of
notaticn had its beginnings in thas tenth century, with the
use of the four-line staff becoming ocommon by the middle
of the eleventh century, the present system of notation
using the five-line staff canre in the fifteenth century,
This staff was used only for vocal muslec,

The agatematio use of more nodera devices, such asg
bar lines, was not universal until the eighteenth century.
Bar lines as used during the Reformatlon, indicated breatniag

pPlaces in ainging and dl1d not indicate the end of a measure,
The Preylingnausen nymnal of 1741 19 the first original worx

to emsploy the bar line &n lts modera usage.
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Chapter XI. The Ohorale Tunes,
1rist 1st erstanded and

The two ohorale tunes chosen for coaparative pur-
poses are Christ lst erstanden and Vater unser im Himmslreich.
fhese two chorales were chosen because the tunes used are
similar to the origlnal tunes used by Luther. Although
several settings of these chorale titles ocour within the
Denkmaler deutscher Tomkunst, the ones presented hare employ
the same or simllar chorsle tune used dby Luther,

The composers of the vari>us exanples are Martin
Luther, Thomas 3toltzer, Ludwlg Senfl, Arnoldus van Bruok,
and J. S. Bachs These composers play an important part in
demonstrating the ochanges made 1in the ohorale from 1524 to
1750.

The settings of these chorale tunes by 3toltzer,
Senfl, and van 3ruck are found in the form that was employed
at the time; that is, they are not under the standard twentlieth-
ceatury clef arrangement of G and P clefs, Instead, usually
four olefs are used which position the range according to
the volce sinzing the part. PFor example, the soprano, alto,
tenor, and bass olefs are used in thaese tunes, Van Bruok's

origlnal setting of Vater unser im Himmelreich ahows this

standard olef arrangement,
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e W e

In comparing the arranzeaments of Christ ist erstanden,

examples by Luther, Stoltzer, Senfl and Bach are used.
These examples can be found in Appendix VII with the cantus
firmus shown in red.

A comparison of clef arrangeaments 1s noteworthy.
Luther probably used the C clef.2? However, Iather's selgt-
liche Lieder showed all hls tunes in the G clef. Therefore
the possliblity exlsts that elther clef could have been employed.
Stoltzer used a four-voice setting: soprano, alto, tenor,
and bass malntalning, the C and F clefs, Senfl used a six-voiced
setting: +treble, mezzo soprano, alto, alto, alto, and baritone,
18ilng the G, C, and 7 clefs. Finally, Bach employed the

treble und bass or G and F clefs.

23Tnis conjecture is based on Luther's nandwriting
from his Deutsche Messe 1526,
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Harmonic develo.ment 13 easily tracsd from Luther's
tune througzh the arrangement by Bach, Iuther's arrangement
of the tune 1s solely monophonio and zmodal. Luther used
the dorias mode with a finalls of 4, and an ambitus of d=-d°',
and a dominant of as. This melody stays within the traditional
appearance of a 3regorian chant,

3toltzer's polyphonic arrangement begins llke a
oanon at the octave with the voloes entering at different
times. The tune 1s not completely established until it
enters in the tenor volce where 1t remaains throughout the
composition, 2Parts of the tune appear in the soprano voloe
from msasure tweaty-three through a:asure thirty-twoe. The
deceptive quality of entrlaes such as this, makes the composition
cne for a cholr of tralned volces rather than one for the
congregation.

The 3enfl arrangement 18 also polyphonlec. iHls setting
ia oompllcata§ by the number of volges present, OCompoeed
for slx volces, the tune does not enter untlil measure seven~
teen 1n the first alto part with a deceptive entry at the
ninth measure in the mezzo sopramso part, lasting only four
measures. 3enfl's arrangezent 1s also oomplicated by the
ta#t. Although the title 5f the chorale is Ghrist._ist
grstanden, the words used are Ghrigt der ist exstanden.

Thie cne word deviation in text, ohanged the tune appreclabdly,

The text does not beoome Christ ist erstandem, or the text

of the original tune, until the cantus flrmus appears.
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Using harmony as the dasls for the chordal accom-
paniment, the Bach arrangemeant is homophonic in structure.
The tune has been taken from the tenor and given to tha so-
prano. Bac¢h's development of the tune is in adding non-
harmonio tones 1n the form of ac¢cented and unaccented passing
tone§ to exemplify the harmonic content, For example, 1n
measure one a b natural used as a nonaccented passing tone
points up a leading tone feeling.

In comparing the arrangenent of the chorale tune
Vater unser im Himmelreich, exazples by Luther, van Bruck,
and Bach are used. These are found in Adppendix VIII. The
complete change froa lLuther's ohursh mode style to Bach's
homophonic¢ style 18 as clearly seen in this chorale tune as
in Ohrigt ist erstanden.

Whether or not Martia Luther harmonlzed his own ohorale
tunes is open to conjecture. In the first praface to the
Gelstliche Gesangbuchlin, Luther states, "These songs have
been set ln four parts, for no other rezson thin becausge
I wished to provide our young people., . .with something
whereby they mizht rid themselveas of amorous and osrnal
8BONZe o o 2% g d0es not, however, state he himself was
the composer of taese parts.

The significance of the sregorlan chant z2nd the

churoh mode 1s seen in the tune of Vater unser im fHilmmel-

reich. The mode 1s the protus authentlicus, primus tonus,

‘ 24 1a0nard Woolsey Bacon; ed., The Hxan% of dartin
Luther‘(¥ew:York: Onarles 3oribner's 3Jons, 10355), P» Xxi.
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or the authentic dorian mode. The ambltus is from the
d-f' having extended the range of tine dorlan mode two steps.
The flnalis 1s 4 and the dominant 1is a,

Van Bruock's chorale setting placse the tune 1n the
tsnor with only fragmentarj deviations from the original
tune. for instanoce, measures tourteen through sixteen,
twenty~-one, twenty-seven through twenty-nine, and thirty-
five through thirty-seven are exaaples of Jeviations from
the original tume, Due to its polyphonioc setting, it ie
an arrangement Qultable for the cholr rather than the congre-
gation..

Baoh's Vater unser lm Hlmmelrelch ls a homophonle
setting using the I, Ig. Vs, I progresslon as the Harwonic

structure of the chorale. The soprano aalntains the tune,

and this t&ne involves the use of nonharmonle tones,
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Chapter XII. Oonclusions

The chorale tune underwent a major change ln structure
from the time of Luther's writing to that of Baoh. The
early ohorale tune showed a vaguene 3s of style which was
typioal of the Gregorlian chant. The struoture of the chorale
after Luther was baslcally polyphonic. The signliflcant changes
from these c¢horales to those of Bach were in the ohange froa
polyrhony to homophony. The vertical aspects of composition
were @stablished firmly in the later chorale tunes.

The tune also underwent oihanges., Ihase ohanges pro-
ceaded from Luther's modal style to Bach's lncrezsing tonality.

Justave Reese 1n uslc in the Renalssance states, ", . .the

system of church modes was to reaailn valid solely for zono~
phony and that, as soon as polyphony beszan to develop, har-
monlc relations beian to develop 2lso, and were to lead
gradually to a new tonal systsm=-that of major and alnor."22
The translitlon from polyphony to homo-hony sstablished the
harmonic relations which were the basis of Bach's chorales.
The importance that Luther placed on the oongregation

as an aoctive agent 1n the service explained the innovation

assustavs Reese, Husic¢ in the Renalssance
(New York: W. W. Horton & Co., 1954), p. 141,
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of hoamophony. The s3imple melodles were easlly sung as they
exlsted. However, composers maintained the separatioan of
congregation, cholr, and organ. #nen composers begzgin pro=-
duelng 3imple harasnic progresslon and ellminating the elaborate
interweaving of voices 1in the polyphonic techanlque, the
cholr began to support the voilces of the untrailned congre-
gatlon.

Sradually homophonio material published for the
organ inoreased 1ts use, and the organ replaced the need
for the choir tc act as the supportive aid to oongregational
singing. Hereln, approximately two hundred years 1later,
Luther's goal of having the congregation take an aotivi
part in the church service through the singlng of vernacular

chorales was realized,



APPENDIZES
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I. 2xaaples from O0fficial Latin
Hyanody Used by Luther

2.

Je

4,

5.

G

Te Venl Oreat tu

8. Venl sancti Spiritus

9 eid v e
SR Zeatium

10, Verleih' uns, Frieden Da pacem, Domine
gnadiglich '

11, Has furcht'st du, Feind Yostie Herodes lmpie

erode e
12.

Credo in Deum patrem
cmnipotenten



1.

Qe

Se
4,

II. Zxamples of Pre-Reformation

The Passovertide

The Baster

The Trinity
Phe Whitsuntdde

Popular Hymnody

41




6.

Te

8.
9.

10,
11,

12,

13.
14,
15,
16,

42

IT1I. Examplss of Sudstitution
Through secular PolEsong

Q0 Christe Morgenstarne

Q Haupt woll Blut
Herzligh thut mlich verlangen
0 _Welt, ioh muss dich lasgen

Pavia song

3 el i al a
nlieén erire

Ioh ging einmal spazieren

Und wollt ihr horen neue Mar

Er ist der Morgensterne

4ein G'aut ist mer verwirret

Hdein G'mut 1st mer verwirret
Inspruch lch muss dich lassen
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17, YVom Himmel hoch da komm ich - Aus fremdsn Landen komm igh hex
ner

18. Vi ) el Aus fremden Landen Xowa ich her
3¢

19. iae 1 _ 4aex 1§ uiln alder liefste

20, U De 'sund m ud'

21" 2 i’y de u

226 8 French folksong




N
2,
3
4,
Se
64
Te
8.
9.

IV,

Luther's Original iHymns

1524
1543
1524
1542
1524
1523
1535
1543
1535
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3s
4,
S
6
Te
8.
9.
10.
11,
12,
13
14,
15.

16,
17,

V. 8Hyzas which Recsived Original
Tunes in Hymnbook
Gott vom Himmel sigh'dare
Aug tiefer Noth gchrel igh égﬁg;g
§;n‘nguag Lied wlxr heben an
Ein' feste Burg lst unser Gotd

Es spricht der Unwelsen Mund wohl
11t ung Gott genadig se

Jesala, dem Propheten, das geschah
Jesus Gnrlatug. unger Heiland, der den Tod

Jesus Christus, unger Heiland, der vonm un
Mensch, willt du leben seliglich

Mit Fried' und Freud' ich fahr dahin
Nun freut euch, liebsn Chriasten g'mein
Wie ist air lieb die werthe iagzd

Vater unsgser im Himmelrelch

Vom Himmel hoch da %gmm ich her
no he secular melody previously

referred to=-~1535)

War' Gott nicht mit uns diese 2eit

1524
1524
1524
1535
1524
1524
1526
1524
1524
1524
1524
1524
1545
1539
1539

1524
1524

45

and 1535
and 1535

and 1535



1.
2.
3
4,
5¢
6.

Te
8,

VI.

J. 3. Bach's gight Origzinal Ohorale Tunes

Dir, dir, Jehova, will ich singen

Gib dich zufrieden und sei stille

Gott Lob! es geht nunmehr zu Ende
Ich bin Ja, Herr, in deiner Macht

Jesu, Jesu, da bist mein

Lan, Jesu, komn

Nicht so traurig, nicht so sehr

en

gt

B

kelt und Zage

46

1725
1725
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ViIi,
lather's Chrigt st ergtanden

P e s s . & gy s e . s e
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Source: Frledriok layriz, 135 Melodien Deutscher Klrchen-
gesange, 1337, p. 14,
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Stoltzer's Christ i1st erstaanden

Source: Denmmaler deutscher Tonkunst, 1958, p. 26.



Senfl's Christ ist erstandenm
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yﬂ el 1= 12 J
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Source:

Denkraler deutacher Tonikunst, Pe 27,
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Bach's Christ ist erstagden

.“?gw? s

Source: Henry S. Drin:ier, The 339 Chorales of Johann Sebastian
Bach, 1344, p., 24,




VIII.
Luther's Vater unser im Himmelreioh

Source: Layriz, p. 33.
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Van Bruck's Vater unser im Himmelreich

B [ g 4 e e it j; R T =
11741 -4 - Ji L o, by e m—
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Source: Densmaler deutscher Tonkﬁggt. 1958, p. TA.
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Bach's Vater unser im Himmelreich

L e
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Drinker, p. 218,

Source:
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