
	

	

!	

  Scheiny Objects: 
 Italian Music in Germany 

THE GREGORIAN SINGERS 
P H I L L I P  R U K A V I N A ,  T H E O R B O  

B R U C E  J A C O B S ,  C O N T I N U O  
 

	

M U S I C  B Y  S C H Ü T Z ,  S C H E I N ,  F R A N C K  &  K A P S B E R G E R  
	

 
S U N D A Y ,  M A R C H  1 3 ,  4 : 0 0  P . M .  

S T .  P A U L ’ S  E P I S C O P A L  C H U R C H ,  L A K E  O F  T H E  I S L E S  
1 9 1 7  L O G A N  A V E N U E  S O U T H  

M I N E A P O L I S  M N  5 5 4 0 9  

 
	

 W W W . T H E G R E G O R I A N S I N G E R S . O R G  
	
	

!	

J.H. Schein 



Welcome To our concerT

Please turn to page 4 for texts and translations,
to page 8 for information on today’s music, 

and to the back cover to learn about our upcoming concerts.



Contrapuncti compositi XVII (1602) Melchior Franck  
(1579 – 1639)

     Ein feste Burg ist unser Gott 

Hohelied Salomonis Melchior Franck
     Meine Schwester, liebe Braut 

Il primo libro di madrigali (1611) Heinrich Schütz  
(1585 – 1672)

     O primavera                                                            
     O dolcezze amarissime 

The Gregorian Singers


Libro quarto d’intavolatura di chitaronne (1640)   Johannes Kapsberger 

(1580 – 1651)

     Toccata 
     “Kapsberger” 
     Arpeggiatta 

Phillip Rukavina

Fantasia  Matthias Weckmann  
(1621 – 1674)

Monte Mason, organ


Israels Brünnlein (1623) Johann Hermann Schein  

(1586 – 1630)

       XVI.   Ihr Heiligen, lobsinget dem Herrn 
     XVII.   Herr, lass meine Klage 
         III.   Die mit Tränen saen 
           X.   Da Jakob wollendet hatte 
     XXVI.  Nu danket alle Gott 

Funeral Motet on the death of Johann Schein  Heinrich Schütz
The Gregorian Singers
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TexTs and TranslaTions

Contrapuncti compositi XVII (1602) Melchior Franck (1579 – 1639)
     Ein feste Burg ist unser Gott 

Ein feste Burg ist unser Gott,    A mighty fortress is our God, 
Ein gute Wehr und Waffen.    a trusty shield and weapon;
Er hilft uns frei aus aller Not,    He helps us free from every need
Die uns jetzt hat betroffen.    that hath us now overtaken.
Der alt böse Feind,     The ancient evil foe
Mit Ernst er’s jetzt meint.    now means us deadly woe; 
Groß Macht und viel List    deep guile and his great might
Sein grausam Rüstung ist.    Are his dread arms in fight; 
Auf Erd ist nicht seinsgleichen.    on Earth is not his equal.

– Martin Luther (1483-1546), from Psalm 46 

Hohelied Salomonis Melchior Franck
     Meine Schwester, liebe Braut 

Meine Schwester, liebe Braut, du bist ein verschlossener Garten, 
ein’ verschlossene Quelle, ein versiegelter Brunn. 

Dein Gewächs ist wie ein Lustgarten von Granatäpfeln 
mit edlen Früchten, Zypern mit Narden,  

Narden mit Safran, Kalmus und Cynamen, mit allerlei Bäumen des Weihrauchs, 
Myrrhen und Aloes, mit den allerbesten Würzen, wie ein Garten Brunn, 

wie ein Brunn lebendiger Wasser, die von Libanon fließen. 
Steh auf, Nordwind, und komm, Südwind, und wehe durch meinen Garten, 

daß seine Würze triefen!

A garden inclosed is my sister, my spouse; a spring shut up, a fountain sealed.
Thy plants are an orchard of pomegranates, with pleasant fruits; camphire, with spikenard,

Spikenard and saffron; calamus and cinnamon, 
with all trees of frankincense; myrrh and aloes, with all the chief spices:

A fountain of gardens, a well of living waters, and streams from Lebanon.
Awake, O north wind; and come, thou south; blow upon my garden, that the spices thereof may flow 

out. Let my beloved come into his garden, and eat his pleasant fruits. 
– Song of Solomon 4:12-16
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Il primo libro di madrigali (1611) Heinrich Schütz (1585 – 1672)
 O primavera

O primavera, gioventù de l’anno, bella madre di fiori, 
d’herbe novelle, di novelli amori, tu torni ben ma teco non tornano 

i sereni e fortunati dì delle mie gioie, che del perduto mio caro tesoro 
la rimembranza misera e dolente tu quella sei ch’eri pur dianzi 

si vezzosa e bella, ma non son io già quel ch’un tempo fui si caro agli occhi altrui.

O springtime, youth of the year, Beautiful mother of flowers,
Of new plants and of new loves, You return, indeed, 

But the bright and lucky days of my joy Are not returning with you.
You return indeed; you return, But otherwise only my dear lost treasure’s memory,

Sad and sorrowful, returns with you.
You are indeed that one who you were not long ago, So lovely and beautiful,

But I am not the one I once was, So cared for in the eyes of others.
– Giovanni Battista Guarini (1538 - 1612)

 O dolcezze amarissime
O dolcezze amarissime d’amore, quanto è più duro perdervi, 

che mai non v’haver ò provate ò possedute, 
come saria l’amor felice stato, se’l già goduto ben non si perdasse 

o quando egli si perde, ogni memoria ancora 
del dileguato ben si dileguasse.

 

Oh, bitterest sweetness of love, to lose you is much worse 
than never having experienced or possessed you.

Oh, how love could be happy if you could not lose the beloved
Or if you could forget all memory after losing your love.

– Giovanni Battista Guarini

 

Israels Brünnlein (1623) Johann Hermann Schein (1586 – 1630)
 XVI.   Ihr Heiligen, lobsinget dem Herrn

Ihr Heiligen, lobsinget dem Herren, danket und preiset seine Heiligkeit!
Denn sein Zoren währet einen Augenblick, und er hat Lust zum Leben.

Den Abend lang währet das Weinen, aber des Morgens die Freude.
Sing unto the Lord, O ye saints of his, and give thanks at the remembrance of his holiness.

For his anger endureth but a moment; in his favour is life: 
weeping may endure for a night, but joy cometh in the morning.

           – Psalm 30:4-5

 XVII.   Herr, lass meine Klage
Herr, laß meine Klage für dich kommen; unterweise mich nach deinem Wort,

laß mein Flehen für dich kommen. Errette mich nach deinem Worte.
Meine Lippen sollen loben, wenn du mich deine Rechte lehrest.

Let my cry come near before thee, O Lord: give me understanding according to thy word.
Let my supplication come before thee: deliver me according to thy word.

My lips shall utter praise, when thou hast taught me thy statutes.
           – Psalm 119:169-171

— Please turn the page quietly —
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 III.   Die mit Tränen saen
Die mit Tränen säen, werden mit Freuden ernten.
Sie gehen hin und weinen und tragen edlen Samen

und kommen mit Freuden und bringen ihre Garben.
They that sow in tears shall reap in joy.

He that goeth forth and weepeth, bearing precious seed, 
shall doubtless come again with rejoicing, bringing his sheaves with him. 

           – Psalm 126: 5-6
 
 X.   Da Jakob wollendet hatte

Da Jakob vollendet hatte die Gebot an seine Kinder, tät er seine Füße zusammen aufs Bett 
und verschied und ward versammelt zu seinem Volk.

Da fiel Joseph auf seines Vaters Angesicht und weinet über ihn und küsset ihn.
And when Jacob had made an end of commanding his sons, he gathered up his feet into the bed, 

and yielded up the ghost, and was gathered unto his people.
And Joseph fell upon his father’s face, and wept upon him, and kissed him.

           – Genesis 49:33-50:1

 XXVI.  Nu danket alle Gott 
Nu danket alle Gott, der große Ding tut an allen Enden, 

der uns von Mutterleibe an lebendig erhält und tut uns alles Guts.
Er gebe uns ein fröhliches Herz und verleihe immerdar Friede zu unser Zeit in Israel,

und daß seine Gnade stets bei uns bleib; Und erlöse uns so lange wir leben.
Now we all thank God, who accomplishes all ends, 

Who keeps us alive from birth, and does us every good.
He warms our heart and lends peace from now until our time in Israel.
May He grant that His grace remain always with us, as long as we live.

           – Martin Rinkart (1636) from Sirach 50:22-24

Funeral Motet on the death of Johann Schein  Heinrich Schütz
Das ist je gewißlich wahr und ein teuer wertes Wort, 

daß Christus Jesus kommen ist in die Welt, die Sünder selig zu machen, 
unter welchen ich der fürnehmste bin. 

Aber darum ist mir Barmherzigkeit widerfahren, 
auf daß an mir fürnehmlich Jesus Christus erzeigete alle Geduld zum Exempel denen, 

die an ihn gläuben sollen zum ewigen Leben. 
Gott, dem ewigen Könige, dem Unvergänglichen und Unsichtbaren und allein Weisen, 

sei Ehre und Preis in Ewigkeit, Amen.

This is a faithful saying, and worthy of all acceptation, 
that Christ Jesus came into the world to save sinners; 

of whom I am chief. 
Howbeit for this cause I obtained mercy, 

that in me first Jesus Christ might shew forth all longsuffering, 
for a pattern to them which should hereafter believe on him to life everlasting. 

Now unto the King eternal, immortal, invisible, the only wise God, 
be honour and glory for ever and ever. Amen.

– I Timothy 1:15-17
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Program noTes

During this concert you will hear music by five German composers, written during the first 
few decades of the seventeenth century – the dawn of what is now known as the Baroque era 
(approximately 1600-1750). But this music, even the pieces sung in German, is very Italian, 
the result of the enthusiastic adoption of Italian styles by many German composers. The five 
represented here – Schütz, Schein, Franck, Weckmann and Kapsberger – are by no means the 
only German composers who adopted Italian styles. Michael Praetorius was one of the first 
to do so, in pieces published around 1602. Hans Leo Hassler was studying with Andrea and 
Giovanni Gabrieli in Venice as early as 1584. But the composer who was probably the most  
responsible for taking the Italian style back to Germany was Heinrich Schütz (1585-1672),  
generally considered to be the greatest German composer before J.S. Bach.

German choral music after the Reformation but before the early Baroque era was based to a 
considerable extent on chorale tunes with German texts. While some other Protestant reform-
ers like Calvin removed music from church services altogether, Luther believed that music 
should be an integral part of services and that the congregation should participate by singing. 
Luther wrote some chorales himself, most notably Ein Feste Burg ist unser Gott, but most 
chorale tunes were based on either secular songs or plainsong; the chorale Christ lag in  
Todesbanden, for example, is based on the Easter sequence Victimae paschali laudes. The cho-
rales were often incorporated into polyphonic works. Composers of the Franco-Flemish school 
were active in Germany, and one of these, the acclaimed Orlando Di Lasso (1532–1594) was the 
chief musician at the court chapel of Albrecht V of Bavaria in Munich. 

Sixteenth-Germany clearly was thus by no means a musical backwater, but by the end of that 
century its composers became increasingly intrigued by new musical styles coming from Italy. 
One of the first incursions may have occurred in approximately 1568, when Alessandro Strig-
gio’s flashy 40-voice motet, Ecce beatam lucem, was performed at a wedding at the Bavarian 
court in Munich. (Interestingly, Striggio seems to have also brought this music to England in 
1567, where he met Thomas Tallis. Thereafter Tallis, apparently regarding Striggio’s piece as 
posing an artistic challenge, then wrote his own 40-voice motet, the stunning Spem in alium.)

By 1600, Italy, then dominated by wealthy, semi-independent city-states, had become the mu-
sical center of Europe. While sixteenth century composers like Palestrina perfected the  
art of choral polyphony in the Church, another approach to musical style and theory was 
emerging in the last decades of the sixteenth century. Beginning in 1573, a group of scholars, 
philosophers, musicians and poets were holding regular gatherings in Florence; this group 
later became known as the Florentine Camerata, whose members are considered to have been 
the inventors of the form that became the opera. One of the Camerata’s goals was to revive 
Greek drama as the group supposed it to have been performed – that is, sung in its entirety. 
But in order to bring out the words of a drama, the music would have to become subordinate 
to the text, and therefore must be greatly simplified. The Camerata’s solution became known 
as monody, also known as stile rappresentativo, which was characterized by a single vocal line 
with instrumental accompaniment. This style allowed the singer’s words to be easily under-
stood, and represented what the Camerata composers believed to be the classical Greeks’  
notion of dramatic declamation.
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Elsewhere in Italy other composers and musicians were creating their own distinctive styles. 
Ferrara was the center of avant-garde musical experimentation in the last decades of the six-
teenth century. Carlo Gesualdo (1566-1613), whose madrigals are notable for their extreme 
chromaticism, was the most famous of the Ferrara composers, but he was greatly influenced 
by composer and theorist Nicola Vicentino (1511-1575). Vicentino, like the members of the 
Florentine Camerata, was interested in resurrecting classical Greek music, and claimed to have 
discovered the Greeks’ chromatic scales. He advocated the drastic use of chromatic scales and 
microtones, and went so far as to invent new instruments to play this music, including a key-
board instrument with 31 notes to the octave (G. Watkins, The Gesualdo Hex, W.W. Norton 
2010). Gesualdo’s music has been described as extreme but not novel; many other composers 
were also employing chromatic devices that sound startling to our ears, steeped as we are now 
in the conventional tonalities that were well-established by the end of the Baroque era. Never-
theless, Gesualdo’s cutting-edge style (not to mention his lurid personal life) was well-known 
at the time, although it was not often directly copied.

The Venetian School became the primary influence on our German composers. Giovanni  
Gabrieli (1557-1612), the chief organist and composer at San Marco in Venice, was celebrated 
all over Europe. After the publication in 1597 of his Sacrae symphoniae, many composers from 
elsewhere in Europe, especially Germany, came to Venice to study with him. These composers, 
notably Heinrich Schütz (1585-1672), brought back to Germany the lavish polychoral style for 
which the Venetian School is best known, as well as the intricate and florid style of the madri-
gal as perfected by Claudio Monteverdi. It appears that Gabrieli had his students study mad-
rigals even though he did not write them himself. It is very likely, therefore, that Schütz was 
exposed to Monteverdi’s madrigals, and probably Gesualdo’s as well, during his first trip to 
Italy; on a second visit he studied with Monteverdi himself.

Schütz’ studies in Italy, which ultimately changed the course of music history in Germany, 
came about serendipitously. Schütz’ father was an innkeeper in the city of Weißenfels in  

Saxony. One evening in 1598, when Schütz was thirteen, Moritz von Hessen,  
the Landgrave of Hesse-Kassel, stayed overnight at the inn, and happened 
to hear the boy sing. The Landgrave (a title of the Holy Roman Empire cor-
responding to Duke) was an enthusiastic supporter of the arts, especially 
music, and he was so impressed with young Schütz’ talent that he asked 
his parents to allow him to come his court at Kassel to study music. Some 
years later, in 1609, the Landgrave sent Schütz to Venice to study with the 
renowned Gabrieli, a great opportunity that would have been impossible 
without the Landgrave’s patronage. Schütz’ first (and only) book of madri-
gals, of which the first two are being performed today, was the result of that 
course of study, The collection is essentially Schütz’ scholarship dissertation 
– although it is in no respect a mere “student” work. The last of this collec-

tion of nineteen madrigals was dedicated to Landgrave Moritz von Hessen, with text written 
by Schütz himself. Apart from these madrigals and his lost opera, Dafne, all of Schütz’ known 
vocal works employ sacred texts.

Heinrich Schütz
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Today’s concert features the first two madrigals in the collection, O Primavera and O Dolcezze 
Amarissime. In both pieces the word-painting and chromaticism typical of the late sixteenth-
century Italian madrigal (an early version of “emo” music, focusing as they do almost entirely 
on love, sex and death) are evident. One may easily surmise that Schütz studied the madrigals 
of Monteverdi while he was studying in Venice. The occasional, slightly startling chromati-
cisms suggest that he might have encountered some of Gesualdo’s works as well – but Schütz’ 
pieces, though well-crafted, are much more conservative. After completing his studies with 
Gabrieli he did not compose any other music in the madrigal style as such, but the influence  
of this exercise on his later works is apparent.

Schütz returned to Germany in 1612 upon the death of Gabrieli. In 1615 he moved to Dresden, 
where worked as the court composer for the Elector of Saxony and helped start the still-flour-
ishing Staatskapelle Dresden. However, after the onset of the Thirty Years’ War in 1618, Schütz’ 
music program started falling apart. At that time almost all musicians were paid either by the 
church or by aristocratic patrons or municipalities, and the war had so impoverished these 
sources that large forces of instrumentalists and choristers were no longer available. Some 
musicians had also become incapacitated or died of illnesses like typhus and plague, also exac-
erbated by the war. Consequently, no longer having access to the musical resources he would 
have needed, Schütz stopped writing lavish pieces for multiple choirs and instrumentalists in 
the Venetian style, and turned instead to intimate vocal chamber music that employed solo 
voices or small ensembles with continuo. But he still retained the melismatic, florid style he 
had learned in Italy.

Possibly because he wanted to get out of dismal, war-torn Germany for awhile, Schütz made 
another trip to Italy in 1628. There he met and studied with Claudio Monteverdi (1567-1643), 
who by this time was working at San Marco in Venice and had become as well-known and 
respected as Gabrieli had been in his time. By the time of Schütz’ visit Monteverdi had estab-
lished himself as one of the prime movers of the early Baroque era. He had already published 
seven of his eight books of madrigals, which by then represented a somewhat archaic form, 
but the madrigal had been given innovative styling by Monteverdi and his contemporaries. 
He had also published various works of sacred music, as well as L’Orfeo, the first work that is 
regarded as an opera in the modern sense. Schütz had also written an opera, Dafne, which was 
performed in 1627. It is believed to be the first opera in German, but unfortunately the music 
has been lost. Schütz’ compositions after this visit typically involved solo voices with continuo, 
but he also wrote music that alternated choral forces with solo sections, possibly in an effort to 
reconcile his newer chamber music with the older Venetian polychoral style. Schütz lived to 
be eighty-seven. In his later years he composed several Passions in a simple, relatively austere 
and less “Italianate” style that reflected his German Lutheran roots and presaged the works of 
J.S. Bach, especially in their use of a recitative for the tenor Evangelist.

In 1630 Schütz wrote the concluding piece in this concert, Das ist je gewißlich wahr, after his 
friend Johann Hermann Schein, close to death, asked him to compose some music for his fu-
neral. Accordingly, this six-voice piece is also known as the Funeral Motet for Johann Herman 
Schein. 
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Schütz included the following dedication when the music was published the following year:

To the Blessed Deceased:

Blessed Schein, accept this final funerary tribute which you sought for yourself while still 
alive. I have already performed this service enough – for many friends, whose own death 
removed them from this world before their time. What remains, but for me finally to render 
the same service to myself, and for me myself to be the singer at my own funeral.

(G. Johnson, A Heinrich Schütz Reader: Letters and Documents in Translation, Oxford 2013) 

The motet, while employing typical German declamatory homophony, also adapts the Vene-
tian polychoral style for a smaller contingent of voices by passing phrases between groups of 
voices as if they were separate choirs. German composers of the early Baroque era often used 
this technique, possibly to obtain the Venetian effect without the need for the large choirs that 
would seldom have been available in those times. The piece ends with a melismatic Amen 
cadence – a clearly Monteverdian flourish.

Johann Hermann Schein (1586-1630) was Schütz’ contemporary and good friend. Although 
his life was not long, his career as a musician and composer left a considerable impact on  
German Baroque music. Schein was the Kapellmeister at the Leipzig 
Thomaskirche, a position later held by J.S. Bach – who regarded Schein as 
his greatest predecessor. Like Schütz, Schein enthusiastically adopted the 
new Italian styles that were making their way into Germany, but he never 
actually visited Italy himself. Instead, he would have relied on perfor-
mances he heard and scores he acquired, and probably on information 
and advice from Schütz and others. He composed both secular and sacred 
vocal music as well as a considerable amount of instrumental music. His 
collection of variation suites for viols, Banchetto musicale (1617), is prob-
ably his most famous work. His collection of 26 sacred madrigals, Israelis 
Brünnlein, published in 1623, was intentionally and consciously Italian: 
Schein wrote that he intended to test the limits of German word-painting 
“in the style of the Italian madrigal.” Set to various Old Testament texts, the pieces are scored 
for five or six voices and continuo. The five works to be performed today are representative of 
the collection. You will notice interesting and surprising chromatic passages, especially where 
the text references dolorous sentiments. The practice of representing sadness or grief with 
chromatic (half-step) figures was common in Italy, and apparently was first “invented” by the 
avant-garde madrigalists of Ferrara some fifty years previously. One of the pieces, Nu danket 
alle Gott, is entirely cheerful, however; and also more German. Its style is more homophonic 
and declaratory, but it still retains the quasi-polychoral groupings of voices, and ends with a 
happy little Italianate flourish.

Schein died in 1630, having suffered for years from gout, tuberculosis and kidney disease.  
He was only forty-four when he died, but his influence was significant. He is now recognized 
as one of the great masters of the early Baroque era.

Johann Hermann 
Schein
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As demonstrated by the Fantasia for organ by Matthias Weckmann (1616-1674), the organ 
music of northern Germany was not quite under the full sway of Italian influences. Neverthe-
less, Weckmann had been made very much aware of the Italian styles by his older teacher, 
Heinrich Schütz. Much of Weckmann’s music at least reflected the “modern” chromatic and 
motivic complexity of Schütz’ Italian-influenced earlier years, and you can hear echoes of 
Schütz’ tonalities in this piece. The Fantasia is in three sections, the first two working out the 
possibilities of a repeated note pattern. The first section is more formal, the second in a looser 
triple pattern, and the third a final flourish, a sort of race to the end. “The conclusion of the 
Fantasia, with its chords punctuated by rests and its florid coda, reveals its north German 
origin … [it features] an excellent example of Apostopesis – the use of sudden silence after full 
texture” (J. Shannon, The Evolution of Organ Music in the 17th Century: A Study of European 
Styles, McFarland 2012). To organists the Fantasia may sound a bit like some of the works of 
the Danish composer Dietrich Buxtehude (1637-1707), who spent most of his career in Germa-
ny. There certainly are similarities, and it is interesting to contrast Weckmann’s work with 
Buxtehude’s. 

Weckmann became a close friend of the acclaimed keyboard performer and composer Johann 
Froberger (1616-1667) while living in Dresden between 1649 and 1655, and Froberger himself 
was influenced by Italian music due to his own studies with Frescobaldi. Later Weckmann 
moved to Hamburg upon winning a competition for the post at the Jakobkirche. In 1663 he 
composed a set of sacred compositions commemorating the losses caused by the plague, which 
killed many, including Weckmann’s first wife and the composer Heinrich Scheidemann.

It is easy to forget that even in those days Europe was very much in communication with all of 
its parts. An example of this network was apparent in one of Weckmann’s crowning achieve-Weckmann’s crowning achieve-
ments: the formation of the Collegium Musicum ensemble in Hamburg in 1660. According to 

Johann Mattheson – composer, music theorist and 
almost-murderer of G. F. Handel (a quarrel between 
the two had erupted, and Handel was saved only by 
a large button that deflected Mattheson’s sword) – the 
Collegium was a confederation of “. . . fifty people, all 
of whom contributed to it. The best pieces were sent 
from Venice, Rome, Vienna, Munich, Dresden, etc.; in-
deed, this collegium attained such fame, that the great-
est composers tried to attach their names to it.” The 
translator of the preceding quote maintains that with 
the Collegium’s emphasis on new music, it would 

have “certainly attracted Buxtehude to Hamburg…both as a performer and as a composer” (K. 
Snyder, Dietrich Buxtehude: Organist in Lübeck, Eastman 2008). By connecting certain historic 
dots one finds a different arena of artistic ferment, but one no longer so heavily influenced by 
the Italians.

Collegium Musicum, Hamburg
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This concert also features music for the theorbo, an instrument that emerged hand-in-hand 
with the development of Monteverdi’s modern style, which he called seconda prattica, to 
distinguish it from the older polyphonic style, or prima prattica. The theorbo reflects in physi-
cal form the musical innovations that were taking place during the early Baroque period. 
Lutenists connected with the Florentine Camerata realized the need for a new type of accom-
panimental instrument that could support the wider range of expressivity found in the new 
recitativo style. To serve the needs of this “nuova musiche,” a radical change was made to the 
structure and form of the Renaissance lute. Innovators took a large bass lute and added a long 
neck extension fitted with a set of six or seven thick bass strings that were played, harp-like, 
with the right hand only. These diapason strings gave the lute a new voice in the sub-contra 
range, a color the traditional lute lacked. The changes added greatly to the depth and volume 
of the instrument and shifted its musical focus toward its bass range. In addition, the overall 
tuning was raised by a fifth, greatly increasing the tension and thus the volume of the instru-
ment. Raising the pitch without shortening the string length necessitated lowering the top two 
strings by an octave to keep them from snapping! 

Any expectations that the theorbo would be limited to an accompani-
mental role for vocal music were quashed early on, and solo music for 
the instrument appeared almost immediately after its invention. One 
important composer of music for the solo theorbo was the lutenist and 
composer Giovanni Kapsberger (ca. 1580-1651). Born in Venice to a 
noble German family, Kapsberger’s musical identity was deeply influ-
enced by the stylistic ideas of the Camerata and, later, Claudio Monte-
verdi’s seconda prattica. Kapsberger also became a major figure in the 
development of the sacred oratorio in Rome and in the expansion of 
instrumental forms, such as the toccata, through his solo music for the 
theorbo. Like the chiaroscuro that defines the very soul of Venice her-
self, Kapsberger’s music is both compelling and beautiful, infused with 
shades of complex, dramatic, and often volatile emotions that were 
fundamental to the musical style of the emerging Baroque era.

Melchior Franck (1579-1639), like Schein, remained in Germany throughout his life; and along 
with Schein, Schütz, Michael Praetorius and Hans Leo Hassler, was instrumental in introduc-
ing the musical styles of the Venetian School to other German musicians. He was a prolific 
composer of choral music, as well as secular songs and dances. Among the many pieces he 
composed for the Lutheran church were a number of chorale motets, of which our opening 
work, Ein feste Burg ist unser Gott, based on Luther’s famous tune, is an outstanding example. 
This motet appears in Contrapuncti compositi deutscher Psalmen und anderer geistlichen Kirch-
engesäng, Franck’s 1602 collection of polyphonic chorale arrangements. These pieces are actu-
ally early examples of fugues, employing the chorale tunes as their fugue subjects. The rhyth-
mic structure of Ein feste Burg is also complex, with each of the four voices “counting” mostly 
independently of the others. The other Franck piece on this program, Meine Schwester, liebe 
Braut, is a very different work. It is one of a group of five motets setting texts from the Song of 
Solomon, and unlike Ein feste Burg, the Venetian influence is evidenced clearly in this motet by 
the antiphonal groupings of the six voices and the several melismatic, contrapuntal passages 
illustrating the sensual text.
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The music of the early Baroque period, as illustrated by this wonderful fusion of the Italian 
and the German styles, is both intriguing and delightful, maybe because it is both familiar and 
a little odd. We have been well-marinated in the traditions and forms of “classical” music, 
which for these purposes we can define music written after the beginning of the seventeenth 
century. By that time the rules of composition – harmony, meter and rhythm – were starting 
to solidify. When a composition started out in G major it stayed there for awhile until it could 
move to certain other keys following certain specific rules. The old liturgical modes had dis-
appeared; there was only major for cheerful music or minor for sad or dramatic music. These 
were the rules. Even if you don’t know anything about music theory, you know pretty much 
what it’s supposed to sound like and what it’s likely to sound like next.

But during the early Baroque era – about 1580 to about 1630 - those rules were not yet rules. 
The new style of monody led to the use of figured base and the development of tonality as 
we now know it, but tonality was still slippery. The old modes were fading but not gone, and 
even if a key was designated with a key signature (probably F; more than one flat was unusu-
al), the actual tonality would slither in and out from one key to another or from major to minor 
when the composer chose to throw in a flat or a natural. 

Similarly, the rules governing rhythm and meter were not yet engraved in stone, or even in 
Jell-O. Early Baroque music was rhythmically very flexible; the meter would often change, or 
seem to change, abruptly. By the end of the seventeenth century, though, this kind of metric 
fun had become relatively uncommon. Bach and his successors in the Baroque and Classi-
cal eras stuck for the most part to regular meters, a practice that prevailed until the twentieth 
century.

So, having become used to “classical” music, we are surprised when we hear these little metric 
and tonal anomalies, which of course weren’t anomalies at all at the time. But when we hear 
this music with our preconceived ideas of what “classical” music is or should sound like, we 
say, “Wait, what was that?” It’s that little element of surprise and the breaking of the musical 
rules with which we have become familiar, that makes us pay attention. The music itself isn’t 
difficult or strange; even with its modal underwear still showing, it’s familiarly tonal. But at 
the same time it has these cool little twitches, making this music both familiar and surprising.

– MWM
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ForTy-Third season  ~  2015–2016
Monte Mason, Founder and Director

uPcoming concerT

a choral aviary
Music about birds, love, irony, and the out of doors.

Friday, April 29 ~ 7:00 pm
St. Christopher’s Episcopal Church

2300 Hamline Avenue North, Roseville, MN  55113

Sunday, May 1 ~ 4:00 pm
St. Edward the Confessor Episcopal Church
865 Ferndale Road North, Wayzata, MN  55391

Tickets - $20, $10 (students); children 12 and under, free
Tickets available at the door, and through wwww.thegregoriansingers.org

4542 Blaisdell Avenue, Minneapolis, MN  55419
612.823.1688 ~ tgs@thegregoriansingers.org

www.thegregoriansingers.org
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