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INTROITUS

In the histeorical development of the musical settings
of the Passion of Our Lord Jesus Christ as told by each
of the four Evangelists, Ss. Matthew, Mark, Luke and John,

the work of Heinrich Schltz occuples a position of

eminence., In the approximately three centuries that

the Passion form assumed an ilmportance in the eyes of
musicians, the work of Schlitz, standing as it does about
half way through this period, marks the changing attitude
composers were taking toward the form as it was expressed
musically. Yet in the Schlitz settings we probably find

more of the element which looks backward, even to the

earliest Passion musie, than we find of the progressive
outlook.

There are four Passion settings which have been
attributed to Schiitz--one by each of the four Evangelists.
However, Philipp Spitta in his edition of the complete
works of Helnrich Sehfitz, declared the setting according
to the narrative of St. Mark tc be spurious.l This thesis
will seek to determine the authenticlity of Spittats
conclusions. This will be done by a close examination
of the three Passions admittedly composed by Sehlitz, and
then by a comparison of conclusions as to style drawn

from these works with the style of the St. Mark Passion.
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Rudolf Gerber has written a volume setting forth a
penetrating analysis of the recitative in the Passion
music of Sehfitz.l However, a detailed written study of
the choruses of these works has never before been made.
Therefore a large amount of emphasis will be placed
| on the style of these sections. :
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1. Gerber, Rudolf. Das passionsrezitativ bel Heinrich
Schﬁtz und seine stilgeschichtlichen grundlagen. i
GUtersloh, C. Bertelsmann, 1929, i




CHAPTER ONE

THE PASSION OF OUR LORD JESUS CHRIST
AS A MUSICAL FORM BEFORE THE ERA OF SCHfjTg

The solemn recitation of the sufferings and death
of Qur Lord Jesus Christ as given in the accounts of the
varlous Evangelists extends back to the earliest days of
Christianity. Already in the time of 8t. Augustine in
the fourth and fifth centurles, we know that the Passion
according to St. Matthew was recited on Palm Sunday and
the account of St. Luke on Spy Wednesday. By the ninth
century the liturgy for Holy week had also prescribed
the Pagsions according to St. Mark for Tuesday and St.

John for Geed Friday.

This chanting of the Passions gradually took on
& more dramatic form, as we learn from Durandus in 1296.
At this time the recitation was divided anong three
persons: The priest sang the words of Christ; the deacon
the'narrative of the Evangelist; and the sub~-deacon the
words of the remaining characters and those of the crowd
(turba). The tessiturse of these singers were:
Christus, C-f; Evangelist, f-¢; turba, ¢f7 These chants
were given the name "Passion tones" and certain parts of
them degenerated inta stereotyped formulas, namely these

sections:l
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A. For the Evangelist:
a) The Intonation "Passio domini nostri Jesu Christi

secundum Matthaeumw,
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b) Before the words of Christ.
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B. For Christ:

a) Beginning a phrase.
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d) The eall of Christ from the cross.
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C. For the turba:

a) Beginning a phrase.
&
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b) Bnding a phrase.
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¢) Asking questions.
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4As with other chants, these Passion tones had been
handed down by word of mouth for generations. Their
inflvuence largely determined the course of Future Pagsion
musie, especlally that in the motet form, where they often
formed the ground work for the choruses.

Polyphonic settings of the Passions first appeared
in the earlier part of the 16th century. From their
beginnings they were divisible into two types:

A. Motet form. Here the narrative of the BEvangelist as
well as the words of the persons and crowd 1s set
for a chorus, the whole belng treated as one

continuous composition.




B. Dramatic form. The chorus here 1s used only for
actual words spoken, not at all for the narrative,
which 1s sti1ll set to the old Passion tones, and
later on as recitative.

Although these two types developed side by side,
the motet form ceased belng important early in the 17th
century, while the dramatic form persisted In its un-
adulterated version up till the time of Heinrich Schiltz,
and its influence remained throughout the entire
subseguent history.of the musical Passion.

Both these forms use either Latin or German text.
The motet form seems to favor the use of the Latin text
glightly.

The earllest setting of a motet form Passion is by
Jaceb Obrecht, the master of music at the Antwerp
cathedral.l His setting is dated 1505. He calls it the
"Passio secundum Matthaeum",2 although he draws his text
from all four of the Gospels in order to bring in all
seven words from the cross, of which only one occurs in
St. Matthew'!s text. Obrecht's setting is in four parts.
He still uses the Passion tones freely, and places them

generally in the part appropriate to the words being

- - — g L, . e S AL AP A e g s S e e e e el . e

l, Thils has been dilsputed and the work in question
ascribed te Longueval. See: Smiaers, A. "De
Matthaeus Passie von J. QObrecht" (in: Tijdschrift
der Vereenliging voor Nederlandsche Muziek-
geschiedenis, 14:182-8,. 1935).

2. Kade, 0tto. Die Hltere Passionskomposition bis zum
Jahre 1631. pp. 246-273. Obrecht Passion
printed in its entirety.

L



7
sung, €. g. the words of Christ in the bass, the words of
the Evangelist in the tenor, the words of the "turba" in
the alto. He begins with the‘introduction "Passie
Domini Nostri Jesu Christi®, a practice followed by
nearly all the Passion composers. His setting ends when
Christ has bowed His head and dies, after which he adds

the words, "Qui passus est pro nobis, miserere nobis.

Amen.n

Whether Obrecht was followlng a definite tradition
in his selection of text to include all seven words on
the cross is not clear. However, this same arrangement
was adopted by several succeeding composers of motet
Passions whose acquaintance with the work of Obrecht is
not at all certain.

One such exsmple was by Johannes Galliculus of
Lelpzig, whose four-voice setting of 1538 followed the
text of St. Mark. Galliculus showed an early in-
elination toward more invelved polyphony in Passion
music.

Baltasar Resinarius in his four-voice Passion
according to St. John, 1544, uses the words "Mortem
Domini annunciabitis donec veniet™ to introduce the
composition. He is the only composer to use this phrase
instead of the more ordinary one previously cited.

Less polyphonlc settings were made by Metre Jehan,
1543, who varied the number of voices within the work

for the first time--2, 4, or 6 voices--and Cyprian da
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Rore in 1557, who followed Jehan's example in this way.
Jehan was especlally important in his influence on later
composers. He used the higher voices of the chorus to
8Ing the words of Christ, which had formerly been sung
by the bass. Succeeding composers followed his example.

Although there were earlier settings of the Passion

in dramatic form in the German language, the first in
motet form in German was written in 1568 by Joachim von
Burck. He was no doubt famillar with Obrechtt!s setting,
because he mentions his debt to him in the preface to
his work. But his model in the composition was not
Obrecht, but Lassus. Von Burck calls his Passion "St.
John®", and his cholce of words differs entirely from
that of Obrecht. His texts are from John xviii:19,
and thus he Included three only of the seven words from
the cross. He also uses a new conclusion: f"Lord, we
believe, Increase cur faith. Amen." Other differences
between this first German Passion and the first Latin
Passion in this form are in the style, which has more
affinity with the Itallan school than with the Nether-
landish; and in the complete discarding of the Passion
tones, thus showlng the Protestant coloring of religion
In Germany.

The German setting of Johannes Steurlin in 1576
has some sectlons literally taken over from von Burck's
Passion. It suggests actually a revision of the earlier

work,




In 1578 Ludovicus Daser composed in Latin & four.
volice "Passion according to St. John",.

From this point on in the histcory of the motet
form there is a tendency toward the use of a larger num-
ber of volces. Paulus Bucenus, although not the first
to write a Passion in six voices, nevertheless seems to
represent the onset of this tendenecy. His St. Matthew
Passion in Latin dates from 1578.

It 1s not certain when Vincentius Ruffus wrote his
four-voice Passion, but 1t-is probable that it may have
been slightly earlier than the period under immediate
censideration. This conclusion is based on his following
of Jehan in the setting of the words of Christ.

Jacobus Gallus in 1587 wrote the first eight-voice
Passion (St. John)., He was especially interested in
using a greater number of voices, since his St. Matthew
Passion has six voices, and another S$t. John setting has
five volces. These last twe works were also written in
1587.

The double chorus technique using eilght voices
was featured by Jakob Regnart when he set St. Matthew
in 1599,

Johann Machold in 1593 used five voices in his
setting in German of St. Matthew. It is especially

notable for the masterly treatment (in three voices)

which he glves to Christts cry from the cross, "Eli,
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Ell, Lama Assabgpthaniw.l

The last German setting done before the turn of
the century was by Leonhard in 1594.

The motet form of the Passion ends its history
with two six-voice settings in the first part of the
17th century. Bartholomaeus Gesiug, Cantor of Frankfort-
an-der-0der, about 1613 wrote music to St. Matthew's
account in Latin as his last work. He is the only
composer to have written Passions in beth Latin and
German, using both motet and dramatic form. His setting
of the account according to St. John is written in
German and in dramatic form. It 1s dated 1588, s much
earlier work.

The last composition of the Passion in motet form
; was published at Freiburg in 1631. It was called"St.
I John's Passion®™and set by Christophorus Demantlius, an
older contemporary of Schfltz. His words are taken from
St. John and part of the 53rd chapter of Isaish. This
work provides lnteresting examples of quick modulation
through three or even four keys, in the style which was
et this time beginning te be practiced.

¥hile it is true that the motet form "partly ne
doubt on account of its severity and lack of contrsst,
has not persisted, and with two exceptions, does not

1. Kade, Otto. Die Hltere Pagslonskomposition bis zum
Jahre 1631. p. 93.
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appear after the close of the lé6th century",l the greatest
reason for its demise must be aseribed to the new interest
in monophony, and the reaction against polyphony. The
polyphonic portions of the dramatic form also received a
setback about this time, although since this form was
capable of assimilating other elements, the form remained,
changed but not destroyed, until well into the 18th
century. The polyphonic choruses of Schiltz really do
not represent a trend current at the time of his writing
(1653-1666). They are a throw-back toc an earlier era.

Turning now te a consideration of the dramatic
form of Passion music, the recent discovery in England
(1946) of a 15th century MS (Egerton MS 3307) is of
such importance in its history as to warrant some dis-
cussion here. It has been adduced that this MS was j
written for use at the Chapel Royal of St. George, |

Windsar,2

and was probably compiled during the relgn
of Henry V.

In this MS there 1s a setting (imperfect at the
end) for three volces of what 1s called a "Passio....

secundum Mattheau"; and alsc a complete "Passic....

T T Ay S T T e e W e W W e Mk g, g Yo T (AR ks e, A Y A el . e . . A A Akl ey = VR i Ay e i s ern sl

1. Adams, H. M. "Passion Music before 1724". (in:
' Music and Letters, 7:259. July, 1926).

2. Schofield, Bertram. "A Newly Discovered 15th Century
MS of the English Chapel Royal--Part I" (in:
Musical Quarterly, 22:509-525). Manfred Bukofzer
in his volume "Studies in Medieval and Renailsssnce
Music®™, Chapter IV, disputes this deduction and
asserts the MS was probably written at Meaux
Abbey in Yorkshire.

| i
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secundum Lucam".l The words and music of each run on with-
out a break, but on comparison with the Gospel storiles

(Matt. 26:1-27:61; Luke 22:1-23:53) it will be found that

the MS does not contain complete texts. It contains only
those words spoken by the Jews, the disciples, Pilate, the
two thieves, the centurion and a few others. The words of
Christ and the narrative portion of the Gospels are omitted.
Here we actually have only a turba part. At the end of each
quotation is a faintly written bar on the staves, to recall |
to the singers the end of a passage.

"From these facts 1t appears safe to deduce that
in the middle of the 15th century for the recital of
the Passions at St. George's so¢lo plainsong was re-
tained for the utterances of Christ and the Gospel
narrator while the other parts were sung by three mem-
bers of the cheolr; and, in passing, it should be
pointed out that the words not only of groups of
people, but also of individuals--e.g., Pilate, St.
Peter, and others--are set for three volces....

"Here, then, we have the earliest examples known
in any country of what are called the scenic or dra-
matlic Passions, in which the 'turba! sentences and
utterances of the individual characters other than
Christ were polyphonic, while plainsong was retained
for the narrative and the words of Christ--a form
that was to be greatly developed in the 16th and 17th
centurles. Indeed, these two Chapel Royal Passions
are earller by some fifty years than any hitherto
known many-voiced Passion in any form, and so far as
1s known at present the sole surviving examples from
the Middle Ages. How much farther back the practice
of setting these words fgr more than one voice went,
it is difficult to say.t

T T L S 1l AT il g U Bl el Sl S A el iy S S S AR SR . . ot s el R e i —— — — —

1. DBukofzer, Manfred F. M"A Newly Discovered 15th Century
MS of the English Chapel Royal--Part II" (in:
Musical Quarterly, 23:43-51. Jan. 1947).

2. Schofield, Bertram. "A Newly Dlscovered 15th Century
MS of the English Chapel Royal--Part I" (ins
Musical Quarterly, 22:519. Oct. 1946).
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The style of these works corresponds very well to
thelr historical role as the oldest known compositions
of this type. Because of the use of a great amount of
declamation, the fauxbourdon type of treatment suggests
itself as very appropriate. Here it appears duite openly
and is used in certain sections even in its most elemen-
tary form, reiterated sixth chords. Triple meter is
used as the rhythm for the declsmation.

How guiekly polyphony entered the Passion is shown
in the next oldest setting known--a St. Matthew Passion
dating from about 1480 and preserved in Madena, Estense
M5 lat. 455. This work is written for no less than six
volces and carries the cantus firmus in the tenecr, like
a motet. The sharp triple meter of the fnglish work
clted previoﬁsly 1s smoothed out in this Italian Passion
to an evenly prodeeding declamation in duple meter. It
uses generously a moere modern cadence, and is also noted
for 1ts wmusually full sonority,

The fragment of another St. Matthew Passion dating
from about this same time is to be found in Paris,
Bibliothdque Nationale MS nouv. acqu. 4379 (fol. 1).

Only the tenor part is extant, and the numwber of voices
cannot be ascertained, although it is probably three.

Returning to English composers, about 1500 Richard
Davy also used St. Matthew's account In its Latin version.
There appears to be only one MS of this Passion, at Eton
School, and it is incomplete. A point of interest in

ﬁ IIIII
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this is theecggs written in red above the misic, giving
the last one or two words of the Evangelist before the
short choruses begin.

In the British Museum Add. MSS 17-802-5, there 1is
another setting of St. Matthew, using chapters 26 and 27.
It 1s a few years younger than Davy's composition.

This anonymous work is in a rather simple style; the
greatest amount of contrapuntal elaboration being shown
in the concluding sentence, "Truly, this was the Son

of Godn,

In 1530 Johann Walther used Luther's new transla-
tion (1522) in nis St. Matthew Passion.l Tt is written
in the simplest possible manmner, mwost of the phrases
being set to one single cnord, with each of the four
voices simply repeating their own note tiil the cadence.
The Evangelist's part keeps mainly to the Passion tones,
but there 1s a singular departure from tradition of the

use of 2 uniform cadence to introduce the words of Christ:

ﬂ%;:ﬁ T O —im =
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A point to notice in 2ll these Passions in the dramatic

form is the cry from the cross: "Eli, Ell, lama sabac-
thani". Tt 1s not set for the chorus, as in the motet

form, but is given to a solo voice., Special emphagls

L e e s e s A o e i ___...-—-..-._.__—..___—.___—...——._..._-_—_—....._._,__.___.___,_____..__....__

1. Kade, Otto. Die Rltere Passionskomposition bis zum
Jahre 1631, pp. 274-~305. Walther Passion printed
in 1ts entirety.
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comes through an elaboration which spreads the syllables

out over several long notes., This treatment is typleel
for all following dramatic form Passions.

Walther, whe 1s truly the father of German Pro-
testant Passion music, also compoesed a Passion accord-
ing to St. John in 1530. It is very similar to the
St. Matthew.

Claudin de Sermisy also followed the text of St.
Matthew in his work of 1534. His selection of words is
the same as the anonymous English Passion discussed above.

Before 1561, Antonio Scandellus wrote a St. John
Passlon for the Dresden court chapel.l It unites charsc-
teristics of both motet and dramatic types. The Evange-
1ist (tenor) uses conventional plain song. Otherwise
the music 1s in two to five parts. Pilate usuvally has
three and sometimes two parts, Peter's words have three,
the high priest's officert's two, the high priest's
servant!s four. Christ's words aslone are in four part
harmony. The turba speaks in five parts, and in dramatic
force shows a marked advance over the faukbourdon
style of Walther's work.

The Walther and Scandellus are typical of dramatic
Passions produced by both Protestant and Catholiic
musicians of the 16th and early 17th centuries.

T e i e e e T Lol e e T T S ey ey e S ks vy .
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1. Kade, Otto. Die lltere Passionskomposition bis zum

Jahre 1631. pp. 306-344. Scandellus Passion
printed in its entirety.
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The three German Passions in four veices by Jacabus
Meilandus were probably sll written between 1568 and
1570. He used the words of Ss. John, Matthew and Mark.
In the choice of text he followed Walther and Scandellus.

Orlandus Lassus was one of the few composers to set
all four Passlon stories, one by each of the Evangelists.
This he did between 1575 and 1582, Lassus was a Catholic
composer, and the criticism which was leveled against his
works because of liturgical deviatlons shows to what -
extent composed musical settings of the Passions were
associated with Protestantism.l

The two Passions by Vittoria, 1585, one of St.
Matthew and the other of St. John, are both in shortened
forms and chiefly simple four-part harmony. They avoid
the more elaborate contrapuntal treatment of earlier
English examples. Also these Passions represent a turn
to more truthful dramntic treatwent. Whereas formerly
the words of individuals were often set in several parts,
Vittoria sets the words of crowds and disciples in four
parts, but not those of any individuals. In the St.
Matthew, the testimony of the two witnesses is given to
the cantus and altus alone; and the words of the malds
to 8t. Peter are given to two cantus singers, but
prefixed by the direction "Si placet®™ (if it is pleasing).

The words "Let us see If Elias will come" are for only

.-——.—--———._-—-..—-.-..-_-—___._-___._-—.___._._.4_.__..—-_--—«—-————_._.__.....-—._..——.-..-—-—-_

1., Kade, Otto. Die Hltere Passionskomposition bis zum
Jahre 1631. p. 137.




17
three parts, the cantus being omitted. The St. Jochn
Passlon 1s for four parts throughout. _

Of nearly the same date as these is a serles of
Passions on all four Gospels by Surianc. These are fuller
end more elazborate than Vittoria'ls, and contain many
examples of imitation as a contrapuntal device. Only
the words of the crowd are set for the usual four parts.
Christ's words are set for cantus, altus I and II, &nd
tenor, this practice of setting Christts words in the
higher voices of the chorus going all the way back to
the motet Passion of Metre Jehan. In the St. Matthew
the cry from the cross is set in four voices, and, as
usual, 1s followed by the translation, here sung by the
same four voilces. Both In St. Matthew and St. Mark the
phrase "Let Him come down from the cross® is given by &
descending scale passage, a predecessor of the text-
paintings of later composers, especially Sehiitz. 4
noticeable feature of these four Passions 13 the close
grouping of voices. The bass rarely goes below C and
never below Bb, while the tenor part is correspondingly
high. "They are of considerable interest individually
and as a group, and merit more attention than they
receive in their hiding place in Prosket's t'Musicsa
Divinatn,l

The work of Bartholomaeus Gesiueg in the dramatic

e ik e s e e i P - S (e L S s SR s, o A e gt et s o e . e e e ol . ey s et . St At

1. Adams, H. M. "Passion Muslc before 1724". (in:
Music and Letters, 7:261. July, 1926).
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form in 1588 has already been mentioned.

An anonymous work of ¢.1l53%0 is probably by Micheel
Rogler and does not present any striking innovations.

It uses five voices and concludes with a short chorale
on the words: "Dank sel unserm Herren Jesu Christo,

der uns erllset hat durch sein Leiden von der Hellen"
(Thank Qur Lord Jesus Christ, whe through His suffering,
has loosed us from Hell).

Francesco Guerrero prebably wrote his two Latin
Pagsions before 1599. He uses the texts of St. Matthew
and St. John and varies the number of voices within the
works from two to six. His MSS are distinguished by the
use of the larger value notes a great deal--the larga,
breve, and semi-breve almost exclusively., Also the nsmes
of the voices in the St. Matthew are distinctive--e.g.
Tlple Imo, Tiple IIdo, Contralto, Tenor, Baso.

William Byrd's 8t. John Passion in Latin, dated
1607, uses only three voices. This is quite unusual,
censidering that the tendency of the time was toward
size and density and not toward simplification. He uses
exactly the same text as Vittoria, and the treatment is
almost as simple and unelaborate. Alsc this Pagsion shows
very little influence of the Passion tones. This setting
has been edited in recent times by Mr. Barclay-Squire.

Byrd's work was the last using the Latin text.

In 1610 Thomas Mancinus used the usual St. Matthew and

St. John texts in the German tanguage.
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In 1612 Samuel Besler set all four accounts. These
are extremely simple, using the Passion tones for the
recltatives, and showing much influence of the early
setting by Johann Walther. Kade draws an apt comparison
in the chorus "Kreuzlge i1hn" as gset by Walther in 1552
and as set by Besler in 1612.1

The setting of Melchior Vulpilus in Germesn is in
four volces and was done in 1613. Kade indicates that
this weork occuples a very high place in the history of
Passion musiec because it stands between the clder snd
newer styles of writing. He draws comparisons between
it and the works of Walther, Meiland, and Gesiys.?

The only remzining Passion for unaccompanlied voices
before the work of Schlitz was written in 1621 by Otho
Sigfrid Harnisch. He used four voices and the text of
St. Jomm.,

Because of the ascendency of opera and its great
influence on instrumental music, from this time on there
was more interest In the use of instruments in musie of
this type. The Resurrection story as set by Schfitz in
1623 shows the beginning of this tendency. ©Some years
later at Dresden (1645) the same composer wrote his
"Seven Words from the Cress", a short Passion oratorio.

Thls important work was long unknown, and was first

Kade, Otto, Die Hltere Passionskemposition bis zum
Jahre 1631. pp. 230-231.
ibvid. pp. 232-238.
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printed only in 1873, 1Its importznce lies in the part

of the Evangelist, which is neo longer based on liturgical
intonation as in the Resurrection oratorio of 1623, but

takes the form of the new Tariosoc recitativet.



CHAPTER TWwO

THE PASSIONS ACCORDING TO SS. MATTHEW,
LUKE, AND JOHN AS SET MUSICALLY
BY HEINRICH SCHUTZ

PRELUDE

Since the following chapters deal with only a small
portlon of the work of Heinrich Schﬁtz, a glance at his
life and some of his other compositions will give = more
complete picture of this master. Alsc a few general
statements on his style would be a gulde to gur
expectations when examining his Passion musiec.

The man who gave direction to Protestant church
nusic was born @ne hHundred years ‘before Bach

and Handel, on Oct. 8, 1585. His German name was
Heinrich Sehlitz, but, following the custom of musicians
of the time, he Latinized it to Saggitarius. However,
contrary to the result in many other cases of this
procedure, he today survives by his German title, a
lasting tribute to the nationalism of his style. His
parents were well-to-do burghers of KBstritz in Saxony.
In 1599, when thirteen years of age, he became z choir-
boy in the court chapel in Cassel. That he received a
geod general education is attested to by hils attendance
at the Collegium Mawrlcianum. In 1607, because of his

parents! desires, he began the study of law at Marburg



22

University.

But Schiitz was not destined for a legal career.
The Landgrave Maurice of Hesse-Cassel had long known
of his attractive volce in the choir, and now offered
to send him to Venice to study with Giovanni Gabrielli,
the famed organist at St. Mark's., Thus Schiitz went in
1609 to Venice and remained there four years. Here he
learned counterpoint, besldes being introduced to
recitative and the resources of instruments.

For Schiitz, Gabrielii =s a teacher was a singularly
good cholce. The Venetian tradition had not yet lost the
northern quallties in which it had 1ts roots. Gabrielll
was & most powerful and characterlstic representative
of this tradition. "His music savours more of rugged
force than of sensuocus beauty. He seeks to interest
rather than to please, and uses artistic resources to
intensify the mesning of words rather than for purely
artistic effects."l He was deeply speculative and
enterprising, and passed beyond the old choral style as
soon as the New Music did, but took a different route.
His attltude was preecisely of the nature to appeal to

mnen of the Teutonie race.

In 1612 Gsbrielli died, and Schitz went back to
the Landgrave to become palace organist. However, in

1615, as the result of a guest engagement, he went to

g L e o T o A P T — —— —— ———

l. Parry, C. Hubert H. The Oxford History of Music.
Yol. III’ P 4130
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Dresden to become Capellmeister in the chapel of the
Elector of Saxony, Johann George I. He was permsnently
appointed here in 1617, Although he was often absent
for long perieds of time, Schlitz held this post until
his death in 1672.

The Elector of Saxony proved to be a good patron.
Schlltz had the advantage of = wind band as well as an
organ to accompany his cholr. The Elector wished to
reorganize his musical establishment after the Italian
model, and this Schlitz proceded to do, fusing his Ttalian
training with hls German heritage and dediceting the
whole to the German Lutheran church.

A noteworthy achlevement about this time in his
career 18 his composition of the first opera in Germen,
"Daphne", to a translation of Rinuceini's text. This
was given at the wedding of the Saxon Princess Sophie
at Hartenfels Castle, Torgau, in 1627. The music of
thls opera, as well as a ballet "Orpheus und Euridice",
written for the marriage of Johann George II of Saxony
in 1638, were destroyed by fire in 1760. Were these
two works available, the position of Schfitz could well
be one of comparable eminence in secular music to the
high rank he holds in sacred music.

In 1628, following the death of his wife, Schiitz
was once more in Italy. Here he became acquainted with
Monteverdi, and in Venice in 1629 published some
"Symphoniae Sacrae" (largely settings of biblieal
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passages). In these he followed the newer style, yet

often borrowed from the polyphony of the past, and mingled
the resources af harmony and recitative with those of the
stile antiquo.

Returning to Germany, he led & rather wandering
life during the Thirty-Years war. He was st Copenhagen
as guest conductor three times--1633-35, 1637-38, and
1642-45, He conducted alsc at Brunswick during 1638-39,
and was in Hanover for a time in 1640. From 1645 on,
when the Dresden court orchestra began to regain its
former standard, he was again established in Dresden.

Throughout all this period Schlitz continued
composing. Besldes works which have been mentioned,
he published in 1635 some "Cantiones Sacrae" (settings
of biblical excerpts), which made his name known through-
out Germany. 1In 1636 and 1639 the first and second parts
of "Kleine Geistliche Concerte” were published and in
1647 and 1650 the second and third parts of the
"Symphoniae Saecraer,

As Schlltz became older he grew deaf. His last works
are the Passions which will be considered in the follow-
ing chapters. Death came to him in Dresden, Nov. 6, 1672,
when he was 87 years of age.

Whether Schiltz wrote three or four Passions is a
matter of conslderable doubt. The setting sccording to
St. Mark which was attributed to him has been declared
spurlous by Spitta. The date of its composition is
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unknown. Of the remaining three, we know the St. Luke

was not written before 1653, the St. John probably in
1665, and the St. Matthew in 1666. The only original

MS extant 1s that of the St. John work, presented by

the composer himself to the Duke of Wolfenblttel and now
in the library at Wolfenblittel. The other original MSS
were destroyed by fire. The oldest copy we have of these
settings was made by Johann Zacharias Grundig not before
1692, and is in the Leipzig Stsdtbibliotek.

In these works Schiltz discarded sll the modern
technigues he had used earller, and returned to a style
very closely akin to that of Palestrina in his (Schlltzts)
choruses, and the narrative sections between these are
set in an unaccompanied recitative which owes much to
the old Passion tones. This music is still constrained
in a Gregorian tonality, which is maintained throughaut
an entire Passion with very little chromatic alteration.
The choruses are short, having scarcely any de-
velopment. They are used only for the utterances of a
group or crowd of people as these cccur in the Passion
story. The attempt 1s made to keep them appropriate

to the characters and the situation. The artistic
resources employed are only those exactly apt to the
situation. The precedure generally amounts to

beginning a short figure, which fits the words and
expresses the mood, in one volce and making the other

voices follow more or less irregularly with the same
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subjJect, thus putting the art of imitation to a practical

purpose. No choruses are developed on purely artistic
principles, or have a purely artistic ob ject.

IThe prefatory chorus {Introitus) is ‘&  simple passage in old
cherale style, It flows along smoothly in a dignified
manner, as though toc prepare the hearers for the solemn
story about to follow. This smoothness distinguishes

the Introductory chorus from others in the body of the
story, which are often abrupt and angular. The last

chorus is called the "Beschluss". It 1g a quiet reflection
on the story, or may express a final prayer.

There are a great many seloists in the Passions,

but there is little opportunity for vocal display.

Very little is attempted melodically beyond fitting the
rise and fall of the notes to the natural accents of

the syllables., Thig archaic and pleturesque style
maintaing the characteristics of the old Passion tones.

The rhythm is entirely indefinite. Frequently two or

three notes are used on cne syllable to give it a prominence
in keeping with its importance. Occasionally words are
painted in the music with a naive realism.

It has been said that the importance of Schlitz lies

in his "seeking always for expression of a human kind
instead of studying mere beautiful effects of polyphony."l
This is nowhere shown better in his work than in his

— -

1. Parry, C. Hubert H. The Oxford History of Music.
Vol. III, p. 428.
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Passlon mugic.

- Since there 1s an excellent volume treating the
recitative in the Schlitz Passions,l set forth in much

the same manner as the following analyses, the material
contained herein will treat mainly of the choruses of

the varicus Passions.

THE PASSION ACCORDING TO ST. MATTHEW

Heinrich Sehfitz wrote his St. Matthew Passion in
1666, it being the last composed of his Passion settings.
Since 8t. Matthew's account 1s the first read in Holy
Veek, 1t will be considered first. It is read on Palm
Sunday, one of the more impertant days in Heoly Week. TFor
this reason it 1s only correct that Schfitz should give
to 1t one of his finest Passion settings.

Thne text used 1s taken from the 26th and 27th
chapters of 5t. Matthew's Gospel in their entirety.
Schiitz was the last composer of Pagssion music to adhere
to the words of the Gospel narrative. Later works
contain many chorales for congregational partieipation,
and arias of an operatic nature reflecting piocus
sentiments on the action of the narrative. Except for
the Introitus, or sometimes called Mexordium" (i.e. the

words "The Passion of Qur Lord Jesus Christ as written

—— — - e el e o T ——

1, Gerber, Rudolf. Das Passionsrezitativ bei Heinrich
Schﬂtz und seine stilgeschichtlichen grundlagen.
Gltersloh, C. Bertelsmann, 1929,
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by the holy Evangellst Matthew") and one chorale of a
- reflective nature at the close of the entire work, Schlitz
adheres strictly to the words of the Evangelist.
Although our primary concern is with the choruses
of the Passion, word-paintings and a few other features
of the recitatives will be pointed out. The tenor who
8ings the words of the Evangellst's narration has the
largest share of the recltative, while several other
characters enter during the course of the story. A
chart of the ranges of all who participate in recitative
sections will serve to clearly show how characters are

differentiated and variety maintzined:l

o
-{\l
EVENGELIST Jesus :"- 5

*

reren B Joons BET—
ET7E UDAS
)
i at)

I’_O Py
SEAVANT —p—— SERVANT N ©
Mawo I ‘py——— MaAw Ir PP
© _

PiLaTR'S ;
WIFE

l. Gerber, Rudolf. Das Psssionsrezitativ bei Heinrich
Schﬁtz md selne stilgeschichtlichen grundlagen.
p. 104.
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It must be constantly borne in mind that these

recltative sections are sung by unaccompanied solo voices.
In fact, instruments are used nowhere in any of the
Passion settings. The choruses are in four parts, and

the volces used (with a very few exceptions which will

be pointed out as they occur) are Cantus, Altus, Tenor
and Bassus.

The St. Matthew Passion setting opens with the chorus
singing the Introltus: The Passion of Qur Lord Jesus
Christ as written by the holy Evangelist Matthew. This
sixteen measure chorus is in a placidly flowing and
solemn style. It begins in whole and half notes and a
little variety and movement is provided by the eighth
note filgure given in imitation at the words "as written
by the holy Evangelist Matthew".

This chorus is important in setting the mood for
the sacred and solemn story asbout to follow. It is
designed to put the listeners into the right frame of
mind to hear this tragic account. From a purely technical
standpoint, it 1s important in esteblishing the tonality
of the composition--Dorian once transposed.

In the first section of the recitative a word-
painting is worthy of notice. Jesus speaks of His coming
cruclifixion, and as He does the melody rises as though
He were already belng raised on the cross.

JEsus féff“"‘“"‘l . .

dass er qe- kvev——- - " 2l —~ fet  wer-—de.

L |
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The chorus followlng, "Ja nicht, nicht auf das Fest®
(No, not on the feast day), has a subject of imitation
which 1s very expresgive of the concern and uneasiness
which the high priests and seribes felt when deciding to

take Jesus and try Him during the time of the Passover.

TENOR I S i i

L | : L : ¢
' {
Ja nriche, nicht &vf das  Fest,

Perhaps the skips which Scnlitz makes in the several
volces on the words "auf dass nicht ein Aufruhr werde"
(lest perhaps a tumult arise) are meant to portray agi-
tation. However, since these skips are all chordal,
and since the harmonic varlety is small, their effect
1s largely lost.

When the disciples ask "Wozu dienet dieser Unrat?®
(To what purpose is this waste?) in the next chorus,
Schfitz gives the music a rhythmical turn, to portray the
thick-headedness of Jesus' followers. This chorus must
also be counted an exception in the matter of tonality.
It is in the Ionian mode, once transposed, and in the
course of the music a chord so far distant from the maln
tonality as an Ab triad is introduced.

¥hen Jesus speaks in defense of the woman of
Bethany in the following recitative passage, a downward
melodlie line portrays Hls burlal. The words are "dasg
man mich begrzben wird" (that is dene. for ¥y burial).’ .

]
JEsvs :Fi r—" J_hi:._._.__

dess man mich be-qri~~---ben wivd,
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Also in this same section of reecitative, the words
of Judas "Was wollt ihr mir geben?" (What will you give
me?) are repeated and given sequential treatment for
emphaslis.

In the following short chorus the disciples ask s
rather hushed question, as though speaking te a person
for whom they had great respect, "Wo willt du dass

wir dir bereiten das Osterlamm zﬁ éssen?" (Where do you
wish us to make the preparations to eat the Passover?).
Since the entire text of this chorus is a gquestion,

it is sppropriate that its ending be less conelusive
than usuval. ©So the final cadence is Phrygian with a
weak 6/ dissonance above the renultimate bass tone.
This 1s the only example of & Phryglan cadence con-
cluding a chorus in this Passion.

The chorus "Herr, bin ichs?" (Lord, is it I?)
shows a very expressive use of the hocket technique,
which seemed to be a favorite with Schfitz. The subject
for imitation as well as its overlapped entrances suggest
very graphically the concerned questioning of the
diselples as to who w?uld betray Christ.

CANTUS m!‘L ; a

- Hery,  bin 1chs?

The only factor which serves to slightly destroy the effect
of everyone asking Jesus this question at the same time is
the regularity of the entry of the varicus voices.

A long sectlon of recitative now follows, in which
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there are several techniques worthy of note. When Jesus

says His betrayer will be "he who dips his hand in the
dish with Me", the dipping of the hand is shown by =&
falling melody, the half step interval from Fb to D
being 1ts speclal charscteristic:
Jesvs & H—'—Lb—o—-—-—

—b

Der mic do1 Hand mrt mir indie Schissel Tavchet,
A very expressive phrase 1s given to Jesus! affirms-

tion that Judas will be His betrayer:
~— o~
1—0—'—.——.— * -
Jesvs g
" Du Sag-~-est es.
Also worthy of mention are the tender settings of

the words instituting the Sacrament of the Eucharist.

Here are the words consecrating the bread:
, —— . -~
e B——— ———
.—
—5
Neh-— met, €5~ -~set, dag Ist  mein Leib.
The following scene of the ageny in the Garden of

JESUS

Olives shows very strikingly how Schlitz would consistently
assoclate one word with the same tones and the same
interval. The word is "prayer™ and tne tcnes are Eb and N
the expressive interval of a hslf step apart. When

Jesus tells His disciples to remain while He goes yonder

Jesvs et

wind b v _Tg,

and prays:

Then when Jesus returns and finds them sleeplng and

tells them to "watch and pray":
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L
fl—.—.ﬁ—'
JKSUS — i

Wachet v be~ tet,

And then when Jesus leaves them a third time and

goes back again to pray:

be—-— et ung Sprich:
The scene following 1s that of the trial of Jesus.

EvancerisT

Here the words of the two false witnesses are set for
two tenors, this being the only chorus which uses either
more or less than four volces in the entire work. The
melismatic treatment at the close of this chorus is
probably & musical gesture toward displaying the stupid
lleing of these two persons.

The high priest's rending of his clothes is por-
trayed by several skips in the recitative melody, as
though the music itself were tearing apart at this peint.

Evance-€F e
LisT — . ———

Da 2u-reiss dey Ho- he-priestey sei-ne me.‘—_d!r
The short chorus in which the elders and scribes

Say Jesus 1s guilty of death seems very studied snd
pedantie, as though this condemning of Jesus was already
decided and speaking the words which condemned Him was
a mere formality. And this, indeed, was the case.

In the setting of the words "Weis sage uns, Christe,
der dich schlug" (Tell us, Christ, who struck thee), the

words "wer 1st es" (who is 1t) are repeated over and over,
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like so many blows on the Savigur. Qne nmeasure before

the actual end of the chorus there seems to be a false
close. The true final cadence comes like one heavy,
final blow.

The scene which follows 1s that of Peter's denial.
Here Peter becomes increasingly more vehement each time
he speaks, and before his final denial the chorus of
servants accuse him of knowing Jesus, saying "Du, du
blst auch einer (You, you are alsc one). This phrase
is treated in imitation, the beginning word making a
very graphlc 1llustration of a large group all accusing
one person--"bu, du...", After Peter's final denial

the crowing of the cock is imitated in the recitative:

gy

Evanceusr - Lemie-

—
Und als-bald kyih ~~---et dey  Hahn.

As Peter goes to weep bltterly, an expressive sinking of
the melody shows his grief:

z
Evavegusst ﬂ—' A e —
md wgi- - -pe--te I:It----t-ﬂ'--’---!i.f.h-
With the following two choruses "Was gehet es unst

(What 1s it to us) and "Es taug nicht® (It is not lawful),
Schlitz does not use the cantus (sopranoc) part as one

of the four volces. Instead he uses two tenor parts,
making the four volces at this point alto, temor I,

tenor II, and bass. The reason for this must lie in the
faet that the first of these 1s the only chorus given

solely to high priests and elders, and the second chorus
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is the only one given to the high priests alone. Schiitz

felt that the tessiturae of these two classes of.people
were lower. High priests and elders are hesrd otherwlse
in combination with either scribes or pharisees. So
Sehfitz must have felt that there were higher voices among
the scribes and pharisees, because these choruses use the
regular classification of the voices.

A wonderful point of absolute and irrevoecable
finality is given to the phrase "Du sagest es" (You

have sald it), which Jesus replies to Pilate's question
if He islthe Xing of the Jews.

4‘/“- -
Jesvs _E_L

Du s4y--€5t e

Never was a more telling statement made with five notes
of an unaccompanied melody.

The mad shout of the crowd for Barrabas to be re-
leased instead of Jesus is 2 very apt situation in which
to use imitation. The word "Barrabam" is repeated through-
out the four measures of this chorus. And the same
technique is used as the crowd shouts "Less ihn kreuzigen"”
(Let Him be crucified), through two identical choruses.

As the crowd shouts "Sein Blut komme Uber uns" (His blood
be upon us) the same type of square, repeated note figure
is used to portray the stupidity of these people as was
given to the disclples in the scene of the woman of
Bethany.

Now follows the crowning with thorns. In the chorus
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"Gegrlisset seist du, der Juden K8nig" (We hail thee, King
of the Jews), the soldiers mock Christ no less than thirty-
three times (once for each year of His life). This passage
also suggests the scldiers spitting upon Christ.

Now the Savior is crucified on the cross. As the
Evangellst gives the inscription above the cross, the
notes of the recitative are lengthened to make it more
impressive.

EvangELst E  p—. i W — o

Dies ist Je ~sus, dey Ju -den Ki ===~ nig-

Also note the clever inversion of the melody describing
right and left side when the text speaks of Christ being
cruclfied between two murdasrers.

. —
Evasee -~ L L - - 5 -—

LisT i > — gl
€i ~ney zur Rech~ten und €1~ ner zvy Limk-en.

The chorus of the Jews and soldiers "Der du den
Tempel Gottes zerbrichst" (You who would tear down
the temple of God) is noteworthy for the use of dis-
sonence, espec¢lally in the soprano volce in“the pen-—
ultimate measure. Here the cantus 1s responsible for
forming a 6/4 dissonance, and it resolves to another
dilssonant-chord, a V7 with lowered third, this preoceding
to a plain dominant via passing tones. This use of

dissonance is quite unusual in this_work.
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Further scorn is heaped upon Christ in the follow—
ing long chorus of high priests, seribes and elders,
"Andern hat er geholfen" (Others He has helped). Hers
the words "Ich bin" from the phrase "Ich bin Gottes
Sohn" (I am the Son of God) are the sole feature of the
text for elght measures. This again represents the
mockery of Jesus by His crucifiers.

On the words in the recitative "From the sixth
to the ninth hour darkness covered the landn, “the tessi-
tura of the Evangelist narrating the story drops
suddenly lower. And then it rises again as Christ is
about to utter His cry from the cross. This ery rises
gradually over the range of an octave, and then falls

back to a close on its starting note.

~
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Schiltz makes an expressive use of the ancient
device of hocketing in the following cherus of the JEWS,
as they say "Halt, halt, lasst sehen ob Elias kommen
(Wait, wait, let's see if Elias comes).
Then, as the melody of the Evangélist rises in a
final cry, Jesus bows his head and dies.
The tearing of the veil in the temple 1is repre-
sented by the stepwlse upward rise of the melody,

following which it comes down in two successive skips.

A=
—
Der Fir-hang im Tem—pel zu-reiss in zwei Seick,

The word "Wahrlich" which begins the next chorus,
"Wahrlich, dieser ist Gottes Sohn gewesen® (Truly, this
was the Son of God), is given a distinctive subject
for lmltation:

== =
Cauris ==
Waky - - - oL T 1 Qick,

This chorus also glves a use of the supertonie seventh

in 2nd ‘invetgion, (in measure 7) mentioned because it is
80 unusual in the style of these works.

The last chorus based on the words of the Gospel
writer 1s now given by the high priests and pharisees.
1t is quite lengthy (forty-two measures), and sectional
in nature. As a whole 1t contains nothing striking.

It does seem to lose vitallity befére Its final measures.

The slow chorus . of a reflective nature "Ehre sei

die Christe" (Honor Him, your Christ) closes the Passion.
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This chorus . 18 especially noteworthy because its harmonic
treatment 1s a good deal freer than that of the remainder
of the Passion. There is s great deal of chromaticism
in the melodic lines of the various voices. Also several
techniques such asi%he bass line in measure 2, the imita-
tions in measures 20 and 22, the relationship between
bass and cantus part in measure 27, and the sharp dis-
sonances formed by the tenor in measure 29, are among the
techniques wncommon to this work. Qulte probably this
chorale was the product of an earlisr era in Schlltz's
career, or perhaps it was not set originally by him at
all. The final words of the chorale are "Kyrie eleison,
Christe eleison, Kyrie eleiseon"—-a fltting commentary
on the antique character of this work, which owes so

much to the Passion music of the older church.

THE PASSION ACCORDING TO S7T. LUKE

The Passion according to $t., Luke éxtends over the
23rd and 24th chapters of his Gospel. Schiltz's setting
uses these chapters in thelr entirety. This Passion is
read on Spy Wednesday of Holy Week. It is approximately
one~-fifth shorter than the St. Matthew accomt, but =still
longer than either the St. Mark or St. John Passions.

The date of composition for this work is not known
with absolute certainty. However, it 1is known that it

was not written before 1653, It seems a safe conjecture
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to surmise that 1t may have been written shortly after

- this date, or at least some length of time before the
settings of St. Matthew and St. John, which were composed
in 1666 and 1665. Tuis supposition 1s based on the
general style of the work. On the whole it does not
represent such a consummate union of text and music as
the two later works do. The recitative is at times quite
angular. The choruses scmetimes lack the variety wnich
schlitz usually shows. That there is a certain stereo-
typing in a number of these choruses will be demonstrated
later, At this point one significant observation can be
made, and that is the lack of variety in the over-all
tonality of this work. Although the St. Matthew Passion
was written in the Dorign mode, there constantly were
cadences in other tonalities, and even whole choruses in
other than the main tonality. However, in the St. Luke
work, the choruses adhere closely and almost slavishly

to the dominant Lydian tonality, and the recitative ig
for the mcst part based on the F ma Jor triad.

The characters who take part are here given, together
with the tessiturae of their voices., Notice thst in the
case of characters who also appear in the St. Matthew

setting, the tessitura is almost identicalds 2

© ©
a———
Evancerist E Jesus =H
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Gerber, Rudolf. Das Passionsrezitatliv bel Heinrich
Schﬂtz und seine stilgeschichtlichen grundlagen.
p. 104. )

See Chapter I, p. 28.
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The St. Luke Passion opens with the customary setting
of the Introltus "Das Leiden unsers Herren Jesuy Christi,
wie uns das beschreibet der heilige Evangellste Lucas"
(The Passion of Our Lord Jesus Christ, as it was written
by the holy Evangelist Luke). There is a definite
similarity in the method employed in this setting to
the one used in the setting of the same section in St.
Matthew. The words "Das Leiden unsers Herren Jesy
Christi™ are set in notes of & larger value than the
portion of the text which follows. Also the length of
this chorus 1is approximately the same as that of the st.
Matthew work,

An example of angular construction in the recitative
1s given on the words "und furchten sich fBr dem Volkn

(and were afraid of the people). Here, however, it can
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be said to have an expressive purpose of representing
 fear. This expressive purpose 1s not always present,

though, in constructions of this sort.

g
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Und  furch-—ten sich $¥v  dem Velk,

In the chorug "Wo willt du, dass wir es bereiten?"
(Wnere do you wish us to prepare 1t?), there occurs an
unusval spacing of volces for the Schlitz technique. In
measures silx and seven there exists for four beats &
situvation in which more than an octave separates the
altus and tenor parts. At one point as much as & six—
teenth separates the two voices.

The words of Christ as He consecrates the bread
must be noted. These are simple, yet their very simpliclty
mékes them offective. They are based to a great extent
on 2 rising and falling scale line. Each phrase comes
to a qulet repose on the tonic note of F.
Jssusf#.:'_*_'_'? Ly

Das ist wein Letb, der iy evch ge~ge-ban wind, das ToT 2u wein-om Ge-dicht-nis,

As Christ goes on speaking, He mentions that His
betrayer is sitting at the table with them. His words
are prefaced by the phrase "Doch siehe" (Yet behold), and
this is pointed up by the melodic line to catch attention,
Just as it 1s designed to do when spoken. The C used here

is not used previous to or following this short phrase.

o — o '
Jesvs p———+F

Dach ste -he,
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As an example of the extent te which work pieturization
is sometimes carried in this type of writing, the setting
of the words "und gitzen auf Stlihlen und richten" (and sit
on thrones and Judge).may be cited. Here on the mention
of sitting the melody goes down abruptly, as though it,

too, were sitting down.

x v - r— L
JEsus e

Und sit-Zen avs Sthh-len uand rich-ten

As Jesus warns Peter that Satan will try him--*Simon,
Simon, siehe™ (Simon, Simon, look thou)--there is an effec—
tive warning signal sounded in the musical line of the

recitative.
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Si~mon, Si-mon, sie —he,

Then Jesus utters His dire prediction that Peter will
deny Him three times. This is done with the recitative in
a tonality different from the usual, to give emphasis to
the words. The setting of the words "Petre, ich sage dir,
der Hahn wird heute nicht krBhen, ehe denn du dreimal ver-
leugnet hast, dass du mich kennest." (Peter, I say to you,
this day before the cock crows you shall deny three times
that you know Me.), is such that it can be sung very
solemnly and effectively.
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Pe-tre,ithga~gedly, der Hakn wivd heu-Te Bicht krd~ « ~hen,
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C-he denn du drai-mal vEr-levg-net hast, dass du mich Keap---~-nost.
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In the following chorus, sung by the disciples, "Nie

keinen" (Not a thing), Schiltz evidently tries to express
nothing with as little as possible. The meter is 3/1.

The only type of notes used are breves, axcept fbr two
minims, The white appearance of the music in itself

makes for a sense of emptiness. The chorus is very short,
enly ten measures long. The figure of imltztion is the
only melodic material used, and this consists essentially
of three whole notes followed by three whole rests. The
appearance of the musie, 25 well as the sound, tries to
suggest emptiness.

The chorus in which the disciples say "Herr, slehe,
hler sind zwei Schwert" (Lord, behold, here are two
swords) is distinguished by a kind of rough counterpoint
which features a leap of a perfect fourth down and back
Up again in the imitative subject. This angular line
portrays the rough and ready sentiments of the text. The
word "Hier™ 1s repeated over and over, as though to em-
phasize that right in this very place there are two swords
ready to defend Our Lord from any enemy, so why should He
be taken & captive?

The scene which follows takes place in the Garden of
Olives. Here as Christ prays "Vater, willt du, so nlmm
diesen Kelch von mir," (Father, remove Thou this cup
from Me,) the recitative is very notable. First of all
the change in tonality must be noted. The F sharp and
E naturel are the only examples of thelr kind in the
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entire work in the recitative. Especially note the E
natural. Schiltz was so insistent on the exact melodic
turn of this phrase, he put this accidental in, even
though there was no E flat to be canceled. Alsoc note the
m¢lisma on the word "Vater", because it 1s an important
word in the sentence. Lastly, notice the chordal basis
of the phrase. Thils only emphasizes the changed tonality,

and makes the phrase stand out the more from its surround-

ings. —_—
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Va---o_ _ tey, Willt du, $& himm die-sgn Kelely von wmlv,

Judas now betrays Jesus wlth a kiss. This guestion-
ing phrase is a unique example ending with a rising melody,
And here 1t turns upward not just a half step, or a whole
step, but qﬁfinor third. -

JEsus 'éb_ — =

Ju---da, ver-vi-test du des Men-schan Sokn mit /- ~~-nem Kess?

The disciples, impetuous men of action, ask Jesus
"Herr, sollen wir mit dem Schwert dreinschlagen?" (Lord,
shall we take up the sword and smite them?). Here, perhaps
there could be said tc exist a musical and visual symbol-
ism. Looking at the notes of the imitative subject, could
it not be said that the notes are in the shape of a sword,
with the handle consisting of the ending group of six-

teenth notes?

SRR
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Herr, Herr sol-lew wiv mit dem Schwert,
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The cloging of this chorus must be noted for its long

melisma on the word "Sehlagen", and also for the fact that
the final cadence inclu&es only three voices, the bass
having dropped ocut the measure before the final.

In the scene of Peter's denial a clever stroke of
approprlateness in the recitative emphasizes Peter!s
annoyance at the questions of the maids and servants. One
servant says to him, "Du bist auch der einer" (You are also
one of them), and Peter answers, "Mensch, ich bins nichtn"
(Man, I am not). The melodic 1ine of his answer mocks that

of the servant's statement.

SeteantT I E s +i —E o PETER &:ﬂ:

Du  bist auch der €i=~---ner. Mensch, jch bing  ichT.
When the cock ecrows after Peter's denial, the musical

imitation of crowing takes the narrator into the upper

portiens of his range.
Bl et ¥

Kvd - -het dey Hahn.

EvANGELIST

A technique which appears oceasionally in this work
and has not thus far appeared in any other is that of
the sequence. There 1s 2 notable example as the Jews

strike, mock, and spit upon Jesus.

al
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Ver-spot-te-tenihn, Und Schiugenihn, ver-deck-ten Ihn

The chorus in which the Jews say "Weis sage, wer ist,
der dich schlug?" (Tell us, who is it who struck thee?)

features an exceptionally great number of minor thirds,

w



47
all derived from the subject of imitation.

The high priests and seribes now ask Jesus "Bist du
Christus, sage es wns" (Are you Christ, tell us). In this
chorus there is the use of & more slowly moving lower voiges
against faster moving upper parts. This is a very old
teehnique, but one which Schﬁtz does not use very often.
Here it could have the expressive purpose of showling the
greater impatience of part of the group questioning Christ.
The closing of the following chorus, "Bist du denn
Gottes Sohn?" (Are you then the Son of God?) must be
noted. The chorus has actually ended in the Ionian mode,
but Schlitz is so careful to end esch chorus in the Lydian
that he tacks on three messures which actually have no
other purpose than to give a Lydian ending. This was an
idea which Schfitz changed in the later works. Also note
the profuse use of the Bb in the entire chorus except the
last three measures, where it is carefully avcided, even
though it would flt the melodic line better than the B
natural which is given.

As the high priests and scribes diésclaim any further
need for wltnesses in the next chorus, there is a fine
example of stupid contrapuntal line for stupid people

on the words "wir haben es selbst gehBret" (we have heard
Him ourselves). This section even closes on a chord

which has no third, not a usual procedure, but often done
when handling this type of situation.

In the next chorus, as Christ is accused more fiercely,
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~ the tenor on the words "™und spricht, er sei Christus der
K8nig (and sald, He was Christ the King) rises higher and
higher with each repetition of the text.

With the beginning of the chorus "Er hat das Volk
erreget" (He has stirred up the people) comment must be
made on the frequency with which the volce beginning the
choruses and announcing the imitation has been the tenor.
For the past six chofuses (including this one) this has
been true. Perhaps this device is used to emphasize the
fact that all these choruses have been spcken by the
same people, the high priests and scribes {except the
first of this group, which is under the generic title of
"Jews", although high prilests and scribes would be
included under this alse). The notable thing of the
chorus under immedlate conslderation is the hocket-like
figure used on the words "bis hieher® (to here). This
is very simllar to that figure assoclated with the chorus
"Herr, bin ichs?" (Lord, is it I?) in the St. Matthew
Passion. Here 1t 1s used to emphasize the accusation
that Christ has been Iinciting people everywhere, even to
that very place in which they are now, the court of
Pilate.

As the multitude says "Hinweg mit diesem" (Away
with Him) a very vigorous and dedisive action is denoted
by the perfect fourth ascending which begins the long
series of eighth notes of the imitative subject of this

chorus.




In the chorus in which the multitude says "Kreuzige
inmnn (Crucify Him), the unusual technique of using two
subjects for imitation instead of one makes an out~
standing cherus. Both subjects begin simultaneously at

the outset of the chorus. In the =ltus:

AtTvs o e, B e
Kveu-1i-qe, kveu-2i-ge,
In the tenor:
. e
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They sare of contrasting character, the one vigorous and
the other flowing. The great number of accented passing
tones makes for more dissonance than 1s usual. This also

has the expressive purpose of portraying the cruelty of

the crucifixion. And this 1s the one chorus which dges
hot end in the Lydian tonallty. It proves the rule by
being the exception, and ends in the Aeolian tonality
with what amounts to a Phrygian cadence, to emphasize its
unique position in the work. Because this chorusg 1s sg
important, it 1s entlrely fitting that it was chosen to
be treated in an excepticonal manner.

Ags Pllate speaks the words "Ich finde keine Ursache
des Todes an imm" (I find no reason in Him for death), a
combination of the melodic line falling chordally and the

tempo marking--originally by Schlltz,~-make them unique.

-~ - Addgio
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Ich fin-de kei-ne Ur-sa-che des To ~des an #hm,
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- The same falllng line is used a little later in the
recltative to repregent falling mountsains,

&
-
Jesus _'._; ELl -

Fal-let - ber wung,
For rhythmle varlety, no chorus in this work can

surpass M"Bist du der Juden KBnig" (Are You the King of the
Jews). In this 1s contalned every type of note between a
breve and a semiquaver. AiS0 & great many rhythmic
patterns.

A very simple setting In long notes ls given to the
title sbove the cross,
<
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Dies ist dey de-den K& -nig.

As Christ commends Bis Spirit into His Father's

EvaneELIST

hands, the most melismatlc treatment of the entlre work

is given to the recitative.
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Now the Centurlon speaks for all the people as he
says "Truly, this was a righteous man". On the word
"Firwahr" (Truly) a five note melisma bespesks its import-
ance, This Is not an excessive treatment when one thinks

of the great realization which has suddenly dawned--the

fact that they had just crucifled the Son of God.
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Fiv-wahr,

The: eonclusion, or "Beschluss", is of a reflective
nature. It is based on the ninth stanza of the old
chorale "Da Jesus an dem Kreuze stund" (There Jesgus
hung on the cross ). The following is the stanza:

Wer Gottes Marter In Ehren hat und oft betracht sein
bittern Tod, des will er eben pflegen, wohl hie auf
Erd mit seiner Gnad und dort in dem ewigen Leben,."

(He who God's torture in honor holds and often contem-
plates His bitter death, will be well-cared-for with
Hls grace here on earth and yonder in that-evetlasting
life.) Only the text of the stanza is used, not the
chorale melody.

Musically, the final cadence of the Beschluss is
very appropriate for the ending of a long work. For
two measures before the ultimate chord the harmony shifts
between the tonlc 6/4 and the dominant, to emphasize the

final tonle chord when it sppears.

THE PASSION ACCORDING TO ST. JOHN

Good Friday represents the climax of Holy Week, and
the Passion account from the most complete of the four
Cospels, that of St. John, is reserved for this important
day. Although the St. John account as set to musie by
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‘8chiltz 1s not quite as long as those of the other Evange-
lists, the reason for this is quite appareﬁt. The text
begins with Christ going inte the Garden of Qlives to
pray, rather than at some preceding polnt in the story as
the other Passions do. It is entirely fitting and proper
that the story begins wlth this seene, because the cere-
nonles of the church commemorating the institution of the
Eucharist at the Last Supper have taken place on Holy
Thursday,.the day before. To begin on Good Friday at any
other point in the Passlion story would be & retragression
and would destroy the continulty of the Holy Week services.
| The text of the St. John Passion, as it was used by
Schlitz, includes the entire chapter 18 and chapter 19,
verses 1 to 30 of St. Jomn's Gospel.

This setting of the Passion was composed in 1665.

It is in the Phrygian meode, used with incowparable wmastery
to express the complete and overwhelming sorrow of the day
on which this composition is intended to be performed.

In the tessiturae of the singers, that of the Evange-
list is somewhat more limited than in the previous works.,
However, this in no way restricts the expressive possi-
bilitles of the recitative. The following is the tessi-

turae of all the singers:

-
Peren e Puse B

e ———— e,
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This work begins with the usual Introitus, "Das
Lelden unsers Herren Jesu Christi, wle uns das besehrei-
bet der heilige Evangeliste Johannes" (The Passion of
Our Lord Jesus Christ, as it was written by the holy
Evangelist John). The plan of this chorus is the usuals:
slower movement throughout the first phrase of the text,
"Das Leiden unsers Herren Jesu Christin®, with elghth note
movement introduced in the next phrase and continuing
throughout the remainder of the chorus. However, this
opening chorus is very much more extended than those of
the other Passion settings, with a great meny repetitions
of the words M"der heilige Evangeliste Joharmes". The
repetition of this phrase 1s extended over nineteen bars
of & thirty-five bar chorus. The reason for this is
probably the importance of the Evangelist, St. John'ts
Gospel being the most complete of the four, and his
Passion account especlally complete. For thils reazson
hls name merits more consideration in a musical setting.

In the recitative following the first chorus the
scene of the soldiers coming for Christ in the Garden of
Ollves 1s enacted. Christ says "Wen suchet ihr?" (Whom
seek ye?)., The melody to these words is the first with
more than one note to a syllable in the recitative section

of this work. And later on when Jesus repeats these same
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words, the melody is repeated to them exactly as it was

given the first time.
. i

Wen Sv-~-chat byl

JeEsvs

Following the second gquestlon of Christ, and the
answer of the Jews, the tessitura carrying Jesus! answer
In the recitative rises, as though He were becoming

rather impatlent with the group come te take Him prisoner.

-
Jesus l A — o

Lch hab ¢s euch qe-saqt, dass ichs  sei,

As Jesus is bound, the musical line winds around
the domipant of the Phryglan mode, as though it, too,
were being bound.

e
EvansepisT -

bun~ ~ - den thn,

At this polnt alse, should be noted the setting
gilven often to the word "Hohenpriester" (high priests).
The first syllable of this word is often on & higher
pltech than the following syllables, it being the begin-
ing of the section of the word meaning "high®". These
techniques show to what infinite petience Schlitz went in
attempting to portray the text with the utmost faithful-
ness, usually using a device which was more closely
assoclated with the madrigal,

As Jesus answers the high priest by asking him why
He 1s belng questioned, a melodic iine with no other

parallel 1In this work is used. It dwells entirely on
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the chord denoting the tonallity of the composition.
e w— 2
Jesvs =& S—  S——

w2 Svaqstdv mich dav-um, $ra-qe die day -vm,

Now follows a chorus in which a number of the people

standing around a fire warming themselves accuse Peter

of being one of Christ's disciples. Here the sequence

of the voices entering rises from the bottom to the top
of the chorus, viz.: Dbassus, tenor, altus, cantus.: This
sequence of volce entry is used quite often 1n this
passion, it being present at the beginning of no less
than five of the sixteen choruses in this work. It is
not so prominent in any of the other Passions, in fact 1s
used only once in the previous two works which have been
considered. In the chorus under considsration, "Bist

du nicht seiner JUnger einer?® (Are you not also one of
His disciples?), its use is especlally effective, since

the first two notes of each voice entering represent an

octave skip, and as each successive voice enters it beglns
below where the previous volce 1s at that time singing,
g0 that there 1s a constant overlapping.

As Peter denies he is one of Christ's followers,

: his voice rises vehemently.

Perer = fo-_—_.:

Teh  bins  nickt.
Here the crowing of the cock after Peter's denial
is represented in a slightly different fashlon, not by

merely a rising lins.
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Und q1~se bald kyd ~~- pet der Mahn.

The chorus "Wire dieser nicht.ein'ﬁbelt&ter"ﬂ(Were
this man not an evildoer) 1s again distinguished by the
use of the very square cut, rhythmic imitations on the
first phrase of the words "Wir hitten dir ihn nicht,

Uber antwortet" (We would not have brought Him here),

and a very long florid phrase on the word "antwortet™.

All this writing represents the ignorance and stupldity
with which the Jews were acting.

The chorus "wir dlffen niemand t8ten® (We dare put
no man to death) is set in a very simple style, with
hardly any dissonance and a lack of rhythmic variety.

In the first sentence following this chorus, the
Evangelist says "Auf dass erflillet wlirde das wort Jesu,
welches er saget, da er deutet, welches Todes er sterben
whrde." (That so might be fulfilled the word of Jesus,
which He had spoken, signifying by what manner of death

He shall die.) Here the phrase "welches Todes er sterben
wlrde" is set in a tessitura noticeably lower than that

of the remsinder of the sentence, and on the work "sterben®
there are two notes to each syllable. This 13 another ex-

emple of the close relationship of music and text.
-
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wel-ches To-des ey stey-~-ben wiv-de,
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As Pilate speaks to Jesus and asks Him if He 1is truly

a king, Christ answers, "Du sagest es, ich bin ein K8nig"
(You have saild it, I am a King). Schiltz gives the words
"Du sagest es" a setting denoting finality, as though a
question were settled once and for all; while the words
"Ich bin ein KGnig" are sung with a triumphant kingliness,
very much In contrast to the preceding phrase.

Jesys = — e —

Du sa-gest €5, ith bip ein K&~ nig,

After Pllate has asked the mob if he should release
Jesus, they all cry "Nicht diesen, sondern Barrabam" (Not
this men, but Barrabas). The setting of these words places
the emphasis on "sondern Barrabam". These two words are
repeated in imitation many times, giving the effect of a
large group shouting them.

When the Evangelist speaks of the soldiers plaiting

2 crown of thorns on the head of Christ, the musical line
suggests this crowning. This same technigue 1g used in

the following recitative whenever the crown of thorns is

mentioned.

e e e
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Und set-ten sre avg sein  Hawpt

Then as the gsoldlers mock Jesus¢, a phrase very apt

for representing this is used.

I Y I o [~
CanTS : o et b~ s v e
lie-bey Ju-den lcg-niy, lie-ber jy-dey k&-niq)

It begins in the cantus and 1s imitated a beat later by
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the altus, and 30 on down tarough the remaining voices of
the chorus. Thls mocking figure is very effective, and
another use of a very similar figure for a similarp purpose
will be seen in a later chorus.

Just before the Jews cry out for Christ's crucifixion,
the words of the Evangelist "Schrieen sie und sprachent
(They cried out and sald) are given what almost amounts
to a2 melismatic treatment, which sets the situation for
the dramatic chorus %to follow.

; = [
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Schrie-—en  sje und Sprach-en:

The chorus in which the assembled multitude ery out
for the crucifixion of Jesus is exactly apt to the situa-
tlon. It is short and the text consists only of the
words "Kreuzige imn" (Cruclfy Him). The first gyllable
of the first worfl extends over three and one-half measures
of the 3/1 meter in which this chorus is written. The
closing of this chorus 1s especially noteworthy. The
actual final cadence is Phrygilan, (the only one of its
kind in this work, even though the tonality is Phrygian)
and the final cadence actually takes place four measures
before the close of the chorus. The final four measures
are an extenslon consistlng harmonieally of the tonic
chord alternating with a subdominsnt embellishing 6/4
chord, while throughout these measures the tonic note is
held in the bass. The effect of this extension is further

enhanced by the tempc marking "prestissimo®, one of the
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few such markings Schlitz has given in these works. This
menner of cloging the chorus glves the effect of a sudden,
very violent insistence on the part of the crowd that the
erucifixion of Christ not be delayed any longer.

In the chorus which follows a short section of
recitative, the Jews say "Wir haben ein Gesetze" (We
have a law). Here again the subject for imitation is
rather uninspired, portraying the lgnorance of the people
in following the lead of their high priests and elders
on this point, This ehorug ends with no third in the
final chord, another device which was often associated by
Schutz with the same idea. Also in this chorus we find 2
deviation from the usual volces used in this work. Here
the four volces are altus, tenor I, tenor II and bassus.
This is the only instance of this usage in the entire
work. Just what purpose it serves here is not readily
apparent. Perhaps it was meant to imply that these were
the men of the Jews who were saying these words, since
the text is speakling of the Jewlsh law.

The Jews answer Pilate in the next chorus, "Li¥ssest
du diesen les™ (If you let this man go) and remind him
of his friendship wlth Caesar. This chorus 1s very in-
sistent in its rhythm, just as the Jews were very insis-
tent at this point. The bass line in the closing measures
is reminlscent of an earlier chorus, also of the Jews--
nwire dieser nicht ein Ubeltdfert (Was this man not an

evildoer). This chorus again avolds the complete chord
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~at 1ts close.

As the Jews ery in the following chorus "Weg, weg mit
dem, kreuzlge ihn" (Away, away with Him, crueify Him),
the word "Weg® repeated so often sounds as though they
might be striking Jesus with a whip. Here again at the
close of this chorus we have an increase in the tempo,
indicated by the marking "presto", portraying the insis-
tence on "Kreuzige ihn" (Crucify Him).

The high priests now affirm their allegiance to
Caesar alone, in the chorus "Wir haben keinen Kgnig denn
den Kaiser" (We have no King except Caesar). Here the
points of imitation come closer and closer together as
the chorus progresses, and as the heat of the high
priests! affirmations grows in intensity.

Christ 1Is now led away to be crucified. And as the
Evangelist tells of the actual crucifixion of Jesus, the
long, falling, melismatic line of the recitative is tear-
drenched and grief-stricken.

Evanceust 8 o gy -
9
All-dakyev~ - — —— . __2i¢-Ten Si€— —-ihn,

Note the inscription placed above the head of Christ

on the cross: "Jesus von Nazareth, der Juden K8nig"
(Tesus of Nazareth, King of the Jews). It is given in
stark simplicity, except for the notes above the word

nKBnig®, and these form a crown. o :
TNy
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Je —sus von Na-zz-veth, dar Ju-den Kg-~~--- nig.
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The words of the high priests, "Schreibe nicht der

Juden KBnig, sondern, dass er gesagt habe; Ich bin der
Juden K8nig" (Write not King of the Jews, rather that He
sald: I am the King of the Jews) are set in a most
interesting fashion. The cantus and altus begin the
chorus together with a subject in eighth notes. They are
imitated by the tenor and bassus, the tenor having the
same melody as the cantus, and the bassus having the same
melody as the altus. The next interesting device ig used
on the words "Ich bin der Juden X8nig". This text covers
fifteen measures, and while three voices are singing the
words in imitative fashion in eighth notes, the fourth
volce sings the same text in the longer whole and half
notes. The cantus part first has the text in sustained
melody, after which it switches to the altus. The chorus
ends with the altus holding its final note for four
measures. Golng back to the eighth note figure which the
other three volces are singing at this time, there is a
very close resemblance between it and that figure with
which the chorus began. And also there is a close resem-
blance between i1t and the subject of the chorus "Sei
gegrlisset” (Hail to Thee), given when the soldiers are
mocking Jesus.

The soldiers decide to cast lots over the cloak of
Jesus. In the chorus "Lasset uns den nicht zuteilen"
(Let us not divide it), the hocket device is used on

the word "wess" (whose). This 1s probably meant to be
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& further mockery of Christ. Although the hocket 15 not
used to a great extent in this work, Schlitz was partial
to 1t In some of his other Passions. In the St. Matthew
setting a memorable use of 1t is made in = chorus given
to the soldiers who are then mocking Christ, having
crowned Him with thorns, placed a reed in His hand as a
scepter, and covered Him with a8 purple cloak. This is
the chorus "Gegrusset seist du" (Hail to Thee).

Christ is now about to die on the cross. Schlitz
set Hils last two words on the cross to exactly the same

melody. The words are: "Mich dllrstet" (I thirst),

Jesvs

Mich diy~~——-~ - - —gtet,
and "Es ist vollbracht" (It is finished).

-t — _

JESUS

Es ist vall = - ~ byacht.
Note the small rise and fall of this melody, &s though

the entire strength of a dying man were belng required
for 1ts execution--yet it rises only a major third
diatonically and lmmediately falls back to the point from
which It began.

The slow and expressive words of the Evangelist

describe the death of Jesus.

N
EvanegtisT S — . — =

N

ol .

Und  nel-—qet das Haupt, Und  ver--.schied.
What grester expression of poignant sorrow could music

give than that of the Phryglan close to thils final phrase?
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Indeed, the music explires here Just as Christ has done on
the eross for all mankind.

The closing chorus (Beschluss) is taken from an old
chorale "Christus der uns sellg macht" (Christ who has
saved us), whose words and melody were written by Michael
Welsse In 1531. Here only the eighth, add last, stanza
of the chorale is used. It begins with the words "0 hilf
Christe, Gottes Somln" (Help us, Christ, Cod's Son).

This closing chorus 1s much simpler and more dignified
than those of the other Passions, truly in keeping with
the solemnity of Good Friday, the day on whiech this work
was meant to be performed. There is 1lilttle variety in
rhythm here. Occaslonally the technique of playing the
upper two volces against the lower two reminds one of
the closing of the St. Matthew Passion. However, the
harmenic treatment here is very conservative. The final
cadence of this work 1s, however, not as conclusive as
one might expect on this, the finzl Passion of the
groups The final cadehce is plagal, and the steady
tempo does not slacken even in the measure preceding
the final one. At first thought this might seem a
paradoxlcal ending, but to the Christian the burisal of
Christ on Good Friday evening does not represent a final
ending, but only a prelude to glorious Resurrection on

Easter Sunday morning.




64
POSTLUDE

Before leaving these three Passion settings which are
definitely known to have been composed by Schfitz, a few
comnents of comparison are in order.

The tonality of the individual Psassions seems to be
quite lmportant. The Phrygian tonality, which can be used
so expressively, 1s reserved for the Passion to be per-
formed on the most solemn of the days of Holy Week--the S5t.
John, done on Good Friday. The Dorian tonality is used in
the St. Matthew setting, which is more drasmatic in character
than the other two. This Passion is meant to be given on
Palm Sunday, also a very ilmportant day, and, while its
tonality is capable of expressing grief, yet it 1is more apt
at expressing the dramatic situvation when this is demanded.
Strong cadences are possible in this tonallity, and not as
easily done in the Phrygian, for example. St. Luke's
Passion, which gives only the bare essentials of the story,
is set In the brighter, milder, Lydlan tonality. The pathas
in this text is not as deep. It does not contain the
phileosophizing of the St. John, nor as much of the dramatic
as the 5t. Matthew. Thus a brighter tonality is wmore
appropriate.

Following along this same line of thought will make
clear the use of dissonance. St. Matthew is the most
dissonant simply because the dramatic text demands more

of thils treatment. &t. John ig less dissonant because the
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.text is often quite reflective and dissonance is not
éssential in treating it.

The great number of short choruses used in St. Matthew
is necessitated by the action. Sometimes these are only
three or four measures long, but their appropriateness is
undenizble. On the other hand, the lack of variety in
musical material, and sometimes the over-extension of
choruses make the St. Luke Passion seem rather static.
This same fate could befall the St. John Passion in the
hands of a less skillful composer. However, in this
version, the musical material is so Interesting that there
is never a static or dull moment.

Other factors also contribute to the weakness of the
St. Luke work. The lack of tonal variety within the work
has already been commented upon in the secticn dealing
speclfically with this Passion. Add to this a lack of
metric variety--all but two of the sixteen different
choruses being in 4/4 meter, and one of these two is in
2/2, while the other remaining is the sole example of a
triple meter in the worky, Also there is a lack of
cadentlal variety. The final cadences of fifteen of the
sixteen choruses are authentic, and without the clever
extensions which Schlitz uses so well in the St. Joun.

This last mentioned Passion, e¢n the other hand, shows
great variety in meter and in cadences, and alsc in the
length of its choruses, another rather static factor in

the St. Luke version. However, part of the weakness
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of the St. Luke Passion stems directly from tne text, which
is not as amenable to musical setting, .

Desplte these comments, the St. Luke work is well .
worth the hearing, and it is to be greatly deplored that
at the present time there is no available recording of it,
geod or bad. There are, however, two recordings ¢f the St.
Matthew Passion available. Each of these has certain fea-
tures about it which are to be comzended and alsa other
features which tend to detract from 1ts value.

The first recording is on the Bach Guild lsabel.

Helmut Koch conducts the combined Berlin Chamber Chorus.
Max Melll sings the words of the Evangelist and Herbert
Rungenhagen the very important role of Jesus. This
recording is notable for the excellent casting of the
sclolsts! roles. No one singer portrays two persons,

even though this second role might be 2 very minor one.
The choice of voices for the varlous roles is truly ad-
mirable. The subtlety with which the two servants, who
accuse Peter of being one of the apostlies, are contrasted——
cne a soprano delivering her line in a calm manner, the
other a contralto with a headlong and impetuous delivery-—
is a wonderful touch of reality.

This attempt =zt reality does not always come off so
well, It is doubtful if Schﬂtz meant to portray Judas
as a fool when he wrote his lines in the range of the
alto voice. Although it is more realistic to have these

lines sung by a male volce, they seem to be devoid of any
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virile quality in this recording. Even though Judas was a
betrayer, he had mere masculinity than is here aseribed to
him. Phrases like "Ich hatte lbel gethan" (I have done an
evil thing) sound simply ridiculous as sung here by this
light, colorless tenor voice. And such touches as the
sololst's singing sharp a whole tone at the close of the
phrase "Gegrlsset siest du, Rabbi"™ (Hail to thee, Master)
are not cdnducive tc & warm reception of this innovation.

The worst and most glaring fault of this recording
is the slow pacing adopted for the performance. Dr.

Fritz Steln believes that the entire performance of this
work should last from 55 to 60 minutes. This performance
takes three sides of long playing Tecords to complete,

and lasts approximately 90 minutes. Choruses such as
"Sein Blut komme Eber uns® (His blood come upon us)--which
1s taken at entirely too slow a tempo for the dramatic
situation in which 1t occurs--contribute to this length.
But the main fault lies in the delivery of the reclitative,
which appreoaches very.near to the point of being entirely
statioﬁary at times.

This 1s neot the only fault of the recitative. There
is a certain amount of out-of-tune singing done by all
sololsts concerned. Occasionally the Evangelist sings in
& Very rough manner entirely uncalled for by the text.
Furthermore, while it may be necessary to do a certaln
amount of tuning voices during recitative sections by

giving musical cues as a soloilst is about to begin singing,
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the obvious manner in which this is done 1s quite annoying
at times.

Another example of the unmusical manner in which the
soloists sometimes sing is to be found in the words of the
two false witnesses. Why must each note of & long melis-

mztlec passage on one syllable be articulated in the follow-

ing manher?: — é:;h““;
1 1
Tenor1l : - T

bao ~ hd-;!m---—ha-ha--bau-en-

The soclolsts are not the only ones who have trouble
staying in tune. The chorus has its difficulties, too,
and thls is apparent in the final teonic chords of the
choruses "Er ist des Todes Schuldig" (He 1s guilty of
death) and "Barrabam" (Barrabas). In each case the low
Bb root in the bass is sharp. These two choruses are the
only ones which end with the Bb chord in thls spacing,
and why the basges choose this note on which to sing
sharp 1s a point impossible to determine.

Throughout the work the conductor gives guite a
romanticized interpretation of the choruses, with large
erescendo and diminuendo effects. Occasionally this is
telling, but often it sounds simply overdone. Cases which
polnt this up are to be found at the close of the chorus
"Bin ichs?" (Is 1t I?), at which place there is a studied
diminvendo, not at all in keeping with the nature of the
chorus and its dramatic situvation. Aneother case is at the

close of the chorus "Es taug nicht, dass wir sie in den
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Gotteskasten legen, denn 1ist Blutgeld®™ (It is not lawful
that we put them in the treasury, they are the price of
blood). The closing phrase "demn es ist Blutgeld" is
suddenly In a very slow tempo and very soft dynamically
until the closing chord, upon which a great crescendo
with a sudden cut-off 1s taken. The Justificstion for
this procedure should indeed be interesting. Another
example of misplaced drametic emphasis is so glaring as
to cry for mention. This is the low dynamic level of the
chorus "Der rufet den Elias™ (He calls for Elias),

The second recording of thé St. Matthew Passion 1s
put out by Renalssance records. Hans Grischkat is the
conductor and the choruses are sung by the Stuttgart
Choral Soclety. The tenor Claus Stemann sings the part
of the Evangelist, and Bruno Mueller is the bass who sings
Christ's words. Boath these soloists have unusually rich
volces. Mr. Mueller, the bass, especially uses his to
its best advantage and gives an uutstaﬁding performance.

This recording, however, does not have the dramstic
truth of the Bach Gulld release. Besides the soloists
mentioned, only two other solo volces are used--a mezzo-
soprano and a tenor. The mezzo-soprano sings no less than
four minor roles. This defect in the recording is
especially noticeable at one point. The Evangelist has
Just finished the words preceding those of the two false
witnesses. Then the same tenor who has Just sung these

words acts as the voice of the first false witness heard.




PR

70
This quick transition of character 1s most confusing and
unbelievable.

The pacing of the performance here is entirely satis-
factory, covering two sides of a long playing record, or
being approximately 60 minutes in length.

The difficulties in intonation are not as apparent
anywhere in this recording as in the other performance
reviewed. The choruses are handled adequately in a
stralghtforward manner.

The 8t. John Passion is also recorded by Renaissance
with the same group who made their St. Matthéw recording.
Because of the more reflective and less dramatic nature
of thils text, the element of dramatic truth does not assume
the importance here that it did in the St. Matthew version.
This may be the reason for the performance being slightly
superior to that of the St. Matthew. Whatever the reason,
this 1s truly a sympathetic interpretation of a musical

masterplece.
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CHAPTER THREE

CONCERNING THE AUTHENTICITY
OF THE ST. MARK PASSION ATTRIBUTED TO SCHUTZ

Whether the St. Mark Passion was written by Schiltz
or not was a subject of considerable doubt for a long
while. Philipp Spitta apparently settled the guestion
with his declaration that the St. Mark Passion attributed
to Schfltz was a spurious work.l Here we will examine
wlth some thoroughness the evidence for and against his
conclusions.

The St. Mark account is the shortest of the four
Passions. It uses as its text chapters fourteen and
fifteen of this Evangelist's Gospel.

The musical line of the recitative of this work is
quite different from that of the other three Passions.
It is very near to that of the old Passlon tones. A
comparison of these two examples with the chart of the
Passion tones as glven in Chapter One will make this

¢clesr.
- i meipemrp——————
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Und er sand-te sei-ner Jin-ger zwe-en und sprach zy ih----nen:
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1. Spitte, Pnilipp. Heinrich Schlitz Simmtliche Werke.
Vol. 1. pp. xx-xxi.
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While 1t 1is true that the S8t. Mark Passion does have
this different type of recitative, perhaps there 1s a
reason for the treatment, This Passion is sung on the
least. important day of Holy Week, on Tuesday. There
would be no reason to give 1t a more elahborate treatment.
The unadorned Passlion tones would suffice. Also the
whole work sSeems to betray a carelessness in the manner
in which 1t 12 put together--choruses having a forward
locking harmenic treatment being combined with the old
Passlon tones of the recltative. Perhaps the foregoing
reason would account for thls combination slse.

This setting is in the Lydisn mode. There 1s not a
single chorus which deviates from this mode. Also there
is singularly little varlety in the final cadences, which
are Invariably authentic with but two exceptions, and
these two cadences are plagal.

Turning to the chorusses themselves, we find that
the Introltus does not use the same text as that of the
other Passions. The text in these is "Das Leilden umsers
Herren Jesu Christi, wie es uns" (or "wie uns das")
"beschreibet der heilige Evangelista Matthaus (Lucas,
Johannes)", In the St. Mark Passion the verslion used is
"Das Leiden unsgers Herren Jesu Christl, wie es uns Sanct
Marcus beschreibet" (The Passion of Our Lord Jesus Christ,
as 1t 1s written by St. Mark). We also see that this
chorus does not present a gquickening in movement on the

second phrase of the text, i.e. "wle es uns Sanct Marcus
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beschreibet“. The same style of writing is used through-
out.

The chorus of high priests and seribes sayving "Ja
nicht auf das Fest" (Not on the feast day) is very
different from the same chorus as presented in the St.
Matthew version. In the St. Mark setting the first
phrase is given one musical line, while in the St.
Matthew the Imitstion extends only to the first two
words, "Ja nicht", after which there is & rest. This
subJect being imitated In the various voices gives s
hocket-1lke effect which 15 entirely missing in the St.
Mark setting.

In the chorus of Jesus' disciples "Was soll doch
dieser Unrath" (For what purpose is this waste) there is
no imitative beginning. 41l four voices begin together.
Thls 1s a highly unusual procedure with Sehfitz, but it
is not the only unusval technique shown in this chorus.
The first phrase of the chorus ends on the weak part of
& beat--a feminine ending. This i1s never found anywhere
in the other Passions. And the final two chords of this
first example present a progression not found previously
elther--that of the dominant seventh in third inversion

progressing to a tonlc in first inversion.
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This 1s quite common in this work. In fact, further on

In this same chorus a dominant seventh in third inversion
1s used as an embellishing chord to the IVg.

The chorus in which the disciples say "Wo willt du,
dass wir hingehen und bereiten?" (Where wilt thou, that
we shall go and prepare it?) is notable for the long
melisma in elghth notes on the second syllable of the
word "bereiten". Long melismas are usually avoided by
Schﬁtz, and are never used elsewhere in a-subject at the
beginning of a chorus. A very striking example of a
melisma of this nature will be given later.

Another example of a technique which is not typical
of Schlitz is given in the chorus of the false witnesses
"Wir haben geh8ret" (We have heard). Here there is a
change of tempo within the chorus. The 4/4 meter with
which it begins lasts only five measures, and the re-
maeinder of this guite lengthy chorus is in 3/2 meter.

Here there is alsc a progression in consecutive tenths
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_between two voices. The tenths in the tenor and bass
follow throughout the exasuwple, while the cantus and sltus

progress 1n thirds.
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The chorus of mockery, "Weis sage uns" (Prophesy
unto us), gives the example of a long melismatic treat-
ment to the subject for imlitetion to which reference

has heen previously made.

s P R et

Later on in this chorus there is an example of faux-
bourdon which 1s umparalleled in the work of Schiitz.

This technique was never used by him:
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The chorus which follows, "Wahrlich, du bist der
einer” (Truly, you are the one) provides us with several
examples which would seem to indicate that this work was
not written by Schlltz. The angular subject for imitation
with its skips of a fourth and ending in a syncopation‘is
not met with any. other place in his works.

Awoﬁ‘_{_}.' Lt
duv bist der ¢l — == 0 — = - - . ney

Here also 1s an example of a dissonance left unresolved.
The ninth in the tenor of the following example is not
resolved in the tenor voice, or in any other volce eilther.
The 47 which should be its resolution is not present in
the final tonic¢ chord.
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A few measures further on in this same chorus we find =z

6/4 chord resolved in an unusual way, essentially by

means of a double embellishing appoglatura before the

chord of resclution. @ _
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In the very expressive chorus "Kreuzige ihn" (Crucify
Him) there is a constant chromaticism. The pattern used

in the bass 1s pecullar to this voice. In the exaniple

given of the beginning of the chorus, note the entrance

of the altus on a dissonance. The chord of resolution
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suggested by the bass pattern is a Bb 6/4 chord. This
treatment of dissonance is much freer than any allowed by
Schlitz in the other Passions. The pattern is followed

throughout the ecneorus.

Cantus %’C
Acrvs ER'__J‘
fong aE%quB

Bassus Dttt

The crowning collectien of techniques which are not
typical of Schlitz comes at the end of this chorus. The
example which follows shows a V; chord in the first
measure resolved only in the upper twe volces. The bass
is very strikingly left unresolved, In the second
measure there is a complete diminished seventh, a chord
impossible to find in any of the other Passions. Then
on the final tonle chord the resolution of the dissonant
tone 1n the cantus after all the other volces have
already arrived at the coneluding teniec is not typical
Sehlitz writing.
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Occasionally one may find the voices treated in pairs
in the other Passions. In the chorus "Cegrlisset seist du"
(Hail to Thee) the subjJect is given out in thirds by the
bass and tenor, and is imitated in thirds by the altus and
cantus. In other works Schfitz has always used this treat-
ment in thirds within a chorus, never at the beginning.
The Beschluss of the St. Matthew Passion is a good ex-
ample. But this chorus represents the furthest harmonic
advance shown by Schfitz.

A syncopated beginning to a chorus would hardly seem
to be appropriate to the conservative style of the con-
poser. Yet this 1Is exactly the manner in which the chorus
"Pfui dich, wie feiln zubrichst du den Tempel" (Ha, hal
Thou who destroyest the temple) begins. There is alse a

feminine ending to the first phrase.
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Examples of word peinting are rather scarce in this work;
however, in this chorus there is a portrayal of the words
"und steig herab, (vom Kreuz)" (and come down [from the

eross]) by a falling musical line.
—
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Canros

und  steig her---ab,
The beginning of the chorus of high priests and scribes
"Er hat andern geholfen" (He has helped others) is of the
imitative type common with Schlitz. However, a little later

In the chorus there 1s a striking passage, here reproduced.
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The lower two volces moving in thirds in gquicker motion
while the upper volces have sustained notes is a technique
different from anything used heretofore. Notice the super-
tonlc seventh in the first inversion at the beginning of
the second measure of this example. It is impossible to
find one single example of this chord in all of the

other three works, while it iIs not at all uvnususl in this
Passgion.

There are but two places in the recitative of this
worK where the melodic line shows any degree of expressive-
ness. One is the cry from the cross "&li, Eli, lama
asabthani?" (My God, My God, why have You forsaken Me?).
Compare thls setting from the St. Mark Passion with that

used in the old Passion tones as gilven in Chapter One.
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The chorus which now followsg "Siehe, er rufet den
Elias" (Hear, He calls for Elias) is unique 1in two ways.
It is the only chorus in which the pecple who are supposed
to speak the words are not indicated in the heading of the
ehorus. The words sre obviously spoken by the bystanders
at the foot of the cross, but there is no such indication.
There is no way of knowing if this 1s the manner in which
the cheorus is indicated in the Grundlg MS. At any rate,
Spltta omits any mentiocn of who is singing the chorus,

and makes no further comment about the fact, Also this is

the only chorus to have & gquarter ncte as the dyration




of the final tonic chord. Usually the final chord is
dwelt upon for some length of time as compared with the
movement of the remainder of the chorus, but here the
sound ends quite abruptly.

As Christ bows His head and dles, we find the other
example of a slightly more florid treatment in the

recitative,

oc . ~
EvanceLsT pon ——— —— —— —
A-ber Je-sus Schrei [aut ved  ver-schiad,

The words of the centurion "Wahrlich, dieser Mensch
1st Gottes Schn gewesen" (Truly, this was the Son of

‘God) are given importance by being notably exempted from

the usual Passion tone formula.

?i Centurion s — r— e . X —
: I—--—.—!_

I Wahr-lich, die-ser Mensch ist Got-~tes Sohn ge-we-sen.

The chorus used as Beschluss 1s also not the usual
type. Concerning this chorus Spitte says:l

E | "Auch darin erscheint sie alterthiim—

F | lich, dass am Schluss noch dle alte 'Gratiarum
actio! steht, wlhrend in_den andern Passionen
zu Texten der Schluss-ch8re Strophen kirchlicher
Lieder versendet werden.m

(Also therein its antiqueness shows in that
as final chorus the old. - "Cratiarum actio" stands,
while In the other Passions stanzes of church songs
1 are employed te become the text of the closing
il chorus.

The "Gratiarum actio® here referred to is a simple

statement of thanksgiving to God for the redemption of
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l. Spitta, Pnilipp. Heinrich Schlitz S#mmtliche Werke.
Vol., I. p. XxX. -
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man through the suffering and death of Jesus on the cross.

Spitta has made some further comments on this Paggsion.
With regard to the recitative, he says:l "In dlesem
Betracht verharrt die Marcus-Passion auf einem Standpunkt,
welchen Schiitz schon 1623 mit der Auferstehungs-historie
aufgegeben hatte." (In this respect the St. Mark Passion
perseveres in a point of view which Schlitz had already
abandoned with the Resurrection story in 1423.) This is
quite true, since there is a great similarity between the
recitatives of these two works. But the similarity stems
from their relationship to the old Passion tones, and this
Spitta does not mention. These Passion tones Were CoOmmon
knowledge among church musicians and formed the basis of
Passion music until only about fifty years before Schutz's
writing.

Rudolf Gerber has referred to the combination of the
older recitative style with the newer style in the
choruses, Regarding the composer of the work he makes the
point that "One very familiar with Schiltz's style has
put together a musical monster.m?

The difference in the style of writing in the choruses
of the St. Mark Passion as compared with the Passions of
Matthew, Luke and John 1s even greater than the difference
in the style of the recltatives. The evidence pointing
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1. Spitta, Philipp. Heinrich Schltz Slmmtliche Werke.
Vol. I. p. xx,

2. Gerber, Rudolf. Das Passionsrezitativ bei Heinrich
senfitz, p. 179.
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to a composer other than Sehlitz for the St. Mark work is
too great to lgnore, cr dismiss as inconclusive. In the
three works definitely composed by him, he shows- the
carefulness, the conslstency of workmanship which must
have been a part of his artistic ideals. The 8t. Mark
Passion does not display these traits. It 1s quite evi-
dent from the mass of evldence which we have accumulated
that the composer of the St. Mark setting must have heen.
some cne other than Schiitz.
Just who this perscn could have been is an interest-
ing subject for speculation. In this regard Spitta says:l

Fs ist etwa Kuhnaus Art; bel sller Innigkeit
hat Schutzens Empfindungs-Ausdruck doch stets etwas
Rraft—und-Hoheitvolles, guch eine gewisse Herbig-
keit, wnd verrath zudem Uberall noch den Zusammen-
hang wit der Xunst des 16. Jahrhunderts, was alles
man in der Figuraimusik der Marcus-Passion vergeb-
lich sueht. JIch sage nicht gass Kuhnau, und kein
andrer, der Compenist sein musste.m

(This 1s_perhaps Kuhnau's style; with all
sincerity Schltz had a sensitive nature, showing
however some strength and nobleness, with a
certain harshness, and disclosing on the whole
a holdover of the art of the 16th century. I do
not say that Kuhnsu, and no other, must bte its
composer, )
The exact reason Spitta has for choosing Xuhnau as the
caomposer of the work is not given,
Spitta also indulges in another speculaticn:l
"Mancher m8chte vielleicht auch an Grundig selbst

denken, zumal sich dessen J. Z. G. unterhalb des Titels
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Vol. I. p. xxi.
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der Marcus-Passion verzeichnet Findet.m (Meny perhaps
might also think of Grundig himself, whose initials
J. Z. G. are found written under the title of the St.
Mark Passion.) Grundig is the coplest who has given
us our earliest complete MS of thne four Passions. His
MS 1s dated 1692. Perhaps Grundig actually was the
composer of the St. Mark Passion, but Spitta doesn't
seem to think he was, because he says he would not
dare to insert his own work between those of z master
such as Schitz.

If the composer was not Grundig, he was probably
some other muslclan assocliated with the Dresden court.
He could perhaps have been somecne like Johann Theile,
who attalned some importance among Passion CORDOSers
with his St, Matthew setting written the year after
Schlitz!s death. After Schutz had composed the Passions
according to Ss. Matthew, Luke and John, it would be
quite understandable that a musical setting of the St.
Mark Passion done in the same manner would be desired
for the court chapel. We have seen that the St. Mark
Passion is sung on what 1s probably the mest unimportant
day of Holy Week. Perhaps SchUtz did not think the
importance of this Passion in the liturgy was sufficlent
to warrant his doing the work on its composition, and
turned 1t over to omne of nis students, or to cne of the
other musiclens in the cholr to compose.

Still another possibility presents itself. Schlltz
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was eighty-one years old when he completed his St. John
Pasgion. Ve do know that he became.deaf toward the end
of his life. Perhaps he had other infirmities also.

It seems a safe conjecture that he may not have possessed
the powers any longer to enable him to complete another
setiing of the Passion, or perhaps he dled before he
began the work.

0f one thing we can be certain--all four of these
Passions were being sung in the Dresden court chapel
at the time Grundig's MS was copled, i.e. 1692. This
will account for the St. Mark Passion being included in

the copylng.

COMPARING THE PASSION TONES AND TBE RECITATIVE
AS USED BY SCHUTZ

By far the greatest share of the text in the Schliitz
Passlon settings is delivered in a type of unaccompanied
recitative. Just how this recitative is related to the
Passlon tones which were used in the chantling of the
Passions during Holy Week is a matter for further clari-
fication.

As has been pointed out in Chapter One, the custom
of chanting the Passions extends back tc the early days
of the Church, and therefore the beginnings of the Passion
tones are lost in the same obscurity which surrounds the

birth of all plain-chant. We dg Xnow that from about the




87
12th century each Passion was divided into three sections,
with the deacon chanting the words of the Evangelist and
all other characters except Christ, whose words were sung
by the priest, and the words of the turba (crowd), sung
by a group of choristers. The style of this chanting was
closely allied to that used for the psalm tones. The
first syllable of a phrase usually began a minor third
below the tenor tone (reciting tone), and skipped or
moved stepwlse vp to the reciting tone. There were
various stereotyped melodic formulas which were used to
form the cadence at the end of a sentence. These varied
according to the type of sentence.

It was from this beginning thst all Passion music,
however elaborate, descended. In the era of Schilta,
the words of the turba were given polyphonic settings,
so they will therefore be eliminated in comparisons of
the recitatives.
In the four Passion settings which we have previously
considered at some length, there are two distinct styles
of writing in the recitative sections. One type, which
bears a close relationship tc the Passion tones, is found
only in the St. Mark Passion. The other type is found in
the remaining three Passions--Ss. Matthew, Luke and John.
Before proceeding with the comparison let me emphasize
the variety in the reeitatives of the Ss. Matthew, Luke and
John Passions. In choosing examples to display the style

in these works it is practically impossible to find truly
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representative ones because of this variety. The reci-
tetive in these works assumes an artistic significance
which up to this time has been unknown to it.

The comparison of a simple declarative sentence as
chanted by the EBvangelist 1s our first consideration.
Here notice that the Passgion tone and the St. Mark setting
are exactly alike, while tinere is variety in the examples
from the remaining three Passions. The only similarity
between sll the examples is the falling of the meledic
line in some manner to close the sentence. But it would
be guite possible to find some examples in the Passions

of 8s. Matthew, Luke and John in which it does not fall.

Passion Tove SpFo—e—s

wit sie Je-sum mit Li-sten qvig-ten und Tad-ten,

ST. MATTHEW &b J_’l’fl:lﬁ

vhd grif--sen [hn.

%‘b’—'—'—L‘—“—.—

der deg ton wir-de,

ST. Luke

ST. Jomw —i—l—t:"—O -

usd mit Waf-4en.

The next comparison deals with declarative sentences

of Christ. Here agaln there is a striking similarity

between the Passion tone and the ending used invariably




in the St. Mark Passion. On the other hand, the examples
given for the other three Passions show no tendency

toward a formula of any sort.

Passion Tone ;ro—O—o—o—-—EIP—oij—q—____
—b- -

tra-de-tor VC LrV-clod gl - = e

Ty

e — X
ST. Marx b L

de-selbst vich-tet fir ums zv.

v c——

ST. MarThew ]i ’

in m3in-¢s Va-tevs Reich.

— A T—————

-=
ST Luke -2 b — =
die twiilf Ge-schlech-ter Ts-ra-el.

o

ST JoHN = e

was ich q@-s4-get ha---pe,

In the Passlon tones and in the St. Mark setting,
questions of Jesus always end with & scale line sweeping
up to the final syllable. In the three settings of
Schfitz which are authentic, the questioning nature of the
sentence 1s not often so apparent. There may be a slight
rise in the melodic line toward the end of the sentence,

but this could not ve said to be necessarily due to its

interrogative form.
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Passion Tone 3

di-x®-~yvunt de wmel

ST Magk T e e e e ey oy ¥y

day-in-nen ich dag O-sterlamm e3-s5¢ mi€ wei-nen Jon-gernl
ey —y

St. Marmmew—1j—
mehy denn aw¥1¥§ Le~gi-on En-qe)1

ST Luke —— =

a -

—

dass dey 2v Ti-sche Sit- - zet 1

STdom Ty

der mir mein Vat-er ge-qa-~--ben hatl

There 1s even greater variety shown in the melodic
line with which the Evangelist precedes the words of Jesus.
Although there is a three-note falling pattern which closes
the 3t. Mark, St. Matthew and St. John examples, this is
net shown in the Passion tone example. However, it can be

noted that a general sense of closing is always given.
Passion Tone

di-cit Jg-sus dis-gi-pv-lis sU-~~—~--- is:

St. Marx E':.t.—r—‘ =

Ja- sus a-ber sprach:

St Marraew Siae—— Xy =

Sevach €y Zu seéi-nen Jon-qern;

ST, Luke :&b:‘—F—f4_—g

Der Hewr a-bev sprach:

St. Jonw *

Je- sus spricht 2v ih-pen:
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The greatest advance whlch 1s shown 1n the recitative

sections of the Ss. Matthew, Luke and John Passions does

not, however, lie in the clesing formulas which have Just
| been compared. Rather, it lies in the treatment given to
| the interlor section of the sentence. Here the Passion
tones as well as the St. Mark setting do nothing except
recite the syllables of the text on ohne pltch. But Schiitz
in his settings at this point uses a great deal of imagina-
tion Iin fitting to the text = suitable meledic line. If
there i1s pathos to be expressed, cor if a vigorous denial
is to he depicted, he always bends the line In the most
masterly fashion. This has been shewn in numercous ex-
amples given throughout the preceding chapters. Schiltz
shows nhis genius fully as much in his wonderfully
appropriate recitative as he does In his bhest choruses.
The one single example which could be chosen to best
typilfy, in a general way, the different styles of re-
citative writing which have been under consideration is
the cry of Christ from the crose. Here we see strikingly
dlsplayed the close relationship of the Passion tone
setting of this c¢ry to the St. Mark setting, while that
drawn from the 3t. Matthew Passion 1s of a different
nature, but still betraying its ancestry. {(The cry from
the cross does not appear in the St. Luke and S5t. John
accounts.) Note in the St. Matthew version the gradual
rise to one singie climax in the line, and alsc the use

of a chromatlec alteration to enhance the pathos so well

‘ ,i
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displayed by the mode used.

Passton Tone SEHF— v S

+ — o
Emem e —— —— — = —l B e e — =i,
%ﬁtt*_—L._l_._'_'_._H
le-ma Sa~ba~--ethge ———pil
T LE TR L R K g
ST, Ma =% -
—
E---~-- N, E-~--Vi la-ma g-~~---- seb—tha—ni 1

ST HATTHE\V_'—_F—F

E----i, E--=)i, E~==); la~--m8 Zeuom- -~

< -7

oar
i#l._. -

$Ab = =~ = - Cha~ —-pi.
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CHAPTER FOUR

THE PASSION OF OUR LORD JESUS CHRIST
AS A MUSICAL FORM AFTER THE ERA OF SchHUTZ

That the Passion music of Schltz belonged to an era
older than the one in which it was written is a clearly
evident fact. In following out the history of the Passion
form, therefore, it is necessary to take up some develop-

ments which actually preceded Schitz's writing of the

St. Matthew and St. John Passions by some twenty years.

The esrliest examples of this new development are
discovered at Hamburg, then an active center of musical
experiment, Here Thomas Selle wrote & St. John Passion
for six voices, a St. Matthew Passion for ten voices in
1642, and in 1643 a second St. John Passion. This latter
work was elaborately proporticned with a six-veice chorus,
six instrumental parts, a four-voice chorus with organ
(these doing the narrative sections) and an echo chorus of
five voices. There is an elaborate orchestral scheme for
distingulshing the characters by particular accompanying
instruments. He also intersperses in the work two chorales,
set in nine parts, and brings his entire forces together
in a third chorale used as the conclusion.

In 1664, Thomas Strutius in Danzig set St. Matthew's
text and included eight chorales. Four of these were set
as arlas, three as five-part chorales, and one for solog,

chorus, organ and viol. The work used string instruments

i i
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throughout and was divided into four M"Actsh.

This line of development of the Passion attains new
heights in the works of two men at approximately the same
time. Johann Sebastisni of K8nigsberg in 1672 and Johann
Thelle, Kappellmeister at Wolfenblittel in 1673. Both
these composers set the St. Matthew version.

Sebastliani begins his work with zn orchestral intro-
duction of seventeen bars before the five.part chorus
comes in. The words of Christ are accompanied by the
first and second violing as well as the continuo, except
the ery from the cross, which 1Is accompanied only by the
continuoe. J. 8. Bach used this same technigue in his St.
Matthew Passion. In thirteen places Sebastiani direects
that one or more verses of a chorale should be sung,
sometimes as & sclo arla, and sometimes by the congrega-
tion. It 1s also noticeable that these places at which
Sebastlanl has a chorzle sung are exactly the same places
at which Bach introduces arias.

Theliie vse3 an Instrumental accompaniment of two
viola da bracchla, two viola da gamba, continuve and organ
in support of a five-part chorus. He accompanies tﬁe
voice of the Evangelist as well as that of Jesus with
instruments. The four chorales introduced as arias are
for solo veoice accompanied by the continuo. A fifth
chorale is used as a coneluding chorus.

The works of these two composers afford an interesting

comparison between the German and Italian styles of wrlt-
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ing of the time. Thelle was a pupil of Schfitz and uses
a contrapuntal style derived from the older choral way of
writing. Sebastiani, being trained in Italy, had learned
to use block chords in four part harmeny, note against
note.

This line of development leads directly to the works
of Johann Sebastiasn Bach. In fact, in the works of
Sebastiani and Theile we see all the maln features of
Bachts Passions. The difference is cne of degree rather
than form. However, at this point we ¢an only note a few
intermediate links--Friedrich Funck's St. Luke version
in 1683, the St. Matthew setting in 1697 of Johann
Christoph Rothe, and also Passions by Johann Valentin
Meder and Johann Kuhnau (Bach's predecessor at Lelpzig).
We must gpeak of another new development In Passion
music--the Passion oratorio.

In Hamburg about the turn of the 18th century the
shallow Italian opera wss flourishing brilliantly.

There was a popular inclination to dramatize Bible
stories, and in the form of an oratorie, the Passion
succumbed to the taste of the day. The name of Reinhard
Kelser assumes much importance in the early Passlon
oratoric. The first work of this nature was written by
him in 1704 to Christlian Friedrich Hunold-Menantes'! poem
"Der blutige und sterbende Jesus" (The bleeding and
dying Jesus). The composer cast the work in the form of

three cantatas, or "Soliloqula®: the Lamentations of




96
Mary Magdalene, the Tears ¢f Peter, the Love-song of Zlon's
Daughter. The entire elimination of the Bible narrative

&nd the theatrical nature of the music caused some con—

sternation among the clergy of Hamburg. However, this did
not deter its popular acceptance, and it was followed by
similar works.

In this same year, an early work of George Friedrich
Handel's appeared. It was called "Ein kleines Passions
Oratorium” (A small Passion oratorie) and was arranged
from the St. John Gospel by William Postel. It contained
contemplative alrs.

In 1711 Keiser set to music Johamm Ulrieh KBnig's
*Trinen unter dem Kreuze Jesu" (Tears under the crucified
Jesus). In 1712 he made the first setting of the most
popular text the Passion oratorio has had--Barthold
Hinrich Brocke's "Der flir die Shden der Welt gemarterte
und sterbende Jesus" {Jesus martyred and dying for the
gins of the world). About thirty composers besides
Kelser used this text within fifteen years of its appear-
ance. Bach himsgelf borrowed sowme of its lyrics for his
St. John Passion.

Keiser alsc set another poem by K8nig in 1715--

"Der zum tode verurtheilte und gekreuzigte Jesust (Jesus
conderned to death and crucified).

Along with Keiser, the two most important cemposers
of Passion music in Hamburg at this time were Johannes

Mattheson and Georg Phiiipp Telemann. The latter

—
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especlally was a prolifle writer, with no less than forty-
six works dealing with this subject from various points
of view,

The names of some of the other poems used as texts
will suffice to show further tue type of libretto popular
with this school of composers: Johann Georg Seebachls
"Der leldende und sterbende Jesus" (The suffering and
dying Jesus), ancther text of the same title by Johann
Philipp Kafer, Joachlm Beccauts "Heilige Fastenlust,
oder das Leyden und Sterben unseres Heilandes Jesu Christ®
(The holy pleasure of fasting, or the sufferings and death
of Our Leord Jesus'Christ), and Benjamin Neukirech's "Der
welnende Petrus" {The weeping Peter). In the libretto
of this last work stage directions were actually printed
to help the listener to mentally dramatize its episcdes,
Another feature of all these librettos was the comic
element, exemplified by the servant Malthus (whose ear
Peter cut off) and the introduction of a clownish peddler
of ointment.
| Leaving this iine of Passion music for the time, we
come to the climax of the previous type of work--exemplified
by Sebastiani and Theile--in the Passion settings of J. S.
Bach. Although Bach perhaps composed four of five Passions,
only the scores of two and portions of the music of a third
are extant.

The earliest of these was the St. John Passion, written

at C8then and produced at Leipzig on Good Friday in 1723.
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The construction of the libretto 1s attributed to Bach
himself, although he made great borrowings from Brocke.
In this work he has deliberately restored the Bible text.
There is a comparative lack of lyrical material, and
chorales are quite prominent. It is interesting te note
that Bach used the szme chorale in thls work that Schiltz
vsed as Beschluss in his St. John Passion. Schiitz used
the eighth stgﬁggfofn%gé chorale "Christus der uns selig
macht? (Christ who has saved us), words gﬁéﬁé@f&dy by
Michael Weisse, 1531. Bach uses this same chorale twice:
stanze one at the opening of part two, and stanza eight
Just befora the body of Christ is taken down from the
CTOSS.

In 1725 Christian Friedrich Henricl (Picander)
published g Passion poem nflver den leidenden Jesus"®
(Over the suffering Jesus) closely modelled on Brocke's
text, Although Bach prebably set thigs text to music, he
was not satisfied with it. 8o he had Picander prepare a
iibretto under his direction. In 1729 he produced the St.
Matthew Passion, his great masterpiece, and thought by
many to be the finest work in the field of Passion music.
And it is truly one of the musical monuments of all time.

A St. Mark Passion of 1731 is modelled upon this
same literary design as its predecessor. However, 1t is
an inferior work., Only part of the MS exists In Bach's
autograph. |

Here a parallel between the Passions of Bach and

|
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Schlitz must be noted. At the time of writing their re-
spective works, both men used a form which was then
antidue and ocut-of-date, 1In the case of Schﬁtz, although
the use of instruments in the Passion was rather firmly
established at the time, he chose to use the unaccoﬁpanied
chorus with a recltative related to the old Passion tones.
In the case of Bach, wlth the Passion oratorio at the
height of 1its popularity, He wrote a work modeled after
compositions then over fifty years old--the Passions of
Sebastiani and Thelle.

After Bach's death Passion settings followed the lead
of the Passlon oratorio and grew in sentimentality. This
i1s shown in Hasse's "Passions-Oratorium" (Passion Oratorio).
One setting alone 1n Germany has maintained any popularity—-
Graun's "Der Tod Jesu" (The death of Jesus), written in
1755. This was performed every year during Holy Week in
Berllin as the result of a bequest of money, and the
intrinsic merits of the music are the subject of some
dispute.

Other Passion settings may be enumerated. Carl
Phillpp Emenuel Bach wrote Passicons for Hamburg use, in
1787 and 1788. Johann Ernst Bach (a& kinsman of Johann
Sebastlan) composed s "Passionsoratorium® (Passion
oratoric). Other works are Haydn's "Die sieben Worte am
Kreuze" (The seven words on the cross) (1785), Beethoven's

"Christus am 8lbergm (Christ on the Mount of 0lives)

(1803), Spohr's "Des Heilands letzte Stunden® (The Lord's
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final hours) (1835), and Lorenzo Perosi's "La Passione di
Jesu Cristo, secondo San Marco" (The Passion of Jesus
Christ, according to St. Mark) (1897). 1In England may
be mentloned Stainer's "Crucifixion® (1887), Lee Williams!
"Gethgemane™ (1892), and Arthur Somervell's "The Passion

of Christ" (1914).
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BESCHLUSS

In the foregoing pages we have examined the Passion
mwusic of one of the greatest composers to use this form.
He was truly a master in his own right. He cannot be
termed merely a predecessor whose work shows embryonic
characteristics of some greater composer to follow.

The form in which he chose to cast some of his
greatest music did not have the long and distingulshed
history which many other large forms have had. On this
point H. M. Adams says:l "Looking back on the record of
Passion music from the early sixteenth century downwards
to our own day, we see that in spite of its long pedigree
it has never been the favoured child either of the Church,
Catholic or Protestant, or of the composer. Many of +the
greatest of these never turned their minds practically
to this form of art at all, for examples, Taverner,
Palestrina, and later Mozart or Beethoven. And in other
cases, men who had lavished their powers on the daily
services, or the Mass, as, for instance, Byrd, were
content to give the Passion the very slenderest treatment.m

Yet this was no deterrent. In line with the true
spirit of the Baroque compeser, Schiltz made the best
musical use of the forms in which it was demanded of him

- to write, However, one cannot deny that in his Passion

_-____.-_.....,.-_.-...—.__-_.-._—-....,-.._..._.__—-...__.-_--—_._--..-..--..___—-—..._.“_,___—_-..-q.«._.__...

1. Adems, H. M, "Pagsion Music before 172é" (in:
Muslc and Letters, 7:164. July, 192 )
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music especially there must have existed the happy

colncidence of a compuser using a form most suitable to
his technique snd to the thoughts he wished to express.
In these closing works of Schiitz's long career as =z
musician there is music whose aesthetic value 1s as
real today as 1t was at the end of the second third of
the 17th century.
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