Concordia Seminary - Saint Louis

Scholarly Resources from Concordia Seminary

Bachelor of Divinity Concordia Seminary Scholarship
6-1-1956

Instrumental Music from the Golden Age of the Lutheran Heritage

Robert R. Bergt
Concordia Seminary, St. Louis, ir_bergtr@csl.edu

Follow this and additional works at: https://scholar.csl.edu/bdiv

b Part of the Practical Theology Commons

Recommended Citation

Bergt, Robert R., "Instrumental Music from the Golden Age of the Lutheran Heritage" (1956). Bachelor of
Divinity. 515.

https://scholar.csl.edu/bdiv/515

This Thesis is brought to you for free and open access by the Concordia Seminary Scholarship at Scholarly
Resources from Concordia Seminary. It has been accepted for inclusion in Bachelor of Divinity by an authorized
administrator of Scholarly Resources from Concordia Seminary. For more information, please contact
seitzw(@csl.edu.






30
synogogue.2’

The very fact that the Scriptures conjoin song and
instrument in praise of God who has redeemed man, it seems
fitting that we should incorporate the use of instrumental
music per se as a medium of expression in worship of God.
It is true that the 0ld Testament Levitical laws which
command certain usage of this and that instrument in the
Temple service are not binding upon the Christian Worship
fervice today.55 The Christian has freedom from suchllaws
in worship. Yet, we can feel the strength of God's exho;-
tation, It is God-pleasing that man brings the products
of the art of music and lays them before His feet in hum-
ble adoration and praise for all He has given unto us.

411l that we do is to be done sclely to the Glory of Cod.

57ﬁgon Wellesz, A History of Byzantine Music and
Hymnography (London: ~ Oxforad University ress, 19h9§, PPe.
10 {f.

58concordia Triglotta, Die symbolischen Biicher der
evangelische-lutherischen Kirche(St. Louis: Concordia

Publishing House, 1921), p. 90. "Scriptura obrogavit sab=
batum, quae docet omnes ceremonia Hosailcas post revelatum
evangelium omitti posse., Et tamen quia opus erat consti-
tuere certum diem, ut sciret populus, quando convenire
deberet, apparet ecclesiam ei rei destinasse diem domini-
cum, cgui ob hanc quoque causam videtur magis placuisse, ut
haberent homines exemplum Christiannae libertatis, et
scirent nec sabbati nec alterius diei observationem neces-
sariam esse.




CHAPTER IV

A BRIEF SKETCH FROCM APOSTOLIC TIMES
UP TO THE REFORMATION

Few manuscripts and descriptions are extant from the
early centuries regarding music and its development, FPoe-
try, linguistics and music were practiced by musician-
poets. A study of the writings of Aristoxenus, Aristides
wuintilianus' De lusica, Dionysus of Halicarnassus' De

Compositione Verborum, and Plutarch's De Musica will con-

vince us that prosody and metrics belonged to the realm of
musical science.l Ve doknow that music played an important
roll in connection with drama as well. It is learned that

in the theater the aulos, the ancient lHebrew pipe or dulci-

mer, was used:

Music played an important role in the drama, but
we must admit that this role is not very clear.

wWe know that the chorus had vocal functions; it
prefaced scenes and accompanied them. In the
tragedy its original number, twelve, was later
increased to fifteen, while in the comedy its
number rose to twenty-four. e also know that the
individual actors broke into song and that the
aulos played during the action, thereby lending to
the play a melodramatic touch Zin the ancient, not
the modern, sense). The aulos was the only exclu-
sive instrument of the theater; it was never

B

1 1 : ; .
Paul Henry Lang, Music in Western Civilisation (Few
York: W. W. Norton and Company, IfnCe, 1941), ps Je
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employed except singly, and it was never exchanged
for the lyre.

Up to the year 1000 A.D., the instruments of Greece,
flome and LEtruria had little influence upon those developed
on the continent during the lMedieval age. lMost of the in-
filuence was generated from Asia, southeast Byzantium, and
North Africa.3 This, indeed, links Furopean development of
instruments closely to those found in Isrsel, The instru-
ments of Greece and of the Eoman Empire were not at all
original., lMost of these show an oriental background.
Greece, it is said, can lay claim to no national instrument
of her own, but every single one she used was borrowed.%

In passing, the instruments of Greece, Home and Etruria be-
fore 1000 A.D., are: 1l1lyre, harp, lute, zither, pipes, bag-
pipes, cross flute, pan-pipes, organ, trumpets, and idio-
rhones. All of these instruments are borrowed from Asia
Jiinor, Horth Africa, Islam, and the Orient. Those found in
the Germanic countries during the same era show the same
influencing features of the southern Mediterranean lands,
namely, the harp, lyre, monochord, lutes, fiddle, chimes,

horns and trumpets, bagpipe, portative organ, flutes, reed

21bid .

3curt Sachs, The History of Musical Instruments (New
York: W. W. Norton and Company, Inc., 1940), pp. 128 ff.

bibid.
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pipes, drums, and the trumscheit, Evidences for these ine

struments depend largely upon philological and pictorial
sources and interpretation of the same., Most evidence
cones from the Oth to 10th centuries A,D,, with some notes
going as far back as the lst century B.C.s
The Renaissance, 1400 to 1600, is the most frultful
oriod in the development of instruments and instrumental
misic, DBefore 1&00, players usually accompanied singers,

but from this date on instruments became independent of the

13
v

humen voleel.® At first instrumentel style was voeal, but
ity too, began to develop 1ts own demands and forms. Wew
fahlainros replaced the old common notations./ New methods

of scoring for many parts had to be invented, The new sSo=

[

nority of instruments led to much oxperimentation and the
composers discovered that the grouping of certain instru-
ments gave rich timbre to musical sound,

This discovery and freedom of the musical instruments
led to the invention of many new instruments, most of which
disappeared soon after inventiony, nsually because the ime
proctical creation could not be performed., TFor example,

today we know of two families of double-reeded instruments,

SIbide, PPe 261 £f. The fiddle of this era is not as
yet a bowed instrument, It is plucked, The bowing of
stringed instruments occurs about the middle of the 13th
century.

élhlﬁ-s De 297,
71nid.
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the oboes and the bassoons, During this era there were ton
difforent double-reeded families essentially differentiated
by the diameters and formsg of their bore.8

Through the desire to invent, the following instrue
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established whichy in turn, gave rise to compo-
sition and the modern orchestras Orgag regals, recorder,
vno-handed flute, transverse flute, bassoon, rankeis,
rauschpfelfen, cornet (open ranked), trumpet, kettledrums,
clavicherd, spinets and harpsichords, lira da gamba, and
dulece melos, It takes no mind of genius to see the impende
ing value of the lrmvention of these instruments. They,
together with some innovations of the Barogque Iray, formuie
late the backbone of the Bach Orchestra.9 It should be re-
natbered that Je 5, Bach wrote much of his music for the
organ, harpsicherd, and clavichord, These instruments were
either invented during this eray or were to a large extent
verfected during Bach's time. The stringed instruments
were bowed now, and the technique of violin making was
highly skilled, leading up to the fine achievements of two
great violin makers of the 17th century, Guarnerius and
Stradivarius, to mention only two.

It should be montioned that the use of musical

8_1121-.@-9 Pe 298,

9pnilinp Spitta, Joha Sog%ggié? ach, translated dy
Clara Bell and J, Am’FGi%E%EF tlan I%%g%bndons Hovello
!:‘: COQ’ Ltd.’ 1951)’ p’ 303.
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instruments within the chureh, beginning about the 3rd
century, was negligible, The Fathers declared the use of
the psalter, lute, lyre, and zither, otes, 1lligitimate withe
in the church because of the immoral character of the pere
formeres and the theatrical associcstion of the ilnstruments
themselves, Ste. Chrysostonm was very emphatic on this point
and forbade the lay-people to attend any of the degrading
things whleh the theater produced, calling them the products

-

ting lecherous women to the ac-

L PAalPOmend s A 4 » - 2o & B
of "effeminate singers, imita

2 . 3¢ wi @ - :
cormmaniment of flutcs."*J It is in the same tenor that

Clement of Alexandria writes in his Paedogogust

I neonle occupy their time with flutes and psalier-

ies, and cholrs and dances, and Egyptlan clappers

and gsueh amgsements, they beceone disorderly fools and
r’

unscenly and altogether barbarcus. They heat cym-

bals and drums and make a loud neclse on the instru-
ments of decel?t Certainly, such a banquety, it seems
to me, is a tl Let the

o
oatre of drunkenness ¢ o « o
pipe be given back to the shepherds, and the flute
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such instrmmments are to be banished
fron a temperate banquet, being more suitable to
beasts than to meny and Eo the more irrational por-
tion of manitind, Yor we have heard of stages bein%h
charmed by the pope, and when they ari pursued by c
nmuntsman, being lured into the tollsgett

Basil of Caesaroa, Theodoret of Cyrus, and others tried
to prove that mmusical instruments were learned from the

Bgyptians, and that CGod only permitted the use of them in the

(STV RS

-

10u00n Wellesz, A Histeryv of Byganting Musi Lymnge
craphy (London: Oxford University Press, 1o g Ds 0,

Mipides pe 826
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service to put an end to the madness of idolatry.l? One

‘ thing seems certain and that is the Fathers were agreed on

‘ one point: lusic was treated by them not as an aesthetic
but as an ethical problem. Their concept of music was
closely associated with the ideas of the Greek philosophers
who dealt with music: Pythagoreans, Empedocleans, Flato
and his followers, Neo-’ythagoreans, and Beoplatonists.l3

The same philosophy was incorporated into the thinking
of the church-fathers of the Western Church. Liturgical
music was strictly vocal. For a little more than a thou-
sand yesrs, instruments remained quite silent within the
church. At times the zulos was employed in dramatic pro=-
ductions of the church, and this was late in the l3th
century.

The Reformation spirit liberated ecclesiastical policy
so as to incorporate the strings, brass, wood-winds, and
percussion instruments into church practice. The next
chapter shall deal with the Renaissance. e shall see that
the long period of silence due to the supression of the
clergy breaks forth in full clamor together with the new

cxpression of Dr,., Martin Luther. If Christ is to be praised

121pid., p. 83.

13Ibid., pp. 1=06, Here the author developes the
ethical philosophy of music in the Greek culture. He shows
the mathematic structure and concept, The Christians
linked this philosophy cleosely to the pagan traditions of
this philosophy.
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with every thing that hath breath, the inclusion of the
blended sound of instruments adds to the expressicn of

strength and vigor in the music of the ILutheran Reformation.




CHAPTER V
INSTRUMENT AL MUSIC FROM THE GOLDEN AGE

It is with regret that the foregoing areas had to be
treated so briefly. It is not, however, the purpose of this

thesis to prove the existence of this or that instrument on

wm

is of philological and pictorial sources. Again, it

the ba

0

is not to prove the kind, size and shape of instruments of
the Gothic, Renaissance, Baroque, or Classical periods.
This subject has been successfully handled by those well
acquainted with that field. We purpose, rather, to show
that the lleformation period down to Bach's own time pro-
duced a wealth of fine instrumental music for church usage
todaye. It is this fine writing, which is highly reflective
of the Reformation spirit and strength, that has been over-
looked by Protestantism and Lutheranism. If these composi-
tions are used in performance at all, it is generally given
over to the concert stage. Yet, cantatas, motets, instru-
mental interludes, and chorales with instrumental obbligato
were vwritten uniquely for use in the church.

This chapter shall deal specifically with instrumental
music as it supports the vocal literature and presentation
of the Chorale. We shall also devote attention to instru-
mental music per se which is altogether Cod-pleasing in its

construction and content.
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The Burgundian and Franco-Flemish S5chools of writing
had influsnced the German art of composition in many re-
spects at the time of Luther. Contemporaries of Luther
were lsaac, Finck, Stoltzer and Hofhaimer, all stalwarts
from their own day to the present. The schools of France
and the Netherlands were the leaders in vocal technique and
orzan composition. All of the above mentioned composers
wrote with such skill and strength that attention was
quickly turned from these schools to the Cerman technicians,
Concerning this important development Lang says:

In the following decade (1520) the Netherlanders

shared the honors with an ever-growing number of

German composers, until the printing establishment

of George Rhau (or Rhaw) poured out an imposing

nunber of German compositions, leaving the lether-

landers in the minority. But Rhau's patronage of

German musicians had reessons intimately connected

with the historical tendencies of his time (we are

entering the period of the Lutheran movement), as

the sequence of Rhau's publications and Luther's

plans for the execution of his musical reforms show

2 correspondence which cannot be accidental. A

thoroughly trained musician, Rhau became a lecturer

in the fniversity of Leipzig and cantor at S5t,.

Thomas.

Martin Luther stood in the center of this new musical
movement. Not only did he promote the great theological
Leformation but he showed great interest and impetus in the
Cerman musical renaissance as well. Luther was that one

man upon whom the "ultimate fate of German Protestant music

Lpaul Henry Lang, Music in Western Civilization (New
York: W. W. Norton and Company, InCe., 1941}, p. 200.
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depended."® His own writings, his own ability as a tenor
and performer of instruments, the places he frecuented, in-
cluding Erfurt, Torgau, Leipzig, and his never ending ad-
miration for the writings of Josquin des Pres enable us to
say that Luther was well equipped in the field to do some
pioneering.3

For Luther music was a medium of expression and educa-
tion., Lang stresses this didactic purpose of music in
Luther's thinking:

As with all the arts and seciences, he (Luther)

considered music not for its intrinsic value only,

but, like languages, as a means of education to

make youth more receptive to God's Cospel.
Luther was unlike Calvin and Zwingli in the area of arts,
While Calvin ordered a beautiful organ to be destroyed and
the farous organist Hans Kotter deposed, Luther was busy
admiring and using the qualities of music to enhance divine
worship, This violent opposition by some has lasted to the
present, but thanks to Luther many followed in his construc-
tive focotsteps.

The more open-minded followers of Luther realized

that the destruction of music would not promote
the new faith and turned their energy toward its

®Ibid., p. 207.

31bid.

bIpid., p. 208.
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reorzanization rather than its extinction,5
vhile Luther wrote thirty-six chorale texts and two set-
tings of the Liturgy, we know of no instrumental music
which he has penned. This was left up to his faithful fol-
lowers.,

About one hundred years after the Heformation the pro-
lific use of instruments came into its own in the church,.
The Middle and Late Baroque periods (ca. 1630 - 1750} were
highly productive in combining instrumental accompaniment
with the veocal style. The chorale itself received instru-
mental obbligato without development. For example, Johann
Criger has left many two part obbligatos to be played by
any treble Utreich or Blasinstrumente (wind or stringed in-
struments)., Twelve of the more popular settings are:

‘us meines Herzens Grunde

Wach auf mein Herz, und singe
Wie soll ich Dich empfangen

Nun jachzet all, ihr frommen
Komm, Heiliger Geist, Herre Gott
Vom éimmel hoeh da komm ich her
Gelobet seist du, Jesu Christ
Nun komm, der Helden Heiland
Christ lag in Todesbanden
Allein Gott in der Hoh sei Chr
Nun lob, mein Sell, den Herren
Was mein Cott will, das gescheh allzeit®

Johann Crilzer, a famed Lutheran hymn-tune writer, was

5;bid., pe 209. The reason for quoting extensively from

Lang is that, although Homan Cathollec, he is extremely fond
of Luther and takes great pride in using exalting superla=
tives concerning him,

OThese publications are from Birenreiter-Verlag,
Kassel und Basel,
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born in 1598 in Gross-Breese, near Guben. He displays a
fine background and training in which he plumbed the depth
of the hymn and put it to fine musical expression, He at-
tained a rather enviable position as cantor in Berlin in
1624, His skill becomes apparent not only from his hymn-
tunes, but likewise in his employment of the thorough-bass
construction.? Before his day there was a scarcity of hymn
tunes. HNany of the chorales were sung to the same tune,
but he amplified the number of tunes. Dr. Buszin calls
Criger a "most outstanding writer of Chorale tunes,"8
Aside from his writing ability, he is known as a remarkable
musician of his own day.

Before cne can lay Criiger aside, he deserves more men-
tion on the basis of analysis of one of his obbligato treat-
ments, He makes no mention in his preface of what instru-
nents should be used in the playing of these parts. It
simply stands as an obbligato "flir zwei Stimmen." Such is

the case in his treatment of Allein Gott in der HBh sei Ehr.®

At first glance the setting looks extremely simple and hardly

7Philipp Spitta, Johann Sebastian Bach, translated by
Clara Bell and J. A. Fuller=Maitland (London: Novello &
Co., Ltd., 1951), III, pp. 123 ff.

Syalter E. Buszin, Hymnology - The Rise and Develop-

ment of the Chorale (5t. Louis: Concordia iimeo Co., 1949),
Pas. 40, )

9v4llein CGott in der HOh sei Ehr", Kleine Birenreiter-

Ausgabe, 7163 (Kassel und Basel: Barenreiter-Verlag, 1955).
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worth speciasl consideration. In this fact alone Criger ex-
cels bLecause of simplicity. His obbligato is not the ren-
dering of some aimless wandering of a super-melody based
upon the harmonic accompaniment. In both voices of his ob-
bligato Criiger takes the opening phrase of the melody to

Allein Gott in der Hoh sei Lhr, and by inversion of that

melody begins his contrapuntal treatment. Using suspension
and duple~rhythms he adds some strength to the four voice
setting of the Chorale. He treats the text with a theolog-
ical consciousness. The text reads:

Allein Gott in der Hoh sei Ehr

und Dank flr seine Gnade,

darum dasz nun und nimmermehr

uns ruhren kann kein Schade.
is the text reaches its climax in praising God for His grace,
both obbligato parts ascend diatonically to the half cadence
of the first and second strophe. The text continues:

Ein Wohl gefalln CGott an uns hat;

nun ist grosz Fried ohn Unterlasz,

all Fehd hat nun ein Ende.
As the text incorporates the feeling of joy without ceasing,
Cruger inserts a new eighth-note pattern on the syllables
"ist" and "Fried" to bolster musically that joy which has
come to the Christian through Christ. |

Similar remarks can be made about all of Crﬁger's ob-

bligato settings. In his two part offering of Nun komm, der

leiden Heiland he incorporates a dotted eighth followed by

a sixteenth note pattern to express the delight and
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happiness which comes into life with the good news of God's
grace.

The amazing feature is that these settings are extreme-
ly simple when played on the violins, flutes and oboes.
Due to the height of range the playing of these obbligato
parts, as written, would be somewhat difficult for unskil-
led trumpet players. But the suggestion could be made that
for congregational use, especially when it is desirable %o
use trumpets, these parts can easily be put into a more com-
fortable range for the trumpet by lowering the parts one
octave. They lose essentially nothing. lor do the many
settings of Cruger lose any vital inherent worth when used
with English texts.,

Crﬂger should, therefore, be remembered not only for

his unforgetteble hymn-tunes, Jesu meine Freude, and Nun

danket alle Gott, but also for his many two-part obbligate

settings for treble instruments to be used on festive
occasionss

A contemporary of Crliger offered many similar two-part
obbligato settings for congregational usage as well as for
choir renditions. Three of Johann Georg Ebeling's obbli-
gato settings made available by the Blrenreiter-Verlag are:

Christliches Freudenlied - Warum sollt ich mich denn grgmen?

10gi1eine Birenreiter-Auszabe, /3103 (Kassel und Basel:
Birenreiter-Verlag, 1955).
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Abend-Sepen - Der Tap wmit seinem Lichte fleucht hin,ll and

Auf, auf, mein Herz, mit Freuden.l? Ebeling was a well-

known organist, choir director, and hymn-tune writer. For

many of his obbligati he took tunes of other composers,

such as Criliger's Aiuf, auf, mein Herz, mit Freuden, and of=-
fered his own figured bass. This he did when he was the

Berlinischer Hauptkirchen lMusikdirector, Berlin, 1666-67.13

Michael Praetorius, whose original name was Schulz or
Schulze (1571-1621), is a famed composer among the Germans
as well as a noted Lutheran musician, He was born at
Kreuzberg, Thuringia, Feb, 15, 1571, and died at Wolfen-
buttel on the same date as his birth, Feb. 15, 1521, He
wrote one of the most important sources of information from

the 17th century, namely, his Syntagma Musicum.l4 In this

musical treatise Praetorius writes in a rather humorous way
concerning the much discussed mode of using and playing on

keyed instruments., He states that he despised all who even
spoke of methods of playing in real earnest. All that mat-
tered to Praetorius is that the notes were produced clearly

and agreeably to the ear. "It was a matter of indifference

1lipid., /773,

12 .
von dem Chorgesangbuch, Gesitlich Gesaenge fuer 1
bis Stimmen, /080 (Kassel und Basel: Barenreiter-V erlag,

1955 9 Pe 245‘
131pbid., p. 240.

iLang, op. cit., pe 394.
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how this was done, even if it had to be played with the

nose,"15

Ihe number of compositions left by Praetorius is fan-

tastic. His collection, Musae Sioniae, contains 1,244 set-

tings of chorales
part settings) to
especially in his
lucid and graphic

compositions used

for ensembles, ranging from bicinia (two-
quadruple choirs. In his writings,

Syntagma Musicum, Praetorius leaves a most

description of musical instruments and

in his day.16

From the prolific pen of Praetorius come eight Chorale

settings which Fritz Dietrich has arranged for brass choir.l7

Theze eight Chorales are:

Von Gott will ich nicht lassen
Aus meines Herzens Grunde
Vas mein GCott will

In dich

hab ich gehoffet

Der Herr ist mein getreuer Hirt
Heut singt die liebe Christenheit
Wenn wir in hoechsten loeten sein
Ein feste Burg ist unser Gott

If one should hear any or all of these Chorale settings and

read through the scores, there is little doubt that any

opinion can exist

which is contrary to one that is worship-

15spitta, op. cit., IX, 3k.

léLang, op. cit., peo 39%.

17macht Choraele, in Saetzen von Michael Praetorius
engerichtet von Fritz Dietrich--Ausgabe fur kleines Blas-
orchester", Barenreiter Blasmusik, Ba 1395 (Kassel und
Basel: Birenreiter-verlag, 1955)
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ful. These settings as published by Barenreiter call for
the following instrumentation:
Clarinet 1/11 in B
French Horn 1/11 in B
Trumpet 1/11 in B
(or)
Blockfl8ten 1/11
Violin 1/11
Cello 1/11
The harmonies imposed are rich and full. They contain the
strength and vigor of the melodies. They echo every spirit

-l
Cxr

praise and exaltation of the Creator and Redeemer from
iteformation times, The rhythm is free and employs strong
movement, being very fair te the original of Praetorius.
From the "Vorwort"™ we read:

Diese vierstimmigen schlichten S53tze sind zum Spiel-

en ebenso brauchbar wie zum Singen, vor allem aber

fur Blasinstrumente sehr geeignet, it Rucksicht

auf die Stimmungsverhdltnisse der Militirbliser von

heute, wurden die Chorale Nr, 2 bis & einen Ganzton

tiefer gesetzt als das Original.l
These settings make wonderful preludes or postludes for
church services or academic exercises. They are more festive
in character than are they devotional. They could a2lso be
used in accompaniment of congregational singing together with
the organ accompaniment.
One of the most important evidences in support of the

use of musical instruments during this age comes from the pen

181pi4.
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of Michael Praetorius, It iz his elsborate setiing of Yie
schon leuchtet der lMopgenstern. This beloved chorsle of
Philipp licolal (1556-16080), who wrote both the text and the

tune, received a very cclossal setling by Praetorius. The

[ composer indicated in his ocwn self-explanatory title that

| onc o twenty-one and more voices could sing this setting
cdesignod for practical performance, In case of the absence
of this or that voice an instrument could play the missing

| voice, 0Ory agaln, the work could be performed by a single

solo volece singing the tenor (cantus firmus) accompanied by

a, B i ¥ -  —— | 4 - o o
instruments, Praetorius® own remaris are as follows:

PCLYHYITIIA CADUCEATRIX ET PANEGYRICA
Darinnen Triedt, und Frewden - Concert: Inmassen
dieselbe / respective, bey Hayser: Koenig: Churs
und Fuerstlichen zusammenkunfften
Auch sonsten in Fuerstl. und andern feuhrnehmen
Capellen und Kirchen angeordnet: Und mit 1, 24 3,
by 59 69 79 85y 95 10 4 & » 21 un mehr Stimmen
Auff
Chor gerichtet,

Mit Allerdant Musicale in Instrumenten und
Menschen Stimmen auch Trommeten und Heer Paucken
Magizlert und geuebt worden. In welchem etliche
unterschiedenen newe Arten und Manieren der Con-
certat - Music, so bey jeglicher Caution in diew
sen Bass Generali und Continuo (Pro Directore Mu-
sices et Organico, auff Orgeln, Rehahlen, Clavie
zymbel, Lauten und Theorben acaomodiert)
verzeichnet / auch mit S8infonien und Riteornellen
gezieret / zu observieren und in acht zu nehmen
seyn, Durch

M. Py Co (Michael Praetorius Creuzburgaiéis)

Gedruckt zu Wolkenbuettel o o o 1619,

19Prae¥o;1%§ Geistliches Konza "ie sEhﬁg %%gcgtea
der lorsenstern™ g § v'g"c;%ig et % Tnstrumont s, odited an

rele?sed by Hans ¥, Redlich (London, W,1l: DErnst Eulenburg,
Ltde)e



