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“ “_ Supervisééi--ﬁrf Eri;h Schwaﬂdt
. BSTRACT

Johann Cruger (1598-1662) wrote five theoret1ca] treat1ses that

- are. class1f1ed as . 1nstruct1un manua1s These works entitled
Prneaepta Musicae - Practtcae (1625), and an expanded version republ1shed
in '1650 called Quaestwnes Musicae Pmctwae Kurtaer' wzd versf:md—
I'z,cher Untermcht (1625) Synopsw ﬁmswa Contznens (1630) Synapsz.a
; Musica (1654), and Musicae Pmatwae Praeaepta f(éba) dea'l wi th a great.
3 many musical cuncepts prevalent during the seventeenth -century in .
Western Europe. The’ harmun1q concept was being revolutionized at this. -
time, and ﬁrnger's manuals give concise éxplanatiqns and understandable
h music&l exémp]es of this issue. ‘ "
The study is divfded into six major sqctions( A geaergl'background
“is given about Cruger; his works;.and the musical, po11t%ca1,*§nq
soc1a1 wor]d he 11ved in. The term‘ﬁarmony”w11i be defined ahd, j
d1scussed in relation to modal and triad theory The-genéra1'concept
of word/harmony relat1onsh1p and the pract1ce of 0rnamentat1on and
figured bass will be included so as to give exp]anat1ons of performance '
‘-pract1ces of the day. _ ‘
| Investigat1on of these treatises reveals that Cruger believes
._the triad found within the species of the madal sca]es forms the bas1s

for composition. Harmony is conceived nf modally on a triadic basis.
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It is hoped that this study of Cruger's concept of harmony will

enlighten our knowledge of seventeenth-century pre-tonal composition

and performance practices based on triadic harmony.

Examinin

Dr. Brian Gooch > o
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INTRODUCTION

thann Crﬁgér (1598-}662} wrote five theoretical treatises that
span his Tifetime. The first of these treatises was written in 1625
and the last in 1660. . These works have been classified as instruction
- manuals, or singing tutors for the German Lateinschﬁle (Latin schools).

Although they wefe written expressly fbr students in Germany,'the}
__encompass a great many complex musical concepts that were prevalent
throughout all .of Western Europe. These tutors were written in simple
Latin, German, and Greek and are filled with many practical musical
m_examp1és, Crager clarifies many musical concepts by giving brief
exp1aﬁations and coupling them with practical musical references.
Crﬂger borrowed many of his jdeas and examples from fellow musicians
and theoriéts. However, this does not invalidate his work. Rather,
his works t&pify;prevailing concepts and summarize the popular ideas
of his day. These treatises therefore, become valuable to the mbdern
reader as a source of early seventeenth-century musical practices in
Germany. - _

Getman husic theory during this beriod embodied both the musicai
ideas of Northern Europe and thé humanistic ideas of Itafy. The medieval
traditions as well as Gréek philosophical ideals were incorporated into
the music théory called musieca theorica. The concept of "Harmony"
had been discussed in relétion to music from the time of PTéto, and

the modern Italians were trying to return to the ideals set forth by
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thé ancients. Not all composers agreed on a definition of the term
harmony. Certain trenﬁs of thought, however, tended to dominate the
early seventeenth-century scene. Cfﬁger spent mucﬁ effort in desdribing-
what harmany‘was. He thought the concépt S0 1mpurtant'that he,'in‘fact,
- titled his treatise Synopsis Musica Continens . . . {1630) ‘as a "Musical
Synopsis Containing a System For Arranging and Composing Harmoﬁic
Husic."1 One of the central concepts, therefore, in Crﬂger’s theare-
ticai-works'is the definition of harmﬁny. i
" The harmonic concept was being revolutionized in the early seven-
teenth-century. Many divergent and confusing thoughts were aired by
theorists. Practical manuals or tutors, called musica prattica,were
saﬁrces of simplified explanations of the complex doctrines of musica
theorica. Harmony referred to a number of related areas. Theorists
" talked of the havmony of diverse sounds, the harmony of word/music
relationships, the harmony of the concentus of sounds, and the harmony
of the spheres or Microcosmos and Macrocosmos. Crﬂger also talked of
these issues, but rather than philosophizing only, he wrote simple,
concise explanations and then followed them with understandable musical
examples. Crﬁger's-tutors were by no means unique, but they are clearly
written, thus making theﬁ a good choice for reseafch in Baroqﬁe theory.
Another reason for choosing Cr;get as a theorist to study is the

fact that his own compositions enjoyed gfeat popularity in his day as

1] .
1Johann Cruger, Synopsis Musica Continens Raticnem Constituendi
& Componendi Melos Harmonicum . . ., (Berlin: J. Kall, 1630),
title page. _
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._ well‘as befng'stiTI in print todﬁy His théoretica]'ﬁorks were not

’ publlshed nor reprlnted after the turn of the eighteenth-century so
they become difficult to obtain for research’ purposes. A list of the trea;'
tises ié given:in the Appendices. This 1ist includes the title pages of
the five treatises and their.reprint e&itiﬁn, as well as a Tist of
'=the contents of each treatise. The chapter héading§ are frdnslated
below the originai titles. " Thé reader should refer to the Appendices:
ﬁhenever works by Crﬂger are mentioned and further c]érification is
needed in relation to content.

Little contemporary research has focused solely .on Crﬂger's iﬂeas.
However, he has been mentioned by notable musicologists in.relation to
bfnamentation, triadic theory, modal concepts, monody, affect, figured-
bass realizations, and singing techniques. To date, little work has
been done 1in translétion or in analysis of Crgger's theoretical works
as a whole. There are also several musical compdsitions by Crﬁger
that still remain in their original part-book form. These have never
been edited for modern performance. Extensive'analysis has been done
on the re-editing of Crager‘s chorales but this subject wi]ilnot be
treated in this thesis. The last article to be written exclusively
on Crager‘s theoreticél_works was by Elizabeth Fischer;Krackeberg in

2

1930. There have been no artiples or books that have concentrated on

L}
Cruger's concept of harmony although related subjects such as stylistic -

2g, Fichgr~Kruckeberg, "Johann Cruger als Mus1ktheoret1ker" in
.Zeitschrift fur Musilwissenschaft, XII (1930), 209-228.



“'elemgnts‘pf eariy sevehtéenth—ceqtury composeré have been discussed by
a few modern musiEOIDQists. It is very difficult to ascertaiﬁ what
the'éharactéristic style of the period was because of the complex current§ '
of change in theqry. Little translation and analysis of the theoretical

. fworks-haé been done to date. George Buelow, a leading contemporary

 Baroque musicologist, has this to say of the problem:

To attempt a summary of the German contributions to
music theory in the seventeenth century is at this time
an unattainable goal. To date we have achieved little
significant research into this material, and we lack a
systematic examination of the development and dissemina-
tion of the main currents of theoretical ideas in the
century. The Tittle information available is almost
entirely in German . . .

. What we sorely lack today is a more perceptive
style analysis of this music that would grow out of
our command of the routine theory as it was taught to
students in the seventeenth Century. . . . Long
overdue is a study of the school manuals of such
important sixteegth4and seventeenth-century writers
as Calvisius, Cruger, Dressier, Faber, Gumpeltz-
haimer, Listenius and Nucius.3
Since Buelow wrote this article in 1972, more work has bheen done in the
[[]
area of stylistic analysis. No work to date has concentrated on Cruger.
. n
The primacy of harmony permeates Cruger's treatises. The word
" ; ‘ " 5 Yo %
harmony is mentioned in every work. Cruger did not originate his ideas
on the subject, but rather copied them from notable contemporaries and
pfedecessors. The topic chosen for this thesis is: The Concept of
/d y .
Harmony in Johann Cﬁ’?:;gez' 'e Theoretical Treatises: A Practical Dis-

tillate of Seventeenth-Century Musical Ideas. In dealing with this

3. Buelow, "Symposium on Seventeenth-Century Music Theory,
Gemmany ," Journal of Music Theory, Vol. 16, (1972), pp. 37-41.
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subject certain goals are hopedjto be met. In understandiné the 1deés;
discussed by Crﬂger musicians wi]] be ab1é to perform his music with é _'
-better understandlng of . figured=bass techniques, ornamentat1cn ideals .
and structuraT form: In study1ng the triadic harmony that he ta]ked

s0 much about music editors can come to-a better 1dea of chord realiza-“

tion. It is also of interest to know just what a popular composer

thought was important sty]isf%ca]1y and theqretica]]y in his‘own-time
pefiod. In. studying this.specific'set of works it is possible to see
how a more modern sense of tonality evolved. One must be caﬁtious in
anélyzing works of this pre-tonal period. Many misconceptions have
arisen due to a lack of systematic research of the 0r1gin31 documents,
and it is hoped that this thesis méj clarify some of fhese issues.

| . The thesis will give génerai background information-abqut Cr&ger'
and his works, and the musical, po1ftica1 and social QorTq he Tived ‘in.
The term“harmonyawiil be defined and then discussed in relation to the
dyad and the trias harmoniea. The modal major/minor aspects of the
triad will also be discussed. In close relation to the concept of the
triad is the concept of figured-bass. This topic will be discussed as
a.practical realization of the ﬁew ideas of triadiﬁ harmony brought from
Italy. The general concept of word/harmony relationship will also be
treaﬁed and the practice of ornamentation as a result of this union
will be dealt with. Nherever poss1b1e, the sources Cruger so readily
borrowed from will be identified and quoted. It is hoped that a better

understanding of early Baroque concepts of harmony will result after

reading this thesis.




CHAPTER 1
' RIOGRAPHY

no :
Johannes Cruger was born in Gross-Bresen near Guben in Lower Lus-

atia on April 9, 1598, and he died in Berlin on February 23, 1662.

He attended scﬁools in Guben until he was fifteen years of age, follow-"

ing which he travelled extensively. First he went to Sorau and Breslau
and from there to D1m5tz where he studied in a Jesuit college. He
then went on to Regensburg in 1614 where he studied at the University

- of w1tten5erg under Paul Homberger (1550-1634), a disciple of the-
Venetian composer Giovanni qurieli.4 Crﬂger obtaiﬁed an Ttalian
education at the University of Padualafter Teaving Wittenberg. From
Homberger Crager received a thorough gfounding in Venetian and Ita1ian-
ate styles of composition. Much of cnﬂger's ;ompositional stylg is
derived from Pfaetorius {ca. 1570-1621).

In 1515'Cr:ger vfsited both Austria and Hungary and included a

. brieflstay in Pressburg (Bratislava). He also travelled through Moravia,
Bohemia and Saxony. He finally ended his travels in Berlin where he
became tutor to the family of Christoph von Blumenthal, a captain of

the royal guard'of the elector of ‘Brandenburg.

u LI - )
Scruger dedicated his Laudes Dei Vespertinae (Berlin, 1619) to
his teacher Homberger. He then makes reference to the fact that Hom-
berger studied under Gabrieli.




id 1619 he wrote and published wedding music entitled Comeentus
Musicus z2u Hoekzgi’b:.f.ilcken Ehrven dem Ehremwerten . . . Herr Casper
Goltzen und Seiner Vielge?,iebten‘flraut Magdalen Maurati (Berlin, 1619).

In 1620 Crﬁger entered the Uni§ersity of Hitteﬁherg,as é theo}qu )
. student. He is reported to have sung bass in the choir.  He published. -
an eight-voice wedding piece entitled Achtat%mmig Hochzettsgesang aus
dem IV Capitel des Hohen ILiedes SaZomm.s 2u Ehren (Berlin, 1620).

His set of musical compositions M@dmtatzonum Musticarum (Berlin, 1622)
was published while he was still at University. This last work must
have been considered noteworthy by his superiors because he was called
to Berlin on June 23, 1622 to become the Kantor at the ﬁi;o]aikirche
and a teacher at the-Lateihschule of the Grauen Kloster Gymnasium.‘
He retained this position for forty years until his death. |

Crﬂger had come in contact with traditional Catholic music whilé"
studying at the Jesuit college but he composed primarily for the Lutheran
.Orthodox church. While at Wittenberg he studied under several prominent
Orthodox and Calvinistic theologians. His chorale compositions were
set to the words of Paul Gerhardt (1607-1676), a staunch Orthodox
supporter. ‘

'Cruger‘s educatioﬁ at Wittenberg iné]uded studies in Rhetoric,
Music Theory and Composition, and Religion, all three of which he’
dealt with in his theoretical wqus. His rhetoric profesﬁor had
“worked with-Martin Optiz. (1597-1639}, noted for his codification and
metrical revision of German poetry. Crﬂger's concern with word/music

relationships stems from thfs academic influence in his early life.



: Ee aléd incTﬁded much of the phiToﬁpphy of his te;chers-in his theory '

manuals wbitten in Bef]ih. ' o ._ o
| During the early years at Ber]in'cfﬁger taught_mﬁsic theory and
‘compositian, andthe aireéted-é'choir. His capabilitieé aS'an.organ
: p1ayeriare.ref1ected in_the‘wgé he treated ﬁnfbrmafion about figured- -
bass rea]izations.in his treatises. He cohposed two choral b%écﬁs
~entitled: | !{edit‘ationwn stie&xz&a;! Paradicus Primue (Berlin_, -1622), and .-
‘Méd’itrztiom.;m Musicarum Paf'ad‘z'.sus Secundus {Berlin, ,1525i. .He also wrote..
and published his'first-theofy manuél fﬁr:the bﬁys at the Lateinschule.
The manual was entitled: Praecepta Musicae Practicae Figuralis

{Berlin, 1625).5 A German manuai similar to the Praecepta Musica . . .
(Be-!r-lin, 1625), entitled: Kurtzer und Verstendtlicher Untem*icht,

Recht und Leichtlich Singen zu Lermen . . . (Berlin, 1625) was published
in the same year. The second treatise was a simpler version of the |
first Latin edition. Theée first two treatises cpnfain traditional
explanations of modal theory with examples borrowed from Praetorius,
Calvisius (1550-1615), J.A. Herbst (1588-1686), Lippius (1585-1612)
and wa11iser'(1586-]648). Shortly after publishing the mdsicai'and
_theoretical works Brﬂger married Marie Beling (1628). '

In i630 Cr;ger wfotg another theoretical treatise called:

Synopsis Musica Continens Rationem Constituendi & bamponendi Melos

Harmonicum, Conscrvipta Variisq(ue) Exemplis Illustrata, hieveafter

SThere is purportedly an earlier 1624 treatise called Synopéis
Musica, Continens. However, this may be a spurious edition. For
further discussion on this topic refer to page 26 of this thesis.



known -as Synopﬁié Musica . . ;‘(Bér1in, 1630}. - The work was.enlqrged
and repubTishéd'iﬁ.1654: -Thié'trea;ise.was véry prpgréssive. Crﬁéer
'f,hpknowiedées_coﬁpo;ersliké“ﬂoﬁteverdi who evidenced modern techniques,
| "§t{fe modérhofﬁ ;He‘iﬁcluq25 forward looking ideas of harmonization, ‘
figu%ed-basé tieatméﬁt and $r£qéAhqrmaﬂica treatment. He borrowed many. .
of his-ideas étlthis time frﬁm Lippfus and included ideas on word{husic
relationships that relate to the Optizian school of thought. These
tutors no longer‘déa] only with“e@ucatidnal bractical matters but also delve
into the‘world of music philﬁsophy;= This edition signified a high point
in Cruger's writing Career.l He was most progressive in his ideas and
music. .

) After 1630 he went through a period.of ﬁentai depression. He suf-
fered greaf]y during these war torn yéars,pub]ishing nothing from
1630 to 1640. His wife and several ch%1dren died. After 1640 he
agﬁin began fo pub11§h. Perhaps his marriage to Elizabeth Schmidt
helped him to regain his compositional energy. In this later period
“of his life he coﬁcentrated on arranging and editing chorale tunes for
the Lutheran service; :These editions were set for the home-centred
-ﬁorship that was becqming popular due to the Pietistic movément in

6

Germany.” The first edition of chorales. was called Neues Volkomliches

Gesangbuch (Berlin, 1640). He later edited the Praxis Pietatis Melica

(Berlin, 1647), arrangements of chorale tunes. The Geistlich Kirchen-

BMore information about the Pietistic movement will be given 1in
Chapter 2 on Musical, Philosophical and Social Background.



Melodien (Berlin,'1649) were arrangements of the Praxis Pietatis Melica
_using thé new idea of addédvinétrumental parts for strings and figured- -
bass keyboard. These chorale books were the result of a collaboration | o
with Paul_ﬁerh#rdt. Cr;ger worked exclusive1y.wifh Gerhard'é-poetry
until his deaﬁh in 1662. After Crﬁger‘é death Georg Ebeling (1637-°
1676) carried on writing music for Gerhard's texts. In 1645 Cruger
published ‘the non-chorale compositions entitled Laudes Déi Vbspertin&e.
Again sacred in nature, these were written in fhé [talian. style and
dedicated to Homberger.

During the 1640°'s Crgger‘wrote no théoretical treatises. After the
end of the Thir;y Years War in 1648 he again wrote an expansioﬁ aﬁa
adaptation of the two treatises: Praecepta Musicae Practicae Figuralis
(Ber‘Hﬁ, 1625) and the Kurtzer wnd Verstendtlicher Unterricht (Berlin,
1625). This new edition was called Questiones Musicqe Eraatieée e
(Berlin, 1650). This edition was written in Latin and summarized.in
German, all in one volume. The 1654 edition of the Synopsis Musica
(Berlin, 1630) was published next and this edition included a section
on singing in the Italian manner. An extensive appendix was added
that explained the figured-bass style. This treatise was a mixture of

~ the traditional theory of the Renéissance antique style and the ﬁodern
Italian style. -

In ]651,Crﬁger wrote a selection of music, Recreationes Musicae
(Leipzig, 1651) that has been lost. Several more eéitions of chorale

collections were written during the 1650's. These included Psalmodia

Sacra (Berlin, 1658) and an edition of Luther's songs and psalms in -



i557.-fCrEger's'hymn arrangéments were éTso included in aﬁhymnbook“edited
by C. Runge (Berlin, 1653). | N e ST
) In 1660 Cruger published his Tast theoretical. treatise, inthga
| &a,ctié@ Pfaecépta Brevia Exercitia Pro Tg,_rrénibus Varia. Der Rechte -
Weg Zur Singekunst. (Berlin, 1660); This last treatise is very conser-
vative and-thé ideas relate to the ones established in the ﬁanua] ﬁf
1625. The work includes a review of SOIimﬁzétioﬁ, principles. of nbtation,
ideas'relatiné‘to intervallic structﬁres and prdportions,'and triadic
harmonic ideas. Mention is made of the itaTianate style of singing.
tr&ger’s works were not unique nor original; rather, tﬁey tjpi*ied
 music-and theory of the early seventeenthecentury. Théylshow trends of -
the old style of writiné and explain the new concepts that were just
beginning to come into popularity in Germany. Crﬁger himself, was a
| veﬁy popular composer. Mis arrangemenﬁs sﬁow great musical variety and
sensitivity in setting music to text His music reflects the political-
and_musica1 struggle that was prevalent .in his day. In order to
understand why he composed and wrote as he did, it is necess&ny tovdis-

cuss the social, pdTiticé], and musical world that he Tived in.



CBAPTER 2
MUSICAL, PHILOSOPHICAL AND SOCIAL BACKGROUND

‘In the early seventeenth century Germany was influenced socially

and musically by its surrounding countries. It has been said, "in no

other period of its mﬁsicai history has Germany given more cogent
praof of its aﬁility to adopt foreign ideas in the sense of assimilating
thém; making them its own, reworking them and finally refashioning its
- native inheritance by fusiﬁg the latter with what it has new]y acqﬂired.“7
From the Nethef]énds éame the influence of Sweelinck over German organ-
-ists. English musicians like John Dowland and Thomas-Simpson spent
periods in German coﬁrts giving an English influence to instrumental
music. The ar@ of French harpsichord playing left its mark on the
-Qerman courts as well. Most 6f the influence philosophically and
- chorally came from Italy. The new forms of monody, madrigal singing,
concertante playing, opera, stile rappresentativo, andlinstrumentaT
I-music all had their origins in the Italian courts. Throughout Ge(many,
It?lians had been appointed to the posts at the German courts. This
plurality of multinational ideas led to confusion, so music was generally
‘ﬁatggoriéed into areas for church, theatre or chamber(home). The names

given for these were, respectively, stilus ecclesiasticus, theatralis,

’ ?Clare G. Rayner quotes F. Blume in "Germany, Art Music, 17th
Century," in New Grove Dictionary of Musie, Vol. 7, p. 27Q.




and aameralis.g Crﬂger's music 1s’primarily classed as eéczesiabtieué,_
éIthouéh‘sume of his hymn-books were written for home-centred wofship._
From the end of ‘the Fifteenth century to the beginning of‘the
eighteenth century music theory was classified ih tﬁree ways:
musica theorica, musica prattica and musica 'poeﬁea.g' Many definitions
of these terms exiéted, but Cragéf identified with the one devised by
Listenius in Musica (Nuremberg, 1537). Listenius stated that musica
theo;iaa referred to tﬁe explanations of'contemplatioﬁ and understanding
of music; musica prattica dealt with the skill of performing and
teaching music; and musica poetica was the substance left after the
composition was composed and performed. After the death of the composer
or performing artisf, the essence of the spirit of the cbmposition

still existed as musica poetica.lo '

81bid.

QFOr further information on the subject the reader is referred to
the article by Martin Ruhnke, "Musica theorica, prattica, poet1ca,"
in M.G6.G., Vol. 9, pp. 950-958

1076 following passage is a translation of Listenius' Mueica, A. 3v.
(Nuremburg, 1537). It is taken from the Dissertation by Rivera Benito,
Johannes Lippius and His Musical Treatises: A Study of German Musical
Thought in the Early Seventeenth Century, (Ph.® dissertati on, Rutgers
University, 1974), p. 34.

Musica theorica is that which involves only the con-
tempTat1on of nature and the knowledge of its subject;
its. end is to know. Thus the music theorist knows the
art itself, is content with this, and g1ves no example
through practice.

Musica practica is that whlch does not take refuge
only in the depths of nature but leads to actual work,
a1though no work remains behind after the action; its end
is to act. Thus the practical musician, besides knowing



. -Lippiué-paral1e1ed.the thre§ musicﬁl terms with thrée academic
" disciplines Mathematics is like theorica, Ethics is like prattioa, and
Rhéto}ic is Tike poet£a§.1] The']ist'éf composers who wrote® treatises
in_Germaﬁy that dea]t_with_musiéa prad:tica/pqética/theprica'is exten-
‘siyé._ Among tﬁem can be included: Agricola, Avianius;.aeuhuéius.

Cochlaeus, Coclico, Dressier, H. Faber, Finck,JGa]licu1us,'Gumpe]-

zhaimer, Heydeﬁ,:Koswick, Lampadius, Listenius, Qridryus, Ornithoparchus
(Volgesang), Raselius, Rhaw, Schanppeckér; Schneegass, Spangenberg,'
Virdung,_and'NinhIfngseder.Tz |
Crﬂger's theoretical books, although classed as musica prattica
on the title pages, actually inc]udegxsome discussion on poetica and
" theorica. The differentg between Crgégr;s books and those by the
authors listed above is that his works were geared mainly for students
as self-tutors. This type of tutor-book was not unigue. During the
early seveﬁteenth century such compdsers as Herbst, GumpeTzhaimér,

Eichmann, Kretzschmar, Gesius, Demantius, Friderici, Eismann, Gengenbach

Sartorius, Hase, Erhard, Quirsfeld and M}lius also wrote treatises much like

‘the art, teaches others and exercises himself in it
towards effecting some work. : ‘

Musica poetica is that which is not limited to
the knowledge of a subject or to action alone, but
leaves something behind after labor, such as when
someone writes music or a musical piece; its end is
the resulting completed work. It consists in making
or fabricating, i.e. in that type of labor which leaves
behind, even after the artist's death, a finished and
complete work. Thus a composing musician is one who -

is involved in leaving something behind in his
endeavor. .

1

IZRISEL Eerits imprimé& eoncernant la musique, passim.

Ibid., p. 37.
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Crager’s in form and content.'d It should be re-emphasized that studies
of any'of the above authors would help in determining salient stylistic
- points of early seventeenthwcentury ideas on music theory. |

Some general conclusions can be drawn from a brief scanning of
some of the treatises mentioned abové; This in no way replaces indepth
~ studies but it does give some ideas as to what the concerns of the authors
‘were, thica theorica came to be associated with descrﬁption§ of - the :
Hexacﬁord system based on the overtones resulting from the division of
the monochord. It alsa included discussions on scale systems, harmonic
(triadic) theories, intervallic relationships, and compositional tech-
niques. Musica prattica discussionsqinc}uded explanations of chediza-
tion, solmization, tempo and tactus, Tengths 'of notes and restﬁ(va]ues).
key and clef modulations, figured-bass realizations, and ornamentation
-practices. It also dealt with the art of singing or playing well on
an instrument. Mugica poetica took its lead from musica reservata
and found its expression in_fhe meaning of composition as seen in word/
music relationships. The ideas were primarily generated by Joachim'
Bunmeistef (ca. 1560-1597) in Germany and by the Italian monodists.
-IDescartes (1596-1650) codified the Doctrine of Affections, in Compen-

14

diuwn musicae (1618). © Burmeister mentioned that although all three

parts (theorica, prattica and poetica) were important, they did not

- B,

146 Buelow, "Rhetoric and Music," in The New Grove (1980), Vol. 15,
" pp. 793-803.
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ai] necessarily fit together; Musica theorica often had 11tt1e to do
with practical music. He said: “these two Tatter groups. Gﬁmatttca and’
" poeticg) have the former (Fheoricg) perpetually Ilnked with' themse]ves,
:but not the reverse.?15 Affect involved word/music relat10n5h1ps and
performance practicés (mysica prattica and poetica), but often'theore-.
tical treafises related fo neither. The theoretical works of_CrSger
did, howeber, blend the two together. Theoretical conceptévwére giveﬁ
Awith practical examples of how‘to obtain a better relationship betwgen
music and text that would fit in with the affect of the cbmposition..
‘The Harmony must fit the text and the result would be a unified
affect of cause.

Germany: in the early sevenfeénth century was also influenced hy_
another Italian categoriiation in music. Italian composers were
in conflict over two styles of music called prima prat#icarand seconda
prattica. The conflict was generated as a result of the iﬁnovations
being introduced by the Italian Camerata and the Mone dists. The
disputes between Claudio Monteverdi and Giovanni.Maria:Artusi defined
the split. Monteverdi's brother Giulio défended Monteverdi's use of
dissonance in conjunction with ornamentation that heTped to bring oﬁt
the effect of the textual Tine. Artusi defended the harmoﬁic style of
the past masfers, Zarlino {1517-1590) being his chief example.
G. Monteverdi defined‘the two practices in the Imtroduction to the

Fifth Book of Madrigals (Venice, 1605):

15“Et habent hae duae posteriores sibi perpetuo conjunctam super-

iorem sed non e contra." Burmeister, Musica. (Petreius, Nurnberg: 1549,
facsim. ed., Berlin, 1927).
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o TQ=tﬁe old music he [Monteverdi] has given the
name of First Practice.. . . and the modern music he
has called Second Practice . . .

, By First Practice he understands the ‘one that
turns on the perfection of harmony, that is, the one
that considers the harmony not commanded, but command-
ing, not the -servant, but the mistress of the words,
and this was founded by those first men who composed -
in our notation music for more than one voice . . .
and by the most excellent Zarlino with most judicious
rules. : '

By Second Practice, which was first renewed in
our. notation by Cipriano de Rore . . . he [Monteverdi]
understands the one that turns on the perfection of
the melody, that is, the one that considers harmony
not commanding, but commanded, and makes the words the
mistress of the harmony. For reasons of this sort

he has_called it "second," and not."new," and he
has called it practice and not theory because he
understands its explanation to turn on the manner
employing the consequences and dissonances in

actual composition.16

In Gefmany; Michael Praetorius was the first to expound this new
seconda prattica style iﬁ his Syntagma tusicum (Vol. III 1679). The
treatment of both styles was considered in Praetorius' works as well
as 1in manyhother'manua1s of the day. Crager mentions Monteverdi in
his 1654Iedition5 of ﬁhe Synopsis Musica but fails to mention hfm in
the 1630 edition. This would fmpiy that'duning these 24 years Monte-
verdifs 1nfluéncé had become’ very popular 611 over Germany. Monteverdi's
practice came to be associated with tﬁe one phrase [the seconda
prattica] "ut oraﬁib'sit_domina harmonicae" (that the word be miSL

tress of the harﬁony). Zarlino's practice [or the prima prattical]

16Fhe passage is taken from a translation of the Preface of the
Fifth Book of Madrigals, (Venice, 1607), by Monteverdi. It is found
in the book Source Readings in Music History, The Bavoque Eva, ed.
Oliver Strunk, (New York: W.W. Norton & Co., 1965), pp. 48-49.
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came to bg connected, sometimes incorrectly, with the phrase "ut har-
monia sit domina oratibqis" (that the harmony be mistréss of the
word) . |

Cr;ger Tists the following composérs in his Synopsis Musica
_(1630): Orlandus (Gibbons), Marentius, Johan Gabriel, Eﬁne'Hus} Viadana,
Agauarius, Johan Hermannus Schein, Heinrich Schﬂtz. Praetorius, Deman-
tius, Walliser (and etc )17 The Tist shows a representat1on from Var10us
countries: Gibbons from England, V1adana from Italy, and several
composers from Germany. It also shows that Cruger was aware ot figured-
bass techniques by his inclusion of Viédana and Agazarri. There is a
scanty mention made of Italian ornamental practices in“Chapter XVII -
. of the éreatise. In the same chapter {XVII) of the Synopsis Musica
| (Berlin, 1654) Crﬂger changes the Tist of respected composers aﬁd
authors. He includes Claud Monterva at the head of thé list and follows
him with Casatus, Rovetta, Sabbatinus, Rigatus, Alex Grandi, Tarq.
Merula, and Heinrich thatz.la The influence is definitely more I[tal-
ianate at this period, Schﬂtz being the only non-Italian mentioned,
and his style was of the Italian type. Cr;ger speaks frequentTg of
Lippius, honoring him by quoting his works and citing his name. '
Lippius was a fellow German and his brand of music theory was ﬁnique
to Germany. Lippius codified the triadic concepts in terms of Trias
Barmonica. This topic will be dealt with in greater detail later in

the thesis.

eruger, synopsis msicas (Berlin, 1630), Chapter XVII.

IBCruger, Synopsis Musica, (Berlin, 1654), Chapter XVII.
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| It can be concluded from the above lists of composers names :
that Cfuger.was 1nf1uenced by mu5101ans of other countrxes and took his
style of composition from fel]ow German mus1c1ans. Mus1ca11y, then,’
Cruger can be classif1ed as a composer who composed primar11y mugica
: ecaZeatastzaus 1n an Ita]:anate style (with some trad1tlonal German
' nqharactermst1cs) sometimes using prmma-prattzca techn1ques,,qnd some-
times using secunde pratiica {deas. He wrote theory books, 1ike many
"of his fellow composers in Germany, that were called musica prattica
books, although they inc1ﬁded musica theoretica and musica poetica
sections as manﬁals for the Lateinschule in Berlin, where he taught.
Cr;ger was aware of the compos1ng sty]es of other countries and freq-
'uent]y quoted other composers on issues of orqamentation, figpred-bass
and harmonic conceﬁts.. His prime influences were from Ita]ién'composers
and German writers 1nc1ud1ng Praetorius, Lippius, ua1]iser, and Herbst.
The prime Italian influences were from the composers Monteverd1.
Agazzari, Viadana, Glarean and Zarlino.
There were severa1:philosophica1 issues preualen£ during Crﬁéer's

day. The effects of humanism were being felt in Géfmany and so were
. the effects of Germéﬁy's reng{ous struggles. Humaﬁism brought with it
a re~affinmatiop of the ancient Roman and Greek ideals on Titerattre,
art and music. Man became the centre of the uhiversei’_Thé'emphESis
was on a “hérmnny of the spheres" where man was in harmony with nature
and nature in_harmony wifh the universe. The dbncebts of Macrocosm.
(world order in the universe) and Microcosm (man as a minfature re-

n
presentation of the universe) were popular in Cruger's day. He uses



15

‘tﬁe tennvMicr0cpsm in'conneciion with his deffnifion of Harmqny in the .
l"synbpsis Musica (Berlin, 1630). He says that "harmony is what.keeps4
the Microcosm in order and when disharmony (dissonance) 6ccurs, evil

oceurs."? A further definition of what the term "Harmony" is will
“be discugsed in detail in Chapter 4.

One of the effects of the humanistic movement was a return to the
idéaIS‘of the an;ient Greeks in strgssing poetical and grammatical
’-stfuctu}ing 6f the language. In Germany, Martin Opitz began writing
poetry using the traditional versification of the ancient Greeks. He,
hqwever, also began writing poems in native German in structured forms.
The German language was just being codified into an academic rather than
a Vernac&]af language. Optiz' poems did much to give credit to the
_‘native language. To hfs date most academic works were written in
Latin,. Crﬁger also wrote some of his theoretical ideas in
German for the benefit of students who could not understand the more
difficult Latin. This influence of stressing the structure of the
poetry passed on to the musicians who were setting the poetry to melodies
and then harmonizing them. The harmonies were to be conceived in the
. same wiy that the poems weré, with a versification structure.. Cruger's
.chora]e'settings of Gerhardt's poetry were just as concerned witﬁ‘the
placement of stressed and unstressed chords (harmonic and dissonant
chords, respectively) as was the text with stressed and unstressed

1 .
syllables. Cruger took the setting of these German texts very seriously.

]9“Fines cant: harmonicae (qui es est spectandus magis, quo hodie
a plerisq curatur minus). & quidem intermedius praecipuus est motus
MICROCOSMI ad virtutem alacriter sectandam, aversandum autum vitium."
taken from Synopsis Musica, (Berlin, 1630}, Chapter I.



16

The careful sett1ng of the text and music deals w1th another concept
prevalent during the. early seventeenth to mid- nineteenth century, ca]]ed
' Affect. The concept dealt with the hannony between the content and the
form ofa[neqe of music or other art form. This top1c will be discussed
‘further in the cﬁapter on Muéfc/text.Re]ationships. ‘

The Religious strqgg1es of tﬁe day greatly affected Crsger,and '
his text writer, Gerhardt. Cr;ger had been trained in a Catholic sth061,‘
but was dn OrthodoxsLutheran himself. Tﬁe German lands were going
through a pdliticalLre1fgious period of conflict during most of Crgger's
life. T6 understand the religious struggles of the day it is necessary
to outline the political happen1ngs as’ wel]

The German states were 1nvolved in a po]1t1co—rel1gious war known
as the Thirty Years War (1618- 1648). The actual political gItuatlon
is not particularly relevant to this discussion, but the fact that :the
country was in é state of chaos 1is important. The conflicts arose
over a choice of religion for each pdrticular state. The choice could
" be Catholic, 0.rthodox=Lutheran, Pietistic=Lutheran or Calvinistic;
Surrounding Catholic countries such as France and Ita]y wanted more
financial and political power in Germany so they supported the states
run by Cathoiic princes. - Other areas such as the state in which
Cruger worked were Lutheran and were being he]ped both f1nanc1a]1y
and politically by Sweden and England. During the war years troops
from fhese nat%ans as well as the Bohemian troops were trying to gain
more territorial rights in the German states. The war started as a

religious conflict first. The Protestants in Bohemia and the Catholics
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were involved in a local peasant revolt. This conflict spread to the
other aréas of Germany. 'Truops from neighboring ccuntriés came to the
- aid of various prinées_in Germany upoh'ﬁequest; At times there were

Bbhemians, Swedes, En§1ishmen, Ifaiians and Spaniards all fightingzo

200n 30, September (1633)., another troop of one thous-

“and Imperial Spanish cavalry passed through. Although,
as new recruits they understood no military discipline,
they did understand blackmail and robbery, whereat the
inhabitants once more left house and home and fled into
the woods. On the same day, since the Augsburgers knew
that the whole of Bavaria was bereft of troops, and be-

. cause they were driven on by hunger, for the Croats had
long ago scoured the countryside, they overran the town
of Landsberg, plundered it for four days, molesting the
inhabitants fearfully and returning home to Augsburg
with their booty. Three hundred of them came to Peiting
in order to ambush the Croats and massacre them to be rid
of them. But since many of them were only interested in
booty and the rest fled, they took up their baggage
and horses with the help of the peasants with whom the
Croats were more hated than the Swedes because of their
thieving. The Croats, however, gave chase and killed
about fifteen of the Augsburgers. The rest reached
Landsberg with their booty.

On 1 October we once again heard the fearful news
that the Swedes had broken in and were plundering and
laying waste to the village inn. At the inn they stole
four horses. Afterwards the rumour went around that
the thieves were Imperial troops (Hapsburg troops) . . .
the Imperial troops had caught the Augsburg Swedes

. the Swedes had plundered Bavaria . . . the Imperial
troops (Catholic troops who were supposed to be defending
the Bavarian inhabitants from the Protestant Swedes) . . .
entered Herrsching, driven the inhabitants out with
shovels, broken open doors, and stolen and (killed).

.« » « The Spanish regiments . . . were half-filled
companies of blackened and jaundiced faces, starved
bodies, half-clothed or bedecked in rags. Next to

them the officers appeared well fed and elegantly
dressed. '

The above quotafion comes from the accounts of the German monk
Maurus Friesenegger (Abbot at Andechs in 1633). It describes the




18

with or against,]ocalﬁ,jand all having their own ends in mind. ‘Even-
tually the religious cause Tost its importance and the conflict became
one of 'political power. The final period of the uér_was chéracterized
by a conflict between the French-Swedish sides againét the Hapsburg

" House for a control-of-territory. The Treaty of Westphalia (1648)
ended the war. The north countries, including Cr&ger's home1énd in
Berlin, remained Protestant, with the Swedes having a.ruling vote in
the government. The South remained Catholic, and France had a powerful
say in the political vote. The German states, in effch. became puppets
of the foreign countries as a result of this conflict. Germany was
left with a population cut of up to fifty percent in some areas and |
1ittle in the way of crops or financial treasury. The country had
gone through a time of moral and financial devastation. The fact that
some culture remained and that music was still being written is a
strong tribute to the faith and determination of the people of the day.
The arts ﬁid suffer because the ?atrqns in the courts were financially
unable to support the musicians and artists.l The quality of court music
suffered but religious music flourished in the local churches. The
chorale music for the church reached its peak during the seventeenth

century, the majority of compositions being ecclesiastical. The emergence

movement of the troops and gives some idea of the chaos existing in
the country. Germany was obviously being influenced by these people
from other lands. The writings of the day show that multinational
influence evident in the political movements. Those countries that
invaded Germany and fought in the battles were also the ones that con-
tributed musical and philosophical ideas incorporated into German music
theory books. The quotation is taken from the book Germany in the
fhirgg Izgrs War, by Gerhard Benecke, (London: Edward Arnold Co.,),
pp. ’ . ;
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. of the Pieé}stic'movement led t0'thelproduction 0flmany home-centred ,
music Books to aid devotions. | | '

B During the sixteenth century the two main branches of state re11g1on ’
were Catholicism and Protestant1sm The North German States were eIther:
Lutheran-or Ca1v1n1st1c 1n faith, and the South German States were
primarily Catholic. The Thirty Years War did not change th1s much but-
it did prec1p1tate the emergence of a'new branch of Lutheranism called
Pietism. The war had or1g1na11y broken out over the Counter Reformation
‘attempts of the Catholic Church. The Cathol1cs were trylng to reconvert .
Lutherans back to Catholicism, but rather than do this, the Lutherans
became stronger in their beljefs. A new and stronger movement of
Lutheranism was called Pietism.

Pietism'protested re1igioue establishments and emphasized home
worship.” It sought to individualize feith much e]ong]the lines of man-
centred humanism. The focus was, however,ldifferent from humanism_'
~in that the beliefs centred on the Trinity and man's responsibility
to this trijune God. The ancient ideas of the Greeks and Romans had
nothing to do with the Lutheran religion of the day. The traditiona1'_
branch of Lutheranism, called Orthodox, was not as radical in its
~ideas of home-centred worship. It did, however, stress faith as being.t
important and worked very strongly in the church centres., The music for
church services was still being composed by Orthodox writers, of whOm
Crﬂger was one, but much music was now also being composed for the’
_Pietists"home services. This consisted of devotional matenia1 that

included chorale tunes. Chorale books were also being published, ‘then
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_fe-edifed, and pub]iéheﬁ'agaih many times. Crager was,involyediin such
edifiﬁé pro;essés.quach!time the cﬁorales wére edited sdme changes
N weré'ﬁade to modérﬁize'therme1odiés, words or harmonies. Thesé original
chordigﬁ caﬁe from'a.variety of sources, including both sacféd anq secular
- fraditiohé. .Thgjgradualitrend in these editions was to a less: frequent
use 6f'con£répﬁnfa1 writiﬁg and a more frequent triadic chordal setting
of the harmony of the melodies. The rhythms tended to stress the Tine
-scan dethe poetry ahd_me]odieS‘we;e gfadual]y simp]ified so that people
who were untrained‘could mahage the tunes. The melodies used few
leaps and difficult intervals.

Church schools, called Lateinschulen, were created: to help young
boys. learn the music tﬁat was to be sung. In this wa& many peaple
could learn the basics at the school and both sing in the church choirs
as we]i as worship in their ﬁwn homes. . These schools taught the bas{cs
Qf academic knowledge, re]igiﬁus beliefs and musical performance.
Not all the boys trained in the schools became professidna] musicians;
father, they were given a basic education for practical.use. Crager
taught at suéﬁ a school in Berlin. His theory treatises,therefore,
focuséed on how to teach these yOuﬁg boys to sing the church music
of the day. | ‘

These treatises discussed issues that were of concern to singers.
They dealt with a variety of topics but were'élways written
EXprésst-to teach children how to sing for the purpose of the
. glorification of God. The majér concern of these treatises is that they

‘teachithg correct way to sing well. It is amazing that in a time of
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© political and financial strife, such very e]uc1dat1ng works were composed.'
They are w1tness to .the fact, that in Germany at this t1me there was a
great concern for learning music, and that there was a demand for the

kind of works Cruger was wr1t1ng.

Musically, then, Germany in Cr;ger's day was being influenced by
the surrounding countries that were using Germany as a political battle--
ground. The major influence came from Italy in the qdoptidn of the.new
seconda prattica techniques‘codified by the monodists and fhe Monte-
verdi school. Cr;ger wrote primarily ecc]ésiastica1 music and in
his singing manuals, called musica prattica,explaihed how to sing his
music..: These manuals also contained 1nf0rmat1on on musica poetzca and
musica theortca Cruger was well versed‘1n the musical literature of
his day and copied from various sources. These sources were primarily
concerned with harmbny (i.e. the triad) and perfbrmance practices.

Philosophically, Cruger was fee]inﬁ the influence of the humanists -
and the return to the ancient Greek ideals of word/music relationship.
He also was involved in the spiritual revival generated by the Pietists.
His writings reflected the deep faith<fhat many of the Lutherans were
upholding during the war years. |

Socially and politically Germany was in a time of chaos and the
church became the focal centrg for stabi]ity and strength. The church
schools, 1ike the one in which Crager taught, weré prevaTent in Germany
and helped train dnd caré for mady boys in the war torn country. There
was a multi-national influence in Germany at the time, some of which

was at the same time both devastating and also enlightening. The
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' strength of the church and the popularity.of the church mus1c came as

a result of the stressful t1me that peopie were exper1encing
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CHAPTER 3
OVERVIEW OF THE TREATISES

Crﬂger's treatises have been classified as Musica Prattica instru-
ction manug]s. However, they can be fﬁrther classified as manuals that
afe: i. designed purely for instructional purposes; and 2. those that
are designed as compositional manuals as well as instructional books.

As has been mentioned earlier all his books rely heavily on information
pﬁblished in other theorists' works. They are more a distillate

of thought than a publication of original'ideas. The following chahter
will chronologically outline the treatises, mentioning the place and
date of publication. It will also include pertinent information about
each treatise that will be of value to the reader in understanding the
nature of th&t particular work. Sources where the first editions are

" held at present will also be quoted. The Appendices include é
transcription of the full tit]e page of each treatise and the reader is
asked to refer to this for clarification. The Appendices also contain
a translated chapter outline of each of the treatises for the edifica-
tion of the reader. |

Cruger's first two theory books were published in Berlin by his,
friend Johann Kalle in 1625, shortly after he was appointed Cantor at
St. Nicholai church. They were printed by Georg Runge. The Praecepta

Musteae Practicae figwalis . . . (Berlin, 1625) is a small book, in
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octavo format cdntainfng'32 folioa. A copy of thelfirst edition.is
held in the Mu51ksamm1ung der Stadtarch1v in Heilbronn, Germany The :
work is classed as an 1nstruct10n manual (type 1), and is geared for
the use of students in the Ber]1n schoo] '

The second book also wr1tten in Berlin in 1625 was - pr1nted by .
Georg Runge and publ1shed by Johann Kall. It-is a small, thin book in
octavo format and contains only 20 fo11os This book is written in
German and is essent1a11y an abbrev1ated version of the Praecevta
Practicae . . . (1625). The reason for this edition, Fisher—Krucke- ;
berglsays, is to aid younger school boys in understanding the subject.Z]
A copy of this editidn is held at the ]ibrary in Heilbronn, Gernany.

There is some speculation abouf the first printing of the Synopsis
Musica . . . Buelow in The Nbe Grove and Blankenburg in M.G.G. claim fhat
the first edition of this work was prfnted and published in.Berlin in

1630 and that an enlarged version followed in 1654.22

Blankenburg makes
further mention of the fact that there is some speculation

that an earlier 1624 edition existed.?3 Elizabeth Fischerjkraekeberg

21 Eischer-Kruckeberg, ibid., p. 610.

- n

22Bue]ow discusses this in the article on "Cruger, Johannes," in the WNew
Grove (1980),vol. 5, p.70. Blankenburg, in ¥.G.G. vol. 2, pp. 1799-1814
in the art1c]e "Cruger" says that there are two editions of the Synopsis
Musica Continens; namely, the 1630 and the re-edited 1654. He then says
that a reading error has caused an earlier 1624 edition to arise: "ein
Lese fehler hat diese lange Zeit als eine frihere von 1624 erscheinen
lassen," p. 1803. It is from these two sources that the conclusion
has been reached that the first published edition of the synopszs
Musica Continens . . . is dated as 1630.

23See footnote 22.
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24:”Na1ther‘mentidned that a 1624

26 28

d1scusses the sources of th1s 1nference

) ed1t1on ex1sted25

,zg.and Hugo R1eman.30 ‘Fétis discusses the problem, quoting

and th1s was cop1ed by Ad]ung, ,Forkel,27 Gerber,

. Lichténthal

" these previous sources, but comes.to the conclusion, like Fischer-

. . ..
Kruckeberg, that this must be an error.in dating.3] The earlier issue

32 1his version

in question is mentioned in. the Breitkopf catalog of 1934.
is supposedly in quarto format as oppbsed'fq the Tisting of the 1630

in octavo format. This statement is also confirmed by Féeis. 33 rdtis

24F’1’scher-Kchkeberg,'op. cit., pp. 612-613.

2swa’lther‘, Musikalisches Lexikon; (Le1pz1g Wolfgang Deer, 1732,
~reprinted Kassel and Base] Barenre1ter Verlag, 1967), p. 194.

26 Ad]ung, AnZembung zZu der Musikalischen Gelahrtheit, (Erfurt

- Jungnicol, 1758, Facsm. reprint; Kassel and Basel: Barenreiter Verlag,
]953) p. 759.

27Forke1 Allgemeine Literatur Der Musik, {Leipzig, 1792, Facsm.
Reprint ed., H11deshe1m. Georg Olms, 1962), pp. 421-422.

28Ger'ber‘, sttarmseh-szZzographzsches Lexikon der Tonkinstler
(1790-1792), Vol. 1, (Leipzig: Bre1tkopf 1790, reprint ed., Graz:
Akademische Druck, 1977) p. 314,

29P. Lichtenthal, Dizionario & Btblzograf%a Della Musica, 2nd -
edition, (Milan: Forn1, 1836) Vo]. IV, p. 335.

3OE'ugo Rzemann’s ‘Musik Lexikon, 11th edition, A. Einstein, editor,
(Berlin: Max Hesse Verlag, 1929), p. 358.

Fé%]s Bzograpnte Universelle Des Musiciens, 2nd edition,
(Par1s, 1875, reprint edition, Brussels: Culture et Civilization,
1963), Vol. 2, p. 399.

32See footnote 24.

Betris, ivia.
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‘ mentfons another edition supposedly printed in 1634;in duodécima:format
containing 232 pagés.thaﬁ.is 1i§ted_in the Breitkopf ca;alog of 1763.
The title is fhe same as the Synopsis'Mhsica Cﬁntinens‘. ; .'(1654);.but
fbr the altering of dhe word, "annexa" fo "concepta." Fischer-Krﬁckeberé
says that this labeling is due to an error in reading the unclear pfinf-
ing of the copy title page.3% Gerber goes further than‘Fé%is by stat- " .
ing that a third edition existe&.that waé printed in 1734 in duodecima 1'
format. This would Séem to confirm the idea that the QEint was unclear
and that the date of the treatise should read 1634 rather than 1734.35
Fischer-Krﬂckeberg, says that although the quoting of thel1624
dating is probably an error, there is the fact that theltitle of the
"so-called" 1624 work resembles the Synopsis Musica Continens . . .
(1630) rather than the Synopsis Musica Continens . . . (1654).36 In
any case, unless there is some discovery of a copy of the 1624 edition
6r the 1634 edition, it will be concluded that the third theoretical
work by Crﬁger was printed and published in 1630 and was entitled
Synopsis Musica Continens. The copy is held in the Musikaﬁtei]ung der
Stattsbibliothek in Tﬂbingen, Berlin, and is octavo format containing

64 folios.3’

34Fischer-Kruckeberg, op. cit., p. 613.
356erber, op. ¢it., p. 314.
: 36Fischer-Kruckeberg, ibid.
37grsi, ibid, p. 246 states that other copies of this edition are

housed in libraries in Dresden, Hannover, Leipzig, Wolfenbltel, Paris,
London, Boston and Washington.
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The Synopsts Muszca Continens .. (Berlln, 1630) can be c]as- ‘
. sified as a compos1t1ona1 manua] (type 2) and is very progress1ve in 1ts |
.presentatlon of Italian concepts of performance practlce The work |

: was well respected in the 10ca1 mus1ca1 world and quoted many of the |
new theoretical ideas dlscussed by L1pp1us and Herbst

=A_per1od of twenty years-fo]]owed the pub11sh1ng of the Synepeis

Musica . . . (Berlin, 1630) before Crﬁger had another work pub]ished.u
The etress of the Thirty Yeers War probab]y accounted for this wait.

The Questiones Musicae fractic&e . . . (Berlin, 1650) .was an expans10n
and adaptation of the Praecepta Musica . . . (Berlin, 1625). Once
again, this second work was an instructional (type ])_manual. It in-
c1uded'many of the Italian performance practice styles that the earlier
work did not. Both the Questiones Musicae . . . (BefTin, 1650) and the
Synopsis Musica . . . (Berlin, 1630) were modeled after similar works

by Lippiu;. The Questiones Musicae is a third editipn.' Presuming that
the Praecepta Musica .-. . is the first edition, it can be concluded that
edition II is lost. The Questiones Musicae . - . (Berlin, 1650) was
pub]ished'by qohann Kalle and printed by Chriétoph Runge in Ber]tﬁ‘in

1650. It contains 63 pages, the first 37 of which are in Latin, and’
the last 10 in German. The work is in octavo format and there is a
total of 61 folios. The only edition extant is housee in the Rﬁtstchb]-
bibliothek in Zwickau.

The next treatise published was called SyNopsis Musica Continens
. . and has an unclear date of publication, causing the problems dis-

cussed on pages 25 and 26. It is presumed, however, that the treatise was
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publfshed'in'1654jnpt 1624, It.was_printed-By Christoph Runge, with
~£ﬁe éqfﬁor editing ft. It is a very lengthy work containing 232 pages
'in octavo fonmat; The copy viewed is held in the Staatsb1b11othek
_ _Tublngen, Ber]1n, Germany. 38
| Two years before Cruger's death in 1662 he published another trea-

tise in Berlin. The publisher is not given on the title page but is |
pfesumed to be Christoph Runge. Although it has a title in Latin,
Mﬁséeae Prectieee Praéeepta Bfevia, (Berlin, 1660}, the work is actually
written in German. It is an instructional manual (type 1) and is not
Qery.progressive in its approach. It mentions the Italian praétices,
but discusses many prima pratitica concepts. It is in 8° and contains
73 pages in 31 folios. The treatise~viewed.i§ housed in the Staats-

bibliothek, Tabingen, Berlin, W. Germany.39

38Other copies are housed in Belgium, wo1fenbutte] and Paris.

See RISM, ibid, p. 246.

390ther copies are housed in Coburg and wO]fenbutell See -
RISM, -ibid. ‘
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CHAPTER 4
' THE CONCEPT -OF HARMONY

The concept of harmqny conjures up a variety of definitions. The_
. term usually reéers to either musical harmony or harmony in aesthéf
tics.’ In order to understand the tefm harmony as Cr;ger use& it, it
is necessary to undefstand the classical Greek definition of thé term,
as well as the Renaissance mdsical usage of the term.

Musical hﬁrmony éan be defined as a "concord of sounds that is

40

pleasing to the ear,""" or "that element of a musical whole which arises

from the simultaneous or immediately successive sounding of tones, in

distinction from me]ody-"4]

Musical hdrmony, therefore, is a concen-

tus of two or more musical tones sounded together, that is pleasing

to the ear. Key to the definition is the phrase "b]easing to the
“ear." In the one phrase we have the essence of the reason for the change
in harmonic concepts throughout musical history; As tastes changed,

so also did ideas on harmony.

. Harmony in aesthetics was first discussed by the ancient Greek philo-

sophers. The Greek term "ggﬂGVia" (Latin hanmdnia) meant

Orpe Century Dictionary and Cyclopedia, Vol. IV, (New York:
The Century Co., 1895), p. 2724, -

41Dictionary of Philosophy and Psychology, article on “Harmony,"
ed. ?X]Ji48a1dwin, Vol. I, (Gloucester, Mass.: Peter Smith, 1957),
pp. -142.
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:“ansagreéable-arrahgement gf’forms,'colors (sounds); or ofher,qua]ities

“in an'aesthetié_wholé,-with'gpeciél reference to some criterion of
o ’ » e

Th1s pr1nc1pTe of hannony was essential to the Greek sense of aesthetic

consc:ousness and 1t 1nvolved an attempt on the part of the Greeks to .

reconc11e the role of the 1nd1V1dua1 as a part of the whole. The

» writings pert]nent to the issue come from Pythagoras and Aristotie.

43 according to the fancy of

“Harmony, or thé music of the spheres,
Pythagoras and his school, is a music, imperceptible to human ears,
produced by the mévémenté ﬁf the heavenly bodies."44 Pythagoras
sﬁpposed that- the heavenly bodies moved by certain fixed Taws which
‘_ cou]dﬁbe expressed in_numbers. These numbers re]atgd to the harmony
of sounds which in turn related to thé seven planets in the heavens,
(these are the sun, moon, and five visible planets). The seven
notes represented‘the seven planets. Aristotle said this as well
apout the-?ythagoreans. "They (the Pythagoreans) supposed the

n45

whole heaven to be a harmonica and a .number. The term harmonica,

although spgciaTiy‘app]ied to music, could signify any well organized

42Dictionary of Philosophy and Psychology, Ibid.

43The term was used by the seventeenth=century German scientist
J. Kep]er (1571 -1630) as we]]

44Ihe antury chttonary and Cyclopedia, Ibid.

W rhe Enoyelopedia of Philosophy, Vol. 1, (New York: MacMillan
Co., 1967), pp. 38 39.
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structuré of parts fitted together in due proportiéns;, Theréfo}e, '
though mqugalbnumerica] ratios of sound based on a division 6f'ﬁro-i
portions is usually what was referred to Sy fhe ancients as being a '
harmony of sound, harmony also was bound up with mofa]iand»épiritual
concepts. The cosmos originated from a concept of oneness. The Macro-
cosm was one united work or universe bound toggfher by wdrld order.
World chaos was the antithésis of Macrocosm. Microcoswloﬁ the otﬁer
hand, can "signify not only many in relation to the unive}se . .. but'
also [to] any part of a thing, especia]ly a Iiving'thing; that reflects
or represents the whole it belongs to whenever there is a mirrofing

relation between the whole and each of ité par‘ts."46

In the Ren-
aissance? microcosm came to be primarily associated withAﬁaﬁ's role

in the cosmos or universe. "Renaissance speculation on thé microcosm
centred on the idea that human nature partakes‘of bodily, intellectual,
and divine existence uniting in itself the whole of the sublunary,

celestial, and supercelestial realms. "4’

Man and God were one in
harmony with each other, united in the macrocosmic sense of order in
the universe. The smallest part of the universe, was part of fhe:tdta]
order of’the universe, Crﬂger alludes to this philosophy when he says
the following in the Synopsis Mﬁsica Cbntinens .‘; . (Berlin, 1630):

Harmony is what keeps the MICROCOSM in order and disharmony is the

46Donald Leby, in the article "Macrocosm and Microcosm" in The
 Encyclopedia of Philosophy, (1967) op. eit., Vol. 5, p. 122.

Y1vid., p. 124.
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: &isturbaqce that occurs when evil happens 48 With the very chaotic
.'sjtuafioﬁ-in tﬁe'po]ftica] world of,trager's time, is it no wonder
'_:that Ee cehfrés oﬁ the’idéa that'chaoﬁ meant evil and that harmony
sfgqiffed woﬁ]dﬂordek and oneness of God and Man. |
‘The pracfiﬁa]_husica] realization of this emphasis .on harmony
:ré5u1£ed>in discussfons on which intervals constituted harmonic ones,
and which inferva1s were &isharmonic'or anhafmonic.‘ The idea of
a felationship between the music and text was also a result of the idea
that, aesthetically, all must be in harmony, united so that the parts
all fit.the wholequuring the early seventeenth century, musicians,
including Crager, ﬁere re—eﬁaluating what harmony was. The principles
bésed on a concept-of what was pleasing to the ear remained unchanged
but the kea]ization of these principles was gradually changing. The
scales were still base& on the division of the octave by proportions,
but the emphasis was on-é combination of three notes (triad) as opposed
to a twosnote combination (dyad). The ideals of the ancient phiTlosophers
were cal]ed‘iﬁto-practice to justify the néw triadic-based harmony
~ that befter represented the Holy trinity than did the dyadic-based
;contrapunta] harmony. The sense of order was to be found in each of
- the modal scales and, tﬁerefore, each of the scales héd its inherent

characteristic triad.

o BBupinis cant: harmonicae (qui es est spectandus magis, quo hodie
‘a plerisq curatur minus). & quidem intermedius praecipuus est motus
MICROCOSM ad virtutem alacriter sectandam, aversandum autum vitium."

J. Cruger, Synopsis Musica Continens, (Berlin, 1630), Chapter I.
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Cr;ger's ideas on harmony revolve around.four basic areas. He -
5iscusses harmony in relation to the dyad, ;he triad (frfas harmonicaj,
the triad wifhin the modal scé]e-(major or minor modes)\and‘thg harmony
of text/music reiatipnships. Inxexahining Cruger's ideas on:hqrmony
the reader must be aware of the differences between the. term .“hi,\r'-rrlon.y!I
and the term "tonalityﬂ':

Tonality has been deffned by'EeSWick as "the organizgd relation- .
ship of musical Sounds, as perceived and'interp;eted with respect to
some central point of reference that serves to co-ordinate the separate
items and events.and to Tend them meanfng as component parts of a

united who]e."49

Beswick is stafing that there must be a tona1 cehtre_
to a composition for tonality to exist. Tona]ify'must have a central
reference point such as a key that permeafes the entire composition.
A1l chords must relate to this partidu1ar key with a specific functfon..
The key becomes a unifying agent and becomes more than the sum of the
individual parts (chords); rather, it becomes the generator.

Hugo Rieman has said that the concept of-tonality was first inth{
duced into music theory by Rameau ih his Traitd de 1 harmonie (Paris:

1722).50 Rameau said that there-was a harmonic centre (although he

- did not specifically use the term.tonality) around which all the other

49D. Beswick, The Problem of Tonality in Seventeenth-Cen

Music (Unpub. Ph.D. diss., University of North Carolina, 1950), p. 1.

50Hugo Rieman, Musiklexikon, "Die eigentumliche Bedeutung, welche '
die Akkorde erhalten durch ihre Bezogenheit auf einen Hauptklang die
Tonika,"” Vol. II, ¢bid., Berlin: Max Hesse, 1929, p. 1854.
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sounds'must be re]ated “5? ~The term that.Rameau uses is not one that

' Cruger is concerned with. Crugér uses the terms major and minor but
1n relation to 1nterva111c structure within e1ther a dyad or a triad.
He takes this further us1ng the theor1es of L1pp1us as a bas1s and
.extends‘th1s concept of maJor and minor 1n:re1at10n to a categorization
of che modes used fn conposition._ The. modes used were either major or
minor’ but in no way were these modes synonymous with keys as we under-
stand them in a post-Rameau sense Cruger still composed w1th a moda1
rather than a tona] bas1s but he was defining composition in terms of
pre-tonal language rather than Renaissance moda1 language.

To:aid the understanding of Cruger's ideas on_harmony'the following
chapters nfll.discuss his ideas on dyadic harmony and what constitutes
a good or bad interval, triadic.harmony-in relation to the concept of
the trias harmonica that was defined by prpius, major and minor
harmony‘within the modal scalés and, fina11y, the harmony of text/music
relationships. Closely connected with the discussion on triadic harmony,
'is:a discussion of figured-bass realization. The figured-bass realiza-
‘tion becomes the practical short hand method of describing the triad
in the composition. The pract{ce of ornamentation Tikewise becomes

" one practical way of enhancing the text/music relationsnip.

. 51"Le Centre Harmonique, auquel tous Tes autres Sons doivent
se rapporter." Taken from Jean-Philippe Rameau, Traité de 1'harmonie
reduite a ses principes naturele, (Paris: Bal]ard 1722), p. 127.
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CHAPTER &

THE HARMONIC DYADS

Eanly seventeenth century theorists took their ideas on dyadic
harmony from two basic sources; modal Renaissance traditions and
classical Greek thought. Although Crzger never acknowledges thgse
ancient. theorists he does adhere to some of their ideas. Cleonides
(1st century A.D.) said that "harmonic is the speculative and practical
science having to do with the nature of the hammonious. And the.
harmonious is what is made up of notes and intervals having a certain
order.“sz Cr;ger somewhat parallels this statement in his Syhopsis
Musica Continens, (1630). He says: "Music is the science of ~
artfully and prudently combining and inflecting harmonic intervals
which make a concentus of diverse sounds for the reason of moving man

= Once again there is a subtle reference to the

to God's glory."
Microcosmic/Macrocosmic theories discussed in Chapter4 of this
thesis.

It is important to note that Crager considers that combinedlintErw_

vals are the basis for music. He reiterates this idea later in

*2Taken from the Zarmonic Introduction (Ist Cent, A.D.) by Cleo-
nides, in trans]ation by Oliver Strunk, from Source Readings in Music
History, Vol. I, (New York: Norton and Norton, 1965), p. 34.

53"Musica - . . est Scientia artificiose & prudenter conjungendi
& inflectendi intervalla harmonica in diversis sonis concentum effic-
ientia, hominis maxime movendi causae, in Dei gloriam." By Johann
Cruger from Synopsie RMszca Continens, Berlin: Kallij, 1630), Caput I.
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Chapter I of the same treat1se. He says:4 "the material thaf-harmohy
is composed of is sound. Sound is pr1nc1pa11y a comb1nat1on of mus1ca1'

w54 These musical 1ntervals come as a result’

_ 1nterva1s in total harmony
- of a d1v1510n of the monochord or the,octave-1nto spec1f1c-proport19ns.
. If the divisions,were~hathémahica]1y sound thénfthb.mhsiéh] resuifs
would aiso.be'good. Quintilian (f1rst century A. D.) laid out Spec1f1c

95 This d1v1s1on_

- diviﬁions of the tetrachord into harmonic intervals.
was cop1ed throughout medieval t1mes but the nature of the proport1ons
often changed. In the tenth century A.D. the‘SchoZta Enchiriadis
says that "Harmony is born of Arithmetic as of a mother . . . Jit]

is a concordant blending of unequal sounds . .'.ljbined thropghout to -
the theory of numbers, as are also thé other discip]ines_df Mathe-
matics so it is through numbers‘thgh we.must.unherstahd it-."56 The
author of the Scholia quoted-the"sixth century author Cassiodorus
(cai 550 A.D.) when he said that husfc is "the rational discipline of
agreement and-discrepancy in sounds'accordihg to numbers in their

w57 Cr:ger,

relation to those things which are found in sounds.
therefore, in’sthtihg that musical harmony referrefi to a combination

of intervals, was fo]]owing'é traditional practice set by the anéiehts

54, ) S ' AN
“"Materia ex qua Harmonia generatur est Sonus. Sonum enim prin-
-cipium est omnium Intervallorum Musicorum & totius harmoniae." ' From

- the Synopsis Musica Continens, (Berlin, 1630), Chapter 1.

555ee the footnote number 3. from the article "From the Repub11c"
" by Plato in Source Readings in Musie History, o op. cit., p. 4.

56Taken from the Scholia Enchiriadis translated in Source Readzngs
in Music History, op. cit., p. 134.



- 37

and contiﬁued thréuéh the later Medieval and ﬁenais;anée times. .

A diséussion of dyadic harmonic interva1§ is, .in reaiity,'ﬁ dis-
cussion of cbqnterpdint.' Much of Cruger's thought on.counterpoint-;
stemed{rect]y from the fgaqhings of G]areah'(i488-1563)'and.2ar1in0‘,‘
(1517-1590). Rather than idéntifying the numerous traditional sources
‘that Cr:ger copied a study will be made of what he cohsideréd important,
thereby giving some idea of what was bopular in terhé of éorrect com=
positional techniqués. Crﬂgér also cobies mucﬁ from gippius in
this area; | )

When separate single pitches (monads) are combined together they form
"composite" sounds. These cﬁmposite sounds made of monads can be either
triads or dyads. Cr;ger borrowed th{s idea froﬁ Lippius, -as well as the
jdea that these combined intervals could be either "harmonyﬁ or "dis-
harmony" depending on the kind of intervals involved; Lippiﬁs had said:
4 "Harmony or consonance arises from low and high sounds mixed ahd united
in a congruous pitch proportion, pleasing to thé ear. _Disharmony or
dissonance arises from low and high sounds forced together in an
incongruous pitchﬁproportion, displeasing to the ear."58 _Cruger
echoed these thoughts in both the 1630 and 1654 editions of the Synopsis
Musica Continens. He first said that "sounds in themselves are musical

‘monads. Composite sounds come from joining simple sounds {(monads)

57Scholia Enciriadis, translated in Source Readings . . . op. cit.,
p. 135.

'58"Harmonia, consonantia oritur ex sonis gravibus & acutis congrua
suae crassitudinis Proportione conmixtis ac inter se unitis grata audit-
ui. Anarmonia, Dissonantia proficiscitur ex sonis gravibus & acutis Pro-
portione suae Crassitudinis incongrua coactis molesta auditui." Lippius,
Synopsis musicae novae, (Kiefer, 1612), E 2r, translation by B. Rivera
from the dissertation "Johannes Lippius . . .," op. cit., p. 105.
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together;“59‘ He then goés 6n, jnAagreemeﬁt with Lippius, that theée

sodndé_cén‘be githgrbharmbnious (thfmonia,‘conéon4£§da“f of-dissdnanf¥.
(“anamonia, disonantia").%. His definition of harmony. is as follows: -
A ;"Harmony ariées from soundg.mixed togefher in-propprt{on éhd un{ted
in. themselves aﬁd pleasant. to hear. 'Djésonancé afises frqm_the'saﬁe
* kinds of-sounds brought'together.with Ead pfoportfén:and df;p]easfng‘
to the'e.ar."61 ' : ' |
Inherent in the duotation is the belief that bdth reasbn and sen-
sation contribute to.the‘hanmony or disharmony of a sound interval.
The concept of a harmony ariSinQ out of a proportion of'arﬁthménfic
sounds had its roots in the'Pythagorean“School, and was continued by
musica theorists throughout history. Musica prattica specialists (per;

formers included) had often rélied on the senses to determine what would

sound well together, whether it always followed the rules of exact

59"Sonus compositus ex simplicibus (seil: Sonis seu Monadibus -
Musicis) inter se conjunctis & crassitudine maxime differentibus
coalescit & producit vel Harmonia, Consonatiam vel Anarmoniam, Dis-
onantiam." Synopsis Musica Continens, (1630), Chapter VII, and "Pars
composita contionis harmonicae ex simpiicibus sonis seu monadibus
Musicis, inter se conjunctis & crassitudine maxim} differentibus . ,
coalescit, & est vel Harmonia, vel Anarmonia, Consonantia Dissonantia."
Synopsis Musica Continens, (1654), Chapter VI, p. 41.

60§ee footnote 59.

6'1“HARMOI\IIA oritur ex sonis gravibus & acutis congruae suae .
crassitudinis proportione commixtis, ac inter-se unitis, grata auditui.
ANARMONIA, dissonantia oritur ex sonis gravibus & acutis incongruae
suae crassitudinis proportione coactis, molesta auditui." Synopsis
Musica Continens, (1630) Chapter VII and Snyopsis Musica Continens,’
(1654), Chapter VI, p. 41. :



A qriihmetié;prpﬁortiﬁng.' Lipp%us had éaid that botﬁ éspects-musi‘be_*
:gbmb{ﬁed ta'understahd the ﬁruelﬁétﬁre_of harmony. .“When the senses -
) EOmBjne with'reéﬁba,.ﬁhe result is musféﬁl,certitude."sz
These'cbmbﬁnatidhsiof~éounds were divided by Cruger into perfect
- and impéffeCt.;ounds.kAOnce agajn he'followed“the precedent set by
~ Lippius in 1612. -trager'ﬁéde the‘fb11owing'statement in his Synopsis .
Musica Continens of both 1630 and 1654: "These sounds that are in
themselves musical moﬁads; can be composed in Imberfeét voices like
“Liﬁﬁius' Dyads 0r>iﬁ pérfect vpftes fhat are Triads in musfc.“63
Lippius had said that "the combination could be unmédiated or imper-

4 The mediation

fect as a dyad, or mediated and perfect as a triad.“6
refers to-theAmathematica1 mediation. The proportion of a 6:4 is,
for example, a perfeét fiftﬁ. It js a dyad because it consigts-of

_ only two notes. The proportion 5:5:4 repfesents a perfect fifth with
a third in thg midd]e! ‘This interval is mediated and represents the
téiad. The mediated proportion is more complete tﬁan the unmediated

one. Therefore, theitriéd is perfect, being mediated, whereas, the

. . u B
dyad is imperfect, being unmediated. True to form, Cruger leaves out

528, Rivera; op. cit., p. 107.

63"Utrad€ autem pars ex simplicibus Sonis, seu Monadibus Musicis
est Composita vel Imperfecté.& vocari potest juxta Lippium Dyas Musica
vel perfecta &.vocari potest Trias musica." Synopsis Musica Continens,
1630, Chapter VII, and “Utrad} autem pars ex simplicibus sonis est
Composita vel Imperfecte & vocatur Dyas Musica: vel Perfecte & vocari
potest Trias Musica." 'Synopsis Musica Continens, 1654, p. 41.

64"Porro Pars utraque ex Monadibus Musicis est composita vel
immediate & imperfecte, vel mediate & perfecte: quarum illa Dyas,
haec Trias Musica potest nuncupari." Quotation taken from footnote 6
in B. Rivera, op.. cit., p. 108, of Lippius' Synopsis, (1612),E 3r-3v..
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the:mathehaticaf aspects of fhe d%sdussion and simply concludes that
the dyad is imperfect and thé triad is peffectg“This4sense of triadic
perfectibn will be discussed further in the fo][owing'chapterif

; There is a further differentiation in the dyad. It can be either
simple or éomposite, A simple dyad lies within the range of an actave
while a'composite‘one_]ies outside that range. Cr:ger says that the
: com@osite dyads follow the same rules and laws as those ﬁjthin the
Bctave.65 The simple dyads, howeQer, deserve a better exp]anatién;
These dyads are classified as perfect or imperfect, and there'is an
order of perfection as well. These perfect or imperfect intervais
can be major or minor in nature.

The most perfect intervals range from the ;ma11est'to the largest
intervallic span. The most‘perfect consonance is the octave (2:1)
then comes the fifth (3:2), the fourth (4:3), the major third (5:4),
minor third (6:5), major sixth (5:3) and finally the minor sixth (8:5).
Thé first three intervals are known as perfect consonances and the
| next group is known as.imperfect consonances, Cruger élso gives each
interval a certainfaffect. The octave (unisonus compositus) is the
perfect simple sound; it represents perfection; The fifth is grand and
firm and masculine, whereas, the fourth is a ringiné, sad consonant '
souhd. In the imberfect intervals the major third is lively, vigorous

and vivacious while the minor third is gentle, mild and sad. The

, 65“DYADES COMPOSITAE ex simplicibus, & qvidem Consonantes ex

Consonantibus: Dissonantes ex Dissonantibus, imitantur naturam sim-
plicium juxta notissimum axioma: De Octavis est idem & simile judicium." .
© Synopsis Musica Continens, (1630), Chapter VII, and Synopsis Musica
Continens, (1654), Chapter VI, p. 50.
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major sixth is joyful while the minor sixth is dejected, ﬂeék and |
1anguid.66- He not only finds‘affect.in the'interval%c strucfure} but
affirms,tﬁat the closer the interva]s are to the~pérfect un{son, the:
stronger and more ;iabie they become.vifhe minor sixth is therefdre? ‘
the weékest of the lot of the imperfect cdﬁsonancgs,‘“ . o

‘Both Zarlino and Lippius (as well és many other authors) had dis-
cussed the problem pf‘the'1imit ofithe consonant intefvéls. Before
Zarlino's time the sixthﬁﬁas not included as a cbnsonance. Hg_justi- |
fied it és a perfect interval because the number waé perfect in the
universe‘of the spheres. He said that the major sixth could be justi-
fféd because it belonged in the scale. The minor sixth did not bﬁf it
could potenfia11y exist if fhe major interval was included. If‘would
be incliuded in the diatonal scale and therefore could be called a

7

consonant inte}'vaI.6 Lippius echoed the thoughts of the writer

661t si enim quaelibet consonantia simplexsuo in gradu sit

perfecta, respectu tamen alterius vel perfectior. vel imperfectior
existit, ita quidem ut perfectissima & prima sit OCTAVA. (unisonus
compositus) utpot® quae sumnf® sua perfectione quasi aequisonare ¢ ,
unisonare post unisonum simplicem audiatur. Post hanc QUINTA Perfect-
ione sua consonare gratissimo, firmissimo & masculo tinnitu-: Tum QUARTA

etiam graviori tinnitu consonare: Post hane DITONUS dulci Imperfec-
- tione concinere alacrius, vegetius, vivacius: Porro SEMIDITONUS Suavi
quodE imperfectione concinere mollius, remissius; tristius: Deinde
SEXTA MAJOR, sua imperfectione circumsonare quasi altius, & laetius:
SEXTA denid; MINOR six etiam circumsonare demissius, mollius, Languidius -
ad varios  sciendum affectus audiantur." Synopsis Musica Continens, '

. (1654), Chapter VI, p. 44.

67“Questo sono adunque le specie dei Numeri al Musico necesarie:
imeroche la cognitione loro serve nella Musica alla investigatione
delle passioni del propio Soggetto, il quale g il Numero harmonico,
over sonoro, contenuto nel primo numero perfetto, il quale atte a
‘produr Te Harmonie & le Melodie . . ." Zarlino, Ist. harm., (1558),
Part I, Chapter 13, and "Che dal numero Senario si comprendeno molte
cose della natura & dell'arte.” Op. eit., Part I, Chapter 14.
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Ca1v1s1us who sa1d that in music there is nothing mofe perfect then
the un1son, because it represents oneness and equallty, thus often

t1mes two ~voice compos1t1ons end on the unison. 68 Lippius believed
that the maJor s1xth be]onged to the diatonal scale and could be
1nc]uded as a consonant 1nterva1. but he said that Zarlino's reasoning
was fauity concern1ng the m1nor s1xth This interval should be included
because 1t»conta1ned the number 8 in the proportion; thereby making

it part of fhe perfect unison that Ca]ﬁisius had talked of. "The

system of judging the consonance of a musical interval according to

the relative sﬁmplicity.of its numerical proportion, i.e., acoording

‘ 'to the sma]]ness»of-the numbers involved, rests on the then universally
accepted doctrine that oneness represents the height of perfection."69
~Tne closer that any interval came to the unison, the more perfect it
would be. Lippius, expressing»moch the same idea that Calvisius did,

said:

The nearer any (dyad) is to simple unison in terms
of equalized sound, the more perfect it is. For the
closer a proport1on of inequality is to the proportion
of equality in terms of difference and excess, the
better, more beautiful, more perfect, and more simple
it is. On the other hand, the farther it is, the more

8"Porro si ex fundamentis Musicae de perfectione aut imperfec-
tione consonantiarum. loqui ve]1mus, non difficile erit attendenti de
hac re pronunc1are, Omne enim, quod origini proximum & s1mp11c1ss1mum
est, id magis est firmum & perfectum, unde consequens, nihil in Musicis
perfectius esse unisono, qui & respectu sui tantum unus est, & in
aequa]1tat1s ratione continetur, atque adeo plerumque finis biciniorum

in un1sono constituitur,” Calvisius, Erer, Mus, tertia, (1611),
PP. .

S9Rivera, op. cit., p. 112.
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imperféct it becomes, until it reéches dissonance.70‘
The ordef'pf bqrfect'and 1mperfect'consonant intervals, therefdre,'.
- that Crﬂéer Tisted is consistent with seyeral'other 1§adihg early Baroque
theorists. - The idea that unify is perfection (consonahce) aﬁd plurality |
is imperfection (dissonance) related once again to‘thg Macrocosmic/
Microcosmic theories discussed in Chapter 4. Dammann has éaid that
the perfection 6f unity was central to 611 of German Ba}oque theony.7T
Crsger borrowed the’ideds on affect in dyadic 1ntervals‘from
Lippius. Both composérs described the intervals in identical terms.
The octave was the most perfeﬁt (perfecticne sua swmma) because it
' sounded 1ike_the unison. The fifth was "most pleasing, most firm and
masculine”(gratissimo, firmissimo‘and masculo tinnitu). The.fburth was
a "rather serious sound" (graviori tinnitu) and the major third, the
first of the imperfect intervals, is "rather cheerful, vigorods'and
lively" (alacrius, vegetius, vivacius). The minor third, on the other
hand, is "rather soft, subdued and sad" (mollius, remissius, tristius).
Lippius and Cruger change the form of the word "consonant" to imply

different intervals. The word changes from “consonantes" to "consonare"

from the octave to the fifth and fourth. The major and minor thirds are

70“Quo vicinior quaeque est unisono simplici ratione aequalioris
sonantiae, eo est perfectior, Quia proportio inaequalitatis quo prop-
ior est proportioni aequalitatis ratione differentiae & excessus, eo
est melior, pulchrior, perfectior, simplicior. Et contra quo remotior,
. €0 imperfectior ad usque dissonantiam. Lippius, Disp. mus. tertia,

- A 3r-3v. as translated by B. Rivera in Jokannes Lippius . .
op. eitt., p. 116.

7]R Dammann, Der Musikbegriff im deutschen Barock, (Cologne:
Volk, 1967), pp. 33-40.
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called "ooneinere" and the major and miﬁorISixth hre ca]]ed_"ciréumsonare;“72

The major sixth is said to have a.“fathervhigh-gpirited_and'happy sound

(cincuméongfe~§uaé@‘altius & Z&étiﬁs) whiie.the minor'siXth*is'; “rather -
S 3

low-sﬁirited and geﬁt]e Iéﬁguid“ kind of soﬁpd (aircums5narg).7
- Just-because ‘these intervals were all termed as consonances,.

did not mean that they all could be used in a compbsitfon_as a cOnsoﬁant.
The fourth, for examp]é,.was quéstfonéq by many during the renaissance
and ‘baroque periods of theory as to whether it should bé-classifigd as
"a perfect cbnsonancg. In the genefa] practicé of the day the fourth was
treatéd as a dissonance in two-part composition;- The fburth,-between
the bass and another voice (a six-foﬁf.chord), was allowed only in terms

of suspensions, passing dissonances, or in a text elaboration. The

Nd

725, Rivera has discussed this issue at length in Johannes Lippius
« « «y Op. cit., pp. 119-122.

73“0f the above named consonances-the octave, by virtue of its
supreme perfection, is heard as an equison and unison, following the
nature of the simple unison and equison. Next to the octave the fifth,
"because of its perfection, is heard as a consonance with a very pleas-
ing very firm, and masculine sonority. -Subsequently, the fourth,
because of its perfection, is also heard as a consonance with a rather
‘'serious sound; than the ditone or major third, because of its sweet
imperfection as a rather cheerful, sprightly, and lively &concinance;? .
then the semiditone of the minor third, also because of its smooth
imperfection, as a rather soft, subdued and sad "concinance;" then the
major sixth, because of its imperfection as a rather highspirited and
happy "“circumsonance" that is rather low-spirited, gentle and lanquid.
A1l these sounds are suitable for arousing the various affections to
which they have an individual resemblance. This resemblance mani-
fests itself a posteriori from experience, and a priori through the
- occult and the secret." Taken from the Synopsis Musicae Novae (Strass-
burg: Kieffer, 1612) in translation by B. Rivera in the book Synopsis
of New Music, (Colorado: Colorado College Music Press, 1977), p. 37.
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jbeﬁt that a-fourﬁh‘euuld he.ca11ed fn reality wa§_an fmbeffect'conf
. :Sonaﬁce...Thefifonflof £hélfa¢ﬁ.iélthﬁt‘phe-term al“peff9ct fourth"

"reﬁains fﬁ’prgsénf-@ay voéabdldfy evéﬁ though it was seldom treated.
: Has_peffect-past,the_sixfeenth cehturx; Crﬁger does not explain the
-diffgrencé bétween a @ajorlandrm{nor_intervaT but assumes that the
reader wi11.undéfstandltﬁe difference. The binary split was y@]llknown
tﬁ all musiciang;‘ Hﬁen Zaflino said the intervals were to be split _
‘ arithmetica]ly into two he'quitezdéfiniteiy“me&nt major and minor.’%
By the time that C?Gger wrote. his works, speaking of major and minor
~ intervals did not even merit diﬁcdssion.

Just before he gogs on to discuss the dissonant intervals, he sums

up the ﬁerfect and fmperfe;t intefvais-by g1v{ng the following musical

 example. Major and minor intervals are included in Example 1 below.

Example 1.
s ) QF
T o % %5 4°9°9 °,
P8 PFT pAPuvnr M3 w3 Me b

?4“Et benche 1a Proportiana]iﬂ% harmonica habbia le jstesse
proportioni, che si ritrouanc nell' Arithmetica: percioche le forme
delle consonanze {come habbiamo veduto) sono contenute tra le parti
del numero Se nario: 'che sono in progressione arithmetica: nondimeno
nell' Artithmetica, tra i termimini minori le proportioni-sono mag-
giori" & tra 1i maggiori le minori; & nell' Harmonica si ritrova 11
contrario: _cio® ne i maggiori le maggiori; & ne i minori le minori.
From the Istitutioni Harmoniche, (Venice: Senese, 1573), by G.-Zarlino

in facsm. reproduction (New Jersey: Gregq Press, 1966), p. 61.



Crﬂgef thén.goes on to discuss dissonant dyads. He says tﬁét
‘ éimble d%ssonant djads comprisé a]1 the other simple intervaTs; They
are totally inconvenient proportions and tﬁeir‘souﬁds_do not gb éasily
-‘togethef,tbut rather sound offensive when comb{ned.75 Crsgeﬁ-borrowed '
this definition from Lippius who said that "simple disgonant or S
uﬁharmonic dyads compriée all the other simple intervals.} These involve
irreconcilable proportions,uand their juxtaposed sounds,uwhich-are ]ocaged‘
‘outside the senary, do not easily go together But sound offensive when
combined.“76 Crﬁger also refers the reader to Calvisius' work M@Zopaeia
;(1592) for further information on the subject.77

Lippius ﬁpgnds time discussing the exact intervallic proportions-
after defining the dissonant dyads, whereas Crﬂger explains when and
- why they should be used.v He says that dissonances give life to a
composition and help to join the consonant intervals. Also, when_'
certéin harmonic'progressions require a dissonance it should be included.
IfAthe.text requires a dissonance to help with the elaboration a dis-

sonance can be used in embellishment. For instance, if only unisons

are used it is tedious, but if consocnances are used with dissonances

75Dyades simplices dissonantes sunt reliqua Intervalia simplicia,
quae proportionibus disconvenientibus continentur, quorumdhe'soni.
extreme aegr® coeunt simul auditu moleste. Cruger, from the Synopsis
Musica Continens, (1654), Chapter VI, p. 45. ‘ : o

76Lippius,-synopsis Musicae Novae, in translation by B. Rivera,
Synopsis of New Musie, op. ceit., p. 37.

77Mul.tum refert (inquit Calvisius ut dissonantia Melopaeo . . .)
from Synopsis Music Continens, (1654), pp. 45-46.
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thaf_have been p?opér]y prebared, then boredom égn be a]jgviaféq, just
as swéetness intensifies in‘degree iflit-follows bitterness. S These |
dissonant-interva]s éan be classified in two categories; ],-intrinsfn
(per ée and abéozut}) ﬁhiéh inciudes intervals such as thé_éeéondé éndh
sevenths; and 2; extrinsic (per &ecidbns) which:intludes:diséqﬁént Y
intervals formed by the use ofuaccidentals,?s E%ample 2 shows iﬁtrihsfc
dissonances and Examplediiilluétrates-extrinsic dissonances. |
_Cr;ger'had said that compound consonances were=just inversions or‘l

expansions of simple consonants, and he uses the same ideg when talking

Example 2. Synopsis Musica Continens (Cruger, 1654), p. 47

.
I
3

78"Rm1tum refert (inquit Calvisius ut dissonantiae Melaopaeo rect&
sunt Cognitae, non tantum, ut vitari possint, ne temere, tanquam consona
Intervalla consonantiis misceantur: Sed etiam, ut certis locis, harmonia
- id requirente, usurpentur, & quidem primd, ut ab Intervallo ad Interval-
lum commodius, & absque hiatu progredi possimus. Deinde ut.harmonia, si
sententia textus id requirat, exasperetur: & tertio, ut tota harmonia
iisdem varietur, & exornetur. Nam et si harmonia potissimim & princip-
aliter sit ex consonantiis tamen, cum Solae consonantiae id quod in
rerum similitudine fieri solet, satietatem paramt, dissonantiis mixtis
taedium hoc levatur, & quae sequuntur consonantiae suaviores & auditui
gratiores redduntur, quemadmodum post tenebras lux, & post amarum
du1c25ngis delectare consuevit.". Crliger, Synopsis, op. cit., (1654),
Pp. 435-46. : -

79“Quae dissonant verd Dyades, vel per se, & abeolut® dissonant,
va1.per Accidens. Per se & absolutd dissonant Secunda (tam Tonus quam
Semitonium) & septima cum suis compositis. Criger, Synopsis (1654),
opo @1-'{:0’ pp' 46"'4?-
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,.abouf dissanant intervals. One'éxéﬁplé_of Qqu aﬁﬁinyersiﬁﬁ: Tsfthg',
second and ‘the seventh. A]tﬂdughithe'intéry&IS'are'actua]1y‘ip§érsions_
he does nat use the term’ "1nvers1on‘" rafher,'he jusﬁ dgséf‘ibes-the~ -
]arger 1nterva]s as be1ng similar to the sma]lér’ones;;0n1y dccur%hg
-on d1fferent lines and spaces. 8 Thus the- term absalute would refer
to 1nterva1s in the smallest pos1t1on and per se wou]d refer to the
Iarger expans1qn.of the intervals. _ | _

: C;ﬂger mentions that-theée dissonants are often found in runs 6f
diminution. These dissonants offen occur on,the'dyad of ‘an augmented :
fourtﬁ. When found 6n the fourth, they ére not 1ike ones found on’

- the second or seventh. One type of fourth occurs naturally in the
hexachord and is called ord1nary (ordznarze) A second type of d1s-
sonant fourth can occur when the dyad 1s altered by musica ficta (an~
accidental on one or two of thg notes) and is called extraordinary

(exfraordinariZ).Bl ‘For example:

80"Dyades‘per accidens dissonantes sunt Intervalla quae pr1m5’
fronte quidem a consonantiis non d1screpant, eosdem enim Tinearum
. Tocos, & spatiorum, ut consonantiae solent in Notulis .occupant, Verum'
cum vel semitonio minore abundent, vel deficiant, Anarmoniam, seu.
dissonantiam pariunt." Synopsis.. . (1654), op. cit., p. 47.

' 8]"51C Quarta sit superflua, quando semitonio minore addito
tres Tonj conjunguntur (in de Tritonus appellatur) quod sit vel
Ordinarie vel Extraordinaire." Synopsis . . . (1654), Ibid.
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Example 3.' 0rd1nary Dyad at the Fourth Synopsis- . i (1654),
= s ' p. 48 - h

The second type or Extraord1nary fourth occurs in using musica ficta
in the hexachord. If a sharp is added in the first or second species
or if a f]at-(b).is added in the th1rd species an augmented fourth

results. The following examples are given:

Example 4. Extraordinary Fourths (Symopsis. . . (1654}, p. 48.

The resultant intervals are augmented fourths in modern terminology.
These can also be changed if the other note of the.dyad has a sharp
“or flat added. The examples given show that they then become diminished

fourths. ‘Crugerkca]1s thesé diminished fourths (quarta diminuta).
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'Examp1e 5. Extraord1nary Fourths {Quarta d1minuta) Synopszs
L 1654, p. 48 -

B

The next example given is for the augmented fifths (Quinta sit

Superflua):
. i
Example 6. Superflua Fifths, Synopsis . . . Cruger (1654)

1?{‘ __;_‘-———"ﬁ“ﬂ—-‘__,—ﬁ‘ —3

the alto is f in Synopsis (1630) ch.viii and e in Synopsis (1654) , '
" p. 49 . The u--s'q edition is Pr’a‘:-.blj a Pr"‘ﬂh“'i ey cor.

| and the diminished fifths follow:

Example 7. Dimiruitur Fifths, Cruger, synopszs . . . (1654),
- p. 49 _

. da . aim o s o - - LI 4 e ommm e

¥
T
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The oétave_alsq'can be-‘augmented:

. 4 T : : .
Example 8. Superflua Octaves, Cruger, Synqpsis,(1554), p. 49" -

& _
——— o == :
F v v 9 ;

b

and diminished:

- Example 9. Diminuitur Octaves, Crﬂger, Synopsis t1654), p. 49,
1630 (Chapter VII, E2)

D' 1 — _@ bb__—-e——{—JLl-% _
¥ a0 3o e |

Y|

*1654 error in printing/+1630 correct

Crﬂger concluded the chapter on an&s by saying once again that the
same rules apply to the dissonanf.composite dvads as do to_thg formeriy
described simple dissonant dyads.

In chapter XI of the Synopsis Musicus Continens (1654) Crﬁger goes
on to give examples qf intervallic progressions uéing dissonant compos-
ite dyads. The dissonant second is qsed-in conjunctibn with the per-
fect fourth and its inversion, the perfect fifth. He does not state
‘that the fourth and fifths are inversions of each other, buﬁ.he in-

cludes them in the same examples. In the case of the fifth-fourth- second
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combination, the resolution is always on-the pnisnﬁ octave$ see’ below
in Example 10: |

Examp]é-10. Synopsis Mhéic& Cbntiﬂen& (1654),Ip. 71, Cruger’

PR

‘. ) 10 3- 4' ' -‘-'
- =W & |
i =
Xy
L2 W~ . 5
. L2 '® )
I 4

The progressibn,.iﬁ figuredfbass terms, would be a major third (3)
‘to an octave. The dissonant second referred to is not a vertical second
but rather a horizontal movement.as unders tood in contrapuntal language.
The vertical concentus is not dissonant. _Crﬂger speaks of dissonant
seconds in terms of contrapuntal rather than tonal language. The
Tinear movement of the melody line'i§ just as impﬁrtant as the vertical.
concentus of sound.

The next, Example 11, shows how to harmonize descending seconds
with fifths and their inverted fdurths. In this case the resolving
interval is the fifth of the triadic chord: |

A Example 11. Synopsis Musica Continens, Cruger (1654), p. 72

2 2. 3. i SN

¥ o 1 : :
% _ — —eo T—g-
L e —— : - m
[ — E==—== ———
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'Cruger says’ that muszca ficta has to be used occas1ona11y to pre-
vent faulty intervals from occurring. If these 51gns are used, they
"_should preferably be- used in the melody line. 82, The signs used were
not consistent W1th.present day usef He uses the # sign for one reason7~
and‘thle_foh another. Cr;gef describes {wo systems:‘ (a)‘fhe true g
and cohrect'use of the.# is on the C when it is a 1eeding tone to D or
when F is .a leading tone to G; (b) the @b or-l:l is used for the note
Bb, as in Example ]2a, or for the F, as in Example 12b, when there is
a lower fifth joined to it. -In the scales that are transposed and use:
ab in the key signature the ﬂ sign would be used in the upper note.

In the scales that use the F systems, a # wou]d be .used incorrectly

in the upper notes, as seen in Examp]es 13a and 13b. If you have a
piece with the Bb in the signature ahd_E in the Bass part and a Bb in
the soprano part, use theﬁ _sign‘to make the fifth perfect (Example 12a).
Likewise, when you have no signature and the bass sings B and the
superior sings F use theE] or the £5b .to raise the semi-tone. to make

a perfeet fifth. He cautions hot'to.use the # as shoﬁn in Example 13a

and ]3b-where the bass singing.B and the soprano singing E.

. 82"D1es1s ista # requirit frequentem Notam utplurimum ascend- .
entem praesertim in melodiis vocalibus: In Instrumentalibus verd
haec lex adeb strict non observatur." Crlger, Synopsis .
(1654), op. cit., p. 72.



Exanple 12, Synopsis, 1654 p, 73 Example 13, Synopsis, 1654, p. 73

1 Semg

£F-

Crﬂger deals with_progresﬁive 6ctaves; fifths;and unisﬁnﬁ.: A1-
though the conseﬁutives ﬂould have appalled prima prattica followers
‘of Zarlino, they were justified by the secunda prattica followers.
Crﬂg&r shows his preference for'thfs second practice in the Synopsis

(1654). He feels that bad consecutfves are avoided by the use of
| ' 83

ornamentation and then gives éxamﬁ]és of how thfs can be achieved.
The typés of.dissonances used come in the form of upper appoggiatura-
1ike progressibns (Example 14a), passing notes (14b), anticipations
(T4c) and as suspenggons (14d). Crﬁger did not labed the dissonances
thus, but they are in reality traditional melodic ornéments used in

‘a modern way. The dissonances in each example cover parallel octaves.

‘ 83“Miscet haec harmoniae forma saepissim% Relationem non harmonicam,
ut videre est in exemplo proposito, ob quam, cum soni difficulter uniri
possint, concentus quasi evanescit." Cruger, Synopsis . . . (1654),
op. cit., p. 96. - )



 Example 14.. Symopsis (1654), p. 74.

1- 3. 4. 5. ¢.
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| Fuf;tﬁer, interesting disson'ances" can be included by the intro-
duction of pauses in the harmony. This, in effect, causes a syncopa-
tion of rhythmic harmony. The technique had been in use from the

‘earliest of Renaissance times. The examples given are as follows:

Example 15. Cruger, Synopsis . . . (1654), pp. 74-75

1-— Ll‘“"#-—i‘“‘ e wea -_.z... - ¢ 3. . Jq; wioE o .5'.... i z.-_ -
- e c—r oI : = . : i_ L)
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The’dissonépces shown in the above ekamplé are aurally implied during
" the rast.i In nuﬁbers 1 and 2 theldissonance is a simpielsgcoﬁd or
‘compo;ite ninth,l'The thirﬂ and fourth examples show the fourth
as a dissonant befwéen two sets of fifths. The fifth'and'sixth-ekampTes”
show a'part crossinﬁ involving a simp]elsecond. The seventh example
uses an anticiﬁatory figure to form a dissonant of a composite second
(ch);- The eighth example impjies that the sixth between the lower C
and the ﬁ is a dissonant figure in feeling. ExampTe aﬁshows a simple
second.

Fourths and sixths can be used in passing-note progressions to give
_intereét and continuity to the music. An example is:

Example 16. Cruger, Synopsis (1654}, p. 76

LI L, &t R i R P Mt il ek R ot e s S

& q 1‘ 2' 3. q‘ -
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e mebia mme

Passagework between consonants of fifths can use semiminims that in-
c]qde'intervals of fourths and sixths. Example 16 showed the use of
sixths between fifths, and Example 17 shows the use of fourths between

fifths.
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‘Example: 17. Cragef, Synopeis . . . (1654), p. 76

P Rl T
- ' .
- r ) 117 i3
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¥ | A :
#}g J | I _e

A dissonance can be used between a sixth and an ectave or f1fth, .
espeC1a1]y if the passagework between the two intervals consists of
short notes, as in Example 18. |

Example 18. Crﬂger, Synopsis . . . (1654), p. 77

-
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*{his e§ample is faulty}the bass shouId probably have an E in the bass
not G

The sixth moves to a seventh and then resolves on the octave in
Example (a), and in Example (b) the sixth moves downward through a
seventh to land on two successive octaves on D and E. Cruger also
gives two examples of ornamental passages using the sixth'and fourth-

and finishing on the sixth. These are as follows:
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Exanple 19. Cruger, Synopsia . . . (1654), p. 77 -
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Cruger not only discusses dissonances in dyads, but also gives some’

interesting exampies of how the pefféct consonances can be used effec-

tively in compositions. He says that perfect consonances of the
same species may}fo11ow eachlother 1. when they remain stable (when

" repeated)’ or 2. when.théy are hoving’bg 1eap whether in cdntrary
motion or whether by'exchanginé parts and-thus the Sqund is not.
changed at a]].84 The Example 20 shows how these perfect consonances
are used in contréry motion énd in tonal immohi1ity with rhythmic
variance. |

Example 20. Crﬂger; Synopsis (1654), p. 77.
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84"Consonantiae Perfectae ejusdem speciei:se sequi possunt 1. Cum
manent immobiles. 2. In Saltibus, seu motibus conrariis, sive quando
per vicds gravis Sonis in acutum, & contry acutus i gravem transit.
Hoc enim modo Soni non variantur, sed in un} eademﬁﬂe clave quasi in
unisono Constituti consistunt, etiam si de Toco in Tocum transportentur
ut." Cruger, Synopsis Musiea . . . (1654), op. eit., p. 77.
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_u$1ng the same pr1nc1p1es as app11ed in Exampie 20 above we see how
these repeated perfect cnnsonances ‘can be Jo1ned to other perfect '1
consonances in Examp1e 21 below N

xamp1e 21. Cruger, Synapszs (1654) P. ?8
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: Repetition can be used to induce an affect of languidity and_openness.gs
“Following the pract1ces shown in Examp]es 20 and 21, Crﬂger gives ohe
further example that can produce these affects

 Example 22, Cruger, Synopszs (1654), p. 78

d?. A
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L > =
o '-&- -
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BS“Vox sui Intervalli propria sedem consequitur, harmonia quas1
evanescit, sit languida, & hiu]ea. ut." Cruger, Synopsis . . .
(1654), op. oit., p. 78. '
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W (]654)'shbws how to_ resd1vé

Several examples are given from a m1nor th1rd

the octave in Examp]e 23.

Examp]e 22b. Cruger, Synopszs M b (1654}. p. 87

'-.to ‘the octave, these are shown 1n Examp]e 22%and a maJor third to
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Example 23. Crﬂger, Synopsis . . . (1654), p. 87
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The major and_minor thirds. can also résolve on the fifth. Example 24

shows the resolution.of a minor third to the fifth and Example 25

shows the major third resolution te the fifth.



Exarple 24.  Cruger, Synopsis . . . (1684), p. 88

Example 25. Cruger, Synopsis . .

. (1654), p. 88
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Minor thirds can be combined with major thirds to form harmoﬁy.

~ “Example 26 shows. this kind of progression.

Example 26. “Crager, Synopsis .

} » Z.
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. . (1654), p. 90
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Example 27 shows the movement fiom one major third to another major

third.

1 1]
Example 27: Cruger, Synopsis . . . (1654), p. 91
L 0 2. 3.
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Examples 28 and 29 show how major or minor thirds can resolve on major

or minor sixths.
Example 28. Crﬂger, Synopsis . . . (1654), p. 90
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. . . (1654), p. 91
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© Major sixths can resolve to the perfect fifth or the per%ect ocféve.f
Example- 30 shows the reselution to a perfect fifth in the first two

measures, and then the resu]utlons on the perfect octave in the next

measures: Measures five and six of the example show ‘an ornamented

- resolution. _

Example 30. Cruger, Synopsis . . . (1654), p. 92
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o '
ot o' [ = F= 3
& el B = L X
[ L7 = _e" i
-

Example 31 shows how Cruger resolved thé minor sixth on the third or'”
sixth. If thé sixth is considered in the samé example as the thirﬁ,
it can be concluded that the function of the inversion of a chord is
the same as’'the root position. Therefore, the sixth and third play
the same role in the resdlutibn of the minor sixth. This coﬁcept

would eventually lead to a theory of chord inversfnn, based on the -
root rather than the lowest note of the chord. Chord inversion is

essential to the modern tonal concept of harmony.
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Example 31.. Crager; Synbpsié i B (1654),'p: 93
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The sixth can be treated as a consonant resolving 1nterva1 and it
can be used very effectively in an ornamented passage. Examp]e 32
shows both of these features.

Examp1e 32. Cruger, Synopszs . (1654) p. 93
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Cruger cunc1udes the chapter by say1ng that harmony should occur
in an approprlate place to produce the correct affect If the maJor
and minor thirds occur in the super1or and InfErtcr voices certain

affects will be noted He f1n1shes the chapter by saying that chords -

86"Cum Harmonia haec sit optima, quae consonantiis qu1bus ]1bet
proprium & naturalem locum d1str1bu1t, ea vix tolerabilis erit, quae -
consonantias, loco suo proprio emotas, in praeternaturali diutius
detinet. Fit autem hoc in tali harmoniae forma. Nam Ditoni & Semi- -
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‘-(concentusl not ex1stent 1n the mode. must be used in a carefu] manner -
"so as not to preduce an empty and no1sy sound 87

Dyads fbrm the basis of the triad chord, and the treatment of the
harmun1zat1on of these dyads was essent1a1 to the reallzat10n of the

triad,. or trzas harmonzca. The pr1nc1p1es of consenances and dis-

sonances 1end1ng affect to the music applted not onTy to the dyads but :

elso to the triads.’ The function of the individual intervals was, -
however, very stmi1ar to the thaditiohal contfapdht&l style évidenced )
during the late Rehaissanee. 'The diffarences came in the eppending of
affect to specific prngreesions and to the interchangeable use of the
simple and compound dyad (majer and minor third, for example) in

- resolutions. It is to be noted that Crﬂger stt]i adhered strongiy

to a iinear coneept of harmonization although he did discuss the ver-
tical concentus of sounds. in relation to each other. Ohce again it
can be;concluded that the discussion of_d}ads leads one to form a
be1tef that Crﬂger_was describing a pre-tonal post-contrapuntal style

of composition.

ditoni in sonis acutis & sugerlorzbus non in grav1bus & 1nfer10r1bus
naturaliter versantur. Ergd etiam in acutis sonis dominari, nec in
gravxbus fundamenti 12.um continu® occupare debebant, sed contra sit
in hac harmoniae forma@, Ergo vix er1t probanda." Cruger, Synopsis

" s (]654), op. ett. , pp. 96-97. ’

87“Concentus enim nu]le inclusus certo Modo inanis est 5trep1tus,
& absdhe judicio depromptus sonus, qui auribus in scieptia Musica
delicatis plus taedii, quam delectat1onis affert." Cruger, Synopsis
. (1654), op. cit., p. 97.
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CHAPTER 6 -
. . THE CONCEPT OF THE TRIAS HARMONICA

Trinitas haec harmonica vera ac recta radix Unitri-

sona est omnis perfectissimae & plenissimae harmoniae,

quae dari in mundo potest, sonorum etiam mille & millies
-mille qvi tamen omnes ad tamen omnes:ad unam hujus- Triadis ,
partem sive in Unisono simplici sivi composito (& Octava)
referri posse debent, Magniistius mysterii divinae (solum)
adorandae unitrinitatis imago & umbra an ulla luculentior
in mundo esse possit nescio.88 Cruger, Synopsis . . .,
(1630), -Chapter VII.

Two distinct uses of the term harmony came into common practice in
the early se@eﬁteenth;centuhy iﬁ Germany. The one referred to the
intervéi]ic combinatfoﬁs of two notes, called dyadic harmony, or counter-
_puint, and the other referred to triadic combinationé, called trias
- harmonica used in realizations of figured-bass. Cruger discusses the
“dyadic combfnations at length, as was shown in chapter.5, but he says
that tﬁe triad is the m0ré imbortant of the two in modern compbsition;
The -term "“trias ﬂarﬁonica" was coined by Lippius in his Synéfsis

I 1] .
Musicae Novae- (Nurenberg, Caroli Kieffer, 1612) and was quickly

88uthis harmonic¢ -trinity is the true and right unitrisonic root
of. the most perfect and most complete harmony which can be given in
the world, even of the thousands and miilions of sounds which should
be able to be reduced to the parts of the triad either by unison
or by composite (and by octave), the image and shade of that great,
mysterious, divine and solely adorable unitrinity and I don't
know how there could be anything more splendid in the world."
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- adopted thrbudhoUt Gefmany to diseuss‘this.new idea of compositioe'based
'en the triadic rather than dyadic unit.

Lippius wrote extensively on the subject-ef the tﬁiqs harmonicql‘
and Crugef copied viftua]]y all of his ideas.. Crﬂger's uniqueness came
1n his add1t1on of numerous examples to 11Tustrate this 1mportant 1dea.
It must be remembered that the triads cons1sted of a vert1ca1 concentus
of sounds but did not refer to a tona] relat1onsh1p between these chords. |
Cadential patterns and resolutions were discussed-using the -triadic fig-
ures but this discussion did not extend beyond the cadence points. The
idea was that there was a "root" from which all the:harmonic notes were
generated and because the triad (trinity based) was a more holy number
" than the dyad (two-note based) the triad would therefore be better for
harmonization than the dyad. The religious fervour of the.day was
strong due to the political situation and this concept was popular in
many theorists' writings. The mpdal system was in no way defunct.
However, these trias harmonica were found to be held within the 8 or
12 modes and therefore formed the basis of differentiation between the
'modes. The fact that these triads were classed into major and minor
caused a duality of differentiation-hetween the modes. However; one
. must be very careful not to equate. these maJor and minor modes, based
on the trias harmonica characteristics, with major and minor keys.
Starting, then with the premise that composition in Cruger's day was
modally oriented, we can conclude that the new trias harmonica
" based compositions were an expansion of the pre-existing dyadic
harmonic contrapuntal compositions. Until correct key signatures

were used with the corresponding "key" or triad, tonality, as
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’we conce1Ve of 1t in e1ghteenth century terms d1d not- ex1st
There is a lineal progress1on of h1stor1ca] chordal deve]opment

' that couId Iead to the conclusion that the maJor/m1nor key system was
just an outgrowth of the: theory of prev1ous times. However, 1t is .
- more authent1c to look at mu31c and theory as the composers and theor-
~ jsts of the day Vi ewed them. Benito Rivera has proposed an
:-evo]ut1onary development of triadic~chordai theory. The theory
follows the.foliowing steps:§9

1. During the fourteenth century chords that consisted of three
separate notes (tr1ad1c combinations) were considered good but so were
‘dyadic comb1nat1ons (two d1st1nct1ve notes with octave doubling).
The treatise Ars discantus secundum Johanness de Muris (Coussemaker,
Scriptorum III, 68-113), is the earliest work that gtves rules and
tables concerning the vertical distribotion of three instead of |

two notes.

2. Triadic-combinations areksometines considered to be better than
‘dyadic combinations (with octave doub]ings) but dyads are still
cons1dered very good. :

3. Zarlino's Istitutioni (1558) 1s the first treatise to show that

triadic combinations are always cons1dered more perfect than dyadic

89,These stages have been taken from the dissertation, Johannes

Lippius . . . (Ph.D. diss., Rutgers Un1vers1ty, 1975}, pp. 190-246
by Benito R1vera
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combinations..'Za?linoisays that perfect harmony is that which com-
bines diverse eiemenfs and therefore the c&mposer should strive to
have a fifth and third in every chord.gG -
4. The.fourth'staée,in the lineal view of triadic chord‘évolutinn
occurred when the triad was congidered to be a symbol of the Holy
Trinity. During this period, in the early seventeenth century, the
terms ¢rias Or trias harmonica were Used frequently. It i§ during ‘
this period that Cr;ger, following Lippius' lead, wrote on the triadic
concept. Crﬂger used the term #rias harmornica throughout all his
treatises.
5. The final step of the triadic evolution is the consideration of
6/3 chords and 6/4 chords as recognized inversions‘of the 5/3 chord.
The seventeenth century theorists that listed this inversiom technique

were Harnisch, Magirus, Lippius and Baryphonus. Cruger did not

mention it in his works.

The basic information outlined in the above mentioned theary is
that the triad had existed throughout many years of musical history
but 1t only gained importance during the seventeenthecentury. None
of these early seventeenth=century composerg even hinted that'the_
triads related tonally to each other. They did speak of the radix, or

root, of the triad as being important and from which all the sounds

590Taken from Zarlino, Istitutioni Harmoniche (1558), Pt. III,-
ch. 99. :
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4

of the chords were géneratéd They did’ not say that these roots re-
Tated to each other in any way other than be]onging to’ the same modal
set of scales and could be reTated at cadence po:nts for a.proper
and effective resolution. These trlads were assoc1ated w1th afféct
and ﬁreferabTy the same type of triad (maaor or minor) would be used.
coﬁsistent]y fhroughout'thé piece to maintain the-affect of the-
compositioﬁ. | |

In'order to study'Cr;ger's ideas on this frias.harmnnica,it is
necessary to quote Lippius from whom Cruger cppied. Botﬁ Crﬁger‘s
and Lippius' definitions and explanations will be quoted but the
éxamp]es will be taken from Crﬁger's own treatises. Many of these
examples were bnrrowed from other contemporary composers,.but examples
will be given as shown in Cruger s works. _

The quotation that heads this chapterlshows that Cr;ger considered
the triad to be the most complete harmony that can be given in the
world. It represents the Trinity and therefore nothing could be more

perfect or splendid. -Once again the 1dea_is.that three in one becomes .
- the perfect unified whole, ine being the prime number, and three in
one being a divine concept. The quntatioﬁ 1s taken directly from -
Lippius.gl

! 1 ¥
Lippius and thus Cruger are talking about the triad as being

91"Trias Harmonica Simplex' & Recta Radix vera.est Unitrisona
omnis Harmoniae perfectissimae plenissimaeque quae dari in Mundo
potest Sonorum etiam mille & millies mille, qui omnes referri posse
debent ad partes ejus in Unisono Simpiici & Composito, magni istius
Mysterii DIVINAE solum adorandae UNITRINITATAS Imago & umbra . . .
Lippius, Synopsis . . . (Strassburg, 1612), fol. F 4r-7v as taken
from Rivera, op. eit., p. 344,
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generated from the root (radix) or the lowest note. Within this fpbi'.
are contained three sounds (radical sounds) that farm the triad. Théﬁe
three monads are named przma (Towest), uthma or. swwra (hlghest), and -
medza (middle). Example 33 shows this in musrca]-notat1on.

Example 33. The Trias Harmonica

If these triads were perfect and based on a ratio of 10:12:15 or

6:5:4 they would be called a major (dur) triad in which there was a
major third on the bottom and the minor third on the top. Example 34 .
shows this triad. |

Example 34. Major Triad

These tr1ads could also be cadlled imperfect if-they were based on the
ratio of 4:5:6 and ca11ed a minor triad. In this case the minor .
third is on the bottom and the major third is on the top. See Example

35 for this form.
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Example-35. Minor Triad

‘ Lippius spends much time desc%ibing the arithmétic ratios of‘the
triadic reiatioﬁs;-but Cr:gerlgliminates this dfséugsiqnjcoﬁc1uding'-
that the triad is pefféct because it represeﬁts the Trim'fty.g2

Cr;ger identifies the triad as being aﬁlinfegral part.of the modal
system. In order to recognize the mode of a compoéitiﬁn you must

‘Took for the final note of the bass voice (root or lowest voice)

and add‘abﬁve ita perfect fifth and third. The triad formed is con-
sidered to be fhe mosf perfect and compTete‘of;harmoniés to be had in
this Qor]dl It is the root of a thousand or million sounds and they
all .refer back to one part of the triad, namely, the root or bass.93
The triad that is formed characterizes the mode in which it is con-

tained. The root of the triad or the bass of the triad becomes the

92$ee footnote 88.

93"Qu1d sunt Modi? Sunt certa harmoniae genera quae omnem _
melodiam intra certos fines ac terminos continent, & ad peculiarem.
affectum inflectunt . . . Unde cognoscuntur Modi? Primum omnium
respice vocis infimae sive Basis clavem finalem. Huic superadde 1. .
Diapente vel quintam perfectam. 2. Intermediam ab extremarum una per
Ditonum, ab altera per Semiditonum distantem, & habebis Triadem omnis
perfectissimae & plenissimae harmoniae, quae dari in mundo potest,
radicem, sonorum etiam mille & millies mille, qui omnes ad unam hujus
Triadis partem referri debent." Crlger, Praecepta Musicaé Practicae

- (Berlin, 1625), B, 6v=7r.
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deternnn1ng factor of the 1dent1f1cat10n of the perfect mode. Of

-,lnterest is. the fact that if the fourth is added above or below this

v _perfect mode tr1ad the amb1tus of the ‘authentic or plagal mode is

a]so described.. Therefore:the_authent1c and perfect modes both con-
. tain Ihe'key'tfiadfcommon in rdot and range. Example 36ashows the

Iondan mddé trihd witﬁ,ﬁts dmbitus df the authentic below the basic
f?iad.

‘Example 36a. Ionian Mode Triad

The best classification df the modes is,therefore, based on the
triad within the mode. These triads will be either major or minor,
depending ondthe intervallic structure of the modal scale. A further
study of this.major/minor mode cTassfficatidn will be discussed in
the following dhapter. | |

- The teasoﬁ thisltriasfharmcnica is impoftant, is two-fo]d. Firs@;'
the knowledgé df-the structure of the triad helps to understand the
harmony q% the universe; and secondy a knowledge of the triad helps
with a pérformance dflthe biece'of'music. Cr&ger says that if a
persdn is singing in an ensembié then he should note the Trias Harmonica -

because the harmony of the piece will use this triad frequently and
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-;mnst 6f the éadepces will be on this triad. # For exampie;if'the-
piqcé begins in C the tfiad will also be a € fniad and will be called
either an Ionian or a Dorian triad (if following Zér]ino's:bractiéé).
If this € triad is loc&tgd at the start of the piece it will prnSably-
be Tocated mény.tjmes.throughout'the piece as well. Therefore, 1f the
singer focuses on this triad he will never lose his sense of pitch
;elationship. It must Eé noted that Cr:ger does not .infer that this
focal triad of the piece is related to the other triads in-thé piece.
| He just states that the modal triad (major or minor) is the triad that
~occurs in most of the cadences (meisten clausula). There is one key ‘

triad that the piece focuses on but this is not a tonal reference

point. Rather, it is a modal focal point. The root (or prima, or rediz) -

94“Beym singen ist auch nStig dieses wol in Acht zu nehmen dasz,
wann einem. Concert oder Motet furkommt zu singen er alsbald sehe
und observire aus welchem Clave der Gesang gehe und in welche Triade
Harmonica derselbbe stehe. Denselben Céavem und dessen Ton musz er
ihme nebst auch der Tertia und Quinta driber wol einbilden/ und allezeit
in mente behalten. Dann, weil in diesen 3. clavibus oder Trias Har-
monica flrnehmlich die harmonia des Gesanges bestehet / und die mei-
sten clausulen in demselben formiret/ und zum offtern wiederholet
werden/ kan man in observirung dessen nicht so leichtlich irre werden/
und den rechten Ton verlieren kan auch dahero desto gewisser und
dreister singen: Als zum Exemple: Gehat der Gesang auszm C hat man
sich einzubilde den Triad Harmonicam C eg., Ut mi sol.

Fa)

(=)
uk Mil Q)

Cruger, Musicae Practicae Praccepta Brevia, (Berlin, 1660), pp. 17-18. -
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gradually came to be associatéd with the bﬁsé line, as oppoéed to fhef»'
tenoflliﬁe!of.eaklien times. The bass formed the root of the friad;l
Discussions of"inveréfdns of the triad ﬁére not included in Cr:ger'é :
treatises although Lippiﬁs Aid discuss the issue.  Thé issue of
figured-bass is closely related to the trias'Harmonica.' The baﬁs
1ine was realized by using these ﬁriads, In‘ofder to uﬁderstand.'
Cruger's.teachings on the subject of ‘the f?iaéiﬂarmdﬁicarand the-praCJ
tical realizations of fiﬁured bass the following sEctioﬁ.Qi1i include
examples of both from his oantreatigeS, and'a]so.comparative'quo-
tations from his source, Lippius.

Cruger begins the section on the Triad of music by saying that
the "musical triad consists of three distinct dyads." Hé bointsAodf
that when they are consonant intervals then they &re harmonic and if

% He quotes Lippius who also

they are dissonant they are anharmonic.
includes the term radical sounds. Lippius says that "The Musical
triad consists of three distinct $radical® sounds and dyads. It is
consonant when.they are consonant, dissonant when they are dis-

sonant."96

9SuDE TRIADE MUSICA. Trias Musica ex tribus Sonis, & totidem
Dyadibus constat, & quidem ex consonis cqnsonans seu Harmonica: ex
Dissonis Dissonans, sye- Anarmonica." Cruger, Synopsis Musica . .. .
(1654), p. 50 and Cruger, Synopsis Musica . . . (1630), op. cit.,
Chapter VIII. ’ s '

%uTpias Musica ex Tribus Sonis & Dyadibus Radicalibus distinc-
tis constitua est: ex consonis, consonans: dissonans ex dissonis."
Lippius, Disputation musica tertia, (Wittengerg, 1610), fols. B 2r-4r.
as quoted by Rivera in Joharmes Lippius, op. cit., p. 332. and "TRIAS
MUSICA ex tribUS‘sonisi[ totidem Dyadibus Radicalibus constat Conson-
ans seu Harmonica ex cbnsonis, ex dissonis Dissonans seu Anarmonica."
Lippius, Syrnopsie Musicae novae, (Strassburg, 1612); fols. F. 4r-7v
- as quoted by Rivera in Johannes Lippius, op. c¢it., p. 343.
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| This concept of three dyads_prc;bably means .that Crﬂ{;ér is refer-
ring to thé;thrée sopnds (honaﬁs] inhtﬁe triad each geqefﬁ;jng a dyadf‘
o This Highest i .chie_f point is the fifth but the mi_hd_dl;e. or Media, third
is what pTO&UEGS #hé -ringfng gfgorous sound that jbins théﬁghérd I;h '

calmly and sweetly. 7

. This triad can coﬁsist of aﬂDlﬁtone'(major ” -
third) on the bottom and a Sémiditone (minor thifd) on fhé toﬁ"(ﬁ@jof.
triad) or é Semidi tone: 6n the-bottbm'and a Ditones on the topx(minor :,,.-
' tr‘iéﬁ).' The é);amp1es he lists _af‘e shown in Exarnﬂe 36')4'-13- ;

" : . : : : .
Example 36 breCruger, Triad Harmonica, Synopsis (1630), E3

~ The examples of major triad§ given on root notes c, d., e, f, g and
a, use a.(:cidental's to be intervaliically correct. They are given
1n_ Example 37. Li kewi_sel,. the triads can use flats 't_o prhduce the
correct minor intervals. Example 38 shows these. In the case of the

triad starting on B several ways -of‘ addihg accidentals can be used to

usoni tres seu Monades constituentes tres istas Dyades :
Harmonicas, & Triadem harmonicam sunt 1. Dua extrema, scilicet prima
seu Infima, & ultima seu summa ab i1la genita, distantes a se invicem -
per Quintam. . Deinde est una Media duas illas extremas perfecto, mascu-
lo(;.ti nnitu conspirantes, leniori su® dulcedine conjungens, exiisdem
procedens interveniendo & distando ab illarum una per Ditonum: ab
altera per Semiditonum hoc modo:" Cruger, Synopsis. op. ‘eit., (1630),
Chapter VIII. P
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’ B -._—‘_--' * g . n T % . E . =] .
praduce the correct triad. Cruger uses the natural signéi in place .

af:the_sharp“#-:fEkamp1é'39 shdﬁs'this.seqUencgfof uses for the note

Bs & s |
| EXample 37.  Cruger, Synopsis (1630), E3, Major triads
e - — ..-.n cmaa - -‘:- P .

N o € e &

e r———— & o

' . B T} e
Example 38. Cruger, Synopsis (1630), Minor triads

1 —F 8y %

F —0

i ¢ © € F & A
‘ 0. ' -

Example 39. Cruger, Synopsis (1630), B triad
: i Sk B R GENISL N . Sk --‘ i me RS e Al T 5 G ~ ‘;
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Example 3%shows the natural and minor triads based on the C scale.

These triads are made comp]eté by ddding appropriate musica ficté.
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Example 39b Cruger, Synapszs (1630), Chapter VIII

| (ot . s g "
o e Y. . ST ) l
} I T A s = - B )
2% o «B'g_ ga |
=

R
'Crﬂger concludes the chapter by saying that the triad is fuller in
Eanmony if the octave is inc]uded,gB and also that careful attention -
must be given to where the concentus is placed. Rules influence

fhe progressions from one'cunsonance_to another but generally speak-
ing the triads, because they have a common bond of a Towest (Infima)
top (Suprema seu Ultima) and middle (media), cdn move gracefully

99

from one to another. These triads also give a form to the harmony

gB“Composrta Trias harmonica est, cujus partes’ sibi invicem vel
vicinae, vel dispersae Octavis suis ad variam magis & pleniorem -
harmoniam producendam auctae & multiplicatae sunt." Crliger, Synopsis
(1630} s op. cit., Chapter VIII.

© Dy diligenter at{gndendum, ne soni nimium distrahatur, &
disjungantur, concentus enim evanescit, & gvasi Anarmoniam parit.
Unde regula apud Musicos orta: Qvo Soﬂ; sunt propingviores eo sunt
suaviores. Tolerari tamen possunt Tonge disjunctae consonantiaey
quando medios sonos receperint, non ex multis sonjs consonantibus
concentus tolerabilis efficitur. In augendis verd & multiplicandis
Triadis partibus repetenda‘est 1. Infima. 2. Suprema seu Ultima. 3.
Denid media, sed rarissimé & vix, quae dispositio Trinitatis harmon-
-icae omnium natura]1ss1ma gratissima, & efficacissima, er1t." Cruger,
Synopsis (1630),0p. eit., Chapter VIII.
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of the song.‘l'00

A ée; of figured-bass notations came to be associated'WTfh the
sequentiaT concentus 6f triads. The root or rad1x of the chord be-
came ' very 1mportant in f1gur1ng the ‘chord for the organ1st or accompanf_
anist. The rules Cruger.used for shOW1ng thelcorrect figured-bass

101

realization came directiy from Viadana and Agazzar1, whom he :

honors in the Synopsis Musica (1654) appendix dea11ng with the

new Italian technique. Genera]]y speaking, all of the examp]es Cruger
uses show the triad to be in a 5/3 position with the root in the bass
voice. The upper voiﬁes:are varied in order to provide for a smooth
progression in the harmonic liné.'

The correct realizations above the bass 1fne were Véfy important
for smooth playing. Crager stresses that the orﬁanist must be familiar
with the Trias Harmonica in order to immediately form the ‘correct
harmony and progressions. He.must also be familiar with the various

natura]vand‘altered forms of the triad so that he need not ponder for

a lqng while over which chord to use ﬁhen’accompanying the

]OO"Et tantum etiam de Triade Musica, atq; adeo de omni materia.
cant1on1s harmonicae, cui jam debita Imponenda  venit Forma."
Criiger, Synopsis, (1630), op. czt , Chapter VIII.

n
]01"Bassus Generalis seu continuus, So von dem furtrefflichen
[talianischen Musico Ludovico Viadana erstlichen erfunden und . ‘
eingefuhret wird daher also genennet, weil er von Anfang des Gesanges
.bis zum Ende continuiret und als eine Generall Fundament Stimme das
gantze Concert qder Motet in sich begreiffet." Cruger, Synopsis . (1654),
op. czt., Appendix, p. 213.
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-smger.m2 The examp1es 1n the Synopsts (1654) show var1ous resolu- '
tions of 5/3 chords based on typ1ca1 bass passages that move by '

' _ascend1ng or descending steps or 1eaps. The resoTut1ons were written

in a shorthand us1ng, at” flrst the 1etter names of the triads 1n the 0

_order of progreS§1on. See Examp1e 40 for the ascending progression
of triads.c ' | .

Example 40. Cruger, Synopsis (1654), p. 220

N _ . . t -

7= ‘j..‘ G ’ __)'=~_I
g b ot Rb T .
E d|f 2|9 ple 909 e

| S ald wble 2|f Ald <
.,.,” g - —y % C 3 Tr o T Lo

R e T T . - e e

.. The mode of the above example is Ionian and therefore the fundamental

" Trias Harmonica would be E. It can be noted that the ¢ triad

‘moved to a d triad (another 5/3 chord) but the positioning of the’
~ Suprema (5th) and Media {3rd) notes vary in their p]acemeot to aocomo—:
date a smooth movement from chord to chord. The root (radixf is |
a]ways the doubled note, but the position of the doub11ng changes

from soprano, to alto to tenor voices. Example 41 shows a realization

]02“2. Musz er nicht [organist] allein im singen zimlich fertig
sehn sondern auch das Fundamentum Compositionis etlicher massen ver-
stehen/Insonderheit wie zu jedem Intervallo im_ Basz die cher partheyen
per partes Triadum harmonicum progredientes, furnehmlich juxta Tabulam
naturalem . . . recht zu formieren sehn damit er nicht die consonantien
und ‘derer prpgress1§nes im schlagen erst zusammen suchenyddor darauff
lange speculieren dorff." Cruger, Synopsis, (1654), op.” eit., Appen-
dix, pp. 216-216.
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of the‘chords;figuﬁed by Tetter in-Ex#mple 40.
L Example 41, Reaiizétidn.of.ékamp]e 40.
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The paftszdo not cross, but the fenor'line often leaps upward by

a fourth in the second pos{tion of the chord. The soprano and alto
lines coﬁsistenﬁly 1eap upwar& by a third and resolve by falling - °
a second. ‘

Crﬂger a1§o'gives'examp1e§ of bass_req1izations using leaps
‘rather than stepfwise passages; The reaTiiations given in Eﬁamp]e 42
show both ascending and déscending leaps of patterns (aséendbndi and
descendendi). Thesé are classified as regular (Zabula naturaiis)
and. irregular (Tubgz& neceséitati;) progressions.]o3 The Tabula
haturalis are the preferred resolutions but if'theioccasion demands
~ then -the Tapula necéssitatis may Ee substithted. “The large leaps in

the tenor of the second type of realization are obvfous]y not as good

L]

]03Dah1haus points out that Cruger must have learned this cate-
gorization of Tabula Naturalis and Tabula necessitatis from Wolfgang
. Schonsleder, 1in Architectonice musices untversalis(Ingolstadt, 1631),
PP- 4-7; and in Herbst Musica Poetica (1643), pp. 35-37. Taken from

Dahlhaus, Untersuchgen fiber die Entstehung der harmonischen Tonalitat
(Kassel/Basel,; 1967), pp. 108-109. ‘ '



" as the sma]ler leaps of the first type, but the ornamentation of the
second type in the soprano line tends to give interest to the harmony.
In the case of a duet between the 'soloist and the organ1st ‘the second
type of realization would be better. The colorful 1eebs'of'the Tabula -
necessitatis would also aid in certain affect representations if the
words demanded a more agitated sound. It should once.again be noted .
that the chords are in a 5/3 position and that the root is consistently :
doubled. o |

It is interesting to note which voices are doubled in a multi-
voiced composition. Examples 43 and 44 show five- and six-voice .
realizations respective]y.‘ The root and third and fifth are aiT
doubled excepting in the case of the hote B which is never doubled.
‘ Occasionally the"third (Media) of the chord is omitted. Ornamental
passage work is seen in primarily one Tine of the passage. The general"
idea is to move as smoothly and closely intervallically as possible.

The practtca] realizations qf theAtrias harmonica were found in
the figurea hass lines that Crﬁger included for the organist or key-
board player. In the appendix to the Synopsis (1654) Crﬂger.eXten-
sivé]y discussed this new Italian concept. He says that in order to
. be prepared td.perform the music the orgenist must be ready or pre-‘
pared to understand the fundamentals of composition and in particular
to be able to form correctly each interval in the upper parts in
relation to the bass Tine using the pr1nc1p]e of the Trladum harmon1carum '

(trias harmonica), especially the Tabulam natura]em. 104 The organist

104pefer to footnote 102.
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-Example 42. Tabula Naturalis and Tab_uTaANecessita'tis.’ Cr;ger,
Syropsis (1654), pp. 65, 66, 67 . - .
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" Example 43.

Fwe Voice’ Reahzatwns Ascenchng and Descendmg, _

Cr‘uger Synopst.s (1654), pp. 67 68
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Plate 6. Pp. 64-65. Cruger, Synopsia Musica (1654).
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Plate 7. Pp. 66-67.- Cruger, Synopsis Musica (1654).
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must also have memorized ﬁnd be familiar with the modes.ind be able
to correctly reso]ve'intérvals, especially the‘major and mipor sixths

105

~and thirds. The organist must pay attention to the fact that the

eoncerto is going to be either in a major or miner mode and must be

aware of the Claves Ihtellgct&s106

-and the Claves Signatam in order

to recognize the notes quickly.m7 The organist must be able to find
the fundamenial note of the key as it is foﬁnd in the Géneraf Bass and

" then consider whether it should be played with the fifth or third,

or the whole octave together with the f{fth.m8 Tﬁe right handlshou1d '
play either the octave or the third (tenth as well) against the funda-

mental. It can also play the third and fifth together. However, one

must be careful that the third does not occur in both hands together

IOS"Muss er die modos Syncopationum durch alle Claves und Inter-
valla fertig wissen und im Kopff hab®, wie die bosen Species in gute
zu resolviren, und die Tertiae & Sextae majores & minores recht zu
unterscheiden sehn. Davon hernach mit mehrerm Bericht geschehen
soll.* Cruger, Synopsis, (1654), op. eit., Appendix, p. 216.,

106?1. Die Natur des Concerts ob es nehmlichen in Cantu mollis
b or DUPT‘q geseszet; Wie auch in gleich den Clavem Signatam auff
welcher Line® derselbe stehet, und daneben ihme wol bekandt machen

- die ander Claves Intellectas, damit er primo intuitu, und im ersten

ansehen stracts weisz, was auf jede lineam und spatiym vor ein Clavis
fallt und nicht lange darauff nachdencken darff." Cruger, Synopsis
(1654), op. cit., Appendix, p. 217. '

]07C1aves Signatae are those clefs which occur on G, C or F lines.
Claves Intellecta occur on the lines A B C or D. Cruger, Kurtzer
. . . (1625), op. eit.., Chapter I. '

]OB"II. Musz er ihm schlagen dahin bedacht sehn, dasz er unten
mit der lincken Hand zu einer Fundament Nota, so im General Basz gefunde
wird entweder eine blosse Quintam alleine: Oder auch mit der Tertia
darzu: Oder eine gantze octav allein, oder mit der Quinta zusamen
greiffe." Cruger, Synopsis, (1654), op. eit., Appendix, pp. 217, 218.
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and thereby have a doubled octave. The organlst shou]d watch the . R
voca] parts as they are sung and must strike the. chords (concordhntzen)
“as based on the fundamenta] note with conSIderat1on to other harmony o
" notes fitting with the voca] parts. 109 | | .

A1l of these quotations about figured=bass req]izatiqn,imbly
that knowledge of the frias harmonica 1is extrémély ihportant. Crﬁger.
gives examp]es'qf how to form fhé triéd aBove'anaéscending scale bass
and a descending sca]elﬁgss. The ascending examﬁ1e iébfdenticgl to
the one qubted on page 220 of the same Synopsis (1654) and shown in
Example 40 of this papér. The re561utions.of‘the descending scale
are a retrograde version of the:ascend{ng scale.

when the bass climbs gp or down by leap or major {nterval such
as a thira, fourth, or fifth, one must proceed with the right‘hahd'.
b& degrees to the next following consoﬁance'because iumping with both

hands is not very good. It is not only ill-soundiﬁg and disagreeable

to hear but also unmusical (impolite) as it:has no ‘satisfactory con-

]09"Mit der rechten Hand aber entweder die octav allein zu der
Fundament Nota: oder die Tertia, welche gegen dem Fundament die
Decima ist darzu: oder die Tert1a und Quinta, welche die Duodec1ma
ist, zusammin, wie sichs am fuglichsten thun lest. Jedoch musz man .
dahin sehen, dasz die Tertia nicht leichtlich in beyden H&nden-zug-
leich in der octav, und also gedoppelt gebraucht werde. Ist also nicht
not1g, dasz der Organist die Voca]-St1mmen wie sie gesungen werden-
im sch]agen observire, sondern nur fur sjch selbste die Concordantien
vollkémmlich zum Fundament greiffe." Cruger Synopsis, (1654),
- op. eit., Appendix, p. 218.
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: c]us1un only empty octaves and fifths Ha 'The urgaﬁisf is adfised_‘;:;

to use sat1sfactory progress1ons based on the Tabu]ae Natura]es ;

Bass p;tterns "These parts are artful1y reso]ved in the fb]lowing ; -

ways: o : _ | ‘ . '. .

(a) Bass progressing upwards and downwards by th1rds. Examples 44 and |
45 from ‘synopsis (1654).pp. 121 and 122. |

Examp]e a4, Cruger Synopszs (1654) p. 121.
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* Exdmple 45. Cruger, Synopsis (1654), p. 122.
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Wiy, Wann der Bass. per Saltus, oder Intervalla majora, als
Tertien, Quarten, Quinten, &c. herauff oder herunter steiget muss man
mit der rechten Hand per gradus fortgehen zu der nechst=folgenden con-
sonantia, den mit beyden Handen zugleich springen ist gar nicht guf weil
es nicht allein zu horen unfreundlich and unlieblich: Sondern auch mit .

anzusehen fast unhoflich als dabey keine Verenderung Sondern eitel
octaven und Quinten zu vernehmen.

Hierzu sind dienlich die Tabulae naturales fassi per Tert1am, Quar-
tam, Quintam progredientis. Woraus sattsam zuersehen wie die Obern and
Mittel Partheyen zu solchen Fundament Intervallen artlich und naturlich

zu formiren . . ." Cruger, Synopsts (1654), op. eit., Appendix, pp.220-221.
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(B) Examples of progressions where the bass ar fundament moves up- ‘“

- wards or. downwards by fourths, shown in Examp]e 46

ExampTe 46 _ Cruger. Synopszs (1654), p 212
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(c) Examp]es of progressions of movements in’ the bass by fifths as

seen in Example 47.

Exarple 47. Cruger, Synopsis (1654), Appendix, pp. 222-223
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: If the bass moves 1n an ornamented fashion with t1ratas in

'Sem1m1n1ms FUsas or SEMIqu&S the upper hand must remain so?1d13

. in pos1tion and may not- mave according to the 1nd1v1dua1 notes in the

--bass, rather‘, (j:he r‘i ght han-_) must move acccnrdlng to the progresswn
° of the consonanCEs. This is shown in a number of examp]es on pages 223
-qnd 224 of the Synopsis (1654). These examples’ are given-in

Exémpfe 48.]11-

Example 48, ICrﬂgér, Synopsts (1654), pp. 223-224.

i
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" 111"VI Wenn der Bass mit einer Tirata, oder sonsten einem

Lauflein durch Semiminimas, Fusas, Semifusas nach einander in dije
Hohe steiget, musz die ober Hand fest stehen bleiben und darff nicht
einer jedern Noten ihr besonder accord oder consonantia zugeeignet
werden. " Cruger, Synapszs, (1654), op. cit., Appendix, p. 223.
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Example-48 continued.
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If the progre551on of the fundamenta] bass notes happens to go-
’ d1saunct1y w1th notes such as m1n1ms sem1m1n1ms. fusas etc. by
thirds, fourths, or f1fths then the organ1st must f&t the accompanl--

ment to part1cular consonance 1n the fo]1ow1ng fash1on ]]2:

< Examp1e 49 Cruger, (1654) . 225
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Crﬁger adds that the organist must diligently pay attention
to the.subsequent.signafures over the nofes such'as #/b/ 4'3/ etc.
as well as watch- the fundamental notes and rea]1ze the trias hannnn1ca
chnrds carrect]y 113 _
The explahation of the sharp‘#'ahd flat b signs are“simp1e; If
the fundamental note has a sharp over it, the triad is major and

if there is a flat above it the triad is minor.- The 4 3 symbol stands

]12"VII Nenn aber die progressiones der fundament Naten mit
disjungirte schwartze Noten, als: Minimis, Semiminimis, Fusis &c.
durch Tertien, Quarten, Quinten, &c. geschehen, musz man einer jedern
Noten ihre accompagnaturam, Gesellschafft und absonderliche Concordanz
zu eignen, ... ." Cruger, Synopazs, (1654), op. cit., pp. 224-225.

1]3“VIII Nebst d1esem musz ein Organist auch mit Fleisz 1n
acht nehmen folgende Signaturen, so Uber etlichen Noten befunden
werden, als: #/b/ 6/ 43 / 4/ 343/ #4/ 765/ etc." Cruger, '
Synopsis, (1654). op. cit., p. 225.
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fbr a suspension over the bass line ‘In this case the 3 could stand -
for e1ther a maaor or a mxnor th1rd " However, if the symbol is 4 #

: jthen the third fb110w1ng the suspended fourth must be a-major'tﬁird

= Cruger notes that the Fifth must a]ways be struck so that the concen-

“tus w111 be perféct 114 Th1s statement once aga1n str&sses the impor-
;tance of the fu]] trias harmonica 1nc]ud1ng the third and fifth. |
__No Ionger was the th1nk1ng onTy in a. suspended dyad but also in .
~ terms of a suspended triadic f1gure. When the figure is #4# or 3 4 3
Ithen the‘fundamentaT note is divided by 4 parts. The first part
requires a majoflthird, tﬁe second and third parts have a major fourth
and: the Iast-réturns té a major third. The dissonant note in the
middle'(méjcr fourth) takes half the time of the fundamental note.
- The imp]icatibn heré is that the dissonant note is not stressed by

its bcsition on a strong beat, 1ike the suspended 4 3 chord, but
it-is stressed by fhé length of time value. This latter technique

was often used inlkeyﬁogrd accompaniment, The first paft of the 3 4 3
_ part:5uspension would be joined to the fifth, the second to the sixth
and the third and fourth parts to the Fifth. This would make perfect
hgfmony'if re§o1ved correctly. | -

The reso1ut1ons of these # 4 # and 3 4 3 triads is given

'.'1n Example 50 taken from page 229 (228) of Cruger S Synopsis

- (1654). -

I]Q“Es musz aber die Qu1nta al]ezeit mit gegriffen werden damit
der Concentus volkdmlich wird." Cruger, Synopsis, (1654), op. cit.,
p. 226. .
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In the case of the 7 6 § prpgréssion, the fundamental is again

divided into four timeparts. The first part has the bass with the

seventh and the major third, the second and third pa}ts have the

fourth and major third together forming a strong dissonant section,

-and finally the major third and fifth are struck together. The

seventh must fall in order to resolve correctly. Example 51 shows

how Gr;ger explained this musically. .
em
Example 51. <Cruger, Synopsis (1654), p. 229
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If a 6 is placed over the fundamentaT nofe then a sixth must be . =

J played'insteed of the fifth Cruger does’ not discuss the 1mpI1cat1ons-'

~ of chord 1nvers1ons at th1s p01nt. Rather he Jjust says that if one-

descends: the sixth in the ¢ octave (scale) and a cadence 1s needed

then a major sixth must be stlr'uck.]_]5

‘Example 51b. Cruger, Synopeis (1654)s p. 229
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sometimes the seventh also goes well followed by the third. See

Example 52 for the resolution.

Examplé 52. Cruger, Synopsie (1654), p. 229
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115"Stehet ‘eine 6 uber der' Fundament Nota musz an stat der Quinten
eine sexta gegriffen werden. Dabey zu mercken: . Wenn man von der sexta
in die ¢ octavam felt und efne cadentia machet, musz es sexta Major
sehn." Cruger, Synopses, (1654), p. 229, Section XIII.
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Crugér g1ves some 1nd1catton of when a- maJor or minor sixth 15
'to be used by saying that if the fundamenta] note is on B (H) then
the s1xth may be on G. However, if the note G#(soi) is used then the‘ :
fifth F must be sharpened to F# and the lowered form must never be I
‘used. Likewise in the key.of E minor (eantu mvll@) the B (H) not °
) ihé Bb must be struck if the fifth (C) is used. Other examp]es wouId;
| be the use of the Fi above the B if the interval was a sixth above B -~
on the’ preceding chord Then, C# would be used rather than C naturalt_..
if the interval using the D as a sixth above F# ﬁccurs.- The resolu-
tions are givén in Example 53. | |
. Example®S3. Cruger, Synopsis (1654), p. 230
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Other heipfu1 notes for resolution are also given in this chapter.
For instance, if the bass descends a fifth or climbs a fourth then
a major third should be used in the bass reélization,:whereas, if the . -

bass climbs a fifth or descends-a fourth a minor third should be used,}lﬁ

]]ﬁ"uenn der Bass .in die Quint herunter fe]t, aoder in die
Quart herauff steiget wird naturaliter tertia major gebraucht. ;
steiget der Bass aber in die Quint herauff: oder felt in die Quart
herunter, teria minor and ist keine cadentia, ... ." Cruger, Synopsats,
(1654), op. eit., p. 230.
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_ The last sectlon of the General-Bass chapter g1ves 1nformat1on
";about perfonmance pract1ces in re]at1on to the reso]ut1on of these

f tr1ad1c chords. The organ1st is’ adVTSed to av01d the h1gh and c]ear
vo1ces on the 1nstrument and to rema1n in the 1ower range because

1]7 Crager

they cou]d st1f1e and hinder the 51nglng descant vo1ces.
quotes V1adana in the use of parallel f1fth or octaves in the process’
of accompanylng s1ngers whose lovely: passages of tr1lls and tlrates

are not to be obscured by bad organ play1ng.?18

‘The organlst IS to
study the concerto beforehand so that he can ‘more perfectly accompany
the singer. | A

druger stresses‘that the organist must kndw'the Qenerbl-bass*
‘patterns we]] so that the notes proceed w1thout too rany runs or

. ornaments and the fundamenta] bass is promlnent 1f this is done -

correctly then. the meaning of the words will not be o_bsculr‘ed.ng

1]7"D1e hohen und hellen Stimmen sol1 man gantz vermeiden und
auff-dem Clavier continu® unten verbleiben weil sie die s1ngeﬂde-
insonderheit Discant Stimmen uberteuben, und verhindern." Cruger,
Synopszs, (1654), op. cit., pp 230-131. '

]]S"Lud Viadana. Es ist auch kelnem OrganISten verbotten dis-

: we11en 2. Quinten oder 2. Octaven zu gebrauchen sondern so] nur ver-

- hdten, damit er das jenige oder dieselbe Noten nicht berlhre welche .die"

Cantores insoderheit Discantisten .in ihren Stimmen swngen, damit n1cht .

ein gedoppeltes gemacht und dadurch d1e 11eb11gke1t ‘die ein guter Sdnger
mit Tiraten, Tr11]en, and andern schGnen passaggien machet, verdun--

" ckelt werde." Cruger, Synopszs, (1654), op. cit., p. 231.

119"'. . dasz er ausm Generall Bass gar s1mp11c1ter und schiecht,
doch so rein und . . ohne viel leufflein oder Co]oraturen, furne-
hml1ch in der ]1ncken Hand, in welcher das Fundament geflhret w1rd "
Criger, Synopsism (1654), op. cit., PP 231-232. .
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“_ The general bass rea11zat1ons alT revolve around the trlas harmonlca

concept.A The process of reaT1zat1on was in'an 1nfant11e stage as all

o of the progre551ons were based on f1rst pos1t1on chords. HoweVer,

'there was a marked d1fferent1at1on between maJor and minor tr1ads and
'rthe s1toat1ons 1n_wh1ch.chey were: to occur. The concept of, the trias -
harmonica can_he:better understood in relation to the concept of harmony
_whena study Ts done of the major and minor triads within the modes.
:The_key"to;understanding the general-bass realizations copied from
Viadana is found in the background of modal harmony that evolved
through the previous ages. The concept of major and minor had always
been prevalent.but the cTassification of the modes according to
major-and minor trias harmonicas_within the.modes_was.new.to this
historical perdod. In conclusion then, the‘trias harmonica nas a
~major or minor triadic chord found within the modes. It was used
as the harhonic base for a composition but the generaT-bass'reaTiza-"
tions only outlined the resolution patterns of the tr1as harmonica.
'These did not~prov1de,a unified tonal bass line. The tr1as harmonica
definitely-evoTved from the modal scale, and although it somewhat
_ resemb]ed the tona] centre of the key it did not predetermine the
harmony of the p1ece. The resolution of the bass ljne was still thought
jof in the relationships of-one triad to the next. The focus was on
“the proper resoTution of the triads, not the sequential relationships
-of one triad fo anofher as part of a unified whole (key). These major-
~ minor aspects of triadic modal theory will be'discuesed in more detail

-1in the following chapter.



101

CHAFPTER 7
MAJOR-MINOR CONCEPTS OF TRIADIC MODAL THEORY

Duriné the early seventeenth century the issue arose in German

‘, mUsic_thepry whether' the modes shou]ﬂ be differentiated by”octaves 1:
or Ey the trias harmoﬁica., Many of the school ménua]s of the German
-Lateinschulen, © including the ones written by Crﬂger, discussed .

- this fopic at length. The concept that the tonic friad should be

. the differentiating factor in mode classification. gradually became
more prominent during the latter haif of the seventeenth-éentury and

in the early eighteenth century. Crager's views on the subject stem
from Glarean ana Zarlino in regard. to octave differeﬁtiation, and

from Lippiué in respect to triadic major-minor differentiation.

Before Lippius' time the.mOQE had been defined according to the pattern
qf intervals within the émbitus of the octave species. The octavé
species was divisibje harmonically and arithmeticé]]y. To identify

_ the mode of a melody the octave speéies of the piece‘wgs compared to
the twelve (or eight) modes and the correlation between the two could
be found. Traditiona11y,-Glarean and Zarlino became the authérifies :
on mode identffication, orderfng Snd classification.

" With the new trend towards triadic thinking modal classification
a1éo‘chénged. .Lippius presented moderclassifications as being directly

related to the trias harmonica found within the modal ambitus. He
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def1ned the mode as that wh1ch contro]]ed the melody at the beg1nn1ng,'
ﬁ m1dd1e and end, and it is related to the harmon1c tr1ad and is 11m1ted .
to an octave range: "Musical mode 1s e1ther s1mp]e or compound

s1mple is that in which one tr1ad dom1nates along w1th the range of _
its octave,. . . A compound mode is derived from the simpler modes: '
either from a related primary and secondary mode such as Ionian;and‘
Hypo1on1an which is common, or from-wholly dlverse modes, such as Ion-
'1an and Dor1an, wh1ch is less common.“]zo Lippius went further and -

121 He sa1d,

reduced the number of modes from twelve to two.
In every legitimate primary mode the principal
proper harmonic triad is that whose root is the same
as the lowest note of the (modal) octave . . . Hence,
- we reduce these six (twelve with the compound modes)
modes to two: one which has the naturalis triad,
the other which has the mollzs. The trinity--of

: ]zo"Modus Musicus est vel Simplex: vel Compos1tus. Simplex est,
in quo una saltem dominatur Trias Harmonica cum suae Octavae Circulo
. . Compositus Modus ex Simplicioribus pronascitur: & vel ex cognatis
Prim rio & Secundario, ut Ionico & Hypofonico, qui- creber; vel ex »
plang diversis ut Ionico & Dorio . . . qui minus consuetus." Lippius,
Synopsis (Strassbury, 1612), fols. H8Y, I3 translated by Joel Lester
in "Major-Minor Concepts and Modal Theory 1n Germany, 1592 1680,"
(7.4.M.5., Vol. 30 1977), p. 225.

]21The twelve modes were broken into six pr1mary and six compound .
E?des and two spurious modes. These were listed as follows by
arean:

Mode Primary Compound

1. Ionian : " Hypoionian

2. Dorian : , . Hypodorian

3. Phrygian Hypophrygian

4, Lydian , Hypolydian :
5. Mixolydian Hypomixolydian
6. Aeolian Hypoaeolian

Spurious '

7. Hyperaeolian, Hypohyperaeolian, or hyperphrygian
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modes--of each tyoe is formed‘accordIhg to the same tr1ad.'

--from which the special ornaments, fugues, and cadences

of harmonic song would-be chosen and formed. ]22‘ s
The maJor ‘modes were the prlmary modes and thelr compounds name]y, ‘
the Ion1an, Lydian andAM1x01yd1an, and the m1nor modes-here_the Dor1an, :
Aeolian, Phryg1an and their compounds : -
| The concept of maJor and mtnor modes had been. d1scussed ear]1er
by many authors. G]arean in h15 Dodecachordbn.(1547) and Zar11no in h1s-- '
Tnstitutione H&rmonzche (1573) had suggested the contrast between the

123 Neither, however,‘supported the_two'mode

maJor and minor modes
system, rather, they supported a twelve mode system. Glarean defihedi
the mode thus. ‘"qu1ca1 modes are nothing but the consdhant species

of the octave itself, and-the_very ohes [species] which are joined
together from the-various speoies of fifths and-fourths as we.have said

above concerning interya]s'."m4

122L1pp1us Disputatio tertia: - "Est in omni Modo primario legitimo
prophle Trias Harmonica potissima cujus Basis eadem est cum voce
Infima suae octavae:. Hinc 6 Modos illos str1ng1mus ad duos:
unum, qui tenet Tr1adem Natura]em alterum, qui Mollem: quorem
uterq(ue) Trinus est juxta eandem Triadem, ex qu?, quod mirum, praec1pua,
Cantilenae Harmonicae ornamenta Fuga & clausula sunt desumenda atq(ue)
formanda." Translation of Lippius' Disputatio tertia, fo] D3V by J.
Lester, "Major-Minor . . ." op. eit., P« 227 .

123Bukofzer, Music in the Baroque Era, (New York: Norton, 194?),
p. 387. ‘

124G]ar‘ean, Dbdecaehordbn, Book I, Chapter II: "Modi musici.
nihil aliud sunt quam ipsius Diapason consonantiae species, quae et
1psae ex variis diapente ac diatessaron speciebus conflantur; .ut supra
de intervallis diximus." Translation taken from J. Lester, "Major-
Minor . . ." op. eit., p. 210+
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The characternst1cs of the 1ntervals w1th1n the spec1es of fourths or _“'
: the spec1es of f1fths w1th1n the nctave, then, are the crlterla for
1nam1ng the mode The natural ordering wou]d occur 1f Dor1an~began.on'-7-
' C Inn1an on A, Phryg1an on D, Lyd1an on’ E meo]yd1an on F, and
Reolian orG. The mode beg1nning on B wnqu be cal1ed spur1ous. N f.: '
“Zarlino's-lnsﬁmtutiont ertten in 1573, twenty—s1x years after _
“hﬁlarean S Dodécaehordon (1547), d1ffers in the ordering of the tweive'
modes but agrees: with the twe1ve-mode concept Zar11no—11sts the
order according to the seven octave spec1es-from CtoB: Cas bg1ng ;
Dorian, D as Phrygian, £ as Lydian, F as Mixolydian, G as Ionian and
A as Aeolian. Gusfav Réése,c]gfms that this 6fderingris‘dqe to-a |
conséibus choice on Zarlino's part to put'the Ionian and Aéolian_@odes:
in a promfnent'position, insinuating fhat the major-hinor idea wa§
gainiﬁg'pmminence.125 doe1 Lester contends that this supposi?ion ‘
is incorrect because many seventeenth century theorisfﬁlused Dorian
and Ionian as a model for major- and minor as oppo;ed-tq‘the'Aéolian-

126

Ionian pairing. Beswick ‘supports this idea as hé.found that the

most popular modes used in composition in the early éeventgenth century
were the Dorian or traﬁspdsed Dorian, and the Ionian and‘transposed .

Ionian.m7 It is_sqppnséd that Zarlino's reason for é‘re—ordering of -

Izsﬁustav Reese, Musie in the Renaissance, (New York:=ﬂ.w. Noffon,‘
1959), p. 377. . : : |

126) . Lester, op. cit., pp. 215-216.

V2 haswick, op. eita p. 67.
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the modes was‘nofzto,émphaéize the mqjorfmfnof-duéifty; rather, it
was to return to an orderiﬁg;;et by'fhe'ahcieqt Greeks. A was the
first letter of.thefalphabet;'but Beéédsé thereshould be no mode on
" B the note D was selecfedjbyjﬁlaréan,; Zarlino believed that the
. ordering shoﬁ]d,bégin with C rather than A-or D because this would
~ eliminate any ékips over the B in.the seven sﬁccessiveﬂfinéls 6f the
“authentic modes.128 - | |
Zarlino, therefore, does not considef the modes in'thé light of
major or minor di fferentiations, but he does define affect in the
light of the hdrmonic'(triadic)'ihtervais which arise qver important
notes in the octave species. He -said:-
. fhe'property or'ﬁaﬁure dethefimperfect consonances
is that some of them are lively and cheerful, accompan-
“ied by much sonority; and some though they are sweet
~and smooth tend somewhat towards sadness or languor.
The. first are the major thirds and sixths and their

compounds (major triads): and the others are the
minor (thirds and sixths--minor triads).129

128 dala Divisione harmonicamente fatta delia Diapason
nelle sue-parti . . . nasce uno ordine de intervalli: nel primo de i
quali, che & i1 piu grave, si ritrova i1 Tuono maggiore: nel Secondo
il minore: & nel Terzo i1 maggior Semituono. Simigliantemente di .

* nuovo nel Quarto ® collocato. i1 Tuono maggiore:. nel Quinto i1 minore:
nel Sesto ancora il Tuono maggiore: & nel Settimo & ultimo posto nell’
-acuto si trova i1 Maggior semituono: chiaramente hompresi,‘che tale
Diapason:. divisa secondo la natura del Numero harmonico: e collocata
tra le nostre moderne chorde: €, D, E,.F, G a. 17 c." Zarlino, Dimon-
‘strationi Harmoniche, pp. 270-271. :

E ]zg“DellaePropieta, a natura della consonanze Imperfette. Cap.
10. I1 propio, o Natura della Consonanze imperfette Y, che alcune di
loro sono vive & allegre, accompagnate da molta sonoritk: & alcune,
quantunque siano dolci & soavi, declinano alquanto al mesto, overo .
languido. Le prime sono le Tertze &ile Seste maggiori & le Replicate:
le altre sono le minori." Zarlino, Institusioni (Venice, 1558), p.-182.
Translation given above is by J. Lester in "Major-Minor . . ." -
op. ‘eit., p. 216. .
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The-concept'of,two groupings of modes, based on mdjon‘or ﬁin@r-triadic
* charﬁcterfétiCSg:TS a far cry from Zarlino's distinction of differ-

-entiation. based on affect Lipp1us definition of the modes was not

3-5based qn.affect He changed the whole concept of modal th1nking.

f'Lippiusvrepjatéd'the study of counterpoint with a study of harmony
_béséd-oﬁ tﬁe'trfad' -His suggestion led to the composition of music
from the bass. rather than the tenor 11ne. Thts compositTDn from the
bass led to a further-dlssem1nat10n of the practlce of adding a f1gure:
_ to the bass ta determine what triad (chord) the keyboard player should
ugé: _Figﬁred-bass discussed in the previous chapter was just a short-
hand method o% writing'down the relevant triadic chord. Both Lippius
and Cruger used the modes as their basis of operat1on but the termin-
o]ogy-was start1ng to change. Both started to see the modes as be1ng
able to be grouped‘into two classes, major or minor, depend1ng on the
_trias harmonipa within. This was not in opposition to Glarean and
- Zarlino; rather, it was a further rec]éssificatinﬁ of the twelve tréf
ditional ﬁodes.. |

i'LiPpius did more than clasﬁify the modes into major and minor.
:He also wfotg_that.the-tfiad of each mdde determined the location of
the various,cadences. Each mode was considered to-haﬁe thfee'“proper”'
- cadences: a priméry'cadencé on the final or Prima, another secondary
'téadencé on the fifth or Suprema and a third cadence on the Media or

1third of the chord. These cadences Lippius considered as ornaments of

130

“duration. This cadencing on the notes of the triad shows the

130"Omnis modus Simplex, quod mirum, ex sta propria quique Triade
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sqpremdcylof fhe triad in #ompoéfﬁion but it does'nﬁt-lead to the
'-conc]u;ion that there is a relationship bétween the tfiadstas is inﬁer{-
- eht in a tonal systém. Libpius‘ cqntribution.-then, to trfaﬂic moda]a'
- theory is the presentatfon of the triad as the key determininglfactur ‘L
in mode classification and 1déntification. 1
The terms moll énd dur (minor and major, respectively) became the “
new bywords in the discussion of musical composition. .Students'ﬁere
asked to stdd& the differences of affect in,ﬁajdr or minor modes so
thaf they could sing the pieées correctly. Not only were the ;omk

-positions analyzed in terms of major and minor trias harmonica chords,

but performers were asked to dwell on the predominant triad because
‘the harmony of the piece would consist mainly of this triad. 'Cruger
calls this a specific key (clave) in which most of-the-cadences
resolve on a specific triad. One must be very careful not to con-
fuse the word key with the modern Hay sense of the word. Crﬂger-l
refers to the various modal scales based on the natural (dur) or soft
(mo11). hexachords not the major (dur)lor minor (mo]lj keys associated
with poﬁt-Rameau theory. He does caution the singer to remember this:
- key and its triad because most of the cadences will occur on‘the tria&

and'the-singer can easily avoid making mistakes by losing the correct

Harmonica dat Cantilenae Harmonicae praecipua Ornamenta, Fugus-
.mimivum & Clausulas proprias Primarias, Secundarias, & Tertiarias, °
quibus deinde accendere possunt interdum Peregrinae ex Triade aliena,
modo bene quadrent, Primaria Fuga & Clausula est a Prima Triadis
- Propriae: 'Secundaria a Suprema: Tertiaria a Media:" Lippius,
Synopsis, (Keiffer: Strassburg, 1612), Cap.- I. 3r. :
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' note (the ]dwest"note is the basis of the trias harﬁbﬂica),13] :
n .. . R . ’ )
Cruger became the first composer to explain, using-examples,” just

what this new"Lippian idea of major—minof triadic;cléssifiCatiOn meant

to musical composition. Cruger d1d change his- views ‘on modal th1nk1ng o

during his lifetime. At first he followed.the trend set by L1pp1us
but Tater he became more conservative and he ascribed to the moda]_,
;heories of Glarean and Zar]ino. In the Musica éractica (1625)

he referred to Zaf]iho's mode ordéring. He Tisted the mpdeé'in fﬁe
following order and beside each mode ‘pair he listed the major (dur)
or natural hexachord beside the minor (moT) of soft hexachord that -

_ could be found in the species of fourth or fifth aboyé’or.belowithe
natﬁra] hexachord. When considering a specific mode, it should bé .
noted that this mode can be in its natural location (naturél hexachord)
or it can be transposed using the soft hexachord (fpb éxample the one
beginning on F). The terms dur and mol relate to whether the hexa-
chord uses a Bt‘l or aBb. If it is aq it is dur and if it is b it

is mol.

13]"Beym s1ngen ist auch noht1g d1eses wol in Acht zu nehmen
dass wann einem ein Concert oder Motet furkommt zu singen er alsbald
sehe und observire, aus welchem Clave der Gesang gehe und in welchem
Triade Harmonica derselb bestehe. Denselben Clavem und dessen Ton
muss er ihme nebest auch der Tertia und Quinta druber wol einbilden
und allezeit in mente beha]ten. Dann weil in diesen 3. clavibus,
oder Triade Harmonica flrnehmlich die -harmonica des Gesangs be- _
stehet und die meisten clausulen in demselben formiret und zum offtern
wiederholet werden kan man in 6bservirung dessen nicht so leichtlich
irre werden und den rechten Ton ver]1eren kan auch dahero desto
gewisser und dreister singen . . ." Crlger, Musicae practicae prae-
cepta brevia (Berlin 1660), pp. 17 18.
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' 6rugér, Praecepta (1625) Chapter VII.: o .
(Natura] . (Soft"

_ . Hexachord) . (Hexachord)

WOE. R mL
1.. Ionian - i :Hypoion{an - Cey . . Fac :
2. Dorian. Hypodorian- - dfa g pd
3. Phrygiaﬁ_ _ Hypophrygian - E gq ' Ace |
4..‘Lydian : Hyb61ydian»” A_- Fac _-' ’ Bbd £
5 ﬁixolydign' ’: Hypomfxoiydian G(Q)d ceg
6.. Aéo]ian o Hypoaeol1an ‘ A ce . dfa
7. Hyperaeo]1an - (Hyperphnyg1an - no chords are mentioned for these

spur1ous modes)

n . e ’ . T -

Cruger Tists the Ionian mode as the first mode, because he says

that it is the most natural of all (apcording to Lippius).bétause ip
is a major triad whether it is in its natural location (c e g) or

in its transposed location (f a c).]32

Although he 1ists the Ionian
mode as the first mbdq, Crager does not call it this in his‘bomposi-
tions. In his Mugnificaf, published in 1626, he stdfted the sets
with the Dor%an mode and proéressed through the modévlistings until
he reached mode V. {(Quinti Toni) which ﬁas ité_finai on A (Aeolian triadj-
in the piece "Meine Seele." The next piece:is written in the sixth
mode’ (sexti Toni) and has its final on F, the.final of'thevcbmpound

-Hypoionian form of the Ionian mode. This mode ofderiﬁg, beginnfhg

132Cruger, Praecepta, {1625), Chapter VII.
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'_;W1th the Dar1an mode as mode I refers to Glarean s mode ordering. _"

In theory Cruger was fb1IOW1ng L1pp1us pr1nc1p1es (Zar11no s mode

; ordering) in 1625 but 1n pract1ce he used Glarean s more convent1uﬁa1 ‘

mode ordering scheme : ‘ _ _ ‘ ) _
Cruger uses. th1s same. mode ordering 1n his. Synopszs (1530) but - th1s-_

t1me he 1nc1udes the L1pp1an def1n1t1on of two c]ass1f1cat1ons ~of modes B

‘.based on the concept of a maJor—m1nor duality. Maaor (natural) modes -

are Ionian, Lydian, and Mixolyd1an, and minor (Mo]110res) modes are
Dor1an, Phhyg1arland Ae011an 133 'Th1s tneatise is very progress1ve
in 1ts prnmu1gat1on of the masor-minor triadic theory.: Crugér

'says that by means of musica ficta any Tr1ad can be aTtered 1n the
_mude to mage a major or minor triad. Cruger g1ves the’ example of the
major and minor triads from C to B. Example 54 ?s ‘taken from th1s
1530'treatise. |

Exanple 54, Cruger, Synopsis, (1630), Ch. XI

gt ,b‘-‘i"_

o °
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]33"Natura11ores sunt Ion1cus, Lydius, M1x01yd1us.. M0111ores sunt

Dorius, Phrygius, Aeollus,“ Cruger, Synopste, (1630}, op. ctt.,
Chapter XI.
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In each'example‘the'tkiéd is shown to. be altered by misica fict‘a‘”4
_ The alter1ng of the triad does not change the mude but does give a_
_ prpader.basig of chord structure;to work frgm-when compos1qg Maaor
' .aﬁd_mindr triadé'ﬁerg.;hﬂs.availabie for use in ény-mode. .The composer
. could. determiné ﬁﬁéther thé-piece-was:to Have a prednminance of méjor
or minor tr1ads depend1ng on the affect 1ntended |
The concept of maJor and m1n0r tr1ad1c categor1zation of mudes
" yemained in Cruger’ s_theory-books after the Synopsis (1630) but the
ordér%ﬁg was changed. in the Quéstioneé {1650) 6rsger returned to
-the'plaﬁing of the Dorian aé the %1r$t mode. He says:
| * The most cﬁnvenient and natural;mode order{ng
happens if Ionian-with its Hypoionian holds first
position; however, not to confuse students, we will

retain the ordinary (traditjonal)_ordering of Dorian
‘and Hypodorian in first position.135

'134The example given probably has a misprint for the realization
over the B. The example Cruger gave is as follows:

Species resistatae Triadis harmonicae tam naturalioris, qvam m01110r1s, _
Nativae & per chromata fict1les '

— e s = ——
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135“L1‘cet convenientissimus: & omnium naturalissimus sit Modorum
ordo, si primum locum obtineat Ionicus cum suo Hypolonico: Attamen, ne
confumﬁmtur ingenia discentium, veterum illum, quo pr1mo loco co]locant
Corium cum Hypodorio suo retinere v01u1mus ordinem." Crliger, Questzones,
(1650), op. cit., fol. C5.
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In the treatises wr1tten in 1650 and 1654 Cruger returned'to the
Glarean1an ordering that went as fo110w5 ‘
’_Mode 1, Dnrian Mode 2., Phrygian; Mode 3, Lyd1an, Mode 4, M1xo]yd1an,
:-Modg“S, Aeolian; and Mode 5,‘Ion1ant '

.He-$1$6:éxp1ained in the Synopsis (1654) how to use the spurious modes
-.’w1th f1na]s on B (Hyperaeolian and Hyperphryg1an) by chromatica]]y
a]ter1ng the triad in the mode to fit a maaor-m1nor structure. IT

the top note of the tr1ad over B natural were. altered thus'

Trlas Anharmon1ca Trias Harmonica

i T | B

m
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the triad would become correct anﬂ the mode usable. The same would

apply to the false triad based on E cantus mollus:

Trias Anharmonica Trias Harmonica

-

poor e Ly el REEE R HASRLE ST —— -
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With this chromatic alteration all anharmony is removed and the spurious

fe——=

th1rteenth and fourteenth tr1ads have the hannon1c triads b d F# and
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gb’g'ﬁﬁ in cantus durus aﬁd.mpZZis.]ss,

| A]thoﬁgﬁ Cfﬂgef justffies the use of'tpesé two épurious modes;
- he does no£~list them in his mode ordering. Pefhaps<thjs statement o o
was inc]udgd to show that with musica ficta even sﬁuriou§7mo&§§IWOuld- '
fit'int6 the two mode (méjor-minor) classification system.

. In conclusion, Crﬁger's'idea of~major-minor classifications 6f ﬁ
the modes basgd'on the dur or moll triad in the two species 6f the ‘_
'hode comes from‘Lippius. Crﬂgelf uses the mode ordering set by Zarlino
and copied by Lippius in his earlier treatise;, but later he reverts
to Glarean's mode ordering. In each treatise Crﬂger_discﬁsses harmon&
as it is baﬁed on the Trias Harmonica that is found in eéch of thé modes
whéther they are primary, secondary or sburious.' The major-minor re- :
lationships are not.thoﬁght of in tonal térms, but fathef, they are
sets 'of intervallic proportions (trfads) that are common to all of the™
modes . Crager Teaves out the mathematical ﬁroportions of these ériads
and concentrates on the exp]anation-pf the character of the Hexachord
(major or minof)'that is found in the dcéade spéciés. This character

is determined By the Trias Harmonica.

, ]36"Rejiciuntur hi duo Modi a‘plerisd?ue) Musicis, & Spurii
propter Triadem anarmonicam vocantur. Verum non omnind istos esse
abolendos & rejiciendos mecum saniores. Musici statuent, propterea,
quod Triades istae‘gparmonicae beneficio Semitonii in harmonicas apte -
verti queant, mutata nimirum, in canty duro, suprema Triadis clave’
F-addito Semitonio minore in Fis (ut_a Musicis Instrumentalibus appel-
latur). "Hunc enim in modum ex quint3 ista fals® vera ejusdem dis-
positio pronascetur . . . Sic in cantu molli vers® infin® Triadis -
anarmonicae clave E in Dis, Quinta ista diminuta & falsa in veram
-mutatur & ita omnis anarmonica tollitur ut: Sunt igitur decimus
tertius, & decimus quartus Modus Jriadis harmonicae H D Fis in Canto
dur?égis~6 B in Cantu Mol1i." Cruger, Synopsis, (1654), op. cit.,

p. .
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CHAPTER 8

HARMONY IN A TEXT/MUSIC RELATIONSHIP - -

Haxmony, Rhetoric, Elocution, and Ornamentation

' Cruger stated, "the text gives‘the soul to the'héhmony of the "
song."137 This touches on an impohtant.seventeehth century musicéT
concept, namely, that there is an integral reiationshih between the
text and the music in any composition. Not only must the text:fit
the music, but also the words, music, rhythm and mean1ng must con- .
stitute a harmonious unit united together under the headlng of
Affect.

Since the Monteverdi/Artusi conflict ih the early seventeenth
century, musical Euhope had been trying to come to ferms with the
concept of Music/Text relationships. Giulio Cesare Monteverdi wrote
a defence of Claudio Monteverdi's ideas on the suhject.zhln the pre-
face to the Fifth Book of Mudrigéls'(]607) he said that rhythm and
harmony.mdst-follow the words. . "The song.is composed of threé ’

things: the words, the harmony, and thg rhythm . . . and so of thg<

apt and the unapt, [if] the rhythm and the harmony f0110w the wordé,.i‘

I37“Cum de harmon1a hactenus eger1mus, Jam7ad orationem sive
textum, qui cantioni harmonicae quasi animam dat, accedamus "
Cruger, Synopsis, (1630), p. 181.
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“and not the words these.“138

~ The secunda prattica foT]awers stressed th1s 1ntegral re]at1on-
'sh1p between the text and the mus1c. The pract1ce had its roots. in-
1taly but the ideas soon 5pread to other nat1ons, 1nc1ud1ng Germany
The prmma prattica was st111 being: f0110wed in Cruger s area but ‘
progress[ve composers were’ start1ng to 1nc1ude modern Ita]1anate
techﬁiques. The. prima prattzca made words the m1stress of harmony,
accoeding to Monteverdi, whereas, the secunda prattzaa made mu31c o

- the mistress of -the words. 2

“This secnnd practice was adupted from
an interpretation-of early Greek ph11osophy of music. Plato said
therfollowfng {n his H@pﬁblic (42?*347 B.C. )*"“Have sufficient
'understand1ng of th1s- that the me]ody 15 composed of these th1ngs,
the words, the harmony and the rhythm . . . and again, the harmony
and the rhythm must follow the words and not the words these 10

This quotation bears a marked resemblance to the stetehent by Monteverdi

Quotattoh taken from "The Baroque Era," Seurce Readings in
Music History, OIWEI‘ Strunk, (W. W, Nor‘ton, N.Y., 1965), p. 47.

]39"By the First Pract1ce he (Honteverdi) understands the one that -
turns on the perfection of the harmony; that is, the one that considers
the harmony not commanded, but commanding; not the servant, but the
mistress of the words, and this was. founded by those first men who
composed in our notation music for more than one voice and . . . per-

. fected by Zarlino . . . By second practice . . . he understands the
one that turns on the perfection of the melody, that is, the one

‘that considers harmony not commanding, but commanded, and makes the
words the mistress of the harmony." Trans. by Strunk from The Bareque
Era, op. cit., pp. 48-49, from the Fifth Book of Madrigals by Monteverdi.

| ‘40151:4., p. 47.
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:},quoted on the prev1ous page Cruger s works ref]ect both Monteverd1 S
’1deas and the early Greek 1dea]s '
. Cruger does not quote Monteverdi’ or Plato but he does d1scuss :

the re}at1qnsh1p of text to harmony, and he acknowledges Monteverdi

) 141

_ o o " . ‘
Ain his Synopsis (1654).-"" While Cruger does not say that the text is

the'mistfeSS‘of the harmony, he does say that the text and music are

142

_ bound tbgéther. The text gives-the soul to the music. "Bare

harmony is the ske]etoﬁ;_bdt if you want reasoning and human fee]ipg,

- you must have the tekt to make it (harmony) more wonderful and com-

plete, 143
text. 44

The harmony gives the form and the words give the con-
. He further defines th}s hermony (22s) as that which "organ-

izes words (Verbg) and it (Rarmony) consists of intervals joined

145

. n . .
together." Cruger defined Harmony itself as "the material that is

8l ruger, synopsis (1654), Chapter XVII, p. 184.

]4gSee footnote 137}

]43"Harmon1a enim nuda, ut videre est in Instrument1s Musicis,

B scienter ac per1t§ ab artificibus tractatis, propter numerorum ac
proport1o, num rationem, quibus se humanis nentlbus insinuat, plurimam
_quidem in affectibus excitandis exercet potentiam: Verum si vox humana
accesserit, quae sententiam aliquam insignem numeris harmonicis ex-
pressam s1rvu1‘2cc1nat concentus propter duplicem, quam & harmonia &
sententia aliqua praeclara gignit delectationem, multo erit m1rab111or,
augustior, .auribusy; pariter atqﬁe an1mo acceptabilior."” Crliger,
Synopsis (1630), pp. 181-182.

144"Res possunt esse omnes divinae ac humanae, quarum naturam,
vim & conditionem prudens artifex primum diligenter perpendat, examinet,
qu1busdﬁe sonis & intervallis harmoniam convenientem formare, &
expyggere possit, omni studio inquirat." Cruger, Synopsts (1630),
P

ABnia., p. 182,
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"146 - The ‘

made up of sound and sounds consist of musical 1ntervals.
ost'perfect form of music would use the trias harmonzca 1n plése~"
connection with the words. Nei ther the.text nor the. mus ic 15 more -
important than- the other. rather, "the 1nterweaV1ng of the mus1c and

speech gives 1ife, so to speak, to the harmonic SIng1ng "147

Thls
statement implies that the form of the p1ece is determ1ned by the

. text/music relationship. . The roots of th1s statement are L1pp1an in
origin. Lippies said: "The form of a harmonic cant11ena cons1sts in

~ the artful and prudent arrangement of its maﬁer1a1 elements or parts,
namely monads, dyads, and triads, which are combined‘or.composed accord-

«148

ing to the sense of the text. The form of.the p%ece therefore

consists of a combination of words and music or HEEmony and Rhetoric. =
Quintilian (c. A.D. 30) defined rhetoric as the art of persuasive

speech.]49 Harmony is commonly defined as a combination of'soundé or

146"Matena ‘eX qua Harmonia generatur est Sonus,. Sonus enim
principium est omnium Intervallorum Musicorum & totius harmonia."

Cruger, Synopsis (1630), Chapter I. For further information refer to
Chapter 1 of this thesis. .

]47"Textus jgitur Musicus sive Oratio dat animam qvasi cantioni
harmonicae." Cruger, Synopszs, (1630), Chapter IX.

]48"Forma Cantilenae Harmon1cae in Mater1ae eJus.seu partium,
Monadum, Dyadum, Triadumque juxta textum connexarum sive Compositarum
- dispositione artificioso atque Prudente consistit." Lippius, Synopsis,

(1612) translation taken from B. Rivera, thannes Lippius, op. cit.,
p. 247.

149"(Rhetomca) est bene dicendi scientia . . . Cicero pluribus
locis scripsit, officium oratoris esse dicere apposite ad persuadendum.”
Quintialian, Institutio oratoria, 11, XIV, 5; XV, 5, translation by
B. Rivera, Johannes Lippius, op. cit.,.p. 248.
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‘_interrais In order for a fus1on between these two to occur, there must ’
be a common structura1 form.. The early seventeenth century the0r1sts
~ took Greek d1v1s1ons of Rhetor1c and super1mposed them on mus1caul A
: (harmon1c) structures in order to make th1s fus1on eas1er._ The rhetor1cai
. terms. were . used. in def1n1ng mus1ca1 structures. Qu1nt111an sa1d that
.the five steps to be mastered 1n effect1ve speak1ng were: (T)tnventzo, :
' (2) dispositio, (3) elocutios, (4) memoria, and (5) pronuncwtw.]so;
' Inventzo,_or the art of f1nd1ng, was:label]ed Res.. Res referred to a1]
the various ideas related te the tehic;_or in other words the materia]
from which the speech or music was made. Closely assoeiateq,With.Ees.
was Verba, or the words used to discuss the t0p1c.. The issue in
Inventto was . to find the words (verba) to match the established topic
(res). Cruger uses the terms Res and Verba in connection with the
discussion of text/music re]at1onsh1p 151 -
After finding the topic, the author must arrange his ideas, th1s
being called the Dispositio. Good arrangements eal} forftasteful
positioning of the Res'and Verbag. Closely Tinhed.to the,arrangement
(dzsposztzo) is the EZocutto or speech or express1on., In'hattn ‘this,
. would mean the carefu] ‘choice of ‘words to best express the .subject

matter, Cruger does not use the terms dispositio, or eZocutzo, but -

 he discusses the 1ssues they represent in relat1on to harmony. He"

'SOquintilian, Institutio, 111, i, 1. Translation taken from -
" Rivera, op. cit., p. 248." o

15]"Contment autem Textus duo: RES & VERBA." Cruger, Synopszs,
(1630), p. 182.
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says, the hanmony organ1zes the th1ng (Res),

152 thereby becomlng

the equ1-va1ent of the D‘Lsposttw. Quintilian tal ks of eZocutw, an._

‘important area when dealing with musical interpretation. Ezbcutio,

- or the careful ch01ce of words to express the subject matter (Res)

touched on the area termed in music as Afféct. The fusical equivalent .
of elocution wou]d be the correct choice of harhﬁny, melody and rhythm
t& express‘the musical suhjeet matter. In rhetoric there are three
qdalitIeehihportant for good elocution: correctness;(Zatinitas,
puritas), clarity (lueiditas, perspicuitas) and elegance (amatio).wa‘
The important thing of all these three qualities is that the style of
the eration or presentation must fit the subject matter;]54_ Assoc-
1ated with the correctness (Zatznztas, purztas) were e who]e‘set'of

rhetor1ca1 figures and tropes. In music the parallel {0 the latinitas,

puritas would be the use of certain modes to signify specific affects.

]52"Res possunt esse omnes divinae & humanae qvarum naturum, vim

© conditionem prudens artifex primum diligenter perpendat examinet.
qvibusq, sonis & Intervallis Harmoniam convenientem formare & exprimere
possit, omni studio 1an1rat " Cruger, Synopsis, (1630), chapter IX.

153“In singulis 1ntuendum est ut (verba) sint Latlna, perspicua,
ornata, ad id, quod efficere volumus accommodata . . ." Quintilian,
Institutio, VIII, i,1-~Translation from Rivera, op. eit., p. 252.

154Qu1nt111an, Institutio, Preface, VIII, pp. 18-33.

]55An example of a rhetorical figure would be a metaphor. For
a discussion of further examples of these figures in relation to music
two sources shall be considered. The "Form of Music," chapter seven
. in Rivera's book Johannes Lippius op. cit., and the book, Dig Bezie-
hungen %)ischen Musik und Rhetorik im 16-18. dJahrhundert, (Nurzbur-g,
1941: fasc. ed. Hildesheim, 1969), by H.H. Unger.
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If a certain mode were used, the 1i§teﬁer ﬁoufd'innediateiy fransfér‘
the assoc1ated emot1ons to- the respect1ve compos1t1on. The spec1f1c

" mode became metaphor1ca]1y assoc1ated with d1fferent affects or -
moods. General categor1es were’ usual]y ment1oned in mode-affect o
relat10nsh1ps. This topic had been :introduced by the anc1ent Greeks, ’
and was ré;emphaslzed.dur1ng the seventeenth and e1ghteenth centuny,‘
a1though iﬁ a different waj. Plato Fad sa1d in the Rbpublta that

the Mixolydian and intense Lyd1an were dirge-Tike and the Lyd1an was
convivial and too relaxed. The Phrygian and Dorian su1ted bravery

and warfare.lsG‘

Quintilian summed up the ancients' v1ew$ on mode/
affect re]ationsﬁip§ in ‘this way: "For it was in this_Way'that the A
ancients sought to éxp]ain theirvhﬁrmonies, hatching the, qua]ities_of .
the sounds to the given material of the moral character."]57

Early seventeenth-century composers tended to c]as;1fy the modes
into two general categories, those that were cheerful, and those that
were Tugubrious. The first included scales with a major trias harmonica
(Ionian, Hypoionién; Lydian, Hypolydian, Mixolydian and Hypomixolydian}.
The second included the sca]es with the m1nor trias harmontca (Dor1an,
Hypodor1an Phryg1an, Hypophryg1an, Aeo]1an Hypoaeo]1an) 158 L1pp1us

surmarized the trad1t1on of mode/affect relationship by;g1v1ng three

]SGStrunk 0., ed.,'“Mus1c in Antiquity," Source R@adtngs in Misic
History, see footnote No. 3, p. 5 of Strunk.

5704, p. 5.

]58Rivera, op. cit., p. 307.
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characterlst1cs 1n the class1f1cat1on.: Accord1ng to h1n the affect
of a mode depended upon (1) the nature of the character1stlc tr1ad '
(irias harmontca) (2) 1ts character1st1c 1nterva1s, and (3) the

' arrangements of tones and sem1tones w1th1n the scaﬂe.]59

L1pp1us
therefore categor1zes the affect 1n relat1on to the harnnn1c structure
~of- the mode. A compos1t1ona] outcome of th1s wou]d be that ‘the sad

A texts should use sad. modes the happy texts happy modes . Cruger:speaks
of this dua] way of Iook1ng at the modes : "Certa1n modes are tra-
d1t1ona]1y chosen for texts Just as there is no doubt that poetry

and s1ng1ng together express a certain theme G@ztermaia for example

" Horatio says-  Prose related to sad or happy subjects cannot appear

" except as in harmon1ous agreement with the mus1c, and not at all where.

(ong) pleases but (FatheD where the mode meets the demand of the
affect C:f the,tex:J.160

. o ' J '

The fact that Cruger classified- the modes according to major and

minor classes Teads to the assumption'that he sees mode/affect relation-

159"Qu111bet Modus Effectu & Affectu sequitur suae Radicis
Harmonicae Utrisonae & Intervallorum, Tonorum, atque Semitoniorum in
eadem & Octavae ambitu cyclico ordine Crassidtudinis dispositorum -in
Scala comprimis Syntona, quibus a se invicem differunt Modi." Lippius,
Synopsis, I, 3r-3v. Translated by B. RiVera, op. eit., p. 299. :

]GO"Certum s1b1 e]1gat Modum cum textu, si qvem exorandum sibi
sumpserit, convenientem.. -Quemadmodum enim Poeta neqvaquam qvolibet
. genere Carminis qvam11bet materiam exprimere Dossunt, ut Horatius
1nqv1t Versibus exponi Trag1cus res comical non vult. Ita Mu51cus,
nisi excercitatissimus sit in flectendis consonantus veqvaqvam in
qvolibet Modo partifacilitate, cgsdem qvos Sententia requirit,
. affectus producere poterit." ‘Cruger, Synopsis, (1630), chapter XII
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ships in much the samefway that Lippius did " He speaks of the‘use of .
modes beceuse of their specifie affeet The hypo1on1an, m1xo]yd1an ' _ ’
and aeolian for examp1e, are to be used on account of the sad weary o

161 Cruger concluded that not.only must the '

~ and slow sound,they have.
style of the-oratien (text) fit the subject matter, but the,harhony

must a]se fit both the text and the subject metter. This mafte} (Res)*.
is divided intO‘twe areas, sad and happy The musicéi realizetion

of these subjects is called Affect. Cruger also says that th1ngs f
that are serious- and difficult are expressed with long and deep sounds, -

and Tight things with short and sharp sounds., 162

The harmopy, he

says, organizes the subject but it can be seen that the harmoﬁy was‘ ,
thought of-in_direct re]ationship_tq the'effect ef the text. The chofce
of modes was restricted to happy or sad (major or minor) and the

' length or duration of sounds shod]d be in agreement with the affect -'.
of the text.' In this.way there was a harmony not only of a chord
concentus, but also a harmony of affect between the word and music.

fn the chapter on the-EMSicaZ Dyad 1in thfs paper, the relationship'

. befween intervals and to affect was also discussed. As these'{ntervals, 1

are part of the major or minor groups of scales,they will not be

" ]6]“Harmon1am propter sonos graviores languidiorem et p1gr1orem."
Cruger, Synopsis, (1630}, chapter XXX. -

162“Nam Res gravis & difficilisﬂiong1s ac profundis sonis expri-
mitur levis contra brevibus & acutis. Tristis res, Timoy Planctus,

‘'suspiria, Materia funebris Ec., tard1s & Langu1d1s." Cruger, Synopstis,
(1630), p. 182.
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~ discussed further at this time.

The EZocdtio of ekphession ﬁou]d be found in the carefﬁ]’chotee-of_:ﬁ.ﬂf-

words to express the text, and a careful cho1ce of the mode and the
note 1engths. Cruger~sa1¢ that the most powerful words are the onesfj }
where theyTsound“similar'to'the natura] things that they refer to. |
’ Harmony comes from the rhythm of the sounds and pauses Just Tike the ’
text. The. mu51c has modulations, just «.§. the text has commas ,

163

colons and per1ods. The. accenting of the speech sy]]ab1es shou]d -

'be re1ated toithe music,’ namely, that the mus1c shou]d follow the

natural flow of the speech 164

This last statement reflects the
"ideas of the‘Ita11an monodists. Major ehdAminoh distinctions'are'alsp o

used in ezocutzo re]at1onsh1ps. “The changes_from one form to the .other

]63"Verba possunt esse quaelibet Potissimum autem eligenda sunt - .
rebus s1m111a, aequata & congruent1a eorumdhe naturam & vim apprimé
referentia, sive absdﬁe sive cum metro certo Poetico, in quibus duo
potissimum spectranda. Distinctio & Syllabarum Accentus. Verba
distinguetur Commatis, Colis, & Peripdis: Harmonia vero clausulis
formalibus & Pausis . . . sed ed usque modulationis progressus est
continuandus, donec textus legitimd distinguitur vel Periodis, ve]

- Colis, vel Commatls.“ Cruger, SynOPSts, (1630) , p 183

164"Porro in applicatione textus ad Notulas observand1 sunt -
ACCENTUS Sytlabarum & proprietates, nd brevis aligq sy]laba, & gravi
accentu proferenda, modulationis ascensu, aut F1guf§1 majori attol--
Tatur: Vel contra Tonga Syllaba, quae acuto, aut circumflexo accentu .
producenda, modulationis descensu, aut Flgura minore deprimatur, &
corr1p1atur, ‘pari enim ratione peccat tam qui breves syllabas producit,
tam qvi Tongas corripit. Sic quando tractibus (ut vocant Musici)
ad aliquot Notulas unicatantum Syllaba applicanda, obietvetur, quod-
nulla syllaba, quae gravi accentu depr1m1tur, ad ‘tractum sit apta."
Cruger, Synopszs, (1630)5 p. 184. '
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in chords would help stress the changes in syllab]es.165 Quinthlianf
had sa1d that there were three qua]1t1es needed for good Elocutzo |
These three were ) correctness (Latznmtas, puritas) , clar1ty (Luczdztas,
persptcuttas) and eTegance (Ornatio). 166 The correct use of ‘the mode
:In re]ation to ‘the affect could be classed as Latznztas. puritagor
'correctness The c]ar1ty of a text or Luezdztas, perspicuitas could be
‘accomp11shed by under]1n1ng the syl]ablc stress with chord modulations.
‘Ornatzo'or;e]egence was accomp]1shed”by decorat1ng the 1anguage and music
" with the use of'embellishments to heighten the climaxes of certein
words orApeesages}or music. - Lippius believed that the three qualities
ef.good Elocutio were the basis for effective musical setting for the
- words, but they were eiso something more, in that they could el;o be
" the basis for the formal structure of the musical composition as a

167

whole. These~ohnaments or embellishments, therefore, were not frills

]BSCruger was 1nf1uenced by the German poet Optiz (1097-1639)

- who said that the words and syllables should not be forced into a meter.
No violence, he said, should be done to the logical word order to fit
the metr1ca1 Tine. Clar1ty was of utmost importance. - Optiz was sen-
sitive to the flow of the specific sy]]ab]es or sounds of words. Cer-
‘tain sounds he felt, should be used in moderation so as not to produce
a harsh affect. 0pt1z also required that the poet employ words and

- speech that were appropriate to the character of the text.. If the text

was. elevated, so also must the language be.elevated. Optiz demanded- that
woypd accent and verse accent (climax of the text) should always coincide.
.Cruger adopted these ideas and concluded that the musical accent should

- also fit the word accent and text climax. These ideas by Optiz are

taken from the book by B. Ulmer, Martin Optaz (New York: Twayne Pub.
Inc., 1971), pp. 52-53.

]66"In s1ngu]1s intuendum est ut {verba) sint Latina, persp1cua,
ornata, ad in quod efficere vo]umus accommodata « « " Quintilian,
Institutio, VIII, i, 1.

]676. Buelow, "Rhetoric &'Music," article in The Nav Grove,

vol. 15, p. 793.
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thrown 1nto the ‘music to show off the vocal ag1l1ty or 1nstrumenta1 ~'
dexter1ty, rather, they were an 1ntegra1 part of the construct1on
of the piece. '“ " ) h
The embellishments éreﬁ_out of the’ text, and'coﬁ1d té demon- -

strated in three ways musically' by pitch, by vo]ume and by i
duration. Accord1ng to Lippius, the ornaments of durat1on referred
to: (1)’a_var1ety of triple and duple meter tactqs,'(Z) a var1gty s
of note values, syncopattons and a slower moving pass rﬁythmAin: ﬁ
relation to florid upper voices; ahd'(s) primary, secdndany'and
tertiary cadences (based respect1ve1y on the prtma, sunma "and media
notes of the trias harmonica) cornespond1ng to the commas, colons

and per1ods 1n_the text.168

The ornaments dea11ng ‘with vo]ume :
copsist of the variety of sounds made by the usé-of rough or smooth
textures using many or few instruments (musical instrumentation).

The ornaments of pitch consisted of the quick passing of notes or
suspensions to provide a variety that would ward off boredom. These
ornaments of pitch could be used to concea]"dissonanceﬁ when thé text
so demands. The use of the fugal style is—one exgmp]e of pttch -

ornament_ation.]69

1983, Rivera, 7. Lippius, - cit., p. 286.

]Gg“Exerc1t1um autem Fugae ord1endum est in unica duntaxat
Triade Harmonica: ut reliquae deinceps Formae atque species Fugarum
tanto facilius apprehendantur juxta Exempla eorundem illorum Heroum
Musicorum Practicorum Orlandi nempe.& Marentii . . ." Lippius,
Synopgis, H., 3v-6r. as quoted by B. Rivera, J. Lippius op. cit.,
p. 288. '
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Cruger adopts L1pp1us 1deas but he s1mpl1f1es them He sdys

that ornaments in muSTC are put together to make the musica1 harmuny |

~170 -

' sound_r?ght The ornaments he1p the harmony re]ate better to

the text. There are. three places where ornaments are to be used

_The first use. of ornaments is to solve a problem of chsst':nana-zs.W1

The second use is for "emphas1s at cadenttal po1nts, w1th harmon1c .

wl72.

reasons. ‘And"the third use of ofnarents s in fugues happily _'

1ntr0duced and then worked 0ut.“]73 _ _
Cruger s ideas on. ornamentat1on are v1rtual]y copied from other

"musical sources. His-theofetical ideas'came from Lippius, but most -

of his e;ampfg; are taken frpm J.A, Herbsf's-books,.ArtE Pratticalet

Poetica (Frankfurt: Main, 1653), and Misica practica . . (Nurn-

berg, 1642, and enlarged ed. titled Musica moderna prattica « « s
Frankfurt, 1658). . Both Herbst and Cruger cqpiedhfrpm Michael Prae-
torius’ Syntagma musicum . . . volume 3 (Wolfenbuttel, 1619). Cruger's

Synopsis (1654) and_khsica Practicae . . . (1660) deal with:the issue

17O“F]ores atq. Figurae sue Ornamenta Musica cant11enam harmnn-
icam componendi qvibus prudens’ artifex ad suum feliciter obtinendum-
finem utitur consistunt.” Cruger, Synopszs, (1630) Chapter XIII.

1?1“In D1ssonant1is apte & congrue abs& offens1one aurium
harmonia immiscendis." Criger, Synopsw (1630) bid.

172“In Ciausulls Formalibus, rat1one harmonia & extus beﬁt usurp-
andis." Cruger, Synopsis, (1630) ':b-z.d :

]73“In Fugis fel1c1ter-efflngend1s & elaborand1s " Cruger,
Synopsis, (1630), ib@d.
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: f'dimtnutiOns and drnamentation*at‘ereat-Iendth He dlscusses the
-'ornaments themse]ves and the correct manner of productlon. There are’ R
cop1ous examp]es to 111ustrate varlous forms of the ornaments. '; '

_ Cruder spec1f1ca]1y states that it 1s not enough.tq-s1ng*the-

' fﬁchrebt netes'df a piecei'rather the'student:must aIS6 be: ablé to orna-:
ment in-a pleasing manner. He must be ab]e to understand the correct
method of using accents over the notes and in whlch s1tuat1ons to

use Pussagten or Dmmtnutton8.174 He caut1ons that the singer must not':
add too many ornaments or the mus1c will be spo11ed and darkened SO
':that a person could not understand the text of hear the or1g1na1

notes of the compos1t1on.175

These statements emphas1ze that ornamen-
tat1on is important in perfonmance pract1ce ‘but at no t1me must the

singer' s art cloud-the original harmony or text.

]74"wann nun e1n Knabe vorhergehender Instructlon nach. durch
stete und f1e1sz1ge Ubungen so weit ist kommen dasz er ein stiucke zim-
lich fertig kan singen ist es damit nicht genug: Sondern weil finis
Musicae auch suavitas ist musz er auch angefuhret werden wie er s1ch
zu einer zierlichen und ]ieblichen Manier sol gewehnen dasz er furnem-
lich wisse die Accentus uUber die Noten cum judicio zu flhren wie auch
andere Passaggien oder Diminutiones, nicht zwar an jedem Ort des Gesanges
sondern apposite zu rechter Zeit und mit gewisser Masz anzubr1ngen

- und zu appliciren."” Cruger, Musicae Practzcae, (1660) p. 19.

]75"Gott und der Natur mit einer sonderbaren Tieblichen schwebenden
oder bebenden Stimm auch einem runden Hals und Gurgel zum diminuiren
begabet sehn sich aber an der Musicorum leges nicht binden lassen
sondern nur fort und fort mit ihrem allzuviel colorieren die im Gesang
- flrgeschriebene 1limites Uberschreiten und denselben dermassen damit
auch weder den Text noch die Noten so der compon1st gesetzet vernehmen
v1e1wen1ger verstehen kan welches die Auditores flrnelmlich die der
Kunst in etwas: W1ssenschafft haben wenig off1c1ret und erfustiget .
ja vielmehr ihnen zu zuhbren verdrossen machet.” Criger, Musicae
Practicae (1660), p. 19.
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In Misica Practtaae (1660) Cruger dlscusses the art of 51ng1ng

i.‘ ornaments correct]y. There are three basic th1ngs that be]ong to the

style of s1ng1ng in a pleasing omamented manner. ' He calls these:
Natura, Ars and Emercitatzo and then proceeds to exp1ain what these
terms mean in a musical sense. -

. Thréé things belong to the style of singing in a
pleasing and ornamented manner. These are called:
Natura, Ars and Exercitatio. -

The Requisita naturae are these: 1. A singer who
-wishes to sing a concert in the correct musical manner
(3nd who is) . . . blessed by God and nature with a
clear, vibrating voice and also a smooth and round
sound will perform the Diminutiones Notularum with
modest moderation.

2. He must also sing with joy and without 111
humour. If one forces or provokes a boy with violence
or beating, seldom or with d1ff1cu1ty will anyth1ng
usefu] be accomplished.

3. He must_choose a precise and natura]]y best-
suited voice from C§mongs soprano, alto, tenor, etc.
which he can project with a full and clear intensity
{Joudnesg) without falsetto i.e. (withouf) a weak
and forced voice.

4. He must be ab]e to hold a steady 1ong breath
without many breaks.

5. Articulata Pronunciato, a clear and audible
‘means of expression also belongs here, so that each
word, . . . that he sings can actually be understood -
by the listeners as if he was speaking it.176

. 1]

]76“Zu einer lieblichen und zierlichen Art aber zu singen gehoren:
Dreyerley nemlich: Natura, Ars & Ecercitatio. Requisita naturae sind
diese: Es musz 1. Ein Sanger der nach rechter musicalischer Manier ein
Concert cum grat1a auditorum wil singen von Gott und der Natur begabet
sehn mit einer reinen bebenden Stimm auch einen glatten and runden
Halsz die Diminutiones Notularum mit bescheidentlicher Moderation
anzubringen. 2. Musz -er auch mit Lust und ohne Verdrusz singen. Denn
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These five aspects of performance be]ong to the area of Natura or.
correct sty]e however, the performer must- also know how to perform
‘ the Passagg1en and Dim1nut10nes in a correct manner to sat1sfy a :
correct sense of Ars. ' . :
Cruger defines Diminutionas;:'", a lerger note iilbrokenrinﬁo'l'
many sma]]er and faster notes. These ore cailed Accento, Tremolo,- '
Groppo, T1rata, Tr1110 and. Passag1o.]77 He says that the Accentus-and
the Passaggien are the more 1mportanc initially for beg1nn1ng SIngers

178 -

and the other graces are to be used in concerts. " The sect1on on

wann man einen Knaben mlt Gewalt oder Schlagen darzu foltréiben oder
anreitzen wird schwerlich oder selten was nltzliches auszgerichtet
werden. 3. Musz er eine gewisse und feiner Nature bequeme Stim als:
Cantum, Altum, Tenorem &c. ihm erwehlen welche er mit vollem und :
he11en Taut ohne fa]setten, das ist halber und érzwungener Stimm halten
konne. 4. Musz er einen steten langen Athem ohne viel respiriren
halten konnen. 5. Gehoret auch darzu Articulata Promunciato eine
deutliche und.vernehmiliche Aufrede also dasz ein jeder Wort oder
Sententia so er singet von den Auditoribus e1gent11ch konne verstanden

werden gleich als wen es redete " Cruger, Misicae Practicae, (1660),
p. 20. . - _

]77Dthnutto aber 1st, wann e1ne grossere Nota in viel kleinere -
und geschwinde Noten resolviret und gebrochen wird. Dieser sind nun
unterschiedliche Arten bey den Italianischen Musicis zu finden. Als;
Accento, Tremolo, Groppo, Tirata, Trillo, Passaggio, ibid. .

]78"0b nun zwar Knaben in Schulen 1nsonderhe1t die ke1ne Profession
von der Music zu machen in willens nicht so.grosz nothig ist diese
modulos Musicos Ita]Lcae suav1tat1s ,2u excoliren weil diese Manier zu
singen v1e1wehr in Konigliche und Furstliche wolbestalte. Cappellen |
gehoret: Fur"Schulknaben es aber genug ist dasz sie sich befleiszigen
die Accentus uber die Noten zu machen und selbige nach Gelegenheit m1t
anﬁubrlngen wie auch etliche der leichtesten Passaggien . . ." ~
Cruger, Musicae Practicae, (1660), p. 21. ‘
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ornaments is mus1ca11y we]I 111ustrated In both the SynOPSts nuszca
(1654) and the Muszcae Praettcae (1660) There are s11ght changes 1n

the 1atter treat1se from the ear11er work of 1654 but,largely, the -

o AMszcae Practicae (1660) has 1ncorporated the’ 1deas and examp]es of

the. Synopscs Musica’ (1654) Emercttatzo refers to the pract1c1ng of these
7 ornaments and ﬁruger ends the sect1ons on ornamentat1on by g1v1ng
examp]es of how d1m1nut1ons can be performed in var1ous ways | Cruger
.borrowed most of his examp]estfrom Herbst who:1n turn.'cop1ed_from .
] Michael Pfaeforius‘e Syntﬁgma Musicum (1619). Praetorius cited Caccini
and BcviceITi as-his chief.mentore.' In-the,fo]16wing pages, examples
cf'Cnﬁger's workfere compared to exemples from Herbst and Praetoriue.
It.must be remembered.. that- in order to concedve of the sound of the
| music, the ornamentation mustra]so be fncluded;v Hafmonj,therefore,
1inc1uded the composition of text/music.and.the performance with the
inclusion of stylistic internals. | .
| The first ornament thef Crﬁger describes is the accent, a form
_zof‘anticipation (Nachschlag) dr apoggiatura {Vorschlag) that could
rise or fa]T,-on_or off thelbeat. Tne examples were-teken from Herbst
With.on1y a Very slight Var{aticn_in wording in the‘explanetions and
- music. The accents nereueua11yjone-note-graces witn varying rhythmic
accents and lengths.' Example 55 shows some besic variationsAcf the

accents.
1

Cruger Teaves out the on-beat examp]es and examples for the
interval of a second.-. Variation 1. Example 55 shows an Off-beat one-

note Vorschlag; example 2. shows a pre-beat two-note Vorschlag. A
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. Example 55. Cruger, Musicas Sracticae’ (1660), p. 21 - -
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éimi}ar exampie was shown by Herbst (1642). However, both Praetorius
(]619) and Herbst (1642, 1658) used the on-beat Vorschlag:. Example 56a,
taken from Neumann's book Ornamentation in Barcque and Post-Baroque

179

Misie shows'this on-beat Worschlag. Neumann also mentions that

the f1gures shown in Examp]e 57 are related to the French accent and

K that 57b is re1ated to the mhchaahZage of the type antzczpatzone della

nota (those which ant1cipate the next pitch). Example 47 is taken from
" the Synapsts Musica (1654) treatlse. Example 58 taken from the 1660 .
'_treatise a]so shows the N&chachlage of the anticipatione della nota type.

¢ Examp]e 59 from the 1660 treatise is a delayed Vorschlag and the

”g-Neumann, F., Ornamentation in Ba:roque and Pos#-Baroque Mugic,
(New Jersey: Princeton University Press, 1978), p 104.
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‘;*_ d1sp1aced beat as a resu1t of the.1n1t1a1 rest causes a neutra]ized

-'ef$ect of the dlssonance in the harmony. The d1ssonances wou]d be §
; stronger or—weaker accord1ng to the worﬂs of the text These ene—notel_
accentz cou1d he]p .to stress the strong beats of the wcrd accents
The_,type o'F accents u__sed would depeqc_l on the f'low Inf the me]qdy,- tlzmel
'_~harmony and the affect of the text. r - . n

-Examp1e 56. Praetorius (1619) Herbst (1642 1658)
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Example 57. Cruger, Synopsis Misica (1654), p. 202
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Example 58. Cruger, Musicae Practicae (1660), p. 22i. =~
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Example 60 shows accentus patterns on the intervals of the third, °

fourth and fifth .
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: The next Drnament that Cruger descrlbes is the IremaZo or

: TTemuZus He defines it as “the shak1ng of the VDTCE between two
: adJacent notes. In 1nstrumenta1 mus1c 1t 1s ca]led a mordant. It is
a1med more often towards the organ and 1nstruments than 1n the v01ce."]80:

' ;-The copy 1s exactly the same as the one descr1bed by Herhst Although
'Praeterius used both the IremuZus ascendéns (upper note trill) and
;TremuZus deecendens (lower note tr{11) as shown in Examp]e 61 -Cruger
says that "The tramolo descendens is not as good as the asaendene.“]81-

Example 6] Praetorlus (1619)
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Example 62 shows Crﬂger's;iﬁterpretétion of the Trémilus ascendens.
The alternations cen be single or‘muitip]e. The one example that

” Cr;ger giveslof'the E?emo!o &éseéndene uses a semi-tone -for the lower

part of the ornament ' o

Example 62. Cruger‘, Musicae Pz'aetwae (1660) p. 25

]80"Trem0]0 ist das Z!ttern der Stimm ubef einer Nota in zweyen

nechsten Clavibus. _Die Instrumentales Musici nenen es Mortdanten. Ist
mehyg ﬁggt0r9e1n un-Instrumenta. pennata, als au? ﬂenscﬁen E%?mmeﬁ o

geric Cruger, Practicae Musicae, (1660), p.

181nper Tremolo descendens ist nicht so gut as der ascendens."
Cruger, Practicae Muswae, (1660), p. 25.
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,-Examp}e 63 shows rea11zat1ons of TremoZettz (another name for framulus]:

, -ExampTQ 63.- Cr‘uger, Muswae Pracmae {1660] p. 25.

=¥
= — .
1
ri | 5 B O | 11
e , , _I‘ ’r r’
—= ==
'_": 'l _‘! _.J._.l. _=_ £
A2 = .4 7 Ll L s -F‘I—H__ :
¥
” r i
E —
z L=
Py o BT I & A A —— = g
f2 gy 1 1 ¢ 1 1 Ml W o T _ Z1 7V & o+~
J | S .

1" ’ . ’ :
The Groppo (a ball or a roll)yCruger says, "is.a quick wavering
in ‘the voité. They are-used in cadences and formal closes or final

cadences in connection with a preceding Tremolo or Accents. It must be
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182 Cruger S examp]e, shown in .

: p1ayed faster than the tremolu. :
Example 64 comes stralght from Praetorlus s work shown in ExampIe 65

- Example 64. Cruger,l?hszcae Praotzcaa, (1660) p 26
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Example 65. Praetorius, Syntagma Musicum 111, 235.°
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. A TMrata, Cruger says, is (a shot or an arrow) 1ong fast 11ttle

runs that are made over the notes and go up and down the staves

The faster and sharper (sma]Ter) these runs are, so.that men can clear1y .

182"Groppo (heist eine Kugel oder wa1tze) ‘ist ein geschw1ndes
nieder und auffwancken der Stimme. Werden in.den cadertiis. und
elausulis formalibus, oder Final cZausuZen gebrauchet mit einem vor-
- hergehenden Tremoilo oder decentu, Mussen aber scharffer als die -

Tremoli angeschlagen werden. Cruger, Mﬂszeae E&uﬂtmcae, (1660),
p. 26.
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- hear each note, the better and more. p]easant w111 they be 183 :Tne )
examp]e is stra1ghtfon~ard and is cop1ed from Herbst See Example
Exampfe éo;l Crager;ZMﬁsieqe ffecticaetiftﬁﬁd);.p;'éﬁg-1'; |
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There are two types of TrtZZa (a pretty s1gh1ng), says Cruger' “the
one is a story in unison on one note whlle many fast notes are repeated

_ after one another, 184 The other is a different art,
Il] 85

. . that must_be :

learned by example. ThevExample 67 shows‘the.ftrst kind of Triilo

' " ]83"Tirata (heiszt"ein Schusz oder Pheil) sind lange geschwinde
Laufflein, so gradatim uber ein Noten gemacht werden, und durch die .
Claves auff und niederwerts hindurch lauffen..

Je geschwinder und scharffer diese Laufflein gemacht werden, doch.
also, dasz man eine jede Nota- rein horen upd fast vernehmen kan, je

 besser und anmuhtiger sie sehn werden. . Cruger, Musicae Practicae, -
(1660), p. 26. : Cos T '

: .
84"Tr1110 (heiszt ein- 11eb11ches Saussen) 1st zweryerley: Der

eine geschict in Unisono in einem. "Clave wenn viel geschwinde Noten- .
. nach e1nander repetiret werden.“ Cruger, Musteae Practtcae, (1660) P. 27

]85“Der ander Tr1110 ist untersch1d11cher Arten" Und ob zwar
einen Trillo recht zu formiren unmogl1ch ist auszm furgeschrlebenen
zu lernen wo es nicht vivd Praeceptoris voce & .ope geschehe . . . damit-

- es einer vom andern observiren lerne . . ." Cruger, Musicae Practzcae,'
(1660), p. 27.



=0

' 'j and Examp]e 68 shows the second type. _'

Example 67. Cruger, f'u.swae Pra:ctwae, (1650) p 27
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Example 68. Crugér, Musicae Pmctwae, (1660) pp 2?-28
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In th1s 1nstance Cruger did not copy dtrect]y from Herbst' rather;
the example of the second type of tr1llo 15 d1fferent Examg1e 59 _
' shaws Praetor1us s wurk copfed by Herbst e ' ;

 Example- 69 Praetoﬁus (Herbst) Synt.:zgm, hu‘ﬁ

i TR

’ﬁ'd'ﬂ T‘!Pc [

However, al] agree that there are two types of TrtZZo, one be1ng a
repet1t10n of a note. and the other a set of smail patterns. The
5econd type was a brief me]ismat1c figure that stayed very close to
the hasxc melody .
The Pussagto consist of fast runs that bend through the ascending

and descending intervals usmng.Sem1m1n1mas, Fusas and Sem1fusas 186

' Cruger gives many examp]es of passage work.’ Examp1e 70 is but the ’

. f1rst three of the work, but he cautlons that performers ‘do not

gmisuse this Ornament S0 that the harmony and .text are Tlost 1n the

performance. Cruger g1ves fourteen examp]es of Passage work in the .

]SS"PaSSaQQID 5ind geschw1nde Lauff1e1n welche baydes gradat1m :
ynd faltuatim durch alle Intervalla, so wol ascendendo als descendendo
uher den Noten durch Semiminimas, Fusas, und Semwfusas formiret werden."
Criger, Musicae Practicae, (1660), p. 28. -
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Example 70: " Cruger, Musicas Practicae, (1660), p. 28.
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: synopgﬁs‘fzssé) an& thirty-one in“the Muéiaae“fractiage (TESﬁ); These
follow Herbst and Praetorius. |

| It_iS‘with the Passagework that Crager attaches the EXCLAM&TIU.

His e:’-carhiﬁ'es Show how certain figures can follow certain Affects. &

Thé affecfg-he iiTuﬁtrates are Langﬂid, Affected, Live1y; anﬁ

Very ljverL. (Languida, Affectuosa, Viva and Piu Viva.) Example 71

'shows‘these-pégsagesf In the Synopsts Crﬂger says that the ornamentation

f can-also help the diction by raising and stressing certain syllables

using the ornaments . 168 Example 72 shows these passages.

 "®7uierzu gehbret nun auch.EXCLAMATIO, welche das’ rechte Mittle
_ist die affectus zu moviren, musz mit Evhebung der Stimme geschehen und
kan in Minimis and Semiminimig mit dem Punct angebracht werden. Ist
unterschiedlicher Arten." Cruger, Musicae Practicae, (1660), p. 32.

N ,']88“Exclamatio, Ut supra dictum cum elevatione vocis fieri amat
. qu apposita & concinne adhibita optimum affectus movendi est medium -
Hujus diversi sunt modi, ut exempla subsequentia monstrant."

Cruger, Syncpsis, (1654}, p. 201.
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" . Example 71. Cruger, Musicae Practicae, (1660), p. 32.
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- i o0 w = -
~ Example 72, Cruger, Synopsis (1654), p. 201.

s &

AR Erelamadio .

sol. fo - 1 (A B, ;
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.Cruger a]so ment1ons vxbrato as an ornament, but he says that
'th1s is a strlng or. 1nstrument ornament, not a vocal one and 1t .
colours the tone rather “than chang1ng the hahmony _

Ornaments play. a centra] role 1n Cruger s 1nterpretat1on of harmony;_F'
They he]p to stress accent po1nts 1n the mus1c as we11 as the text by

'v1rtue of the1r flor1dness and the1r d1ssonance These ornaments

) afford the performer a certa1n freedom to vary the sound of the mu51c.‘_;:

but st111 stay within the- harmon1c and melodic bounds of the p1ece

" The’ gu1des set in the tutor books were on]y just that' 1n the end the

performer must do what he felt most comfortable with. Cruger cau-
‘tioned‘manyltimES that the music and text and ornaments must'always

be suitab]e'and related. ThlS re]at1onsh1p or Affect of the p1ece
marked one of the foremost trends fn Cruger s thinking. . It was
character1st1c of many later Baroque composerg th1nhtng, Although
Cr;ger COpied most of his examb]es, they are an accurate portraya] of
what was prom1nent in actual seventeenth century performance and “
therefore become an 1mportant study for anyone w1sh1ng to ana]yze per-
. formance pract1ces of thefday The most prof1tab1e way of 1earn1ng
the,art of 0rnamentat1on, Cruger be11eved was by 11sten1ng to
performances ‘of the ornaments and by us1ng good taste 1n actualTy do1ng Al
the performing. The caut1on was never to obscure the words or the-

harmony as these were both,fundamenta] to music. i -
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.CHAPTER 9 = - - .
CONCLUSIONS

Cruger s theoret1ca1 treatises grew out of a need to present c]ear‘-

directions on how to understand create and perform mus1c By us1ng

- concise expTanat1ons and copious mus1ca1 examp]es copied from his:

contemporar1es he effecttvely ach1eved this end.—.These treatises -
were primari1y mueiad pratitica works but.the:instruct%ons on harmonic
compos1t1on and performance practlces expanded 1nt0 the areas of |
'musaca theortca and musmca poettca _

Cruger followed L1pp1us' Tead when d1scuss1ng the concept of har-
mony . He established monads (single notes), dyads (tntervals and two- -
note chords) and triads (trias harmoniéa)‘as the basdc'e1ements.trom
_whichAmusicaT:harmony_was made. These sounds could be varied accord-
ing to duration, volume and pitchlr_He felt that the'arrangement of
sounds in a composition was very 1mportant, The composition was vtewed
as a onified'whOTezwhere.the musﬁc (melody;‘harmony and rhythm)'must"
) d1sp1ay the same effect as the text . ' o

Cruger s v1ew on harmony was very progress1ve in the ear]y seven-
teenth century as. it 1nc0rporated many of the 1deas of composers
writing in the secunda prattica manner (i.e., the- Ita]1an Monod1sts)

He fe1t that the text/mus1c relat1onsh1p was of utmost 1mportance

Ornamentation could cover faulty progressions -if the affect of the
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fmus1c was thereby enhanced If the ‘text- demanded d1ssonances cou1d
be used as cou]d para11e1 octaves or fifths. Cruger s use and des-
"cr1pt1qn of f1guredebass was also very forward ]ook1ng._as was hjs
he]ief'of the supremacy of the friadic chord over the dyadic chond ”
| Cruger s 1dea that the bass (rad1x or root) was the most 1mportant note
_'of the chord was . def1n1te1y an idea character1st1c of Baroque thinking.
- This idea Ted to a style of composition that was. more vertical than hor1-':
'zonta1 in appearance. The music cons1sted of_a series of vert1ca1

major or minor triads as oppOSed to a horizontal succession of inter-
vals in counterpoint. |

Crﬁger's compositions can he’ana1yzed.tona11y, but this should not

'be done as he never mentions major or minor kejs. Crﬂger, rather,

is describing a series of majon‘or minor chorde that can be found in

any piece of mnsic. True, there might be a predominance of one or
another chord, but this Occnrs because the modal scale used incornorated
that particular triad. fhe piece was cemposed from within the hexa-
chord system and majdr.and minor triads (trias harmoniea) were found

in each of the nodes. The epecific triad used related to the affecf

“6f the piece Each mode had an affect and major tr1ads had a d1fferent
affect from minor ones. The dyads could be used-in compos1t1on,

but the triads were better, because they represented the Holy Trinity
(Three in One). | |

Cr;ger extensively describes the characteristics of the
dyads and triads: The consonant dyads were named as perfect (8th,

5th and 4th) or 1mperfect {major and minor 3rds and 6ths) The dis-
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sonant 1ntervals (2nds or 7ths) were 1ntr1n51c If found natura]]y
within the hexachord and extr1ns1c if- found out51de the hexachord
created by the use of-acc1dentals The maJor tr1ads were perfect
“and the minor triads were 1mperfect.. Both k1nds must be found in the
natural or transposed 10cat1on of the hexachord Any spurlous or :
faulty trlads (other than maJor or m1nor) were’ to be a]tered by u51ng -
accidentals. Cruger 5 nam1ng of -the dyadzc 1nterva1s Was 1n the
'oonventiona1 contrapunta] sty]e and h1s_nam1ng of trladS'was in the‘i
modern L1pp1an sty]e | .
| It is important to note that his exp]anat1ons revolve around
an ana]ys1s of mode o]ass1f1cat1on not key c1a551f1cat1on.A Qrdger s
concept of harmony is therefOre-not in the tradit{onaT eontrapuntal ';
styles nor is it in a poét—Rameao tonal'sty1e, ratherfdt_js oreetonal.
This kind of harmony should be classed as TRIADIC HARMONY and works

wiritten in this style should be analyzed with this in mind.
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APPENDIX A. Praecepta Musicae Practicae (1625)
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Plate 1. . Title Page--Praccepta Musicae Practicae (1625)



Praecebta
MUSTICAE
PRACTICAE
figuralis

EA, QUA FIERL POTUIT FA-
eili, ac suceinta methodo in grétiam &
usum studiosae juventutis Gymnasij
Berlinens: conscripta
ET ’ :
" Ad incipientium captum imprimis

accommodata.

Studio

. : " .
JOHANNIS CRUGERI,

Cantoris ibidem.

Cum Privilegio Elect. Brand.

Typis Georgij. Rungij, Sumptibus Johan-

nis Kallij Bibliopolae. Anmno 1625?
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' PRAECEPTA MUSICAE PRACTICAE FIGURALIS (1525?;1

Title Pagé
Dedication
General Introduction

Chapter I - DE CLAVIBUS
_About Keys
Chapter II- DE VOCIBUS
About Voices (Sounds)

Chapter III- DE FIGURIS MUSICIS _ _
‘ About Musical Forms (ﬁotes, Rests, 'Pauses)
Chapter IV- DE INTERVALLIS ' |

- About Intervals _ h
Chapter V- DE SIGNIS QUIBUSDAM INTER ﬁ#NENDUH SAEPE.GCCU?REN?IBUS

~ About certaip signs that'ofteh_occur during piaying
Chapter VI- DE PROPORTIONIBUS
_ About proportions

Chapter VII- DE MODIS MUSICIS

About musical modes
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APPENDIX B.  Kurtzer Und Verstendlichter Untervicht (1625)

Plate 2. Title Page ... ..... P T Sesseese R —
. Transcription .......ccee0e. eseens esemanas caree
Chapter Headings ..csesiusesawssivonvsivnnnsni
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‘Plate 2. Xurtzer Und Verstondteichter Untervicht (1625}



"j‘“‘Kurtzéé vod
f:vérégendlichéfﬂvht;r—
rich; / recht vndlleicht—
ﬁlich'singen z; 1eg;

' nen.

Allen Gottesfurchtigen / vod -
der Music liebhabenden

Knaben.

Auff besondere newe / vnd dieser Or-
ter vﬂgebr;uéhliche art / durch die 7.
Musicalische worterlein Bo,

ce, di, ga, lo, ﬁa, ni.

Vorgeschrieben /
Von
. ) ' ' ..
"JOHANNE CRUGERDO,

" Cantore Berlin:

~ Gedruckt zu Berlin / durch George Rung-
gen / In verlegung Johan Kallen /

Im Jahr 1625.
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KURTZER UND VERSTENDLICHER VﬁTERRIQHT “{(1625)

Title Page
General Introduction ) i
Chapter I- VON DEN CLAVIBUS ODER SCHLUSSELN DER MUSIC -
’ o About keys in music
Chapter II- VON DEN VOCIBUS HUSICALIBUS ODER.WORIERLEIN/ DIE. IM
‘ . SINGEN GEBRAUCHT WERDEN
About musical Jow@h (utﬁerances) or little 'wor‘dls )
that are used in singing ( Bocedization)
Chapter III- VON DEN FIGUREN
7 About figures (notes, rests, pauses). .
éh'apter IV- VON ETLICHE SIGNIS, SO IM GESANGE 'GAR OFT-FURRFALLEN
' About several signs that often occur in songs

Addendum - Musical Examples
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APPENDIX C. Synopsis Musica Continens (1630)

Plate 3. TIt18 PAGE tevevencennssneesncococnsnnnanes .
‘ “Transcription ..oeiveenennen wennee ererasaeen .
Chapter'Hegdings
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_Plate 3. Title F"age' of Synopsis Musica Conﬁnens {1630)



_MVSICA

GRAMMATICA Co
; D Synopsis. Musica |

" Continens

RATIONEM CONSTITUENDI & COMPO-

NENDT MELOS HARMONICUM.

Conscripta v;r;isq(ué) éxem—
N . ) .plisAillugtrat;
~ DIALECTICA '
a
Johanne Crggero Diréctore
: ﬁusico in Ecclesia Cathe-
drali gd Df.ﬁicol: (
q(gaej ESt'Berolini
- Cum'gratia et Privilggiq :

RHETOFICA' Anno 1630.

" Sumtibus Johannis Kallij Bibl, .
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ARITHMETIC

GEQMETRIA

ASTOLOGIA
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SYNOPSIS MUSICA CONTINENS ~ (1630)
Title Page
Introduction . ] , _
Chapter I- DEFINITIONE MUSICES, ET PRINCIPILS HARMONIAM -

Chapter II—-

Cha?ter ITI-
Chapter IV-
Chaptgr \

‘Cﬁabter VIi-

Chapter VII-

Chapter VITI-

Chapter IX-

ICONSTITUENTIBUS

A definition of music and_the elements of-harmoﬁy

(The first principles constituting harmony) .

DE SONO SIMPLICI SEU MONADE MUSICA & EJUsDEM SEDE '3
Concerning the simple (sihgle) sound or musical -

unit and its placement

"DE SONORUM NOMINIBUS

About the names of sounds (Hexachords)

FIGURIS SIVE SONORUM SIGNIS
Signs of sounds (note lengths and rest lengthé)

DE TACTU
About touch (tactus)

INTERVALLLS

Intervals

DE SONO COMPOSITO & IN SPECIE DE DYAD MUSICA
Concerning musical composition;and'in parficular

The musical dyad

- DE TRIADE MUSICA

Concerning the musical triad-

FORMA_CANTIONIS-HARHDNICAE'& IN SPECIE DE TEXTU

The ideal of harmony and, in particular about -

structure (text)



Chaptér

“f Chapter

Chapter

Chapter

' Chapter
Chapter
Chapter

.‘Chapter

XII-

XTTI-

XIV-

NI~

XVIi~

168

' DE MELODIIS ‘QUATOR PRINCIPALIBUS

Coucerning the four principal melodies’ (clefs)

_DE MODIS HDSICIS

About‘musical modes

' ' N
: CONJUNGENDIS ET ITA DISPONENDIS MELODIUS, UT EXINDE
_PRODEAT & ENASCATUR :

(About) joining eight 80 arranging melodies that it"

then advances and graws (modulations}

okNAMENTIs HARMONTAE ‘& .IN SPECIE SE DISSONANTIIS IN
CELERITATE HARMONIA IMMISCENDIS ;
(About) Embellishments of harmpny and in particular
" about the intermingling of dissonances in harmon-

ious swiftness

" SYNCOPATIONE

angppétion

- DE CLAUSULIS FORMALIBUS

About formal cadences
DE FUGIS.
About fugues

VARIIS CANTIONUM SPECIEBUS ,
- Various kinds of compositions (Music/Text)
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APPENDIX D. Quaestiones Musicae Practicae (1650)

Transcription‘of‘Tit1e Page ....cevvenesn veees
Chapter Headings .....vecviviinneiionecennane .



170

Quaestiones
MUS-I CAE
PRACTICAE,

Ex Caﬁitibus éomprehensag;quaé
-perspicua,_fabiLi, &, qua fieri'ﬁgtuip,hsuccin-.‘
cta ﬁethodo ad praxin necessa- -
ria contiﬁéﬁt,‘
In Gfatiam ét.Usum Studio-
sae juvéntutis conscriptéé, variigéu(ue) idoneis -exem-
plis, una cum utilissima XII. .Mbddrum
| doctrina illustrataé
a
JOHANNE CRUGERO GUBIN: Lus:
Direct: Musico ad D. Nic:

Beroliﬁi. -

Cum Privilegio Elect: Brand:’

EDITIO TERTTIA"

Auctior - & Correctior.:

BEROLINI, Typis Christophori Rungi, Sumpti-i
bus Johannis Kallij Bibliopolae.
Anno 1650.



Title Page

'Introductlon

Chapter

Chapter

Chapter

Chapter

Chapter

Chpater

I-
II-

ITI-

VIi-

' QUESTIONES MUSICAE PRACTICAE

1

QUID EST MUSICA PRACTICA?
What is practical music?

DE NOTIS ET PAUSIS
~ About notes and rests.

DE CLAVIBUS
About EKeys-

DE VOCIBUS MUSICALIBUS
About vogdc!,,mus ic.

DE INTERVALLIS
*  About intervals.

DE MODIS MUSICIS
About musical modes.

171

i.(1650)'

KURTZER EXTRACT AUSS VERHERGEHENDEN PRAECEPTIS MUSICIS, VOR GAR KLEINE

) : - dk
KNABEN/ SO ERSTLICH ANFANGEN SINGEN ZU LERNEN.

" A Short extract appended from the Praeceptis Musicis, for very small

boys/ who (have) just started to learn to sing,

%% (Note that this second section 1s a summary of parts of chapters
1-5, covering ten pages as opposed to the 37 pages in Latin.)
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APPENDIX E. Synopsis Musica Continens (1654)

" Plate 4.  Title Page v...o.... T
' Transcription ...veveeeecanenens ves
Chapter Headings ......cc.ecen.. cesesanns
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"SYNOPSLS MUSTCA,

. CONTINENS

1. Methodum, concen- "
. tum harmonicum pufﬁ & ar-

) ;ifidioé% constituendi:

2. Inst;uctionéﬁ brevem, -
ﬁuamcﬁhéhe Melodiam or-
néqa (1in Accentibus cumprimis,
& aliis diminutionum modulis
apposié% adhibendis / modu-
. landi. -

_Quibus 3. paucﬁ quaedam
" de Basso Genefali, in gratiam
Hﬁsicurum Instfumentaliuﬁ
iuniorum praesertim organi-
starum é_Incipigﬁtium idio-
’ ﬁate Germanico annexa sunt.

Conscripta_vé:iisdue exemplis
~illustrata 3

JOHANNE CRUGERO

BEROLINI. Sumptibus Authoris.
& Christppheri Rungii.:
Armmo 1654,



Title Page
Dedication
Chapter I-
Chapter II-
Chapter III-
Chapter IV-

Chapter V-

Chapter VI-
Chapter VII-

Chapter VIII-

. DE

DE

DE

DE

DE

DE

DE

DE

175

SYNOPSIS MUSICA CONTINENS (1654)

DEFINITIONE DIVISIONE ET SUBJECTO MUSICES

Concerning the definition division, and subject
of music.

SONT AFFECTIONIBUS QUANTITATE SCILICET ET QUALITATE

"'Concerning the changes in sound (or tone) quantity
and quality of course.-

SONI QUALITATE & IN SPECIE DE CLAVIEUS

Concerning sound quality and in particular about
keys.

'y . - '
VOCIBUS EABUMQﬁE CUM CLAVIBUS CONJUNCTIONE & MUTATIONE.

Concerning vowé|g and their conjunction and. chauge
with the keys.

DEFFERENTIA IPSA SONORUM SEU INTERVALLIS.

Concerning the difference itself between notes,
or intervals.

PARTE COMPOSITA.

About part composition.

" ' .
MELODIIS EARUMQ DISPOSITIONE.

Concerning melodies and thelr arrangement.

CONJUNGENDIS & ITA DISPONENDIS SONIS & MELODIIS-
EXINDE PRODEAT & ENAFCATUR MELOS HARMDNICUMn
Concerning the conjunction and thus the arrange-

.ment of notes and melodies - so that thence harm-
ony may appear and arise. ‘
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'SYNOPSIS MUSICA CONTINENS ;(1654).* :

Chapter IX- CONTINENS LEGES SEU REGULAS QUASDAM IN CONSTITUENDA BONA
L& PURA HARMDNICA OBSERVANDAS - .

Containlng ‘certain laws or rules to be observed in
' arranging good and_ pure harmony. ' :

Chapter X- " DE PROGRESSU CONSONANTIARUH IMPERFECTARUM
o ' Concernlng the progre551on of unfinished harmonies.
Chapter XI-  DE MODIS MUSICIS _
Concerning muéical modes.

Chapter XII- DE ORNAMENTIS HARMONIAE . . .

Concerning embellishments of harmony.
Chapter XIII- .  DE SYNCOPATIONE
Concerning syncopatidn.
Chapter XIV- DE CLAUSﬁtIS FORMALIBUS -
' " Concerning cadences.
Chapter XVI-- DE FUGIS
Concerning fugues.
Chapter XVI- DE ORATINE SIVE TEXTU
' _ Concerning speech or text.
Chapter XVII~ DE VARILS CANTIONUM SPECIEBUS
' .Concerning various forms. of ‘composition. -

Appendix- DE BASSO GENERALI SEU CONTINUO

Concerning the general or continuous baes. -
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* APPENDIX F. Musicae Practicae (1660)

Plate 5.  Title Page ....cveeeeeveneennns PR
.. Transcription ..... A W M W R
Chapter Headings ........... R
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MU'SICAB PRACTICAE

?raecepta brevia & exercitia pro’ Tyronlbus
varia .

Der

Rechte Weg zur Singekunst [/ -
darinpen begriffen
Ein kurtzer und grundlicher Vnterricht / wie -
die Jugend / so Beliebung zur Music traget. / leicht
und vortheillhafftig kan angefuhret werden durch die 6. Vo-
ces Musicales Ut, Re, ML, .FA, SOL, LA, nach Anleitung des
einzigen Clavis b die Singekunst recht und wol zu
fassen / und nach itzo gebriuchlicher manier
zu practlciren

Nebenst gantzlicher Verwerffung des hin und
wieder eingefuhrten -Singens’

nach den Buchstaben A, b, c, d, e, £, g, h, cis, dis, gis, fis
Welchem zu mehrer und besser Vbung allerhand

2. stimuige Fugen, wie aych andere 3. stimmige Ge-
bgygefuget.

ALLES DER LIEBEN JUGEND ZUM BESTEN / UND DERER
Vortheil im singen zu gefoderu_/

Auffpesetzet

von

JOHANN : CRUGERN / Gub. Lus.
Direct. Mus. in Berlin.

Berlin / Sumptibus Authoris.

1660.



. Title Page’
‘ _Introduétion

.Chapte; I- -

Chapter II-

Chapter III-

Chapter IV~

Chapter V-

ChépﬁerhVI—

Adenduﬁ
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MUSICAE PRACTICAE. (1660)

NOTES & PAUSIS

Notes‘énd_rests.'

* CLAVES’

_ Kefs. 

'DE VOCIBUS MUSICALIBUS

Cépceining musical vowls.
DE INTERVALLIS MUSICIS
Concefning musical intervals.

DE SIGNIS QUIBﬁSDAM IN CANTU OCCURRENTIBUS & PROPOR-
TIONIBUS o s . -

Concerning certain signs and proportions occuring .
in music.

DE DIMINUTIONIBUS NOTULARUM

Concerning diminutions of notes.
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