
II 

THE CONCEPT OF HARMONY IN JOHANN CRUGER'S THEORETICAL TREATISES: 

A PRACTICAL DISTI LLATE OF SEVENTEENTH-CENTURY MUSICAL IDEAS 

by 

ROSALYN KAY HELENA UNGER- BURN 

B.Sac.Mus. , C.M .B.C., 1972 
B. Th., C.M.B . C. , 1972 

B.Mus ., Uni versity of Victoria, 1975 

A THESI S SUBMITTED IN PARTIAL FUL FILLMENT . 
OF THE REQUI REMENTS FOR THE DEGREE OF 

MASTER OF ARTS ACCEPTED 
in the Schoo 1 

of 
Music 

We accept this thesis as conforming 
to the requi red standard 

@ ROSALYN KAY HEL ENA UNGER-BURN, 1983 
UNIVERS ITY OF VICTORIA 

December 1983 

All Y'ights reserved . This thesis may not be reproduced in whole or in par t, 
by mimeograph or other means, without the permission of t he author . 



. .. 
' . 

Sup~rvf sor: ·· Dr.' Erich Schwandt 

.. . ·. 

ABSTRACT .· ·· 

. . II 

Johann Cruger (1598-1662) wrote five theo~etical tr~ati se~ ~hat .. 

are cla~si
0

fied as . instruction manuals: The.Se wo.rks, .. entitl~d·:: .. :. : . . 
. . . . . - ~ . .. . ~ ' . ,. 

Prae~epta Musiaae -I'i>acticae (1625), and an exp:anded ·:version rep_ubl~·shed• 

. in 1650 ca•ll~d Quaestipne~ Musiaae Practicae; Kurtz~ri und verstend;;.. 

Ucher_ Unteri>icht ( 1625) ; Synops~ Musica Continens . ( l630) ; . Synopsis· 

• Musiaa (1654); and Musicae P~atic~e.·PJ,t~·_,epta ·lJ~o)·; · deal with a great. 
. . . . . . . ., ' 

many musical concepts ·prevalent ~'1ring the sev~~teenth-.century ·_in 

Western: Europe. The ' harmonic concept was being revolution.ized at this . · 
. II 

time, and Cruger1 s manuals give concise explanati1;ms an·d understandable 

musi.cal examples of this issue. 

The study is divided into six major se_ctions. A ge~eral background 
II . 

· is given about Cruger, Ms works; .a·nd the musical, political,. ·and . . ,, . . 

social world h~ li_v·ed in. The tenn"harmon/1wil~ be d~fined and · 
. . . 

discussed ;n relation to modal and triad theory. The general concep.t 

of word/harmony relationsMp and _ttie p~actice of Ornamentation ·and . 
. . . . . 

figured bass will be .included so ·as. to give explanations of performance 

practices of the day. · 
II 

Investigatio~ of these treatises . r.eveals that Cruge·r believes 

the triad found within the ··species of the modal scales .fonns the basis 

for composition. Hannony is conceived of modally on a tri.adic basis. 
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II 

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. 

Dr. B 
( 



TABLE OF CONTENTS 

ABST&CT •••••••••• , ••••••••••••.•••••••.••••••••• · •• ·• • • • • • • • • • ii . 
TABLE OF CONTENTS •• . • •••••••••••••• .- • • • • • • • • • • • • • • • • • • • • • • • • i V 
LIST OF APPENDICES • · ••••••••••••••••••••• ; ·. -. •.••••••• · ••••• ·• • • . V 
ACKNOWLEDGEMENT ••••••••• ·• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • vi . .· . 

INTRODUCTION ••••••••••••••••••••••• ·: ••••• -~. .. ............... ·Vii 

CHAPTER l BIOGRAPHY • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • l. 

CHAPTER 2 MUSICAL, PHI£0SOPHICAL AND SOCIAL BACKGROUND • • 7 

CBAPfER 3 OVERVIEW OF THE TREATISES .................... ~ . . . 23 

CHAPTER 4 THE CONCEFT OF HARMONY ................... ~ .. • • • 29 

CHA'P'l'ER 5 THE HARMONIC DYADS ••• ~ ••••••••••••••••••• · ••••• ·35 

CHAPP ER 6 THE CONCEPT OF THE . TRIAS HARMONICA • • • • • • • • • • • • 66 

CHA'P'l'ER 7 MAJOR-MINOR CONCE'P'l'S OF TRIADIC MODAL THEORY • • 101 

CHAPTER 8 HARMONY IN A TEXT/MUSIC RELATIONSHIP 
HARMONY, RHETORIC, ELOCUTION AND ORNAMENTATION 114 

CHA'PI'ER 9 CONC£USIONS • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • . 145 

BIBLIOGRA.PHY •••••.•• ~ ••••••••••• ; • • • • • • • • • • • • •. • • • • • • • • • • • • • •. 148 



V 

LIST OP ·APPENDICES . 

. APPEND! X ~A ~ •• ~ !' •• ••••. ••••••••••••••.•••• ~. • • • • • • • • • • • • • • • • • • • • 156 

Plate 1. Title Page of Praecepta Musicae Pro.aticae (1625).. 157 
. Transcription of the Title Page . • • • . • • . • . • • • • • • • • • 158 
Chapter H~adings and Translations . . • • • . • • • • • .. . . . . • 159 

APPENDIX B •••••• ~ ••••• ~ ••••••••••••••••• ~ •••••• ~............ 160 

Plate 2 .• -Title Page of Xia-tzez- Und VerstendU,ihez> Unterricht 
(1625) ........•................................... 161 
Transcription •Of the Title Page _................... 162 
C~apt~r Head~ngs and Translations •••••••• ·••••••••• 163 

APPENDIX C ••••••••••••• ~ •••••••••••••••••••••••••• ;......... 164 

Plate 3. · Title Page of Synopsis · !Jusica Continens (1630) • •• • 165 
Transcription of the Title Page................... 166 
Chapter Headings and Translations • .-. . . . . • . . • • • • .. • 167 

APPENDIX D ......•. ~.,....................................... 169 

Transcription of the Title Page of Quaestiones 
Musicae Proctiaae { 1650) ..••••••••••••• ·• • • • • • • • • • • 170 
Chapter Headings and Translations ••••••••••••.••.• 171 

APPEt~DIX E ••••...••...••...••...••• ·••• . .. • • . • • . • • • . • . • • • . • • . • 172 

. Pl.ate 4. Title Page of Synopsis Musi.ca Contine.ns (1654) .. • • ·173 
Transcription of the Title Page .............. .-. •. • 174 
Chapter Headings and Trans 1 ati ons • . • • • • • • . • . . • • . • • 175 

APPENDIX F ••.•.. ·•••...•••.••••.•••••• • • • • • • • • . . • • . . • . . • . . • • . 177 

Plate 5. Title Page of l.fusicae PI'acticae (1660) •••••••••••• 178 
Transcrip.tion of the Title Page .• ... • . •• .. . • • •• •. • 179 
Chapter Headings and Translations •. • • • .• ••• • •• • ... 180 



vi 

.ACKJJOWLEDGEMEN.T 

.. 
I should 1 ike ·to express my appreciation to· the many· people 

who helped in the course of preparing '. this study. : I wish to · 

thank Dr. Erich Schwandt and all the members of my supervising com­

mittee for their kind advice. ·To Or.·Joel Lester, I extend my thanks 

for giving me infonna.tion concerning the manuscript of the treatise 

Queetiones Musicae Practiaae. • (Berlin: 1650), as l' was unable 

to view this work persona.lly. I thank Ian Johns ton, Robert Grey, 

Donna Signori an.d Linda Parker for their help in research and trans,.. 

· lation._ To Marg and Rob Oakman, my parents arid my husban~ Simon, I 

extend my special thanks for their great concern and encouragement. 



I ·, 

vii 

INTRODUCTION 

II . 

Johann Cruger (1598-1662) wrote five theoretical. treatises that 

·span hi.s 1 i fetime. The first of these treatises was written in 1625. 

and the last in ·1660 • . Thes~ works have been classified as instru~tion 
II 

manuals. or·sihging tutors for .the German Lateinschule (Latin schools). 

Although t~ey were w_ritten expressly for students in Gennany,' they 

_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 
. II . 

_examples .. Cruger clarifies ·many musical concepts by giving brief 

explanations and coupling them with practical musical references. 
II 

Cruger borrowed many of his ideas and examples from fellow musicians 

and theo~ists. However, this does not invalidate his work. Rather, 

his works typify _prevailing concepts and surmnarize the popular ideas 

of his day. These treatises therefore, become valuable to the modern 

reader as a ~9urce of early seventeenth-century musical practices in 

Gennany. 

German music theory during this period embodied ,both the musical 
. ' 

ideas of Northern Europe and the humanistic ideas of Italy. The medieval 

traditions as well as Greek philosophical ideals were incorporated into 

the music theory called ·TTIU8ica theorica. The concept of "Harmony" 

had been discussed in relation_ to music from the time of Plato, and 

the modern Italians were-trying to return. to the ideals set forth by 
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the ancients. Not all composers agr.eed on a definition of the- term 

hannony. Certain trend~ of thought, however, tended to dominate the 
. ·" . . 

early seventeenth-century scene. Cruger spent mu~h. effort . in desc·ribing 

what harmony was. He thought the concept ~o important that he, in fact, 

titled his treatise Synopsis Musica Continens ••• {1630} ·as a "Musical: 

Synopsis Containing a System For Arranging and Composing Harmonic 
1 II 

Music." One of the central concepts·,· therefore, in Cruger's theor:-e-

tical works is the definition of harmony. 

The harmonic concept was being revoicuti oni zed in the early seven­

teenth-century. Many divergent and confusing thoughts were aired by 

theori~ts. Practical manuals or tutors, called musica prattica,were 

_sources of simplifie_d explanations of the complex doctrines of musi.ca 

theorica. Harmony referred to a number of related areas. Theorists 

talked of the harmony of diverse sounds, the harmony of word/music 

11?lationships, the harmony of the concentus of sounds, and the harmony 
II 

of the spheres or Microcosmos and Macrocosmos. Cruger also talked of 

these issues, ~ut rather than philosophizing only, he wrote simple; 

concise explanations and then followed them with understandable musical 
II 

examples. Cruger's tutors were by no means unique, but they are clearly 

written, ·thus making them a good choice for research ·in Baroque theory. 
II 

Another reason for choosing Cruge~ as a theorist. to study is the 

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

1Johann Cr~ger, Synopsie Musica Continens Rationem Constituendi 
& Componendi Metos Harmoniawri • •• , (Berlin: J. Kall, 1630); 
title page. 
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welt as b~ing_·still i-n print.today~ His theoretical·works were not 

·· publlshed nor reprinted· after the turn ·of the· eightee·nth-centu-ry so 

they become ·dif~i¢ult to ·obtain. for research ·purposes. ·A lis·t of .the trea-· . 
. . 

tises is given · in the Appendices. This list includes the title pages_ of 

the .five treatises and their reprint edition, as well as a list Jlt° 

t~e contents of each treatise. The chapter headings are translated 

below the original titles. · The reader should refer to· the Append-ices • 
II 

whenever works by Cruger are mentioned and further clarification is 

needed in relation to content. 
II 

Little contemporary research has focused solely .on Cruger's ideas. 

However, he has been mentioned by notable musicologists in .relation to 

ornamentation, triadic theory, modal concepts, monoey, affect, figured­

bass realizations, and singing techniques. To date, little work has 
. " 

been done in translation or in analysis of Cruger's theoretical works 
. II 

as a whole. There are also several musical compositions by Cruger 

that still remain in their original part-book form. These have never 

been edi.ted for modern performance. Extensive analysis has been done 
II . 

on the re-editing of Cruger's chorales but this subject will not be 

treated in this thesis. The last article to be written exclusively 
II · • 11 

on Cruger's theoretical works was by Elizabeth Fischer-Kruckeberg in 

1930.2 There have been no articles or books that have concentrated on 
II 

Cruger's concept of. harmony although related subjects such as stylistic 

2E. Fisch,er-Kr~ckeberg, "Johann Cr~ger als Musiktheoretiker" in· 
.Zeitsohrift fer MusikuJissenschaft, XII (1930) ,. 209-228. · 
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·ele~nts· ~f early seventeenth-century composers have been discussed by • 

a few moder_n musicologists. It is very difficult to ascertain ~hat 

the· characteristic style· of the period was because of the complex currents 

of change in theory. Little translation and analysis of the theoretical 

.~arks has 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 un·attainable goal. To date we have achieved 1 i ttle 
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 little infonnation available is almost 
entireJy 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 sixteenth.:and seventeenth-century writers 
as Calvisius, Cr~ger, Dressler, Faber, Gumpeltz­
haimer, Listenius and Nucius.3 

Since Buelow wrote this article in 1972. more work has been done in the 
II 

area of stylistic analysis. No work to date has concentrated on Cruger. 
. II 

The primacy of harmony penneates Cruger's treatises. The word 

'harmon/1s mentioned in every work. Cr~ger did not originate his ideas 

.on the s·ubject, but rather copied them from notable contemporaries and 

predecessors. The topic chosen for· this thesis is: The Concept of 
ff • 

Harmony in Johann Cz>uger 's TheoretiaaZ Treatises: A PraaticaZ Dis-

tillate of Seventeenth-CentUl'y Musical, Ideas. In deali_ng with this 

3G. Buelow, "Symposium on Seventeenth-Century Music Theory. 
Ge1r.many, 11 Journal of Musi.a Theory, Vol. 16, ( 1972), pp. 37-41. 
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subject .certain goals are hoped to be .met. In understanding the ideas : . . 
II • 

discussed by Cruger musicians will be able to perform his music w1th a 

better understanding ~f. figured-bass techniques, · o_r,:iamentafi on idea ls 
and structural fo·rm. Ir:- studying the triadic h~rmony that h~ talked 

so much about music editors can come to ·a better idea of chord· realiza- · 

tion. It is also of interest to kn~w just what a popular composer 

thought was important stylistically ahd theoretically in h_is ·own time 

period. In. stu.dying this _specific set of works it is possible to see 

how a · more modern sense of tonality evolved. One ·must b_e cauti-ous in 

analyzing works of this pre-tonal period. Many misconce_pti ans liave 

arisen due to a lack of systematic research of the or.iginal_ doc_uments, 

and it is hoped that this thesis may clarify some of these_ issues ~ 
II 

. The thesis· will give general bac_kground infonnation ab,;,ut Cruger· 

and his works, and the musical, political and social world he lived 'in. 

The term'
1
hannony

6
will be defi_ned and then discussed in relation to the 

dyad and the trias harmonica. 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 topi i;: wtl 1 be discussed as 

a.practical realization of the new ideas of triadic harmony brought from . . 

.Italy. The general concept of word/harmony relationship will also be 

treated and the practice of or.narnentation as a result of thi.s union 
II 

wi 11 be dealt with. Wherever poss~ble~ the sour~es Cruger so re_adi ly 

borrowed from wi 11 be f denti fi ed and quoted. It is hoped that a better 

understanding of early s·aroque concepts of hannony wi 1 r result after 

reading this thesis. 



CHAP'I'ER l 

BIOGRAPHY 

II 

Johannes c·ruger _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 schools in Guben until he was fifteen years of age, follow-· 

ing which he travelled extensively. First he went to Sorau and Breslau 
II 

and from there. to Olmutz where he studied in a Jesuit college. He 

then went on to Regensburg in 1614 where he studied at the University 

of Wittenberg under Paul Hornberger (1560-1634), a disciple of the-
4 II . 

Venetian composer Giovanni Gabrieli. Cruger obtained an Italian 

education at the University of Padua after leaving Wittenberg. From 
. II 

Hornberger Cruger received a thorough grounding in Venetian and Italian-
. II 

ate styles. of composition. Much of C~uger's compositional style is 

derived from Praetorius _(ca. 1570-1621). 
II . 

-In 1615 Cruger visited both Austria and Hungary and included a 

brief s.tay 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 · Brandenbu_rg. 

4cr~ger dedicated his Laude~ Dei Vespei>tinae_ (Berlin, 1619) to 
his teacher Hornberger. He then makes reference to the .fact that Horn­
berger studied under Gabrieli. 
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In_ 1619 he wrote and published wedding music entitled Conce>J,tus 

l.fusicus zu Hochz~itli,chen Ehren _dem Ehrenz.,,erten ••• Herr Casp_er 

Goltzen und Seiner Vielgetiebten Braut Magdalen Ma:urati (Berlin~ 1619). 
II 

In 1620 Cruger entered the University of Wittenberg_ as a theology . 

. . student. He is repo.rted to have sung bass in the choir.· . He published. 

an eight-voice wedding piece entitled Aahtatimmig Hochzeitsgesdng aus 
dem IV CapiteZ des !fohen Lie.des Balomonis zu Ehren (Berlin, 1_620). 

His set of musical compositions Meditationwn MuaiaaPU111 (Berlin, 1622) 

was published while he was still at un·iversity. 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 Nicolaikirche 
. . 

and a teacher at the Lateinschule of the Grauen ·Kloster Gymnasium. 

He retained this position for forty years until 'his death. 
II . • 

Cruger had come in contact with traditional Catholic music while 

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. 
II 

Cruger's education at Wittenberg included studies in Rhetoric, 

Music Theory and Composition; and Rel_igion, all three of which he · 

dealt with in his theoretical works. His rhetoric professor had 

· worked with. Martin Opi}z. (1597-1639}, noted for his codification and 
• II 

metrical revision of German poetry. Cruger's concern with word/music 

relationships stems from this academic influence 1n his early life. 
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. . 

· He also include<J much of the philosophy of his te_achers in his theory 

manuals wrjtten in Berlin. 
" . 

During the early years· at Berlin· Cruger taug~t. music theory and · 

.composition, and.he dire~ted -a chotr. His capabilities as ·an organ 

: player·. are. reflected .in the way he .treated 1nformation about figured­

bas~ realizations in his treatises. He composed two choral pi_eces 

·-entitled: Ueditaticmwn Musicfa.rwn Paradisus Primus (Berlin_, , 1622}, and . ·. 

·Meditatiom,un ldusicarum Paradisus Secundus (Berlin, _1626} • . He also wrote . 

and published his 'first _theory manual for. the boys at the Lateinschule. 

The manual was entitled: Praecepta Musicae Practioae FiguraZis 

(Berlin, 1625}.5 A Ge·rman manual similar to the Praecepta Musica • •• 
. . 

(Berlin, 1625)~ entitled: Kurtzer und VerstendtZicher Unterricht, 

Recht und Leiclzttich Bingen. zu Le:men • • • (Berlin, 1625) was published 

in the same year. The second treatise was a simpler version of the 

fi°rst Latin edition. These f{rst two treatises contain traditional 

explanations of modal theory with examples borrowed from ·Praetorius, 

~alvisius (1550-161~), J.~. Herbst (1588-1686}, Lippius (1585-1612) 

and Walliser (1586-1648). Shortly after publisbi_ng t_he musical and 
II 

.theoretical works Cruger married Marie Seling (1628)_. 
II 

In 1630 Cruger wrote another theoretical treatise called: 

Synopsis Musica Co7:tinens Rationem Constituendi & Componendi Metos· 

Har>moniaum, Consai,i,pta Varlisq(ue) ExempUs Iituetrata, hereafter 

5There is purportedly ·an earlier 1624 treatise cal led Synopsis 
Musica, Continens. However, this may be a spurious edition. For 
further discussion on this topic refer to page 26 of this thesis. 
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known •.as synops_i s Nusica ... • • (B~rl in, 1630). · The work was en l argec;l 
. . . . II. 

and republished ·in 1654 •. This treatise was very pr~gressive. Cruger 

.'a~knowle.~ges. compo.sers lfke·Moriteverdi who ev~denc·ed modern techniques, 

"stile moder·no.-11 ·He includes forward looking ideas of hannonization·, . . . . . : . . . . ' . 

fi~ur~d-bas; trea~ment and ·~ria~ .h~ni ca treatment. He borrowed many_ . 

of his ideas at this time from Lippius and included ideas on word/music 

relationships· tnat relate to ·the .Qptizian school of thought. These 

tutors no ·longer deal only with' educational practical matters but also delve . . 

into the world of music philosophy~·· T~is edition signified a·high point . ·• . 
II 

in Cruger's writing career. He was most progressive in his ideas and 

music. 

Aft~r.1630 ~e went through a period of mental depression. He suf­

fered greatly during these war ~orn years,publishing nothing from 

1630 to 1640 • . His wife and several children died. After 1640 he 

again bega~ to publish. Perhaps ~is marriage to Elizabeth Schmidt 

helped him to regain his compositional energy. In this later period . . . 

of his life he concentrated on arranging and editing chorale tunes for 
. . . 

the Lutheran servi.ce. These editions were set for the home..:centred 

worship that was becoming popular due· to the Pietistic movement in 

Germany.6 _The_.first .edition of.chorales. was called Neues VoZ.ko,;,l.iches 
. . 

Gesangbuch (Berlin, 1'640). He later edited the Praxis Pietatis Metica 

(Berlin, 1647), arrangements of cherale tunes. The GfJistlich Ki11ahen- · 

6More information about the Pietistic movement. will be given in 
Chapter 2 .on Musical, Philosophical and Social Background. 
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Metodien (Berlin, 1649) were arrangements of the. Praxis Pietatis Metica 

using the new idea of added _instrumental parts for stri~gs and figured- • 

bass keyboard. These chorale books were the.result of a collaboration 
II -

with Paul _Gerhardt. Cruger worked exclusively with Gerhard's poetry 
II 

until hh death in• 1662. After Cruger's death Georg Ebeling (1637- · 
· 11 

1676) carried on writing music for Gerhard's texts; In 1645 Cruger 

published the non-chorale comp~sitions ~ntitled. Laudes Dei Vespertinae. 

Again sacred in nature, these were written in the Italian. style and . 

dedicated to Hornberger. 
II 

During the l640's Cruger 'wrote no theoretical treatises. After the 

end of the Thirty Years War in 1648 he again wrote an expansion and 

adaptation of the two treatis~s: Praecepta Musicae Practiaae Figu.z,a.Zis 

(Berlin, 1625) a.nd the Kurtzer und Verst erzdt 'licher Untel'l'iaht (Berl in, 

1625}. This new edition was called Questiones Musicae l;'l>aatiaae • •• 

(Berlin, 1650). This edition was written in Latin and summarized .. in 

German, all in one volume. Th~ 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-bas~ style. This treatise was a mixture of 

the traditional theory of the Renaissance antique style . and the modern 

Italian style . • 
II 

In 16511Cruger wrote a selection of music, Rec~eationes Musicae 
. ' 

(Leipzig, 1651) that has been lost. Several more editions of chorale 

collections were written during the l650's. These .included Psalmodia 

Sacra (Berlin, 1658) and an edition of Luther's songs and psalms in· 
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II . . . : . ' 

1657. ·· ·Cruger•s· hymn arrangements were also inGh,1ded ~n a· _hymnbook · edited 

by C. Runge (Berlin; 1653). 
• II • . . . 

. . In 1660 Cruger puolished .his last theoretical . treatise~ Musiaae . 

I>raqtic~ P'raeaepta Brevia ~xeraitia Pro· 'l'yr~ibus Varia. Der Reahte · 

Weg Zur Singekunst. (Berlin, 1660).- This last treatise is very conser­

vative and the jdeas relate to the ones established in the manual of 
. . 

1625. The work includes a review of solimizatfon, principles· of notation, 
. . 

ideas relating to intervallic structures and proportions, and triadic 

hannonic ideas. Mention is made of .the Italianate style of sing·ing. 
. II . . 

Cruger's wo·rks were not unique nor original; rather, they typi-fied 

music and theory of the early seventeenth-c_entury. They show trends of 

the old style of writing and explain t_he . new con~ept_s that were just 
II 

beginning to come into popularity in Germany ; Cruger himself, was a 

very popular composer~ ltis arrangements show great musical variety and 

sensitivity in setting music to text His music reflects the political­

and musical struggle that was prevalent .in his day. In order to 

understand why he composed and wrote ~she did, i~ is necessary to-dis­

cuss·the social, political, and .mu$ical world that he lived in. 
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MUSICAL, PHILOSOPHICAL AND SOCIAL BACKGROUND 

In the early sevente~nth century Germany was influenced socially 

and musica~ly by its surrounding countries. It has been said, "in no 

other period.of its musical history has Germany given more cogent 

proof of its ab.ility to adopt foreign ideas fn the sense of assimilating 

them, making them its own, reworking them and finally refashioning its 

nati.ve inheritance by fusi~g the latter with what it has newly acq·uired. 117 

From the Netherlands came the influence of Sweelinck over German organ-

.· ists. English musicians like John Dowland and Thomas Simpson sp~nt 

periods in German courts giving an English influence to instrumental 

mu~ic. The art of French harpsichord playing left its mark on the 

German courts as .we 11 • Most of the fofl uence phi 1 osophi ca lly and 

chorally came from Italy. The new forms of monody, madrigal singing, 

concertante playing, opera, stile rappresentativo, and instrumental 

-music a-ll had their origins in the Italian courts. Throughout Germany, 

Italians had been appointed to the posts at the German courts. · This 

· plurality of multinational ideas led to confusion, so music was generally 

·~ategorized into areas for church, theatre or chamber(home). The names 

g.i ven for. these were, respectively, stiZus eaaZesias.ticus, theatralis, 

. 
7
clare G. Rayner quotes F. Blume in "Germany, Art Music, 17th 

Century, 11 in Neu, Gl'oVe Diationary of Music,' Vo 1 • 7, p. 270. 
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8 II 
and cameI'aZis. Cruger's music is· primarily classe~ as eccZesiasticus, . 

al though some of his hymn-books were written for home-centred worship •. 

From the end of.the fifteenth century to the beginning of the 

eighteenth century music theory-was classified in three ways: 

rnusica theorica, rnusica prattica and musica·poetica.9· Many definitions 
II : 

of thes.e terms exfsted, but Cruger identified with the one devis·ed by 

Listenius in Musica (Nuremberg, 1537). Listeniu~ stated that ~siaa 

theorica referred to the explanations of contemplation 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 pe~formin~ artist, the essence of the spirit of the composition 

t ' 11 . t d • • lO · s 1 ex1s e as mus~ca poet~ca. 

9For further information on the subject the reader is referred to 
the article by Martin Ruhnke, "Musica theorica, prattica, poetica, 11 

in M.G.G., Vol. 9, pp. 950-958. . 

10rhe following passage is a translation of Listenius' Mu.Bica, 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 Ea:I"Zy -Seventeenth Century, (Ph.~. dissertation, Rutgers· 
Uni ve rs i ty , 19 7 4) , p. 34 . · 

Musica theorica is that which invo 1 ves only the con­
templ a ti.on of nature an~ t~e knowledge of its subject; 
its. end is to know. Thus the music theorist knows the 
art itself, is content with this, and gives no example 
through practice. · 

Musica praatiaa is that which does not take refuge 
only in the depths of nature but leads to actual work, 
although no work remains behind after the action; its end 
is to act. Thus the practical musician, besides knowing 
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Lippi us .paralleled t~e three musical terms with three academic 

disci-plines, Mathema.tic.s is- like theorica, Ethics· is like prattica, and 

Rh~to~ic is· like poetiq~. 11 The· 1i~t -~f· composers· who wr~t~· ·~reatises 
. . . 

in Germany that dealt. wi.th musica praittica/poetica/the~ric~· is exten-

sive •. Among them can be.included: Agricola, Avianius, .Beuhusius, 

Cochlaeus, Coclico, Dressler, H. Faber, Finck,. Galli~ulus,· Gumpel­

zhaimer, Heyden, Koswi ck, Lampadi us, li steni us, Ori dryus, Orni thoparchu~ 

(Volgesang}, Raselius, Rhaw, Schanppecker, Schneegass, Spangenberg, 

Virdung, and.Wilphlingseder.12 

II 

Cruger's theoretical books, although classed as musica prattiaa 

on the title pages, actually incl ude(_some discussion on poeti.aa and 
. \l> ... 

theorica. The difference between Cruger's books and those by the 

.. authors lis~~d above is that his works were geared mainly for students 

as self-tutors. Th.is type of tutor-book was not unique. During the 

early seventeenth century such composers as Herbst, Gumpelzhaimer, 

Eichmann, Kr~tzschmar, Gesius, Demantius, Friderici, Elsmannt Gengenbach 

Sartorius, Hase, Erhard, Quirsfeld and ft,lius also wrote treatises much like· 

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

Musica poetiaa is that which is not limited to 
the knowledge of a subject o.r 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 fabric_ating, 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. . 

l l Ibid. , p. 37. 

12
RISM., Earits imprimls aonaernant Za musique, passim. 
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Cr~ger1s in form and ~ontent.13 It should be re-emphasized that studies 

.of ~ny .of the above authors would help in detennining salient stylfstic 

· points of early seventeenth-century ideas on music theory. 

Some general conclusions can be drawn from a brief scanning of 
. . . . 

some of the treatises mentioned above. This in no way replac·es indepth 

· s·tudies .but it does give some ideas as to what the concerns of the authors 

·were. Musiaa theonaa came to be associated with descriptions o{ the 

Hexachord system based on the overtones resulting from the division of 

the monochord. It also included discussions on scale systems, hannonic 

(triadic) theories, intervallic relationships, and compositional tech­

niques. Mv..siaa prattica discussions in~luded explanations of bocediz~-.. . 
tion, solmization, tempo and tactus, lengths ·of notes and resU(values), 

. . 

key and clef modulations, figured-bass realizations, and ornamentation 

practices. It also dealt with the art of singing or playing well on 

an instrument. Mufica poetica took its lead from 171Usica reservata 

and found its expression in the meaning of composition as seen in word/ 

music relationships. The i°deas were primarily generated by Joachim · 

Bunneister (ca. 1560-1597) in Germany and by the Italian monodists. 

Descartes (1596-1650) codified the Doctrine of Affections, in Compen­

dium musiaae (1618). 14 _Burmeister mentioned that although all three 

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

13.Ibid. 

14s. Buelow, "Rhetoric and .Music, 11 in The Nel.tJ Grove (1980), Vol. 15, 
. pp. 793-803. 
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all necessarily fit together~ Musiaa theoPiaa·aften had little to do 

with practical music. He said: 11 t.hese two latter.groups. (Frattica and. 
. -

poeticti:} have the. fonne r (j;heol"'icq) perpetually 1 inked with · themse 1-ves , 
- -- -

·but not the rev~rse. ~• 15 ·Aff~ct involved word/music· rel ati on-ships and 

performance practices (musica prattica and poetica}, but often ·theore-. 
II 

tical treatises related to neith~r. The·theoretical works of Cr~ger 

did, however, blend the two·together. Theoretical concepts were given 

with practical examples of how to obtain a better relationship between 

music and text that woufd fit in with the affect of ·the composition •. 

The Harmony-must fit the text and-the result would be a unified 

affect of cause. 

Germany, in the early seventeenth century was -also _influenced by _ 

another Italian categorization in music. Italian composers were 

in conflict over .two.styles of music called prima prat~ica and seaonda 

prattica. The conflict WqS generated as a result of the innovations 

being introduced by the Italian Camerata and the Monodists. The 

disputes between Claudio Monteverdi and Giovanni Maria: Artusi defined 

the split. Monteverdi· 1s brother Giulio defended Monteverdi 1s use of 

dissonance fo conjunction with ornamentation that helped to bring out 

the effe~t of the textual line. Artusi defend~d the h~rmonic style of 

the past masters, Zarlino (1517-1590} being his chief example. 

G. Monteverdi defined the two practices in the IntPoduotion to the 

Fifth Book of Madrigals (Venice, 1605): 

1 _511 Et habent hae duae posteriores si bi perpetuo conjunctam super­
iorem sed non e contra. 11 Burmeister, Mu.Bica. (Petrei us, N~rnberg: 1549, 
facsim. ed., Berlin, 1927}. 



.. -.. . ' . 

T~• the old music he · [M9nteverdi] has given the 
name of First Practice-.••. and the modern music he 
has ca.l led Second Practice .• •. 

By First Practfce··he understands the ·one that 
turns: on the perfection·of harmony, that ·is,the one 
t.hat ·considers the harmo.ny not commanded, but co111T1and­
ing , .. not the.-servant, bu:t 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 d~ Rore •• ~ he [Monteverdi] 
understands the one that turns on the perfection of 
the melody, that is, the one that considers harmony 
not commanding, but co1JUT1anded, and makes the words the 
mistress of the harmony. For reasons of this sort 
he has called -it "second,11 and not- 11new,11 and he 
has called it practice and not theory because he 
understands its· explanation to turn on the manner 
employing the conseguences and dissonances in 
actual compositio~.16 · 

12 

In Germany', Michael Praetorius was the first to expound this new 

seoonda prottiaa style in his Syntagma I.Jusicuin (Vol. III 1619). The 

treatment of both styles was considered in Praetorius' works as well 
. " 

as in many·other·manuals of the day . Cruger mentions Monteverdi in 

his 1654 editions of the Synopsis !.fusica but fails to mention him in 
. . 

the 1630 edition. This would imply that ·du~ing these 24 years Monte-. •, 

verdi • s j.nfl uenc·e IJad become· very popular a 11 over Gennany. Monteverdi • s 

practic~ came to be associated with the one phrase [the second.a 

prat tica] 11 ut ora_tio ·sit domina hannoni cae 11 
( that the word be mis~ 

tress of the harmony). Zarlino's ·practice [or the prima prattica□ 

16Toe passage is taken from ·a translation of the Preface of the 
Fifth Book of MadrigaZs, (Venice, 1607), by Monteverdi. It is found 
in the book Sow,ce Rea.dines in Muaia History> The Baroque Era, ed. 
Oliver Strunk, (N~w York: W.W. Norton & Co., 1965), pp. 48-49. 
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c~me to b_e connected, sometimes incorrectly, with ·the phrase "ut har­

monia sit domina orationis" (that the harmony be mistress of the 

word). 
II 

Cruger lists the following composers in his Syrzopsia Musica 

. (1630): Orlandus (Gibbons), Marentius, Johan Gabriel, ~ine Hus, Viadana, . 
II . 

Agau~rius, Johan Hennannus Schein, Heinrich Schutz, Praetorius, Deman~ . 

tius, Walliser (and etc.)) 7 The list ·s·hows a representation from vario·us . , . . .. 
countries: Gibbons from England, Viadana from Italy, ·and several 

II 

composers from Germany. It also shows that Cruger was awar~ of figured-

bass techniques by his inclusion of Viadana and Agazarr1. There is a 

scanty mention made of Italian ornamental practices in Chapter XVII· 

of the treatise. In the same chapter {XVII) of the Synopsis lfusica 
II 

(Berlin, 1654} Cruger changes the list of respected composers and 

authors. He includes Claud Monterva at the head of the list and follows 

him with ·casatus, Rovetta, Sabbatinus, Rigatus, Alex Grandi, Tarq. 

Merula, and Heinrich Sch~tz.18 The influence is definitely more Ital-
II 

ianate at this period, Schutz being the only non-Italian mentioned, 
II 

and his style was of the Italian type. Cruger speaks frequently of 

Lippius, honoring him by quoting his works and citing his name. 

Lippius was a fellow German and his .brand of music theory was unique 

to Gennany. Lippius codified the triadic concepts in terms of Trias 

Harmonica. This topic will be dealt with in greater detail later in 

the thesis. 

17 II 

Cruger, Synopsis Muaica; (Berlin, 1630), Chapter XVII. 
18 II 

Cruger, Synopsis Musica, (Berlin, 1654), Chapter XVII. 
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. It can be c:~ncluded. from the above lists _of composers-= nam~s 
. " . . . . 

that Cruger was influenced. by musicians of other countries and took hjs 

style of composition· from fellow Genn_an musici~ns. Musically,'··then, 
II ' ·, . . . .., · 

Cruger can be classified as a composer who composed primarily musiaa 

eca_?esia2tiaus ih an Italianate style (with some tr~ditional German ·. 

·. characteristics) sometimes usfog pri.ma prattica techniques,. and some-· 

times using secunda prattiaa ideas. He wrote theory books, like many 

of his fe.ll ow composers in- Germany, that were ca]l ed 1T1Usica prattiaa . ' . . . 

books, although t,hey 1ncluded music~ ftheoretica and musiaa poetiaa 

sections as manual~ for the Lateinschule in Berlin, where he taught. 
II • 

Cruger was aware of the composing styles of other countrie~ and freq-

uently quoted other composers on issues of ornamentation, figured-bass . •· . ,: 

and harmonic concepts. His prime influences were from Italian composers 

and German writers including Praetorius, Lippius, Walliser, and Herbst. 
. ' 

The prime Italian influences were from the composers Monteverdi, 

Agazzari, Viadana, Glarean and Zarlino. 

There were s~veral philosophical issues prevalent during Cr~ger's 

day. T~e effects of humanism were being .felt in German~ and so were 

the effects of Germany's religious struggles. Humanism brought with it 

a re-affinnation of the ancient Roman and Greek ideals on literature, . . . 

art and music. Man became the centre of the univers~;· The· emph·as·is 
. . 

was on a "harmony of the spheres" where man was in hannony with nature 

and nature in _hannony with the universe. The c·oncepts of Macrocosm. 

(wor.ld order in the universe} and Microcosm (man as a miniature re-
· 11 

·presentation of the universe) were popular in Cruger's ~ay. He uses 
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, · the tenn Microcosm in- connection wit_h his definition of Harmony in the -

·s]11'.ops~s Af+tsica (Berlin, 1630). He says that 11 hannony is what. keeps 

the' Microcosm· in• order and when disharmony (dissonance) occurs, evil 

occu~. 1119 . A further defi ni ti'on of what the tenn 11Harmony11 is wn l 

pe discussed in detail in Chapter 4. 

· One of the effects of the humanistic movement was a return to the 

ideals· of the ancient Greeks in stressing poetical and_ gramm~tical 

' structuring of the 1 anguage. In Germany, Martin Opitz began writing 

poetry using the traditional versification of the ancient Greeks. He, 

however, also began writing poems in native Gennan in structuredfonns. 

The German language was just being codified into an academic rather than 

a vernacular language. Optiz 1 poems did much to gi.ve credit to the 

native language. To his date most academic·works were written in 
II • . 

Latin. Cruger also wrote some of his theoretical ideas in 

Gennan 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 the[!J. The harmonies were to be concefved in the 
II 

same way that the poems were, with a versification structure •. Cruger 1s 

.chorale settings of Gerhardt 1s poetry were just as concerned with ·the 

placement of stressed and unstressed chords (harmonic and.dissonant 

chords, respectively} a·s was the text with stressed and unstressed 
II 

sYl~ables. Cruger took the setting of these German texts very seriously. 

- 1911Fines cant:' harrnonicae (qui es est spectandus magis, quo hodie 
a plerisq curatur minus). & quidem intermedius praecipuus est motus 
MICROCOSM! ad virtutem alacriter sectandam, aversandum autum vitium. 11 
taken from Synopsis Musica, (Berlin, 1630), Chapter I. 
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Th~ careful set~ing of the text and music deals• with another concept 

prevalent during the. early seventeenth to mid-nineteenth_ce~tury, called 

Affect~ The concept dealt with the hannony between the· co·ntent· a·nd the · 
. . 

fonn of a pie~e of music or other art fonn; Th.is topic wi 11 be. discussed 

·furt_h~r in the chapter on Music/text .Relationships. 
II 

The Religious· struggles of the day greatly affected Cruger.and 
II . 

his text writer, Gerhardt. Cruger had been trained in a Catholic school, · 

but was an Orthodox-Lutheran himself. The German lands were going 
. ii 

through a political~religious period of conflict during most of Cruger's 

life. To understand the religious struggles of the day it is necessary 

to outline the political happenings as·well. 

The Gennan states were involved in a politico-religious war known 

as the Thirty Years War (1618-1648). The .actual political situation 

is not particularly relevant to this .discussion, but the fact that;the 

country was in a state of chaos is. important. The conflicts arose 

over a choice of religion for each particular state. The choice could 

be Catholic, Q.r,thodox-Lutheran, Pietistic•Lutheran or Calvinis~ic. 

Surrounding Catholic countries such as France and Italy wanted more 

financial and political·power in Germany so they supported the states 

run by .Catholic princes. · Other areas such as the state in which 
II . . 

Cruger worked were Lutheran and were being helped both financially'. · 

and politically by Sweden· and England. During the war years. troops 

from these nations as well as the Bohemian troops were trying to gain 

more territorial rights in the .Gennan states. The war started as a 

religf ous conflict first. The Protestants in Bohemia and the Catholics 
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were involved in ·i.l l~~al peasant .revolt. · This conflict sp_read to the 

other areas of Germany. • . Troops from neighboring ~ountries came to the 

aid of vari~us princes . in Germany upon ·request.- 'At times there were 

Bohemians, Swedes, Englishmen, Ita·li ans a~d Spaniards a 11 fi ghti ng20 

20on JO~ Septembe~ (1633)., another troop of one· thous-
, and lmperi a 1 Spani ~h cavalry passed through.· Al though, 
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 wood_s. On the same day, s i nee· the A_ugsburge rs 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 
i nhabi tan ts fearfu 1 ly 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-boo.ty. 

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 Bavari~ .•• the Imperial 
troops (Catholic troops who we.re 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 quotation comes from the accounts of the German monk 
Maurus Fri esenegger (Ab~ot at Andechs in 1633). It describes the 



18 

with or against .lo<;:als, ·;and all having their own ends in mind_. Even­

tually the religious cause lost its importance and the conflict became 

one of··political power. The final period of the '(ar_was characterized 

by a conflict b~tween the French-Swedish sides against the Hapsburg 

House for a control of-territory. The Treaty of Westphalia (1648) 
" . 

ended the .war. The north countries, including Cruger's homeland 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 Gennan states, in effect, became puppets 

of the foreign countries as a result of this conflict. Gennany was 

left with a populatio~ cut of up to fifty percent in some areas and 

little in the way of crops or fi _nan_cial 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 detennination of the people of the day. 

The arts ~i,d suffer because t'he patr<ms in the courts were financially 

unable to· support the musicians and artists. 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 
Thirty Yeru>s War, by Gerhard Benecke, (London: Edward Arnold Co.,), 
pp. 61, 62. 
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of the Pietistic movement led to the production of many home-centred 

music books to aid devotions. 

Dur_ing the· sixteenth century the two main branches. of state religion 

were Cathol i cisni and Protestantism: The North German States were either 

Lutheran or Calvinistic in faith, and the South German States were 

primarily Catholic. The Thirty Years War did not change this much but 

it did precipitate the emergence of a new branch of Lutheranism called 

Pietism. The war had originally broken out over the Counter-Reformation 

attempts of the Catholic Church. The Catholics were trying to reconvert. 

Lutherans back to Catholicism, but rather than do this, the Lutherans 

became stronger in their beliefs. A new and stronger movement of 

Lutheranism was calle·d Pietism. 

Pietism protested religious establishments and emphasized home 

worship.· It sought to individualize faith much along the lines of man­

centred humanism. The focus was, however, different from humanism 

in that the beliefs centred on the Trinity and man's responsibility. 

to this triune God. The ancient ideas of the Greeks and Romans had. 

nothing to do with the Lutheran religion of the day. The traditional· 

branch of Lutheranism, called Orthodox, was not as radical in its 

ideas of home-centred worship. It did, however, stress faith as being. 

important and worked very strongly in the church centres. The music for 

church services was still being composed by Orthodox writers, of whbM 
II 

Cruger was one, but much music was now also being composed for the· 

Pietists' home services. This consisted of devotional material that 

included chorale tunes. Chorale books were also being published, then 
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II 

re-edited, and published again many times. Cruger was. i nvo 1 ved in such 

editing processes .. Each.time the chorales were edited some changes 

. were.made to modernize the melodies, words or harmonies. These original 

chorales came from· a .variety of sources, including both sacred and secular 

· traditions. The gradual. trend in these editions was to a less frequent 

use of contrapuntal writing arid a more frequent triadic chordal setting 

of the harmony of the melodies. The rhythms tended to stress the line 

scan of the poetry arid melodies were gradually simplified so that people 

who· were untrained could manage the tunes. The melodies used few 

leaps and difficult .intervals. 

Church .schools, called Lateinschulen, were created: to help young 

boys learn the music that was to be sung. In this way many people 

could .learn the basics at the school and both sing in the church choirs 

as well as worship in their own homes.: These schools taught the basics 

of academic knowledge,. religious beliefs and musical performance. 

Not all the boys trained in the schools became professional musicians; 
II 

rather, they were given a basic education for practical use. Cruger 

taught at such a school in Berlin. His theory treatises,therefore, 

focussed on how to teach these yciung 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 always written 

expressly to teach chi 1 dren how to sing for the purpose of the · 

. glorification of God. The major concern of these treatises is that they 

teach 'the correct way to sing well. It is amazing. that in a time of 
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political and financial strife, such very elucidating works were composed.­

They are witness to.the fact, that in Germany at this time there was a 

great concern for 1 earning music, and that ther_e was a demand for the 
II 

kind of works Cruger was writing. 
II 

Musically, then, Germany in Cruger's day was being influenced by 

the surrounding countries that were using Germany as a polit_ical battle­

ground. The major influence came from Italy in the adoption of the new 

seaonda prattiaa techniques codified by the monodists and the Monte-
II 

verdi school. Cruger wrote primarily ecclesiastical music and in 

his singing manuals, called musiaa prottiaa,explained how to ·sing his 

music •. , These manuals also contained information on musiaa poetiaa and 
II 

musiaa theoriaa. Cruger was well versed in the musical literature of 

his day and copied from various sources. These sources were pri marilY 

concerned with harmony (i.e. the triad) and performance practices. 
II 

Philosophically, Cruger was feeling 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 that many of the Lutherans were 

upholding during the war years. 

Socia 1 ly and po 1 i ti ca lly Germany was in a time of chaos and the 

church became the focal centre for stability and strength. The church 
II 

schools, like the one in which Cruger taught, were prevalent in Germany 

and helped train and care for many 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 ~he popularity .of the _church music ·came as 

a· result of the stressful .time that people we~e e_xperiencing·. 
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CHAPTER 3 

OVERVIEW OF THE TREATISES 

II 

Cruger's treatises have been classified as Musiaa Prattiaa instru-

ction manuals. However, they can be further classified as manuals that 

are: 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 

published in other theorists' works. They are more a distillate 

of thought than a publication of original ideas. The .following chapter 

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 that particular work. Sources where the first editions are 

· held at present will also be quoted. The Appendices include a 

transcription of the full tttle page of each treatise and the reader is 

asked to refer to this for clarification. The Appenaices also contain 

a translated chapter outline of each of the treatises for the edifica­

tion of the reader. 
II 

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 Praeaepta 

Musiaae Praatiaae fifJUI'alis . •• (Berlin, 1625) is a small book, in 
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octavo· f~rmat containing ·32 folios. A copy of the first edition_ is 

held in the Musiksammlung der Stadtarchfv ·in Heilbro~m·, Germany. The _ 

w~rk is classed as an instruction manual (type l),·.~nd is geared-for 

the use of students in the Berlin school. 

The second book, also written in Berl in in 1625 ~ was· printe·d by. 

Georg Runge and published by Johann·K~ll. It·is a small, thin· book in 

octavo format and contains only 20 folios. This book is written in 

German and is essentially ~n abbreviated version of the Praecepta 
. II 

"Practicae • • ~ {1625). The ·reason for this edition, Fis~er-Krucke-

berg says, is to aid _younger school boys in understand_ing the subject. 21 

A copy of this ed i.ti on is he 1 d at ·the 1 i bra ry in Heil bronn, Gennany. 

There is some speculation about the first pcinting of ~he Synopsi!J 
•. 

Musica • •• Buelow in The NetiJ Grove and Blankenburg in M.G.G"' claim that 

the first edition of this work was printed 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 editi"on existed. 23 Elizabeth Fischer-_Kr~~keberg 

21 Fischer-Kr~~keberg, ibid.; p. 6l0. 

22Buelow discusses this.in the articl-e on 11Cr~ger,·Johannes, 11 ·in the New 
Grove (1980),vol •. ~, p.70. Blankenburg, in M.G.G. vol. 2, pp. 1799-1814 
in the arti cl:e 11 Cruger 11 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: 11ein 
Lese fehler hat diese lange Zeit als eine frahere von 1624 erscheinen 
l assen, 11 p. 1803. It is from these two sources that the con cl us ion 
has been reached that the first published edition of the Synopsis 
Musica Continens ••• is dated as 1630. 

23see footnote 22. 
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di:scusses .the· s~urces of this infer~nce. 24·· Walther _mentioned that a 1624 

editi~n existed25 and thi~ ~as copied by Ad]ung, 26 .Forkel,27 Gerber, 28 

Lfoht~nthal ,~9 .and Hugo Rieman·~ 3o·- Ftt.is discusses the problem, quoting 

· these previous sources, but comes -tp the conclusion, like Fischer­

Kr~ck~be~g ,' tha~ this must be an e~~or.in dating. 3-1 The·earlier issue 
. . 

in question is mentioned in- the Breitkopf catalog of 1934.32 This version 

is supposedly in quarto_format as opposed to the li$ting of the 1630 
. . 

in octavo fonnat.. This statement is also confi~ed by Fe'tis. 33 Fltis 

24 11 • Fischer-Kruck~berg, ·op. ait .. , pp. 612-613. 

25W~lth~r, Mu.sikalisahes Lexikon~ (Leipzig: Wolfgang Deer, 1732, 
reprinted Kassel· and_Basel: Barenreiter Verlag, 1967), p. 194. 
. -

. 26Adlung, Anleitung zu der Musikalisahen GeZahrt~eit," (Erfurt: 
Jungnicol, 1758, Facsm. reprint; Kassel and Basel: Barenreiter Verlag, 
1953), p. 759. . 

27 Forkel, Al,1,gemeine LiteratuP Der Musik, ( Leipzig, 1792, Facsm. 
Reprint ed., Hildesheim: Georg Olms, 1962), pp. 421-422. 

28G b . • • h "b 1 • . h. h . "k d k" l er er, H1..st;onsa -B-z, ,,,1.,ograp_ 1,,sa es Lex-z, on er Ton unst er 
(1790-1792), Vol. l, (Leipzi.g: Breitkopf, 1790, reprint ed., Graz: 
Akademische Druck, 1977), p. 314. 

29 P. li~htenthal,"Dizionario & Bibiiografia.Della Musica, 2nd 
edition, {Milan: Forni, 1836), Vol. IV, p. ·335. 

30nugo Riemann's Musik Lexikon, 11th edition, A.· Einstein, editor, 
(Berlin: Max Hesse Verlag, 1929), p. 358. 

31 F/tis, Biographie Universelle Des Musiaiens, 2nd edition, 
(Paris, 1875, reprint edition, Brussels: Culture et Civilization, 
1963), Vol. 2, p. 399. 

32see footnote 24. 

33F"t· 'b · e11s, 1.- 1.-d. 
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. mentions another edition supposedly printed in 1634 in duodecima· format 

containing 232 pages that. is lf sted in the Breitkopf catalo!:J of 176~. 
. . 

The title is the same as the Synopsis Musica Continens. : .·(1654), but 
.. . -.. 

for the altering of one word, 11 annexa 11 to 11concepta. 11 Fischer-Kruckeberg 

says that this labeling is due to an error in readi_ng the unclear print­

ing of the ·copy title page.34 Gerber goes t"urth~r than .Fltis by stat-·- -

ing that a third edition existed. that was printed in 1734 in duodf!cfma 

format. Tnis would s,eem to confirm the idea that the p-rint was unclear 

and that the date of the treatise should read 1634 rather than 1734.35 
II 

Fischer-Kruckeberg, says that al though the quoti_ng of the 1624 

dating is_ probably an error, there is the fact that the tltle of the · 

11s~-called 11 1624 work resembles the Syr.opsis Musiaa Conti-nens • ~ • 

(1630) rather than the Synopsis Musiaa Continens • • • (1654). 36 In 

any case, unless there is some discovery of a copy of the 1624 edition 

or the 1634 edition, it will be concluded that the third theoretical 
II 

work by Cruger was printed and published in 1630 and was entitled 

Synopsis Musiaa Continens. The copy is held in the Musikabteilung der 
" II 

Stattsbibliothek in Tubingen, B~rlin, and is octavo fonnat containing 

64 folios. 37 

34Fischer-Kr~ckeberg, op. ait., p. 613. 

35Gerber, op. ait., p. 314. 

36Fischer-Kr~ckeberg, ibid. 

37RISM, ibid, p. 246 st~tes that other copies of this edition are 
housed in libraries in Dresden, Hannover, Leipzig, Wolfenbutel, Paris, 
London, Boston and Washington. · 
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The Synop;is Musiaa Continens • (Berlin, 1~30) can be clas-

. sified as a compositional manual (type 2) arid is very progressive in its 

presentation of Itali.an concepts of performance practice. _The work· 

· wa~ well respected in the l~cal musical world and quoted many of the· 

new theoretical ideas discussed bY Lippius and Herbst. 

A. period of twenty years followed the publishi_ng of the Synopsis 
II 

Musiaa •.. (Berlin, 1630) before Cruger had another work published. 

The stress of the Thirty Years War probably accounted for this wait. 

The Questiones Musiaae Praatiaae ••. (Berlin, 1650) .was an expansion 

and adaptation of the Praeaepta Musiaa • •• (Berlin, 1625). Once 

again, this second work was an instructional (type l} manual. It in­

cluded many of the Italian performance practice styles that the e_arlier 

work did not. Both the Questiones Musiaae ••. (Berlin, 1650) and the 

Synopsis Musiaa . •• (Berlin, 1630) were modeled after similar works 

_by Lippius. The Questiones Musiaae is a third editi_on. Presuming that 

the Praeaepta Musiaa ... is the first edition, it can be concluded that 

edition II is lost. The Questiones Musiaae . : • (Berlin, 1650) Was 

published by Johann Kalle and printed by Christoph Runge in Berlin 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 housed in the Ratsschi.rl­

bi bl i othek in Zwickau. 

The next treatise published was called Sj/'fopsis Musiaa Contiriens 

. 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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published.in 1654,~?t 1624. It was printed.by Christoph Runge, with 
·, 

· the author: editing it. It is a very· lengthy work containing 232 pages 

1n octavo fonnat~ The.copy viewed is held in the Staatsbibliothek, 

T~bingen, Berlin, Gennany. 38 
II . 

- .. rwo years before Cruger 1 s death in 1662 he published another trea-

tise in Berlin. The publisher is not given on the title page but is 

presumed to be Chri_stoph Runge. Although it has a title in Latin, 

Musicae Praaticae Praeaepta Brevia, (Berlin, 1660}, the work is actually 

written in German. It is an instructional manual·(type ~} and is not 

very_progressive in its approach. It mentions the Italian practices, 

but discusses many prima prattica conGepts. It is in a0 and contains 

73 pages in 31 folios. The treatise-viewed is housed in the Staats­

bibliothek, T~bingen, Berlin, W. Germany.39 

380ther copies are housed .in Belgium, Wolfenb~ttel· and Paris. 
See RISM, ibid, p. 246. 

39other copies a re housed in Coburg and Wo l fenb ~te l°l • See · · 
RISM, -ibid. 
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CHAPTER 4 

THE CONCEPT·OF HARNONY 

The con·cept of harmony conjures "i.1p a variety of definitions. The 

term usually refers to either musical harmony o_r hannony in aesthe-
II 

tics. In order to understand the term hannony as Cruger used it, it 

is necessary to understand the classical Greek definition of the term, 

as well as the Renaissance musical usage of the term. 

Musical hannony can be defined·as a 11 concord of sounds that i~ 

pleasing to the ear, 1140 or 11 that element of a musical whole 1·11:tich arises 

from the simultaneous or immediately successive·sounding of tones, in 

distinction from melody. 1141 Musical hannony, 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 11 pleasing to the 

· ear. 11 In the one phrase we· have the essence of the reason for the change 

in hannoni c concepts throughout musical hi story. As tastes changed, 

so also did ideas on harmony • 

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

sophers. The Greek tenn 11 fQJ10\'ia 11 (Latin hannonia) meant 

4oThe Century Dictionary and Cyclopedia, Vol. IV, (New York: 
The Century Co., 1895), p. 2724. 

41 Diationa.ry of PhiZosophy and PsychoZogy, article on 11Harrnony, 11 

ed. by J. Baldwin, Vol. I, (Gloucester, Mass.: Peter Smith, 1957), 
pp. 141-142. 
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- 11 an · agr~eab-le ·arrangement of fonns, colors (s_ounds}, or other ,qualities . •: -

. - -

· in an aesthetic _whale,-with ~pec.ial reference ta same criterion of 
. -- ... 

congr~ity .. or· fi_tness, wh.ether implicitly or explicitly recognized. 1142 

This prin-cip_le of hannony-_was essential to the Greek sen~e of aesthetic 

cons'ciou~ness a_nd-it involved.an attempt on the part of the Greeks -to. 

reconcile the role ~f_the indivi_dual as a part of the whole. The 

writings pertinent ta- the-issue come from Pythagoras and Aristat~e. 
- . 

11Harmany, or th~ music of the spheres,43 according ·ta the fancy of 

Pythagoras·and his schoa_l, is a music, imperceptible to human ears, 
· - . 44 

produced by the movements of the heavenly bodies . 11 Pythagoras 

supposed that-the heavenly bodies moved by certain fixed laws which 

could be expressed in numbers. These numbers related ta the harmony 
- . 

of sounds which- i_n turn- rel a_ted to the 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 

about the- ~ythagareans. 11They ( the Pythagoreans) supposed the . 

whole heaven to be a harmonica and a .number. 1145 The tenn harmo.ni~a, 

a]though sp~ci~llY applied to music, could signify any well organized 

42Diationa:ry of Philosophy and Psychology, Ibid. 

43The term was used by the seventeenth-century German scientist 
J. Kepler (l 57f-1630} as wel 1. -

44The C~ntiwy Dictionary and Cyclopedia, Ibid. 

45.The Encyclopedia of Philosophy, Vol. l, (New York: MacMillan 
Ca., 1967), pp. _38, 39. 
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structure of parts ·fitted together in· due proportions~ . Therefore, 

though musical numerical ratios of sound based on a division of·pro-
- , - -

portions is usually what was referred to by the ancients as bein~ a 

hannony of sound, harmony also was bound· up with moral and spi~itual 

concepts. The aosmos originated from a concept of oneness. T~e Macro­

cosm was one united work or universe bound together by wo·rld order. 

World cha~s was the antith_es.is of Macrocosm. MicrocosinJo_~ the othe_r 

hand, can 11 signify not only many in relation to the universe . . • but 

also [to] any part of a thing, especially a living thing·, that reflects 

or represents the whole it belongs to whenever there is ~ mirroring 

relation between the whole and each of its par~s. 1146 In the Ren­

aissance, microcosm came to be -primarily associated with. man 1 s role 

in the cosmos or universe. 11 Renaissanc:e speculation on the microcosm 

centred on the idea that human nature partakes of bodily, intellectual, 

and divine existence uniting in itself the whole of the sublun~ry, 

celestial, and· supercelestial realms •• .47 Man and God were one in 

harmony with each other, united in the macro~o~mic sense of-order in 

the universe. The smallest part of the universe, was part of the: total 
II 

order of the universe. Cruger alludes to this philosophy when he says 

the followi.ng in the S~opsis Musiaa Continens • ~ . (Berlin. 1630): 
., 

Harmony is what keeps the MICROCOSM in order and disha.rmony is the 

46oonald Leby, in the article "Macrocosm and Microcosm11 in The 
EnayaZopedia of Philosophy, (1967) op. ait., Vol. 5, p. 122. 

47Ibid., p. 124. 
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. .. 
disturbance that occurs_ when evi_l happens fl8· Wi_th the very chao.tic 

, 
. II 

·sii;uation-in the poHti~al world of.Cruger 1 s time, is it no wonder 

that he centres on the' idea that'chaos meant evil and that hannony 
. ' 

signified w:or-ld __ order and oneness of God an~ Man. 

:The practi~al _musical realization of this emphasis.on harmony 

·resulted in discussions on which intervals constituted harmonic ones, 

and which intervals were disharmonic·or anharmonic. The idea of -

a relationship between the music and text was also a result of the idea 

that,· aesthetically, all must be in harmony, united so that the par.ts 

all .. fit.the whole. During the early seventeenth century, musicians, 
II 

incl Liding Cruger, were re-evaluating what harmony was. The pri_ncipl es 

based on _a concept of what was pleasing to the ear remained unchanged 

but the realization of these principles was gradually changing. The 

scales were still based on the division of the octave by proportions, 

but tlie emphasis was on a combination of three notes {triad) as opposed 

to· a two111note combination (dyad). The ideals of t~e ancient phi-losophers 
. . 

were called·into- practice to justify the new triadic-based harmony 

that better represented the Holy trinity than did the dyadic-based 

cont~apuntal hannony. The serise of order was to be found in each of 

the modal scales and, therefore, each of the scales had its inherent 

characteristic triad. 

· · 4811 Finis 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. 11 

J. CrUger, Synopsis Musiaa Contineris, (Berlin, 1630), Chapter I. 
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II 

Cruger 1s ideas on hannciny revolve around four basic areas. He 

di,scusses harmony in relation to the dyad, the triad C-trfas hannoni ca), 
. . 

the triad wit~1n the ·modal scale (major or minor modes} and· th~ harmony 
II : 

of text/music relati_onships. In ,:examining Cruger's ideas on h~rmony 

the reader must be aware of the differences between: the- term .11hannony!1 

and the term 11tona l i ty. 11 · 

Tonality has· been defined by· Beswick as· 1.1the organized relation- __ 

ship of musical sounds, as perceived a~d interpreted with respect to 

some central point of reference that serves to. co-ordinate the separa~e 

items and events and to lend them meaning as component parts of a 

united whole. 1149 Beswick is stating that there must be a tonal centre 

to a composition for ·tonali.ty to exist. Tonality must have a central 

reference point such as a key that permeates the entire composition. 
. . 

All chords must relate to this particular key with a specific function. 

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 intro­

duced into music theory. by Rameau in his Troit) de 1..'hcmndniie (Paris: 

1722).50 Rameau said that there-was a harmonic centre (althou~h he · 

did not specifically use the term tonality) ar.riund which all the other 

49□. Be~wick, Th~ Probl.em of Tona1.ity in Seventeenth-Cenfrtay 
Musia (Unpub. Ph.D. diss., University of North Carolina~ 1950), p. 11. 

50Hugo Rieman, MusikZe:x:ikon, 11 Die eigent~mliche Bedeutung, welche 
die Akkorde erhalten durch ihre Bezogenheit auf einen Hauptklang die 
Tonika,u Vol. II, ibid., Berlin: Max Hesse, 1929, p. 1854. 
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sou~ds must be related._1151 The term that Rameau uses- is not one that 
· II _ II • , 

Cruger is :concerned with. Cruger use~ the terms_m~jor_and minor but 

in rel a ti on to . i ~terva 11 i ~ s truct~~ within e·i ther. a dyad_ or a tri ad. 

He takes this further using· the theories of .Lippius as a basis and 

extends- thh concept of major and_ minor in .relation to a categorization 

of the modes used in composition. The,modes used were either major or 

minor·but in no way were these .. mo"des ·synonymous.with keys as we_under-
- 11 f 

stand _ them in a pas t--Rameau sense. . Cruger s ti 11 composed with a moda 1 . . . 

r:-ather than a .t9rial basis but he .was· defining composition- in tenns of 

pre-tonal language rather than Renaiss·ancl:! modal language. 
. II 

To aid the understanding of Cruger 1 s ideas on hannony the following 

chapters will discuss hi_s ideas· on dyadic harmony and what constitutes 

a· ga(?d or bad interval, tri.adic.hannony in relation to the concept of 

the trias hai'moniaa that was defined by Lippi us, major and minor 
. . 

harmony-within the modal scales and, finally, the harmony of text/music 

relai;ionships. Closely connected-~ith the discussion on triadic harmony, 

is- a discussion of figured-bass realization. The figured-bass realiza­

tion becomes the practical short hand method of aescribing the triad 
. . . 

in the composition. The practice of ornamentation likewise becomes 

one practical way of enhancing the text/music r-elationship. 

5111 Le Centre Harmonique, auquel taus les autres Sons doivent 
se rapporter. 11 Taken from Jean-Philippe Rameau, TPait~ de 7,'hannonie 
reduite a se~ prinaipes naturels, {Paris: Ballard, 1722), p. 127. 
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CHA'FTER S 

PRE HARMONIC DYADS 

Early seventeenth century theorists took their ideas on dyadic 

hannony from two basic sources; modal Renaissan~e traditions and 
... 

classical Greek thought. Although Cruger never acknowledges these 

ancient theorists he does adhere to some of their i_deas. Cleonides 

(1st century A.O.) said that "harmonic is the speculative and practical 

sci:ence having to do with the nature of the hannon·ious. And the. 

hannonious is what is made up of notes and intervals having a 'certain 

order. ,;52 Cr~ger somewhat para11 els this statement in his Sy~opsis 

Nusica 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 

to God's glory. 1153 Once again there is a subtle reference to the 

Microcosmic/Macrocosmic theories discussed in Chapter4 of this 

thesis. 
II 

It is important to note that Cruger considers that combined inter-

vals are the basis for music. He reiterates this idea l~ter in 

52Taken from the Harmonia IntPoduation (1st Cent. A.O.) by Cleo-· 
nides, in translation by Oliver Strunk, from sourae Readings in Mu.sic · 
History, Vol. I, (New York; Norton and Norton, 1965), p. 34. 

5311Musica ••• est Scientia artificiose & prudenter conjungend1 
& inflectendi intervalla hannonica in diversis sonis concentum effic­
ientia, hominis maxime movendi causae, in Dei gloriam/1 By Johann 
CrOger from synopsis l.fusica Continens, Berlin: Kallij, 1630), Caput I. 
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. -

Chapte~ I of the same treatise. He says: 11 the material th~t hannony- -

is _composed of -i·s sound. Sound· is ~rincipal.ly a combination of -_mus1cal.. 

interval$ in total hannony. ,. 54 Jhese musical intervals· come' ·as a result'· 

of ·a d1vis)on of the motuichord or th~_ octave -i~to specifk- proportions. 

If th~ divisiol'.ls _were·'!lath~ma~icall~_soun~ then: th'e m~sic.al. results 

would also be good .. Quintilian ·(first century A.-□.) laid out s·pecifi,'c 

divi~ions ~f the tetrachord in~o .harmonic intervals. 55 This di~ision _ 

was copied throughout medieval times but the. nature of- the proportion·s 

often changed.. In the tenth century A. D. the Sahol.ia Enahiriadis · 

says that II Harmony is born of Ari thmeti C as of a mother • . • •.[it J 

is a concordant blending of unequal sounds •. · . ~oined throughout tp 

the theory ·of numbers·, as are also the other disciplines_ of Mathe­

matics so it is through numbers 'th~t we .mus~-understand it.- 1156 The 

author of the Saholia quoted the.sixth ce~tury author Cassiodorus 

(ca. 5_50 A.D.) when he _said that musfc is "the rational discipl_ir:ie of 

agreement and-discrepancy in sounds according to numbers in thei-r 

relation to those things which are found in sounds. 1157 
. II .. 

Cruger, 

therefore, in.stating that musical harmony referretl to a combination· . 

of intervals, was rollowing a traditional practice set by the ancients 

5411Materia ex qua Harmonia generatur est Sonus. Sonum enim ·prin-
. cipium est omni um Intervallorum Musicorum & totius harmoniae. 11 • From 

· the Synopf!is Musiaa Continens, (Berlin, l 630), Chapter l. 

55 . · · · - · · 
See th~ footnote number 3-fram the article "From the R(!!publ ic" 

· by Plato in Sou:Pae Readings in Miisia History,op. ait.,.p-. 4. 

56Taken from the Schotia Enchiriadis translated in Sou:Pae R~adings 
in Musia History, op. ait-, p. 134. 
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and continued througl'J the· later Medieval and Renaissance times. 

A discussion of dyadic harmonic intervals is, .-iri reality, ·a dis-
11 

cuss ion of co~nterpoint •. Much of Cruger's thought on. counterpoint ·_ 

stems' di.rectly from the te·achings of Glarean. (i488-1563)- and. Zarlino· _ 
. . 

(1517-1590),. Rather than identifying the numerous traditional sources 
II 

·that Cruger copied a study will be made of what h·e consi.dered i(nportant, 

thereby giving some idea of what was popular in terms of correct com-· 
II • 

P.Ositional technique~. Cruger also copies much from Lippius in 

this area. 

When separate single pitcnes (monads) are combined together they form 

11 composite 11 sounds. These composite sounds made of monads can be either 
II 

triads or dyads. Cruger borrowed this id~a from Lippius,·as well as the. 

idea that these corl)bined intervals could be either "harmony" or 11dis­

harmony11 depending on the kind of intervals involved. Lippi.us h~d said: 

11 Harmony or consonance arises from low and high sounds mixed and united 

in a congruous pitch proportion, pleasing to the ear •. Disharmony or 

dissonance arises from low and high sounds forced together in an 

incongruous pitch proportion, displeasing to the ear. 1158 Cr~ger 

echoed these thoughts in both the 1630 and 1654 editions of the Synopsis 

Musiaa Continens. He first said that "sounds in themselves are musical 

,monads. Composite sounds_come from joining simple ·sounds (monads) 

51sahol.ia EnaiPiadis, translated in Souree Readings. 
p. 135. . . . 

op. cit~; 

· 5-811 Harm~ni a, consonanti a ori tur 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 Crassi-tudinis incongrua coactis. moles ta auditui. 11 L ippius, 
Synopsis musicae novae, (Kiefer, 1~12), E 2r, translation by B. Rivera 
from the dissertation 11Johannes Lippius ••• , 11 op. ait., p. 105. 
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to-gether>i~9· He then goes· on, in agreement with Lippius, that these -. . . . 

sounds_ can· .be either harm~nious (."~onia, -o~onatiiz. ·,11 ) or ·di sson~t· 
. . . 

( 11anannonia, dis_onantia.-, 1•1 ). 60 . Hfs .definition _of harmony_· is a•s-,•f~-,,ows: · 
. . . 

-- 11 Hanm;my ari_ses from sounds.- ·mixed together in proportion ·and unite~ 
. . 

in: themselves and pleasant.·to near. ·o_issonance arises from th~ same 
. . ~ . . 

_kinds of- sounds broug.ht· together with bad proportion and displeasing• 
· 61 

to the ear. 11 -

Inherent in the quotation is the bellef that both reason and sen-
. . 

satioQ contribute to.the hannony or. ~isharmony of a sound interval. 

The co_ncept of a harmony arising out of a propor1:ion of ari thmentic 

sounds had its roots _in the Pythagorean··school, and was continued by 

musica theorists thro~~hout histQry •. Musiaa prattiaa specia}ists (per­

formers included) had often relied on the senses to determi.ne ·what_ would 

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

5911 Sonus compositus ·ex simplicibus (seil: Sonis seu Monadibus -
Musicis) inter se conjunctis & crassitudine maxime d1fferentibus 
coalescit & productt vel Harmonia, Consonatiam vel AnarnJoniam, Dis­
onanti am. 11 Synopsis Musica, Continens, {1630) , Chapter VII, and "Pars 
composita contio·ni_s harmoni'~ae ex simplicibus. soni-s seu monadibus 
Musicis, inter se conjunctis & crassitudine maxi~· differenti-bus . 
coalescit, & est vel Harmonia, vel Anarmonia, Consonanti-a Dissonantia. 11 

Synopsis Musica Contine.ns, (1654), Chapter VI, p. 41.. 

60' See footnote 59 ~ . 

6·111 HARMONIA o·ri tur ex soni s gravi bus & acutis congruae suae . 
crassitudinis proportione commixtis, ac inter--se uhj tis_, grata audi tui. 
ANARMONIA, dissonantia oritur ex son1s gravibus & acutis incongruae 
suae crassitudinis proportione coactis, molesta auditui. 11 Synopsis· 
Musiaa Continens, (1630) Chapter VII and Snyopsis Musica Contine.ns,· 
(1654), Chapter VI, p. 41. 



,39 

ari th~ti c, p~portions .. Lippi us had said that both aspect~ must be 

-· . combined to· understana the true nature of harmony. .IIWhen the senses 
- . . . 

cbn_ibine with·re~son, the result i·s music~l. _certitude. 1162 
.· . . . . . II 

These combin~ti ans of soun~s were divided by Cruger into perfect 

and imperfect sounds. Once ag~in he· followed the precedent set by 
II 

Lippi us in 1612-. · Cruger made th~ following· statement in his Synopsis 

Musiaa Continens of both 1630 and 1654: 11These sounds that are in 

themselves mus1~al monads, can be composed in Imperfect voices like 

Li~pius 1 Dyads or in per:-fect voices ~hat are Triads in music. 1163 

Lippius had said that 11 the· combination could be unmediated or imper-

. feet as:··a dyad,: or mediated and:,perfect as a triad. 1164 The mediation 

refers to the.mathematical mediation. The proportion of a 6:4 is, 
. . 

for example, a perfect fifth. It is a dyad because it consists -of 

_ . only two n·otes . The proportion 6 :5: 4 represents a perfect fifth with 

a thi-rd in the middle._ This interval is mediated and re.presents the 

triad. The mediated proportion is more complete than the unmediated 

one. Therefore, the-:triad is perfect, being mediated, whereas, the 
II 

dyad is imperfect, being unmediated: True to fonn, Cruger leaves out 

628 R" . ; . 107 . 1vera, op. cnt.,_ p. • 

6311 utra(; autem:pars ex simplicibus Sonis, seu Monadibus Musicis 
est Composita vel Imperfect~_& vocari potest juxta Lippium Dyas Musica 
ve l perfecta & . vocari pates t Trias mus i ca. 11 Synopsis Musica Continens, 
1630, Chapter VII, and 11 Utraq; autem pars ex simplicibus sonis est 
Composita vel,lmperfecte & vocatur Dyas Musiaa: vel Perfecte & vocari 
pates t Ti-ia.s Nusicct. 11 ·synopsis Musica Continens, 1654, p. 41. 

6411 Porro Pars .utr~que ex Monadibus_ Musicis est composi.ta vel 
immediate & imperfecte, vel mediate & perfecte: quarum illa Dyas, 
haec Tri a~ Musica pate.st nuncupari •11 Quotation taken from footnote 6 
in B. Rivera, op_ .. ait.; p. 108, of Lippius 1 Synopsis, 0612),E 3r-3v.·: 
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the- mathematical aspects of the discussion and simply concludes that . -

the dyad is imperfect· and the triad is perfec~_... T~is sense of triadic 

perfect.ion will be-discussed further in the foll,owing·chapter. 

There is a further differentiation in the dyad. It can be either 

simple or composite.. A simple dyad lies within the range of an octave. 
II 

while a· compos~te· one _lies outside that·range. Cruger says that the 

composite dyads follow the sam~ rules_ and laws as those wJthin the 

-~ct~ve.65 The simple ~yads, howe~er, deserve _a bette·r explanati~n-. 

These dyads are classified as perfect or imperfect, and there'is an 

order of perfection as well. These perfect or imperfect intervals 

can be major or minor in nature. 

The most perfect intervals range from the smallest 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), ~ajar sixth (5:3} and finally the minor sixth (8:5). 

The first three intervals are known as perfect consonances and the 
' . II 

next group is known as imperfect consonances. Cruger also gives each 
, 

interval a certain affect. The octave (unisonus composi tus) is the 

perfect simple sound; it· represents perfection. The fifth is grand and 

finn and masculine, whereas, ~he fourth is a ringing, sad cans_anant 

sound. In the imperfect intervals the major third is lively, vigorous 

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

6511 DYAD~S COMPOSITAE ex simpli cibus, & qvi gem Corisonantes ex 
Consonantibus: Dissonantes ex Dissonantibus, imitantur naturam sim­
plicium juxta natissimum axiama: De Octavis est idem & simile judicium. 11 . 

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, ~e~k an~ . 

languid. 66 He not only finds· aifect. in the· interval.ic struc~ure··, but · 

affinns .that :the closer the intervals are. to the·p.erfect unfson., the· 

stranger and more s·tabl e they become. ·_The minor s_ixt~ is therefore, 

the weakest of.the lot or the imperfect consonances.·. 

: Both Zarlino and Lippius (as well as many other authors) had dis­

cussed the prob.lem of ·the· limit of the cons~nant intervals. Before 

Zarlino's time the sixth was not included as a consonance. He justi­

fied it as a perfect interval because the number was perfect in the 

universe- of the spheres. He said that the major sixth ·could be justi­

fied because it belonged tn the scale. The minor sixt_h did not but it 

could potentially exist if the major ·interval was included •. It_ would 

be included in the diatonal scale and therefore cou.ld be called a 

· 67 consonant interval. Lippi us echoed the thoughts of the w"riter 

661'.Et' si enim quaelibet consonantia simple,csuo· in gradu sit 
perfecta, respectu tamen .alterius vel perfectior. vel imperfectior 
existit, ita quidem ut perfectissima & prima sit-OCTAVA. (unisonus 
compositus) utpoti quae su~ sua perfectione quasi aequisonare ¢ . 
unisonare post unisonum simplicein audiatur~. Post ham; 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 
quoq'°; imperfectione concinere mollius, remissius, tristius: Deinde 
SEXTA MAJOR sua imperfectione ci·rcumsonare quasi altius~ & laetius: 
SEXTA deni4'°; MINOR six· etiam circumsonare demissius, mollius, Languidius 
ad varies _sciendum affectus audiantur. 11 Synopsis Musiaa Continens. 
(1654), Chapter VI, p. 44. · 

6711Questo sono adunque le specie dei Nurneri .al Musico necesarie: 
imeroche 1 a cogni ti one loro serve nel la Musicp all a in_vesti gatione 
delle passioni del propio Soggetto, il quale ~ il Numero harmonica, 
over sonoro, con.tenuto nel prim numero perfetto, il quale -atte a 

· produr le Harmonie & le Melodie ••• 11 Zarl ino, Ist. harm., (1558), 
Part I, Chapter 13, and 11 Che dal numero Senario si comprendeno molte 
case della n_atura & dell 1arte. 11 Op. ait., Part I, Chapter 14. 
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-- . 
Calv_isius~ who said ·that· in music there is nothing more p~rfect than 

- . 

the unison·, because it rep~esents_ oneness and equality; thus often 

drnes _two-vofce comp'ositions end on the unison. ·68 Lippius believed 
. . . 

that the· major sixth belo_nged to the diatonal scale and could be 

included· as a ~onsonant interval, but he said that Zarlino's reasoning 

was faulty ·concerning the minor sixth. This interval should be included 
. . . 

because it con~ained the number 8 in the proportion, thereby ~aking 

it part of the perfect unison that Calvisius had talked of. "The 

system of judging th~ consonance of a musical interval according to 

the rel_ative simplicity of its numerical proportion, i.e., according 

to the smallness of the numbers involved, ·rests on the then universally 

accepted-doctrine that oneness represents the height of perfectio~. 1169 

-The closer that any inte~val came to the unison, the more perfect it 

would be. Lippius, expressing much the same idea that Calvisius did, 

said: 

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

· 6811 Porro si ex fundamentis Musicae de perfectione aut imperfec­
tione consonantiarum. loqui velimus,.non difficile erit attendenti de 
hac re pronunciare, Omne enim, quad origini proximum & simplicissimum 
est, id magis est firmum_& perfectum, unde consequens, nihil in Musicis 

_perfectius esse unisono, qui & respectu sui tantum unus est, & in . 
aequalitatis ratione continetur, atque adeo plerumque finis biciniorum 
in uni sono cons ti tui tur, 11 Cal vis i us, Exer, Mus·, terti a, ( 1611 ) , 
pp. 60-61. 

69 Rivera, op. ait., p. 112. 
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imperfect it becomes, until it reaches dissonance. 70 

The orde·r, of perfect. and imperfect. consonant i nterva 1 s, therefore, · 
. • I 

" . 

· that Cruger listed is consfstent with several other leading early Baroque 
-~ . . 

theorists •. The idea that unity is perfection (consonance) and plurality 

is imperfection (dissonance) related once again to the Macrocosmic/ 

Microcosmic theories discussed in Chapter 4. Dammann has sa·iq that 

the perfection ~f unity was central to ~11 of German Baroque theory. 71 

II 

Cruger borrowed the ideas on affect in dyadic intervals from 

Lippius. Both composers described the intervals in identical terms. 

The octave w·as the most perfect (perfeaticne sua sunmia) because it 

sounded like the unison. The fifth was 1'rr:ost pleasing, most firm and 
H . . 

masculine (gratissimo, firmissimo and maseu.lo tinnitu). The fourth was 

a 11 rather serious sound 11 (graviori tinnitu) and the major third, the 

first of the imperfect intervals, is 11 rather cheerful, vigorous.and 

lively 11 (alaarius, vegetius, vivaaius). The minor third, on the other 

hand, is "rather soft, subdued and sad 11 (r::o llius, remissi_us, tristius} . 

" Lippius and Cruger change the form of the word "aonsonant 11 _to imply 

different fotervals. The word changes from 11consonantes 11 to "consonare 11 

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

?O "Q t · · l . . t. l ' . uo v1c1n1or quaeque es un1sono s1mp 1c1 ra 1one. aequa 1or1s 
sonantiae, ea est perfectior, Qui'a proportio inaeqLialitatis quo prop­
ior est proportioni aequalitatis r~tione differentiae & excessus, eo 
est melior, pulchrior, perfectior, simplicior. Et contra quo remotior, 

. ea imperfectior ad usque dissonantiam. Lippius, Disp. mus. tertia, 
A 3r-3v. as translated by B. Rivera in Johannes Lippius ... , · 
op. cit., p. 116. 

71 R. Dammann, Der Musikbegriff im deutsahen Baroak, (Cologne: 
Volk, 1967), pp. 33-40. 
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cal led "concineZ"e 11 and the majo_r and mi~or: sixt~ are called_ 11ciZ"aw11801Ull•E3°. II 
72 

~ - . ~. 
The major sixth is said to have a "rather hi gh-spi rited arid. happy so_i:.n'id 

- - :: 
. . 

(cir.cwn~~re -quas~· az.t~us & ~tius) while. t_he mi~or ·sixth···is ·~ 11 rather. 

low-s~irited and gentle 1a~guid 11 kind ·of .so~nd (oi~awns~~). 7~_ 

' Just ·because :these intervals wer~- al 1 termed as consonances·, .. -
. . 

did not mean that they all could _be used in a composition as a consona_nt. 

The fourth,. for example, was questioned by many. during the renaiss~nce 
. . 

and ·baroque periods of theo·ry as to whethet it should be classified as 
. . 

· a perfect consonanc~. In the general practice of the day the fourth was 
. . 

treated as a dissonance in·two-part composition.· The fourth, between 

the bass and another voice (a six-four chord), was allowed-only in terms 

of ·suspensions, passing dis·sonances, or in· a text elaboration~ The 

./ 

72B. Rivera has discussed this issue at_ length tn Johannes Lippi.us 
., op. ait., pp. 119-122. 

73·110f 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, i$ heard as a consonance with a very pleas­
ing very firm, an4 masculine· sonority. -Subseq_uently, the fourth, 
because of its perfection,. is also heard as a consonance with a rather 

· serious sound;. than the di_ tone or major third, because of its sweet · 
imperfection as a rather cheerful, sprightly, and lively C.Concinance;J 
then the semiditone of the minor third, also oecause of its smooth 
imperfection, as a ·rather soft, subdued and sad 1t:onci nance; 11 then the 
major sixth, because-of its imperfection as a ra~her highspirited and 
happy 11 circumsonance 11 that is rather low..:spirited, ·gentle ·and lanquid. 
All these sounds are suitable for arousing the various affections to 
which they have an individual resemblance. Th~s resemblance mani­
fests itself a·posteriori from experience~ and a priori through the 
occult and the secret. 11 Taken from the Synopsis Mu.sicae Novae (Strass­
burg: Kieffer, 1612) in translation by B. Rivera in the book Synopsis 
of Neru Musia, (Colorado: Colorado College Music Press, 1977), p. 37. 



·best th~\ a fourth could be called in reality was an imperfect con_­

sonance. The irony .Cit' the".fact is that· the term a 11perfect fourth" 

4.5 

· ··remains .in •·present-day vocabulary eve·n though it was seldom treated . . . . .. . . . 
• . . II . 

. . as perfect past the s:ixteent~ centurJ.- Cruger does not expla_in the 

difference b~tw.e·en ~ major and mi:n.or interval but assumes that the 

reader will . understand trie difference. Tt}e binary split was _well known 

to all musicians: · When Zarlino sa.id the· intervals were to be split . . . . 

· arithmeticall,y into ·two he· quite 'definitely-·me~nt major and minor·.74 ' 
II 

By _the time that Cruger wrote. his works, speakfog of major and minor 
. . 

intervals did not .even· merit discussion. 

~·ust before he goes on to discuss the dissonant intervals, he sums 

up the perfect and imperfect intervals by giving the following musical 

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

Example 1. 

1& 4 , "I II e 

7411Et be~che la Proporfionalit\ harmonica habbia le ·istesse 
proportioni, che si ritrou~no nell 1 Arithmetica: percioche le forme 
delle consonanze {come .habbjamo· veduto) sono contenute tra le parti 
del numero Se nario: · che sono in progressione arithmetica: nondimeno 
nell' Artithmet1ca, tra i termimini minori le .proportioni -sono mag­
giori" & tra li maggiori le minori; & nell I Harmonica, si ritrova il 
contrario: .cio\ ne i maggiori le maggiori; & ne i minori le minori. 

· From the Istitutioni .Ha.rmoniche , (Venice: Senese, 1573), by G. • Zarlino 
in facsm. repr~duction · (New Jersey: Gregg Press, 1966), p. 61. 
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II • 

Cruger then goes on to discuss dissonant dyads. He says that 

simple dissonant d.yads compdse ,all the other simple intervals. They 

are totally inconvenient proportions and the_1r_sounds _do not go easfly 

-_ together,_ but rather sound offensive when combined. 75 Cr~ger- borro~ed 

this defjnition from Lippius who said that 11 simple dissonant or-. 

unharmonic dyads comprise all the other simple intervals. These involve 

irreconcilabJe proportions,.,and their· juxtaposed sounds, which are located· 

·outside the senary, do not easily go together but sound offensive when 

combined. 1176 Cr~ger also refers the reader to ca·lvisius; work Melopaeia 

(1592) for further information on the subject. 77 

Lippius sp~nds time discussing the exact intervallic proportions· 
II 

after defining the dissonant dyads, whereas Cruger explains when and 

why they should be used. He says that dissonances give life to a 

composition and help to join the consonant intervals. Also, when 

certain harmonic progressions require a dissonance it should be included. 

If the text requires a dissona~ce 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 consonances are used with- dissonances 

75Dyades simpUaes dissonantes sunt r~liqua Intervalla simplicia, 
quae proportionibus disconvenientibus continentur, quorumlfue 'soni. 
extreme aegri coeunt simul auditu moleste. Cruger, from the Synopsis 
Musiaa Continens, (1654), Chapter VI, p. 45. · · 

76 Uppius, Synopsis Musicae Novae, in translation by B. Rivera,_ 
Synopsis of New.Music, op. ait., p. ·37. 

77Multum refert (inquit Calvisius ut dissonantia Melopaeo •.. ) 
frqm Synopsis Music Continens, (1654), pp. 45-46. 
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that _have been P-:-OPerly. prepared, ~h.en boredom can be all~viateq, just 

as sw~etness intensifies. in·degree if_ it .follows b·itterriess. 7~ These · 

dis~onant -interval~ can be ·classified in two categories; l. intrin~i'c 

(per 8.e and absotut)) ~hi~h inciudes intervals such as the. seconds ~nd 

sevenths; and 2. extrinsic (per accidens) which i_ncludes dissonant 

intervals formed by the use of_accidentals/9 E~ample 2 shows intrinsic 

dissonances and E-xample 4 ·.illustrates. extrinsic dissonances • . 
II • ' 

Cruger·had said that compound consonances were , just inversions or 

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

. II 

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

7811Multum refert (inquit Calvisius utdissonantia~ Melopaeo recti 
sunt Cognitae, non tantum, ut vitari possint, ne temere, tanquam . consona 
Intervalla consonantiis misceantur: Sed etiam, ut certis locis, harmonia 

. id requirente, usurpentur, & quidem prim~, ut ab Intervallo ad .Interval­
lum commo~ius, & absque hiatu progredi possimus. Deinde ut.hannonia, si 
sententia textus id requirat, exasperetur: · & tertio, ut tota harmonia 
iisdem varietur, & exornetur·. Nam et si hannonia potissim?.m & princip..; 
aliter sit ex·consonantiis tamen, cum Solae consonantiae id quod in 
rerum similitudine fieri solet, satietatem para"t, dissonantiis mixtis 
taed.i um hoc 1 eva tur, . & quae sequuntur consorianti ae suavi ores & audi tui . 
gratiores redduntur, quemadmodum post tenebras lux, & post amarum 
du lee magis delectare consuevi t. ". Crager, Synopsis, op; ait., (1654), 
pp. 45-46. 

· 
7911

Quae dissonant verl> Dyades, vel per- se, & absoiutl dissonant, 
vel per Accidens. · Per- se & absolutl dissonant Secunda (tam Tonus quam 
Semitonium) & septima cum suis compositis. Cruger, Synopsis (1654), 
op. ait., pp. 46-47~ 
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. . . . .. 
•about dissonant fntervals. One example of such a,Linyersi_ori= i's· the· 

second and .the seventh. Although. the ·1n~ervals·are· actually inve~sjons 
• • • 0 • • '!' • T • • 

- • • ■ ~ 

he does .not us~ th·e t~rnf 11 inver~ion;n .rather, ·he j-us~ d~scribes· the· 

iarger intervals· as being similar to 'the smaller· ones, onl1 ~ccur,irig 

· ~n di fferent:0 1 i nes .a~d ·~paces. 80 . -l~us the· t~nn absoluti .~ouli refer 

.to _interyals in the smallest p~sition, and pel' se wau·ld refer to thE: 

larger ·expansion of the i.ntervals~ 
• ·11 

· Cruger mentions that these dissonants are often found i.n runs of 

diminution. 1hese dissonant~ often occur on. the dyad of ·an augmented; 

fourth. When found on the fourth, they are not like ane_s found an 

the s·econd or seventh. Orie type of fourth occurs naturally in the 
. . . . \ . . . 

hexachord and is called ordinary (ordi,,.ar:ie}. A second type,.of dis-, 

sonant fourth can ·occur when the_dyad·i.s altered by musiaa fie~ (an· 

accidental on one or two of the notes) arid is called extraordinary 

( :,_ d • ., ) Bl F l ~x~i·aor ~nal'~e ·. · or examp e: 

8011 oyade~,per acddens dissonantes sunt Intervalla quae prim( 
fronte quidem a consonantiis non _discrepant, eosdem e·nim linearum·, 

. locos, & spatiorum,. ut cons·onantiae solent in Notulis .occupant; Verum · 
cum vel semi tonio min.are abundent, vel defici ant,· Anarmoniam, seu _ 
dissona·ntiam pariunt. 11 Synopsis .• • (1654), op. cit._, p. 47. 

· 8111Sic Quarta sit superflua, quando sem,tonio minore addito 
tres Toni conjunguntur (in de Tritonus appellatur) quad sit vel 
Ordinari~ vel Extraordinair~. 11 Synopsis •.. (1654-), Ibid. 
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Example 3.-· Ordjnary. Dyad at the Fourth. Synopsis· .·.·· (1654), 
. . . . .P~ 48. 

n 
..... -·- - - .. - -· , 

The second type or Extraordinary fourth occurs in using musi ca ficta 

in the hexacnord. If a sharp is added in the first or second species 
' . . . 

· or if a flat (b) .is added in the t~i'rd species an augmented fourth 

results. The following examples are given: 

Example 4. Extraordinary Fourths (Synopsis. • ( 1~54), p. 48. 

··--- ... ---... .. 

' ~ ll . B II 

The resultant intervals are augmente~ 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 
II 

fourths. •Cruger calls these. diminished fourths (quarta diminuta) •. 
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Example 5 •. Extraordinary Fourths (Quarta diminuta); Sytll)psis 
. 1654, 'p. 48 

. - ~ · ' ···----- ... _ .. ,·· 

0 Jo It 
- .·-·-- ♦ -·-

Th·e next example given is for the augmented fifths (Quinta sit 

_Superflua}: 

Example 6. Superflua Fifths, Synopsis 
II 

Cruger (1654) 

*Note. al to is f in Synopsis (1630) ch. vi1t and e in Synopsis (1654), 
· . . · p. 49 • · "Th&, 11-'S'IJ c4i,&.ior. i5 t''°o~-bl"j -. _,_..;",\·,_., e_rro-r,. . 

and the diminished fifths follow: 
II 

Example 7. Diminuitur Fifths, Cruger, Synopsis ••• (1654), 
· p. 49 

I ,, fa 
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The o·ctave also. can be· '·augmented: 
• II 

Example 8. Superflua Octaves, Cruger, Syno_psis ,(1654} ,' p. 49 · · 

-- .... . . . ---J-·-- -

and diminished: 
II 

Example 9. Diminuitur Octaves, Cruger, Synopsis (1654}, P.• 49, 
1630 (Chapter VII, E2} . 

.. . ----- .. , .... ... - . - ., - -- ·- -

+ 
*1654 error in printing/ 1630 correct 

II ' 
Cruger concluded the chapter on Dyads by saying once again that the 

same rules apply to the dissonant. composite dyads as do to th~ formerly 

described simple dissonant dyads. 
II 

In. chapter XI of ~he Synopsis Musiaus continens (1654} Cruger goes 

on to give examples of intervallic progressions using dissonant compos-
. . 

ite dyads. The dissonant second is used in conjunction with the per-

fect fourth and. its i~version, the perfect fifttl. He does not state 

that the fourth and fifths are inversions of each other, but 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 ~nisori octave~ s.ee· below 

in Example 10: 
• . II 

Example 10. Synopsis Musica Continens. (1654}, p. 71, Cru~~r· 

·- --~-~. ·- '. 
~# 

J. •• ~. -... 
- ~ - - -~ 

.,.. 
,~ ... ... 

. 

The progression, in figured~bass 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 understood in contrapuntal language. 
II . 

. The vertical concentus is not dissonant. Cruger speaks of dissonant 

seconds in tenns of contrapuntal rather than tonal language. The 

linear movement of the melody line· is just as important as the vertical . 

concentus of sound. 

The next, Example 11, shows how to hannonize descending seconds 

with fifths and their inverted fourths. In this case the resolving 

interval is the fifth of the triadic chord: 
II 

Example 11. Synopsis !.fusica Continens, Cruger (lp54}~ p. 72 

I . 
I• 

...,, V 

• I -· -.. 
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II . . . . . • . 

_C_ruger says.-that musica-ficta has· to be used occas~onally ~a-pre-· 

vent fa_ul ty intervals frbm occurring. If thes~ _sign_s are used~ they _ 

·should p~eferably be·used·in the melody line·.82 !·he signs ·used-·w~r~ · 
'I, • - • 

not con·si stent wi t_h pr~sent day use~ He uses the # sign for· one reason 

and. th~~-- fa~ an~the~. Cr~ge~ de~cribes ·two systems:. (a)" th:e _true . 

and correct" use of the.# is ·an the C when it is a leading tone to D o.r 

whep F is .. _a l _eadi ng to~e to G; _(b} the ab or~ i ~ used for the note 

Bb, as in Example 12a, 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· 

a b i.n the key si_gnature the; sign would be used in the upper _note. 

fo toe scales that use the F systems, a# would be·.us~d incorrectl~ 

in· the upper notes, a~ seen in Examples 13a and 13b. If you have-~ 

piece_ with the Bb in the signature an~ E in the Bass part and a Bb in 

_ the soprano part, use the'f sign. to make the fi.fth perfect (Example 12a). 

Likewise, when you have no.signature and the Qass sings Band the 

superior sings Fuse the.q or the Ob _to raise the semi-tone t_o make 
-

a perfect fifth. He cautions not to. use the# as shown in Example 13a 

and 13b where the bass singing Band the soprano singing E • 

.- 8211Diesis ista # requirit _f~eque.ntem Notam utplurimum ascend­
entem praesertim in melodiis vocalibus: In Instrumentalibus veri 
haec lex ade~ s tri cti non observatur. II Cruger, Synopsis • • •. 
(1654), op. ait~, p. 72. 
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Example 12, Synopsis, 1654 P~ 73 Example 13, · Syno~sie, 1654, p_. 73 

.. . .-.. : ---•· "' . 

..• 
I ... 

. .. 
·---- - -- - '"·•- · -· 

II . .. 

Cruger deal.s with progressive octaves, fifth$ and unis~ns • .- Al-
. . 

though the consecutives _would have appalled prit.na prattica follower·s 

of iarHno, . they were justified by the Becunda prattica followers. 
II • • 

C~uger shows his preferenc~ for .this second practice in the Synopsis 

(1654). He feels that .bad consecuti.ves are avoided by.the use of 

ornamentation . and then gives ~xam~l·e.s of how thi.s can· be achieved~ ~3 

The types of dissonances used come in the fonn of upper appoggia.tura-

1 ike prog~essions (Example 14a)•, passing notes (14b}, anticipations 
II 

(14c) and as suspensions (14d). ~ruge_r did not label the dissonances 

thus, but they are in reality traditional melodic ornaments used _in 

a modern way. The dissonances tn· each example cover parallel octaves. 

8311Miscet haec harmoniae · forma sa·epissimi Relationem non harmoriicam, 
ut videre est in exemplo proposito, ob quam, cum soni difficulter uniri 
possint, concentus quasi evailescit. 11 Cruger, Synopsis ••• (1654), 
op. cit., p. 96. · 
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Example 14 • . Synopsis_ (1654), p. 74. 

... -.:l, , . 
. -- • -• • • - --• - - -

~ 
v,vv - ... 

-.-✓ 
a.,. b:.. ~-:' 

- • 
I,; ' I 

G" c:1. .. 
•- ... -... - • -~ . - - ■ -.. •• out . . . .... 

... ~ . ..... ... -··- : . • - - · ~ - - - -· ........ .. . - • • , . • 4• 

• ■ - . .. - -- ■ ..... 
' I ) 

. . 

. . 

Further. interesting dissonances· can be included by the intro-

duction of pauses in the ha nnony. This, in effect, causes a syncop·a­

ti on of .rhythmic harmony. The technique had been in use from the 

·earliest of R~naissance times. The examples given are as follows: 
II . 

Exa~ple 15., Cruger, Synopsis (1654), pp. 74-75 

-- [ , .. .. - , ·-- .. ... --··- -- -· ~- J. ~. 5- ' . -- - '· • • ■ - • 
I• 4 V Q ... V - - ~ ♦ ~ U-f?' 

I .... - ..... ~ iJ. #' ,.,., 
■ - • .. 

■ ■ . ~ ■ • . 
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The dissonances s·hown in th~ above example a_re aurally implied duri.ng 

the rest.· In numbers 1 and 2 the dissonance is a simple second or 
• ♦ • • • ; 

composite ninth_. ·The third and fourth examples show the fourth . . ' 

as a dissonant between two sets of fifths. The fifth ·and·sixth examples 

show a part crossing involving a s;mple seco·nd. The seventh example 

uses an anticipatory figure to form a dissonant of·a composit~ second 

(9th) • . The eighth example implies that the sixth between the lower C 

and the A is a d-issonant figure in feeling. Example 9.:shows a simple 

second. 

Fourths and sixths can be used in passing-note progressions to give 

interest and continuity to the music. An ,example is: 
II 

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

·-- ··-· ..... -··- -- - - - --- - ---- ·- - ··· 

" . :t . 3. 61-. 
■ ■ ■ ■ - - -~ ■ - - - -.... - - .... 

41,r .. . - -y I• ■ ■ ■ -,. - - -. --.. -

Passagework between consonants of fifths can use semiminims that in­

clude intervals of fourths and s~xths. Example 16 showed t~e use of 

sixths between fifths, and Example 17 shows the use of fourths between 

fifths. 



. Example·· 17. 
II , . 

Cruger, Synopsis • •• (1654), p. 76 

■ • 
■ •• - ■ . --- -. • ---. ■ • 

• .. • I 

■ ■ •• - ·-

A dissonance can be ·used between a sixth and an octave, or fi~th~ 

especia)ly if the passagework between the two intervals consists of 

short notes, as in Example 18. 
II 

Example 18. Cruger, Synopsis . , • (1654), p. 77 

·fYA., ~a.-,., . - -
■ ■ 

■ . ' -"', -t~ .. q,( ... -~ 
16 -

■- . 6 
I . • ■ ■ • - ■ ■ . ■ ■ ■ 

I -· • ' -· .. 
*This example is faulty:the bass should 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 i n Example ( b) the sixth moves downward thro_ugh a 
. . II . 

seventh to land on two successive octa_ves on D and E. Cr_uger also 

gives two .examples of ornamental passages using the sixth .and fourth . 

and finishing on the sixth. These are as fo1lows: 
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Example 19. Cruger, Synopsis •· •• (1654), p. 77 · 

.. 

•• 
I 

• 

■ 
a 

■ r 
• ■ . 

■ 

■ . 
- · ·-·-----♦ : --- -

• 
. I 

• 

■ 

• 

. . .... .. -- -
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II . • . . . • • • 

Cruger not only· discusses dis_sonances in dyads, but ~lso gives some ·. 

interesting examples of how the perfect consonances can be used effec­

tively in compositi~ns. He says that ~erfect consonances of the 

same species may ,follow each other l. when they remain stable (when 

repeated) '. or ~- when ,they are rnovi_ng ·by leap whether in contrary 

motion or whether by ·exchanging parts and thus the sound is not. 
' . 

changed at a11. 84 the Example 20 shows how these .perfect consonances 

are used in contrary motion and in tonal immobility with rhythmjc 

variance. · 
II 

Example 20. Cruger, Synopsis (1654), p. 77. 
- -- - - -·- ------ -- --♦•- -------- --·-

I z: . • . • 
• • 
■ • ■ .. . • ■ -. • - ■ • • - ■ ·- ... ■ 

- - - - • • ■ 

- .... ,,. ..., 
~ 

,,. ' -er V"' + I ., - - - -A-4> - A-

- ,~ - ■ 
... 

·- ■ • ■ ■ ■ ■ ■ - ■ -
I ■ ■ - - . - ■ ■ • . - - . c_ • 

• - .. . . 

8411conson~nti ae Perfectae ej usdem sped ei · se. sequi possunt · 1. Cum 
manent immobiles. 2. In Saltibus, seu motibus conrariis, sive quando 
·per vice's gravis Sonis in acutum, & contr\ acutus ~ gravem transit. 
Hoc enim modo Soni non variantur, sed in un\ eademque clave quasi in 
unisono Constituti consistunt, etiam si de loco in locum transportentur 
ut. 11 Cruger, Synopsis Musiaa • • • ( 1654)·, op. cit. , p. 77. 
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.. • 4 4 

. ysing· the same prindples as appHed·in ·Exampl~ 20 -a~o~e w~· see how . 

these repeated· perf~ct consona'nces ·can b·e joined. to other perfect·. 
• . • ! 

consonances in Example 2\ below_. · 
. . • II . • . • • 

·E~ample 21. Cruger,. Synopsis (1654}, p. 78 , . 
. .. -, ,. . . 2·- . -~ ------J~_--:;-:---·_··. ··--: · .,.. . 

.... 
• - - ■ --- . 

• . -
. .. ..,. c> .... ~_, Cl-q--o'U .. • .... ~ -· ---·- --··-.· ' .. . ·- .. ·. . ·····-·· . -·· - ·-· , ----------:.J 

. . 

· Repetition can· be used to induce an affect of languidity and_openness.~5 

II ' 

Following the practices shown in Examples 20 and:21, Cruger gives qhe 

further example that can produce these affects. 
II 

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

I - \ ,. ~-
·- ., -- IL ■ . - . • 

' ' ' --'- --,.. -- ■ ·-. • ■ -·- • - . 
. .. .. - . 

8511Vox sui Intervalli propria sedem consequitur, harmohja quasi 
evanescit, sit languida, & hiulea. ut. 11 Cruger, Synopsis 
(1654), op. oit., p. 78. 
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·. ·chapter: t~n of _the .Synopsis ·. ~ •. (1654) ·shows how to.resolve . . . ... . . ~ . ~ . 

·imperfect consonances. · Several ·e><ample·s are· ·giveri from a minor· third· . 

· .to ·the octav.e; _these,:are sho;n' _i·n·· Example·22&and a ·major third to 
. . . . , ., .. ' . . . . ... 

the octave i_n Example 23. ·. 
. ·II . . 

. Example 22&. Cruger, Synopsis . ' . . . (1654}; p. 87 

l . ·L., -2 .• ~-- 4# .. :;. '-• 
-· _. - ... •-·-· ....: 

- . -
A .. - - ... - "11 - .., _, o· . 

4/ A -e, .. 
,.. .. . - -·-· - -

I - - -... -

II 

Example 23. Cruger, Synopsis (1654), p. 87 

. - ----

' 
,_ ~. I. 

-
,r _. .... .. 
• -- - .... 
. . -

The major and minor thirds. can also resolve on the fifth. Example 24 

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

shows the major.third resolution to. the fifth.· 
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Exampl~ 24. · Cruger, Synopsis. (165~), p. 88 . . . . . 
- • • • --·· · - - · , • - • • • ~,, ~ - · • • _,:. 04- ~--• - • • - • • .;. . .... ... . ~ - ----- ... • 

\' ,.-. . '2.. ' '1. q.. 1, .. , ., . 
. ~--..- i + ~ ~ + ..... • ... "V"" 

~ ; 

- .& . ...... - ·-.., .. -- -· ~ · - -. -- . .. 

II 

Example 25. Cruger, Synopsis (1654}, 'p. 88 

I () , .. 1.- J. ~ .. ~- , .. ... . . .. . ... . -
' 
I IJifa 3 ~ -· 't ,~:.,. - .,.,.. 

• 0 4 
t 
! ...... . '. -. -. .. , .. •· 1• - ,. . . . 
. . , .. - .. -
I - • •. . - -- ··- . 

Minor thirds can be combined with major thirds to form harmony. 

· Example 26 shows . this kfnd of progression. 
II . 

Example 26. ·cruger, Synopsis ••• (1654), p. 90 

I 

r) 

-- .. - ., 
I ,, 

- -

: 
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Example 27 show~ the 111>vement from one major third to another ·major 

th.ird. 
II 

Example 27. Cruger, Synopsis (1654), p. 91 

l , • 

. . 
I 

• 
~ ----- .. --··· ___ .,. __ . ,. - ·· -· - ·--·----·--··-·- - . .__ 

Examples 28 and 29 show how major or minor thirds can resolve on major 

or minor sixths. 
. II 

.E~ample 28; Cruger, Synopsis • •• (1654), p. 90 

r) I, I .l ,, .. 

D 
.,.. .... 

•• 

II 

Example ·29 . . Cruger, Synopsis ••• (1654), p. 91 

-
~ 

-,. "" -3 -

II 

' ..., 0 -- --e- "'I 

~ ~ 
I• --•• . . . -
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Major s1xths can resolve to the perfect fifth or the perfect octave. 

Example ·30 shows the resolution to a perfect fifth in the first two 
~ :. ~ 

meawres, and then. the resolutio·ns· on the perfec.t octave in the next 

measures~ Measures five and six of the exanipl~ show ·an ·ornamente~ 

reso 1 uti on. 
II 

Example 30. Cruger, Synopsis . · •• (1654), p. 92 
·-- ,,.----~·: · 1- q. s. '-· 

. - • . . - - - --
-& . - a 

V . , - .... .. -
- - L,o 4" -- I ., I 

-· - ... .. a• - a• -. - . -

II 

Example 31 shows how Cruger resolved the minor sixth on the ~hird or 

si xth. If the sixth is considered in the same example as the tMrd·, 

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 resolution of the minor si xth. This conce~t 

would eventually lead to a theory of chord inversion, based on the 

root rather than the lowest note .of the chord. Chord inversion is 

essential to the modern tonal concept of hannony . 
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Example· 31. - Cru_ger; Synopsis • (1654), p.· ~3 

A ..... 0 -

The sixth can be treated as a consonant resolving interval. and it : 

can b~ used very · ef fee ti ve ly 1 n an ornainen ted passage. Examp_l e 32 

shows both of these features.-
II 

~xample 32-. Cruger.~ Synopsis (1654), p. 93 

· ,- -,. ~- ~- ,., . :s .. 
■ 

■ • • . ■ ·- • - • ' •. ■ - ■· .. - - - ■ ■ .. -
-IP' ~ 

' 
. ..,.. 

·"' ~ - --&- -;} ♦ '+4- "' -
- . I ... - - - ■ ---I ■ - .,. OI ■ -II .. - - . - . - ■ -- • - - - - . -. .. . 
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II . 

Cruger concludes the chapter by sayin~ that harmony shQuld occur 

in ~n appropriate place to produce the correct affect. If the major 
.. 

and minor thirds occu~ in the-superior .and inferior voices certain 

affect_s will be noted. 
86 

He finishes the chapter-by saying· that- chor~s . 

8611
cum Harmonia haec sit optima, quae consonantiis q~i-bus libet 

proprium & naturalem locum distribuit, 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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· ( concentus} · not exi s t~nt in the. mode. must be used in a· careful .manner 
' : . . . . 

·. so a·s riot to p~oduc~ an -~mpty and notsy sound~87 
. . 

· Dyads; ·form . the basi·s of .the triad . chord, . and the tr~atment ·of the 
. . . . . . 

hannoriiz~tion of· these dyads was essentiai to the realization of the 

triad,. or. trias harmonica. The pfini:iples of cpnsonances an9·.di.s­

sonances lending_affect to the music applied not ~nly. to the dyads, but 

also to the triads.· The function of the indivldual intervals .was,·· 

however, very similar to the traditional contrapuntal style evidenced 

during the lat~ Renaissance. Jhe differences came in the appending of 

affect to specffic progressions arid to the interchangeable use of the 

simple and compound dyad (major and minor third, for ·example) in . ' . 
. " . 

resolutions. It is to be n_oted that Cruger still adhe_red strongly 

to a linear concept of harmonization although he did discuss the ver-. . 

tical concentus of sounds. in relation to each other. Once _again. it 

can be· concluded that the discussion of dyads leads one to form~ 

" belief that Cruger .was describing a pre-tonai p~st-contrapuntal style 

of composition. · 

.di toni in soni s acuti s & superiori bus, non in · gravibus & .i nferiori bus 
naturaliter versantur. Erga· etiam in acutis sonis ·dominari, nee in 
grav~bus fundamenti l&cum continu~ occupare debebantti sed contra sit 
i.n hac harmoni ae forma, Ergo vi x eri t probanda. 11 

• Cruger, Synopsis 
••• (1654), op. cit.~ pp. 96-97. · . 

8711Concentus enim .nullo inclusus certo Modo·inanjs est Strepitus, 
& a~squ~ judicio dee:omptus sonus, q~;_ ·auribus in scientia Mus1ca 
del1cat1s plus taed11, quam delectat,onis affert." Cruger, Synopsis 

(1654), op. cit., p. 97. 



CHJJPTER 6 

.· THE CONCEPT Of THE TRIA& HARNONICA 

Tri ni tas haec ha_nnoni ca vera ac recta radix Uni tri­
sona est 9mnis p·erfectissimae ~ .Plenissimae harmoniae,. 
quae ' dari in mundo potest,. sonorum etiam mille & millies . 

· mil le qvi ·tamen omnes ·ad tamen omnes : ad unam hujus· Triadi s , 
partem s i ve in Uni sono si. mp l i ci s 1 vi compos i to ( & Octava) 
referri posse debent, Mag{liistius mysterii divinae (solum) 
adorandae unitrinitatis imago & umbra an ulla luculentior 
in mundo esse possit nescio.88 Cruger, Synopsis • •• , 
(1630), :Chapter VII. 
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Two distinct uses of the term hannony came into common practice in 

the early seventeenth century in Gennany. The one referred to the 
: ' .. 

intervallic combinations of. two notes, called dyadic harmony, or counter­

point, and the other referred to triadic combinations, called trias 
It 

harmoni~a used in realizations of figured-bass. Cruger discusses the 

· dyadic combinations at length, as was shown in chapter .s, but he says 

that the triad is the more important of the two in modern composition. 

The .term 11 trias hannonica 11 was coined by Lippius in his Synopsis 
II 

Musi aae Novae - · (N.urenb·erg, Caroli •Kieffer, 1612) and was quickly 

. . 
8811This harmonic •trinity is the true and right unitrisonic root 

of. the ·most perfect c!nd most comp1ete harmony \•Jhich· can be given in 
the world, even of the thousands and millions of sounds which should 
be. able· to be re.duced 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 uni trinity and -I don't 
know how there cou1d be anything more splendid in the world. 11 
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· adopted throughout Germany to discuss· this new idea of composition based 

on the triadic rather than dyadic unit. 

Lippius wrote extensiv.ely on the subject of the •trias harmonica 
11 II 

and Cruger copied virtually all of his ideas •. Cruger's uniqueness came 

in his addition of numerous examples to illustrate this important idea. 

It must be remembered that the triads· consisted of a vertical concentus 

of sounds but did not refer to a tonal relationship between ttiese 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 modal 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 di fferenti ati on between the modes. However, one 

must be very careful not to equate.these major and minor modes, based 

on the trias hamonica characteristics, with major and minor keys. 
II 

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 conceive· of ft in· eighteen th century terms, ·did not- exist .. 

. There· is ·a_ lineal progression of _historical chordal de·veloprrient 

that ~ould lead to the conclusion that the major/minqr·k~y system was 

just an outgrow~h- of the-theory of previous times. However, it _is 

• more authentic to look at music and theory ·as the compo_sers and theor­

ists of the_ day viewed them. Benito Rivera has proposed_ an 

evolutionary development of triadic chordal theory. The theory 

follows the_ following step~}9 

l. During the fourteenth century chords that consisted of three 

separate notes (triadic combinations) were considered good but so were 

·dyadic combinations ( two di sti ncti ve notes· with octave daub 1 i ng) • 

The treatise Ar>s discantus secundwn Johanness de Mw:>is (Coussemaker, 

Scriptorum III, 68-113), is the earliest work that gives rules and 

tables concerning the vertical distribution of three instead of 

two notes. 

2. Triadic-combinations are sometimes considered to be better than 

dyadic combinations (with octave doubling~} but dyads are still 

considered very good·. 

3. Zarlino's Isti-tutioni (1558) is the first treatise to show that 

triadic cpmbinations are always considered more perfect-than dyadic 

89 .These stages have been taken from the dissertation, Johannes 
Lippius .•. (Ph.D. diss., Rutgers University, 1975), pp.· 190-246 
by Benito Rivera. 
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cpmb:inations •. Zarlino says that perfect hannony is that which com­

bines diverse elements and therefore the composer should strive to 
. . ' . 

have a fifth and third in every chord.90 

4. The. fourth stage. in the 1 i nea l view of tri.adic chord evolution 

occurred when the triad was considered to be a symbol of the Holy 

Trinity . During this period, in the early seventeenth century, th~ 

tentlS mas or trias harmonica were used frequently. It is during 
" . 

thi:s period that Cruger, following Lippius' lead, wrote on the triadic 
II 

concept. Cruger used the term trias harmonica throughout all his 

treatises. 

5. The final step of the .triadiG evolution is .the consideration of 

6/3 chords and 6/4 <:hards as recognized inversions of the 5/3 chord. 

The seventeenth century theorists that listed this inversion technique 
II 

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

mention it in his works. 

The basic information outlined in the above mentioned theory is 

that the triad had existed throughout many years of musical history 

but it only gained importance during the seventeenth--century. None 

of these early seventeenth•century composers 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 

90-raken from Zarlino, Istit;utioni Ha.Pmoniche (1558), Pt. III,.· 
ch. 59. 
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of the chords were generated~ They did. not say that the,se roots re-. . . 

lated to each other in any way other th~n ·belon~ing to .the same modal 

set of s~ales, and could be related at cadence points for ··a.proper 

and effective resolution. These triads -~ere associated with• affect, 

and preferably the same type of triad (major or minor) would be used. 

consistently throughout the pi.ece to maintain _the -affect of the 

composition. ·_ 
II 

In· order to study Cruger's ideas on this trias harmonica.it is 
• II 11 

necessary to quote Lippius from whom Cruger copied. Both Cr4ger1s 

and· Lippius• definitions and explanations will be quoted but 1;.he 
. II . 

examples w_ill be taken from Cruger's own treatises. Many of these 

examples were borrowed from other contemporary !=Omposers, _but examples . 
II 

will·be given as shown in Cruger1 s ·works. 
• II 

The quotation that heads this chapter shows that Cruger 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 idea. is that three in one becomes 
. . 

. the perfect unified whole, one being the prime number, and three in 

one being a divine concept. The quotation is taken directly .from · 

L
• • 91 
1 pp1 us. 

II 

Lippi us and thus Cruger are ta l l<i ng about th~ triad as being 

9111Trias Harmonica .Simplex· & Reeta Radix vera .est Unitrisona . 
omnis Hannoniae perfectissimae plenissimaeque quae dari in Mundo 
potest Sonorum etiam mille & millies mille, qui · omnes referrf posse 
debent ad partes ejus in .Unisono Simplici & Composito, magni istius 
Mysterii DIVINAE ·solum adorandae UNITRINITATAS Imago & umbra •.• 
Lippius, Synopsis • •• (Strassburg, 1612), fol. F 4r-7v as taken 
from Rivera, op. cit., p. 344. 
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generat~d fr~m the root (radix) or the lowest note. :within this root 

are contained three _sounds (radical so.unds) that ·fann the tri.ad. These­

three monads are named prima (.lowest), ul.tima ·or s.wmra (highest), ani · · 

media ( middle) • Examp 1 e 33· shows this fo mus i ca 1 · nota.tfon. 

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 (~ur) tri_ad in which. there was a 

major third on the bottom and the mi.nor third on· the top. Exampl~. 34 . 

shows this triad. 

Example 34. Major friad 

These triads could also be called imperfect if·they were based on th~ 

ratio of 4:5:6 and called 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 describing the ari.thriletic ratios of the 
. ' " . 

triadic relatio_ns;.but Cruger eliminates this discussi~n,concluding ·· 

that ~he-triad is perfect because it represe~ts .the Trinity. 92 

II , 

Cruger- identifies the triad as being a.ii integral part.of the modal 

system. In order to recognize the mode of a composition you must 

look fo~ the -final note of the bass voice (root o~ lowest. voi~e) 

and add above it a perfect fifth and third. _The triad fonn,ed is con­

sidered to be the most perfect and complete of .harmonies to be had in 

this world. It is the root of. a thousand or million so·unds 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 

92see footnote 88. 

9311Qui d sunt Modi? Sunt certa hannoni ae genera quae omnem 
melodiam intra certos fines ac terminos continent, & ad peculiarem . 
affectum inflectunt ••• Unde cognoscuntur Modi? Primum omnium 
respite vocis infimae sive Basis clavem finalem. Huie superadde l • . 
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 
Tri adi s partem referri debent. II Cruger, Praeaepta Musiaae Priactiaae 
(Berl in, 1625), B, 6v-7r. · 
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d~ter~i_ning factor of the identification of the perfect mode. Of 

interest' is . the ·fact· that if the fourth fs added. above or below this 
. • . . .· .· . . . 

. perfect ·lil~d~ triad; the ·amtiitus of the ·authentic• or plagal mode is 

al so described... Therefore . the authentic and per:fect modes _bot_h con­

tain' .th~· key t·ri a{ common i !I ro·ot and range. Example 36'\shows the 

Ionian mode triad with ,its a~itus of the authentic .below the basic 

triad. 

Example 360,. Ionian Mode Triad 

The best classification ~f the modes is 1therefore, based on the 

tr.iad within the mode. These triads will be either major or minor, 

depending on. th·e interval H c structure of the modal seal e. · A further 
. . 

study of this major/minor mode classffication will be discussed iri 

the following chapter. 

· The reason this tri.as. harmonica is important, is two-fold. First;·. 

the knowle~ge of·ttie structure of the triad helps to underst-an_d the 

harmony gf ~he uni verse; and second_,. a: knowledge of the triad helps 
. • II 

with a perfonnance of the piece of music. Cruger says that if a 

person is singing in an ensemble then he should note t he Trias Harmonica · 

because the harmony of the piece wi 11 use this triad frequently and 
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. most of the cadences will be on this triad. 94 For exampleJif the 

pi-e,ce begins in C the triad will also be a_ C tl;iad and will be called 

~ither an Ionian or a Dorian triad (if following Zarlino's .i>rac~ice) . 

. If .this C t _ria~ is loca~~d at the start of the piece it will probably• 

be located many times.throughout ·the piece as well. ' Therefore, if the 

singer focu~es on this triad he will never lose his sense of pitch 
" . 

relationship. It must be n9ted that Cruger does not .infer that this 

focal triad of . the piece is related to the other triads in •the 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, i.t is a modal focal point. The root (or pl'ima, or radix) 

9411
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 ders·elbhe stehe. Denselben Clavem und dessen Ton musz er 
ihme nebst auch der Tertia und Quinta drUber wol einbilden/ und allezeit 
in menteebeha l ten. Dann, weil in di esen 3. cl avi bus oder Tri as Har-. 
monica farnehmlich die hannonia des Gesanges bestehet / und die mei­
sten clausulen in demselben formiret/ und zum offtern wiederholet 
werden/ kan man in observirung dessen nicht so l~ichtlich irre werden/ 
und de~ rechten Ton verlieren kan auch dahero desto gewisser und · 
dreister singen: Als zum Exemple: Gehet der Gesang auszm chat man 
s i ch ei nzubi 1 de den Tri ad Hannoni cam C eg. , Ut mi so 1 • 

11 · 

Cruger, Musiaae Proaticae PI'aecepta Brevia, (Berlin, 1660), pp. 17-18. 
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gradually came to Qe associated with. the bass line, as opposed to the.· · 
. . 

tenor line of earli.er times. The bass formed the root of the triad. 
• I • • 

.. . ·. II 

Discussions of inversions of the triad were not included in Cruger.'s 

treatises although Lippius did discuss the issue .. The issue of 

figured-bass is•closely related to the trias Karmonica.· The bass 

line was realized by using these triads.- In order to understand · -
II • . 

Cruger's teaching~ on the· subject of.the trias. karmonica· and the ~~ac~ 

tical realizations of figured bass the following section will include 

examples of both from his own treatises, and also comparative quo­

tations from his source, Lippius. 
II 

Cruger begins the section on the Triad of music by saying that 

the "musical triad consists of three di sti net dyads. II . He points out" 

that when they are consonant intervals then they are harmonic an·d if 

they are dissonant they are anhannonic. 95 He· quotes Lippius who also 

includes the term radical sounds. lippius says that 11The Musical 

triad consists of three distinct Cradical) sounds and dyads. It is 

consonant when they are consonant, dissonant when they are dis­

sonant. 1196 

9511 DE TRIADE. MUSICA. Trfas Musi ca ex tribus Sonis, & totidem 
Dyadibus constat, & quidem ex consonis c~·nsonans seu Hannonica: ex 
Dissonis Dissonans, sy~- Anannonica. 11 Cruger, Synopsis Musica ••.. 
(1654), p. 50 and Cruger, Synopsis Musica ••• (1630), op. ait. ,· 
Chapter VIII.· . . 

9611Trias Musica ex Tribus Sonis & Dyadibus Radicalibus distinc­
tis constitua est: ex consonis, consonans: dissonans ex dissonis. 11 

Lippius, Disputation music:a tertia, (Wittengerg, 1610), fols·. 8 2r-4r. 
as quoted by Rivera in Johannes Lippius., op. c:it., p. 332. and 11TRIAS 
MUSICA ex tribus·sonisl: totidem Dyadibus Radicalibus constat Canson­
ans seu Harmonica ex consonis,_ex dissonis Dissonans seu Anarmonica. 11 

Lippius, Sy~.opsis Musiaae novae, (Strassburg, 1612); fols. F. 4r-7v 
· as quoted by Rivera in Johannes Lippius., op. ait., p. 343. 
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. : . 
• • • .. •• ' J: 

This concept · of three dyads.probably means . th~t Cruger is refer• · . . . . . . 

ring to th~-three sounds (monads) in the triad each generating a dyad.. . 

·· The- highest ··or ·chief. point 1 s the t"i ftn but the mi.ddl.e ~ or. ~edi a~ thi ~ -
.. . . . . . - . .. ... 

is wha·t produces the_ ·ringing vfgorous sound that joins th_~ th(?rd ., 

cal~ly ~nd sweetl~. ·97 This trf~d can con·s1 s~ of a ··o·.ttone (inajor 

third) on the bottom and a Semiditone (minor third) on the 1:op· (major . 
. . 

triad) or a Semi di.tone: on the bottom ·and a o; tones on the top · (ITlinor · 

triad): The examples he lists _are shown · in Example 361, ♦ C• ·. 

" . . 
Examp.le 36 b~Cruger, _Tri ad Hannonic~~ · synopsis {16,30), EJ 

The examples ~f major triads given on root notes c, d, e, f, g and 

a, use accidentais to be inter:vallically correct. They ·are· given 

in Example 37. Likewise, the triads can use flats t.o produce the .. 

correct min~r 1ntervals. Example 38 shows these. In th~ case of the 
. . . . 

triad starting on B several ways of adding accidentals can be used to 

97 ,isoni ·tres seu. Monade·s cons ti tuentes tres is tas Dyades 
Hannoni cas, & Tri adem harmoni cam sunt 1. Dua extrema, sci 1 i-cet prima 
seu Infima, Be ultima seu sumrna ab illa genita, distantes a se invicem 
per Quintam.- . Deinde est una Medi.a duas illas extremas perfecta, mascu­
lo(;. ti nni tu cons pi rantes, Jeniori- su1 dul cedi ne conjungens ,' exi isdem 
procedens interveniendo & dis.tando ab illarum una per Oitonum: ab 
altera per Semiditonum hoc modo:". Cruger, Synopsis, op. 'ait., (1630), 
Chapter VIII. . 



77 
. ( . 

P.r"Qduc~ the correct triad~ C~~ger uses th~- _natural . sig~ ~ - ~n place . 

. of ·the .sharp _# • . E.Xample 39 shows ~i~ se.quence of uses for .the note 

B~ 
• II . 

Example 37 •. _Cruger, Synopsis (1630), ~3, Major tri a~s 

· ·_ · --( ·i1liff 11§ JD f.! 14!. ji 
c. O £ F 

. . . . 
- ---~-. -- -------.-· . ,111 . .... _ . · - --•.' · ·-- ·--- -··---·-·· ... - . . .. 

II . 

Example 38.- Cruger,·synopsis (1630), Minor triads 

t I~~ I if1 1bff ;~.- 1 %u- ·· 
· C. . 0 · -£ ~ · Goa A 

-~.~ ---·-
II . 

Example 39. Cruger_, Synopsis (1630), B triad · 

Exainple 391,shows. the natural and-minor triads based on the C scale. 
. ; 

These triad~ are_ made complete by adding appropriate musica ficta. 

, 
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,. ,i . 
;xample 390, Cruger, Syno_ psis (1630), Chapter VIII 

. (c.o.i-t-1 

. - ... - -. . . ... . - . - . -- . 

It 
· Cruger concludes the chapter by saying that the triad is fuller in 

harmony if the octave is included,98 and also ~hat careful attention 

must be given to where the concentus is placed. Rules influence 

the progressions ·from one consonance. to another but generally speak­

ing the triads, because they ~ave a common bond of a lowest (Infima) 

top (Suprema seu UZtima) and middle (medi a), can move gracefully 

from one to another. 99 These triads also give a fonn to the hannony 

9811composita Trias harmonica est, cujus partes· sibi invicem vel 
vicinae, vel dispersae Octavis suis ad variam magis & pleniorem · 
harmoni am producendam auctae & multi pl icatae sunt. 11 Crflger·, Synopsis 
(1630), op. ci.t., Chapter VIII. 

' 9911 Ubi di ligenter attflldendum, ne soni nimi um distrahatur, & 
disjungantur, concentus enim evanescit, & qvasi Anarmoniam parit. 
Unde regula apud Musicos orta: Qvo Soni sunt propinqviores eo sunt 
suaviores. Tolerari tamen possunt long~ disjunctae consonan-tiae·; · 
quando medios sonos receperint, non ex multis sonis consonantibus· 
concentus tolerabilis efficitur •. In augendis verb & multiplicandis 
Triadis partibus repetenda est l. Infima. 2. Suprema· seu Ultima. 3. 
Denitf; media, sed rarissim\ & vix, quae dispositio Trinitatis harmon-

. icae omni um naturalissima gratissima, & efficacissiina, erit. 11 CrUger, 
s'ynopsis (1630),op. r.rlt., Chapter VIII. 
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of the song_ lOO 

A set of figured-bass notations. came to be associated ·wi"th .t_he · 
! 

sequential concentus of triads·. The root or. radix ·of the chord be:... · 
.. 

came·very important in figuring the chord for the organist or ac·compan-_ 
" . 

anist. The rules Cruger-used for showing the-correct figured-bass 
. . 

realization came directly from Viadana and Agazzari, 101 whom he 

honors in the Sy_nopsis Musica ( 1654) appendix dea 1 i ng ~ii;th the 
. . 

Ii 

new Italian techni.que. Generally speaking, all of the examples Cruger 

uses show the triad to be· in a 5/3 position with the root in the bass' 

voice.· The upper voices ,_are varied in order to provide for a smooth 

progression in the hannonic line.· 

The correct realizations above -the bass line were very important 
II 

for smooth playing. Cruger stresses that the organist must be familiar 

with the Trias Harmonica in order to imrrediately fonn the ·correct 

harmony and progressions. He must also be famili~r with the various 

natural and altered forms of the triad so that he need not ponder for 

a long while over which chord to use when_ accompanyin_g the 

lOO"Et tantum etiam de Triade Music.a, atq; adeo de omni materia 
cantionis harmonicae, cui jam debita Imponenda· venit Fonna. 11 

Crilger, Synopsis, (1630), op. cit., Chapter VIII. 

10111B assus Generali s· seu con ti nuus, So van_ dem f~rtreffl i ch~n ·. 
ltalianischen Musico Ludovico Viadana erstlichen erfunden und . 
eingefuhret wird daher also genennet, weil er van Anfang des Gesanges 

.bis zum Ende continuiret und als eine Generall Fundament Stinme das 
gantze Concert qder Motet in si ch begrei ffet._ II Cruger, Synopsis. ( 1654), 
op. ait., Appen~ix, p. 213. 



. si.nger. 1?2 Th·~ examples· .i~ the Synopsi!I (1654)° s_how :v~ri~us· _re~olu­

. tions of 5/3 chords ba~ed. on typical bass ·pass.ages that·mo~e ·by··.· .. . . . . 

ascending or descending steps or leap·s •. T~e--r~solution·s ·were written 

• .in a· ~horth~nd using, at'·t~rst, the. le-~ter nam~s.· of :the. tri:~ds -1~ ~he·: 

. order ot prcigressi~n. S_ee Exam.p.le 40 _for the ascending_ pr~gression 

of tri ads ... 
II 

Examp1e 40. Cruger-, Synopsis (1654). , p. 220 . 

. r • . ...- - ·-· . . - ... 
. .. . . ~ , :a --. • ■ ■ • - -- L n ... ·-· .. t l -

~ 
- - - - -

~ 9 9·- ...... -

::1- c,.. 

1, e. 
C, Q. ."'1b ~ C,,, ,; cl c . -.. - ..... .. . 

• 
- - - .. - . . . 

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

. Tri as. H·armoni ca would be @· It can be noted that the c triad· 

moved to a d triad (another 5/3 chord) but the positioning of the·: 

Suprema (5th) and Media (3rd) not~s vary in their placement to accomo- · 
.. 

date a smooth movement from chord to chord. The root (radix). is ... 

always the doubled note,. but the position of the doubling changes 

from soprano, to al to· to tenor· voices. Example 41 shows q realization 

102112. Mu$z er nicht [organist] allein im singen zimlich fertig 
sehn sondern auch das Fundamentum Compositionis etlicher masseri ver­
~tehen/Insonderheit wie ·zu jedem Intervallo imeBasz die ober partheyen 
per partes Triadum harmonicum progredientes, furnehmlich juxta Tabolam 
naturalem ••• recht zu formieren sehn damit er nicht die consonantien 
und ·derer progressi2nes im scblagen erst zusammen suchen1ddor darauff 
lange specul ieren d8rff. 11 Cruger, Synopsis, (1654), op. ait., Appen-
dix, pp. 215-216. . · 
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. . 

of the ch~rds : figured ~Y ·1etter in·Example 40. 

Example . 41~ Realiz~tion .of .E~ainpJe 40 

~,.. :i- . •, , . I 

-- - .. -. -· ~ - -.... -"V . 0 _, . 
·. .. .· .. .;: B. .a .a. ;,,. .P- ... -A-- -& -- - -~ -- ~ . - .. , .. -. -. 

The parts do not cross, but the tenor · line often leaps upward by 

a fourth in the second position of the chord. The soprano and alto 

1i nes· cons is tent_ly i eap upward by a third and reso 1 ve by fa 11 i ng · 

a second. 
II • . • 

Cruger also gives examples of bass realizations using leaps 

·rather than step-wise passages. The realizations given in Example 42 

show both ascending and descending leaps of patterns (ascendendi and 

~scendendi). Th~se are classified as regular (TabuZa naturatis) 

and. irregular (Tabut~ neaess.itati~) progressions .103 The Tabula 

riaturalis are the preferred resolutions but if the ioccasion demands 

then ·the Tabula necess-itatis may be substituted. The large leaps in 

the tenor of ~he second type of realization are obviously not a~ good 

103
oahlha·us points out that Cr~ger must have . learned· this cate­

gorizat;on of Tabula Naturalis ~nd Tabula necessitatis from Wolfgang 
Schonsleder, in kahiteatoniae musiaes universatis(Ingolstadt, 1631), 
pp. 4-7; and .iti Herbst Mu.sica Poetica (1643), pp. 35.,.37. Taken from 
Dahlhaus, Untersuchqen Ober die Entstehung der harmonisahen Tonatitat 
(.Kasse 1 /Basel ; 1967 J , pp. 108-109. · . ·· 
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·-- as the sma 11 er .1 e~ps of ~he first type, but the ornamentation of the 

second type.in the soprano line tends t~ give interest to the harmony. 

In the case of·a duet between the soloist and the organis~·the second. 
. . 

type of realization would be better·. The colorful leaps of the Tabula -

necessitatis wou_l~ 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 an~ that the root is consistently . 

doubled. 

It is interesting to note which voices are doubled in a multi~ 

voiced composition. Examples 43 and ·44 show five- and six-voice 

realizations respectively. The root and third and fifth are all 

doubled excepting in the case of the note B which is ·never doubled. 

Occasionally the third (Media) of the chord is omitted. Ornamental 

passage work is seen in primarily one line o.f the passage·. The general_ 

idea is to move as smoothly and closely intervallically as possible. 

The practical realizations of the trias harmonica were found in 
. II 

the figured bass lines that Cruger included for the organist or key-
II 

board player. In the appendix to the Synopsis (1654) Cruger .~xten-

sively discussed this new Italian concept. He says that in order to 
. . 

. be prep&red to perform the music the organist must be ready or pre- . 

pared to understand the fundamentals of compositions and in particular 

to be able to fonn correctly each interval in the upper par.ts in 

relation to the bass line using the principle of the Triadum harmonicarum 

(trias harmonica), especially the Tabulam n-aturalem. ·104 The organist 

·104Refer to footnote 102. 

,: . 
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Tabula Natural is and Tabula . Necessita.tis; 
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Example .43. Five Voice ·Realizations Ascending and Oesc~nding.,' 
~rGger,_ Synopsis {1654), pp. 67°, 68.' · ·. · · . · · 
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Plate 6. Pp. 64-65. 
II 

Cruger., Synopsifl Musica {16~4). 



;. 

Plate 7. 11 · . 

Pp. 66-67. • Cruger, Synopsis_ 1'fUsiaa (1:654) • · 

.... .. : 
,. . 

' • 
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II 

Plate 8. Pp. 68-69, Cruger, $ynopaia Musiaa (1654). 
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m~st also .have memorized ·an·d be familiar with. the modes .and be able . . . . . 

_to correctly resolve intervals, especially the major and minor sixths . . 
. and thi rds.105 The. organist must pay attention to the fact that the 

conaerto is going to be ·e; ther in a major or . minor mode and must be 
. f . h , . . l OG d h 1 • • d aware . o t e Ctaves Int eUectas · an t e Ce,aves S1,gnatam rn or er . . . . 

to recognize the notes quickly. 107 The organist must be able to find 

the fundamental note of the key as it is found in the General Bass and 

then consider whether it shou 1 d be p 1 ayed with the fifth or third, 

or the whole octave together with the fifth. 108 The right hand should 

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 

10511Muss er die modos Syncopationum durch alle Claves und Inter­
valla fertig wissen und im Kopff habt, wie die bosen Species in gute 
zu resolviren, und d)e Tertiae & Sextae majores & minores recht zu 
unterscheiden sehn. Davon hernach mit mehrerm Bericht geschehen 
soll •11 Cruger, Syno~sis , (1654), op. ait .. , Appendix, p. 216. :, 

106111. Die Natur des Concerts ob es nehmlfchen in ·cant~ mollis 
b or Duri q geseszet; Wie auch in gleich den Clavem Signatam auff 
welcher Linet 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 ·spatiwm vor ein Clavi.s 
fallt uod nicht lange darauff nachdencken darff. 11 Cruger, Synopsis 
(1654), op. cit., Appendix, p. 217. · 

107claves Signatae are those clefs which occur on G, C or F. lines. 
Claves Intellecta occur on the lines ABC or D. Cruger, K!-WtzeP 

• (1625), op. r,it •• , Chapter I. 

10811•11. 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. ai t.., Appendix, pp. 217,218. 
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and thereby have ~ doubled octave •. · The organist should watch the . 

votal p~rts as they are sung and must strike the.chords· (conc~P¢mtien) - . .. . 
l •· 

. as based on the .fundamental ~ote with c;~nsideration· to 0th.er ha~ony .· . 

· notes fitting with the vo~~l parts. 109 · · 

All of these quotations about figured•bass rea:liz_atio.!1 .imply 
• II 

that kn9wledge of the tri as harmonica is extremely impor:tant. Cr.uger 

gives examples <:Jf how to form the t_riad abov~ an asc~nding scale bass 
• .. 

and a descendi_ng scale bass. The ascending examp·le is identical to 

the one quoted on page 220 of the· same Synopsis (1654} and sh':)Wn in 

Example 40 of this paper. The resolutions.of the descending .scale 

are a retrograde version of the asce~d{ng scale. 

When the bass climbs up or down by leap or major interval such 

as a third, fourth, or fifth, one must proceed with the rig~t-hand 

by degrees to the next fo 11 owing consonance · because j:umpi ng wi ~h both 

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

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

1O911Mit der rechten Hand aber entweder die octav allein zu der 
Fundament Nata: oder die Tertia, welche gegen dem Fundament qie 
Decima ist darzu: oder die Tertia und Quinta,"welche die Duodecima 
ist, zusammin, w-ie sichs am fuglichsteri thun lest. Jedoch musz· man. 
dahin sehen, dasz die Tertia nichtleichtlich in beyden HHnden·zug­
leich in der octav, und ijlso gedoppel~ gebraucht ~erde. Ist_also nicht 
notig, dasz der Organist die Vocal-Stimmen wie-sie gesungen werden-
im schlagen observire, ·sondern nur fUr sich ·selbste die· Concordantien 
VO 11 kommli ch. zum Fundament g'rei ffe. 11 Cruger, Synopsis, ( 1.654) , 

· op. ait., Appendix, p. 218. 
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. . . 

cl us ion, only empty oc.taves and f1 fths. 11 O The organ·i st is adv.i sed . . . 

to ~se satisfactory progr~ssions based on ·the_· Tabulae N~turales 

Bass patterns~ · These parts are · artfully resolved .:fn ·t~e foll.owing . 
. . . . . . . . .: 

ways: 
-. 

(a) Bass progressing ~pwards: and downwards by thirds, .Exampl~s, ~4 and 

45 from 'synopsis ( 1654) . pp •. 121 a·nd 122 •. 
• • II ' 

Example 44-. Cruger, Synopsis (1654), p. · 121. . . . 

3 , ':' 0., \,P..J t.fAf (!, . ~ 

.) tAil t . t 1. f .!- i .. - • - ■ ■ 
I 

- ........ . - ~----------

II 

Example 45. Cruger, Synopsis (1654}. p. 122. 

11011v. Wann ·der Bass~ per Saltus, oder Interval la majora, ·a1s . 
Tertien, Quarten, Quinten, &c. herauff. oder herunter steiget muss man 
mit de~ .rechten_Hand per gr.adiJs fortgehen zu. der. nechst=fol~enden·con-. 
sonant,a, den m,t be,r.den Flanden zugleich spri_ngen 1st gar n1.cht gut we1l 
es nicht allefo zu hdren unfreundlich and unlieblich: Sondern auch mit. 
anzusehen fast unhofl i c;h a 1 s dabey kei'ne Verenderung: Sondern eite 1 
octaven und Quinten zu vernehmen. · 

Hierzu sind dienlich die Tabulae naturales·!assi per Tertia~, Quar­
taro, Quintam progredientis. Woraus sattsam zuersehen wie die Obern and 
Mittel Partheyen zu solchen Fundament Intervallen artlich und natarlich 
zu formi ren .•• 11 Cruger, Synopsis (1654), op. cit;, Appendix, pp.220-221. 
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(b) · Exampl~s ·of ~rogre~s1ons wh~~e the bass or· fufl~ament moves· ·up.:. 

wards -or downwards-by fourths, -~hown. in ·Examp_le :46. 
. . .. ·. . . II • . .. . • . . . .. . . • . ·• . . ;· . 

· Exampl~ 46.-. Cruger,' Synopsis ·(1654),.·p: ·212 · . . :_ 
' . . '· 

■ .... .■ • --" ... ••• tc. .. 'JI 

. .J· 

.f l~...9- ~ e 
C, J ~ e, e. -.. 

,. ~ 

: 
,. L_ ;··· -

- r ■ 

■-

o.,;. ~'-e.. - · -- .L-... . 

. • ■ r• 

- : ~f a a 
~ 

~ -

-· ~ .. -··---- ···-- .. . • 

-
.p 
e,. . 

-- . 

~ 

-
e. 

.C-

........ 

(c) Examples of progressions of movements ·;n' the bass by fifths as 

s~en in Examp1~·47; 
. II . 

Example 47. Cruger, Synopsis (1654), Appendix, pp. 222-223 

..I. . - _,.. -,. 
~ ., 

~ .... ~· a--~uv i>. 
..... 

bri,J 
..,, 

cl, t ~ C, -~ .. 
1,C,.J a.- c.-~ f " (11 (J 

"" ~-= ~ ~ . ~ . ~ 
~ .. -

.. 

-• ■ 
~ - ~ -- . ·- ~ 

•■ - -
t,.. f. ~ - -~ l,LicJ ~ (>.,' · J,~ '- I, .... A l,C,.J /'__, 0. ~ t\ ···--I• ~ 

~ 

~ 

-- .. 
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. . . 
· .· If· t'he bass moves in an ornamented fashion with tiratas in 

Semi.mi ni~s , "Fus as,, or ·semi fusas, the upper hand must remain solidly . 

in position and·may not·move according to the individual notes in the 

bass:. ~ather, ··· (the ri gh~ hang} -niust ~ove according to the progres_sion 

o.f th_e c?nso_nances. · This is shown in a n~ber ~f ~xamples· on pages 223 · 

~nd 224 of -the Synopsis (1654). 

Ex~mple 48.111 · 

. .. 
These examples: are given -fn 

II . 

. Example 48. Crug&f, Synopsi s (1654), pp'. 223-224. 

" 
111 

"VI. Wenn der Bass mi t ei ner Ti rata, oder sons ten ei nem 
L~u.flein durch Semiminimas, Fusas, Semifusas nach e1nander in die 
Hohe steiget, musz die ober Hand fest stehen bleiben und darff nicht 
einer jedern ·Noten ihr besonder accord oder consonantia zugeeignet 
werden. 11 

. Cruge.r, Synopsis, ( 1654} , op. cit. , Appendix, p. 223. 
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If the progre~sion of the . fundame~tal bass· notes· hapP.~ns to ·go. . . ... 

disjunctfy with notes, ~uch as· minims; semiminims, fusas ·e·tc. by, · . . ,.. . . 

thirds, fourths, or fifths then · th_e_.organ-ist.-must ··fit- the accompani- · 

me~t. to p·artic~_lar. consonance in th~ foll~whJ·g· fashfon: ll?·_ · 
. . . . . : . 

. II • •. , 

;xcimple 49. Cruger, (1654}, p. ·.225 

" . 
Cruger adds tha_t the ofganist must diligently pay atten_tion 

to the. subsequent signatures over the notes such as H/b/ 4. 3/ etc. 

as well as watch •the fundamental notes and realize the trias hannonica 

chords· correctly . 113 · 

The explanation of the sharp ff and flat b signs are simple. If 

the fundamen~a 1 note has a sharp over it, · the tri ad is major and 

if there i.s a fl at above it the triad is minor. The .· 4 3 symbo 1 stands 

. · 11211VII~ Wenn aber·die progressiones der fundament Noten mit 
disjungirte schwartze Noten, als: Minimis, Semimirtimis, Fusis· &c • 
. durch Terti en, Quarten, Qui nten, .&c. geschehen, musz ·man. ei ner jedern 
Noten ihre accompagnaturam~ Gesells·chafft und absonderl ithe Concordanz · 
zu ei gnen, .•.•. 11 Crager, Synopsis-, (1~54), op. ait., pp. 224-225. 

11311VIII. Nebst_ diesem musz ein Organist auch mi-t Fleisz in 
acht nehmen ·tolgende Signaturen, so aber etlichen Noten befunden . 
werden, als: #/b/ 6/ 4 3 / 4/ 3 4 3/ # 4/ 7 6 5 ./ etc;" Cr~ger, 
Synopsis, {1654), op. cit., p. 225. · 
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. . .. 
for a suspension ·over the bass. line. · · 1n this case the 3 ,could stand ·. : . ·•. · . . . ... . . 

for .either a· ·m~jor ·or a :minor. third: . However, if the ~yrnbol is 4 # 

- -' :·then ·t~-~ ~i ~~}Qllo~in~ ·_th~ ~uspended fourth ~ust be_ ·a· ~ajor third • 
• '. II • . . . . . 

· Cruger .·notes_ that the. fifth must . a 1 ways be struck so that the concen-

·· tu/~{1} be pe.rf~-~t~~ 14 · This statem~nt ~nee ag~in stresses the :fmpor.-
1 •• ' . • • • 

J:ance -of the fuii tri~s .harmonica including the third and fifth. 

_No longe~ was the thinking only in a. suspended dyad but also in 

terms of a suspended triadic figure. When the figure is #4# or 3 4 3 . . . . . 
' . 

then the . .fundamenta 1 ~ote is divided by 4 parts • _The first pa rt 

requires a major third, the second and third parts have a major fourth 

and :the last r~turns to a major third. The dissonant note in the 

middle· (m~jor four:-th) · takes hal~ ·the time of the fundamental note . . · 

· The implication here is that the disson·ant' note is not stressed by 

its position on a strong beat, like the suspended 4 3 chord; but 

it-is stressed by the length .of time value. This latter technique 
. . 

was often used in keyboard accompaniment, The first part of the 3 4 3 
. . 

part· suspension would be joined to the fifth, the second to the sixth 

and the thir~ and fourth parts · to the fifth. This would make perfect 

harmony if resolve~ correctly . . 

Jhe reso 1 uti ons of thes·e # 4 # and 3 4 3 triads is given 
II 

·;n Example 50 taken from page 229 (228) of Cruger's Synopsis 

(1654) • . . 

· 11411 Es ~usz aber d1e Quinta alJ,ezeit mit :gegriffen wer.den damit 
der Concentus volk8mlich wird." Cruger, Synopsis, (1654), op. cit., 
p. 226. . . 

• 1 t , • • 
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II 

E·xample 50. Cruger~ Synopsis (1654), p. 229 
I 

.. I ·•·· .,_ .. - - ·: - · - .. I - -::--···----· . , 

■ I • . . • ■ ■ .. ■ 

■ • ■ . - ■ . ■ •• ■ • • • I I 

• ■ ■ .. ., I ■ II ■- ........ • ■ ■ ~~ ....... -
-· .. - ,;. ... - . .. -- -- . 

';F. , 
. · (~ 

. . ..,,_- . 
{ft' ""Iii )i, ' .. ' 

' r\ ~ ..... - •• I ■ - - -,. - ■ ■ -
w - ... .. -.. -

'II': T,~ y~ 

A- LIi .Ao J J JI- -,. . . r -. • . .. . . I . . 
I . - . - ■ 

.,. .. ' 
1'i, ~ ~,s- '" ,,s ' L ! 
~ .. , ,,,,,, f't3 -#41- H~ IPI* I 

I· 

• ,. . , • ·- "' ■- . . - . . . . - ■ ■ I -· • II .. . - ... -,_ --------·- - .. - .... -· .. - . . .. _ --.. - . -

In the case of the 7 6 5 progression, the fundamental is again 

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

seventh and the m_ajor third, the second and thi-rd parts ha.ve the 

fourth and major third together fanning 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 
II 

how Cruger explained this musically • 
. II 

Example 51. Cruger, Synopsis (1654), p. 229 

- - .. - · --·· ··- --· - --~ -- .. 
• . 

■ . 
I I • . . . 

w ... ~ a--. .. .- . - I •■ I - • .. -
' 

I 
• I 
■ -. - - -, 

■ 

"" 7 " r 71,5' 
II' If II' -dl/:il' -· .. 

, .. 
~ 

, . . . . -· - -♦--- ... 
... . ~.-
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If a 6 is placed over the. fundamental note then a sixth must be·. 
" . . 

played ·i.nsteF1d of the fifth. Cruger does·. not disc.uss .the implications· 

of chord inversions at this point. Rather he just says that if o~e . 
descends · the sixth in the c octave ·(seal~) and a cadence fa,· ~ee9ed 

then a major sixth must be struck.115 

· Example 51 I,, Cr~ger, Synopsis (1654), p. 229 _____ ......... _ - ... 

} · . 
I . . . • . - . • . - . . .. • ~ - -- ... . 

" •. 71? ! -Jh6° . 
-'l-114#..a,,~ ~ 

.-A-11-~ 
-. -· - - .. , . • - -. . • ' . .. ·- --. ---

sometimes· the seventh also goes well f~llowed by the third. See 

Example 52 for the resolution. 
II 

Example 52. Cruger, Synopsis (1654), p. 229 

11511Stehet ·eine 6 ·~ber der' Fundament Nota musz an sta·t .cler Quinten · 
eine sexta_gegriffen werden. Dabey zu mercken: . Wenn man von der sexta 
in die c octavam felt und eine cadentia machet, .inusz es sexta Major 
sehn. 11 crQger, Synopsis, (1654), p. 229, Section XIII. 
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II . . . • . . ._. 

Cruger gives so~e indication of when a-major o.r. mi~o_r sixth is 

to be used by saying.that if ·the -f~ndamental _ note is ~n ~ (H) then 

the sixth .may be o_n·G. However,_i"fthe ,note·Glf(sol) is used then :th~ . 
. . . . . 

. fifth F must .be s~arpen_ea to F# ·and the lQwered fomi must never be 

used. Likewise in the key: of E minor {aantu: mQUi) the. B" ·(H) not ' 

the Bb m!,Jst be str~ck if the fifth (C) is used.- ·Other examples woul~ _ 

be the ·use of the F#. above the B if the interval was a sixth above B ·-· 

on the · precedfng chord. Then,.C# would be used rather than C natural: .. 
if the interyal using the D as a sixth· above_ F# occurs. The. resolu-

. . 

tions are given in Example 53._ 
. . II 

.Example ~SJ. Cruger, Synopsis (1654), · p. ·2~0 

... 
I- -- ~ --~ 

II!~ ? .. 
Other help~ul 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 realization, -whereas, if the . . . . 

bass climbs a fifth or descends a fourth a minor third should be u~ed._116 

·llG"Wenn der Bass .in die Quint herunter felt., oder 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, ~ -.• 11 Cruger, Synopsis; 
(1~54), op. ait., p. 230. · 

.. '!.·. 
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The last section of the Gen_~;al-·Bas·s chapter .gives. infonnation _ 

..._ ab_out perfonnance p~actices in rela~ion-to the resolutioi:, of ·these 
~ - - - . -· 

triadic chords·. The org~nis.t _;s· advised to· avoid ·the.·high and· clear·:-: . . - ~ . 

voices on .the instrument and to remain in:the·iower range because . 

they-" coul_d sti.fl:e and hi-~der th~ ·singi~g d~~~~nt v~i.ces:~.11 !' c~~ger · 
. . ~ . ·- ' : / ' . . 

quotes Viadariij in the use of parallel fifth or octaves in the process· 
• • • - .I' • -· 

of acc~lilp~nying'si0ngers whose lovely-·.pass~ges of_trills ~~d- tirates. 

are n~~ to.be obscured by bad orga~ playing. 1_18 ·.The orga11ist i~ to .­

study the-concerto beforehand so that-he can more-perfectly accompany 
• • • • I • 

the singer. 
II . " 

Cruger stresses that the organist mus_t kn9w ·the general-bass· 

·. patterns well so that the notes p~ceed ·without too many runs ·or 
. - . 

ornaments ·an~ the .fundamental bass ·;s pr~minent. _ If this is done ·· 

correctly then.the ~eaning of the words will not be obsGured. 119 

11711Die hohen und hellen Stimmen soll"_man gantz vermeiden und 
auff· dem Clavier continu\ unten verbleiben weil' sie d1e singende­
insonderheit Discant Stinmen uberteuben, und verhindern/1 - Cruger, 
Synopsis, (1654), op. c:it., pp. 230-131. 

11811Lud: Viadana~ Es is~ auch kei~~m- o·rgani-s.ten verbot(:en dis-
wei l en . 2. Qui nten oder 2 .- Octaven · zu gebrauche·n sondern sol" nur ver­
hQten, damit er das jenige oder dieselbe Noten nicht_ber:-Uhre wei~he.die• 
Cantores insoderh~it Discantisten -in ihreli st_immen singen., damit nic~t _ 
ein gedoppeltes -gemacht und dadurch die liebligkeit•die ein guter s;nger · 
mit-Tiraten, Trillen, and andern sch8nen passaggien machet, verdun-· 
ckelt. werde. 11 Crflger, Synopsis, (1654), op. ai.t., p. 231. • 

11911 · ••• dasz er ausm Generall Bass ga·r simpliciter und schlecht, 
doch so rein und •.• ohne viel leufflein oder Coloraturen,, ·fUrne:.. _ . 
hmlich in der lincken Hand, in welcher das Fundament- gefUhret wird. 11 

crUger, Synopsism (1654), op. cit._, pp. 231-232. ; . -
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The general bass _realizations all revolve around the .tria_s harmonica 

concept .. The P.roc~ss of realization was in· an infantile stage as all 

of the progressions· were based on· first position chords. However, 
. . . 

· there was a marked differentiation between major and minor triads and 

1:he situations in which they were:"to occur. The concept of_ th_e trias · 

harmonica can be better understood in relation to the concept of harmony 

when ·a study is done of the major and mi nor triads within the modes . 

. The_ key to. understanding the general•bass real iiaticins 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 classification of the modes according to 

major and minor tti'as harmonicas within the. modes was new. to this 

historical period. In conclusion then, the trias harmonica was a 

major or minor triadic chord found within the·modes.· It was used 

as the harmonic base for a composition but the general•bass realiza­

tions only outlined the resolution patterns of the trias harmonica. 

These did not provide a unified _tonal bass line. The trias harmonica 

definitely evolved. from the modal scale, and although it somewhat 

resembled the tonal centre of the key it did not predetermine the 

harmony of the_ piece, The resolution of the bass line was still thought 

- of in the relationships of one triad to the next. The focus was on 

·the proper resolution of the triads, not the sequential relationships 

of one triad to another as part of a unified whole (key). These major­

minor_ aspects of triadic modal theory will be discussed in more detail 

· in the following chapter. 
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CHAJ?TER 7 

MAJOR-MINOR CONCEPTS OP TRIADIC MODAL THEORY 

During the early seventeenth century the issue arose in German 

mtisi c theory whether .the modes should be differentiated by ·octaves ·_ · · 

or by the trias harmonica._ Many of the school manuals of the German 
II 

·Lateinschulen, 0 including the ones written by Cruger, discussed 

this topic at 1 ength. The concept that the tonic triad should be 

_ th~ differentiating factor in mode classification.gradually became 

more prominent during the latter half of the seventeenth-century and 
II 

in the early eighteenth century. Cruger' s views on the subject s_tem 

from Glarean and Zarlino in regard. to.octave differentiation, and 

from Lippius in respect to triadic major-minor differentiation. 

Before Lippi us' time the .mode had been defined according to the pattern 

of intervals within the ambitus of the octave species. The octave 

species was divisible harmonically and arithmetically. To identify 

the mode of a melody the octave species of the piece wa_s compared to 

the twelve (or eight) modes and the correlation between the two could 

be found. Traditionally, Glarean and Zarlino became the authorities 

on mode identification, ordering and classification. 

With the new trend towards ·triadic thinking modal classification 

also changed. Lippius presented mode classificati_ons as being directly 

related to the trias. harmonica found within the modal ambitus. He 
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defined the mode· as that which coritrolle_d the· melody at th_e beg)nnfng~ 

middle and end, an·d it is related to the harmonic ·triad and.is limi_~ed 

to an octave range: 11Musical mode is either simple or.compound; 

s·imple is that in which one triad.aoriiinate?, along with th·e·.ra~ge.qf 

;·ts octave, ••• A compound mode is derived from the simpler modes: · 
.. • 1 •• 

eith~r from a related primary and secondary:· m·ode such as Ionian· and 

Hypoionian, which is common; or from-wholly ·di_verse mod~s, such· as Ion­

.ian and Dorian·, ·which is l~ss coimion. 11120 Lippius w~nt .further and 
. . 

. . 1 . 121 H ·.d reduced the number of modes from twe ve to two. e sa1 , 

In every legitimate primary mode the principal· 
proper hannonic triad is that whose root is the ~ame 
as the lowest note of the (modal) octave •• ·• Henc~, 
we reduce these six (twelve with the compound modes) 
modes to two: one which has the naturaZi~ triad,· 
the other which has·the moZZis. The trinity--of 

12011Modus Musicus est vel Simplex: vel Compositus. Simplex est, 
in quo una saltem dominatur Trias Harmonica cum suae Octavae Circulo 
•.. Compositus Modus ex Simplicioribus pr.onascitur: & vel ex cognatis 
Primllrio & Secunda.rio, ut Ionico & Hypofonico, qui, creber; vel ex . 
plan~ diversis ut Ionico & Dorio ••• qui minus consuetus. 11 Lippius, 
Synopsis (Strassbury, 1612), fols. HBV, 13 translated by Joel Lester 
in 11 Major-Minor.Concepts and Modal Theory in Germany, 1592-1680, 11 

(J.A.M.S., Vol. 30, 1977), p. 225. . 

121The twelve· modes were broken into six pri~ar; and six.compound 
modes and two spurious modes. These we·re listed ·a_s follow·s by 
Glarean: 

Mode Primary Compoun.d 
1.· 
2. 
3. 
4. 
5. 
6. 

Spurious 
7. 

Ionian 
Dorian 
Phrygi an 
Lydian 
Mixolydian 
Aeolian 

Hypoionian 
. Hypodori an 

Hypophrygian 
Hypolydian 
Hypomixolydian · 
l:lypoaeolian 

Hyperaeolian, Hypohyperaeolian, or hyperphrygian 



modes--of each type is formed according to the same triad 
--from wh-i ch the_ -s peci a_l ornaments , fugues ,_ · and cadences 
of harmonic song would ·be· .chosen and fonnedJ22 ·, .- _ 

,• 
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Tlie· major ·modes were the _P-r:imary modes and theJ r c:011_1~0.unds; .namely,. -

the Ionian, Lydian and_· Mixolydian; an·d the mirier mridE:S· were. the D~rian, 

Aeolian, Phrygian and their··compounds. 

The concept of major and minor. modes had been. discu·ssed ea-rlier 
~. . . 

by many authors. _ Glarean in his /?<)deaaahordon (1547} and ,Z~rlirto· in his· 
. - . 

Institutions Barmoniche (1573} had suggested the contrast betwe~n the 

major and minor modes. 123 Nei~her, however," supported the two mode 

system; rather, they supported a twelve mode system. ~larean defined 

the mode thus: · 11M~sfcal modes are -nothing but the_ consonan_t ~pec~es 

of the octave itself, and the _very pnes [species] which are ~oined 

together from the · various species of fifths and fourths as we .have sa i ·d 

above concerning intervals. 11124 

,._ 

122Uppius' Disputatio tertia: - 11 Est in omni Modo primario legitirno 
proprJ.a Trias Harmonica potissima cujus Basis eadem est cum_voce · 
Infima suae octavae: ••.. Hine 6 Modes illos stringimus ad duos: 
unum, qui tenet Triadem Naturalem: alterum, qui Mollem: quorem . 
ute,rq(ue) Trimis est juxta eandem Triadem, ex qu?, quod mi rum, praecipua. 
Cantilenae Harmonicae ornamenta Fuga & clausula sunt desumenda atq(ue) 
formanda. 11 Transl a ti on of Lippi us I Disputa._tio tez,.tui, fo 1 • D3V by J. 
Lester,. "Major-Minor- ••• 11 op. ait.-, p. 227. 

123Bukofzer, Musio in the Baz>oque Era, ·(New York: Nr;,rton, 1947), 
p. 387; . . 

124Gl arean, Dodeaaahordon, Book ·1, Chapter II: "Modi mus-i ci . 
nihil aliud sunt quam ipsius Di.apason consonantiae species, _quae et 
ipsae ex variis diapente ac diatessaron speciebus conflantur; .ut supra 
de intervallis di-ximus. 11 Translation taken from J. Lester, 11Major­
·Minor ••• 11 op. ait., p. 210.-
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. . . . . . j . ;, . .. . ; . . . . . .. 
The characteri:s ti c·s of the i nterv_a ls within._ the spe~i.es. of fourths·. or · . 

. I.. • • . ' . . . 

the- species· of fifths within th~ octave, then, ar~ the-· ~rlteria . fo_r . . . ; . . . , ', .. · .. 

. naming the m·ode ~ The .natural . ordering -~lOliJ d occur_· i.f. Dori~~: began .on . :· · 

C, Ionian on A, Phrygian on D, Lydfan on E, Miixolydi.an on 1:', ·an_d 

Aeol~an .O~'-G. Th~ mo~e .. begin~i-ng. on B would. be call~d -~purio-~s. 
. . . . . . . . .. 

., . 

·. Zar] ino' s· Institutioni written in 1573, twenty-six yea.rs- after . ' . . . 
• -; • r 

Glarean's Dodecachordon (1547) , · differs ·;n the ordering 9f the twelve . .- . : 
. . . 

modes but agr~es·. with the twelve-mode concept. · Zarlino- lists t~e 

order accordjng to the seven octave specie_s-from C to B: C as· befng_ 

Dori an~ D as. Phrygi an, E as Lydian, F as Mi xo lydi ar:i, ~ as Icmi a·n and 

A as Aeolian. Gustav Reese .claim~ that th.is ordering is .due to -a 

consci ~us choice · on Zarl ino 1 ~ part to put · the Ionian and Aeolian · "'.odes : 

in a prominent position, insin1,1ating that the major-minor idea was 

gaining · prominence.125 .Joel Lester con.tends that this supposition 

. is incorrect because many seventeenth century theori_sts· used Dorian 
. . 

and Ionian as a model for major- and minor as oppo~ed to .the·Aeolian-

Ionian pairing. 126 Beswick supports this idea as he . found that .the 

most popuiar mt>des use.d in composition in the . early sev~l)teenth century 

were the Dori an or transposed Dori an, and . .the Ionian and trans_posed · . · 

Ion,·an.127 It ,·s · d th t Z 1 · 1 f suppose . a ar 1no s reason o~ a. re-ordering of · 

125Gustav Reese, Musia in the Rena:lssanoe·, (New York: ,w.w. Norton, 
1959), p. 377. 

126 · 
J. Lester, op. &it., pp. 215-216. 

121 , . . k . 67 'Besw1c , op. cn,t., p. • • 

-.... 
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the modes was no{to :emphasize the major-m.inor· duality; ra1:}1er, it. 
. . . . . . . 

was· t9 · return to an ordering -set by ·the· ancient G~eks. A was. the 
. . ,. . . . . ' : . 

· ·:. first letter of. the .al~ha_bet,· ·but bec~~se there· shOuld be n·o mode on 

B. the note D ~as se 1 ~cted: by_· Gla;ean.: Zarl i ~~ believed thclt. the 

o~·derihg should begin with C ra.ther than·· A·or.o beta4se this wouJd 

eliminate any skips over the Bin.the seven successive finals of the 

·au.thentic modes. 128 ··· 

Zarlino, therefore, does not consider the modes in the light of 

major or minor differentiations., but he does define affect in the 

light of the hannonic (triadic). intervals which arise over important 
. . 

no~es in the octave species. He -said:. 

. The property or nature ~f the imperfect consona.nces 
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 an_d sixths--minor triads).129 · 

12811 ••• dalla Divisione harmonicamente fatta delia Diapason 
nelle sue ·parti ••. nasce uno ordine de intervalli: nel prime de i 
quali, che ~ il piu grave, si- ritrova il Tuono maggicire: nel Secondo 
il _minore: & nel Terzo i·l maggior Semituono .. Simigliantemente di .. 
nuovo nel Quarto\ collpcato. il Tuono maggiore:. nel Quinto .il minore: 
nel Sesto ancora il Tuono maggiore:- & nel Se.ttimo & ultimo posto nell 1 

·a7uto si tro~a_il Maggior semituono: chi~r~ente c:om~resi,,che tale 
Diapason: d1v1sa secondo la natura del Numero harmon1co: e collocata 
tra 1: n~stre mo~erne chorde: C, o·, E, F, G a. ~ c. 11 Zarfino, Dimon-
·strati.om .. Harmom.ahe, pp. 270-271. . · 

. 12911 De1la, P~opieta, a natura della c.onson~nze· Imperfette. ·Cap. 
10. 11 propio, a. Natura de_lla .Consonanze imperfette ~, che alcune di 
loro sono' v~ve & allegre, acccimpagt1ate da molta sono·ritl: & alcune, 
quantunque siano dolci & soavi, declinano alquatito al mesto, overo . 
languido. Le prime sane le Tertze &!le Seste maggiori & le Replicate: 
le altr~ sono le minori. 11 Zarlino, Instituzioni (Venice, 1558), p.·182. 
Translation given above is by-~- Lester in "Major-Minor ..• 11 

op. · ait., p. 216. 
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. . . 
The ·concept · o~. two · gr_oupi ngs of modes, based on inaj or. or mi_n~r · triadic 

c~ar.acteristics! :i's a ~ar cry from Zarlino 1s distinction of differ-

. entiatfon>based on· affect. Lippi us I definitf.on of th·e modes was . not .. . . . 

. .-b~sed o_n:·affec.t • . He changed the whole con~ept of modal thinking. 

ti ppi us rep.i ac~d the study of counterpoint ~; th a .s t4dy of harmony 

bas~d on the ·triad • . Hi~ suggestion led to the composition of music 

from the bass. rather than the tenor line. This composition from the . . . . . 

.bass led -to· a further -dissemination o(the practice of adding a figure 

to the bass ~o determi~e what triad (chord) the keyboard player shoul~ 

use • . Figured-bass discussed in the previous chapter was just a short­

hand method of writing down the relevant triadic chord. Both Lippius 
. " . 

and Cruger used the modes as their basis of operation but the termin-

ology.was starting to change. Both started to see :the modes as being 

able to be grouped into two classes,'major or minor, depending on the 

trias harmonica within. This was not in opposition to Glarean and 

Zarlino; rather, it was a further reclassification of the twelve tra­

ditional modes. 

Lippius di-d more than classify the niodes into ma·Jor and minor. 

He also wrote _that the triad of each mode determined the location of 

the variQus .q1dences. Each mode was considered to have three "proper" 
. . . 

cadences: a prima_ry· cadence on the final or Priima, another secondary· 

· . cadence on the fi .f th or· Supr-ema and a third cadence on the Media or 

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

·duration.130 This cadencing on the notes of the triad· shows the 

13011omnis modus Simplex, quod mirum, ex sua propria quique Triade 
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supremacy of the triad in .composi ~ion but. it does not 1 ead to th·e 

· -conclusion tha~ there . is a relationship between ,the triads .as is inher-. 
. . . 

ent in a tonal system. Lippius' c~mtribution, then, to tr.iadi_t; moda1 . 

tpeory is th~ presentation of the triad as the key detennining factor 

in mode c 1 assi fica ti on and i den ti fi cation. 

The terms moll and dur (minor and major, respectively) became the · 

new bywords in the discuss1on of musical compo:Sition~ .Students were 

asked to study the differences of affect in major or minor modes so 

that they could sing the pieces correctly. Not only were the com-

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

but performers were asked to dw~ll on the predominant triad because 
. . " . 

· the harmony of the piece would consist mainly of thi.s. triad. Cruger 

calls this a specific key (clave) in which most of-the -caden~es 

resolve on a specific triad. One must be very careful not to con-
. II • 

fuse the word key with the modern day sense of the word; Cruger · · 

refers to the various modal scales based on the natural (dur) or soft 

(moll). .hexachords n·ot the major (dur) or minor (moll) keys associated 

with post-Rameau theory. He does caution the singer to remember this · 

key and its triad because most of the cadences .will occur on the triad 

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

Harmonica da t Can ti 1 enae Hannon.i cae praeci pua Otnamenta, Fugus· 
nimirum & 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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not~- ( the .lowest. note is the basis of the trias ha~niaa) •131 
' ' . 

II . . . 

Cruger became the first composer to explain, using-examples,- jus_t' 

what this new.Lippian idea of ma•jor-mirior triadic· classi.fication meant 
II . . . . . 

to musical composition. Cruger did change.his-views 'On moda-1 thinkin~ 
'. 
during his lifetime. At first he followed.the trend s·et b_y Lippius· : 

. . 
but later he became more conservative and he ascribed to the moda·] _ 

theori~s of Glarean and Zarlino. rn· the Musi~ Pl>actic~ (162.5·). · 
' . . 

he referred to Zarlino 1 s mode ordering. H~ listed the modes· in the 

following order and beside each mode·pair he· listed the major (dur) 

or natural hexachord beside the minor (mol) or soft hexachord that· 

could be found in the species of fourth or fift~ aboye· or. below._the 

natural hexachord. ~lhen ·considering a ·specific mode, 1t should be 

·noted that. this mode can be in its natural location_ (natural hexachord) 

or it can be transposed using the soft hexachord (f~r example· th_e· one 

beginning on F}. The terms dur and mol relate to whether the hexa­

chord uses a Bi or a ·sb. If it is a~ it is dur <1nd if it is b it 

is mol. 

13111Beym singen ist auch n~htig dieses wol in Acht zti nehmen 
dass wann einem ein Concert oder ~otet 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 behalten. Dann weil in diesen 3." clavibus~ 
oder Triade Harmonica filrnehmlich die-harmonica des Gesangs be~ 
stehet und die meisten clausulen in demselben· formiret ·und zum offtern 
wi'ederholet werden kan inan in observiruhg dessen nicht.so leichtlich 
irre werden und den rechten Ton verlieren kan auch daher.o desto 
gewisser und dreister singen .•. 11 Cr~ger, Musicae praaticae proe-
cepta brevia (Berlin 1660), pp. 17-18. . · 
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Crug~r, P.Paeoepta (1625.) ~_h_apter VI~.: · 

MODE_ 

1. Ionian - ·Hypoionian 

2. Dorian . Hypodorian· 

3. Phrygiari Hypophrygi_an 

4. Lydian Hypcfl ydi an 

5. Mixolydian Hypomi xo lydi an 

6. > Aeolian Hypoaeolian 

__ (.N~tural -
Hexacho.rd) 

OUR 

. (Soft - : -
(Hexachord) 

l·'XJL 

-C ·e g . ,_ --Fa_C- ·:-

-d ·fa 

E 9~ 

F a_c 

G(i)d 

Ace 

-g ~ d----

Ce g ·­

d fa 
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7. Hyperaeolian - {Hyperphrygian - no· chords are mentioned for these 
- . . spurious modes) · 

II . 

Cruger lists the .Ionian mode as the first mode, becau·se he says 

that it is the most natµral of all {a,ccording to Lippius) -because it_ 

is a major triad whether it is in i.ts natural location (c ·e g). or 

in its transposed location (fa c). 132 Although he lists the Ionian 
-. II - • 

mode as the first ~od~, Cruger does not call it this in his composi-
•' . 

tions.- In _his Magnifiaat, published in, 1626_s he sta!"ted the sets 

with the Dori an mode and progressed through the mode 1 ~? ti ~gs urit.i 1 

he reached mode V. (Quint-r;: Toni) which has Hs final 011 A (A~_ol iari triad) 

1n the piece 11Meine Seele. 11 The next piece. is written in the sixth 

mode· ( ~exti Toni) and has its tf nal on F, the. final of the compound 
. .. 

· Hypoioni.an form of the Ionian mode·. This mode ordering, beginnfng 

132 II 
Cruger, PX'aecepta, (1625), -Chapter VII. 
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. with "the Dorian" mode· as mode I» refe_rs to Glarean'.s" mode. orderin"g •.. . 
11· • • · • .: • •.• • . ·, . . • •• 

In theory· Cruger was· following Ltppius' .principles (Zarllno•~- mode . 
~ . ' . . .. : . . . 

ordering) in 162~» but in practic~ !ie.u~ed Glar~an:•s·mo_r~ c"onventional 

mode o_rderfog sch~me·. · _ . . . 
II . •. • . 

Cruger use·s. this. same . mode ordering in his sy~opsis ( 1630) . but -this 
• • • • • + •• • • 

tim~ he includes the Lippian definition of two classifications of modes 

. bas·ed on the concept of a major-minor duality. MaJor.(nattiral) .modes -:. .. . . . . . . 

are Ionian, Lydian, and Mixolydian; and minor (Molliores) modes are 

Dorian, Phrygiasi and A~oli~n.133 .Thi~ .tr--eatise is ·very progressi~·e 
. • • - II . 

in its promulgation of the major-minor triadic the9ry.· Cruger 
. . 

·says that py means of .musica ficta any Tri~d can ·b~· aitered in the 
·. II • . 

mode to ma~e a major or m~nor triad.. cr,uger gives the· example pf the 

major and minor triads from C toB. Example 54 is .taken from this 

1630 ·treatise. 
II . 

Example 54. · Cruger, Synopsis, (1630), Ch. XI_ 

· 13311Naturaliores· sunt Ionicus. Lydius, ·Mixolydius· •.. Mo.lliores sunt 
Darius, Phrygius, Aeolius, 11 Cruger, synopsis, .(1630) ,' op. ait., · . 
Chapter XI. 
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in· each· example .the .triad· is shQw·n .to. be.·altere.d by m~si.ca fi~ta~ 134 
~. . ' ' . . 

. The altering ~f- th~ tria1 ~oes ·i,_ot ch·an_ge the· mode b_ut does give a 

b_r~ader· basi~ o_f ~~ord. structure :to ·work fi9m ·when ·composing • . Major 

.. and mi nor triads were thus a v·a i 1 ab 1 e for use · in any mode. . The composer . . ' ' ' . . . . 

coul ( determine wh~ther the· piece . was ·~o have a· predominance of major 
• ♦ • • ♦ ' • • • • 

. . . 
or minor triads· depending on the affect intended • 

. The t:oncept ~fmajor- and minor tria_dic ,catego~ization of modes . 
. II • . 

remained in Cruger's theorr books after the Synopsii; (1630) but the 

ordering ~as changed .. 
, • • II 

In the Question.es (1650) Cruger returned tQ 

the p 1 acing of the Dori _an as the_ fi rs t mode. He says :-

.. The most convenient and natural mode ordering 
happens if Ioni.an· with its Hypoionian holds fir.st 
position; however~- not to confuse students> we will 
retain the ordinary (traditional) ordering of Dorian 

· and Hypodorhn in first pos_ition.135 . , 

· i 34The example given · pr;obably has a misprint for the realization 
over the B. The example Cruger gave is.as follows: 

Spe~ies resistatae Trfadi's· hannonicae tam na.turalioris, qvam mollioris, 
Nativae & per chromata fictiles. 

----· - - . -· - -~··· ... ,._ __ - ··-··-· 

13511Licet conveniertissimus· & omnium natur~lissimus sit Modorum 
ordo, si primum locum obtineat Ionicus cum s·uo Hypolonico: Attamen, . ne 
confundantur ingenia disceritium, veterum illum, quo primo loco collo·cant · 
·oori um cum Hypodorio suo reti nere vo 1 uimus ordi nem. 11 Crilger, Questiones, 
(1650), op. ait., fol. CS. . · 
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II . . 

In th~ -treatjses ·written· in 1650 and 1654_ Cruger retur_necf_ to the 
., . 

Glare~nian.order1ng that went as follows: . . . .• .. 

Mode i-, Dorian;· Mode 2, Phrygian; Mode 3, Lydian; Mode 4, Mixolydian; 

· fw'iode ·s, Aeolian; and· Mode 6,- Ionian. 

· . He a_1s·o :~xplafoed in the Synopsis (1654) how to u~e the spurious modes 

_with ~inals -on B (Hyperaeolian and Hyperphr~gian) by chro~atically 

~ lteri ng . t~e triad in the mode to fit a major-mi nor structure. If 

the top note of the triad over B natural wer~.altered thus: 

. Tri as Anharmoni ca Tri as Harmonica 
... - • - - J • - -· ...... .. .. 

I II 11 · 

the tr_iad would become correct and the mode usable. The same would 

apply to the false triad based on E cantus mollus: 

Trias Anharmonica . Tri as Harmonica 

II I 

With this chromatic alteration all anharmony is removed and the spurious 

thirteenth an4 fourteenth triads have the hannonic triads b d f# and 
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eb· g bb 1n aantus duziis a~d-¢o~Zis. 136 . 
• . II . - . • . . 

Although c·ruger justifies the use of these two spurious modes·, 

he'_do~s not- li~t them· in his mode ordering. Perh.aps _this statement 

wa~ includ~d to show that with music.a ficta even spuriou~ :mod~s, would· ·: _._ 

fit ·into the two m~~e. (major-minor} classification system. 
II 

In conclusion, Cruger's ·1dea of majo~-minor classifications of 

the modes based on the dur or moll triad in the-t~o species of the 
II " •. 

mode comes from Lippius. Cruger uses the niode ordering set by ZarJino 

and copied by Lippius in his earlier treatises, but later he reverts 

" to Gl arean 's mode ordering. In each treatise Cruger_ discusses hannony . 

as it is based on the Trias Harmonica that is found in each of the inode_s 

whether they !3-re. primary, secondary or spurious. The major-minor re-, 

lationships are not thought of in tonal terms, but rather, ~hey are 

sets ·of intervallic proportions (triads) that are common .to all ·of the·· 
II • • 

modes. Cruger leaves out thema:thematical proportions of these triads 

and concentrates on the explanation of the character of the Hexachord 

(major or mino·r)_ that is found in the ~ctave species. This character 

is determined by the Trias Harmonica. 

. ·13611Rej.iciuntur hi duo Modi a· pleris((u~) Musicis-, & Spurii 
pro_pter Triadem anarmonicam vocantur. Verum non omninl:i istos esse­
abolendos & rejiciendos mecum saniores. Musici statuent, propterea, 
quad Triades istaeAnarmonicae beneficio Semitonii in. harmoni~as apt\ 
verti_queant! mu~ata_nimir~m, ~n cant~ dur:-?,.s·uprema Triadi~ clave·. 
F add1to Sem1ton10 minore 1n F1s (ut a Mus1c1s, Instrumental1bus appel­
latur). ·Hunc enim in- modum ex quintl ista· ·tals?. vera ejusdem dis­
positio ·pronascetur ••• Sic in cantu molli versa' infim1 Triadis · 
anarmonicae clave E in· Dis~ Quinta ista diminuta & falsa in veram 

.mutatur & ita omnis anannonica tollitur. ut: Sunt igitur decimus 
tertius, & decimus guartus Modus Iriadis hannonicae HD Fis in Canto 
duro-Dis·G Bin Cantu Molli. 11 Cruger, Syr,.opsis, (1654), op. cit., 
p. 123. 
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CHAP'rER 8 

HARMONY IN A TEXT /MUSIC RELATI_ONSHIP -

Harmony, Rhetoria, EZ~cution, and Ornarnentation 

II • 

Cruger stated, 11 the text gives- the soul to the· harmony of the·. 

song. 11137 This touches on a~ important seventee'nth century musical 

concept;_ namely, that there is an integral relationship between the 

text and the music in any composition. Not only must the text fit 

the music, but also the words, _music, rhythm· and meaning must con­

stitute a hartnon1ous unit united together under the heading of_ 

Affeat. 

Since the Monteverdi/Artus;- conflict in the early seventeenth 

century, musical Europe hacl been trying to come to terms with the 

concept of Music/Text relationships. Giulio _Cesare Monteverdi wrote 

a defence of Claud.io Monteverdi 1s ideas on the subject.· In the pre, 

face to the Fifth Book of Maclz,igaZs (1607) he said that rhythm and 

harmony mu.st -follow the words .. "The song is composed of three · , 

things: the words, the· harmony, a~d the rhythm ..• and so of tn~ -. 
apt and the unapt, [if] the· rhythm and the harmony follow the words,. ~ · 

13711 cum de harmoni1 hactenus egerimus, jam· ad _orationem sive 
teiftum, qui cantioni harmonicae quasi•animam dat, accedamus. 11 

Cruger, Synopsis,·(1630), p. 181. 



.· ·~nd not the words these •. 11138 

The seaunda prattiaa followers .stressed 'thh ~ntegral relatidn~ 

' ship between the 'text'and the music· •. Ttte· .pr.actice had its.roots. in · 
. . . 

Italy but 'the ideas ~oon spread to other nations, includfng Germany. 
• • ♦ • .. 

. . . - II . . . 

The_ prima prattica was sti 11 being· fol lowed in Cruger'·s area but 

prog·ressiye composers were·· starting to include modern Italia.nat~ 

techniques. The-. Pl'V!'a prattica made ·words t~e mi stress . of harmony,. 
. . . ' . . 

according to Monteverdi; whereas, the secunda. prattiaa made ·mus~c 

· the mistress of . the· words·.139 .· This sec.end· pra~ti ce ~as ado~ted.,from · . 

an interpretation of early Greek philosophy of music. P·lato said 

the following in h·is RepubU.a (427-347 B.C.): "Have sufficient 

understanding of this,;. that the melody · is composed. of these things, 

the words, the hannony and the rhythm· .•. and again, the harmony 

and the rhythm ~ust follow the words and not the words these~.11140 

This quotation bears a marked resemblance to the statement by Monteverdi 

138Quotation taken from "The Baroque Era," Sourae Readings in 
Mi!.sia Hist oi-y, Oliver Strunk, (W.W. Norton, .N·.v., 1965), p. ·47. 

13911By the First Practice he (Monteve~di) ·unde.rsta.nd~ the one th.at 
turns on the perfection of the harmony; ·that i.s, the. one that considers 
the harmony not co1t111anded, but commanding; not t~~ servant, but the 
mistress of the words, and this was . founded by those fi,rst men who 
composed in our notation music for mor~ th~n one voice and ... ·per~ 
fected by Zarl ino .. · . 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 cornmandeq, and makes the 
words the mi stress of the hannony. 11 Tnans. by· Strunk from The Baroque 
Era, op. ait., pp. 48-49, from theFifth Book ofMa~gals by Monteverdi. 

140 · . Ibid., p. 47. 

- . -. 
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... , 
- quoted_ cm .the p·revious· page-. Crug·er 1 s ·works reflect both Monteverdi's 

ideas arict· the early Greek ideals. - · 
. . . ., . . . . . 

. · 11 . • • • . • 

. , . C_ruger does not quote Monteverdf or Plato but he does discuss 

the.relationshfp of :text to ·harmony, and he acknowledges Monteverdi 
- . . . . . 

·- . 

. in his Syn~p~is _(1654). 1-41 _ - While Cr~ger does not say that the text is 

the· mistress of _the hanno~y, he· does say_ that the ~ext and music are 

bound togeth~r. 142 The -text g'ives -t~e ~oul to the ~Usie .. 11 Bare. 

harmony.is the skeleto~~ _but if you want reasoning and human feeli~g, 

"you must have the text to make it (harmony) more wonderful and com­

plete. 111•43 The harmony gives the form and the words 9,ive the con­

text.144. He further defines this harmony (.~es) as that which 11 orga~- . 

i zes wo'rds ( Verb~) arid it (harmony) consists of intervals joined 

together. 11145 Cr~ger <;lefined harmony itself as 11 the material that ·;s 

141 IL .. 
Cruger, Synopsis·(l654), Chapter XVII, p. 184. 

142see footnote 137. 

14311Hannonia enim nuda, ut videre est in Instrumentis Musicis, 
scienter ac perit\ ab artificibus tractatis, propter numerorum ac 

· proportio, num rationem, quibus se- tiumanis mentibus insinuat, plurimam 
_ quidem in affectibus excitandis exercet potentiam: Verum si vox humana 
accesserit, quae senten_tiam aliquam insignem numeris harmonfois ex- · 
pre_ssam si rvul accinat, concentus propter dupl icem, quam & harmoni a & 
sentemtia aliqu'l praeclara gig.nit delectationem, multo erit mirabilior, 
_augustior, .auribus~; pariter at(ue animo acceptabilior. 11 Cruger, 
Synopsis (1630), pp~ 181-182. _. · · · 

14411 Res·possunt esse omnes divinae ac humanae, quarum naturam, 
vim & condi_tionem prudens artifex p_rimum diligenter perpendat, examinet, 
quibus<fue sonis & intervallis hannoni~m convenientem formare, & 
e?(primere possit, omni studio inquirat. 11 Cruger, Synopsis (1630), 
p. 182. 

· 145 Ibid. , p. l 82 • 
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m~de, up of sound and sounds consist of IIJUSical interv:a1s -:~•146 _ The -

most perfect ronn ~>"f music WQUl d. use ttie trias harmonica in close. 

connection with the words. Neither the text nor· the.music 1s more· 

important than- the other: ·rather, 11 ttie interweaving of the music and_ 

speech gives life, so to speak, to the h~rmonic singirig. 11147 : This ~ -'­

statement implies that the fonn of the piece i~ -detennined by the·. 

text/music relat~onship •. The roots of this statement· .are Lippi'an i~ 

origin. Lippi_us $aid: 11The form of. a harmonic ·cantilena consists in 

the artful and prudent arrangement of its material elements or parts, 

namely monads, dyads, and triads, which are combined· or composed accord".' 

i~g to the sense of the text. 11148 The fonn of. the p0i1ece therefore 

consists of a combination of words and music or Harmony and Rhetoric. · · · 

Quintilian (c. A.D. 30) defined rhetoric as the art of persuasive 

speech. 149 Harmony is commonly defined as a combination of° sounds or 

14611Materia ·ex qua Harmonia generatur est Sonus,. Sonus eniin 
principium est omnium tntervallorum Musicorum & to'ti"us harmonia. 11 

Cruger, Synopsis (·"1630), Chapter I. For further information refer t(? 
Chapter 1 of this thesis. 

14711Textus igi tur Musi cus sive Orati o dat ·animam qvasi cantioni 
hannanicae. 11 Cruger,_ Synopsis, (1630), Chapter IX. 

14811 Forma Cantilenae Ha~oni cae in Materi ae ejus .seu parti um, 
Monadum, Dyadum, Triadumque juxta textum connexarum sive ComRositarum 
dispositione artificioso atque Prude·nte consistit. 11 Lippius, Synopsis, 
(1612) translation taken from B." Rivera, _Johannes Lippius, op. oit., 
p._247. . 

14911 (Rhetorica) est bene dicendi scientia .... Cicero pluribus 
1 oci s s cri psi t, offi ci um oratori s esse di cer·e apposite ad persuadendum. 11 

Quintialian, Institut~o oPatol'ia, II, XIV, 5; XV, 5, translation by 
B. Rivera1 Johannes Lippi.us, op. cit.,.p. 248. 

: .• .;. 
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intervals. In order for a fusion be~ween these .tw~ t?'occur,-th~re iriust. · 

be a common _struct~ral form •. The: ea_rly seventeenth century .t_heorists _ 

took Greek dfvisi_ons of Rhetori C .and s.uperimpo~e-d_ them OIJ :mus fc~l . "·_ . 
. (-harmonic) ·structures in_ order to make this fusio~ eas-ie'r. The rhetot::ical · 

T O O O O O O O O , 

terms.~wer~ used in -defining m~sical structures. Qui n\i'l i an sai_d_ that-'.·. -

the: five steps to be mastered in effective speaking were:· (llinventio,. 
0 • T O 0 

· (2) dispositio,. (3). el.oeutio~ -(4) memoria, and (5} pr~nunQia~io.lSO, · <-' 
· Inventio, .or the art of finding, was labelled Res •.. Res referred to all 

the various ideas· relat~d to the topic,. or in other ·words the material 

from which the speech or music was made. Closely associ ateq _with Res. 

was Verba; or the words used t<:1 discuss the topic. The issue in 
. . 

Irtventio was to find the words ( t.ier~a:) ~o match the, estab·l :i shed topi"c 
II . . .. 

(res). Cruger uses the terms Res and Verba in connection with the 

dis~ussion of-text/music relationship. 151 

After finding the topic, the author must arrange his ideas, this 

being cal-led the Dispositio. Good arrangements call for·tasteful 

_positioning of the Res a~d Verba. Close1y linked .to the arrangement 

(dispositio) is the. Eiocutio or speech or expression._. rn· Latin this 

would mean the careful ·choice o{words to best exp·ress the ._subject 
II . . 

matter .. Cruger does not use the terms dispositi"?. ar:e~oautio, ·but 

he discusses the issues they represent in relatfon to hannotiy. He 

l 50q • t · 1 · · ~ . I I I . . . 1 um 1 ,,an, Inst-i tuti.o, , 111, • Translation taken from· 
Rivera, op. ait. , p-. 248. · 

15111 continent autem Textus duo; RES & VERBA. 11 

(1630), p. 182. 

II 

Cruge_r, Synopsis, 
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says,· the hannony organi z~s the thing _{Re~), 15_~ thereby -becoming. 

the equi-valent of the Dispositio. Quintilian· talks .of eZocutio, an. 

'import;J.ilt_ ·area when dealing ~ith musical interpretation. EZ~cutio, 

a~ the careful choic~ of. words t~ ~xpress the subject m~tter '(Res) 
. . . 

touched on the area tenned in music as Affeat. The musi ca 1 etjui v~.1 ent . 

of elocution would be the correct choice of harmony, melody and rhythm 
; 

'to expres~ the musical subjec;t matter.. In rhetoric th!j!re are three 

qua l i ti es _important for good elocution: correctness_ ( Zatini tas, 

pU?_'itas), clarity (Zuaiditas, perspicuitas) and elegance (omatio} •153 

The important thing of aJl these three qualities is that the style of 

t~e ~~ation or presentation must fit the. subject matter~ 154_ Assoc-
155 - . 

iated with the correctness (Zatinitas, puritas) were a whole· set of 

rhetorical figures and tropes. In music the parallel to the Zatinitas, 

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

15211Res possunt esse omnes divinae & humanae qvarum miturum, vim 
conditionem prudens artifex·primum diligenter perpendat examjnet. 
qvibusq, sonis & Intervallis Hannoniam convenientem fonnare & exprimere 
possit, omni s·tudio inqvirat. 11 crUger, Synopsis, {'1630), chapter IX •. 

_ ~5_311In singulis int~endum est ut (verba) sint Latina, perspicua, 
ornata, ad id, quad efficere volumus accommodata ••• •~ Quintilian,· 
Institu_ti_o, VIII, i,l--Translation from Ri_vera, op. cit.,·p. 252. 

, l 54Qui nti 1 i an, Institutio, Preface, VI II, pp. 18-33. 

155An example of a rhetorical figure would be a metaphor. For 
a discussion of further examples of these figures in re 1 atio·n to music 
two sources shall be considered. The "Form of-Music, 11 .chapter seven 
in Ri_vera's book lohannes Lippius op. cit., and the book, Die Bezis,. 
hungen 2'1isahen Musik und Rhetorik im 16-18. Jah?'huridert, (Wurzburg, 
1941: fasc.·ed. Hjldesheim, 1969), by H.H. Unger. 
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If- a certain· mode were us~d, the li~tener wo_uid ·irmec;liately transfer. 
. . . 

the associated emotions to· t~e respective c~inpositi?_n. The specif~c -
... 

mode be~ame metaphorically as-sociated with diffl;!re-nt affe~ts ··or-
. ' . 

. . 

moods .. General categories were- usually menti(?ne~ iri ·mode-af~ect · 

relationships. This topic had been .introduced by· the :ancient Greeks, 
. . 

and was re·-emphasi zed during thE! seventeenth and eighteenth century, 

aithough in a different wa¥ •. Plata ~ad said in the Republic that_ 

the Mixolydian ahd intense ·Lydian were dirge-like and the Lydian was 

convivial and too relaxed. The Phrygian and Dorian su.ited bravery 

and warfare. 156 Qui i1 ti 1 i an s unmed· up the ancients'. views on mode/ 

affect relationships in ·this· way: "For it was in this_way ~h_at the 
. ' 

ancients sought to explain their hannoni~s, matching the_ qualities.of_ 

the sounds to· the given material of the moral character~ 11~ 57 

_Early· seventeenth~century composers tended to clas~ify the modes 

into two general categories, those that were cheerful, and those that· 

were lugubrious. The first included scales with a major trias ha:t'"!onica 

(Ionian, Hypoionian; Lydian, Hypolydian, Mixolydian and:Hypomixolydian). 

The second· included the scales with the.minor trias harmonica (Qorian, 

Hypodori an, Phrygian, Hypophrygi an, Aeolian, ~ypoaeol i an) .-158 Lippi us 

sunmarized the tradition of mode/affect relatioi:iship by ,givin·g three 

. - 156 Cit k - 0 d. . ... M • . A t . . t II d . ' ' o run , ., e ., us1c ,n n 1qu1 y, Soza,ce Rea 1,.ngs 1,.n M..ls1,.a 
Histo:cy, _see footnote No. 3, p •. 5 of Strunk. · · 

l57Jb.d 5 : 
1, •IP• • . 

158R· . . 307 · 1vera, op. cn,t., p. • 
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characterfstics 1n:the ~lassificijtion •. Acc'ording.·to hinf the affect 

of-a mode depended upon (1). the_ nature.of· the characteristic .triad 

-(t~as h~niaa) ·• -(;-) its- ~~~r~cte~i sti~- inter~al~·, and. (3) ~h·e 
. . . . . . 

arrangements Qf ·tones-.and ·semitones withi.n th~·scale. 159 . Jfppius 
• • • • ,l· 

therefore catego.rizes the affect \n ~lation to the hanoonic· structure 
- • ·• • - =. • - •• • .f -

of-the mode. A compositional outcome. of, this wou·1 d be that the sad · 
• • • • • • • • • - . r 

. . " 
texts should. us~ sad. modes~ the happy texts· haP;PY ~odes. CrLI:ger-speaks 

of. this dual way of looking_at. the modes: 11 Certai1J modes are tra­

dftional ly chosen for: texts, just as there is no doubt that poetry 

and' singing together express a certa-in theme Gatez>iai)· for example 
~ - - , -

. Horatfo sa_ys: - Prose relat_ed to sad ~r happy subjects cannot appear 
. . . . 

·except as in harmonious agreement with the m~sic, and not at all where. 

(i,ni) pleases but {j-athec)·~~ere the mode meets the demand of the 

affect @f the_ t~xs). 160 
II 

The fact that Cruger classi-fied· the modes according to major and 

minor cl asse!,i leads. to the assu!11pti_on· that he sees mode/affect rela~ion-

· 15911 Quilibef Modus Effectu & Affectu. sequitur suae Radicis 
Harmonicae Utri-sonae· & .Intervallorum,·Tonorum, atque Semitoniorum· in 
eadem & Octavae ambi tu cycl ico ordi ne Crass i dtudi nis disposi to rum ·in 
Scala comprimis· Syntona, quibus a·se irivicem differunt Madi • 11 Lippi us, 
Synopsis, r; 3r-3v;_Translated by B. Rivera, op. ait., p. 299. · 

16~11 Cert~m sibi ~ligat. Modum cum ~.xtu, si qvem· ·exorandum sibi 
sumpseri.t, convenienterg.· .Quemac,lmodum enim Poeta neqvaquam qvolibet 

. genere Carminis q~amlibet materiam exprimere p,ossunt, ut Horatius 
·;nqyit: Versibus exponi Tragicus res comi~al non vult. Ita Musicus, 
nisi excerc.itatissimus sit in flectendis consonantus veqvaqvam in 
qvolibet Modo partifacilitate, c9.sdem qvos Sententia requirit, 

. affectus producere poterit. 11 ·cruger, Synopsis, (1630), chapter XII. 
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ships 1n much _t~e same- ·.way that Li ppius did.· .He speaks of t~e ·use ~-f _. ·:. 
. ' 

modes because of their ~pecific affec.t. The hypoianian, mixolydian · 

and aeolian for example,_ are to be used an accoun.t _of the _s.ad, wei,lr,Y. · . · 

and slow sou~d. they have. 161 Cr~ger concluded that not.only must the· -

style of the- oration (text) fit the subject matter, but the _ha~ny .· · · ··.·. 

must also fit both the text and the -subject ll)atter. This matter (Res)_·- . 

is divided into· two areas, sad and ~appy. The musical realization 
.. . ·. 

. " 
of these subjects is cal led Affect. Cruger also says that thi~gs ·. 

. . 

that are serious-and difficult are expressed with long and deep sounds, . . . 

and light things with short and sharp sounds. 162 The hannony, he 

says, organizes the ~ubject but it can be seen that the hannony was 

thought of- i_n direct relationship _to the.affect of the text. The choice 

of modes was restricted to happy or sad (major or minor) and the 

length or duration of sounds should be in agreement- with the affect 

of the text. In this way there was a hannony not only of a chord 

concentu~, but also a harmony of affect between the word and music.· 

In the chapter on the MusiaaZ Dyad in this paper', the relat1onship 

between intervals and to affect was also discusse9. As these•intervals 

are part of··the·major or minor groups of scales,1fhey will not be 

11 16111Hannoni am propter sanes gravi ores l angui diorem_ et pi gri orem. 11 

Cruger, Synopsis,· (1630), chapter XXX. · 

16211Nam Res gravis & difficili~- longis ac profundis sonis expri·­
mitur levis contra brevibus & acutis. Tristis res, Timar. -Planctus, 
·suspiria, Materia funebris Ee., tardis & Languidis. 11 Cruger, Synopsis, 
. (1630), p. 182. 
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.discussed-further at this time • 
• ■ - • 

The Elo~tio of expression would Ile found ,in the careful· choice -of .- -_ ·_. 
- - . . - ~ . . 

words t~ _expr~ss -the text, and a ca}'.'1;tful .. choice of the '.mod~ and t-h~... · - · 

note -iengths. -_ Cr~ger-,·s~i_~ ~at ·_\h_e ~~st -P~_~e-r:ful ·wor~s- a~~ t~e- -~~:es--:- ·, -:. __ · · 

where th~y: ~ound ·similar·_ to- the riatu_ral. th.i ngs· t~at they r~·fer to.> _ ·. -
Hannony comes from the rhythm of the sounds and pauses ju~t like the --

text. The·.music has· modulations, just a.,g_ the· text has commas, - -- · · 

colons a.nd periods. ·i53 The. ~ccentirig of the sp~e-ch syllables should -

be related to·~:the music,-·namely, that.the !flUSic should- follow the 
. - . 

natural flow of the speech J64 This 14st statemen·t ~fl ects the -

idea~ of the- Italian monodists. Major and _minor ~istinction;· are· als'o -_·. -

used in eZoau#o relationshi~s • .The changes_ from orie fonn_to the.othe_r· 

16311\lerba pos~unt esse quaelibet Potissimum aut~m eligenda su~t _·_ 
rebus s imil i a, .aequat;. & congruenti a, eoruml{ue naturam & vim appri~ · 
referentia, sive absque sive cum metro certo Poetico, in quibus duo 
potissimum spectranda. Distinctio & Syllabarum Accentus. Verba 
distinguetur Co11111atis, Colis, &·Peri_J>dis:· Harmonia vero_clausulis · 
fonnalibus·& Pausi~ •.• sed ei us(t"ue. modulationis progressus est 
continuandus, donec textu~ legitim\ distinguitur vel Periodis, vel 
Celis, vel Commatis. 11 Cruger, Synopsis, (1630),·p. 183. 

. -

· ·16411Porro iri applicatione textus ad Notulas observandi sunt -
ACCE~TUS Syll ab arum & propr, etates, nt brevi s aJ i qu~ ~yl 1 aba, & gravi 
accentu proferenda, modulationi s ascensu, aut Fi gurifl ·majori attol .. -
latur-: Vel contra longa Syllaba, quae acuto, aL1t circu1J1flexo accentu ._ 
producenda, modulationis descensu, aut Figur1 minore deprimatur, & _ 
cor:ripiatL1r, ·pari enim ratione peccat tam qui breves syllabas produt:it, 
tam qvi longas corripit. Sic quando t~actibus (ut- vacant Mus-ici) · _ 
ad aliquot Notulas unicatantum Syllaba appJicanda, obietvetur, .quod .. 
nulla syllaba, quae gravi accentu·deprimitur., ad'tractum sit apta. 11 

CrUger, Synopsis,· (1630)~ p. 184. 
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·.. . 165 
.in._chords woul~ h11P stress the ·changes in syllables. . Qui-ntillian ·. 

had·s~id tbat:th~re.were thre~-qµalities needed for good Elocutio. 

These _three were: correctness_ (Latinitas, puri.t~s), ·clarity (Lucidt-tas_, 

perspi~itd:$) an.d. e.1 eg·ance (9rnatio) •166 Th~ correct use ~f. the mode 

-in. re] ation to .'~he .:affect ·could be ·classed as Latini_ta.s, purit~or 

correctness-.. The- cl arfty of a text or LuciditasJ · per-spi,cuitas could be 

·accomplished by underlinfog the syllabic stress with ch~rd modulations. 

Orna.tio·or,elegance w_as accomplished_by decorating the language and music 

with the u~e of embellishments to heighten the climaxes of certain 

'.i"Ords or passages or music.· Lippius believed that the three qualities 

of good Eloautio were the basis for effective musical setting for the 

words·, but t~ey were also something more, in that they could al_so be 

the basis for the formal_ structure of the musical composition as a 

whole. 167 These -ornaments or embellishments, therefore, were not frills 

l65 II· 
· Cruger was influenced by the German poet Optiz (1597-1639) 

who s_aid that the words and syllables should nc;it be forced into a meter. 
No violence,- he s·ai d ~ should be done to the logical word order to fit 
the metri tal line. Clarity was of utmost importance. · Optiz was sen­
sitive to the flow of the specific syllables or sounds of words. Cer­
tai.h sounds he felt, should be u~ed in moderati.on so as not to produce 
a harsh affect.·. Opti z also required that the poet employ ·words a·nd . 
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 
wotid aca~nt and vePse 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, M:J.r-tin Optiz (New York: Twayne Pub. 
Inc., 1971), pp. 52-53. · 

16611 In ~ingulis intuendum est ut (verba) sint Latina, perspicua, 
ornata,· ad in quad efffcere volumus accommodata •.. 11 Quintilian,' 
Institutio, VIII, i, l. 

167 · G. Buelow, 11 Rhetoric & Music," article in.The NBJJ Grove, 
VO l • 15, p. 793. 
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thrown into· t~e music to show off th·e vocal ~gility or in·strumental 
. . ' 

dexter:-i tyt rather, tney were an iritegral part of the construction . 

of the piece. · · 

The embellishments grew_ out of the: text, and could be de~on-· · 

strated i'n three ways musically: by pitch, b·y "volume a"nd by ..- . 

duration. According to Lippi us, the ornaments of duratio_n ·referred 
' . 

to: (1) a. varie~y of trfple and du·ple meter tactus ;.··(2) a variety 

of note values, syncopations and a slower moving bass rhythm in, 

relation to florid upper vo'ices; a~d- (3) primary~ secondary ·and 

tertiary cadences (hased respectively on the prim<I, swnma ·and media 

notes of the trias harmoniaa) correspa.nding to the commas, col on·s 

and periods in :the text. 168 ·The ornaments·d~aling with ·v~lume · 

consist of the variety of sounds made by the use of rough or smooth 

textures using many or.few instruments (musical instrumen.tation). 

The ornaments of pitch consisted of the qui ck pass.ing of notes or 

sus_pensions to provide a variety that would ward off bore.dam. These 

ornaments of pitch could be used to concea~ dissonanc~s when the text 

so demands. The use of the fugal style is one example of pitch . 

t t . 169 orn amen a ,on. 

168B o· • • . 286 • Nl vera, J. L1,pp-i,us, op. en t. , p. . 

16911Exercitium aut~m Fugae ordiehdum. es~ in uni ca duntaxat. 
Tri ade Harmonica: ut rel i quae dei nceps Forma~ atque species Fugarum 
tanto facil i us apprehendantur juxta Exempla eorundem il lorum Hero um 
Musicorum Practicorum Orlandi nempe .& Marentii ... 11 Lippi us·, 
Synopsis, H., 3v.-6r. as quoted by B. Rivera, J. Lippius op. ait., 
p. 288. 
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II 

Cruger adopts Lippius' idea~ bi.It he s.implifies them. He s.ays 
. : . - . • , .. 

th_at· :om·ame~ts in· music . are put together _ to _make the .. mu~~:cal .harmony 

S_OUJl~ . r1'ght~ ·.,-7o . The -~rnaments ·help . th;_ harmony ·rel~te bet~er to . . . 
• • • .. ♦ 

the text_. There are. three places where · ornaments. are· _to be used, . 

: Th~ fi.rst .use."of o~naments · ~s .-to ~olve a_ ·pro~lem9;.-d~ssQrianc~s •171 

The s~con~ .-use is .for •:emphasis at cadential points, with ' harmonic 

reasons • ."172· ·An'd.the th.ird use of ornaments is: "in· -fugues happjly 

i .ntroduc~d and then · worked out> l 73 . 
II • 

·Cruger's ideas on_9manentation are virtually ·copied from other 

. musical sources·. His ·theoretical i~eas came from Uppiu~, but most . . 
. · .· . ' 

of his e_xample~ are. taken .fr?m J.A. Herbst's -books, . .Art~ F'mttica et 
II 

·Poetiaa (~rankfurt: . Ma~n, 1653), and [4lsica prfl-ctiaa • •• (Num-

berg, 1642, and enlarged ed. titled fltusica mod.erna prattica . . . , 
. II . 

Frank.furt, 1658) • . Both Herbst and Cruger copi ed fr9111 Mi chae 1 Prae-
. II II 

torius' Syntagmamusicum ••• volume 3 (.Wolfenbuttef, 1619). Cruger's 

Synopsis (1654) and itusica ~ticae ( 1660) deal with ::the issue 

. 17011 Flores atq. Figurae sue Ornamenta Musica cantilenam .harmon-
i cam componendi qvi bus· prudens· arti fex ad suum fe.l i ci te.r obti nendum · 
finem ~ti tur cons istunt". '! Cruger, ·synopsi s, (-1630), . ChaP.ter ~III. 

- 17l 111n Di ssonanti is aP.~ .& ·congr~~ abs~ offen~io~e aurium 
harmonia immis·cendis.·" Cruger, ·synopsis (1630) ibid, . 

172111n Clausulis Formalibus, ration~ harmonia & ·extus· ben\ usurp-
andi"s. 11 Crtlger, · Synopsis, (1630), 11:ii_d. . · .· · 

17311in Fugis feliciter effingendis &" elaboraildis. 11 Cr~ger, 
Synopsis, ( 1630) , 1b id. 
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He-_ di.scusses the . ·, .. 

-ornanie-nts- th~mselves and.- t~e co~nict mar)ner .of p;oducti-on._· There· .a~e- . 

9opi DUS ·"ex~pl.es· to i llustr~te --various· fonns. cf the. orn~me.nts. _ - .. 
O t - ~ T • O o ' , 

... - . . . . ·. 
Cruge~ specif_ica)ly states that it i_s not enough to·sing·th~ 

correct _notes ·ci~ a pi~ce~ rather,_the. studenf _m-ust a_ls_o _b-~: ·able to orna-. 

ment in ·a pleasing mann~r. He. must be able to understand the cq~rect ·. 

method of using acc~nts over _the not~s, and in·_ \'Jhich si-tua_tions. t~. 
use, Passagien o; Di~inutio;s. 114 H~ c~:uitions· thafthe. singe;·must not 

add too -many orn11ments or the music will .be· spoiled and ~ar,kene·d so 

that a person could not understand the text ·or hear the_,original 

notes of th~ -composition. 175 The~-e .st.atements· emphasi~e that omamen-: 
. . . 

tation is important in perfonnance practice,· but at no, time must the 

sing.er1s art_ cloud-the original hannony or text. 

17411Wann nun ein Knabe vorhergehender instruction nach cturch 
stete.und fleiszi.ge Ubungen soweit ist kommen dasz er ein stacke Zim­
lich _fertig kan singen istes damit nicht-genug:Sondem weil finis 
Musicae auch suavitas ist musz er .auch angefuhre't werden wie e·r sich · 
zu einer zierlichen und lieblichen Manier sol gewehnen ·dasz er fUrnem­
lich wisse ·die Accentus uber ·die Noten cum judicio zu· fUhren wie auch 
.ander~ Passaggien oder Diminutiones, nicht zwar an jedem Ort des Gesanges 
sondern apposHe zu rechter Zeit und mit gew·isser Masz· anzubringen ·. · 
und zu appliciren. 11 CrUger, Nusicae Praotioae, ·(1660)9 p. 19. ·. · 

0 T O O • • ' 

, - 17511Gott und der·Natur mit einer sonderbaren liebli"chen -schwebenden 
oder bebenden Stimm auch ei nem runden .Hals tind Gurgel zum diminui ren 
begabet sehn sich ~her an der Musicorum leges riicht binden lassen ·. 
sondern n-ur fort und fort mit ihrem allzuviel colorieren die im Ges·ang 

· fUrgeschriebene l imi tes ~berschreiten und denselben dermassen dami t · 
auch weder den Text noch die Noten·so der componist gesetzet vernehmen· 
vielweniger verstehen kan welches ·die Auditores furne~mlich die der 
Kunst in etwas-Wissenschafft haben wenig officiret und erlustige-t . 
ja vielmehr ihneri zu zuh8ren verdrossen machet. 11 • Cr~ger, Musiaae 
Pz>acticae (1660), p. 19. 
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·-. II • 

In ~ica Pi'aotiaae (J660) Cru~er discusses the art of singi~g 

o_rnaments correctly. There· ·are three basic. things that belong to the 

·style of s·inging in a pleasing on:iamented m.ai:iner. · He calls these: 

Natura, Ars and Exercj.tatio and then proceeds to explain what these 

tenns mean in a·musical sense. -

. Three things belong to the style· of singing in a 
pleasing and ornamented manner. These are called: 
-Natur_a, Ars and Rxerci tati o • 

.The Requisita ~e are these: 1. A singer who -
· wishes to sing a concert in the correct musical manner 

(]nd who isj • • • -blessed by God and nature with a 
cle·ar, vibrating voice and also a smooth and round 
sound will perform the Diminutiones NotuZarwn with 
modest moderation. 

2. He must also sing with joy' and without ill 
humour. If one forces or provokes a boy with vi9lence 
or beating, seldom or with difficulty will anything 
useful be accomplished. · · 

3. He must_choose a,J>recise and naturally best­
suited voice from ()nongst) soprano, alto, tenor, etc. 
which he can project wi~h a full and clear intensity 
Qoudnesi) without fals_etto i.e. (!Ii thou() a weak 
and forced voice. 

4. He must be a~le to hold a steady long.breath 
witJJout many breaks. 

5. ArticuZata Pronunciato, a clear and audible 
·means of expression also belongs here, so that each 
word, ••• that he sings can actually be understood· 
by the li.steners as if he was speaking it.176 

17611 zu einer lieblichen und zierlichen Art aber zu ·singen geh~ren-· 
Dreyerley nemlich: Natura, Ars & Ecercitatio. Requisita·nat-u:«ze sind 
die·se: Es musz 1. Ein Sanger der nach rechter musicalischer .Manier ein 
Go·ncert -cum grati a -audi to rum- wi 1 si ngen ·van Gott und der Natur begabet 
sehn mit einer reinen bebenden Stinun auch einen glat~n and runden 
Halsz die Diminutiones Notulavwn mit bescheidentlicher Moderation 
anzubringen. 2. Musz-er auch mit Lust und ohne Verdrusz singen. Denn 
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These five- aspects of perfonnance belong to th~ are_a'of Natura or .. 
. . 

correct style:. however, the perfonner must ·also ~now _how ·to perfonn: · ._ 

the· Pass.aggien and Dimim_.tiones in a correct mariner i;o.· satisfy a·. . · · .. 
' . . ' 

correct s_ense of A.rs. 
II 

Cruger defi ~es Diminu.tio as;.: . a larger note ·:. :. broken into· . . .. . 

many smaller and fa~ter not~s. Thes'e _are called Accento:, r:remolo,. 

Grappo/ Ti rata ,- Tri 1 fo arid'. Passagi a. 177 He s:ays that th~ Accentus and 

the Passaggien are the more_ importan_t initially for beginning singers ·· • 

and the ·other graces are to be used in c9ncerts . 178 · The s~ction on 

wann man einen Knaben mit Gewalt 9der Schla~en darzu foltre_iben o~er 
anreitzen .wird schwerlich·oder selten was nutzli~hes .. auszgerichtet 
werden. 3. Musz er eine gewi sse und fei ner Nature bequeme Stirn als :· 
Cantum, Altum·, Tenorem &c. ihm erwehlen welche er mit vollem und 
hellen laut ohne falsetten, das ist halber und·erzwungener Stimm ha-lten 
k8nne. 4. Musz er einen steten langen Athem ohne viel respiriren · 
halten konnen. 5. Geh8ret auch darzu Articulata Pronundato eine 
deutliche und.vernehmiliche Aufrede also dasz ein jeder Wort· oder 
Sententia so er singet von den Auditoribus eigentlich konne verstanden 
werden gleich als wen es redete. 11 Cr~ger, J.usiaae Praatiaae, (1660)°,, 
p. 20. 

l 77 · • t · b · t · · 11 N t . . 1 kl . Dimi.nu i.o a er 1 s , wann eme gross ere o a rn· v1 e . ernere · 
und geschwinde.Noten resolviret und gebrochen wird. Dieser sind.nun 
unterschiedliche Arten bey den It;;1lianischen Musicis tu .finden. Als; 
Aaaento , Premo io, Grappo, Tirata, Tri i Zd, Pass_aggio, . ibid~ 

178110b nun zwa; Knaben-.i~ Schulen insonderh~it die ·keine Profession 
von der Music zu machen i ri t•Ji 11 ens ni cht so. gros z not hi g is t · di ese 
modules Musicos Italicae suavitatis zu excoliren.weil diese Manier zu 
sin~en·vieli;vehr in Konigliche und Furstliche wolbestalte.:Cappellen . 
gehoret: Fur Schul'knaben ·es aber genug i st dasz si:e si ch befleiszi gen 
die Accentus uber die Noten zu machen und selbige nach Gelegenheit mit. 
anzubringen wie auch etliche der leichtesten Passaggien ..•• 11 • -

Crtlger, Mu.siaae Praaticae ,: (1660), p. 21 ·. 
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ornaments is musically' _wen_ illustrated in.both the synopsis. r.usica . 

(1654) and the Musica~ P:m.atiaae (1660). · There are sl"ight changes in 

the latter treatise from Jhe earlier work of 1654,_ but,largely, the 

Musicae P:m.aticae (1660) has i~corporatect' the ideas and examp_les of· . 
- . ' . . . . . 

the Synopsis Musiaa (1654). Exeraitatio refers to the practicing of these 
" . 

ornaments, and Cruger ends the sections on ornamentation by giving 

" examples of how diminutions can be performed in vari:ous ways'. Cruger 

borrowed most of his examples from Herbst wtio .in turn. copied from· 

Michael Praetorius's Synta"gma M.tsiawn (1619). Praetorius cited Caccini 

and Bovicelli as his chief mentors.· In the.following pages, examples 
II . · - · 

of Cruger's work are compared to examples from Herbst and Praetorius. 

_It.must be_ remembered .. that in order to conceive of the sound of the 

music, the ornamentation must also be included. Ha_rmony,therefore, 

included the composition of text/music and the performance with the 

inclusion of stylistic intervals. 
. 11. 

The first ornament that Cruger describes is the accent, a form 

· of anticipation (NaahsahZag) or apoggiatura (VorsahZag) that could 

rise· or fall, on.or off the _beat. The examples were- taken from Herbst 

with on.ly a very slight variation in wording in the explanations and 

music. The accents were usually. one-note graces with varying rhythmic 

ac_ceilts and lengths. Example 55 shows some basic variations of the 

accents. 

" Cruger leaves out the on-beat examples and examples for the 

interval of a second .. Variation 1. Example 55 shows an off-beat one­

note VorsahZag; example 2. shows a pre-beat two-note VorsahZag. A 
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·· , ·. ·Exainp le . SS. 'Cr~ger ,· _Musia~e ,Pmcti~ · ( 1660) .,. · p: 21 • ·, 

. : 4 iJ J_--- ;,-} p:~---i°J-f i-- II· 
· . · . , . V"4 I~ . t . . • ;;\ • · 3 - ·_. . • 

~J JJ J I j l/J11 £ &J!tln: 
. ' . ,t./ .. , ~,, "'· ; . ' 

~) P. :PJ 11:1,n,J11 
. . '7. 9'_ 

II -&= . 

~imilar example was ~hown by Herbst (1642). However, both Praetorius 

(1619) and Herbst (1642, 1658) used the on-beat Vorschlag~ Example 56at 
. . 

. · take~ from Neumann 1s book Ornam_entation in Baroque and Post;..Baroque 

Mlsia shows· th.is on-beat Vorschl.ag. 179 Neumann a 1 s·o mentions that 
~he figures shown in Example 57 are related :to _the·French aecent and 

. - " . 
that_57b i~ rela~ed to t~e Nachschlage of the type ~nticipatio~e del,l,a 

~ta (those whicha'nticipate the next pitch). Example,, 1s taken from 

· the Synopsi; Mus-iaa (1654) treatise. Example 58· taken from the 1660 . 
~ . 

. treati_se also shows the Naahsahlage of the an_tiaipatione deUa nota _type. 

Example 59 from the 1~60 treatise is a delayed Vorschtag and the 

'179~e~mann, F., ornam~ntation in B~oque and Post;..Baroque MAsic, 
(.New Jersey: Princeton University Press, 1978), ·p. 104. 
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displa.ced bea't ·as a result of the init.ial rest·:causes· a neut~afized · . 
.. .. . . . . ·. ·. . . . . ·. . 

. . . . effect of the dissonance in the harmony. .The dissonances would be . 
. . . , . . . : ' ' . . -

st~_onger_ or ·w~aker·ac~ording to' ·ttie w~~s._of. the ·.~ext. . . _Th~s~ .. one-noti{ 

accent;i could help .to stress. the s·trong b~at~·_of. the word··~c~ents. · .. -··. ·, :,: : . : . .. 
• • • • · ' • ' • • • • • j, : • • ' • -

The _type of accents used .. would· depend on the flow of the melody/ t~e _; .. 
. . -~ . . . . . 

. harmony and the affect of the text. 

·Exampl'~ 56. Praeto.rius (1619): · Herbst (1642~i658) 

r,:-':•~·-rJ. 1:=TJJ.: 1-:Jir 
l.._J,. ----.----:... --,,,:···· ·-:---t:-- ----

11 

Example . 57. Cruger, Synopsis Mtsica (1654)', p. 202 



. II ' . . , • • 

Example 58. Cruger; Musiaae Practicae (1~60) ~- p. 11i . ·· · . . . . . . . 

. " . . 
Example 59 • . Cruger,. Misicae Practicae '{1660), p. ,22. . . .. 

- - ...... 

Example 60 shows aacentus patterns on ~he intervals of the third, 

fourth and f,ifth. 

..-· ·. 
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. : . . ·' . . . . .. . . 
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11 · . ·. • : . • • • . . • . . • ' . • 

Example· ~O~ . Cruger, Musicae Pructic~ . ( 1660),: p. ii . · . · · ·· · · .. - :,-, · · . . 
. . .· .. : . . . . . .· :. .· . . . ' . . . . .-·.. ·. : .. · .. . · . . 

... . . 
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'. :· • . . . • . . • . • II • . . . ' • • . • • • , 

The _nex.t. orn_ainent ·tha~ :Cruger· describes . . is_ the· Tremo'lp or 

Trerm/lus • . ·H~ defin~s it· as ··11 the·· shaking .o_f the voice · be·tw.een two 

adjacent notes.'.· ·rn. 1nstrumental.mus.ic. it . . is ca.11 ed. a mordant> . It, is 
•, ' ·. . . . ~ . . . . . .. 
aimed more oft~n t~wards the

0

organ.and ins.trum~~ts . than .i·n the voice •. 11180 

.. The _copy is . exa~t]; "th·~. same:~~:' ~~e ~ne .. des~ribed. by Herb~t.- Although 

Praet~·r~ .us ·u~~·d_ ~o·tn \he. T.r>~~t~s 'a~c~nde~, {upper note tri 11) and ·. . 
• . . . • • . . , II 

·Tz>emulus · descerz4ens ( lower note: trill}' as shown in Example 6l, ·cruger 

.says that ".The tr>emoto d~$Cen.dens is no·t as good a~· the asaet}dens~ ulBl 

Example ~1.. Praetorius {1619) · 

.- r~ .. ~;~;;_ ~ ~~c~~~-· ~~- d~~4:~~-

. ' ••' • . 

- ii. . . . . . 
Example 62 shows Cruger's -interpretation of the· Tr emulua ascendens • 

. • . . 

Jhe alternations can b·e single or multiple. The one example that 
II • 

Cr~g~r gives of the Tremoio descendens uses· a semi-tone -for the lower 

part of the ornament~ . 
• • 11 · • • 

Example 62. · Cruger,. Musi aae Praaflcae (1660), p. 25 

18011Trem~lo ist das Zittern der Stinmr tibe~ einer Nota in zweyen 
nechsteri Clavibus. Die Instrumentales Musici nenen es Mortcjanten. Ist 
mehr auf ·Orgeln ·un·Instruitienta .peQnata, als aut Menschen=st1mmen · · · 
ger1chtet. Cruger, Pr~cti.cae !~1-aae , (.1660) ·, p. 25. . . · 

,. 18111De~ Tremolo descendens ist nicht so gut as der ascendens." 
.Cruger, Practicae Musiaae , (1660), p. 25. . 



~. · Examp 1 e 63 sh·ow~: rea 1 i zat ions of. 'l'I'emote.tti ( ano~her name for Tremuius) ~ 
: . . .. ' .. . . ., . . ~ . . 
, . • • II . . . . · . ; . .. 

·. ·Example 63;• Cruger> Musica~ Pvactioae {1660), p. 25. 

· · IB , l J 1 J I rn m m fll "11n1 11 
, 7 V . . .pj ►~ . . P-J ,. ,- -

4 J9 J) J ,n J 1 J JJ J JJJ rr F H O Ii 

$row ffim 0 IW ffl'. t£r m O I' 
~ f_Frr 0 l~r fr f (r_J_: ~ Cf[J_rJra, 0 1 

" . 
The '?1'oppo (a ball or a roll),cruger s~ys, "is.a_quick .wavering 

in '·the voice. They are -used in ·cadences and formal closes· or final 

cadences i~· connection with a preceding Tremolo or Accents: It must be· 
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. P.l ~re~ fast~r- th,~n the tr~1~>-182 Cr~ger'.s· ~xample, shown _ in ·' . 

E~~mple·64 come~ ·s~raight. f~m Pra.et~~i~S 1$ work sh~~n.·in E~ampl~·.·6~;· . . 
' ' . . .. . 

II • I • • 

. Example 64:. : Crtt9~r, _!.f.t.,Sic_ae Pr~cticcie., (1660).,· p~ Z6· ·. ··· · 

. · .. . 

Example 65. Praetorius., Syntagma Musicwn III, 235. · 

II 

A Pi 'i>ata, Cruger says, is (a shot or ~n at.row) long fa~t. little· 

runs that are made over the nQtes ·and· go up and dCMn the st.aves · .. 

The faster and sharper (smaller) these run~ are, so .that men can clearly .. 

18211Groppo (heist eine Kugel oder .Waltze) ·ist efo ges~hwinde~:. · 
nieder und auffwancken der Stimne~ Werden in . deri cadenti is. ·und· . 
clausutis forma t ibu.B, oder Final ctausuZen gebrauchet mit einem vor.­

. hergehenden Tremoto oder Accentui · Mussen aber scharffer al$ die . . 
Tl'emoU angeschlagen werden. · Cruger, Musicae Practicae, (1660), 
p. 26. . 

• . . ·. 
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. he~r each note, . ~h~ bet~er a~d ·mor.~.- ple~sant .wi 1·1 t~-~Y- be.-183 .. The 
example ls straightforward -~nd is: copied frQ~ Her·b~.t~ ::see Example __ 

.• .. II . . • . ' . • • . 

Exampl°e 66·. ·. Cruger,'-Mitsicae Pl'aatiaae ;' (16,60) ~ p~ · 26: - .. 

... • ••• .......... • ... .. ·- ·-·- ·----··--· • ■ - "r.~ ·: ., . ,. . : -. . . -·· . -· - .'. -r, r ~ -to.;e,_ 

1~ v. IJ)fff? rt,J ~ fiBn J 1 

1~JJ, JJO \J j, J,ri@ffl B .• 

-· --- -=-- -- -- ••. - • :.. - - .. ._ - • • .. .. - ... .... -~- ■ -

II . 

There are two 'types of Tz>iZlo (a pretty sighing), says Cruger~ "the 

.one is a story in unison on one= note wbi_le. m~ny -fast·· notes· ar~ repe~~ed _ 

~fte~ one ~nother •1 ~4 The other is: a- different art,- -. -•· • that ~Li-s:t be 

1 earned by example. 11185 · T~~- E}(ampi·e 67 shows~ the. fi rs·t ~i ~d ~f Trillo· 

11 18311Tirata (heiszt11 ein- Schusz oder Pheil) sind. l_ange geschwinde 
Laufflein, so (Jl'adatim uber ein-~oten gemacht werden, und durch dje.· 
cZaves auff u~d niederwerts 11 hJndurch l_auff.en.. · 

Je geschwinder und scharffer ~iese Laufflein gemacht werden, doch. 
also, dasz man eine jede Nota· rein._horeo ugd fast" vernehrilen_._kan; je 
besser und anmuhtiger sie sehn werden •. Cruger, Musiaae· Pl'aatiaae~ · 
(1660), p. 26. _ 

. 18411Trillo (heiszt· ein -liebliches Saussen) .ist zweryerley: D~r . 
eine geschict in Unisi:mo in einem. Clave, wenn viel geschwiilde· Nciten· - · _ 

. nach einander repetiret werden: 11·-cruger, "Musiaae Praatiqa(h (1660), p. '27. -
' • • I 

l8'511oer ·anct'er Trillo ist unterschidli~her Arten. Und ob zwar· ,, · · · 
.einen Trillo recht zu foMDiren unm8glic~ ist auszm furgeschriebenen .. 
zu 1 ernen wo es ni cht viv~-PraeaeptoPis voae & ope geschehe ·. .- • dami t-
es ei ner vom andern observi ren 1 erne . 11 Cruger, Musiaae Practiaae, · 
(1660'), p. 27. . . 

-­•, 
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·. an~ Exa~ple 68 shows _tt\·e second type. . ;·. . .. .·. . . ; . '· 
. . • . II.. . . . . . . • . . . : . . . •· ·. . . ,. . . ·, • . • . 

. Example 67. Cruger, Nr.@icae Practioae, (1660), p. 27 .•. · .- :-_ - . : -. . · ; ·- -_' : 
. . - '---~-~----.'.·-~- -::. . . .. ::.: . :.· . ·... :. _,. ·. _·: . . .- ., . ·•,' . ... · . . ·. · . .. . . ... : ·. . :- .; · 

. . . . . 1.-•,·.,1 D . . .. . .• ·... . 
. . . . . 

• •- _.,,.;_ I • • - ,.. - ~~-....-• .,_ •-• • .-, ~-- • •• • -•-•• •-• • 

II . . • . . . . • • 

· Exaniple 68 • . Cruger, l.fuilicae Practicae~. (1660), pp. 27~28._ 

+ ,1 ill n,,. 2 lJ ;1 uJA1 n % An 
~ : -,, . 
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In this inst!lnce. Cruger did n_ot copy. dir~ctly ·from .Herbst; · rat~er,. 

·the ~xamp:l·e ~f: tie ·sec~nd -type :~~- {riJ 1.o is·: -~:iff~~e~t_. --~~111l.l e 69 · 
. ' . : .. . . . .. ·. . . 

. 'sh?WS Pra~to"ri-u·s 1S ;work: copied ~y :H~rbst~· ·. ··. •' ' · .... , 

. ~x:a~ple· 69· •. ·Praeto;i~s -(He~~-~·t:) ., Sy~tagma~ ''"'~)_. 
• • • :: •. ' •·· • M ' ♦ • 0 • • • • 

. . Ho~ever, all agree_<that there·are two types of Tritto, one be1ng a 

repetition o{ a note, an~ th~ o~ er a set o·f sma 11 . patterns • · The 

sec_ond type· was a brief melism~tic ffg4r.e that ·stayed very close to 
the basic melody. 

140. 

The Passagio consist of·fast_ runs that bend through the ascending 

and descending i nterva 1 s 
0

usi ng• Semi mi nimas, Fus~s :~nd Semi fusa~. 186 
II . .. . . 

C.ruger gives many examples of passage work .-· E~ample 70 is but the .· 

first .three of the wo~k, but he cautions .. t~~t performe.rs · do not 

· misuse this ornament so that the harmony. and .tex·t are ·1ost ·in the . ' .· . . . . . 
II . 

performance •. Cruger gives fourt~en_ exa!l)pl_es of Pas~age work fn the 

18611
Passaggio sind geschwind~ L:uff.lein: welche be~~es gradatim 

ynd fa1tuatim· durch alle Intervalla, so wo·l ascendendo a·l.s descendendo 
uber den Noten durch Semiminimas, Fusas, und Semifusas formi ret werden. 11• 

Cruger~ Musiaae Praatiaae , ( 1660) , p. 28 • . · .. . · . , . 
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.. l}•JJ .. IJjJJH JJJ]JJJJ JJa 11JJJa I . ; 
\ 

. ·. - . · ·. . i · · tk• 

. l~)J il )J fJ 1JJ · gh 1 11 J 11 1~1 JJJ II . -- C - > ---~ - o· - av - e - r. ;r, r - o --.. . ~ . 
. . . . . . . 

·-- ..... .. , .... _:.·.,_, . . .. . ' :, ·- _,.., ___ :. ...... :.. .. ........ . ... -.. '" -• ___ :_ ... ------~=---~ 

· Synops_i_s ·(1854) and thirty-one in theMu.siaae' Praaticae (1660). Thes·e 
. . . . 
follow H·erbst and Praetorius. 

. II 

It. is• with the Passagework that Cruger attaches the EXCLAMATIO • 

. His ~x~mpl'es spow ho·w certain figures can follow certain Affect~.187 

T~e affects ·he illustrates are ~anguid, Affected, Lively; and 

Very livel.y~ · (Languida~ Affectuosa, Viva ·and P~u Viva.) Example 71 
. II 

· show_s these passages. In the Synopsis Cruger says tha~ the ornamentation . . 
.. can -also help the diction by raising and stressing certain.syllables 

using th~ ornaments~188 Example 72 shows these pass~ges. 

fs711i·tie.rzu geh8ret nun auch. EXCU\MATIO, welche das· rechte Mi~tle 
. is·t die affectus ·zu moviren, musz mit Erhebung ·der Stimme geschehen und · 
kan inMinirnis •and· Semiminimi~ mit dem Punct angebracht werden. ~st 
unterschi ed~ i cher Arten. 11 Cruger, Mu.sicae ·Praaticae, ( l 660) , p. 32. 

· 18811Exclamatio, ·ut supra dictum cum elevatione vocis fieri amat 
·q:u apposit~ & concinni adhibita op.timum affed:us movendi est medium 
~uJus diversi sunt modj, ~t exempla subseq~entia monstrant. 11 

Cruger, Synopsis, (1654), p. ·201. · · · 
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II . , 

Example 11. Cruger, Musiciae -.Pruatiaae, (1660), p._ 32. 



· · . 143 _. . . •' 

. : • . . 
. h . . 

~xample 72. Cruger, Synopsis (1654), p~- 20l. · . 

. . 
· . ... 
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. II . 

Cruger _also.mentions vibrato as. an ornament~ but he says that 

this is a string or. instrument ornament, not a vocal one arid ft 

colours the tone rather than ch;nging the hannriny. 
. - . - . II . . • . . . . . 

Ornaments· play a central role in Cruger's interpretation- of harmony'. · 
- -

They help .to_stress ac_cent points in. the music as well as the' text, by 

virtue of their floridness and_ their diss~riance. These ornaments 

afford .. the performer a_ certain freedom to vary the.sound _of the music;· 

but still stay within the hannonic and melodic bounds of the piece._ 

· · The guides set in the tutor books were only just that1 in the end the 
·•i 

performer must do what he felt most comfortable wit_h. Cruger- cau-

tioned many_times that the music and text and ornaments must·always 

be suitable and related. This relationship or Affect of the piece 

- " marked one of the foremost trends in Cruger's thinking._ It was 

characteristic of many later Baroque composers' thinking. · Although 

" Cruger copied most of his examples_, th_ey are an -accurate po_rtrayal of · 

what was prominent in actual seventeenth century performance and 

therefore _become an important study for anyone wishing to analyze per­

formance practices of the day. The most profitable way of learning 

" the art of Ornamentation~ Cruger believed, was by listening to 

performances ·of the ornaments_ and by using· gooc:I taste in actually doing _ 

the perfonnirig. _ The caution was never to obscure the words or the­

harmony as these were both fundamental to music. 
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-CHAPTER 9 

CONCLUSIONS-

II 

Cruger' s theoretical treatises grew out of a neeli to present- cl ear. 

directions on how to understand, create.arid perform music.- BY using 

concise explanations and copious musical examp~es copied from his 

contemporaries he effecti_vely" achieved this end: These treatises 
. . . 

were primarily rmisia~ prattiaa works but- the :iristructi5>ns on· harmonic 

composition and performance practices expanded into the areas of 

·musaca theoriaa and musiaa poetiaa. 
II . - . 

Cruger followed Lippius' lead when discussing the _concept of har-

mony. He established monads (single notes), dyads (i:ntervals and two­

note chords) and triads (trias harmonica). as the basic ·elements froin 

which musical.harmony was made. These sounds could be varied accord-. ' 

ing to duration, volume and pitch~ He felt that the arrangement of 

sounds in a composition was very important. The composition was viewed 
. . 

as a unified whole where the music (mel~dy, harmony and rhythm) must 

display the same effect as the text. 
II 

Cruger's_view on harmony was very progressive in the early seven-

teenth century as it incorporated many of the ideas of compo'sers 

writing in the seaunda prattiaa manner (i .e;, the Itali_an Monodists).· 
. ' . . 

He felt that the_ text/music relationship was of utmost impo-rtance. 

Ornamentation could cover faulty progressions if the affect of the 
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. music was thereby enhanced .. If the··.text demanded, dissonances could· 
. . . . . - . -, .. . o·. . . . 

be ·used as could· parallel octaves or fi.fths. Cruger's use and des-
. . . ' . 

cription of figured-bass was also very forward looking, as wa~ his 
. ~ . . 

belief of. the supremacy of the triadic chord over the dyadic chord. 
II 

Cruger's idea that the bass (radix or root) was the most important note 

of the chord was. definitely an idea characteristic of Baroque thinking. 
. . 

This idea led to a style. of composition that was.more vertical than hori-

·zontal in appearance. The music consisted of a series of vertical 

major or minor triads as opposed to a horizontal succession of inte·r­

vals in counterpoint. 
II 

Cruger's compositions can be analyzed tonally, but this should not 
II . . 

be done as he never mentions major or minor keys. Cruger, rather, 

is describing a series of major or minor chords that can be found in 

any piece of music. True, there·might be a predominance of one or 

another chord, but this occurs because the modal scale used in.corporated 

that particular triad. The piece was composed from within the hexa­

chord system and major and minor triads (trias r.armonica) were found 

iri eath of the modes. The specific triad used related to the affect 

of the piece. Each mode had an affect and major.triads had a different 

affect from minor ones. The dyads could be used•in composition, 

but the triads were better, because they represented the Holy Trinity 

(Three in One). 
II 

Cruger extensively describes the characteristics of the 

dyads and triads; The consonant dyads were named as perfect (8th, 

5th and 4th) or imperfect (major and minor 3rds and 6ths). · The dis-
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sonant intervals (2nds or 7ths) were intrinsic if found naturally· 

within the hexachord and -extrinsic if-founci outside the hexachord 

created by the u·se of accidEintals .. · The major-triads.were perfect·· 

and the minor triads were imperfect .. Both kinds must be found in the 

natural or transposed locati.on ·of the hexachord; Any. spurtous o.r 

faulty triads (either _than major or mino~) were.to be altered by' using· 

accidentals. 
II . • . _ 

Cruger's naming of ·the dyadia intervals was in the 

conventional contrapuntal style and his naming of triads was in the· 

modern Lippian style. 

It is important to note that·his ·explanations. revolve around 
. · . . · II ·. 

an analysis of mode classification not key classification. Cruger's 

concept of harmony is therefore not in the traditional contrapuntal 
. . 

' . . . ,I . . ' 

style; nor is it in a post-Rameau tonal style, rathery'it. is pre-tonal. 

This kind of harmony.should be classed as TRIADIC HARMJNY and works 

wrttten in this style should be analyzed with this· in mind. 



148 

· BJ:BLrOG~HY. 

. ' 
A. Pri.ma:ry Sourees ' · · · 

.:,. : .... 

Adlurfo,-Ja'cob.- .Anleitung zit d~ Musika.li:sahen Gelehrtheit.· Erfurt: 
· Jungnh:ol ~ 1758; .reprint ed.; Kassel:. Barenreiter, 1?53; 

' . ~· ... 
· Agricola,-Martin~. Rudim_~ta musiaes.··, Witte.nberg: n.n., 1539; facs. 

ed;, New York: Broude Br.others, 1966 •. .- · 

·. Burmeister; Joachim. Musiaa. 
II 

Nur,nb.erg: Petreius, 1549; fasc. ed., 
Berl in~· 1927. .: 

.- Musiaa'Poetic~. Restock:. n.n., 1606; f~sc. ed., Kassel/ ..;...._ __ Ba_?_e __ l-,--· 1955_ · 

Cal vis i us, Seth. . E:x:er!Ji tationes· musiaae duae_. Li epzi g:, : n. n. ; 1600, 
reprin~ ed·., Hildesheim: Geo_rg Olms, 1973. 

··• E:ieraitationes ,rmsiaa ierti"a. Leipzig: n.n.·, 1611, -----reprint ed-s Hildesheim: __ Georg Olms, 1973. 
;-

II 

Cruger, Johan_nes. Conaentus·Musiaus. !3erlin: n.no 1619. 

Geistliahe Kirahe:n-Melodien. Leipzig: n.n., 1649. 

Kurtzer ·und. v~ers~endtl.iahez> Unterr-icht, recht wid: 
leiahtliah- ~ingen ·zu Z.ernen. Berlin: ~all, 1625. 

--.......,..-..... --· ,Lau.des Del Vespertinae. Berlin: Kall, 1619~ 
' . 

. . . ·• · Meditationwn Musiaarwn Paradisus Primus. Berl i-n: -------Kall, 1622 . 

. · Medi tationwn Musiaaruin Paradisus .Seaund.us. Berl i ri: 
---K-'--a-1_ 1-,-1626. ·. . 

_____ ·. Musi~ae p~atiiae proeaeptci bPevia, &_ e:x;epaitia pro 
-tyronibus varia. Berlin: Auter, 1660.-.. 

--------=-· Neun Geistiiahe Liede:ro. B'erlin: Kall,. 1949 11 ·published 
score in Antiqua C1ho'Pbuch, Vol. l, Heft 5,·Mainz: Schott&-· 
Sons: 1951-1952. · 



149 

,, . .-

------'--· NebJ~s vollkommliche Gesangbuch- Augspu:Pgisaher Con-
.fession. Berlin: KaJl, 1640-. - · · · ·· 

----------
-----

I'!'aecepta mus~aae 'praaticae f~{!U2'at~. _Berlin: _ Kall,· 16_25 • 

• -P.Pa:ds·Pietatis meliaa. Berlin:-: Kall,·1653. 

•.. Psalmodia Saam. Berlin: Kall, 1658. · 

-----· Quaestiones musicae praaticae, se:c capiti~us aompi>e- . 
. hensae, qu.ae perspiaua, faait.i, & qua fiezoi. potuit, · suaaincta 
methodo ad prazin necessaria continent, ••• aonsoriptae, ~ari~ 
isque idoneis e:cempZis, una cum utiZ.issima'XII. Berlin: Kall~: 
·1650. . · . . . · 

. . ,, 
-----• Seahs Chomlsatze. ·Berlin: Kal 1, 1649. . 

Synopsis musiaa continens rationem aonstituendi & 
compqnendi'melos ha:rmonir:ium. _ Berlin: Kall, 1630. 

_____ • Synopsis musica • .. Berlin: Autor & Runge, 1654. 

Den:iant;.us, Christoph. Isagoge artis musiaae. 5th· ed., Onoldsbach: 
Pauli, 1.611. · 

Faber, Nicolaus. Musicae PU.dimenta admodum b:r>evia atque uti1.ia~ 
n.p.: n.n., 1516. ·. 

Fink, Hermann. Practica musiaa. Wittenberg: n.n., 1556; facs. ed. 
Hildesheim: Georg Olms ,. 1971 ._ 

Gaffurius, Franchinus. De Harwionis musicol'Wll. Milan: n.n., 1518,­
facs. ed., Bologna: Forni, 1972. 

_____ . Practica musica. Milan: n.n. 1496, facs. ed. Hants, · 
Eng.: Gregg, 1967. 

Gerhardt, Paul. Geisttiahe Lied.era. n .p.: n .n., 1667, reprint ed •• 
- Bern: · Francke, 1975. 

Glareanus, Henricus. Dodeaach"o:r>don. Basel: n.n., 1547, facs. ed.·, 
New York: Broude Brothers, 19.67. 

Gumpel tzheimer, Adam. Compendium musicae Zatino-germaniaum Augustae. 
Augsburg: Schoenigij, 1616 (2d. ed., 1632). 

II II 

Herbst, Johann. Musica poetica. Nurnberg:. Dumlers, 1643.· 

: ·-



150 

-- •. · Musica· p;actica sive instructidr} pro synrphpnir,zcis_~ _ 
-----..--- -11 • - • - :· •. 

· Nurnberg: Dumler:s, -1642~- . . • · · · -.- :_ . · ...... 
• .... 

Lippi us, Johannes • Disputatio .musi.~a-' ~erti_a. Wi :tte~berg: 
1610. . • .. •··· 

- ' 

• Bynops--ls Musicae Nov~e. n.p:: · Ki:efer~ 1612; "·trans· .• by:·. \; · ., . · 
---Be_n_i-to· V. Rivera, Colorado· Spt·irigs: Col~rado Colll:!ge .Mu~ic ,. · · ·. 

Press·, tram(._ no. 8, -1977". 0 • • • , • -. • 

. . II . . 

Listenius·, Nicolaus:. Musica, Nurnberg: ~ohan Petreium, 1549; repr.int:. 
ed., Berlin: Martin Breslauer, 1927; trans,-. by Albert Seay, 
Colorado Sprfogs: Colorado College Mus·ic Press, no~ 6, 1975.- · 

Optiz, Ma~tiri. · Buch von de; De~tschen Poeter.~y. n:p.: ri~1{, 1624,· .· 
. reprin_t ed., Alevyn and Grwenter, ed., -in NeudPucke Deutscher. - _ 

Literaturwerke, Falge 8, Tubingen, _Max-Niemeyer, ']96'3. · · 
. . . ,II 

Praetorius, Michael: Synf;agma MusiC?,Qll III. Wolfenbuttel: · Holwein, 
. _ 1619, facs. ed., Kassel/Basel: Barenrei-ter, 1958. ·. _, . . ... · 

• • • • - - ■ 

·Quinti l.ian. ..Tstitutio oratoria. ed. a~d. trans. b~ H .E. Butler, . ; 
Cambridge Mass./London: ·n.n:, 1920-1922, reprod. 1959-196.1:-

- ~ - -
' . . ; . 

Rameau, Jean· Philippe. Nouveau Systeme De -14usique 'l'heorique. Paris:· 
Ba_llard, 1726;.~acs. ed., New York: -~rou_de Br_~thers, 1965~· 

• . !ll"aiti de L'Harm~ie. Paris: .Ballard, 1722; facs. · ---.--ed., Ne1.1 York: Broude Brothers, 196~. .. 

Walther, J • G. · Musi"f<.aZisches Le:x:ikon. Leipzig: \~o lf gang Deer, 1-732,, 
. ;, reprinted, Kassel/Base]: BHrenreiter, 1953". 

~lerkmehter, And.reas • . _Cribl'Ulfl Musicum. 'Leipzig: Quedlingbur:g, 1700~· 

_____ • HarmonoZogia Musiaa. • Fr:ankf1:1rt/Leipzig: · n.n., 1702. ·: 

Hypomnema'ta Musiaa. L~ipzi g: Quedl i nburg ,· · 169 7. _ . - · 

. Musical~che Pamdoxal Discourse·,. Leipzig:· Quedlinburg·,._ 
-----1=70=7=-;-repr:int facs. ed .. ~ild_esheim: · .Geo·rg Olm~, 1970. · ·_ : · 

Zarl i no·, G·. Dimostrazioni h~iche. Venice:. n .n. 1571 _; facs. ed., 
Ridgewood: Gregg Press, 1966. 

. ' . . . 

• Le Istitutioni 1iarmoniche: Venice: n.n~, 1558; facs •. --------ed., N.Y. Broude Brothers, 1965. · 

-------'" Istitutioni harmoniche. Venice: n .n., 1573; fac·s. 
ed., Ridgewood: Gregg Press, 1966. 



151 

. . . . ' 

. _-A~nold, ·f .T~, · TJ.ie,_Az>t. of Aaaomp~iment _From a Thoro~ghbas.s as. Practised·_ 
in the XVII"-& XVIII th dentu:l'ies~ ·· London: Holland· Press, 1961.· , . 

. Atcherson, -Walter.,'· • ,iKey and Mode in S!=!venteenth Cen.~ury Music_ Theory 
ijooks·. 11 · Journai::of l.Jusia· Theory, Vol. 17, 1973, pp. 204-233.· 

Baldwin;· J. ·-"Harmony:. II . Diation'ary of 'Philosophy and ·Psycihol~gy. 
Vql. I, J957, pp.· 141-142·.· . . 

+ • : 

Bank, ·J~A. Taa.tus,· Terrrpo and Notation in Mensural- Music.from the 
13th to· the 17th Century;. Amsterdam: Anna Vondelstraat, 1972. 

' ' 

Becker; C.F. Die Hausrrtusik in Deutsahtand in dem 16, 17, und 18 . 
- · · JalwhWJ,derts. •. Leipzig: Fest 1sche Verlagsbuchhandlung, 1840. 

Benecke, Gerhard. Germ~ in the Thin;y :tears War. London: Edward 
· Arnold, 1978. 

. . 

Beswick, Delbe.rt H. 11The· Problern of Tonality in Seventeenth-Century: 
-Music. 11 Ph.D·.·dissertation, University of North Carolina, 1958. 

Beyschlag, A. ·Die Ornamentik der Musik. Leipzig: ·n.n., 1908. 

Blankenburg, W. 11 C,rug_er • 11 M. G. G. Vol • 2, pp~ 1799-1814. 

.. 

II 

Geschichte des. Kirahenliedes·. · Gotti_ngen: Badenhoeck 
~ Ruprecht, 1957. · 

Blume, Friedrich. ~•oeu_tschland in der Musi_kgeschjchte.: Barock. 11 

M.G.G-., Vol. 3, pp. 303-322. 

. • ··Geschichte· der Evangeiische Kirchenmusi'k.. Kassel/Basel: 
·earenreiter, 1964; trans. F .E. Peterson as Protestant Chu.rah · 

•. Music--A. History. N~Y.:· W~W. Norton, 1974 • 

• Das Monodisah Prinzip in der Protestantisahen Kirchenmusik. 
--.... L-e, ..... 'p_z..,,.i-g: .Breitkopf & Hartel, .1925.; reprint, Hildesheim: Georg · 

Olms, 1975. · · · 

. " 
. Brodde, o"· ?ohann. ~ruger--Sein ~eg und Sei~ Werk. Leipzig: 

Schloszmann, n~d.. . . 
. . 

. . . , _II • 

Buelow, G.J. '!Cruger." ·New Grove Dictiona:t'y ofMus"ia. Vol. 5, 1980, 
pp. 69-71. 



)52 

._ -11 Rhetoric and· Musi_c. 11 Neb1 Grove·, Vol. 15., 1900, pp. 793~- .------ _. ·- .. 
803. 

- . . 
. --------- 11 Symposfum on Seventeenth_-Cef)tury Music· Theory: 

Germany. 11 J.M.T., Vol. 15·, 1972, pp •. 35:..49 ~ -

---..,.......,,......,,...· Thorough-Bas·s Accompan:iment Acaording· to· Joht.pm fk!.vid_ 
Heinichen. Berkeley: University of California, 1966~. - · · 

Bukofzer·, Manfred. Music in the Baroque Era. N. Y. : W.W •. Norton,:, 
1947. 

Bush, Helen H. 11The Recogniti.on of Chordal F~rmation· By· Early Mu~ic -
Theoris~. 11 Musical (/uarterly, Vol. 32, 1946, pp. ·2~:-243. · • 

The Centiaa-y Dictionaey and Cyclopedia. N ~ Y.: · Century Co., 1975. ' · 

Class, A. The Genius of the German Lyric. London: George Allen & 
Unwin, 1938. 

Cunn·ingham, William.L Martin Optiz~ Bonn: Bouv.ier, 19l4. 
- • II! 

Dahlhaus, C~rl ~nd Walter·Wiara~ Norddeusahe und norde~pa.ische Musik. 
Kassel: Barenreiter, 1965. . -

II . ----~l Untersuchun.gen uber die Entstehung der harmonischen 
Tonatitdt_.· KassE:1/Basel: Barenreiter, .19.67. · . .-

Dammann, Rolf. Der Musikhegriff im Deutschen Barack. Cologne: 
Volk, 1967. 

Dictiona:ry of Philospphy and Psychology. s·1oucester, Mass.: Peter 
Smith, 1957'. 

The Encyclopedia of Philos9phy. -~-Y.: MacMillan, .1967. 

Fellerer, Karr, Gustav. The Monody. Trans. R. Kolben,· C.ologne: 
Volk, 1968. 

. . 
Fetis, F.J. Biographie 'lJniveX"se'lle·Des.Musiciens. 2cd. ed. Paris: . 

n.n., 1.875, reprint ed. Brussels: Culture et Civilization, 19:63. 
II II . - . 

Ffscher-Kruckeberg, E. "Johann Cruger's Choralbearbeitungen. 11 

Zeitsahrift fUP Musik Wissansc!zaft, Vol. XIV, l93l-l932, p •. 248,,ff .. 
II 

_______ ,_. ''.Johann Cruger als Muskitheoretiker. 11 Z.f. MJ •. Vol. XII, 
1929-1930, pp. 609-628. . . 

Ferkel, J.N. AtZgemeine Literatu:t- Der Musik. Leipzig: n.n., 1792; 
. reprint ed., Hildesheim: Georg 0lms, 1962. 



·. 153 

· Th4 .New Grove 'i>ictionaz>y of .Mus~cJ. ani}'Ju;i~ans. ·,6th ed.· $tanley · · · ·. 
. Sadie •. London: -MacMillan Pu~lishers,. 1980 • . · ... 

Gu~litt~--Wilibald. ~chael- ~~e~rf,~.· · l·~ipzig! · ··o.n· •. , 1915;· ~epri~t 
. e~ •. , Hildesheim_: . Georg 0lms;_196_B.· · · ·· 

. ·. Hamburger, P .- "Choral~ Harmonizati~ns·· i.n. tile-Church ·Modes •1
' . Muaic . ·. · 

Journal,. · 32 :24, Nov. 1_974, tr~ns. H. Norden. · : 
. . 

Haydon, Glen •. · The Evo'tution · of the Six,-Foui- Chor¢.· . tr. Y ~: Da Ca po; 
. 1970. . 

Henneberg, G. Theorien zU!' · Hhyf?hmik . und Me~rik. Tutzi ng: . . . Schne_i der., 
1974. 

Hoffmei stern,. J.. Dez» Kantor zu St. Nikolai. Berlin:. Evange 1 i sche . 
Verlag~anstalt, 1964 •.. .-

Horsley, Imogene·. ·11symposium on Seventeenth-Century r,1usic Theory: 
. Ita_ly. Jm,a,na.7, of Music _Theo:l'y. Vol. 16, 1972, pp. 50-61. 

Koch, E. E. Geschiahte des Ki;_.chenl-iedes . und Ki~c_hengesrmges. der 
· · Christliahen in ·b.esondere deri. deutschen evangeUsche Kirahe. 

Stuttg~~d: · n.n., .1847'. 

Leby, Donald. i
1Macrocosm and Microcosm." Encyalopedia of Phi fosophy, 

Vol. 5, 1967, p •. 1~2. 

Lester, Joel . 11Major-Minor Concepts and Modal Theory in Gennany, · 
1592-1680.-11 cT.A.M.S., Vol. 30, 1977, pp. 208-253. . 

• . '~The Recognition of Maj or and · Mi nor Keys in . German ---=---Theory:- 1680-1730." J.M.T.., Vol. 22·, 1978·. · . 

11Root-Posiiion and. Inverted Tr'iads in Theory Around 
1600 ~ 11 tT.A.M.S_. , Vol.. 27, 1974. 

Lowinsky, Edward, E. Tona'iity and Atona.},ity i n t he Si:r:teenth-Centu.Py 
· Musia. ·. Berkeley: University of California, 1961. . · 

: ' . . . 

Luther, Martin. LitU!'gy & Hymns . _Luther's·worke. Vol. 53, ed. 
· L. Lehmann, Philadelphia: Fortress, 1~65_.. · 

II . 

Die Musik in Gesahi chte wu1 Gege'YlJJJa:Pt . · Kasel: ·sarenrei ter, 1949-
1979. . 

Moser, H.J. Die EvangeZisohe Ki rchenmusik in· Deutschtand~ Berlin: 
Carl Merseburger, 1954. · . . 



154 

. . 

• ·Geschichte dBr Deutsahen Musik. Hildesheim: Olms, 
--_ -=-19=3=-=o,....~--r-epr.i nt ed. 1968 •. · · 

Nelle, Wilhelm.- Geschichte dBs dButschen evangelischsn-KirchenZiedes~ 
Hamburg Schloszman, 1909; reprint ed·. Hildesheim: Georg ·O·lms, 

· 1962. - - -

Nelson," Cl'ifford E. 11 Pietism. 11 Encyclopaedia Britannica, Vol. 14, 
1981, p. 455. 

Neumann, .F. Ornamentation in Baroque and Post-Baroque Music. H .• 
Jersey: Princeton University, 1978. 

Pascal,_ ·Roy •. German Lit¢ratuz>e in the Si:x:teenth and -Seventeenth 
· Centia-ies. London: Cresset, 1968. 

Powley, Edward Harrison. 1!Il trionfo di Doro: A critical edition. 11 

Ph.D. dissertation~ Eastman, 1974. 

Rayner, Clare, G. 11 Germany, Art Music, 17th Century.•• New Grove, 
Vol. 7, 1980, pp.· 270-272. 

Reese, G~ Music in the Renaissance. N.Y.: W.W. Norton, 195~ • 

• Geschichte der MUsiktheorie im IX-XIX Jahrhundert. ---e---=----Lei pzi g: Hes~e, 1898; reprint ed., Hildesheim: Olms, 1961. 

Rieman, H. Musik Lexikon. 11th ed. 2 Vols. Ed. A. Einstein, 
Berlin: Hesse, 1929. 

. • H. '?.tudien zur Geschichte dBr NotenschI"ift. Liepzig: 
Breitkopf & Hartel, 18~8-.. . · . · 

R.I.s.M.- Das Deutsche Kirchentied. eds. K. Ameln, M. Jenny and W. 
· Lipphardt, Basel : B&renrei ter, 1975. · 
l 

__ .,...... __ .• Ecrits imprimes "COncernant ia musique. ~d. F. Lesure, 
Munchen: · G. Henle, 1971 . - · - - · 

Rivera, Benito V. Ge:l'Tflan Music Theozoy in the· Earl.y 17th Centuzoy, 
The Treatises of Johannes Lippius, Michigan: U.M.I., _1974. -

---=----· ~'The Isagoge (1581) of Johannes Avianus :_·An Early 
Fonnulation of Triadic Theory. 11 J.M.T., Vol. 22, No. l;, 
Spring, 1978. 

• "Johannes Lippius and his Musical Treatises: A Study 
---o-=-f--=s=-e-rm-an Musical Thought in the Early Seventeenth Century,. 11 

.Ph.D. dissertation? Ru~gers University, 1974. 



-155-. 

. . . 

1 Rbpertson;.J.G. A History.of Ge~ Litemture •. 6th. ed~,-Edinbl,!rgh_: 
/- Wm. Blackwood, 1970. · · · 

. . 

Rose;.. _E. A History of German !,itera_ture. N. Y.: UniversJtY. Press, 
1960. 

. . . 

Ruhnke, M. 11Musica theorica, practica; poetica.'!· M.G.Q.,- Vol. 9, .';.· 
pp. 950-958. 

II •. • . .. 

Joqchiin Bu:rmeister-. Kassel/Basel: Barenreite·r, 1949-
1979. 

Sachs, Curt. Rhythm and Tempo, A Study in Music _History... N.Y.: · .. 
W.W. Norton, 1953., 

Schlawe, F. Die Deutsahen Stroph.enformen (Lyric 1600-1950). Stuttgart: 
J.B. Metzlersche, 1972~ . · 

Shirlaw, Matthew. The TheoPy of HCU'lllony.· London:· Novello, 1955. 

Strunk, Oliver, ed., Sour-ce Readf,.ngs in Musi.a HistoPy. N.\'.": 
Norton, 1965; Antiquity and the Middle Ages,. V~ l • 1 ; The 
Renaissance," Vol • 2, The Baz>oque Era, Vo 1 . ·. 3. · 

Thomas, C. A Histor-y of GePman Litemtu:roe. N.Y.: Kennikat, 190_9, 
reprint, 1970. 

. . . 

Thomas, R.H. ·Poetzry and Song in the German Baroque. Oxford: 
Clarendon, 1963. 

Tonkin, J. The Chzaoah and the Secuiar. Or_ider in Reformation Thought. 
N. Y.:. Columbia Uni ver_si ty Press, l 97l. 

Ulmer, Bernhard. Mar-tin Opitz. N.v.·rwayne, 1971. 

Unger, Hans-Heinrich. I>ie Beziehungen Zwischen Musik und Rhrrtorik im . 
16-18 Jahrhunder-t. - warzurg: Konrad Triltsch, 1941; reprint 
ed., Hildescheim:·. Georg Olms, 1969. _ · 
. . u 

.Wagernagel, P • . Das Deutsche KirahenZied von aZt~sten aeit bis ·au 
anfang des XVII Jahrhundeiats. -~eipzig: 1864,. reprint. ed.~_-. · · 
Hildesheim: Georg Olms,-1964. 

Wolff, E. Das deutsohe KirehenUed des· 16 und -17 Jahrhun4erts. 
Stuttgard: Union Deutsche Verlagsgesellschaft,. 

Zahn, J. Die MeZodien der deutsche.,;,_ evangeZisahen KirahenZieder~ 
Gutersloh: n~n., 1893, reprint ed., Hildesheim: Georg Olms, 
1963. . 



156 

APPENDIX A. Praeaepta.Musiaae Praatiaae (1625) 

. Plate 1. :Title P~ge· ....... -... · .. · ......... · .........•..... 
Transcription ...... ·. · ...•.................. ~. 
Chapter He~di ngs ... · .... • ..................... ~ 
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Platie 1. . -Title Page--Pi>aeaepta Musicae Praaticae (162.5) 



Praecepta 

MU S ·r CA E 

PRACTICAE 

figuralis 

EA, QUA FIERI POTUIT FA-

cili, ac succinta methodo in gratiam & 
usum studiosae j uventutis Gymnasij 

Berlinens: conscripta 

ET 
· Ad incipientium captum imprimi:~ 

accommodata. 

Studio 

II 

J O H A N N I S C R U G ~ R I, 

Cantoris ibidem. 

Cum Privilegio Elect. Brand. 

Typis Georgij.Rungij, Sumptibus Johan­

nis Kallij Bibliopolae. Anno 1625. 
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. . 

PRAECEPTA MUSICAE PRACTICAE FIGURALIS (1625) : ·. 

Title Page 

Dedication 

Ge~erai Introduction 

Chapter I - DE CLAVIBUS 

. Abo~t Keys 

Chapter II-,. DE VOCIBUS 

About Voices (Sounds) 

Chapter III- DE FIGURIS MUSICIS 

About Musical Fonns (Notes, Rests, ·pauses) 

Chapter IY- DE INTERVALLIS 

About Intervals 

159 · 

Chapter v- DE SIGNIS QUIBUSDAM INTER CANENDUM ~~PE .OCCURREN~1:8US 

About certain signs that often_occur du~ing playing 

Chapter VI- DE PROPORTIONIBUS. 

About proportions _ 

Chapter VII- DE MOOIS MUSICIS 

About musical modes 



.. ·.: 

:.-

APPENDIX B. · Kw-tzer llnd VerstendZichter U~temcht (1625) 

Plate ·2. Title Page ................................... . .. 
Transcri pti On ...............•.... · ..... · .... ~ ..•. , 
Chapte~ Headings .••.••.. ~ •. : .•..•...••.• ! ••••••• 



161 

· •·. 

Plate 2: Kurtzex, Und Verstendteiahtez, Unternaht (1625). 



-­._. 

.. • ... : . 

Kurtzer vnd · 

·_ ·_; verstendlichei · V~ter-

richt· / ~echt vnd. leicht­

,lich singen zu le~~ 

nen. 

Alien ~tt·esf~rchtigen / vnd · 

der Musi~ liebhabend~n 

Knaben. 

Auff besondere newe / vnd dieser Sr-
II . 

ter vtige~rauchliche art/ durch die 7. 

II Musicalis~he worterlein Bo, 

ce, di,:ga, lo, ma, ni. 

Vorgeschrleben / 

Von 

" CRµ G ~ RO, 

Cantore Berlin: 

Gedruckt zu Berlin/ durch George Rung­

gen / In verlegung Johan: Kallen/ 

Im Jahr 1625. 
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KURTZER UND VERSTENDLICHER VNTERRICHT · {1625) 

Title Page 

General Introduction 

Chapter I- VON DEN CLAVIBUS ODER SCHLUSSELN. DER MUSIC . 

About keys in music 
II . 

Chapter .II- VON DEN VOCIBUS MUSICALIBUS ODER WORTERLEIN/ DIE.IM 

SINGEN GEBRAUCHT WERDEN 

About musical -Jo111slc (utterances) or little words 

that are used in singing ( Bocedization) 

Chapter III- VON DEN FIGUREN 

About figures (notes, rests, pauses). 
II 

Chapter IV- VON ETLICHE SIGNIS, SO IM GESANGE GAR OFT·FURRFALLEN 

About several signs that often occur in songs 

Addendum - Musical Examples 



APPENDIX C. Synopsis Musica Continens (i630) 

Plate 3. Ti tlE! Page .......................... ~ ...... --~. 
· Transcription •••••••...••••.••.•••.•••••.••• 

Chapter Headings •.•...•••..•.•••.. · ••.•••••.•• 

164 



16S. 

Plate 3. Title Page· of Synopsis Musica Continens {1630)· 



GRAMMATI~. 

DIALECTICA 

RHETORICA. 

MVSICA 

Synopsis. Musica 

Continens 

RATIONEM CONSTITUENDI & COMPO-­

NENDI MELOS HARMONICUM. 

Conscripta variisq(ue) exem­

.plis_ illustrata 

a 

II 
Johanne Crugero Directore 

Musico in Ecclesia Cath~­

drali ad D •. Nicol: 

q(uaei est ·Berolini 

Cum gratia et Privilegio 

S\Jllltibus Johannis · Kallij Bihl, 

Anno 1630. 
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ARITHMETIC 

GEOMETRIA 

ASTOLOGIA 
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SYNOPSIS MUSICA CONTINENS (1630) 

Title Page 

Introduction 

Chapter I-

Chapter II-

DEFINITIONE MUS ICES, ET PRINCIPIIS HARMONIAM 

CONSTITUENTIBUS 

A definition of music and the elements of harmony 

(The first principles constituting harmony) 

DE SONO SIMPLICI SEU MONADE MUSICA & EJUSDEM SEDE , -

Concerning the simple (single) sound or mt!sical -

unit and its placement 

Chapter III- ,DE SONORUM NOMINIBUS 

Chapter IV-

Chapter V-

Chapter VI-

About the names of sounds (Hexachords) 

FIGURIS SIVE SONORUM SIGNIS 

Signs of sounds (note lengths and.rest lengths) 

DE TACTU 

About touch (tactus) 

INTERVALLIS 

Intervals 

Chapter VII- DE SONO COMPOSITO & IN SPECIE DE DYAD MUSICA 

Concerning musical composition and' in particular 

The musical dyad 

Chapter VIII- · DE TRIADE MUSICA 

Chapter IX-

Concerning the musical triad -

FORMA CANTIONIS-HARMONICAE & IN SPECIE.DE TEXTU 

The ideal of harmony and, in particular about 

structure (text) 



Cpapter x-

Chapter XI-

~apter _XII-:- · 

· 168 

DE . MELODIIS ·QUAIOR PRINCIP.ALIB~S . . .. 

. C~nce~g t~e four .Pt:incipai m~iodies. (ciefs) . . · . . : . . 

DE MODIS ·MDSICIS 

About musical modes 
. ' . . . . . .. \ .: 

CO~JUNGENDIS ET ITA DIS~ONENDJS MELODIUS>, UT EXIl:IDE . · 

PRODEAT & ENASCATUR. 
(About) · joining .eight so arranging melodies that it . · 

then adyanc~s· and grows (modulations) 

.Chapter XIII- ORNAMENT~S IL\RMONIAE ·&.IN SPECIE SE DISSONANTIIS IN 

CELERITATE HARMONIA IMMISCENDIS 

. (About) Embellishments of harmony and in particula~ 

about the intermingling of.dissonances in harmon­

ious swiftness· 

. Chapter XIV- SYNCOPATIONE 

Sync~pat.ion 

Chapter XV- · DE CLAUSULIS FORMALIBUS 

About formal cadences 

Chapter XVI- DE FUGIS . 

About fugues 

. Chapter XVII- VARIIS CANTIONUM SPEGIEBUS 

• Various .kinds of compositio~s (Mus.ic/Text) 



APPENDIX D. Quaestiones Musiaae PI'aatiaae (1650)' 

Transcription of Title Page ..•..••••...••.••. 
Chapter Headings •••••.••.••....••••.•••..•.•• 
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_ Quaestiones 

MU S·-I c·AE 

P R A C T I C AE ,· 

Ex Capitibus comprehensae,quae 

perspicua, fa.cili, &, qua fierl 'potui.t, succin- .. 

eta Me.thodo ad praxin necessa-

ria continent, 

In Gratiam. et-Usum Studio-

sae juventutis conscriptae, variisqu(ue) idoneis ,ex:em­

plis, una cum utilissima XII. Modorum 

doctrina illustrafae 

a 

JOHANNE CRUGERO GUBIN: Lus: 

Direct: Musico a.4 D. ~ic: 

Berolini. 

Cum Privilegio Elect; Brand:· 

E D I T I O . T E R T I A_ . 

Auctior · & Correctior. · 

BEROLINI, Typis Christophori Rungi, Stunpti­

bus Johannis Kallij Bibliopolae. 

Anno 1650. 

170 



Title. Page 

Introduction 

Chapter I-

Chapter II-

QUESTIONES MUSICAE PRACTICAE 

QUID EST MUSICA PRACTICA? 
What is practical music? 

DE NOTIS .ET PAUSIS 
About notes and rests. 

Chapter III- DE CLAVIBUS 
About Keys-

Chapter IV-

Chapter V-

Chpater VI-

DE VOCIBUS MUSICALIBUS 
About vo\j/e~,music. 

DE INTERVALLIS 
About intervals. 

DE MODIS MUSICIS 
About musical modes. 

17.l 

.(1650). 

KURTZER EXTRACT AUSS VERHERGEHENDEN PRAECEPTIS MUSICIS, VOR GAR KLEINE 

. . ** 
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 is 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. Syru:ipsis Musiaa Continens ( 1654) 

· Plate 4. Title Page ......... _ ....... " .............. . 
Transcription .....•..............•..•.... 
Chapter Headings •.....••.•.•............ 
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Plate 4. Title Page Syne>psis Musiaa 'Continens (1654). 



•, .. 

CONTINENS 

1. Methodum," concen-
. ~ 

tum ha'rmonicum pure & ar-. · , 

tifi~ios\ constituendi: 

2. Instructionem brevem, 
, . ·, , 
quamcunque Melodiam or-

na~e (in Accentibus cumprimis, 

& aliis diminutionwn modulis 
' , apposite adhibendis / modu-

landi. 

. Quibus 3. pauca quaedam 

de Bass.o Generali, in gratiam 
. , 

Musicorum Instrumentaliwn 

Junio~ praesertim organi­

sta~um. & Incipi~ntium idio­

ma~e Germanico annexa aunt. 

Conscripta variisque exemplis 
. \ 

illustrata a 

JOHANNE ' CRUGERO 

BEROLINI~- Sumptibus Authoris­

. & Christ~pheri Rungii.' 

Anno 1654. 
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Title Page 

Dedication 

Chapter I-

Chapter II-
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SYNOPSIS MUSICA CONTINENS (1654) 
' 

DE DEFINITIONE DIVISIONE ET SUBJECTO.MUSICES. 

Concerning the definition, division, and subject·: 
of music. 

DE SONI AFFECTIONIBUS QUANTITATE SCILICET ET QUALITATE. 

Concerning the changes in sound (or tone) quantity 
and quality of course.· 

Chapter III- DE SONI QUALITATE & IN SPECIE DE CLAVIBUS. 

Chapter IV-

Chapter V-

Chapter VI-

Concerning sound quality and in particular about 
keys. 

, . . . 

DE VOCIBUS EARUMQIJE CUM CLAVIBUS CONJUNCTIONE & MUTATIONE .• 

Concerning t/Olll'21S and their conjunction and. change 
with the keys. 

DE DEFFERENTIA IPSA SONORUM·SEU INTERVALLIS. 

Concerning·the difference itself between notes, 
or intervals. 

DE PARTE COMPOSITA. 

About part composition. 
, 

Chapter VII- DE MELODIIS EARUMQ DISPOSITIONE. 

Concerning melodies and their arrangement. 

Chapter VIII- DE CONJUNGENDIS & ITA DISPONENDIS SONIS & MELODIIS­

UT EXINDE PRODEAT & ENAFCATUR MELOS IIARMONICUM. 

Concerning the conjunction and thus the arrange­
. ment of notes and melodies - so that thence harm­
ony may·appear and arise. 



Chapter.IX-

Chapter X-:-

Chapter XI-

Chapter XII-

SYNOPSIS MUSICA CONTINENS (1654) 

. - . . . - .. 

CONTINENS LEGES SEU R~GlJIAS QUASDAM iN ·CONSTITUENJiA B.ONA .· · · 
& PURA HARMONICA OBSERVANDAS . . . . 

Containing· ·certain laws or. rules to be observed .in · 
'arranging good' and. pure harmo;,,y. 

DE PROGRESSU CON.SONANTIARUM IMPERFECTARUM 

Concerning the .progression of unfinished harm~nies; 

DE MODI~ MUSICIS 

Concerning musical modes. 

DE ORNAMENTIS HARMONIAE .. 
Concerning embellishments of harmo~y. 

Chapter XIII- · DE SYNCOP.ATIONE 

Chapter XIV-

Concerning syncopation. 

DE CLAUSULIS FORMALIBus· 

Concerning cadences. 

Chapter.XVI-- DE FUGIS 

Concerning fugues. 

Chapter XVI- DE ORATINE SIVE TEXTU. 

Concerning speech or text. 

Chapter·xvII- DE VARIIS CANTIONUM SPECIEBUS . 

. Concerning various forms. of composition: 

Appendix- DE BASSO GENERALI SEU CONTINUO 

Concerning the general or continuous ba.ss. 
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APPENDIX F. .Musicae Practicae (1660) 

Plate 5. Title Page •••••••••••••••••••• · •.••••.••• 
Transcri ption •••••••••••••.••••••.•••••• 
Chapter Headings· ••.•••••••••••••••••••••• 



Plate 5. 

... ... . . , 

~-.. , ~. ···---- ·-• 

Title Page of ~sicae Pl'aeticae (1660). 
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.. . . ' 

MUSICAE PRACTICAE 

Praecepta brevia & exer.citia pro ~yronibus 
· . varia • 

Der 

Rechte Weg zur Singekunst / ·. 
darlnnell begriffen . . . . . 

179 

Ein kurtzer und grundlicher Vnterricht·/ wie .· · 
die Jugend / so Beliebung

11
zur Music td{get• / leicht · 

und vortheilhaf~tig kan angefuhret werden ~urch die 6. Vo­
ces Musicales uc, Re, MI, -FA, SOL •. LA,' nach Anleitung des 

· einzigen Clavis b'f- . die Singek~st recht und wol zu 
. fassen / und nach itzo gebrauchlicher m.anier . 

zu practiciren 

" . Nebenst gan~zlicher • Vjp:werffung des_ :bin und 
wieder eingefiihrten -S ingens 

nach den Buchstaben A, b, c, d, e, f, _g, h, cis, ·dis, gis, fis · 

Welchem zu mehrer und besser Vbung allerhand 
2. stillllilige Fugen, ·wie auch andere 3~ stimmige Ge-" . bE:ygefuget . 

ALLES DER LIEBEN JUGEND ZUM BESTEN / tJND DERER . 
Vortheil im singen zu gefodern / 

Auffgesetzet 

von 

" JOHANN CRUGERN / . Gub •. Lus • 

Direct. Mus. in Berlin. 

Berlin / Sumptibus Authoris. 

l 6 6 O. 



. Title Page · 

Introduction 

· Chapter I-

Chapter II-

180 

MUSICAE .PRACTICAE. (1660) . 

NOTES & PAUSIS 

Notes and rests. 

Keys. 

Chapter III- DE VOCIBUS MUSICALIBUS 

Chapter IV-

Chapter V-

Chapter VI-

Adendum 

Concerning musical 'lfowals. 

DE INTERVALLIS MUSICIS 

Concei;ning mus icai in.tervals. 

DE SIGNIS QUIBUSDAM IN CANTU OCCURRENTIBUS & PROPOR-
TIONIBUS .. 

Concerning certain signs and proportions occuring . 
in music. 

DE DIMINUTIONIBUS NOTULARUM 

Concerning diminutions of notes. 
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