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Preludium

You must participate in singing these melodic miracles,

if you want to feel how they weld the singing group into a spiritual unit.
— Paul Hindemith

[f one were to sit in the assembly of a Lutheran congregation in the United
States on a Sunday morning, the primary sense organ employed would be the ears.
There also would be significant stimuli for the organs of sight, taste, smell and
touch, but sound has priority of place. The auditor would hear spoken sound and
musical sound. Some speaking would be done by an individual or individuals.
Some speaking would be done by the entire assembly together. Some speaking
would be done as if in dialogue between the individuals and the assembly.

The auditor would be struck by the abundance of musical sounds
intermingled with the speaking. The gathering ot the assembly would be marked.
beginning and end, by instrumental music—music performed by organs or pianos,
by wind, string or percussion instruments. There would be singing in the assembly.
like the speaking, done sometimes by individuals, sometimes by the entire assembly
or a select portion of the assembly, and sometimes as if in dialogue between the
assembly and the individuals or between the assembly and the select group.

The auditor would hear all of this and perhaps be drawn into participation by
some mysterious compulsion. Perhaps the auditor might feel prohibited from

participating through some mysterious compulsion. Either way the auditor would



sense that there is more at work in that place than meets the ears. This study

addresses the auditor’s question: “What is going on here?”

The Swiss Roman Catholic theologian. Hans Urs von Balthasar. kindled a

rebirth of beauty as the starting point of the theological path.' Along this path he
found company with his fellow Swiss, the Reformed theologian, Karl Barth. Of

Barth's theology von Balthasar notes, admiringly,

...form remains actualistic and energetic, and yet it was intended and
presented as the real form of God’s objective act of revelation. Such
an intention and manner of presentation both justifies and logically
compels Barth, at the conclusion of his treatment of the doctrine of
the divine perfections, to restore to God the attribute of “beauty’ for
the first time in the history of Protestant theology.

Not surprisingly, then, theological aesthetics has become a frequent subject for

written and oral discussion and debate among Roman Catholics and the Reformed.’

Von Balthasar was no admirer of Lutheranism, darkly summarizing Luther’s
impact on aesthetics as resulting in a dialectic:

This dialectic now places us at a final crossroads. We may decide, on
the one hand, that the dialectic 1s to be understood as the exuberant
outpouring of the Gospel’s nuptial love, a love which, in the “blessed
despair’ of a wholly self-surrendering faith, places all human skill
and art at the disposal of the one divine Art. With such a surrender
the divine Art can accomplish sub contrario (!) what man obstinately
and vainly tries to achieve both sub recto and sub contrario.... On
the other hand—and this is our other alternative—the dialectic may
be wrenched loose from the mystery of love which generates it and

' Hans Urs von Balthasar, The Glory of the Lord, Vol. I, trans. Erasmo Leiva-Merikakis, ed. Joseph
Fessio and John Riches (San Francisco: Ignatius Press. 1989). p. 18.

“ [bid., p. 53.

> Roman Catholic writers, Louis Dupré. Aidan Nichols and the former Anglican. John Saward. have
added cxtensively to the literature by taking up von Balthasar’s views. Among the Retormed in the
USA are Calvin Stapert, John Witvliet and Nicholas Wolterstortt. In the Anglican Communion a
growing bibliography on theological aesthetics has emerged from Jeremy Begbie. writing from the
Reformed perspective, as well as from David Brown. Ann Loades, et al. who combine Catholic and
Reformed insights in Anglicanism’s inimitable way.

1



11
be expanded to the proportions of a negation, a cold methodological
protes‘[.’l

It 1s the latter, the “cold methodological protest™, which von Balthasar observes as
having prevailed.” and whilst he is correct in noting that aesthetics has suffered in
the hands of Lutheran theologians despite the rich and prized tradition of the arts,
particularly music, within the Lutheran Church, he is incorrect in concluding that the
core confession of the Reformers—the justification of the sinner before God by
grace. through faith, for Christ’s sake"—is inherently antithetical to a theological
aesthetic. For while the profound musical tradition among Lutherans and the
rigorous exegetical and doctrinal scholarship among Lutherans have too often not
been on speaking terms, this disjunction was not present from the beginning. It has
not always been so, nor should it exist in the present.

The Lutheran voice, tragically, is too little heard in the United States within
the theological discussions concerning aesthetics, tragic because Lutheran theology,
a theology adopts a significantly different approach to aesthetics than that of either
von Balthasar or Barth or their heirs. Beauty 1s by no means anathema to Lutheran
theology, occupied as it is not with a holiness of beauty but rather the beauty of

holiness, a holiness that is known by faith as trust and in faith as essence through

* Balthasar, The Glory of the Lord, Vol. 1. pp. 47-48. Only one Lutheran philosopher receives a
complimentary assessment by von Balthasar: Gerhard Nebel, Das Ereignis des Schénen (Stuttgart:
Ernst Klett Verlag, 1953). Von Balthasar praises Nebel because Nebel approaches aesthetics in a
similar way as von Balthasar. However. Nebel centers his study on the concept of “event™, e.g. the
event of the crucifixion or the event of the resurrection, rather than on the whole person and work of
Christ, as this present study does. Nebel’s aesthetics might have retlected his Lutheranism more
thoroughly had he developed it from his own study of Greek tragedies. See Gerhard Nebel,
Il'eltangst und Gotterzorn (Stuttgart: Ernst Klett Verlag. 1951).

> Balthasar. The Glory of the Lord, 1ol 1, p. 48.

° See lugsburg Confession, Article IV. In this paper. unless otherwise noted, quotations from the
Lutheran Confessions will be from The Book of Concord. ed. Robert Kolb and Timothy J. Wengert.
trans. Charles Arand. Eric Gritsch. Robert Kolb. William Russell. James Schaat. Jane Strohl and
Timothy J. Wengert (Minneapolis: Fortress Press. 2000).



participation in Christ Jesus who is the full revelation of God in human, worldly
form. It 1s a theology which begins with Jesus the Christ, without needing to move
to another theological focus, since Christ remains the center for all of theology. as
Indeed also for aesthetics, since “the concept of God’s revelation in Jesus Christ
contains within itself the Trinity of the Father, Son, and Spirit."‘7 In other words. a

Christological aesthetic will be a Trinitarian aesthetic. without Trinitarian doctrine

overcoming, as i1t were, Christology!

1V

Accordingly, Lutherans make aesthetic assertions, pace von Balthasar, on the

basis of faith, an analogia fidei so to speak, because of the revelation of God in and

by His Son. Aesthetic assertions are also made, pace Barth, on the basis of essence,

the analogia entis, because the Jesus who 1s Son of God 1s fully human and fully
divine, not by confusion of substance but by unity of person.® The crucial point is
that even in Christology “the common ‘nature” of the Trinitarian God confronts the
sphere of human existence as a single reality, and the one person with whom
Christology is concerned is certainly the same as that about whom statements must
be made in the doctrine of the Trinity.”” Consequently the Beautiful is understood
among Lutherans according to the human and the divine natures in Jesus, perceived
in faith. The basic principle is that rather than beauty leading to participation in
Christ, a Lutheran aesthetic comes to recognize beauty because of one’s
participation in Christ.

Strangely enough, the Christological shape of aesthetics is a stream largely

ignored by Lutherans in the USA, though much less so by the Lutheran churches in

" Wolfhart Pannenberg. Jesus—God and Man, trans. Lewis L. Wilkens and Duane A. Priebe
(Philadelphia: The Westminster Press. 1968). p. 180.

® The Athanasian Creed
’ Pannenberg. Jesus—God and Man. p. 343.



Europe. Among Lutherans in the USA the subject of aesthetics. if discussed at all,
Is consumed by stylistic debates, and tends to be centered on the First or Third
Articles of the Creed—music as a phenomenon of creation or as a work of the
Spiritus Creator—>but rarely under the Second Article, and then only with vague
reference to incarnational language. The historian and literary critic. Jacques
Barzun, would call this a “thought-cliché.”'” In other words, the term
“incarnational’ has come to be used so frequently and without precision that it gives
the 1llusion of thought while lacking the rigor of theological reflection. My thesis,
therefore, 1s a new study which addresses the absence of appropriate discussions
among Lutherans in the USA, as well as being an English language contribution to
the discussion of theological aesthetics that may take place among Lutherans in

Lurope.

Secondarily this study serves to introduce to an English speaking audience a
number of works by European Lutheran theologians and musicians, past and present,
whose thoughts have yet to find a voice in English. My intention is to inspire
Lutherans to further research outside our too-often parochial cultural debates in the
United States. Unless otherwise documented the translations from Danish, German,
Latin, Norwegian and Swedish are my own.

This study will address the hypothetical auditor’s question posited at the
beginning—*What is going on here?”—in terms of the music the auditor is hearing,
in terms of the composers and performers of the music the auditor 1s hearing, and in
terms of the time and space in which the auditor hears this music. The bulk of this

study. which forms Part One, is an historical survey of Lutheran church music from

19 See Jacques Barzun, The House of Intellect, Perennial Classics (New York: HarperCollins
Publishers. Inc.. 2002). p. 55



Vi
the Reformation era to the present. It is primarily. though not exclusively. focused

on the vocal music of the Lutheran Church’s musical heritage. [ will note how
various church musicians and theologians have understood the answer to the
auditor’s question, since in each era of Lutheran church music history the answer is
difterent, in part, from each of the other eras. Yet within the entire scope of
Lutheran church music history there is unity. [ have to be selective as well as
representative, and | will claim that this unity comes by Jesus the Christ, God and
Man, two natures 1n one person.

Part Two will draw together the Christological insights of Part One and
develop my thesis about the centrality of a Christological aesthetic in Lutheran
church music. | am not advancing a paradigm imposed upon music history to which
faith must be conformed. Rather | am arguing for the recognition of the unifying
form of beauty revealed in Christ to faith which has found expression, in many and
various ways, consciously and unconsciously, within the traditions of Lutheranism.
For while there is no locus entitled De musica in Christology (or within the entire
Lutheran corpus doctrinae), nevertheless as music is attended to in respect of the
various Christological loci its true beauty 1s recognized.

The relationship between Part One and Part Two, between history and
doctrine, is sometimes explicit sometimes implicit, but the two parts always impact
each other. The Lutheran answer to the auditor’s question, “*“What is going on here””
will come simultaneously in doctrine and in history, through the faith revealed,

confessed and lived in participation with Christ Jesus.



Part One

An Historical Survey
of Music in the Lutheran Church

Woe to the musician who fails alike to learn and love
the good things in the old masters
and to watch and be ready for the new
that may come in a totally different form than we expected
— Carl Nielsen




Chapter 1 Cantus-Firmus: Laying the Foundation
The Reformation Era

Music is God'’s greatest gift. It has often so stimulated and stirred me
that [ felt the desire to preach. — Martin Luther

On October 31, 1517, when the Augustinian monk, Martin Luther. nailed his
ninety-tive theses to the door of the Schlosskirche in Wittenberg, his concern was over
an abuse: the sale of the forgiveness of sins by letters of indulgence." On June 25,
1530, the princes and estates which supported the Lutheran cause that developed after
1517 met with Emperor Charles V at Augsburg, and presented their Confession. The

Augsburg Confession addressed, in part, the abuses which the Lutherans identified

within the Church.?

While the initial cause was the abuses that the Reformers were compelled to
correct, the Reformation quickly became an i1ssue of the authority by which such
changes were made. The Lutheran response to the question ot authority came by
reference to the Holy Scriptures, and then by reference to the writings of the Church
Fathers. Where the tradition of the Fathers differed from the Scriptures, in matters
essential to the faith, the Scriptures alone, as the divine revelation of God, were to be
the norm.

Therefore, while the correcting of abuses by the authority of the Scriptures

alone is an initial cause, as also an on-going cause (semper reformanda) since abuses

' Martin Luther. “The Ninetv-five Theses, 1517." trans. C. M. Jacobs. Luther's IVorks, 1'ol. 31,
Career of the Reformer I (Philadelphia: Fortress Press. 1957), p. 30



continue to creep into the Church, the greater emphasis is placed by the Reformers on
the receiving of the grace, faith and Christ (sola gratia, sola fidei, solus Christus).
made known by the divine Word of promise within the Holy Scriptures (sola
scriptura). For this task, and in view of the Lutheran desire not to depart from the

tradition of the Catholic Church, music became a prized gift to serve the multitude of

lLutheran concerns.

Drawn to Wittenberg, to the University, to the Reform and to Martin Luther.,
was a collection of remarkably gifted and thoughtful theologians and musicians. Their
collected abilities would indelibly stamp the character of music for Lutherans.
Succeeding generations of Lutheran musicians and theologians would develop their
thoughts further, coloring them with new insights, but the die was cast in the 16"
century.

In this first chapter the formative musical-theological work of Martin Luther.
Johann Walter and Georg Rhau will be examined. Additionally, the chapter will
Include a brief survey of how this music of the Lutheran Reformation in Electoral
Saxony was exported with Lutheran theology into the Reformation of the Church in

the Scandinavian kingdoms.

Martin Luther—Singing and Saying the Gospel

Martin Luther’s assertion that music 1s “‘a gift of God and next to theology,

3

deserving the highest praise’™ is an insight of the Reformer that is too little explored in

* dugbsurg Confession, Conclusion of Part One. 1.

3 Martin Luther. “Preface to Georg Rhau’s Symphoniae iucundae.™ trans. Ullrich S. Leupold. Luther s
Iorks, 10l 53, Liturgy and Hymns (Philadelphia: Fortress Press. 1965). p. 323.



the vast corpus of literature on the man who lived

'sub specie aeternitatis,” in the light of eternity; not in the mild glow of

constant progress toward Heaven, but in the shadow of the chaos of the
Last Days and the imminence of eternity.”

“A new miracle deserves a new song,” he declared concerning the role of music in

proclaiming the Gospel of Jesus Christ to a troubled world. Luther recognized that

music like the divine Word—the Incarnate Word, the proclaimed Word, the

sacramental Word, the scriptural Word, Luther’s use of the term “Word™ 1s inclusive

of all of these—can move human emotions.

Of all the pleasures, joys and mirth
There 1s no finer on the earth.
Than sound of woodwind or of string
Or of the voice with which I sing
No 11l mood can be present where
A group with singing fills the air.
For anger, hatred, envy, strife,
Downheartedness, and cares of life.
Flee from the sound of joyous song
And take attendant ills along.’

In his outspoken acclaim for music’s art, the Reformer almost reaches the point
of claiming music as inherently Christian.
The devil, the creator of saddening care and disquieting worries, takes

flight at the sound of music almost as he takes flight from the word of
theology |[emphasis added].”

% Heiko A. Oberman, Luther: Man between God and Devil. trans. Eileen Walliser-Schwarzbart (New
Haven: Yale University Press, 1989). p. 12.

> Auff ein new Wunderwerck gehort ein newes Lied...” Martin Luther in an inscription with Psalm
149:1 the cover of a Bible presented in 1541 to Wolf Heinz, organist at Halle; see 11| }i'eimar
Jusgabe) 48, 85-86:116 for the entire inscription.

® From a poem by Martin Luther, “Lady Music Sings™ [Frau Musica], trans. . Samuel Janzow: See
Carl Schalk, MMusic in Early Lutheranism: Shaping the Tradition (1524-1672) (St. Louis: Concordia
Publishing House, 2001), p. 195. For the original text, see Martin Luther. “Vorrede auf alle gute
Gesanbiicher.” Johann Valter, Scmtlich 11'erke, Bd. 6 (Kassel: Birenreiter Verlag. 1973). p. 133.

7 Martin Luther in a letter to the composer Ludwig Senfl. October 4. 1530 see Martin Luther.
Iuther's Works. 1’ol. 49. Letters 1. ed. & trans. Gottfried G. Krodel (Philadelphia: Fortress Press.

1972). p. 428.



[f music has such an effect on the anti-Christian affairs of the devil. it must. by

implication, bear something of the nature of the Christ.

That Martin Luther wrote often, expressing himself about the mutual influence
of music and theology on each other and on Christian faith, is well-documented. How
the Retformer put these thoughts into practice is not nearly so often noted.

Things come together for Luther, as for example theology and music,
which we tend to keep apart...We tend to misunderstand the way Luther
does theology due to modern patterns of thought which are self-evident
to us. One of these patterns of thought is the distinction we make

between theory and praxis and the way we understand their mutual
order: Theory precedes praxis and shall be put into praxis...Luther, on
the other hand, seems to do theology in another way, keeping theory
and praxis closely together.”

In December 1523 Luther published his outline and rationale for an evangelical
mass. This publication, Formula Missae et Communionis pro Ecclesia
Vuittembergensi, addressed the reform of the order of the mass, but has only minimal
references to the music of the evangelical mass. In keeping with his conservative
nature in matters of reform Luther notes that the choir may continue to sing the
portions of the mass the choir had been accustomed to singing. Luther mentions in
particular the singing of the Introit (as long as the Introit was taken from the Psalms or
another passage of Scripture), the Kyrie eleison “in the form in which 1t has been used

until now, with the various melodies for different seasons,”” the Gloria in excelsis, the

Gradual (but only a limit ot two verses '), and the Nicene Creed. In each of these

® Carl Axel Aurelius, A New Song Here Shall Be Begun: The Hymns of Martin Luther™ (Paper read at
the Anglo-Nordic-Baltic Theological Conference. “Theology and Music,” July 25-30.2001. Arhus,
Denmark). p. 8. See also Robin Leaver. “Theological Consistency, Liturgical Integrity. and Musical
Hermeneutics in Luther’s Liturgical Reform.”™ Lutheran Quarter/y 1X. no. 2 (Summer 1995): 124.

” Martin Luther, "An Order of Mass and Communion for the Church at Wittenberg. 1523.” trans. Paul
Zeller Strodach. Luther's WWorks, 1ol 53. p. 23.

'O Ibid.. p. 24.



references, Luther accepts and maintains the custom of singing these portions of the
mass, but he does not specify melodies or composers. The Gregorian melodies
customarily used would have been of sufficient familiarity to his reader that Luther had
no need to make further specifications. Only three sequences are named: Grates nunc
omnes, Sancti Spiritus and Veni sancte Spirims:”

Luther then discusses that portion of the mass which is the celebration of the
Lord’s Supper. Here, too, the Reformer maintains the use of the choir singing the
Sanctus and Benedictus, the Agnus Dei and at the conclusion—in place of the Ite
missa—the Benedicamus domino may be spoken with sung alleluias “according to its
own melodies.” Once again, because the melodies for these texts would be familiar to
his reader Luther makes no mention of the ones he has in mind. He also suggests that
the Benedicamus may be borrowed (and, by implication, sung) from Vespers.

Luther makes no other mention of specific details concerning the music the
choir is to sing in his evangelical mass. He only notes a principle:

Let us approve each other’s rites lest schisms and sects should result
from this diversity in rites—as has happened in the Roman church. For
external rites, even though we cannot do without them—just as we
cannot do without food or drink—do not commend us to God, even as

foods do not commend us to him. Faith and love commend us to
God.... So the kingdom of God is not any rite, but taith within you,

12
etc.

As a parting thought Luther appends some thoughts on congregational singing.
Though brief, these comments hint at the developments to come in the near future.
[ also wish that we had as many songs as possible in the vernacular

which the people could sing during mass, immediately after the gradual
and also after the Sanctus and Agnus Dei. For who doubts that

"' Luther's Works, Vol 53.p. 25.
' Ibid . p. 31.



originally all the people sang these which now only the choir SINgs or
responds to while the bishop is consecrating?'

Luther does not insist upon congregational singing as a replacement for the choir’s
sung Latin texts (even though he suggests that the choir had usurped the
congregation’s singing). His desire is to enrich the evangelical mass by the

inclusion—or more accurately, the restoration—of the ancient practice of singing by

the congregation.
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Figure I Nun bitten wir from the tenor partbook
of Walter’s Geystliche Gesangbiichlin, 1525

Owing to a dearth of evangelical poets, Luther’s list of vernacular songs for the
congregational singing in the Formula Missae 1s very modest. After the Communion,
Luther suggests the singing of the very popular pre-Reformation hymn, Gott sey
gelobet. Another ““good hymn”™ 1s Nu bitten wyr den heiligen geyst (Fig. 1). Like the
first mentioned hymn this too is a German /eise, a sacred folk song in which each

stanza ends with the phrase kyrieleis, an abbreviation ot kyrie eleison. Nun bitten wir

'S Luther’s Works, Vol. 53, p. 36.




3

had been extremely popular with the German people since the Middle Ages and would
remain popular in Lutheran congregations. Its pentatonic melodic structure suggests a
very great age as a tolk melody. The third and final suggestion of a good hymn, in
Luther’s mind, 1s the old Christmas hymn Ein Kindelein so liebelich based upon the

melody of Dies est laetitiae.'* “[To] praise God and give thanks for the revealed truth

of his words...is the kind of vernacular songs I should like us to have.™"”

Martin Luther has been credited with writing thirty-six /ieder for the evangelical
Church. Among his most widely known hymns, such as Ein feste Burg and Vom
Himmel hoch, several are based on the Ionian mode, a mode strongly related to the
modern major key. These particular lonian works

are characterized by the steady pursuit of a descending melodic 1dea
within the span of an octave (usually traversing stepwise the entire
octave during the first two lines, with an intermediate cadence on the
dominant), by a triadic melody along with the stepwise movement, and
by an emphatic rhythm at the beginning, often intensitfied through the
repetition of tones. This latter characterization appears surprisingly
often in the early Protestant lied and 1s derived...from the heightened
impulse toward proclamation and confession shown by many texts in

this group.16
Luther composed one hymn, Aus tiefer Not based upon Psalm 130 (/ig. 2, next
page), in the Phrygian mode—*"“loud words, hideous battles and bold deeds suit this
tone.”'’ The hymn'’s text together with the affect of the Phrygian mode has die rechte

Art (“‘the genuine style”)'® that Luther always endeavored to attain. Other sources for

' Luther's Works, 1ol. 53, p. 37.

"> Ibid., p. 39.
16 Eriedrich Blume. Protestant Church M usic (London: Victor Gollancz Ltd.. 1974), p. 38.

M “Mode.” The New Grove Dictionary of Music and Musicians, Vol. 16. ed. Stanleyv Sadie (London:
Macmillan Publishing Co.. 2001). p. 799.

18 NMartin Luther in a letter to Hans von Minkwitz. December 1524: see /1A [H'eimer Ausgabe]. Br 3. No.
812. p. 412.



9

congregational song at this time early in the Reformation included strophic settings of
Catholic hymns—~Nun komm, der Heiden Heiland for Veni redemptor gentium, Komm
Gott Schopfer, heiligen Geist for Veni creator spiritus, or Ein Kindlein geborn zu

Bethlehem tor Puer natus in Bethlehem.
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Figure 2 Aus tiefer not from the tenor partbook
of Walter's Geystliche Gesangbiichlin, 1525

Many Lutheran songs came into the congregations through the technique of
contrafactum, the creation of new, independent texts for existing popular melodies.
This technique was not without its challenges. Luther’s Christmas hymn, Vom
Himmel hoch, was first written for a popular village melody. Luther then learned that
this melody was still closely associated with the village taverns, so he wrote a new
melody, the one associated with the text to this day.

Since the people in the Lutheran congregations would not have a printed
hymnal in their own hands (and many would not be able to read it if they did), the

lieder were intended to be easily learned, memorized and sung. In this way the Gospel
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would be carried to the people in their singing at church and at home.

Theretore I, too, in order to make a start and to give an incentive to
those who can do better, have with the help of others compiled several
hymns, so that the holy gospel which now by the grace of God has risen

anew may be noised and spread abroad...thus combining the good with
the pleasing.'”

Already in the Formula Missae of 1523 the seeds of a Lutheran Christological
musical aesthetic are present. In the question of form, Luther maintains the historical
order of the mass, purged of its theological aberrations, together with the Latin texts
and melodies sung by the choir. Yet with this recognition of tradition, Luther
juxtaposes the vernacular singing of the congregation; a practice, he maintains, that is
so old it must become new again in his day. His judgment concerning the specific
music to be used is guided by the principles of good theology and musical
familiarity—the accustomed melodies for the Latin texts, the popular leisen for the
vernacular. There is in this 1523 Formula Missae a preservation of what 1s good 1n the
Church’s musical tradition. The details of Luther’s criteria for “good™ music in the
Church are yet to be outlined. These will appear in his second effort at tackling an
evangelical mass, the thoroughly vernacular Deutsche Messe of 1526. At this point,
however, it is clear that Luther hears a sung evangelical mass. He does not imagine
any other variety.

So many vernacular orders of the mass had appeared in print around Germany
that Luther’s friends urged him to bring uniformity to the evangelicals by cratting his
own German mass. Luther resisted their urging, compelled by a detense of Christian

freedom in such matters. He felt each evangelical center should be free either to devise

9 1 uther's Works, Vol. 53.p. 316,
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its own liturgy or to borrow from others.?’ Still he also resisted any attempt to
forcetully eliminate Latin from the mass for an exclusive use of the German language.

The Reformer’s primary reason for not expanding on his 1523 suggestions was
expressed in a tract entitled “Against the Heavenly Prophets.”

[ ' would gladly have a German mass today. | am also occupied with it.
But | would very much like it to have a true German character. For to
translate the Latin text and retain the Latin tone or notes has my

sanction, though it doesn't sound polished or well done. Both the text

and the notes, accent, melody, and manner or rendering ought to grow
out of the true mother tongue and its inflection, otherwise all of it
becomes an imitation in the manner of the apes.*'

Whether the music sets a Latin text or a vernacular German text there is more at stake
that simply aligning syllables and melodies for the music to be fully expressive of the
text. Certainly, for Luther, the text and music must be a fully expressive unity for the

sake of faith. At the same time the music and text must “have a genuine style” (die

rechte Art habe).*

From 1500 to the end of the 16th century the relationship of word and
sound |7on] in musical compositions was held tightly together. The
various reasons for this development...rested on the characteristic

attempts ot humanists to achieve better text clarity. It led finally to an
intimate blend of word and sound [Ton]...*

In 1526 Martin Luther outlined his thoughts on a vernacular mass which

““ 114 Br 3 No. 793, pp. 373-374.

! Martin Luther, ““Against the Heavenly Prophets in the Matter of Images and Sacraments, 1525.™ trans.

Bernhard Erling, Luther's Works, Vol. 40. Church and Ministry 11 (Philadelphia: Fortress Press, 1958).
p. 141. “These words were evidently directed against Thomas Miintzer, who had tried to fit the German

words to the traditional plain-chant melodies.” Ulrich S. Leupold, ed. in Luther’s Works, 1’0l 53, p. 54.
Friedrich Blume offers more appreciation for Miintzer’s efforts. **Miintzer’s order anticipated much of
Luther’s in content...as well as in its form and its relationship to music. With Miintzer—a revolutionary

extremist, to be sure, but a deeply religious man unjustly reproached by Luther—there already appeared
hymns in the form of German lieder, some of which were taken over into the Lutheran songbooks.™

Blume, Protestant Church Music. p. 59.
“* Letter to Hans von Minkwitz, //'4{. Br 3. No. 812. p. 412.

23 1 othar Hoffmann-Erbrecht. Henricus Finck—musicus excellentissimus (Koln: Gitarre und Laute
Verlagsgessellschaft, 1982). p. 107. See also H. Besseler, Die A usik des Mittelalters und der
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exhibited such *“a genuine style.” Twenty-seven of the twenty-nine pages of the
Deutsche Messe are filled with musical notation.” Luther’s own musical abilities are
reflected in the care with which he set this vernacular mass. This care and attention to
musical detail provides insight and concrete example to Luther’s own expression of
“singing and saying” the Gospel, the heart of the Christian mass.

The expression “singing and saying” appears in Luther’s 1534 Christmas hymn,
Vom Himmel hoch. The phrase becomes something of a motto for Luther’s estimation
of music as being “next to theology.” In the opening stanza of that hymn Luther has
the angel sing,

From heaven above to earth | come

To bear good news to every home;:

Glad tidings of great joy I bring,

Whereot | now will say and sing.

| Davon ich sing 'n und sagen will]
For Luther the “singing and saying” of the Gospel of Jesus Christ becomes a seamless

garment, the singing and the saying are woven together, neither the one without the

other. So often does this expression appear in Luther's writings that a 20" century

Lutheran theologian can conclude,

With Jesus Christ a new age of music has been brought about.. ..
Whoever has been delivered from sin, death and the devil by God’s
beloved Son “cannot refrain but must joyfully and with delight sing and
say.” Yes, music becomes the dividing line at which faith and unbelief
are separated; “whoever will not sing and say, that is a mark that the
person does not believe and has not listened to the new, joyous
Testament but rather has heeded the old, corrupt, miserable Testament.’
(Luther).... The outward shape of music is, therefore, not only for
passing the Gospel along to the Elect, it also becomes a sign of the
Gospel: the lifting of the Law and the joytul freedom of the children of

Renaissance, Handbuch der Musikwissenschaft (Potsdam 1931-1934). pp. 251f.

-* Qee Martin Luther. “The German Mass and Order of Service. 1526.” Luther’s Works, Vol 53, pp.
61-90.
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God shine forth in the *Round Dance” (Tanzreigen) of a hymn motet
(Liedmotette).... The Gospel calls for music!™

The first thing to be noted in the Deutsche Messe is Luther’s use of the church
modes. In his day 1t was the custom to associate a specific affect to each of the modes.

The tradition that a mode has inherent expressive properties and
extramusical associations was of ancient Greek origin; this notion is in
fact an essential part of most modal systems. In the humanist
Renaissance the doctrine of the inherent expressive properties of modes
received powerful support from direct reference to classical sources.
But the tradition of modal expressivity as well as the details of the

eightfold system came to Renaissance musicians proximately from
their medieval forbears.

With one musical toot firmly grounded in the Middle Ages and another in the
Renaissance, Luther 1s doubly appreciative of the modal affects. Though he does not
express himself in writing concerning the origin of this understanding, his use of the
modes clearly reflects his acceptance of this aesthetic/attective role in music.

Luther was not consciously aware of the difference between this
concept of music [musica speculativa derived from Plato, Aristotle and
Boethius] and his developing “aesthetic’ views—those determined by
subjective and purely musical considerations...the true reformative
nature of Luther's concept of music lay precisely in [a] shifting of value
from scientia to ars, the giving of the central place to performed music.
True music is that which praises God, Christ, and the Gospel.”’

Nevertheless, within music’s art joined to the Gospel, Luther could draw out the

implications of the power in music from the nature of the God-Man Jesus Christ.

> Oskar Sohngen. Theologie der Musik (Kassel: Johannes Stauda Verlag. 1967). p. 321.

26 «“Mode"". The New Grove Dictionary of Music and Musicians, 1'ol. 16, p. 797. ~One who composes
in a tone should be careful not to use a sweet melody for a mournful subject, or a sad melody for a
happy subject. He should take care, then. that the tune corresponds to the words. Thus, where words
have a character of indignation and severity, he should deploy harsh and severe sounds, a need
answered by the Third and Seventh Tones. When the words concern love. prayer, or mourning, 1t 1s
appropriate to match them to the tearful, imploring tunes that arise from the Second. Fourth, and Sixth
Tones. Words of praise and humility require pleasing chants. a quality usually attributed to the First.
Fifth. and Eighth Tone.” Martin Agricola. The Rudiments of Music [Rudimenta \lusices, 1539].

trans. John Trowell (Aberystwyth: Boethius Press. 1991). p. Dij.

> Blume. Protestant Church Music. pp. 10-12.



14

While he was intensely critical of speculative theology (“the theology that is
speculative, which torgets itself and soars up into matters divine. is looking to Satan

for a precipice—and finds it™*®) the Gospel, joined with music. could carry the hearer

where speculation could not. “The Holy Spirit Himself honors it as an instrument of

His specific office.””

In a discussion of assigning various modes to the chanting of the Lessons in the
Deutsche Messe, Luther specifies the use of the eighth mode for the chanting of the
Epistle and the fifth mode for the Gospel. *“Christ is a kind Lord, and his words are
sweet; theretore we want to take the sixth [fifth] mode for the Gospel; and because
Paul is the serious apostle we want to arrange the eighth mode for the Epistle.” That
Luther specifies the fifth mode for the Gospel in his Deutsche Messe, while Johann
Walter, Luther’s musical collaborator, recollects a L.uther reference to the sixth mode
1S not necessartly a contradiction. In his pointing of the example in the Deutsche
Messe the whole tone of the Gospel reading 1s set to the fifth, while the words of Christ
are set to the sixth. The use of the two modes together in the Gospel retlect a
similarity in musical sound—the fifth mode (modus laetus, mode ot joy) centering on
the pitch ¢ while the sixth (modus pietate probatum, piously pleasant mode) centers on
the pitch f/—the musical affect is to set off the words of Christ from the words of the
evangelist; a musical hermeneutic. Furthermore, while the affect assigned to the fifth

mode is one of joy, the sixth mode’s devout affect also heightens the words of Christ

8 Martin Luther. in a lecture on Psalm 9:7; see H'4 5. 300:18.

2% Martin Luther. “Preface to Georg Rhau’s Symphoniae iucundae.” Luther’s Works, 1'ol. 53.p. 323.

30 vorba des alten Johann Walters in Michael Praetorius. Syntagma Musicum [ (Kassel: Bérenreiter
Verlag, faksimile 1986). p. 451. Johann Walter’s recollection varies from Luther's own statement about

using the fifth mode in setting the Gospel text.
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for the hearer.

Luther's assignment of the Epistle to the eighth mode also provides the hearer
with a distinct musical difference in relation to the Gospel. Affectively the eighth

mode has been described by Luther as “serious.” Other musical theorists have

described 1t as the modus sapiens or the mode of wisdom, “not unlike an honest
matron who tries to soften and calm the wrath and turmoil of her husband with
agreeable discourse.”™ Again, to what extent the Lutheran congregation members
were consclous of these affects i1s not noted by Luther. It 1s enough that he and his
collaborative musicians recognized the role of the affects in music for the evangelical

mass.

Musicians [like Luther] believed that the modes furnished a number of
differently structured sets of coherent musical relationships each of
which had its own set of expressive characteristics that could naturally

and of themselves reinforce the affective sense of a verbal text
lemphasis added].”

Nevertheless, the affective power of music was a power set within Christ.

Everything depends on the article of Christ, and everything 1s involved
in it. Whoever has this article has everything...>

Carrying this hermeneutical function of the modal affects further, Luther sets
the order of the Deutsche Messe to specific modes. There 1s a musical symmetry
surrounding the Gospel, and the Verba Testamenti (the “Words of Institution™ of the

Lord’s Supper, which is also pure Gospel in Luther’s Christological estimation) both

' The New Grove Dictionary, Vol. 16, p. 799.

= Ibid, p. 797. Despite Luther’s criticism of speculative (speculativa) music theory. his musical
education would have included some discussion of the extra-musical nature of the modes. See 7he New
Grove Dictionary, 1’ol. 16.p. 798.

33 Martin Luther in a comment on John 16:3: see Martin Luther. Luther's Works, Vol. 24. Sermons on
the Gospel of St. John, Chapters 1 4-16, trans. Martin H. Bertram (St. Louis: Concordia Publishing

House, 1961). p. 319.



16

set in the fifth mode, the mode of joy.

Kyrie Mode 1 (Trinitarian form)
Gospel Modes 5 and 6

Credo: Wir Glauben all an einen Gott Mode 1 (Trinitarian form)
Verba Modes g and 6

Agnus Dei: Christe, du Lamm Gottes Mode 1 (Trinitarian form)

Figure 3 Luther’s musical symmetry to emphasize the Gospel in his Deutsche Messe

At the center of his order Luther draws the worshiper’s attention to the center
of the Christian faith, the Gospel and the Verba, by means of the musical setting and
Its aftect (Fig. 3). Then as if to draw further attention to this modal center in Christ,
Luther sets other texts in the first mode. The first or Dorian mode ‘has the liveliest
melody of all, arouses the somnolent, refreshes the sad and disturbed...the foremost
musicians use this mode the most.””* As though to heighten the joy of the Gospel
and as a symbolic expression of his own appreciation for figural or polyphonic
music, the Kyrie, the Creedal hymn and the Agnus Deti are each set to the Dorian
mode. Each of these three portions of the order is set in a three-fold manner. The
Kyrie is a simple three-fold form. The Creedal hymn 1s Wir glauben all in three
stanzas, as is also the vernacular Agnus Dei, Christe, du Lamm Gottes, a three stanza
hymn.

Evidence of Luther’s continuing appreciation for the modal/affective symmetry
of his Deutsche Messe can be seen 1n later edittons, 1529 and 1533 (Fig. 4, next page).

In these later additions he adds an Introit based upon Psalm 34 to precede the Kyrie.

This too is set to the first mode, likewise drawing attention to the Gospel and the

34 The Nevi Grove Dictionary, 'ol. 16. P. 799.
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Lord’s Supper by its text (O taste and see that the Lord is good""3 : ) and 1its mode. To
balance this addition at the beginning of the Deutsche Messe Luther appends Psalm 34
after the Agnus Dei during the communion. The text of this Psalm, “He has instituted

a memorial of his wonders,” and its setting in the first mode point back to the Gospel

and Lord’s Supper.

Introit: Psalm 34 Mode 1

Kyrie Mode 1
Gospel Mode 5/6

l: Credo: Wir Glauben all an einen Gott Mode 1
Verba Mode /6

Agnus Dei: Christe, du Lamm Gottes Mode 1

Communio: Psalm 111 - Mode 1

Figure 4 Luther’s additional editing of his Deutsche Messe

From Luther’s reform of the Divine Service, coupled with his hymns texts,
adaptations and praise of music’s art, one may clearly see that **sing and saying’ the
Gospel was of high priority to him for the sake of the Church. Luther’s musical
colleague, Johann Walter, set to poetry the Retormer’s thoughts on music and his
creative care and craft in setting the texts of the Divine Service.

For music and theology
Were given by God concurrently.
The former with 1ts lovely sound
Was in the latter hidden found.
God let his peace on both arise
So that each might the other prize.
To closest friendship they have grown;
They are as loving sisters known.
When God's Word lives in human heart,
One finds there harmony's sweet art

In which there is the Spirit's love,
The proof it came from God above.

351n 1 uther's German translation of the Bible he renders the final word “sweet ™ rather than “good.™



| 8

No other arts with it compare,

For it breathes purest Gospel air.
Exalting Holy Writ on high

And earning highest praise thereby.™
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tigure 5 Musica from Walter’s poém__
Lob und Preis der himmlischen Kunst Musica. 1564

Johann Walter—The Clear Proclamation of the Gospel in Music
Johann Walter (1496-1570) has the distinction of being the first Lutheran

kantor. This distinction comes to him not only because of his collaborative work with
Martin Luther 1n the musical setting of the Deutsche Messe, but also because Walter

was the first to take Luther’s principles on music in the Church into the creative task of

*° Johann Walter, “Lob und Preis der I6blichen Kunst Musica™ (1538), trans. F. Samuel Janzow. in Carl
Schalk. Music in Early Lutheranism (St. Louis: Concordia Publishing House, 2001), p. 189. Walter
wrote a second poem in 1564, similar yet with additional comments, entitled. “Lob und Preis der
himmlischen Kunst Musica.” For a thorough exegesis o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>