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ABSTRACT 

HEINRICH SCHÜTZ'S WEIHNACHTSHISTORIE: 
TROMBONES FOR THE THREE KINGS? 

In this study I will consider the instrumentation for three central movements of 

Heinrich Schütz's late work, Historia der freuden- und gnadenreichen Geburt Gottes und 

Marien Sohnes Jesu Christi, SWV 435,1 commonly called Weihnachtshistorie, to see 

whether there exists only one possible instrumental complement for the fourth 

Intermedium, or scene – two violine and one bassoon, as in primary source material and 

many editions – or whether it may be equally or even more valid to assign the coloristic 

consort lines to two sackbuts (trombones, in modern application) and a bassoon. In so 

doing, I will address a select but typical set of decisions that preparing a Schütz work 

engenders, in order to equip conductors to apply similar methodology and evidence when 

approaching works of this composer and of the early Baroque era in general. 

I will demonstrate that using three sackbuts in an historically enlightened 

performance – or trombones, their modern analogues – would be preferable to the violine 

and bassoon the extant manuscript prescribes in the fourth Intermedium (each 

Intermedium consists of sinfonia [optional], recitative, and chorus) of Heinrich Schütz's 

Weihnachtshistorie. 

                                                 
1 The proper name for SWV 435, 435a, and 435b is Historia der freuden- und gnadenreichen 

Geburt Gottes und Marien Sohnes Jesu Christi, but I will shorten it to Wiehnachtshistorie throughout this 
document. 
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INTRODUCTION 

Schütz lived before the Baroque era began, but after Renaissance innovations 

were well established:  1585-1672. He was born exactly one hundred years before Johann 

Sebastian Bach and lived some eighty-seven years. His home was in the Lutheran part of 

what is now Germany, not very far from Eisenach, Arnstadt, Cöthen, Weimar, and 

Leipzig, all cities important to musicians because of J.S. Bach’s work in them. Schütz is 

important as much for his transitional role as for his compositional prowess. 

Relevant Biographical Information 

Heinrich Schütz was born into a middle-class family of burghers. His family 

included important personages, government workers, and tradesmen. His father Christoph 

Schütz inherited a successful inn in the town of Weiβenfels while Heinrich was a boy, 

and later purchased a second inn that he renamed Zum Schützen – a pun on the family 

name and its meaning, to protect. Members of the family worked hard to improve their 

social situation, and male progeny were expected to prosper. Accordingly, in 1599 

Heinrich was sent to Collegium Mauritianum in the town of Kassel, where he excelled in 

languages, and in 1608 to the University of Marburg. Landgrave Moritz of Hessen-Kassel 

wanted the young man to train as a musician, but his family preferred a law career. Music 

eventually became his career, but only after Schütz successfully studied law. As he 

reported, “It was never the will of my late parents that I should make a profession of 
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music either this day or the next,” and so he “set out, after having lost my treble voice, 

for the University of Marburg, in order to continue there the studies that I had already 

begun elsewhere in things other than music, [to] choose a secure profession and 

eventually gain an honourable degree therein.” The effect of his broad training is 

apparent in the admirable use he makes of language. From his time to ours, Schütz is 

acknowledged as a composer who deeply understood the words upon which his music 

was built, and built his music to depict these texts. 

Schütz spent two extended periods in Italy, which colored and shaped his music. 

During his formative years, 1609-13, he studied in Venice with the outstanding 

polychoral composer Giovanni Gabrieli. He traveled again in 1628 and 1629, during 

northern Germany’s leanest years of the Thirty Years’ War and in his own forties, 

spending time with Claudio Monteverdi. Schütz brought new compositional techniques – 

monodic developments, dramatic recitative, and idiomatic orchestration among them – 

and a number of instruments back to the court where he was employed.2  As had Lasso 

before him, Schütz helped the evolution of German music by introducing influences from 

the larger European world.3 

                                                 
2 Hans Joachim Moser, Heinrich Schütz. Sein Leben und sein Werk, translated from the 2d rev. ed. 

by Carl F. Pfatteicher (St. Louis: Concordia, 1959): Moser, 137. Hereafter, “Moser.” In Schütz’s own 
words, since this point is relevant to a music-drama such as Weihnachtshistorie, in a letter to Friedrich 
Lebzelter, Saxon emissary in Hamburg, 6 February 1633: “During my recent journey to Italy I engaged 
myself in a singular manner of composition, namely how a comedy of diverse voices can be translated into 
declamatory style and be brought to the stage and enacted in song – things that to the best of my 
knowledge… are still completely unknown in Germany.” 

3 Schütz’s pre-eminent historical role, according to many scholars, was that he intentionally and 
skillfully incorporated Italian techniques into German church music, short-changing neither. On 1 May 
1647, in the Preface to Symphoniae sacrae II, Schütz wrote that in “Es steh Gott auf,” SWV 356, No. 16, 
he had used “in some small degree Herr Claudio Monteverdi’s madrigal Armato il Cuor &c, and also one 
of his chaconnes with two tenor parts. But I hope that this will not bring disproportionate suspicion upon 
the rest of my work, because I am not eager to deck out my work with foreign plumage.” Heinrich Schütz, 
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By 1645, Heinrich Schütz was an acclaimed musician with direct, long-term ties 

to three powerful northern courts – Landgrave Moritz’s in Kassel, that of Elector Johann 

Georg I of Saxony in Dresden, and that of King Christian IV of Denmark – and with 

indirect influence in the cathedrals and courts in which his students and protégés served. 

His personal life had been far from easy, he felt his advancing age (sixty years), and 

wished to retire. On 21 May, he wrote, “the electoral court music in these troublous times 

has gone utterly to pieces, while I have been growing old,”4 and that he would “like to 

live freed from all ordinary service”5 at a reduced salary. For the next ten years, Schütz 

repeatedly petitioned for relief from duties and gradually achieved his goal. Finally, in 

1657, although nominally engaged and still on the payroll of the new elector Johann 

Georg II, who succeeded longtime employer Johann Georg I, Schütz closed his own 

household. He retired to Weiβenfels, to his sister’s home, where he lived for the rest of 

his life. It is during this time of reflection and a less active public life that the composer 

wrote Historia der freuden- und gnadenreichen Geburt Gottes und Marien Sohnes Jesu 

Christi, which is Schütz Werke Verzeichnis or SWV 435.6 

                                                                                                                                                 
Neue Ausgabe sämtlicher Werke, vol. 15, edited by Werner Bittinger, Werner Breig, Wilhelm Ehmann, et 
al. (Kassel: Bärenreiter, 1955-1990): xvi. Hereafter, Neue Ausgabe. 

4 Moser, 177. For more on the composer’s efforts to retire and reports on the state of the musical 
establishment at this time, see Moser, 197: “inasmuch also as all the old musicians have died, and I alone 
find it difficult to adjust myself to the young world and the newest manner of music.” All the same, music 
Schütz composed during his last years equals or exceeds in beauty that from the rest of his career. 

5 Moser, 177. 
6 The proper name for SWV 435, 435a, and 435b is Historia der freuden- und gnadenreichen 

Geburt Gottes und Marien Sohnes Jesu Christi, but I will shorten it to Weihnachtshistorie throughout this 
document. 



 

 

12

The Question of Instrumentation Described 

Schütz’s retirement and decreased work load merit consideration for two reasons:  

first, they allowed him to consolidate and reflect upon his work; and second, he often 

used other musicians to administer the logistical copying, publishing, and distribution 

aspects of producing his compositions. Until this point, Schütz had largely controlled 

both the production and the dissemination of his work, ensuring its provenance. One 

effect of retirement was to interrupt effective quality control during an era when artistic 

originality and intellectual property rights were understood differently than they now are. 

It is Colby College musicologist Eva Linfield’s opinion7 that the instrumentation of the 

fourth Intermedium (or scene) of Weihnachtshistorie as two violini and a bassoon is a 

copyist’s error. 

My research begins with this point and proceeds to a decision that affects 

instrumentation of two central Weihnachtshistorie movements. I prefer not to simply 

admit the likelihood of copyist error and substitute cornetts, as would be virtually 

uncontroversial to do with music from this era that is scored for violins. I also 

acknowledge the opinion of the great Schütz scholar, Hans Joachim Moser, who posits an 

intentional “droll” effect,8 but I disagree. No extant Schütz music seems in the least 

comical, and even the known, but lost, opera Dafne deals with a classical legend lacking 
                                                 

7 In a conversation with musicologist Eva Linfield, 10 September 2004 conversation at the 
Heinrich-Schütz Tage in Greifswald, Germany. 

8 Moser, 657. “With a drolly serious fugato manifestly inspired by the text and beginning in the 
bassoon, the three holy kings enter [.]” Further, Eva Linfield says, "It is impossible to imitate the rather 
jolting phrase, initially stated by the fagotto, with a violin, without creating a somewhat comic effect…. 
The phrase can be much more effectively imitated on wind instruments…. We have to acknowledge a 
mistake which crept into Hering's publication…." Eva Linfield, "A New Look at the Sources of Schütz's 
Christmas History," Schütz-Jahrbuch 4-5 (1982-83): 31-32. 
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humorous elements.9 Moser and Linfield,10 however, among others, point to the mismatch 

between the dignified foreign astrologers and their assigned instrumentation in 

Weihnachntshistorie. Annegret Huber, furthermore, excludes the possibility of drollery in 

the three wise men’s movement in a 1992 article in Musica, "Hatten die Drei Weisen aus 

dem Morgenland Abitur?" (Were the Three Wise Men from the East Taking their Abitur? 

[graduate entrance exam]).11 

Finally, I consider Günter Graulich’s 1998 Stuttgarter Schütz-Ausgabe edition of 

this work, and his recording from the new edition. Although in the score he specifies the 

use of violini and bassoon in Intermedium 4, his recording uses natural horns and 

bassoon, suggesting that he is not fully in agreement with what is printed. In a 

conversation in October 2005, Dr. Graulich agreed that the best-known instrumentation 

for this movement does not match its character. It is indisputable that musicians are 

dissatisfied with the instruments assigned to one or more of the four internal Intermedia 

of this music-drama. 

Focusing the Research 

I examined the third, fourth, fifth, and sixth Intermedia with an eye toward 

determining the best instrumental assignments for a historically informed performance. I 

looked at the most scholarly editions available, beginning with the 1955 Bärenreiter-
                                                 

9 The son of Hermes, the shepherd Dafne created pastoral poetry and was the lover of the 
shepherdess Chloe or of the nymph Piplea. The Pastoral Tragicomedy of Dafne (Moser, 123-25, 393), a 
quasi-opera, for which only lyrics survive, was composed to celebrate the wedding of Johann Georg I’s 
daughter Sophe Eleonore and Darmstadt Landgrave Georg II in Torgau in 1627. 

10 Linfield, "A New Look," 19-38. 
11 Huber, "Hatten die Drei Weisen aus dem Morgenland Abitur?" Musica 46, no. 4 (1992): 236-37. 



 

 

14

Internationale Heinrich Schütz-Gesellschaft Neue Ausgabe sämtlicher Werke, volumes 1 

and 17, edited by Spitta; and culminating with the 1998 Stuttgarter Schütz-Ausgabe, 

researched and edited by Günther Graulich and Paul Horn, and published by Carus-

Verlag. I considered a number of factors: 

• the state of source manuscripts; 
• the fact that portions must be realized by editors, as no complete 

Weihnachtshistorie autograph survives; 
• dramatic and instrumental customs of the seventeenth century in northern 

Germany and Denmark; 
• the availability of various instruments and instrumentalists in the courts in 

which the work was first performed; 
• the writings of Schütz and his contemporaries about instrumental assignment; 
• Schütz’s use of instruments in other works and in other movements of this 

work; 
• the character of the melody line – whether its idiom might be string- or wind-

biased; 
• the dramatic flow of the work as a whole. 

I examined published research on the following topics: 

• Schütz and the use of instruments; 
• Schütz and drama; 
• Schütz’s use of instruments in other storytelling works; 
• Schütz’s use of instruments during the last years of his life; 
• musicological writings about Schütz’s Weihnachtshistorie; 
• the availability and condition of Weihnachtshistorie copies from Schütz’s 

time. 
• German sacred music and instruments during the seventeenth century; 
• German secular music and instruments during the seventeenth century; 
• the German music-drama tradition, especially as it related to morality plays; 
• the German historia tradition; 
• musicological writings about contemporaneous historie, especially settings of 

the Christmas story; and 
• events surrounding the publication and dissemination of Weihnachtshistorie. 



 

 

15

Proposed Instrumentation 

Having considered all these factors, one thing was evident:  any scholar interested 

in definitively “settling” the question of which instruments must be assigned to the fifth 

of ten movements, Intermedium 4, “Die Weisen aus Morgenlande,” must apply a 

modicum of conjecture. I contend that the following assignments constitute a reasonably 

authentic, historically informed performance of the work: 

Intermedium 1, “Der Engel zu den Hirten auf dem Felde” (The angel to the 

shepherds in the fields): 

soprano, two violins, preferably either Baroque violins or modern instruments 

with their highest strings restrung with gut, and tuned to A=440 for modern 

performance practicality.12 The basso continuo follows the obbligato strings 

color:  cello and organ. 

Intermedium 2, “Die Menge der Engel” (The host of angels):  two violins, 

bassoon, basso continuo of double bass and organ, the double bass adding 

body to the basso continuo sound. The six-voiced (SSATTB) choir may be 

doubled by instruments suited to each voice color. In my performance on 6 

                                                 
12 Blending strings, winds, and the organ in a performing space is one consideration behind this 

tuning decision. Another is the fact that, unlike the typical northern German seventeenth-century church or 
court choir, today’s ensembles include women. Assigning voices to the low-tending tessitura of the alto 
line, never mind the rampant imbalance of available high male singers in a piece requiring a tutti tenor and 
divisi bass in addition to an alto and two soprano sections, and also a small-ensemble (concertists) three-
way alto split. To attempt tuning lower than A = 440 will introduce unnecessary difficulties in an already-
challenging performance. Although no one can say for sure, it seems unlikely the composer would have 
abandoned practicality here, if the result would diminish performance quality, as he wrote in several 
prefaces (quoted elsewhere in this paper). 
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November 2005, I used these voice doublings:  sopranos 1 and 2 by alto 

recorders; altos by oboes; tenors 1 and 2 by alto and tenor sackbut, 

respectively; and basses by bass sackbut. 

Intermedium 3, “Die Hirten auf dem Felde” (The shepherds in the fields): 

three male altos, two recorders, bassoon, basso continuo of cello and organ. 

Eva Linfield prefers to use bassoon both as obbligato voice and basso 

continuo instrument. She compares its role here to that of the double bass 

(“violone”) in Intermedium 1. I take her point, but believe that cello better 

serves Schütz’s pictorial approach to instrumentation in this music-drama. 

Especially when using the Stuttgarter Schütz-Ausgabe, the lowest line of the 

basso continuo part enhances the figured bass with sensitivity to both the 

harmonic function and the obbligato bassoon’s melody. 

Intermedium 4, “Die Weisen aus Morgenlande” (The Wise Men from the East): 

three tenors, three sackbuts (alto, tenor, and bass), basso continuo of cello and 

organ – and not three tenors, two violins and bassoon, plus basso continuo. 

Again I stray from Eva Linfield’s suggested continuo scoring, but do so in 

order to enhance the contrast of instrumental colors among the three small 

ensembles:  vocal choir, instrumental choir, and basso continuo. I hope to 

avoid homogeneity of sound between trombones and continuo so that a 

listener will readily hear the interplay between voice and wind instrument 

choirs. 
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Intermedium 5, “Die Hohenpriester und Schriftgelerten” (The high priests and 

scribes):  four basses, two oboes, basso continuo of bassoon and organ – and 

not four basses, two trombones, and basso continuo. 

Intermedium 6, “Herodes” (Herod):  bass and two cornetti might be ideal, but 

contemporary cornettists are rare. One option is to use two modern piccolo 

trumpets, and basso continuo (bass trombone and organ). 

Intermedium 7, “Der Engel zu Joseph” (The angel to Joseph), and Intermedium 8, 

“Der Engel zu Joseph in Ägypten” (The angel to Joseph in Egypt) are scored 

in the same way as Intermedium 1:  soprano, two violins, and basso continuo 

(cello and organ). 

The Eingang and Beschluß instrumental complement depends upon the tutti 

ensemble size and conductor. I opted to use a basso continuo group of organ 

and bass; and the same instrumental consort for both movements, in order to 

emphasize the symmetrical macro-structure of Weihnachtshistorie. The 

instrumental choir, then, was two violins doubled by two trumpets; alto, tenor, 

and bass sackbuts; and bassoon. The four-voiced (SATB) choir may be in 

common practice, and was in the concert under discussion, doubled by 

instruments, much the same as in Intermedium 2:  sopranos by recorders, altos 

by oboes, tenors by bass sackbut, and basses by cello. 
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Recitatives were sung by a tenor Evangelist, accompanied by a role-specific basso 

continuo group of organ and cello. 

See “Appendix 2, Selected Instrumental Assignments for Weihnachtshistorie,” 

here and throughout this paper, for a table containing existing, Eva Linfield’s and this 

author’s proposed instrumental assignments. 

Several Schütz scholars prefer to use natural horns and bassoon in Intermedium 4, 

trombones in Intermedium 5, and cornetti or trumpets (as written) in Intermedium 6. This 

instrumental assignment is both valid and historically informed, however, to my ears, it 

does not provide nearly the role-specific delineation that a progression of low brass to 

woodwind to high brass (or cornetti) does. Furthermore, since any reassignment of 

instruments constitutes a deviation from extant manuscripts and editions, reassignment 

should be undertaken only after rigorous consideration and to create an obvious alternate 

effect. The instrumental assignments just described employ brass instruments in all three 

central movements, providing no coloristic contrast among the roles. 

Ramifications and Summary of Study 

These instrumental assignments mean that obbligato parts for Intermedia 4 and 5 

must be transposed. These assignments also mean that specific instrumental colors are 

matched with specific roles. Two violins and the same basso continuo complement 

always accompany the angel. The Evangelist sings over a consistently reduced 

instrumentation, including a unique organ registration. The choruses, whether four- or 

six-voiced, have voice sections doubled by instruments of similar color and a double bass 
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in the continuo group. The shepherds, simple farm workers, are accompanied by 

obbligato recorders – a pastoral sonority that follows the tradition of shepherds’ pipes – 

and a woodwind in the continuo. Mysterious wise men from the East – the Morning 

Lands – sing with other-worldly sackbuts; King Herod sings with majestic trumpets; and 

the priest and scribe courtiers have agile oboe and bassoon accompaniment that depicts 

the difficult situation in which they find themselves. 

The process by which I came to these conclusions is the substance of my research. 

Genesis of the Study 

I sought out Dr. Günther Graulich, editor of the Stuttgarter Schütz-Ausgabe,13 

when I heard he was representing his music publishing company at the American Choral 

Directors Association (ACDA) convention in New York (12-15 February 2003). I 

mentioned that I was studying Heinrich Schütz’s Weihnachtshistorie, or Christmas 

History. His immediate response was, “What instruments do you intend to use?” A year 

and a half later, Colby College musicologist Eva Linfield, who co-wrote the New Grove 

Dictionary article on Schütz; eminent musicologist and Schütz collected works editor 

Werner Breig; and Frederick K. Gable, musicologist from the University of California at 

Riverside, all posed the same question. In fact, whenever I have spoken with scholars 

                                                 
13 Carus-Verlag GmbH & Co KG published Dr. Graulich’s 1992 edition of Weihnachtshistorie 

that incorporates recent Schütz scholarship. It is part of an ongoing, new edition of the collected works of 
Heinrich Schütz. The critical notes are not yet published, making a conversation with this gracious scholar 
both prudent and fruitful. 
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about this work, the question of instrumentation has arisen. The issue clearly is relevant 

and timely. 

In this document, I explain why the matter is unclear. I list those portions most in 

question, summarizing the opinions and findings of scholars who already have considered 

instrumentation for Weihnachtshistorie. I propose a solution and defend my proposal. 

Then I enumerate the ramifications of following the proposed instrumentation and relate, 

briefly, the experience of taking this instrumentation through rehearsal to performance 

with a collegiate early music ensemble. 
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CHAPTER 1 
BACKGROUND: HEINRICH SCHÜTZ IN CONTEXT 

Internationale Heinrich-Schütz Gesellschaft annual meetings frequently focus on 

the works of this important composer and his German contemporaries, with reference to a 

particular aspect of the contemporaneous chronological, geographic, political, or cultural 

environment. In October 2005, the theme was “Heinrich Schütz and Leipzig,” and in 

2006, “Dresden in Europa; Europa in Dresden.” The context for this paper is the 

composer vis à vis instrumental assignment in a music-drama composed late in his career. 

This narrow focus is not the sole intended goal:  I believe that examining the facets and 

issues reveals much that is of value to the study for performance of Schütz’s 

instrumentally accompanied works and, by extension, to studying and performing the 

works of other northern German composers of his and the succeeding generation. 

The life and works of Heinrich Schütz are well documented, a tribute to the 

esteem in which he was held while living and the result of his long association with 

several important princely courts. He left a number of documents in his own hand. 

Schütz occupies a pivotal position between the Renaissance and Baroque. His 

compositions demonstrate aspects of both eras. He used modes and proto-tonality with 

equal and intentional skill. He incorporated chant, homophony, recitative, chorale, 

counterpoint, monody, polychorality – in short, all known compositional techniques – 

when and as they offered the best form of expression for a limited passage or an entire 

work. He did not subjugate text to notes nor melody to text. He wrote solo concerti; 
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operas (none survive); motets; complicated psalm settings and psalms for congregational 

singing; sacred drama; liturgical pieces; and small, medium, and large concertato works. 

He was equally at home composing in the archaic, unaccompanied style of the Lutheran 

Passions and the then-innovative recitative style – in two works written the same year and 

late in his career. 

Schütz also occupies a pivotal position in European musical development. It was 

his achievement to synthesize Franco-Flemish and Italian compositional techniques into 

sacred vocal music within the northern German Lutheran milieu and its pious mindset.14 

He also worked in an unusual religious environment. A committed Lutheran, he learned 

Italian compositional techniques in Roman Catholic Venice during the height of the 

Counter-Reformation (1560-1648)15 and worked for nobles in Denmark as well as in 

Germany. Schütz’s innovations represent an important step toward the Baroque mastery 

of such giants as Johann Sebastian Bach and Georg Friedrich Handel, and musical 

developments such as idiomatic use of instruments, basso continuo, and major-minor 

tonality. 

                                                 
14 Schütz, Neue Ausgabe, vol. 15, Symphoniae Sacrae II/1647, xvi. Schütz was enthusiastic about 

crossing Italian and German styles. In “Discourse to the Reader,” he says that “the contemporary Italian 
style has remained for the most part unknown in this country (the very style in which, in the opinion of the 
astute Claudio Monteverdi, …music shall now come to perfection).” The translation is Bittinger’s. 

15 H. G. Ganss, transcribed by Marie Jutras and J.H. Pollen. The Catholic Encyclopedia, Volume 
IV, copyright © 1908 by Robert Appleton Company. Online ed. , transcribed by Douglas J. Potter., 
copyright © 2004 by K. Knight. Updated 18 August 2004. < http://www.newadvent.org/cathen/> Accessed 
28 July 2005. 
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Influence of Lasso 

Expressive orderliness may be one short way to characterize the Franco-Flemish 

compositional tradition that Orlando di Lasso epitomizes and which permeated the 

musical environment in which Schütz grew to manhood. Among the musical forms the 

young Schütz performed and heard were Latin and Lutheran Masses, Passions, 

Magnificat settings and settings of other liturgical texts, motets, madrigals, polyphonic 

psalm settings, and barform hymns. There is no known Schütz-composed Latin Mass or 

Lied; otherwise, he used all typical Franco-Flemish forms. 

Encyclopedia Britannica summarizes the nature of the Franco-Flemish, 

Netherlandish, or Dutch style of composition from Dufay through Lasso in the following 

manner, “The music of the Franco-Netherlandish school is preeminently vocal and 

contrapuntal (built on interwoven melodic lines) and was later taken as the ideal of a 

cappella composition, although it was frequently accompanied by instruments.”16 Four or 

more polyphonic voices were normal, and it was assumed by the seventeenth century that 

some voices could and probably would be doubled or even replaced by instruments.17 

                                                 
16 "Franco-Netherlandish school." Encyclopædia Britannica from Encyclopædia Britannica 

Online. <http://search.eb.com/eb/article-9035150> [Accessed 28 July 2005]. 
17 J. Bunker Clark, "The A Cappella Myth," Choral Journal 9, no. 4 (January-February 1969): 28-

31. In this remarkable succinct statement, Clark says, “If a cappella referred only to a style and not a lack 
of accompaniment, then was a cappella music unaccompanied? Information on this question before 1600 is 
not plentiful, but available evidence leads to the conclusion that a cappella music was only sometimes 
unaccompanied. […] It is known that the organ was generally used for accompaniment in the baroque 
period because of the presence of figured bass in most music, including the a cappella works of 
Monteverdi, Schütz, and Buxtehude…., […] As for other musical instruments, the fact that Gabrieli and his 
successors specified them in their church music does not mean that this was the first time they were used in 
church. The only innovation was that they were specified.” 



 

 

24

Schütz explicitly followed this instrumental replacement and doubling convention,18 

specifying, however, that the text always be heard. Other characteristics of Franco-

Flemish composition that Schütz incorporated into his work are enjambment19; clear 

sectional cadences; imitation and paired imitation; expressiveness incorporating 

chromatic inflection; both word- and text-painting; metrical changes; and melodic style 

variation (lyric versus static). 

Influence of Giovanni Gabrieli (Venice, 1609-1613) 

During his first extended trip to Venice, Schütz studied with Giovanni Gabrieli, 

organist at San Marco cathedral. Gabrieli was thirty years older than Schütz and had 

spent time in Munich. Under Gabrieli’s tutelage, he learned counterpoint, polychoral 

technique, and the possibilities of the spatial arrangement of sound in the resonant stone 

cathedrals of Italy and Germany to enhance the effect of music upon its listeners. Of this 

time, Schütz said, “I perceived the gravity and difficulty of the study of composition that 

I had undertaken and that I had had an unsound, poor start in this; and I therefore greatly 

                                                 
18 Corroboration is plentiful in the writings of Schütz and Praetorius, to mention only two 

seventeenth-century composers. For example, in the Preface to Psalmen Davids, the fourth paragraph, 
Schütz makes clear his intention that the extreme ranges of some texted lines were written intentionally to 
add to the sonority of the whole when he writes, “The Capella consisting of high parts are mostly suitable 
for cornetti and other instruments.” Even more to the point is the fact that only the solo ensembles, not the 
ripieno choruses, carry the full text. According to Wilhelm Ehmann in the Preface to volume 23 of the 
Neue Ausgabe sämtlicher Werke, “Thus in the fifth paragraph of his preface Schütz feels it necessary to 
remind his readers that ‘the Cori favoriti must be performed by singers,….” Schütz, Neue Ausgabe, vol. 23, 
xiii. 

19 Enjambment is a poetic term to describe the situation in which a complete thought is set on 
more than one line, successive lines ending without punctuation. As applied to the music under discussion, 
Franco-Netherlandish composers wrote musical phrases encompassing the entire textual thought, providing 
caesura or cadence only at the end of the completed thought. This was a departure from earlier practice, in 
which segments of rhythm and melody were consistent throughout the composition, and the text was 
broken into subsets and made to fit. 
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rued that I had turned away from the studies commonly pursued in German universities” 

and, further, that his Il primo libro de madrigali (First Book of Madrigals, which he later 

called his Opus 1),20 completed in 1611, earned favorable comment from “the most 

prominent musicians in Venice of the time.” 21 

The masterful counterpoint Schütz composed he learned from the Italian 

polychoral maestro, along with the expressive possibilities inherent to deploying multiple 

choirs. Wedded to the composer’s built-in sense for drama, these Italianate compositional 

tools would continually develop from the time he returned to service in Germany through 

his last compositions, many years later. 

After returning to Germany, the composer set to work creating music for civic, 

courtly, and church celebrations. With each completed work, he explored and deepened 

his ability to put to use his combination of talent, technical methods, and inspiration. He 

fulfilled his responsibilities to manage the resources of the various courts and chapels that 

engaged his services, and became well known. His reputation garnered for him talented 

students, vocal and instrumental resources, the favor of powerful patrons, and both 

learned and popular acclaim. By his middle years, Schütz was seen as Germany’s 

premiere musician. 

                                                 
20 I will attempt consistency in naming the collections and works of the composer, since titles vary 

among sources. The collection title adopted by the Internationale Heinrich- Schütz-Gesellschaft website in 
its list of the composer’s works usually agrees with that chosen by Hans Joachim Moser in Heinrich 
Schütz: His Life and Work. Since both the Gesellschaft and the book are excellent scholarly sources, I will 
use their collection titles, including variant spellings. When these two disagree, I will use Moser’s 
terminology. The names of a few works are lengthy; the work under consideration and the passion settings 
are examples. In these cases, I will clearly identify the piece, and will use the same term throughout this 
document. When this amounts to nicknaming the works, such fabricated titles will not be italicized. 

21 Joshua Rifkin and Eva Linfield, “Schütz, Heinrich, Childhood and Youth (1585-1615),” Grove 
Music Online ed. L. Macy (Accessed 28 July 2005), <http://www.grovemusic.com>. Hereafter, GMO. 
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Accommodation to Shifting Resources Surrounding the Thirty Years’ War 

This lengthy conflict (1618-1648) profoundly altered the quality of life in affected 

regions by depleting both economy and manpower. As Saxony and Denmark were drawn 

into it, men were conscripted into military units, depriving households of wage earners 

and increasing costs. A soldier’s wages hardly paid his own living expenses, and there 

was risk inherent in sending money home through bandit-infested war zones. The public 

mindset was somber. 

Accordingly, the cultural life in court and church changed. Musicians went to 

war, which decimated musical establishments. Money that had been allocated to music – 

salaries, clothing, the purchase of music and instruments, instrument maintenance and 

repair, music education, civic and ecclesiastical festivals – was redirected to supplying 

war needs. Even manuscript paper, copying, and printing services grew scarce and 

expensive. Musicians’ salaries went unpaid; other expenses were refused. Schütz labored 

simply to keep his programs running. 

Influence of Monteverdi (Venice, 1628-1629) 

About ten years into the war, discouraged and saddened by the straitened lives his 

employees were forced to endure, as well as the fact that many erstwhile musicians had 

been conscripted into the military, Schütz petitioned for permission to travel once again, 

mostly at his own expense. In time, he received his passport and made his way once again 

to Venice. He wanted to keep up with musical developments, striving to adapt to the 
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needs of the times. Although Schütz respected and learned much from San Marco 

maestro di capella Claudio Monteverdi (1567-1643) during the years 1628 and 1629, 

scholars posit that the two famous innovators related more as colleagues than as master 

and student. 

Monteverdi was also a dramatist. Nurtured in the musical centers of Mantua and 

Venice, he wrote compelling operas and large dramatic madrigals, among other 

compositions. Moreover, Monteverdi wrote for instruments according to the capabilities 

each possessed, rather than treating them simply as extra “voices,” to reinforce or replace 

human singers. He approached and resolved dissonance in counterpoint in new ways – 

seconda prattica – and was quite successful, at least with progressive musicians and the 

listening public. 

Among the developing compositional techniques Monteverdi employed to good 

effect were the new expressive monodic style, dramatic recitative, virtuosic arias, and 

seconda prattica dissonance and contrapuntal tools. The sixty-year-old Italian (Schütz 

was about forty-five) also increasingly matched the color and capability of instruments 

with their roles in the ensemble, using them both accompanimentally and as independent 

voices. In the years that followed this sojourn in Venice, Schütz would excel in voice-

instrument duets. As he had done for some years, he would also judiciously combine 

exciting Italian style facets with German Lutheran musical traditions to create a sound 

expressing his own taste and environment. He began with apropos texts, and used Italian 

compositional styles and techniques along with Franco-Flemish word-painting, choraliter 

(psalmtones) old and new, chorales, Renaissance genres, primo and secondo prattica 
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counterpoint, and proto-Baroque22 notational specificity to create works for Lutheran 

worship. Schütz’s ability to synthesize Italian and German music solidified after his 

second trip to Venice. 

Between Psalmen Davids (1619) and Geistliche Chormusik (1648), Schütz 

experimented in a number of areas:  with harmony-tonality, dissonance, text-painting, 

human and instrumental voices, basso continuo, expressive techniques, large forms, and 

genres. Collections published during these years (Also see Appendix 4. Works List, 

Dates, and Styles) include: 

• small, medium, and large concerted works 
• polychoral works, pieces for solo voice and basso continuo, and many 

voicings in between 
• chorales, motets 
• dramas 
• unaccompanied works and works with basso seguente and basso continuo 
• works for private devotion, public worship, civic events, and funerals 

When one expands the time period only two years past the Peace of Westphalia, 

signed in 1648, this group of works also encompasses Symphonae sacrae III, after which 

the composer’s systematic composing years seem to be complete.23 The collection of 

diverse small pieces that constitute Zwölf Geistliche Gesänge (1657) and that of fourteen 

motets and a German Magnificat that make up Der Schwanengesang (1671) both are in 

the nature of stylistic summation. Other than these, all known Schütz compositions from 

                                                 
22 During the period between the end of the Renaissance – roughly 1590-1640 – and the high 

Baroque – roughly 1650-1750 – compositional aspects from both eras coexisted, and the composer 
Heinrich Schütz epitomizes this condition. In this document, I refer to the former time period either as early 
or as proto-Baroque. 

23 This opinion is drawn from the number and character of surviving compositions composed or 
published after 1650. The possibility exists that unknown quantities of work now lost, if rediscovered, 
would refute my assumption. However, there is little indication of this in writings from the time and region 
that do survive. 
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the end of the Thirty Years’ War until his death are dramatic:  four Passion settings (one 

lost) and Weihnachtshistorie. 

There are no surviving Schütz works written specifically for instruments, which 

complicates instrumental consideration, however, by looking at concerted compositions, 

one may deduce much about the composer’s approach to instrumentation in different 

circumstances. Scholars also are fortunate that Schütz, like many seventeenth-century 

literati, detailed his intent and set forth performance instructions and priorities in the 

prefaces to several of his published collections. 

Stylistic Synthesis During Schütz’s Last Years 

a. Resources of the Moritz Court 

As Kapellmeister for the Moritz Court, Heinrich Schütz directed one of the top 

musical organizations in Europe. Moritz added to his instrumental collection even during 

the Thirty Years’ War, striving to keep up with advances in instrumental design and 

manufacture that elevated instrumental virtuosity and led to the standardized orchestra. 

Music remained alive in the Saxon electorate more than it did in other countries and 

regions, even though resources were directed away from the court musical 

establishment.24 

                                                 
24 Moser, 196-97, contains these examples from Schütz’s pleas that court musicians be paid even a 

quarter of the salaries due them: “… the running-about by the hour, the very great lamentation, distress, and 
wailing of the entire company of poor, deserted relatives of the singers and musicians, who live in such 
misery that it would move even a stone in the earth” and, of basso Georg Kaiser, “I learn that he lives like a 
sow in a pigsty, has no bedding, lies on straw, has pawned his coat and his jacket. His wife came to me 
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For example, payroll records indicate that trombonists remained part of the Moritz 

court structure, while in other courts and in other countries their profession languished. In 

his book, The Trombone: Its History and Music, 1697-1811, David M. Guion says “the 

high point in the publication of trombone music was reached in the 1620s. By 1640, it 

had slowed to a trickle. San Marco kept a trombonist on its payroll until 1732, but the 

trombone may well have disappeared from other churches even earlier.”25 Guion 

continues, in a chapter entitled “The Decline of the Trombone,” “Schubart, writing in 

about 1784, lamented the wretched state to which the trombone had fallen, but 

commented that there were still excellent trombonists in Bohemia and Saxony.”26 

The Moritz library collected music from many countries, selected by Johann 

Georg I himself and by various musicians, including Schütz, who traveled to musical 

centers in other countries while in the Elector’s employ. Between his own works and 

those of other outstanding musicians, Schütz had a good collection of quality literature to 

perform. His was indeed a privileged musical position. 

                                                                                                                                                 
yesterday and begged me for God’s sake to render fatherly aid and help them get away [from the Elector’s 
employ, that they might seek another job, one that would pay the contracted salary].” 

25 Guion drew this information from Eleanor Selfridge-Field, Venetian Instrumental Music from 
Gabrieli to Vivaldi (New York: Praeger, 1975), 14. David M Guion, The Trombone: Its History and Music, 
1697-1811 (Amsterdam, The Netherlands: Gordon and Breach Publishers, 1988, second printing, 1998): 4-
5. 

26 Guion, 155. Christian Friedrich Daniel Schubart (1739-1791) was a composer, poet, music 
theorist, and jounalist who wrote several treatises and founded Deutsche Chronik (1774-78), a periodical 
covering music, politics, and literature, all entries from his pen or expressing his views. 
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b. Schütz, Musical Drama, and Weihnachtshistorie 

The composer possessed a flair for representational, but restrained, drama. In his 

earliest published works, Primo libro de madrigali (1611), this dramatic flair, largely 

expressed in sixteenth-century, Italian madrigalian technique, is already apparent. It 

permeates each subsequent collection, with the possible exception of the Becker Psalter, 

which arguably shows the composer attempting to impose order on the chaos of grief 

after the proximate deaths of several loved ones. High among the characteristics of 

Schütz’s style that make this composer’s music endearing centuries later is his mastery of 

dramatic storytelling that survives chiefly in his two historie, one summa passion, and 

three unaccompanied passions. Among these works, Weihnachtshistorie stands out for its 

combination of retrospective and up-to-date compositional techniques, its gripping and 

beloved story, and Schütz’s expert use of instruments in it. 

Figure 1.1. Compositional Periods Related to Works 

Period Time Span Works Encompassed Style 

Early to 1619 through Psalmen 
Davids 

derivative and 
developing 

Mature 1623-1657 Resurrection 
History through 
Zwölff geistliche 
Gesänge 

distinctive,  
“Schützian” 

Reflective-Composite through 
1672 

Weihnachtshistorie 
through the 
composer’s death 

combinative, original 
use of new and old 
techniques 
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c. Early Style, to 1619 

The previous paragraph alludes to a division of Schütz’s compositional life into 

three segments:  early, mature, and reflective-composite.27 This division is my own,28 and 

I believe it provides useful insight to the composer’s compositions. Weihnachtshistorie 

fits into the last, reflective-composite style period, and I will point out characteristics and 

their relevance to this study in subsequent chapters. Before the impact of the Thirty 

Years’ War was felt in Saxony, Schütz’s compositions frequently exhibit 

contemporaneous Italian characteristics, such as text- and word-painting. One clear 

example may illustrate. 

From Psalmen Davids (1619), the elaborate setting of Psalm 150, “Alleluja! 

Lobet den Herren in seinem Heiligtum” (Hallelujah! Praise the Lord in his sanctuary), 

SWV 38, contains early examples of both obbligato and idiomatic instrumental scoring.29 

Although designating instruments was not a rare practice this early in the seventeenth 

century, neither was it a common one. Therefore, Schütz’s coloristic use of instruments, 

specifically trombones, is germane to this study. Psalmen Davids was Schütz’s Opus 2, 

                                                 
27 Lani Johnson, “Examination of Movements 4 and 4a of Magnificat in D, Wq 215 (1747-49, 

1780-82) by Carl Philipp Emanuel Bach,” Choral Journal 46, no. 5 (November 2006): 17-31. 
28 Most scholars recognize that Schütz’s writing during the Thirty Years’ War separates his output 

before the war from that afterward, creating three periods. I prefer a division that places Psalmen Davids 
(1619) near or at the end of an early period. Then the Resurrection History (1623) through Zwölff geistliche 
Gesänge (1657) constitute Schütz’s mature compositional period, in which he utilizes learned and invented 
techniques to create works for various situations before, during, and after the Thirty Years’ War until, 
approximately, his retirement. After retiring to Weiβenfels, Schütz continued to revise published works 
(Becker Psalter was re-published in 1661), turned many tasks related to music publishing over to protégés, 
and created new music-dramas and works outstanding for their mixture of archaic and cutting-edge 
compositional characteristics. 

29 Basil Smallman, Schütz. In The Master Musicians, ed. Stanley Sadie (Oxford: Oxford 
University Press, 2000): 42. Hereafter, Smallman 2000. Smallman calls the instrumental scoring (flute, 
violin, two cornetts, two bassoons, and two trombones “remarkable.” 



 

 

33

written after he studied with Giovanni Gabrieli. It employs techniques learned during his 

1609-12 Venice residency and personalized in subsequent years in Kassel and Dresden. 

This setting of the final psalm contains several instances of word- and text-

painting, as can be expected from a trained madrigalist. For example, in the third verse of 

the psalm, in which tenor soloists from the two favoriti cori sing “lobet ihn mit 

Posaunen” (praise him with sackbuts30), Schütz has written independent lines for three 

trombones, an example of text-painting. The trombone-like tenor passage itself is an 

instance of word-painting. The tutti last verse, “Alles was Atem hat, lobe den Herr” (Let 

everything that has breath praise the Lord), is of such celebratory character that 

Smallman calls it “radiant.” 

d. Middle Style 

This period contains great variation in resources and styles. At the highest level, 

this diversity illustrates the creative capacity of the composer. Upon closer examination, 

one can see how Schütz masterfully optimized the shrunken court musical resources 

during the deprivations of the Thirty Years’ War. Resurrection History (1623) is his first 

music-drama to survive wars, fire, and time, and thus to be currently available for 

                                                 
30 I will use the term “sackbut” to refer to instruments used at the time, selecting this variant 

spelling for consistency unless quoting from another author. The term “trombone” will be used as a 
synonym, based on David M. Guion’s assertion on page 3 of The Trombone: Its History and Music, 1697-
1811, already cited and with which I agree, which reads, “Many modern musicians prefer to use the word 
“sackbut” when referring to the Baroque trombone. All other instruments in constant use since the Baroque 
have changed more. But even though it is the other instruments, and not the trombone, that have changed so 
much, only the trombone is ever described with a different word for the earlier model. […] In response to 
the number of times people, including musicians, have asked if the sackbut is something like a trombone, I 
have stopped using this misleading word.” 
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performance and study. Several attributes of this work clarify elements of 

Weihnachtshistorie. 

1. Bugenhagen’s 1526 text is theologically formulated, mostly from the four 

Gospels, and was used by several Lutheran composers from 1550 to 1598. 

2. The traditional opening (title statement) and concluding choruses 

(thanksgiving) serve the same functions as the Eingang and Beschluβ of 

Weihnachtshistorie. 

3. In the Resurrection History’s Bugenhagen-based structural division into five 

scenes, the central one is the dramatic turning point. In Weihnachtshistorie, 

the three central scenes, Intermedia four through six, comprise the dramatic 

conflict. 

4. Speaking roles from the scriptural account are presented by small groups of 

soloists, as, too, in Weihnachtshistorie. 

5. Each speaking role stays approximately in its Schütz-designated range. 

6. The Evangelist’s melodies are based upon the plainchant Easter tone, 

creatively and expressively adapted, a Schütz trademark. He incorporates 

expressive vocal figures in the narrative, deriving but deviating from the chant 

formula. 

7. Schütz writes basso continuo throughout. 
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8. Characters’ words are enriched with voicing, harmonic progression, chromatic 

inflection, word-painting, and imitative counterpoint. 

9. Four viole da gamba accompany Resurrection History’s Evangelist; two 

violins accompany Weihnachtshistorie’s angels. 

10. The composer addresses the practical challenges of performance in situations 

outside princely Kapellen in the preface to each work. 

11. He instructs conductors regarding singers’ and instrumentalists’ placement in 

the performing space, the Evangelist’s method of delivery, how to deliver the 

beat, and how to decide upon instrumental substitutions. 

Items one through five were archaic techniques; items six through eleven were somewhat 

forward-thinking at the time of composition. Schütz successfully combines traditional 

and “modern” resources, a trait I believe may have been intentional, at least during his 

last compositional period. 

Another technique to note during the composer’s mature period is the small 

concertato, especially when contrasted with the lavish polychoral approach in the Primo 

libro de madrigali and Psalmen Davids, both of which were composed to capitalize on 

the copious resources available before the Thirty Years’ War. For example, the “sundry 

little concertos” of Kleine geistliche Konzerte (1636, 1639) were written, according to the 

composer, “so that the talents given me by God in such a noble art do not remain quite 

unused” during a time when, in his estimation, “[p]raiseworthy music has not only fallen 
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into great decline through the perils of war…but in many places has ceased altogether, 

suffering from the general ruin and disorder which invariably results from unholy 

strife.”31 There were thirty-nine musicians in the electoral ensemble in 1632 and only ten 

by 1639. Kleine geistliche Konzerte I and II consist of 55 monodic settings of sacred texts 

for one to five solo voices with basso continuo. 

The third and last style in Schütz’s mature period, dating from after the Thirty 

Years’ War, is a return to grand concertato style, as may be found in Symphonae sacrae 

III (1650). From this, it may be interesting to look at “Lobet den Herrn in seinem 

Heiligtum,” SWV 350 (Praise the Lord in his sanctuary, another setting of Psalm 150), 

for tenor soloist, two violins, and basso continuo. In this symmetrically structured work, 

as in the other twenty-six in the collection, Schütz does not leave the selection of 

obbligato instruments to the music director, as he largely did in Psalmen Davids. 

However, Smallman strongly suggests deviating from the prescribed instrumentation in 

exactly the ways Schütz specified in SWV 38, already described.32  Smallman’s 

willingness to augment instrumentation in this mid-seventeenth-century piece adds 

weight to my decision to do so in a work written fifteen years later. 

e. Reflective-Composite Style 

After gathering dissimilar compositions into Zwölff geistliche Gesänge (1657), 

Heinrich Schütz attained a goal for which he had long striven, his own retirement. From 

                                                 
31 All quotes in this paragraph are from Smallman, 87. 
32 Smallman, 123-24. 
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these years of much reduced public service date all four Passions (1664-66; three 

survive), Weihnachtshistorie, and Der Schwanengesang (1671), an anthology of 

unrelated works. During these years, he brought to bear upon musical composition all the 

considerable methods and expertise he had gained to express text in music. It is because 

Schütz was, by his own admission, reflecting upon life and upon his own life, and 

because he clearly felt free to combine compositional tools from any and all eras that I 

have called these final decades of his life “reflective-composite.” As briefly shown in the 

discussion of Resurrection History vis-à-vis Weihnachtshistorie, a plethora of methods 

can successfully mingle in a single work by Schütz. 

Conclusion 

The works of composer Heinrich Schütz flow from the context of his 

compositional forebears and from the historical circumstances in which he lived. Over 

the course of his life, he wrote in many styles, which I have divided into three style 

periods, focusing especially on the period during which Weihnachtshistorie was 

composed. For easy reference, a timeline containing selected important events in the 

composer’s life and an annotated list of nineteen collections of his works are provided as 

Appendices 3 and 4. The next chapter will contain a description of factors bearing upon 

the problem under consideration and decisions the author has made after studying these 

factors. 
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CHAPTER 2 
DEFINING THE SITUATION 

In this chapter I will present decisions from my research as they were performed 

on 6 November 2005 on the campus of the University of Arizona. The lecture that 

preceded the concert summarized the case, research, theories, and decisions. 

In the research process begun in 2002, I started by listing and understanding 

extant, reliable sources of Weihnachtshistorie. Next, I studied the contextual situations in 

Germany relative to dramatic and dramatic musical compositions, the use of instruments 

in dramas and on their own, and the composer’s own habits when writing dramas and 

composing for instruments. The next logical step was to examine trends during the 

historical time and in Schütz’s environment, to determine what resources were available 

to him and how he used them within and outside this particular work. Finally, I combined 

this information to draw conclusions affecting the responsible performance of 

Weihnachtshistorie. 

Sources: No Complete Manuscript 

As of 1982, in Eva Linfield’s words, “we knew of three sources: 

“A) the so-called Frühfassung, SWV 435a, [the word means ‘early version’] 

“B) the original print from 1664, SWV 435, 

“C) the so-called ‘Berliner Fassung,’ SWV 435b.”33 

                                                 
33 Linfield, "A New Look," 19. 
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The Uppsala Frühfassung, also known as the Düben manuscript, is in the 

Universitetsbibliotek in Uppsala, Sweden. Arnold Schering discovered it in 1908 and was 

the first to posit its early (before 1664) date, based upon comparisons between it and 

SWV 435. The Frühfassung consists of four separate basso continuo parts: 

• two figured organ parts for all movements, arranged one after the other, 

including the recitatives (Organum I and II); 

• a figured cembalo part for the Eingang and the recitatives, also written out 

continuously; an unfigured basso continuo part for all movements (labeled 

“Viola”); 

• and a set of parts for Intermedia 1 through 8 (with duplicate parts for 

Intermedia 1 through 4, 7, and 8) and the Beschluβ, each of these with its own 

basso continuo part. 

The Uppsala Frühfassung lacks vocal and instrumental parts for the Eingang and for the 

first fifteen bars of Intermedium 5, trombone 2. 

Of three known copies, only one original 1664 print survives. It resides in the 

Staatsbibliothek Preussischer Kulturbesitz in Berlin, and contains only the Evangelist’s 

recitatives. At the time of publication, Schütz considered the general quality of music 

resources in “Teutschland” to be inferior, and preferred to distribute the concerted 

movements – at an additional fee – only to those few musical organizations that he 
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trusted or to factors he believed would do them justice. This copy, SWV 435, contains 

annotations and corrections believed to be in the composer’s hand. 

The provenance of the Berliner Fassung is exciting. It was rediscovered in 1933 

by Max Schneider in the library of the Berliner Singakademie and is presumed destroyed 

during World War II. Schneider had not completed his studies of the work, but he 

possessed a copy of the Berliner Fassung. It is this copy that scholars have used from his 

day to the present to address areas of ambiguity in the work. The Berliner Fassung 

incorporates revisions to the original 1664 print. However, the Eingang (Introduction) 

and Beschluβ (Epilogue) are missing from this manuscript, although blank staves are 

provided, onto which it seems these movements would have been copied. Eva Linfield 

and others suspect the thorough authenticity of the Berliner Fassung, and I find their 

theories convincing. 

Absent the Berliner Fassung, only two Weihnachtshistorie sources exist, which 

demonstrate four different versions of the work, dating from about 1660. “It is most 

likely,” Eva Linfield writes in “A New Look at the Sources of Schütz’s Christmas 

History,”34 “that Schütz composed his first version ca. 1660 and revised this version ca. 

1663/1664, prior to the publication of the recitatives. Neither of these versions is 

available to us now.” She then proposes scoring for the work, which I have considered in 

my own proposition. In the main, I agree with her instrumentation. 

To summarize my survey of extant seventeenth-century Weihnachtshistorie 

editions:  all in current use have sections realized from figured bass. The Eingang and 

                                                 
34 Linfield, “A New Look,” 30. 



 

 

41

Intermedium 4 are especially ambiguous, since there exists no corroborating source, and, 

for voices in the Eingang and measures 1-15 of the second trombone part of Intermedium 

5, no authentic source at all. 

Relevant Dramatic and Instrumental Customs 

a. Music-Dramas 

Germany enjoyed a continuous tradition of Passion, morality, and biblical plays 

from the Medieval era onward. The tradition began about the tenth century with dramatic 

musical tropes on sequences, hymns, and litanies and developed by the fourteenth century 

into fully staged productions that often lasted several days. Some were performed by 

itinerant drama troupes; some were productions acted by town residents and directed by 

the clergy. In fact, the small Bavarian town of Oberammergau has presented a Passion 

Play every ten years since 1633, fulfilling a vow to do so if the town were saved from the 

Black Death. 

Schütz contributed to or composed a number of secular dramas that do not 

survive, but also wrote at least four unaccompanied Passions (the St Mark Passion is 

lost), one summa Passion, and two historiae, the Resurrection and the Christmas. The 

term historia referred at one time to the totality of Divine Office antiphons and 

responsories for a single monastic day, since these chants and readings usually were 

drawn from the lives – histories – of the saints. After the Reformation, stories from the 
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Bible as well as their musical settings were called, in German, Historie.35 Although any 

biblical story could become a musical historia, the Passion, Christmas, and Easter stories 

were most frequently set to music. 

Schütz approached the Resurrection and the Christmas stories with a master 

storyteller’s mind and a master composer’s technique. He mixed the latest compositional 

innovations with historically proven tools to create his unique music-dramas. Chapter 1 

designates several attributes of Resurrection History and Weihnachtshistorie as archaic or 

“modern,” that is, new during the seventeenth century. Recapping briefly, archaic 

attributes include: 

• Libretto. Bugenhagen’s 1526 text, dating from early in the Reformation, was 

over a hundred years old. 

• Macro-structure. The symmetrical overall structure, beginning in choral title 

statement and ending in choral hymn of thanksgiving,36 nestles the gist of the 

drama in the inner movements, with the point of greatest importance at the 

very center. This structure was common, effective, and would persist well 

beyond Schütz. 

                                                 
35 Hence the spelling, in this paper, with an “e” rather than a Latin “a” at the end of the word. 
36 One interesting thing to note is that a chorale, especially as the final hymn of thanksgiving, was 

practically formulaic in German multi-movement sacred music-dramas by the seventeenth century, but 
Schütz seldom used them. 
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• Role allocation. Speaking roles37 were given to various solo voices and small 

ensembles consisting of solo singers (coro favoriti). The introductory and 

summary movements belonged to the choir, perhaps as “all believers.” In 

Weihnachtshistorie, where the host of angels’ utterance could have been 

allocated to an ensemble of soloists, it was given, probably for verisimilitude, 

to the massed coro capella, drawing an intentional or unintentional parallel 

between the host of believers in the Eingang and Beschluβ and the host of 

heaven in Intermedium 2. In the progression of German historiae during the 

sixteenth and seventeenth centuries, an increasingly representational 

allocation of voices to roles may be noted. Bearing in mind developments in 

other sacred (oratorio) and secular (opera) genres over the same historical 

period, this continuum is only logical. 

• Tessitura. It was traditional for the three primary cast elements to sing in 

certain melodic ranges relative to one another. The melodies of the Evangelist 

(designated celeriter and later cronista) were in a medium range and at a 

relatively quick pace. Those of the deity, the Christus, often designated tenere 

or trahere in early manuscripts from 1200 CE or so, were sung lower and 

more slowly. All other roles, designated turba, sursum, or synagoga, were in a 

higher tessitura and at a faster pace. Eventually, distinctions in the turba roles 

                                                 
37 The term “speaking role” refers to individuals or groups to whom scriptural Passion accounts 

give direct quotations, such as the unnamed disciples in Mark 14:19, who assert “Surely not I!” Not all 
such instances are assigned to known individuals, so I do not use the term “named role.” In musical 
settings, these utterances are sung, not spoken; nevertheless I use the term “speaking role,” referring to the 
spoken lines the evangelists wrote in the Gospels. 
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– Peter as opposed to Judas or the women at the tomb, for instance – led to 

further differentiation in the melodic lines. It is important to note that Schütz 

observed the historical practice by maintaining for each named role in both the 

Resurrection History and Weihnachtshistorie a limited tessitura and the 

expected relationship among characters’ melodic ranges. 

Among the innovative attributes of the composer’s two historiae are: 

• Invented chant tone. From the codification of plainsong in about the ninth 

century, the Christian church has associated specific chant melodies with 

specific feasts. German liturgical chant tradition contained regional variations 

on chant melodies, but maintained the organizing principle of the Roman 

church in associating feasts and chants. One of Schütz’s remarkable 

innovations in sacred music-drama was that he based a character’s melodic 

material on the expected psalmtone (choraliter), centered it in the expected 

range, but invented the melody itself. This is more the case in 

Weihnachtshistorie, in which the respective melodies, while recognizably 

“Christmas” in character, are entirely newly composed. Similar roles in 

Resurrection History are adaptations of the Easter psalmtone. 

• Basso continuo. The use of melodic-harmonic basso continuo was in its 

infancy during this composer’s life. This is partially because of an ongoing 

shift in focus from prima prattica to seconda prattica. A written-out basso 

continuo line complements each of the historiae discussed. 
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• Expressiveness. In the course of the seventeenth century, expressiveness came 

more and more to the fore, eclipsing repetitive speech rhythm, invariable rules 

of tension and resolution, and the primacy of the performer’s imaginative 

musical rendering as methods to convey the musical message. Composers 

increasingly demanded to interpret and illustrate in their own compositions. In 

doing so, they gradually created a new compositional vocabulary, each 

composer seemingly building upon the works of his predecessors and even of 

his colleagues. In the Resurrection History and even more clearly in 

Weihnachtshistorie, Schütz used a wide and imaginative vocabulary to depict 

his stories. Among the elements at his disposal, he used voicing, harmonic 

progression, chromatic inflection, word-painting, and imitative counterpoint. 

In other words, he combined the rich resources of Italian compositional 

technique with German emotion, order, and resources (including skilled wind 

instrumentalists), and with his own finely honed creativity. There results in 

Weihnachtshistorie a touching and gripping retelling of a traditional myth. 

• Instrumental Specification. In Resurrection History, four viole da gamba are 

specified to accompany the Evangelist. In Weihnachtshistorie, two violins 

participate in the angelic ensembles of four movements:  Intermedia 1, 2, 7, 

and 8. Instruments are also specified for the other movements. By the middle 

of the seventeenth century, it was commonplace for a composer to designate 

which instruments would be used. At the time Schütz composed Resurrection 

History, orchestration usually was left to the discretion of the music director. 
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  A number of factors influenced this trend. First, parallel developments in 

several countries in instrument building were creating advanced, reliable, and 

more standardized stringed, wind, and percussion instruments. Encouraged by 

musically sophisticated patrons, Schütz followed these advances and made 

sure the courts he served possessed adequate modern instruments, which he 

then employed according to color and function in his compositions. 

  Second, composers became increasingly insistent about the performance 

of their works, as was already mentioned. This naturally led to assigning 

specific instruments to create calculated effects. 

  Third, the trend toward orderliness and standardization, not to mention 

tonal harmony, resulted in a tremendous advance in instrumental genres. No 

longer were loose dance-related instrumental amalgams based merely on 

rhythmic patterns or popular melodies. Formal structural conventions 

developed, leading to the codification and evolving definition of such purely 

instrumental genres as symphonies and dance suites. This, in turn, gave rise to 

a new generation of virtuosic instrumentalists, many of them composers as 

well, fully capable of realizing difficult and idiomatic parts. It was only 

natural to take advantage of these abundant instrumental capabilities in vocal-

instrumental works. It is obvious that Schütz was well acquainted with 

instrumental virtuosi. In the 1647 preface to Symphonae sacrae II, he deplored 

the “pitiable circumstances, disadvantageous to music, which still prevail in 
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our dear Fatherland,” continuing “pieces…have been often so badly 

performed, so often abused and mutilated, that they could awake nothing other 

than aversion and disgust in a discriminating ear.” His criticism is of poorly 

trained instrumentalists, whom he implores “before they presume to use one 

or other of these pieces in public, they should not be ashamed to seek 

instruction from someone who is familiar with this style.”38 

  The last part of this quote introduces the final point to be made about the 

new state of instrumental music in Germany during at least the last half of the 

seventeenth century:  Italians were coming north. A substantial decrease in 

patronage in Italy made working in the well supplied courts and chapels of 

some of the German and Scandinavian rulers worthwhile. This influx 

provided exceptional musicians trained in the Italian style and instrumental 

technique. Some northerners welcomed them, others loudly protested; the 

latter often were musicians displaced from jobs or denied promotion within 

the musical establishment. 

• Score specificity. Schütz understood, however, that the resources he called for 

in many of his more elaborate works were not universally available. It is to his 

credit that he wrote of the challenges a music director might face, and 

proposed solutions. Weihnachtshistorie is an especially good example. So 

attuned was he to the deprivations facing many musical organizations in his 

                                                 
38 Schütz, Neue Ausgabe, vol. 15, trans. Edward Olleson, xvi. 
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country that he proposed several modifications to make the work more 

accessible. One might, he said, substitute different, even newly-composed, 

motets for the concerted movements or use for the Evangelist’s narrative the 

familiar Christmas intonation.39 In fact, Schütz did not publish the concerted 

movements, and confined the distribution of the few copies made to the 

discretion of two trusted associates, who were instructed only to rent them to 

musicians able to adequately perform them.40 

• Performance instructions. Lastly, in keeping with composers’ shift toward 

more specificity, Schütz provided detailed instructions on performing 

Weihnachtshistorie. These included placement of voices and instruments 

relative to one another and within the performing space. They tell how the 

conductor is to deliver the beat and when not to do so, how the Evangelist 

should express his part, and what sort of tenor voice to choose for this role. 

The Preface to Resurrection History also contains detailed information for 

choirmaster, solo and tutti choirs, keyboard and melody continuist, Evangelist, 

and coro favoriti singers. Instructions about basso continuo and Evangelist 

                                                 
39 Smallman, 149-150. Smallman explains, at times quoting from the Preface to 

Weihnachtshistorie, “…any choirmaster who so wished might ‘rearrange the concerted items to suit the 
resources available to him, or even employ someone else to set their texts,’” and, referring to the 
Evangelist’s recitatives, “it is suggested, ‘they may be replaced at will by the older style of mock-
plainchant intonation without organ accompaniment, similar to that used in our churches for the role of 
Evangelist in the Passion or other sacred histories.’” The translations from Schütz’s instructions are 
Smallman’s. 

40 This has long seemed odd: if a music director took the composer up on both invitations, nothing 
would be left of Weihnachtshistorie but its Bugenhagen libretto. Presumably, the composer expected and 
intended that musicians would choose one or the other, but not both options. 
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instrumentation are detailed, but the music director is simply instructed to 

ensure proper support for both coro favoriti and coro capella.41 

Schütz and Instruments 

Nearly all of Schütz’s music is sacred. Limited instrumental sections exist within 

solo or ensemble works, but there are no free-standing instrumental works. For Schütz, as 

Hans Heinrich Eggebrecht points out,42 text and music are inseparable. Nevertheless, 

Schütz uses instruments carefully, astutely, and specifically, especially in works after 

1630. He always works to express the text, and more precisely the significance of each 

meticulously selected text, to illuminate it. 

In his time, composers used compositional conventions relating musical and 

rhetorical styles, dubbed Affektenlehre, or Theory of Affects,43 by scholars of later 

                                                 
41 Schütz, Neue Ausgabe, vol. 3, Preface. 
42 Hans Heinrich Eggebrecht, Heinrich Schütz: Musicus poeticus. Taschenbücher zur 

Musikwissenschaft; no. 92 (Wilhelmshaven, Germany: Heinrichshofen, 1984). 
43 Blake Wilson and George J. Buelow, “Rhetoric and Music,” GMO, accessed 9 September 2005. 

Wilson and Buelow consider the seventeenth-century author Burmeister among the first to attempt 
description of this pre-existing phenomenon. Their definition of Affektenlehre includes: “All the elements 
of music – scales, rhythm, harmonic structure, tonality, melodic range, forms, instrumental colour and so 
on – were interpreted affectively…. Since the nineteenth century, writings on Baroque music have often 
referred to a so-called theory of the Affects (or ‘Affektenlehre’ in its commoner German equivalent), 
though in fact no one comprehensive, organized theory of how the Affects were to be achieved in music 
was ever established in the Baroque period…. Beginning in the seventeenth century, analogies between 
rhetoric and music permeated every level of musical thought, whether involving definitions of styles, 
forms, expression and compositional methods, or various questions of performing practice. Baroque music 
in general aimed for a musical expression of words comparable to impassioned rhetoric or a musica 
pathetica.  

Also: Andrea Luppi, “Music and Poetry in Vincenzion Martinelli’s “Lettere familiari e critiche.” 
In: International Review of the Aesthetics and Sociology of Music, vol. 19, no. 2 (December 1988): 148-
160. Luppi says, “…no musical instrument has any further justification and purpose than to imitate the 
human voice [He is paraphrasing Vincenzio Martinelli, Lettere familiare e critiche, ‘Della ragione del 
Suono,’ London, 1758: 376. ‘Every instrument has, as its main, or better sole purpose, the imitation of the 
human voice in general….’].” 
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centuries. Affektenlehre encompassed all the elements of music:  scales, rhythm, 

harmonic structure, tonality, melodic range, compositional forms, instrumental color. 

These conventions associated certain instruments with certain sentiments or situations. 

Trumpets (cornetts) heralded royalty. Trombones (sackbuts) indicated the supernatural. 

Flutes (recorders) painted a pastoral scene. Violins accompanied heavenly personages.44 

Composers wrote with these conventions in mind, and listeners would have recognized 

them. 

Heinrich Schütz, along with many of his contemporaries, also believed that 

families of instruments – in the tradition of the consort – sounded well when played 

together.45 In his preface to the Neue Schütz Ausgabe, vol. 23, Psalmen Davids, Wilhelm 

Ehmann wrote:  “Instruments should preferably be used in such a way that a chorus is 

made up of members of the same family, thus giving each chorus a characteristic sound 

                                                 
44 Eva Linfield, “The Viol Consort in Buxtehude’s Vocal Music: Historical Context and Affective 

Meaning.” In Church, Stage, and Studio: Music and Its Contexts in Seventeenth-Century Germany, edited 
by Paul Walker (Ann Arbor, London: UMI Research Press, 1990): 164-192. Linfield summarizes the 
situation by explaining, “Buxtehude, like many other composers of seventeenth-century Germany, used the 
consort of viols to highlight special effects in his vocal music. Two traditions concur in the repertory 
concerning the use of string instruments as accompaniment: 1) the tradition of English consort music for 
viols, and 2) an Italian tradition affective string accompaniment that goes back as far as the sixteenth-
century Florentine intermeddii. A particularly strong connection to the Italian tradition presents itself in the 
affinity between the secular lamento of the early Italian opera and the sacred music of lamento character in 
the Lutheran tradition. The German sacred concerto and the historiae that have a liturgical affiliation with 
Passiontide exploit a metaphorically affective use of a strong sonority with viols during the seventeenth 
century.” She asserts that in the second half of the seventeenth century in Germany, “patterns of affective 
meaning emerge” relative to viol scoring in vocal works, and that these patterns “condense into four 
categories: 1) Affect of lament, used in compositions with passion texts, in prayers, and funeral 
compositions; 2) Celestial affect, including the affect of tender love, innocence; 3) Affect of sleep; 4) 
Affect of highlighting a special character, [often and in the specific case she is discussing, Christ] with the 
accompaniment of strings.” The angel in Weihnachtshistorie, whose role is scored with two violins, likely 
was so accompanied in keeping with both the “celestial” and the “special character” affects then common. 

45 Jon Michele Edwards. "Performance Practice in the Polychoral Psalms of Heinrich Schütz" 
(DMA diss., University of Iowa, 1984): 38. “Although Schütz created considerable diversity in details of 
his instrumental combinations, the works reveal definite patterns about his choice of instruments and their 
combinations. Individual choirs generally have timbral integrity, using members of a single instrument 
family, while contrasting family groups are juxtaposed within each work.” 
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of its own. If more than one chorus is performed instrumentally, contrasting groups of 

instruments should be used. One might set off strings against winds, for example, 

members of the violin family against viols, woodwind against brass, trumpets and 

trombones against the saxhorn family, and so forth. In this way the different choruses 

stand out against each other more by means of tone-colour than volume. The concertato 

principle of these pieces is thus emphasized, and the “splendour” referred to by the 

composer gains desirable variations in colour.”46 The composer implies the same 

convention on the title page of Symphoniae sacrae II, which reads:  “wherein are to be 

found German Concerti in 3, 4, and 5 parts, namely one, two or three voices and two 

instrumental parts for violins or other like instruments [emphasis mine], together with 

added parts for doubling basso continuo, the one for the organist, the other for the 

violone; set to music by Heinrich Schütz, Capellmeister to the Electoral Court of 

Saxony.”47 

By 1630, he was carefully assigning instruments to accompany, and often to 

sound as an equal voice. Schütz was a realist, however. He understood that not all chapels 

and not all courts possessed sufficient resources, singers, instruments, and skilled 

instrumentalists, to create a viable rendition of his works as written. In such cases, he 

advised music directors carefully to use instruments to double or replace coro di capella 

and even coro favoriti voices, as long as at least one voice was left to present the all-

                                                 
46 Schütz, Neue Ausgabe, this vol. edited by Wilhelm Ehmann, Psalmen Davids 1619, vol. 23, xv. 
47 Schütz, Neue Ausgabe, vol. 15, xii. This reads, in German: “Symphonarium Sacrarum | Secunda 

Pars | Vorinnen zubefinden sind | Deutsche | Concerten | Mit 3 . 4. 5. Nehmlich einer/ zwo/ dreyen Vocal, 
und zweyen Instrumental-Stimmen/ alß Violinen, oder derogleiche | Sambt beytgefügtem geduppelten Basso 
Continuo | Den einen für den Organisten, den andern | für den Violon| In die Music versätzt | Durch | 
Heinrich Schützen/ | Churfürstl. Sächß. Capelmeister. |” 
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important text. This leaves the modern-day music director, no less than the seventeenth-

century one, a certain amount of latitude. I contend that the composer’s intentions about 

instrumentation in some movements of Weihnachtshistorie are unclear. 

Dramatic and Instrumental Customs of the Seventeenth Century  
in Northern Germany and Denmark 

In northern Germany, as in much of Europe in the seventeenth century, audiences 

expected music to give hints about the nature of a character, the action, or a moral 

precept. Schütz used these techniques, including word-painting. In Weihnachtshistorie, 

Intermedium 7, for instance, the angel instructs Joseph to “get up” (stehe auf, Joseph) in 

continually rising patterns that lead to her instruction to “take the child and his mother 

and flee” (fleuch), using a hurried scamper of notes (mm 20-24). 

Figure 2.1. Intermedium 7, mm15-27 

 

Except in the fourth Intermedium, all named character parts are accompanied by 

instrumental complements of exactly the nature audiences expected to hear. Two violins 
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and a bassoon are mismatched as instrumental complement for the three wise men. They 

are dissimilar instruments, while the three voices they accompany portray three similar 

characters. Another oddity, given the composer’s care with instrumental assignment in 

the latter part of his career, is that the angel and the wise men are allocated the same 

instrumental Affekt. The dramatist and hierarchically observant Schütz would have 

introduced the sages so that audiences could immediately grasp their serious, supernatural 

(astrological-astronomical), upper-class nature. He would not have made them sound 

comedic. 

Also, their sounds do not blend well, coming from different instrument families. 

As the composer himself repeatedly said in the prefaces to collections, instruments of like 

color should be grouped into instrumental choirs, and it was his practice to take into 

account the timbre of the voice singing when assigning an instrument or instruments to 

sound at the same time. This can be seen in the very famous lamento motet48 “Fili mi 

Absalom,” SWV 269 from Symphoniae sacrae I, 1629, in which a bass soloist and four 

sackbuts duet, and also in “Erbarm dich mein, o Herre Gott,” SWV 447, from the same 

collection, scored for soprano with five specified string instruments and basso continuo.49 

Basil Smallman says of this collection, “It is, however, by the choice and deployment of 

his obbligato instruments that Schütz moves most strikingly beyond the range of his 

Italian models.”50 

                                                 
48 Moser, 470. 
49 Two viole or violins, two viole, vielle, and basso continuo, according to GMO, accessed 8 

August 2005. 
50 Smallman, 66. He goes on to say about Symphoniae sacrae I, “In many of the settings, the 

composer’s choice of his principal obbligato instruments (and his decisions about the way they are 
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As precedent both for substituting instruments and for matching color and timbre 

to the text, finally, it may be noted in Symphoniae sacrae II (1647), a setting in German 

of the Magnificat, “Meine Seele erhebt den Herrn,” SWV 344, that the composer 

suggests alternating instrumentation to match the sentiment expressed in different 

sections of the text.51 Indeed, it was in Monteverdi’s and Schütz’s generation that 

specifying instruments became common practice. Until that time, composers assumed 

that music directors and performers understood how to assign instruments to play 

alongside voices. 

Instrument and Instrumentalist Availability 

Another consideration is what instruments were available for the 1664 

performance of Weihnachtshistorie. Records indicate that the court chapels in which 

Weihnachtshistorie was first performed (as early as 1660) had access to sackbut choirs 

and paid musicians to play them. During the latter half of the seventeenth century, both 

sackbuts and musicians proficient in their use became scarce. In northern Germany and in 

Denmark, at least at the relevant princely courts, instruments and skillful instrumentalists 

both were available. 

                                                                                                                                                 
deployed in the introductory and interposed sinfonias) seems to have been determined very largely by their 
descriptive capabilities,” 60. 

51 See the score and Smallman 116-117. See also Moser on the relative rarity in Schütz’s work of 
Schering’s Spaltklang, or split instrumentation, 465. Also Moser, 652-53: “The scoring was just as much in 
keeping with the respective stations and vocations of the characters as mantles, sheepskins, crown, swan 
plumage, and golden vessels would have been in connection with dramatic presentations. Such 
characteristic instrumentation belongs also to the groups of persons in Staden’s Seelewig, and before this it 
was customary in the intermedia scenes of the sixteenth century.” 
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Melodic Idiom, Intermedium 4 

The character of the lines allocated to instruments in Intermedium 4 is another 

factor to consider. The movement consists of three obbligato instruments accompanying 

three tenor soloists, the entire movement undergirded by basso continuo. I refer to these 

instruments from top to bottom as instruments 1, 2, and 3. 

Figure 2.2. Intermedium 4 Structure 

Section 1, mm1-19 
 instruments, mm1-10 
 voices, mm11-14 
 instruments and voices, mm15-19 
Text: Wo ist der neugeborne König der Juden? 
Section 2, mm19-31 
 voices, mm19-21 
 instruments and voices, mm22-31 
Text: Wir haben seinen Stern gesehen im Morgenlande, 
Section 3a, mm32-37 
 voices and instruments alternate at 2-bar intervals 
Text: und sind kommen, ihn anzubeten. 
Section 3b, mm37-41 
 instruments and voices, mm37-41 
Coda, mm42-44 
 instruments and voices 

a. Section 1 

Intermedium 4 begins with ten measures of instrumental music that present the 

initial melodic theme imitatively at a six-beat offset:  instrument 3, then instrument 2, 

then instrument 1. This theme, in turn, begins with the melodic interval of a perfect fifth 

in instruments 3 and 1, an interval idiomatic to wind instruments because of the physical 

properties of the overtone series, and proceeds generally by eighth notes. It is not difficult 
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for a violin to play the notes or the note values; it is, however, less idiomatic. Instrument 

2, with a variation on the first theme that incorporates an initial leap of a fourth, the 

inverse of the perfect fifth in the other two instruments, serves to complete the vertical 

harmony. 

The voices also enter imitatively, using the first melodic theme:  tenor 2, tenor 3, 

then tenor 1, but at a four-beat offset, the compression of entries building tension. After 

the first melodic theme has been stated by all three Magi, the obbligato instruments 

reenter to enrich the polyphony to the end of the first full phrase of text, “Where is the 

newborn king of the Jews?” 
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Figure 2.3. Intermedium 4, First Theme, Telescoping Entries 
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b. Section 2 

The second section begins with voices alone, with the tenor 1 only two beats 

behind the other two voices, and the instruments joining two bars later. All six voices 

(three vocal and three instrumental) incorporate the second melodic theme for two 

iterations of the second textual phrase comprising eleven measures of music. The Wise 

Men say, “We have seen his star in the East.” The conjunct melody traces only a minor 

third, upward, in a typical Baroque lower-neighbor note figure. 

c. Section 3 

The third melodic theme and the third section begin in the next bar and continue 

to the end of the movement. The scripture finishes with “And have come to kneel before 

him.” Again, Schütz has written imitatively, but this time he unquestionably treats the 

two ensembles polychorally:  the three human voices, in imitation, alternate with the 

three instrumental voices to state the final text phrase twice, then once more, with 

extension. This melody traces a fall of a fourth by sixteenth-note steps (to highlight the 

act of kneeling), then an ascent to pause on an important scale pitch. This figure is used 

sequentially, and followed by a cadence. 

This sounds considerably more dignified when performed by tenors and a choir of 

sackbuts. The lines flow smoothly into one another, and the vocal and instrumental choirs 

complement each other. Such scoring achieves Schütz’s ideal of coloring the text with 
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instruments. In the current scoring, the bassoon and pair of violins distract from the 

consonance of the vocal-instrumental ensemble. 

Scholars including Eva Linfield52 and Günter Graulich53 (in his 1992 recording of 

the work) have proposed natural horns in place of sackbuts in this movement. 

Apparently, this very instrumentation on one of the early scores was re-scored to two 

violins, perhaps by the composer, perhaps because no adequate horn players were 

available in one or more early performances. Admittedly, natural horns (Intermedium 4), 

sackbuts (Intermedium 5), and cornetts (Intermedium 6), create different sounds for the 

ensemble with access to capable proto-Baroque instrumentalists and historically accurate 

instruments. From a practical point of view, though, the following orchestra is outside the 

budget of many, if not most productions:  three sackbuts, two cornetts, and two natural 

horns in addition to two recorders, two Baroque violins, bassoon, two to four viole da 

gamba, and the keyboard instruments to realize figured bass without overpowering the 

gambas. 

Sackbuts are called for in other movements, so using them in the fourth 

Intermedium is a very good solution. Furthermore, the proposed instrumentation has the 

advantage of even greater contrast among these three movements than the brass-low 

brass-woodwind/brass sound just outlined. It presents low brass, then woodwinds, then 

high brass in the form of piccolo trumpets. It also gives a coloristic identity to each of the 

four central movements: 

                                                 
52 Linfield, “A New Look,” 31-32. 
53 Günter Graulich, cond., and Ulsamer-Collegium, Collegium Musica Rara Stuttgart, 

Motettenchor Stuttgart. “Weihnachts-historie.” Weihnachts-historie, Musikalische Exequien. (Stuttgart: 
Carus-Verlag, 1973). 
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• bassoon (basso continuo) with recorders in Intermedium 3 – all woodwind 
sound, 

• cello (basso continuo) with sackbuts in Intermedium 4 –sophisticated, 

• bassoon (basso continuo) with oboes in Intermedium 5 – woodwinds again, 
and 

• bass trombone (basso continuo) with cornetts or trumpets in Intermedium 6 – 
brass sound. 

This instrumentation accommodates a mixture of modern and historical 

instruments, or all modern instruments, or all historical instruments. It compresses the 

orchestra to a generous but affordable fifteen commonly available instruments:  two 

violins, two recorders, two oboes, two trumpets, three trombones, bassoon, low string(s), 

and continuo instrument(s). This instrumental complement also is capable of supporting a 

vocal ensemble of adequate size to present a strong concert. It adheres to the composer’s 

dictate to adjust the work to local conditions, so that a skillful performance may be 

mounted. 

Dramatic Flow of the Work as a Whole 

Having examined the structure of a single movement and substantiated the use of 

a choir of sackbuts, I will consider the overall structure of Weihnachtshistorie. It is 

symmetrical, as may be seen in Figure 2.4: 
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Figure 2.4. Symmetrical Structure of Work 

Eingang 
Introduction 
Vocal choir, instrumental choir, basso continuo 

Intermedium 1 
“Der Engel zu den Hirten auf dem Felde” 
(The angel to the shepherds in the fields) 
soprano, 2 violins, basso continuo 

Intermedium 2 
“Die Menge der Engel” 
(The host of angels) 
Vocal choir, instrumental choir, basso continuo 

Intermedium 3 
“Die Hirten auf dem Felde” 
(The shepherds in the fields) 
3 altos, 2 recorders, bassoon, basso continuo 

Intermedium 4 
“Die Weißen aus Morgenlande” 
(The Wise Men from the East) 
3 tenors, 3 sackbuts, basso continuo 

Intermedium 5 
“Die Hohenpriester und Schriftgelerten” 
(The high priests and scribes) 
4 basses, 2 oboes, basso continuo 

Intermedium 6 
“Herodes” 
(Herod) 
bass, 2 trumpets, basso continuo 

Intermedium 7 
“Der Engel zu Joseph” 
(The angel to Joseph) 
soprano, 2 violins, basso continuo 

Intermedium 8 
“Der Engel zu Joseph in Ägypten” 
(The angel to Joseph in Egypt) 
soprano, 2 violins, basso continuo 

Beschluß 
Epilogue 
Vocal choir, instrumental choir, basso continuo 
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The central story, Intermedia 3 through 6, contains the dramatic actions of the 

shepherds, the Wise Men, the Priests and Scribes, and Herod. This story is encapsulated 

by a double envelope of angelic movements – Intermedia 1, 7, and 8 sung by a solo 

angel, and Intermedium 2 sung by a choir of them – and is further surrounded by the 

Eingang, or Introduction, at the beginning, and the Beschluß, or Epilogue, at the end. 

The Eingang introduces the story:  “This is the story of the birth of Jesus Christ as 

written by the holy Evangelists.” The Beschluß performs its proper function in religious 

(and sometimes secular) drama:  it articulates the moral of the story:  All should thank 

and praise God, who, with this boy’s birth, began the Christian redemptive action. 

Recitatives intersperse between movements, a tenor Evangelist and basso continuo. 

The important point that the overall dramatic structure makes relative to the 

question of which obbligato instruments to use in Intermedia 3, 4, 5, and 6 is that the 

structure was rationally selected. It shows that the composer had a potent dramatic 

concept in mind, even in his fundamental notion of Weihnachtshistorie. Based on his vast 

performance experience in court and chapel, he carefully selected, assigned, and balanced 

every component:  key (or mode), rhythm, melody, harmony, tempo, vocal and 

instrumental forces, contrast, and the traditions of the historia genre. He would not have 

used two violins to accompany the three kings:  two obbligato violins were reserved for 

angel utterances. He would not have paired violins and a solo bassoon:  it would have 

created the wrong effect. Nor would he use the same obbligato instruments 

(sackbuts/trombones) in successive movements (Magi and also high priests and scribes) 

when the characters in them were so different. Finally, Schütz would not miss the 
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opportunity to use available sackbuts to underscore the mystery, the nobility, and the 

intellectual value of the Magi. 

Schütz, Germany-Denmark, and Instruments in the Seventeenth Century 

Schütz himself wrote about using instruments in his music in general and in this 

piece in particular. His students discussed their teacher’s use of instruments, and applied 

his tenets in their own compositions. Schütz’s instrumental assignments resemble those 

of his contemporaneous peers, including Michael Praetorius. 

In the Preface to Weihnachtshistorie itself, Schütz acknowledged the exigencies 

of actual performance. He admitted that, at the time of publication, there were few 

organizations in Germany capable of performing Weihnachtshistorie as written. He 

offered several suggestions toward musically responsible performances using reduced 

resources. Years earlier, in the preface to Psalmen Davids, the composer had written 

detailed instructions to the music director. He described the singing and instrumental 

ensembles, the basso continuo complement and execution, how and when to substitute 

instruments for voices, in what manner solo singers should deliver the text, and even the 

best spatial arrangements for the various performing ensembles. He also deplored the 

state of musicianship generally available and exhorted musicians to seek training rather 

than to ruin performances. It is because he distrusted the ability of most musical 

establishments to do the work justice that he did not publish the concerted movements – 

the Eingang, Beschluβ, and Intermedia. This contributed to the current lack of 

manuscripts. With the exception of the last facet – a plea to musicians to study their craft 
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– all Schütz’s sentiments in the preface to Weihnachtshistorie echo those in the great 

treatise Syntagma musicum (1614-1620) by the seventeenth-century German musician 

Michael Praetorius. 

Schütz trusted several of his best students with the business and logistical tasks of 

his latter compositions, including the copying (publishing) and the practicalities of 

distribution. He foresaw that each performance environment and scenario might have 

different resources and, perhaps, different tastes. He clearly felt that the performance was 

primary, and the specificity of his compositional decisions secondary – within the 

paradigm of musical excellence. He accepted and encouraged aspects of community 

taste, even to the point of suggesting that, in some cases, the local musician substitute 

appropriate chorales or compose “motets” suitable to the performance situation. To the 

composer, the really innovative aspect, the newly written recitative style, held 

hierarchical weight. He said:  “Thus should the knowledgeable director know to assign 

and employ for the Evangelist’s part a good, clear tenor singer, who is able to sing the 

words (without conductorial hand gesture providing the meter) only in an unmeasured 

manner, as would be done in clearly declaimed oration.”54 However, if this new style 

promised to scandalize the congregation, Schütz continued, the older style of chanting the 

Evangelist’s part would suffice. 

I have taken his guidance seriously in formulating both my philosophy and in the 

composition of instrumental choirs for performance, when that opportunity presented 

itself. 

                                                 
54 Schütz, Neue Ausgabe, vol. 1, Preface. 
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Schütz’s Use of Instruments in Other Music-Dramas 

In other examples of Schütz’s music-dramas is found a flexible approach to 

instrumentation that further substantiates my thesis. The first extant music-drama is 

Resurrection History, or Historia der frölichen und siegreichen Aufferstehung unsers 

einigen Erlösers und Seligmachers Jesu Christi, SWV 50, from 1623. It is scored for 

voices (3 soprano, 2 alto, 3 tenor, 2 bass), viol consort, and basso continuo. Resurrection 

History’s scope is similar to that of Cantiones sacrae, a motet collection for four voices 

with continuo, published two years later. The lavish resources are in keeping with the 

festive nature of Resurrection History, but are fewer than those required for Psalmen 

Davids (1619), published four years earlier. 

In 1645 came Die Sieben Wortte unsers lieben Erlösers und Seeligmachers Jesu 

Christi, SWV 478. The composer set this for five unspecified instruments about a decade 

after the reduced-forces Kleine Geistliche Konzerte I and II (1636 and 1639) and during 

the final years of the Thirty Years’ War. The choice of instruments is left to the music 

director. This is in consonance with his own instrumental expectations and those of 

performers and audiences of the time, as already discussed. Two details make this work 

important to this discussion:  it contains one of only a few extant examples of writing for 

instruments only by the composer Schütz – a sinfonia just after the Eingang that is 

exactly repeated just before the Beschluβ – and the fact that all divine utterances by Jesus 

are “haloed,” that is, accompanied by a pair of “heavenly” violins, a clear parallel to the 

angel movements’ accompaniment in Weihnachtshistorie. 
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Since the composer’s succeeding sacred and secular music-dramas survive, if at 

all, only as text fragments, the next extant dramatic multi-movement work, composed the 

same year that Weihnachtshistorie was published, is Historia des Leidens und Sterbens 

unsers Herrn und Heylandes Jesu Christi nach dem Evangelisten S. Lucam, SWV 479, 

1664. This, and the other two extant passions – Johannem, SWV 481, and Matheum, 

SWV 479 – provide no information. All were composed under the earlier liturgical-

compositional rule of unaccompanied passion settings. 

Schütz’s Use of Instruments in Other Movements of This Work 

Finally, it is noteworthy that the unaffected movements in Weihnachtshistorie, 

those movements in which the instrumentation conforms to all the aspects presented in 

this document, follow Schütz’s voice-color guidelines. Each possesses a unique affect, 

which stands in contrast to the affect of the movements before and after, and which 

defines the characters. The angel is always accompanied by two violins, consistent with 

the Affektenlehre of the time. The choir of angels, likewise, is accompanied by strings. 

Shepherds are paired with recorders; Herod the king with trumpets; the Evangelist with a 

reduced instrumentation that allows the text to be heard. Only the Wise Men and the High 

Priests and Scribes are oddly complemented, the latter because they are accompanied by 

the instruments most likely to be assigned to the former. 



 

 

67

Conclusion 

Considering this information, Weihnachtshistorie, Intermedium 4 will be more 

historically informed if accompanied by a consort of sackbuts or trombones:  alto, tenor, 

and bass. Obbligato oboes and bassoon in the basso continuo can then be assigned to 

Intermedium 5, in order to preserve dramatic and affective fidelity.
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CHAPTER 3 
PREPARING AND PERFORMING WEIHNACHTSHISTORIE 

I have logically pursued research and developed a viable argument to substantiate 

my thesis that it would be faithful to the composer’s intentions to assign sackbuts to 

Intermedium 4 and oboes to Intermedium 5 of Weihnachtshistorie. Arguably the best way 

to validate my thesis would be to bring the work to performance. On 6 November 2005, I 

did so. While I do not claim that this instrumentation is the only orchestration possible, I 

do assert that it brought these movements to life in the context of a collegiate-community 

early music ensemble and audience. Furthermore, I posit that this orchestration is 

practicable in many performing circumstances and is a responsible orchestration for any 

setting. It is true that one must transpose obbligato instrumental parts in Intermedia 4 and 

5, but the transpositions are straightforward and should be well within the capabilities of 

a trained choral conductor. 

Summary of Performing Forces 

“Appendix 2, Selected Instrumental Assignments for Weihnachtshistorie,” lists in 

concise format the vocal and instrumental complements necessary to perform 

Weihnachtshistorie. The Chapter 1 section “Proposed Instrumentation,” lays out a more 

lengthy iteration of performing forces. In this chapter, I will discuss the practical 

resources associated with a particular performance of the work under consideration. 
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a. Ensembles 

The University of Arizona Collegium musicum is a hybrid ensemble, the mission 

of which is to “specialize in the performance of choral music written prior to 1750.” 

Choral singers from the Tucson community as well as from the university participate. 

Three categories of participants in addition to choral singers also are part of Collegium 

musicum:  solo singers interested in early repertoire, instrumentalists willing to learn or 

perform with historical instrument replicas, and doctoral students pursuing a major or 

minor in musicology. The choir meets weekly for two hours; the instrumentalists meet 

less frequently. In the fall of 2005, there were thirty-eight singers. The University of 

Arizona rents period instruments to the ensemble. 

As a choral conducting doctoral student, I was given access to this ensemble to 

prepare and perform a lecture-recital. Beginning on 22 August, I rehearsed with the 

singers for a total of eleven and two-thirds hours, exclusive of the three-hour dress 

rehearsal, but including the small ensembles for Intermedia 3, 4, and 5.  I spent an 

additional eight hours coaching sackbuttists, oboists, cellist, keyboard continuist, and 

soloists, and worked for approximately ten hours with the Evangelist. Singers for 

Intermedium 5 met twice on their own. There was no instruments-only rehearsal. 

Before performance, there were two approximate run-throughs of the work during 

successive weekly rehearsal nights. Each of these lacked a different set of 

instrumentalists, but nearly all the orchestra was at one of the two rehearsals. Because the 

Evangelist was unavailable during regular weekly rehearsals and the soprano soloist 
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singing the role of the angel lived in another state, no complete program run was possible 

until the dress rehearsal. 

b. Soloists 

The role of Evangelist was ably prepared and sung by “a good, clear tenor singer, 

who is able to sing the words (without conductorial hand gesture providing the meter) 

only in an unmeasured manner, as would be done in clearly declaimed oration,”55 and one 

who had significant prior experience with early Baroque recitative. The angel’s solos in 

Intermedia 1, 7, and 8 were ably rendered by a female soprano who specializes in early 

music and who has the necessary, relatively straight tone of a boy soprano. The role of 

Herod went to an experienced, dramatic bass singer. These soloists added appropriate 

ornaments to their solo lines. 

c. Small Ensembles 

Two of the three Shepherds were cast from Collegium musicum, one a female 

soprano (top voice), and one a male tenor (bottom voice). The third shepherd, a counter-

tenor, sang the middle voice. There were enough tenor singers within and outside the 

choir to cast an all-male shepherds’ ensemble, but this Intermedium provided the only 

role that could be given to a woman in the choral ensemble. Another choral conducting 

                                                 
55 Weihnachtshistorie Preface. 
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colleague provided vocal leadership for the five High Priests and Scribes, the rest of 

whom auditioned from Collegium musicum. 

Rehearsal Schedule and Process 

Weihnachtshistorie contains three tutti choral movements. Its modal-tonal musical 

vocabulary can be challenging to the choral ensemble unaccustomed to music from this 

era. The University of Arizona Collegium musicum contains many singers who return 

year after year, and many to whom the early modern musical idiom is familiar, so that 

learning these movements was not overly daunting. I elected to use a German diction 

based on Hochdeutsch but altered in some cases for resonance, unified vowels, unanimity 

of sound throughout an overly large vocal ensemble, and the resultant sound some 

distance beyond the choir. For example, I often altered the sound of “e” toward schwa in 

terminal syllables ending with such letter combinations as “ed,” “el,” “em,” “en,” “er,” 

and “es.” The added advantage of this was to alleviate the choral ensemble’s tendency to 

stress these words, as in “Teu-FEL.” In order to distinguish words like “den” from 

“denn,” I artificially brightened the “e” in the first word. I sometimes asked that “i” (“in” 

or “Evangelisten”) be pronounced almost like the Latin vowel. 

By the end of the third rehearsal (two hours, one hour, half an hour), the ensemble 

could make its way through the Eingang and much of the Beschluβ. Having incorporated 

the initial melismas from Intermedium 2 into choral warm-up exercises, the first section 

of that movement also was within the choir’s reach, although without text. Over the next 

several forty-five-minute and one-hour rehearsals, the choir could accurately sing about 
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eighty percent of the notes, rhythms, and text. From the first rehearsal, we worked to 

inculcate phrase shapes and articulation along with notes and rhythms. After the fourth 

rehearsal, two one-hour sectional rehearsals completed the introduction of tutti sections 

without text, and both text and music in all small ensemble movements. I auditioned and 

used understudy singers during regular rehearsals to complete the voicing in small 

ensembles cast partially from outside Collegium musicum 

Of the instrumentalists contracted, the sackbut players were most challenged by 

the music they were to play. All three were students majoring in trombone performance 

and recommended by their major professor. We met several times to work out technical 

difficulties inherent in beginning to play any instrument and in the transition from 

trombone to sackbut. These instrumentalists used their own trombone mouthpieces, but 

still noticed differences in the way sackbuts moved and spoke, as well as in intonation. 

The bass sackbut was a special challenge, with its extension lever. Both sackbuttists and 

oboists played transposed music; it presented no difficulty. 
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Figure 3.1. Model Choral-Orchestral Rehearsal Plan 

Rehearsal 10/17     
 movements  leave after location 
sackbut 3 I4, E, I2, B 10/17, 6:00p B Rm232* 
sackbut 1 & 2 I4, E, I2, B 10/17, 6:00p B Rm232 
cello I4, E, I2, B 10/17, 6:00p B Rm232 
org all 10/17, 6:00p B Rm232 
choir E, B, I2 10/17, 6:30p B to Rm121* Rm232 
trp 1 & 2 E, B 10/17, 6:30p; trp1 B Rm232 
bass E, B, I2 10/17, 6:30p B Rm232 
vln 1 & 2 E, B, I2 10/17, 6:30p B Rm232 
fl 1 & 2 E, B, I2 10/17, 6:30p; fl1 B Rm232 
fag E, B, I2, I5 10/17, 6:30p I5 Rm232 
ob 1 & 2 E, B, I2, I5 10/17, 6:30p I5 Rm232 
Rehearsal 10/24     
fl 1 & 2 I3 10/24, 6:00p I3 Rm121* 
fag I3 10/24, 6:00p I3 Rm121 
reh accomp I3 10/24, 6:00p I3 Rm121 
Shepherds I3 10/24, 6:00p I3 Rm121 
trp 1 & 2 I6 10/24, 6:30p I6 Rm121 
sackbut 3 I6 10/24, 6:30p I6 Rm121 
reh accomp I6 10/24, 6:30p I6 Rm121 
Herod I6 10/24, 6:30p I6 Rm121 
Rehearsal 10/26     
cello Recitatives 10/26, 4p Recitatives Holsclaw* 
org Recitatives 10/26, 4p Recitatives Holsclaw 
Legend     

I4=Intermedium 4 E=Eingang B=Beschluβ 
* rehearsal and 
performance facilities  
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Figure 3.2. Final Rehearsals and Concert Plan 

Rehearsal 11/4 
vln 1 & 2 I1, I7, I8 11/4, 11a OS Luth Ch* 
cello I1, I7, I8 11/4, 11a OS Luth Ch 
org I1, I7, I8 11/4, 11a OS Luth Ch 
Angel I1, I7, I8 11/4, 11a OS Luth Ch 
Dress Rehearsal 11/4 
Stage setup 11/4, 5:30p or 6:15p Holsclaw* 
Sound setup 11/4, >=5:30p Holsclaw 
Angel sound check 11/4, 5:30p (at will) Holsclaw 
vln 1 & 2 I4, mm1-8 11/4, 6p Holsclaw 
fag I4, mm1-8 11/4, 6p Holsclaw 
Sackbut 1, 2, 3 I4, mm1-8 11/4, 6:10p Holsclaw 
Angel I7, mm15-26 11/4, 6:15p Holsclaw 
Choir warmup 11/4, 6:30p Holsclaw 
Grand tutti run-through 11/4, 6:40p Holsclaw 
Concert 11/6 
Stage setup 11/6, 1:30p tbd Holsclaw 
Sound setup 11/6, 1:30p tbd Holsclaw 
Choir warmup 11/6, 1:45p (see below) Holsclaw^ 
House opens 11/6, 2p Holsclaw 
L Johnson lecture 11/6, 2:30 pm Holsclaw 
Soli call 11/6, 3p (see below) Holsclaw^ 
Instruments call 11/6, 3p (see below) Holsclaw^ 
^Rooms for gathering and storing belongings: 
Choir, soli Rm114a open 1:30, locked 2:30p 
Instruments Green Room open 1:30, locked 3:15p 
Legend   
I4=Intermedium 4  * various rehearsal and 

performance facilities 
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Rehearsal and Concert Logistics 

Factors to be considered in this performance included: 

• Performance Hall. The most resonant, but not overly live hall that I could find 
was the small concert hall on the campus of the University of Arizona. 

• Stage. Given the large choir and that there were onstage several additional 
small ensemble singers, soloists, an orchestra, and an organ, space was at a 
premium for sixty people. For the sake of balance, I positioned all brass 
instruments at ninety degrees to the audience, facing the organ. I raised the 
cello four inches (on a platform), and placed the violins as far forward as 
possible, so they could project. Other instruments filled the remainder of a 
two-row arch in front of two rows of singers. A small passageway just to the 
left of center stage was left open between the brass and the other instruments, 
so that small ensemble singers could come forward as needed. Herod was 
positioned on the left apron, the same side as the trumpets that accompanied 
his movement. The Evangelist also was forward, just right of center stage, and 
the angel balanced Herod, sitting and singing from the right apron. 

• Budget. All instrumentalists were hired, as was the hall and the audio-visual 
recording company. The rate of pay was far below what one would pay 
outside a university setting. 

• Dress Rehearsal. Four hours, two days before the concert, were reserved for 
the dress rehearsal. The first half hour was devoted to a second run-through of 
small ensemble movements with their accompanying instruments. The choir 
and rest of the orchestra then arrived for a stop-and-fix run-through that 
benefited from the advice of University of Arizona Director of Choral 
Activities Dr. Bruce Chamberlain, my major professor. After a short break, 
we ran the piece a second time and dismissed the choir and many of the 
instruments three hours after beginning. 



 

 

76

Conclusion 

The concert demonstrated and, I believe, validated this theory of instrumentation. 

Sixty participants performed Weihnachtshistorie for an audience consisting of University 

of Arizona music professors, friends and family of the performers, music students, and 

members of the Tucson community interested in early music performance. 

Although no formal poll was taken, comments after the performance were 

positive. Singers found the concert satisfying. The audience was enthusiastic. Professors 

in attendance seemed satisfied that the thesis of this document had been corroborated. 

Given the opportunity, I would perform the work again, although I would change certain 

facets in a subsequent performance. For example, I would limit the number of tutti choir 

singers to no more than twenty-five, including all small ensemble singers. I would budget 

the necessary funds for additional orchestral rehearsal time – once without and three 

times with singers, including dress rehearsal. I would improve the line of sight between 

conductor and cellist, hire a more experienced player, or require more coaching time with 

the continuo complement and Evangelist. I would use bass viol da gamba for melody 

continuo, at least in certain movements, to provide even greater coloristic contrast. I 

might substitute modern trombones for sackbuts, unless excellent sackbut players could 

be found, and would try cornetti instead of piccolo trumpets, especially if Baroque violins 

and a gamba were available. I would not, however, avoid programming this piece 

because not all period instruments called for in modern (and historical) editions could be 

found. 



 

 

77

Finally, I would use trombones to accompany the Drei Weisen in Intermedium 4 

of Heinrich Schütz’s Weihnachtshistorie. Considering theoretical, historical, dramatic 

and practical issues, it is the best instrumentation.
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APPENDIX A 
TEXT TRANSLATION 

Historia der freuden- und gnadenreichen Geburt Gottes und Marien Sohnes Jesu 
Christi, SWV 435, Heinrich Schütz 

The Historia of the joyful and grace-filled birth of God and Mary’s son, Jesus 
Christ, SWV 435, Heinrich Schütz (1585-1672) 

Eingang 
Introduction 

The glad birth of our Lord Jesus Christ, as it has been recorded by the 
holy Evangelists. 

Evangelist Luke 2:1-2 
And it came to pass in those days, that there went out a decree from 

Caesar Augustus, that all the world should be taxed. And this taxing was the 
first, made when Cyrenius was governor of Syria. And all went to be taxed, 
every one to the city of his birth. And Joseph also went up from Galilee, from 
the city of Nazareth, into Judea, unto the city of David, which is called 
Bethlehem; because he was of the house and lineage of David, to be taxed, 
and with him Mary his espoused wife, being great with child. And so it was 
that, while they were there, the days were accomplished that she should be 
delivered. And she brought forth her firstborn son, and wrapped him round in 
swaddling clothes, and laid him in a manger, because there was no room for 
them in the inn. 

And there were in the same country, there were shepherds abiding in 
the field, keeping watch over their flocks by night. And lo, the angel of the 
Lord came upon them, and the glory of the Lord shone round about them, and 
they were sore afraid. And the angel said unto them: 

Intermedium 1, Der Engel zu den Hirten auf dem Felde 
The Angel to the Shepherds in the fields 

Be not afraid, for behold, I bring you joyful tidings, joy to all people. 
This day a Saviour is born, which is Christ the Lord, born in the city of David. 
And this is a sign to you: ye shall find the babe wrapped in swaddling clothes, 
and lying in a manger. 
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APPENDIX A TEXT TRANSLATION – Continued 

Evangelist 
And suddenly there was with the angel a multitude of the heavenly 

host, praising God, and saying: 

Intermedium 2, Die Menge der Engel 
The Host of Angels 

Glory to God in the highest, and on earth peace, goodwill to all men. 
Evangelist 

And, as the angels were gone from them into heaven, the shepherds said one to 
another: 
Intermedium 3, Die Hirten auf dem Felde 
The Shepherds in the fields 

Let us rise and go now to Bethlehem, and see this thing which is come 
to pass, which the Lord hath made known unto us. 

Evangelist 
And they came with haste, and found them both Mary and Joseph, and 

the babe lying in a manger. And when they had seen it, they made known 
abroad the saying which was told them about the baby. And all who heard it 
marveled at that which was told them by the shepherds. 

But Mary kept to herself all these things they said, and pondered them 
in her heart. And the shepherds returned glorifying and praising God for all 
the things that they had heard and seen, as it had been told unto them. 

And when eight days were accomplished for the infant’s circumcision, 
they named the child and called him Jesus, for he was so named of the angel 
before he was conceived in his mother’s womb. 

 Matthew 2:1-23 
Now when Jesus was born in Bethlehem of Judea in the days of King 

Herod, behold, there came wise men from the East to Jerusalem, saying: 

Intermedium 4, Die Weißen aus Morgenlande 
The Wise Men from the East 

Where is the newborn born king of the Jews? For we have seen his 
star in the East, and have come to kneel before him. 

Evangelist 
When Herod the king had heard these things, he was frightened, and 

all Jerusalem with him. And when he had gathered together all the chief 
priests and scribes from among the people, he demanded them to tell him 
where Christ should be born. And they said to him: 
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APPENDIX A TEXT TRANSLATION – Continued 

Intermedium 5, Die Hohenpriester und Schriftgelertent 
The High Priests and Scribes 

In Bethlehem of Judea for thus it is written by the prophet: “And thou 
Bethlehem, in the land of Judah, art not the least among the princes of Judah; 
for out of thee shall come a ruler, who shall be a governor over my people 
Israel.” 

Evangelist 
Then Herod, called the wise men privily, inquired of them diligently 

when the star had first appeared. And he sent them to Bethlehem and said: 

Intermedium 6, Herodes 
Herod 

Now go forth and search diligently for the young child, and when ye 
find him, bring me word, that I also may come and worship him. 

Evangelist 
When they had heard the king, they went forth; and lo, the star which 

they had seen in the East, went on ahead, until it came and stood over where 
the infant lay. When they saw there the infant with Mary his mother, and fell 
down, and worshiped him: And when they had opened their treasures, they 
presented to him gold, and frankincense, and myrrh. And being warned of 
God in a dream that they should not journey back into Herod’s kingdom, they 
departed for their own country by another way. And when they were departed, 
behold, the angel of the Lord appeared to Joseph in a dream, and said: 

Intermedium 7, Der Engel zu Joseph 
The Angel to Joseph 

Arise, Joseph, and take the infant and his mother, and flee into Egypt, 
and stay there until I bring thee word: for the time is at hand that Herod will 
seek the infant to destroy him. 

Evangelist 
When he arose, he took the young child and his mother by night, and 

fled into Egypt: and remained there until the death of Herod, that it might be 
fulfilled which was spoken of the Lord by the prophet, saying, “Out of Egypt 
have I called my son.” 

Now when Herod saw that he had been deceived by the wise men, he 
was exceedingly wroth, and sent forth, and had all the children of Bethlehem 
put to death, and within her borders all those who were two years old and 
under, according to the time which he had diligently learned from the wise 
men. Then was fulfilled that which was spoken by Jeremiah the prophet, 
saying: 
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 “High on the mountain there was heard a voice lamenting, with 
sighing, weeping, and mourning; Rachel weeping for her children, and would 
not be comforted, because they are not.” 

But after Herod died, behold, there appeared an angel of the Lord 
unto Joseph in a dream, and said: 

Intermedium 8, Der Engel zu Joseph in Ägypten 
The Angel to Joseph in Egypt 

Arise, Joseph, and take the infant and his mother with you, and go 
forth into the land of Israel: for they are dead who sought to kill the young 
child. 

Evangelist 
And he arose, and took the infant and his mother with him, and came 

to the land of Israel. But when he heard that Archelaus was king in the land of 
Judea, in place of his father Herod, fear held him back from going thither: 
and in a dream he heard the command of God, and turned aside into the 
country of Galilee, and came and dwelt in a city called Nazareth: that it might 
be fulfilled which was foretold by the prophets: “He shall be called a 
Nazarene.” 

 Luke 2:40 
And the child grew, and waxed strong in spirit, filled with wisdom; and 

the grace of God was upon Him. 

Beschluß 
Epilogue 

Let us give thanks to God our Lord Jesus Christ, who by his birth hath 
shone upon us, and with His blood hath redeemed us from Satan’s deceit. 
Now let us all praise him with His angels, praise him with music, singing: 
Praise be to God in the highest. 
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APPENDIX B  
SELECTED INSTRUMENTAL ASSIGNMENTS FOR WEIHNACHTSHISTORIE 

 
mvt voices  and not basso 

continuo 
EL* bc doubling 

Int 1 Angel (S) 2 violins  organ 1, 
cello 

organ, violone 
(double bass) 

 

Int 2 Choir of 
Angels 
(SSATTB) 

2 violins; 
bassoon 

 organ 2, 
double 
bass 

organ, bassoons S, A recorders; 
oboes; A, T, B 
sackbuts; cello 

Int 3 Shepherds 
(AAA) 

2 recorder; 
bassoon 

 organ 1, 
cello 

organ, bassoon  

Int 4 Wise Men 
(TTT) 

3 sackbuts 2 violins, 
bassoon 

organ 1, 
cello 

organ, bassoon  

Int 5 High Priests, 
Scribes 
(BBBB) 

2 oboes 2 trombones organ 1, 
bassoon 

organ, bassoon  

Int 6 Herod (B) 2 trumpets  organ 1, 
bass 
sackbut 

organ, bassoon  

Int 7 Angel (S) 2 violins  organ 1, 
cello 

organ, violone  

Int 8 Angel (S) 2 violins  organ 1, 
cello 

organ, violone  

Ein, 
Bschl 

SATB 2 violins; 
T, B 
sackbuts; 
bassoon 

 organ 2, 
double 
bass 

organ, bassoon, 
violone 

S, A recorders; 
oboes; B sackbut; 
cello; trumpets 

Recit Evangelist 
(T) 

  organ 3, 
cello 

  

EL = Eva Linfield basso continuo, as proposed in "A New Look at the Sources of Schütz's Christmas 
History." Schütz-Jahrbuch 4-5 (1982-83): 19-38. 
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APPENDIX C 
COMPOSER TIMELINE 

1585 Schütz was born in Bad Köstritz. 
1590 The family moved to Weissenfels. 
1598 Landgrave Moritz of Hessen-Kassel became interested in the young Heinrich 

Schütz. 
1599 Schütz matriculated in Collegium Mauritianum, Kassel. 
1608 Schütz matriculated in University of Marburg. 
1609 First trip to Venice: Schütz studied with Giovanni Gabrieli. 
1611 Primo libro de madrigali was published 
1612 Gabrieli died and bequethed Schütz a ring, a sign of their friendship. 
1613 Schütz returned to Germany, becoming second organist to the courth of Hesse 

Kapelle, Kassel. 
1614 Schütz traveled to Dresden when Elector Johann Georg of Saxony borrowed his 

services. 
1617 Elector Johann Georg of Saxony received the permanent transfer of Schütz’s 

services. Schütz was appointed “provisional Kapellmeister.” 
 Centenary of Reformation 
1618 The Thirty Years’ War began. 
1619 Schütz married Magdalena Wildeck. Psalmen Davids was published. 
1621 Daughter Anna Justina was born. 
1623 Resurrection History wascpublished. Daughter Euphrosina was born. 
1625 Cantiones sacrae was published. 
 Sister-in-law Anna Maria Wildeck and wife Magdalena died. 
1627 Dafne, among first German operas, was performed (lost). 
1628 Saxony entered the war. The Becker Psalter was published (revised 1640, 1661). 
 Schütz traveled to Venice and became acquainted with Monteverdi. 
1629 Symphoniae sacrae I was published. Schütz returned toDresden. 
1630 Augsburg Confession centenary 
1631 Father Christoph and father-in-law Christian Wildeck died. 
1633 Schütz traveled to Copenhagen to serve Christian IV. 
1635 Mother Euphrosyne (née Bieger) and Count Heinrich Posthumus of Reuss died. 
1636 Musikalische Exequien was performed. Kleine geistliche Konzerte I was 

published. 
1637 Brother Georg died. 
1638 Daughter Anna Justina died. 
1639 Kleine geistliche Konzerte II was published. Schütz worked as Kapellmeister to 

Duke Georg of Brunswick - Luneberg - Calenberg (14 months). 
1640 Becker Psalter revision was published (see also1628, 1661). 
1641 Schütz returned to Dresden. 
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APPENDIX C COMPOSER TIMELINE – Continued 

1642 Schütz traveled again to Copenhagen at the requrest of Christian IV. 
1644 Schütz returned to Germany, probably to the court of the Duke Georg of 

Brunswick - Luneberg - Calenberg. 
1645 Schütz petitioned to retire. His request was only partially granted. Die sieben 

Wortte probably was composed. 
1647 Symphoniae sacrae II was published. 
1648 Daughter Euphrosina married Christoph Pincker. Geistliche Chormusik was 

published. The Thirty Years’ War ended (Peace of Westphalia). 
1650 Symphoniae sacrae II was published. 
1655 Daughter Euphrosina died. 
1656 Elector Johann Georg died; Johann Georg II suceeded. 
1657 Schütz retired to Weissenfels. Zwölff geistliche Gesänge was published. 
1660 An early version of Weihnachtshistorie was performed for Christmas Vespers in 

Dresden. 
1661 Becker Psalter second revision was published (see also1628, 1640). 
1664 Weihnachtshistorie was revised and published (Evangelist role only). The St Luke 

Passion probably was composed. 
1665 The St John Passion (first version) was performed on Good Friday. 
1666 The Sts Matthew and Luke Passions were performed (April). The St John 

(probably revised version) was performed on Good Friday. 
1670 Schütz rented temporary quarters in Dresden. 
1671 Schwanengesang was completed. 
1672 Schütz died of a stroke. His funeral was celebrated in Dresden. 
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APPENDIX D 
WORKS LIST, DATES, AND STYLES 

Collection Date Contents 
Primo libro de madrigali 1611 Italian texted madrigals, 5 and 8 voices, stile 

luxurians56 
Psalmen Davids 1619 German psalm motets, polychoral, obbligato 

instruments, basso continuo 
Resurrection History 1623 drama 
Cantiones sacrae 1625 Latin motets, 4 voices, basso continuo mostly 

basso seguente, stile antico, for private devotion 
Becker Psalter 1628 chorales, 4 voices, a capella 
Symphoniae sacrae I 1629 small sacred concertatos, Latin text, 3-6 voices, 

some obbligato instruments, basso continuo 
Musikalische Exequien 1636 German Requiem, 3 movements, basso continuo 
Kleine geistliche Konzerte I 1636 German/Latin motets, small concertos, 1-5 voices, 

basso continuo 
Kleine geistliche Konzerte II 1639 German/Latin motets, small concertos, 1-5 voices, 

basso continuo 
Die sieben Wortte 1645 summa passion, T, 5 obbligato instruments, basso 

continuo 
Symphoniae sacrae II 1647 medium sacred concertatos, German text, 1-3 

voices, 2 obbligato instruments, basso continuo 
Geistliche Chormusik 1648 German motets, 5-7 voices, some with obbligato 

instruments, stile antico, mostly basso seguente, 
public worship 

Symphoniae sacrae III 1650 grand concertato, basso continuo 
Zwölff geistliche Gesänge 1657 diverse small pieces, basso continuo 
Christmas History 1664 drama, instruments, basso continuo 
St Luke Passion 1664 passion, a capella 
St John Passion 1665/6 passion, a capella 
St Matthew Passion 1666 passion, a capella 
Schwanengesang 1671 13 German motets, German Magnificat, 

polychoral, diverse styles

                                                 
56 “8. Madrigals and motets,” GMO (Accessed 1 January 2006). 



 

 

86

REFERENCES 

Books 

Berke, Dietrich. Heinrich Schütz: Texte, Bilder, Dokumente. Basel: Bärenreiter, 1985. 

Bittinger, Werner. Schütz Werke-Verzeichnis (SWV): Kleine Ausgabe, im Auftrag der 
Neuen Schütz-Gesellschaft. Translated by Edward Ileson. Kassel: Bärenreiter, 1960. 

Blume, Friedrich. “Heinrich Schütz After Three Hundred Years,” translated by Maurice 
Benn. Studies in Music 7 (1973): 1-9. Originally published as “Heinrich Schütz nach 
300 Jahren.” Neue Zürcher Zeitung, 5 November 1972. Reprint in Friedrich Blume, 
Syntagma musicologicum: Gesammelte Reden und Schriften 1962-1972. Edited by 
Anna Amalie Abert and Martin Runke. Kassel: Bärenreiter, 1963-73, vol. 2, 139-47. 

Brodde, Otto. Heinrich Schütz: Weg und Werk. Kassel: Bärenreiter, 1972. 

Carter, Stewart. A Performer's Guide to Seventeenth-Century Music. New York: 
Schirmer, 1997. 

Donington, Robert. Baroque Music: Style and Performance, A Handbook. New York, 
London: WW Norton, 1982. 

Drinker, Henry S. English Texts to the Vocal Works of Heinrich Schütz. Merion PA, 
1952. 

Einstein, Alfred. Heinrich Schütz. Kassel: Bärenreiter, 1928. 

Eggebrecht, Hans Heinrich. Heinrich Schütz: Musicus poeticus. Taschenbücher zur 
Musikwissenschaft, no. 92. Wilhelmshaven, Germany: Heinrichshofen, 1984. 

Gregor-Dellin, Martin. Heinrich Schütz: Sein Leben, sein Werk, seine Zeit. Munich: 
Piper, 1984. 

Guion, David M. The Trombone: Its History and Music, 1697-1811. Amsterdam, The 
Netherlands: Gordon and Breach Publishers, 1988. Second printing, 1998. 

Hase, Karl. Miracle Plays and Sacred Dramas: A Historical Survey. Translated and 
edited by W.W. Jackson. Boston: Houghton, Mifflin, 1880. Photocopy Austin: 
BookLab, Inc., 1997. 



 

 

87

Köhler, Siegfried. Heinrich Schütz: Anmerkungen zu Leben und Werk. Leipzig: 
Deutscher Verlag für Musik, 1985. 

Marcuse, Sybil. Musical Instruments, a Comprehensive Dictionary. The Norton Library. 
NY: Norton 1964, 1975. 

Mendel, Arthur. Preface to The Christmas Story (Die Geburt unsers Herren Jesu Christi), 
by Heinrich Schütz. New York: G. Schirmer, 1949. 

_____. Preface to A German Requiem (Musicalische Exequien), by Heinrich Schütz. New 
York: G. Schirmer, 1957. 

Mersenne, Marin. Harmonie Universelle: The Books on Instruments. Translated by Roger 
E. Chapman. The Hague, The Netherlands: Martinus Nijhoff, 1957. 

Miller, D. Douglas, and Anne L. Highsmith. Heinrich Schütz: A Bibliography of the 
Collected Works and Performing Editions. Music Reference Collection, no. 9. 
Westport, CT: Greenwood Press, 1986. 

Moser, Hans Joachim. Die Passion von Schütz bis Frank Martin. Musikalische Formen in 
historischen Reihen. Wolfenbüttel: Moseler Verlag, 1967. 

_____. Heinrich Schutz: A Short Account of the Life and Works of the First German 
Classical Composer. Translated by Derek McCullough. London: Faber and Faber; 
New York: St. Martin's: 1967. 

_____. Heinrich Schütz: His Life and Work. Translated from the 2d rev. ed. by Carl F. 
Pfatteicher. St. Louis: Concordia, 1959. 

Munrow, David. Instruments of the Middle Ages and Renaissance. London: Oxford 
University Press, 1976. 

Petzoldt, Richard. Heinrich Schütz und seine Zeit in Bildern. Kassel: Bärenreiter, 1972. 

Praetorius, Michael. The Syntagma musicum II (1618), De Organographia, Parts 1 and 
2. Translated by Harold Blumenfeld. Vaduz, Liechtenstein; New York: Bärenreiter, 
1962. 

Rifkin, Joshua. North European Baroque Masters: Schütz, Froberger, Buxtehude, 
Purcell, Telemann. Composer Biography Series. London: Macmillan, 1985. 

Rudwin, Maximilan J. A Historical and Bibliographical Survey of the German Religious 
Drama. Pittsburgh: University of Pittsburgh, 1924. 

Schütz, Heinrich. Neue Ausgabe sämtlicher Werke. Edited by Werner Bittinger, Werner 
Breig, Wilhelm Ehmann, et al, 40 vols. Kassel: Bärenreiter, 1955-1990. 



 

 

88

_____. Preface to Historia der Auferstehung Jesu Christi. Translated and edited by Carol 
MacClintock. In Readings in the History of Music in Performance, 140-42. 
Bloomington: Indiana University Press, 1979, 1994. 

Skei, Allen B. Heinrich Schütz: A Guide to Research. Garland Reference Library of the 
Humanities, no. 272. New York: Garland, 1981. 

Smallman, Basil. The Music of Heinrich Schütz, 1585-1672. Mayflower Music Guides. 
Leeds: Mayflower Enterprises, 1985. 

_____. Schütz. The Master Musicians series. Oxford; New York: Oxford University 
Press, 2000. 

Smither, Howard E. A History of the Oratorio, vol. 2: “The Oratorio in the Baroque Era: 
Protestant Germany and England.” Chapel Hill NC, 1977. 

Smoldon, William L., and Cynthia Bourgeault. The Music of the Medieval Church 
Dramas. London: Oxford University Press, 1980. 

Spagnoli, Gina. “Dresden at the Time of Heinrich Schütz.” In The Early Baroque Era: 
From the Late 16th Century to the 1660s, 164-184. Englewood Cliffs: Prentice-Hall, 
1994, 164-84. 

Spagnoli, Gina, ed. Letters and Documents of Heinrich Schütz, 1656-1672: An Annotated 
Translation. Studies in Music, no. 106. Ann Arbor, MI: UMI Research Press, 1990. 

Tellart, Roger. Heinrich Schütz, l'Homme et son Oeuvre. Musiciens de tous les temps, no. 
38. Paris: Seghers, 1968. 

Walker, Paul, ed. Church, Stage, and Studio: Music and Its Contexts in Seventeenth-
Century Germany. Ann Arbor MI: UMI Research Press, 1990. 

Walker, Diane Parr, and Paul Walker. German Sacred Polyphonic Vocal Music between 
Schütz and Bach: Sources and Critical Editions. Detroit Studies in Music 
Bibliography, no. 67. Warren MI: Harmonie Park Press, 1992. 

Journals, Festschriften, Theses, Dissertations 

Abert, J. Piersig. “Das Weltbild des Heinrich Schütz.” Die Musikforschung 5 (1952): 
226. 

Aikin, Judith P. “Creating a Language for German Opera: The Struggle to Adapt 
Madrigal Versification in Seventeenth-Century Germany.” Deutsche 



 

 

89

Vierteljahrsschrift für Literaturwissenschaft und Geistesgeschichte 62 (1988): 266-
289. 

_____. “Heinrich Schütz and Martin Opitz. A New Basis for German Vocal Music and 
Poetry.” Musica e Storia 1 (1993): 29-51. 

Aldrich, Putnam. “The ‘Authentic’ Performance of Baroque Music.” In Essays on Music 
in Honor of Archibald Thompson Davison by His Associates. (Cambridge: Harvard 
University, 1957): 161-171. 

Anderson, Stephen. “Selected Works from the 17th-Century Music Collection of Prince-
Bishop Karl Liechtenstein-Kastelkorn: A Study of the Soloistic Use of the Trombone 
(Parts 1-6).” ITA Journal 11, nos. 1-4 (1983): 17-20, 35-38, 29-32, 20-21, 
respectively; 12, nos. 1-2 (1984): 33-37, 32-38, respectively. 

_____. “The Soloistic Use of the Alto and Tenor Trombones in the Choral Music of 
Franz Ignaz Tuma.” ITA Journal 14, no. 3 (Summer 1986): 48-53. 

Arnold, Denis, “Brass Instruments in Italian Church music of the Sixteenth and Early 
Seventeenth Centuries.” Brass Quarterly 1 (1957): 81-92. 

Baines, Anthony C., Arnold Myers, and Trevor Herbert “Trombone.” New Grove 
Dictionary of Music and Musicians, 2d ed., Stanley Sadie, ed. London: MacMillan 
Press, 2001: vol. 25, 762-73. 

Baines, Francis. “What Exactly Is a Violone?” Early Music 5 (1977): 173-76. 

Baselt, Bernd. “Actus musicus und Historie um 1700 in Mitteldeutschland.” In 
Proceedings of the Bericht uber den Internationalen Musikwissenschaftlichen 
Kongress, Leipzig 1966, edited by Carl Dahlhaus, Reiner Kluge, Ernst H. Meyer, and 
Walter Wiora, vol. 16. (Kassel: Bärenreiter; Leipzig VEB Deutscher Verlag fur 
Musik, 1970): 230-37. 

Berner, Alfred. “Bemerkungen zur Entwicklung und zum Gebrauch der 
Musikinstrumente im 17. Jahrhundert.” In Heinrich Schütz e il suo tempo, edited by 
Giancarlo Rostirolla and Maria Szpadrowska Svampa. (Rome: soccietà Italiana del 
Flauto Dolce, 1981): 141-60. 

_____. “Die Musikinstrumente zur Zeit Heinrich Schützens.” Sagittarius 1 (1966): 30-42. 

Bernick, Thomas. “Heinrich Schütz on Modality.” PhD diss., University of Chicago, 
1979. 



 

 

90

Blankenburg, Walter. Reviews of “Zwei bisher unbekannte Werke von Heinrich Schütz” 
and “Zwei Dialogkomponistionen von Heinrich Schütz in Neueausgabe.” Musik und 
Kirche 40 (1970): 287-88. 

Bonta, Stephen. “The Use of Instruments in Sacred Music in Italy 1560-1700.” Early 
Music 18 (1990): 519-535. 

_____. “From Violone to Violoncello: A Question of Strings?” Journal of the American 
Musical Instrument Society 3 (1977): 67-99. 

Borgir, Tharald, Stephen Bonta, and Alfred Planyavaky. “Violone.” New Grove 
Dictionary of Music and Musicians, 2d ed., Stanley Sadie, ed. London: MacMillan 
Press, 2001: vol. 26, 765-66. 

Breig, Werner. “Neue Schütz-Funde.” Archiv für Musikwissenschaft 27 (1970): 59-72. 

_____. “Zum Parodie verfahren bei Heinrich Schütz?” Musica 26, no. 1 (1972): 17-20. 

_____. “Schützfunde und -zuschreibungen seit 1960. Auf dem Wege zur Grossen 
Ausgabe des Schütz-Werke-Verzeichnisses.” Schütz-Jahrbuch 1 (1979): 63-92. 

Brunner, Renate. “Bibliographie des Schütz-Schrifttums 1951-1975.” Schütz-Jahrbuch 1 
(1979): 93-142. 

_____. “Bibliographie des Schütz-Schrifttums 1926 -1950.” Schütz-Jahrbuch 3 (1981): 
64-81. 

_____. “Bibliographie des Schütz-Schrifttums 1672-1925.” Schütz-Jahrbuch 6 (1984): 
102-126. 

_____. “Bibliographie des Schütz-Schrifttums 1976-1985.” Schütz-Jahrbuch 11 (1989): 
104-130. 

_____. “Bibliographie des Schütz-Schrifttums 1986-1995.” Schütz-Jahrbuch 23 (2001): 
123-150. 

Carter, Stewart. “The String Tremolo in the Seventeenth Century.” Early Music 9 (1991): 
42-59. 

Clark, J. Bunker. “The A Cappella Myth.” Choral Journal 9, no. 4 (January-February 
1969): 28-31. 

Constantini, F.P. “Über die Ausführung des Falsobordone in der Auferstehungs-Historia 
von Heinrich Schütz.” Musik und Kirche 10, no. 7 (1977): 55–61. 



 

 

91

Dane, Werner. “Briefwechsel zwischen dem landgräflich Hessischen und dem 
kurfürstlich Sächsischen Hof um Heinrich Schütz (1614-1619).” Zeitschrift für 
Musikwissenschaft 17 (1935): 343-55. 

Drechsler, F A. “Ein unbekanntes Schreiben von Heinrich Schütz.” Zeitschrift für 
Musikwissenschaft 9 (1926-1927): 627-31. 

Droszella, Uwe. “Tasteninstrumente der Schütz-Zeit unter Berücksichigung der 
Schlosskapellen — Orgeln in der Kombinationeninstrumente.” Schütz-Jahrbuch 22 
(2000): 49-70. 

Duff, Robert Paul David. “The Baroque Oratorio Passion: A Conductor's Guide to 
Compositional Techniques and their Foundations.” DMA diss., University of 
Southern California, 2000. 

Edler, Arnfried. “Heinrich Schutz: Sein Leben im Werk und in den Dokumenten seiner 
Zeit. I: Auf dem Wege zum Hofkapellmeister 1585-1628.” Review in Die 
Musikforschung 40 (1987): 271-72. 

_____. “Schutz, der Hofkapellmeister.” Alte Musik als asthetische Gegenwart, vol. 1. 
Kassel: Bärenreiter, 1987, 78-85. 

Edwards, Jon Michele. “Performance Practice in the Polychoral Psalms of Heinrich 
Schütz.” DMA diss., University of Iowa, 1984. 

_____. “Schütz's Use of the Violone and Wind Instruments: Rereading the Evidence.” 
The American Organist 23, no. 9 (1989): 63-65. 

_____. “Schütz’ Violone.” In Alte Musik als asthetische Gegenwart. Translated by Hans 
König and Russell Christensen, vol. 2. (Kassel: Bärenreiter, 1987): 388-97. 

Eggebrecht, Hans Heinrich. “Musikalische Analyse (Heinrich Schütz).” Zbornik-
Musicologica Annual 8 (1972): 17-39. 

_____. Heinrich Schütz: Musicus poeticus. Taschenbücher zur Musikwissenschaft, 92. 
(Wilhelmshaven: Heinrichshofen, 1984): 138-142. 

Ehmann, Wilhelm, “Heinrich Schütz in unser musikalischen Praxis.” In Bekenntnis zu 
Heinrich Schütz. Edited by Adam Adrio. (Cassel, 1954): 32. 

_____. “New Brass Instruments Based on Old Models.” Translated by Mary Rasmussen. 
Brass Quarterly 4 (1958): 214-25. 

Evans, P. “Heinrich Schütz and the Biblical History.” Listener 62 (1959): 1093. 



 

 

92

Fink, Hanns-Peter. “Ein bisher unbekanntes Gedicht von Heinrich Schütz in einer Schrift 
der Hofschule zu Kassel.” Schütz-Jahrbuch 11 (1989): 15-22. 

Forchert, Arno. “Heinrich Schütz und die Musica poetica.” Schütz-Jahrbuch 15 (1993): 
7-24. 

_____. “Heinrich Schütz als Komponist evangelischer Kirchenliedtexte.” Schütz-
Jahrbuch 4-5 (1982/83): 57-70. 

Frandsen, Mary E. “Allies in the Cause of Italian Music: Schütz, Prince Johann Georg II 
and Musical Politics in Dresden.” Journal of the Royal Musical Association 125 
(2000): 1-40. 

Geck, Martin. “Ein textbedingter Archaismus im Werke von Heinrich Schütz.” Acta 
musicologica 34, no. 3 (1962): 161-63. 

Gondolatsch, Max. “Richtiges und Falsches um einen Heinrich-Schütz-Brief.” Zeitschrift 
für Musikwissenschaft 15 (1932-1933): 428-31. 

Gottwald, Clytus. “Neue Forschungen zu den Kasseler Schütz-Handschriften.” Schütz-
Jahrbuch 12 (1990): 31-42. 

Grout, Donald Jay. “On Historical Authenticity in the Performance of Old Music.” In 
Essays on Music in Honor of Archibald Thompson Davison by His Associates. 
Cambridge: Harvard University, 1957, 341-47. 

Gudewill, Kurt. “Zum Verhaltnis von Sprache und Musik im Werk von Heinrich 
Schütz.” Schütz-Jahrbuch 13 (1991): 5-27. 

_____. “Das sprachliche Urbild bei Heinrich Schütz, und seine Abwandlung nach 
textbestimmten und musikalischen Gestaltungsgrundsätzen in den Werken bis 1650.” 
In Bekenntnis zu Heinrich Schütz. Edited by Adam Adrio. Kassel, 1954, 65-68. 

Gudewill, Kurt, and Bittinger, Werner. “Schütz, Heinrich,” In Die Musik in Geschichte 
und Gegenwart: Allgemeine Enzyclopädie der Musik. Edited by Friedrich Blume, vol. 
12. (Kassel, Basel, London, New York: Bärenreiter, 1965): 202-226. 

Henning-Supper, Uta. “Choral Music by Heinrich Schutz [sic].” Dolmetsch Foundation 
Bulletin 18 (October 1971): 10-11. 

Hermelink, Siegfried. “Rhythmische Struktur in der Musik von Heinrich Schütz.” Archiv 
für Musikwissenschaft (1959): 378. 

Hill, John. “Performance Practice of the 16th, 17th, and 18th Centuries: A Few Practical 
References for the Trombonist.” ITA Journal 9 (1981): 20-23. 



 

 

93

Hofmann, Klaus. “Dritte Abhandlung zur Weihnachtshistorie von Heinrich Schütz: das 
Zweite Intermedium—‘Die Menge der Engel.’” Musik und Kirche 62, no. 4 (1992): 
190-97. 

_____. “Zwei Abhandlung zur ‘Weihnachtshistorie’ von Heinrich Schütz. “ Musik und 
Kirche 40, no. 5 (1970): 325-30. Reprinted in Heinrich Schütz in seiner Zeit, edited 
by Walter Blankenburg. Darmstadt: Wissenschaftliche Buchgesellschaft (1985): 267-
82. 

_____. “Zwei Abhandlung zur ‘Weihnachtshistorie’ von Heinrich Schütz. “ Musik und 
Kirche 41, no. 1 (1971): 15-20. Reprinted in Heinrich Schütz in seiner Zeit, edited by 
Walter Blankenburg. Darmstadt: Wissenschaftliche Buchgesellschaft (1985): 267-82. 

Huber, Annegret. “Hatten die Drei Weisen aus dem Morgenland Abitur?” Musica 46, no. 
4 (1992): 236-37. 

Jung, Hans Rudolf. “Ein neuaufgefundenes Gutachten von Heinrich Schütz aus dem 
Jahre 1617.” Archiv für Musikwissenschaft 18, no. 3/4 (1961): 241-47. 

_____. “Ein unbekanntes Gutachten von Heinrich Schütz über die Neuordnung der Hof-, 
Schul- und Stadtmusik in Gera.” Beiträge zur Musikwissenschaft 5 (1962): 17. 

Kehrberg, Robert. “Trombone Degree-Related Research and Performance: A Listing 
from Dissertation Abstracts.” ITA Journal 17, no. 2 (1989): 32-36. 

Kobuch, Agatha. “Neue Aspekte zur Biographie von Heinrich Schütz und zur Geschichte 
der Dresdner Hofkapelle.” In Jahrbuch Peters 8 1987, 55-68; and in Jahrbuch Peters 
1985, 63. 

Kock, Klaus-Peter. “Die Schütz-Quellen im südlichen Ostseeraum vor dem Hintergrund 
der Rezeption mitteldeutscher protestantischer Kirchenmusik.” Schütz-Jahrbuch 24 
(2002): 31-46. 

Kolbuszewska, Aniela. “Schütz-Drucke in der Biblioteka Uniwersytecka Wroclaw.” 
Schütz-Jahrbuch 9 (1987): 119-122. 

Konradt, Greta. “Die Instrumentalbegleitung in Historienkomponistionen der 
Schützzeitung.” Schütz-Jahrbuch 19 (1997): 21-36. 

Kunze, Stefan. “Instrumentalität und Sprachvertonung in der Musik von Heinrich Schütz 
(Erster Teil).” Schütz-Jahrbuch 1 (1979): 9-43. 

_____. “Rhythmus, Sprache, musikalische Raumvorstellung: Zur Mehrchörigkeite 
Giovanni Gabrielis.” Schütz-Jahrbuch 3 (1981): 12-23. 



 

 

94

_____. “Sprachauslegung und Instrumentalität in der Musik von Schütz. Mit einem 
Exkurs zur ‘Figurenlehre.’” Schütz-Jahrbuch 4-5 (1982/83): 39-49. 

Küster, Konrad. “Gabrieli und Schütz: Die Frage des Instrumentalen in Schütz’ frühen 
Werken.” Schütz-Jahrbuch 19 (1997): 7-20. 

_____. “Schütz und die Orgel. Überlegungen zum Organistenstand in Deutschland und 
Italien um 1600.” Schütz-Jahrbuch 22 (2000): 7-16. 

Leonard, Charlotte. “Selected Discography of 17th-Century Sacred Music for Trombone 
and Voices.” ITA Journal 27, no. 2 (1999): 22-25. 

Lewis, Maggie. “The Sacbut, Instrument of Kings (Once You Get Used to It).” ITA 
Journal 10, no. 2 (April 1982): 12-13. 

Lichtenberger, Eva. “Symposium ‘A Tasteninstrumente der Schütz-Zeit und ihre 
Musik.’” Die Musikforschung 53 (2000): 297-98. 

Linfield, Eva. “Formal and Tonal Organization in a 17th-Century Ritornello/Ripieno 
Structure." Journal of Musicology 9 (1991): 145-164. 

_____. “Modal and Tonal Aspects in Two Compositions by Heinrich Schütz.” Journal of 
the Royal Musical Association 17 (1992): 88-122. 

_____. “Modulatory Techniques in Seventeenth-Century Music: Schütz, a Case in Point.” 
Music Analysis 12 (1993): 197-214. 

_____. “A New Look at the Sources of Schütz's Christmas History.” Schütz-Jahrbuch 4-5 
(1982-83): 19-38. 

Linfield, Eva, and Joshua Rifkin. “Heinrich Schütz.” (work list with Derek McCulloch, 
bibliography with Stephen Baron). New Grove Dictionary of Music and Musicians, 
2d ed., Stanley Sadie, ed. London: MacMillan Press, 2000. 

Loewen, Peter Victor. “‘Singing Men into Spiritual Joy’: The Rhetoric of Franciscan 
Piety in the Lyrics of the Late Medieval German Passion Play and Marienklage.” PhD 
diss., University of Southern California, 2000. 

Luppi, Andrea. “Music and Poetry in Vincenzion Martinelli’s “Lettere familiari e 
critiche.” In: International Review of the Aesthetics and Sociology of Music 19, no. 2 
(December 1988): 148-160. 

Mähder, Jurgen. “‘Banda sul palco’: Variable Besetzungen in der Buhnenmusik der 
italienischen Oper des 19. Jahrhunderts als Relikte alter Besetzungstraditionen?” Alte 
Musik als asthetische Gegenwart, vol. 2. (Kassel: Bärenreiter, 1987): 293-310. 



 

 

95

Märker, Michael. “Die protestantische Dialog-komponisten in Deutschland zwischen 
Heinrich Schütz und Johann Sebastian Bach, eine stilkritische Studie.” Die 
Musikforschung 51 (1998): 103-04. 

Massenkeil, Gunther. “Der Heiligen Drei König in der Musik.” In Festschrift für 
Winfried Kirsch zum 65. Geburtstag. Tützing, Germany: Schneider, 1996, 21-33. 

Mattfeld, Victor H. “The Use of Instruments in the Music of Heinrich Schütz.” The 
American Organist 22 (Mar 1988): 65-69. 

Miller, Frederick Staten. “The Use of the Trombone in the Music of Heinrich Schütz.” 
DMA diss., University of Iowa, 1974. 

_____. “The Use of the Trombone in the Music of Heinrich Schütz.” DMA diss., 
University of Iowa, 1974. 

Möller, Eberhard. “Neue Schütz-Funde in der Ratsschulbibliothek und im Stadtarchiv 
Zwickau.” Schütz-Jahrbuch 6 (1984): 5-22. 

_____. “Ein Waldenburger Inventarium als Schütz-Quelle.” Schütz-Jahrbuch 9 (1987): 
117-118. 

_____. “Die Nachkommen von Heinrich Schütz,” Schütz-Jahrbuch 10 (1988): 41-49. 

_____. “Die Wemarer Noteninventare von 1662 und ihre Bedeutung als Schütz-Quellen.” 
Schütz-Jahrbuch 10 (1988): 62-85. 

_____. “Heinrich Schütz als Pate.” In Schütz-Jahrbuch 11 (1989): 23-31. 

_____. “Schütziana in Chemnitz, Freiberg und Schneeberg.” Schütz-Jahrbuch 13 (1991): 
56-90. 

Moser, Hans Joachim. “Neues über Heinrich Schütz.” Acta musicologica 7, no. 4 (1935): 
146. 

_____. “Unbekannte Werke von Heinrich Schütz.” Zeitschrift für Musikwissenschaft 17 
(1935): 332-42. 

_____. “Heinrich Schütz. Gedenkrede, gehalten in der Ortsgruppe Halle der DMG am 17. 
November 1922.” Zeitschrift für Musikwissenschaft 5 (1922-1923): 65-74. 

Music, David W. “Three Settings of the Christmas History.” Journal of Church Music 
29, no. 10 (December 1987): 6-8. 

Naylor, E W. “Some Characteristics of Heinrich Schütz.” Proceedings of the Musical 
Association (1905-1906): 23. 



 

 

96

Neumann, Frederick. “The Use of Baroque Treatises on Musical Performance.” In Essays 
in Performance Practice, 1-9. Ann Arbor, MI: UMI Research Press, 1982. First 
published in Music and Letters 48 (1967): 315-24. 

Orga, Ates. “As Schütz Intended.” Music and Musicians 19 (September 1970): 61-2. 

Overton, Friend Robert. “Aspekte der Verwendung des Zinken bei Heinrich Schutz.” Alte 
Musik als asthetische Gegenwart, vol. 2. (Kassel: Bärenreiter, 1987): 427-39. 

Paert, Arvo. “God and Gospel: Passio Domini Nostri Iesu Christi Secundum Iohannem,” 
review by Wilfrid Mellers. Contemporary Music Review 12, no. 2 (1995): 35-48. 

Patrick, Robert Lee. “A Computer-Based Thematic Index to the Works of Heinrich 
Schütz.” DMA diss., Music Education, University of Kentucky, 1971. 

Pincherle, Marc. “On the rights of the Interpreter in the Performance of 17th- and 18th-
Century Music,” translated by Isabelle Cazeau, The Musical Quarterly XLIV, no. 2 
(1958), 145-66. 

Porter, Andrew. “Schütz,” The Musical Times CIX, no. 1 (1968): 54ff. 

Rifkin, Joshua. “Schütz—Weckmann—Kopenhagen: Zur Frage der zweiten 
Dänemarkreise.” In: Von Isaac bis Bach—Studien zur alteren deutschen 
Musikgeschichte: Festschrift Martin Just zum 60. Geburtstag. Kassel: Bärenreiter, 
1991, 180-188. 

_____. “Heinrich Schütz; Auf dem Wege zu einem neuen Bild von Persönlichkeit und 
Werk.” Schütz-Jahrbuch 9 (1987): 5-21. 

_____. “Schütz and Musical Logic.” The Musical Times 113 (1972): 1067-70. 

_____. “Toward a New Image of Heinrich Schütz.” Paper presented at 28th International 
Heinrich Schütz Festival, 4-6 March 1983, at Westminster Choir College, Princeton, 
NJ. 

–––––. “Whatever Happened to Heinrich Schütz?” Opus I, no. 6 (October 1985) 10-14, 
49. 

Roberts, James E. “Works with Trombone in the Alfred Einstein Collection of 16th and 
17th Century Instrumental Music: A Descriptive Catalog.” ITA Journal 12, no. 4 
(1984): 25-32. 

Robinson, Ray. “Heinrich Schütz’s Passions and Historiae in Editions of the Late-
Nineteenth and Early-20th Centuries.” Schütz-Jahrbuch 12 (1990) 112-130. 



 

 

97

_____. “The Opus Ultimum: Heinrich Schutz's Artistic and Spiritual Testament.” Five 
Centuries of Choral Music: Essays in Honor of Howard Swan. Stuyvesant: 
Pendragon, 1988, 217-32. 

Schmid, Manfred Hermann. “Trompeterchor und Sprachvertonung bei Heinrich Schütz.” 
Schütz-Jahrbuch 13 (1991): 28-57. 

Schneider, M. “Zum Weihnachtsoratorium von Heinrich Schütz.” In Theodor Kroyer 
Festschrift zum sechzigsten Geburtstage, am 9. September 1933: Überreicht von 
Freuden und Schülern, edited by Hermann Zenck, Helmut Schultz, and Walter 
Gerstenberg. Regensburg: G. Bosse, 1933: 140–43. 

Silbiger, Alexander. “Monteverdi, Schütz and Weckmann: The Weight of Tradition.” In 
Proceedings of the Weckmann Symposium Göteborg, 30 August-3 September. 
Göteborg: Göteborg University, 1993: 123-139. 

_____. “The Autographs of Matthias Weckmann: A Reevaluation.” In Heinrich Schütz 
und die Musik in Dänemark zur Zeit Christians IV. Edited by Anne Orbaek Jensen, 
and Ole Kongsted. Copenhagen: Engstrom & Sodring, 1989: 117-144. 

Smend, Julius. “Zur Wortbetonung des Lutherischen Bibeltextes bei Heinrich Schütz.” 
Zeitschrift für Musikwissenschaft 5 (1922-1923): 75-78. 

Steinbeck, Wolfram. “Der Instrumentalcharakter bei Schütz: Zur Bedeutung der 
Instrumente in den ‘Symphoniae sacrae.’” Schütz-Jahrbuch 9 (1987): 22-43. 

_____. “Zum Stand der Schütz-Analyse.” Schütz-Jahrbuch 12 (1990): 43-58. 

Steude, Wolfram. “Das wiedergefundene Opus ultimum von Heinrich Schütz. 
Bemerkungen zur Quelle und zum Werk.” Schütz-Jahrbuch 4-5 (1982-83): 9-18. 

_____. “Heinrich Schütz und die erste deutsche Oper.” In: Von Isaac bis Bach--Studien 
zur alteren deutschen Musikgeschichte: Festschrift Martin Just zum 60. Geburtstag. 
Kassel: Bärenreiter, 1991, 169-79. 

Svanberg, Carsten. “Danish Trombone Traditions.” ITA Journal 20, no. 2 (1992): 32-33. 

Voß, Peter L. “Weihnachten mit Schütz,” review in Musik und Kirche 56, no. 5 (1986): 
262-64. 

Wachten, Edmund. “Die Symbolgestaltung in der ‘Auferstehungshistorie’ von Heinrich 
Schütz.” Zeitschrift für Musikwissenschaft 17 (1935): 393-417. 

Walter, Horst. “Ein unbekantes Schütz-Autograph in Wolfenbüttel,” Musicae scientiae 
collectanea: Festschrift Karl Gustav Fellerer zum sibenzigsten Geburtstag am 7. Juli 
1972. (Cologne, 1973): 621. 



 

 

98

Watty, Adolf. “Bericht über neue Schütz-Quellen.” Schütz-Jahrbuch 14 (1992): 56-61. 

_____. “Neue Quellen zum Werk und zur Biographie von Schutz sowie zur 
Auffuhrungspraxis und Rezeption seiner Werke.” In Beitrage zur musikalischen 
Quellenforschung Bad Köstritz: Forschungs- und Gedenkstatte Heinrich-Schütz-
Haus. Edited by Ingeborg Stein, Eckhard Roch, and Walburg Schulze. (Bad Köstritz, 
Germany: Kolloquien im Rahmen der Köstritzer Schütz-Tage, Bad Köstritz, 1988-
1990, pub. 1991): 40-51. 

Wiebe, George David. “The Musikalische Exequien of Heinrich Schütz: A Conductor's 
Analysis for Performance.” DM diss., Indiana University, 1980. 

Weidinger, Ulrike. “Die Weihnachtshistorie von Heinrich Schütz—Ein Modernes 
Werk?” Österreichische Musikzeitschrift 51 (1996): 520-23. 

Weiland, Josef. “Heinrich Schütz: Historia der freudenreichen Geburt Jesu Christi, SWV 
435.” Neue Zeitschrift für Musik 145 (1984): 27-30. 

_____. “Heinrich Schütz: Weihnachtshistorie SWV 435; Michael Praetorius: 4 Motetten 
aus ‘Polyhymnia Caduceatrix et Panegyrica’ (1619),” review in “Schallplatten” of 
recording by Tavener Consort, Choir, and Players, Andrew Parrott, conductor. Neue 
Zeitschrift für Musik 149 (April 1988): 63. 

Weinhold, Karl. “Weihnachtsspiele und Lieder aus Süddeutschland und Schlesien.” 
(Graz, 1870) In “Medieval Drama: Bibliography: German Plays.” Grove Music 
Online, ed. L. Macy (Accessed 11 December 2003), <http://www.grovemusic.com> 

Whitten, Lynn. “Integrity in the Teaching and Performing of Choral Music.” Five 
Centuries of Choral Music: Essays in Honor of Howard Swan (Stuyvesant: 
Pendragon, 1988): 35-47. 

Whitwell, David. “Heinrich Schütz—His Music for Winds.” The Instrumentalist 22 
(August 1967): 63-68. 

Online Sources 

ArkivMusic.com. “The Source for Classical Music Recordings, Heinrich Schütz." 
<http://www.arkivmusic.com/classical/Drilldown?a=b&name_id=10950&name_role
=1>. Copyright 2002. Accessed 18 September 2003. 

Doctoral Dissertations In Musicology-Online. <http://www.music.indiana.edu/cgi-
bin/chmtl/isearchddm>. September 2003. 



 

 

99

Geometry, the Online Learning Center. 
<http://www.geometry.net/composers/schutz_heinrich.php>. Created 24 April 1998. 
Accessed 18 September 2003. 

George-Miller, Dustin T. “The American Schütz Society.” 
<http://www.nd.edu/~music/faculty/frandsen/Schutz.html>. Page last updated 10 
March 2003. 

Graulich, Günter. “Carus-Verlag Online.” <http://www.carus-
verlag.com/index.php3?BLink=KKWerk&WerkID=5846>. Accessed 14 September 
2003. 

Herbst, Wolfgang, president. “Internationale Heinrich-Schütz-Gesellschaft: Die Artikel 
der Schütz-Jahrbücher 1979 - 2002.” <http://www.schuetzgesellschaft.de/>. Accessed 
15 September 2003. 

Hillenbrand, Markus. “Klassika: die Deutschsprachigen Klassikseiten: Historia der 
fröhlichen und siegreichen Auferstehung unsers einigen Erlösers und Seligmachers 
Jesu Christi.” 
<http://www.klassika.info/Komponisten/Schuetz/GeistlichesWerk/SWV_050/>. 30 
July 2003. 

McNeil, Russell. “Malaspina Great Books.” <www.malaspina.com>. Copyright 1995-
2003. Accessed 16 September 2003. 

Onet Wiem: Wikipedia. <http://wiem.onet.pl/wiem/009de4.html>. Accessed 17 
September 2003. 

Taylor, Will. “Sheet Music Online: Free Choral Sheet Music.” [search: Heinrich Schütz]. 
<http://sheetmusiconline.net/Domain_Music/Choral/Schutz_Heinrich/>. Copyright 
2003. Accessed 17 September 2003. 

Whent, Chris. “Here of a Sunday Morning: Heinrich Schütz: The Cultural Background.” 
<http://www.hoasm.org/VIA/VIASchutz.html>. Accessed 15 September 2003. 

Scores, Editions 

Schütz, Heinrich. Heinrich Schütz's sämtliche Werke, 18 vols. Edited by Philipp Spitta et 
al. Leipzig: Breitkopf & Härtel, 1885-1927. Weihnachts-Historie is vol. 17. 

_____. Historia der freuden- und gnadenreichen Geburt Gottes und Marien Sohnes Jesu 
Christi, SWV 435, vol. 1. Kassel: Bärenreiter, 1955. In Neue Ausgabe sämtlicher 
Werke, herausgegeben im Auftrag der Internationalen Heinrich-Schütz-Gesellschaft. 



 

 

100

Edited by Werner Bittinger, Werner Breig, Wilhelm Ehmann, et al, 40 vols. Kassel: 
Bärenreiter, 1955-1990. 

_____. Heinrich Schütz: Weihnachts-Historie, SWV 435, für Einzelstimmen, Chor 
SSATTB, Instrumente und Basso continuo. Stuttgarter Schütz-Ausgabe: Heinrich 
Schütz Sämtliche Werke nach dem Quellen (1971-). Edited by Günther Graulich, 
with Paul Horn. Stuttgart, Germany: Carus-Verlag, 1998. 

_____. The Christmas Story, Historia von der Geburt Jesu Christi, Edited by Arthur 
Mendel. NY: G. Schirmer, 1949. 

_____. Historia der Freuden- und Gnadenreichs Geburth Gottes und Marien Sohnes, 
Jesu Christi, Unsers Einigen Mitlers, Erlösers und Seeligmachers. Edited by Fritz 
Stein. Edition Eulenberg, rev. and with Foreword. London, UK: Ernst Eulenburg, 
Ltd., 1935. 

Discography 

Grischkat, Hans, cond., and Schwabischer Singkreis and Orchestra. Heinrich Schütz: 
Historia der Geburt Jesu Christi.” Christmas Magnificats. Englewood Cliffs NJ: The 
Vox Music Group, 1993: CD 2. 

Graulich, Günter, cond., and Ulsamer-Collegium, Collegium Musica Rara Stuttgart, 
Motettenchor Stuttgart. “Weihnachts-historie.” Weihnachts-historie, Musikalische 
Exequien. Stuttgart: Carus-Verlag, 1973. 



 

 

101

REFERENCES BY TOPIC 

On Schütz and Drama 

Eggebrecht, Hans Heinrich. Heinrich Schütz: Musicus poeticus. Taschenbücher zur 
Musikwissenschaft, 92. (Wilhelmshaven: Heinrichshofen, 1984): 138-142. 

Moser, Hans Joachim. Die Passion von Schütz bis Frank Martin. Musikalische Formen in 
historischen Reihen. Wolfenbüttel: Moseler Verlag, 1967. 

Aikin, Judith P. “Heinrich Schütz and Martin Opitz. A New Basis for German Vocal 
Music and Poetry.” Musica e Storia 1 (1993): 29-51. 

Evans, P. “Heinrich Schütz and the Biblical History.” Listener 62 (1959): 1093. 

Forchert, Arno. “Heinrich Schütz und die Musica poetica.” Schütz-Jahrbuch 15 (1993): 
7-24. 

_____. “Heinrich Schütz als Komponist evangelischer Kirchenliedtexte.” Schütz-
Jahrbuch 4-5 (1982/83): 57-70. 

Smend, Julius. “Zur Wortbetonung des Lutherischen Bibeltextes bei Heinrich Schütz.” 
Zeitschrift für Musikwissenschaft 5 (1922-1923): 75-78. 

Steude, Wolfram “Heinrich Schütz und die erste deutsche Oper.” In: Von Isaac bis Bach-
-Studien zur alteren deutschen Musikgeschichte: Festschrift Martin Just zum 60. 
Geburtstag. Kassel: Bärenreiter, 1991, 169-79. 

On Schütz’s Weihnachtshistorie 

Drinker, Henry S. English Texts to the Vocal Works of Heinrich Schütz. Merion PA, 
1952. 

Köhler, Siegfried. Heinrich Schütz: Anmerkungen zu Leben und Werk. Leipzig: 
Deutscher Verlag für Musik, 1985. 

_____. Preface to Historia der Auferstehung Jesu Christi. Translated and edited by Carol 
MacClintock. In Readings in the History of Music in Performance, 140-42. 
Bloomington: Indiana University Press, 1979, 1994. 



 

 

102

Mendel, Arthur. Preface to The Christmas Story (Die Geburt unsers Herren Jesu Christi), 
by Heinrich Schütz. New York: G. Schirmer, 1949. 

Miller, D. Douglas, and Anne L. Highsmith. Heinrich Schütz: A Bibliography of the 
Collected Works and Performing Editions. Music Reference Collection, no. 9. 
Westport, CT: Greenwood Press, 1986. 

Hofmann, Klaus. “Dritte Abhandlung zur Weihnachtshistorie von Heinrich Schütz: das 
Zweite Intermedium—‘Die Menge der Engel.’” Musik und Kirche 62, no. 4 (1992): 
190-97. 

_____. “Zwei Abhandlung zur ‘Weihnachtshistorie’ von Heinrich Schütz. “ Musik und 
Kirche 40, no. 5 (1970): 325-30. Reprinted in Heinrich Schütz in seiner Zeit, edited 
by Walter Blankenburg. Darmstadt: Wissenschaftliche Buchgesellschaft (1985): 267-
82. 

_____. “Zwei Abhandlung zur ‘Weihnachtshistorie’ von Heinrich Schütz. “ Musik und 
Kirche 41, no. 1 (1971): 15-20. Reprinted in Heinrich Schütz in seiner Zeit, edited by 
Walter Blankenburg. Darmstadt: Wissenschaftliche Buchgesellschaft (1985): 267-82. 

Huber, Annegret. “Hatten die Drei Weisen aus dem Morgenland Abitur?” Musica 46, no. 
4 (1992): 236-37. 

Wachten, Edmund. “Die Symbolgestaltung in der ‘Auferstehungshistorie’ von Heinrich 
Schütz.” Zeitschrift für Musikwissenschaft 17 (1935): 393-417. 

Weidinger, Ulrike. “Die Weihnachtshistorie von Heinrich Schütz—Ein Modernes 
Werk?” Österreichische Musikzeitschrift 51 (1996): 520-23. 

Weiland, Josef. “Heinrich Schütz: Historia der freudenreichen Geburt Jesu Christi, SWV 
435.” Neue Zeitschrift für Musik 145 (1984): 27-30. 

On German Music and Instruments during the Seventeenth Century 

Anderson, Stephen. “Selected Works from the 17th-Century Music Collection of Prince-
Bishop Karl Liechtenstein-Kastelkorn: A Study of the Soloistic Use of the Trombone 
(Parts 1-6).” ITA Journal 11, nos. 1-4 (1983): 17-20, 35-38, 29-32, 20-21, 
respectively; 12, nos. 1-2 (1984): 33-37, 32-38, respectively. 

_____. “The Soloistic Use of the Alto and Tenor Trombones in the Choral Music of 
Franz Ignaz Tuma.” ITA Journal 14, no. 3 (Summer 1986): 48-53. 



 

 

103

Arnold, Denis, “Brass Instruments in Italian Church music of the Sixteenth and Early 
Seventeenth Centuries.” Brass Quarterly 1 (1957): 81-92. 

Baines, Anthony C., Arnold Myers, and Trevor Herbert “Trombone.” New Grove 
Dictionary of Music and Musicians, 2d ed., Stanley Sadie, ed. London: MacMillan 
Press, 2001: vol. 25, 762-73. 

Baines, Francis. “What Exactly Is a Violone?” Early Music 5 (1977): 173-76. 

Berner, Alfred. “Bemerkungen zur Entwicklung und zum Gebrauch der 
Musikinstrumente im 17. Jahrhundert.” In Heinrich Schütz e il suo tempo, edited by 
Giancarlo Rostirolla and Maria Szpadrowska Svampa. (Rome: soccietà Italiana del 
Flauto Dolce, 1981): 141-60. 

_____. “Die Musikinstrumente zur Zeit Heinrich Schützens.” Sagittarius 1 (1966): 30-42. 

Bonta, Stephen. “The Use of Instruments in Sacred Music in Italy 1560-1700.” Early 
Music 18 (1990): 519-535. 

_____. “From Violone to Violoncello: A Question of Strings?” Journal of the American 
Musical Instrument Society 3 (1977): 67-99. 

Borgir, Tharald, Stephen Bonta, and Alfred Planyavaky. “Violone.” New Grove 
Dictionary of Music and Musicians, 2d ed., Stanley Sadie, ed. London: MacMillan 
Press, 2001: vol. 26, 765-66. 

Droszella, Uwe. “Tasteninstrumente der Schütz-Zeit unter Berücksichigung der 
Schlosskapellen — Orgeln in der Kombinationeninstrumente.” Schütz-Jahrbuch 22 
(2000): 49-70. 

Edwards, Jon Michele. “Schütz’s Use of the Violone and Wind Instruments: Rereading 
the Evidence.” The American Organist 23 (Sep 1989): 63-65. 

_____. “Schütz’ Violone.” In Alte Musik als asthetische Gegenwart. Translated by Hans 
König and Russell Christensen, vol. 2. (Kassel: Bärenreiter, 1987): 388-97. 

Ehmann, Wilhelm, “New Brass Instruments Based on Old Models.” Translated by Mary 
Rasmussen. Brass Quarterly 4 (1958): 214-25. 

Guion, David M. The Trombone: Its History and Music, 1697-1811. Amsterdam, The 
Netherlands: Gordon and Breach Publishers, 1988. Second printing, 1998. 

Kehrberg, Robert. “Trombone Degree-Related Research and Performance: A Listing 
from Dissertation Abstracts.” ITA Journal 17, no. 2 (1989): 32-36. 



 

 

104

Konradt, Greta. “Die Instrumentalbegleitung in Historienkomponistionen der 
Schützzeitung.” Schütz-Jahrbuch 19 (1997): 21-36. 

Kunze, Stefan. “Instrumentalität und Sprachvertonung in der Musik von Heinrich Schütz 
(Erster Teil).” Schütz-Jahrbuch 1 (1979): 9-43. 

_____. “Sprachauslegung und Instrumentalität in der Musik von Schütz. Mit einem 
Exkurs zur ‘Figurenlehre.’” Schütz-Jahrbuch 4-5 (1982/83): 39-49. 

Küster, Konrad. “Gabrieli und Schütz: Die Frage des Instrumentalen in Schütz' frühen 
Werken.” Schütz-Jahrbuch 19 (1997): 7-20. 

Lewis, Maggie. “The Sacbut, Instrument of Kings (Once You Get Used to It).” ITA 
Journal 10, no. 2 (April 1982): 12-13. 

Lichtenberger, Eva. “Symposium ‘A Tasteninstrumente der Schütz-Zeit und ihre 
Musik.’” Die Musikforschung 53 (2000): 297-98. 

Marcuse, Sybil. Musical Instruments, a Comprehensive Dictionary. The Norton Library. 
NY: Norton 1964, 1975. 

Mattfeld, Victor H. “The Use of Instruments in the Music of Heinrich Schütz.” The 
American Organist 22 (Mar 1988): 65-69. 

Mersenne, Marin. Harmonie Universelle: The Books on Instruments. Translated by Roger 
E. Chapman. The Hague, The Netherlands: Martinus Nijhoff, 1957. 

Miller, Frederick Staten. “The Use of the Trombone in the Music of Heinrich Schütz.” 
DMA diss., University of Iowa, 1974. 

Munrow, David. Instruments of the Middle Ages and Renaissance. London: Oxford 
University Press, 1976. 

Overton, Friend Robert. “Aspekte der Verwendung des Zinken bei Heinrich Schutz.” Alte 
Musik als asthetische Gegenwart, vol. 2. (Kassel: Bärenreiter, 1987): 427-39. 

Praetorius, Michael. The Syntagma musicum II (1618), De Organographia, Parts 1 and 
2. Translated by Harold Blumenfeld. Vaduz, Liechtenstein; New York: Bärenreiter, 
1962. 

Roberts, James E. “Works with Trombone in the Alfred Einstein Collection of 16th and 
17th Century Instrumental Music: A Descriptive Catalog.” ITA Journal 12, no. 4 
(1984): 25-32. 

Schmid, Manfred Hermann. “Trompeterchor und Sprachvertonung bei Heinrich Schütz.” 
Schütz-Jahrbuch 13 (1991): 28-57. 



 

 

105

Steinbeck, Wolfram. “Der Instrumentalcharakter bei Schütz: Zur Bedeutung der 
Instrumente in den ‘Symphoniae sacrae.’” Schütz-Jahrbuch 9 (1987): 22-43. 

Svanberg, Carsten. “Danish Trombone Traditions.” ITA Journal 20, no. 2 (1992): 32-33. 

Whitwell, David. “Heinrich Schütz—His Music for Winds.” The Instrumentalist 22 
(August 1967): 63-68. 

On the German Music-Drama Tradition 

Aikin, Judith P. “Creating a Language for German Opera: The Struggle to Adapt 
Madrigal Versification in Seventeenth-Century Germany.” Deutsche 
Vierteljahrsschrift für Literaturwissenschaft und Geistesgeschichte 62 (1988): 266-
289. 

Baselt, Bernd. “Actus musicus und Historie um 1700 in Mitteldeutschland.” In 
Proceedings of the Bericht uber den Internationalen Musikwissenschaftlichen 
Kongress, Leipzig 1966, edited by Carl Dahlhaus, Reiner Kluge, Ernst H. Meyer, and 
Walter Wiora, vol. 16. (Kassel: Bärenreiter; Leipzig VEB Deutscher Verlag fur 
Musik, 1970): 230-37. 

Duff, Robert Paul David. “The Baroque Oratorio Passion: A Conductor's Guide to 
Compositional Techniques and their Foundations.” DMA diss., University of 
Southern California, 2000. 

Hase, Karl. Miracle Plays and Sacred Dramas : A Historical Survey. Translated and 
edited by W.W. Jackson. Boston: Houghton, Mifflin, 1880. Photocopy Austin: 
BookLab, Inc., 1997. 

Loewen, Peter Victor. “‘Singing Men into Spiritual Joy’: The Rhetoric of Franciscan 
Piety in the Lyrics of the Late Medieval German Passion Play and Marienklage.” PhD 
diss., University of Southern California, 2000. 

Luppi, Andrea. “Music and Poetry in Vincenzion Martinelli’s “Lettere familiari e 
critiche.” In: International Review of the Aesthetics and Sociology of Music 19, no. 2 
(December 1988): 148-160. 

Mähder, Jurgen. “‘Banda sul palco’: Variable Besetzungen in der Buhnenmusik der 
italienischen Oper des 19. Jahrhunderts als Relikte alter Besetzungstraditionen?” Alte 
Musik als asthetische Gegenwart, vol. 2. (Kassel: Bärenreiter, 1987): 293-310. 

Massenkeil, Gunther. “Der Heiligen Drei König in der Musik.” In Festschrift für 
Winfried Kirsch zum 65. Geburtstag. Tützing, Germany: Schneider, 1996, 21-33. 



 

 

106

Rudwin, Maximilan J. A Historical and Bibliographical Survey of the German Religious 
Drama. Pittsburgh: University of Pittsburgh, 1924. 

Schneider, M. “Zum Weihnachtsoratorium von Heinrich Schütz.” In Theodor Kroyer 
Festschrift zum sechzigsten Geburtstage, am 9. September 1933: Überreicht von 
Freuden und Schülern, edited by Hermann Zenck, Helmut Schultz, and Walter 
Gerstenberg. Regensburg: G. Bosse, 1933: 140–43. 

Smither, Howard E. A History of the Oratorio, vol. 2: “The Oratorio in the Baroque Era: 
Protestant Germany and England.” Chapel Hill NC, 1977. 

Smoldon, William L., and Cynthia Bourgeault. The Music of the Medieval Church 
Dramas. London: Oxford University Press, 1980. 

Walker, Paul, ed. Church, Stage, and Studio: Music and Its Contexts in Seventeenth-
Century Germany. Ann Arbor MI: UMI Research Press, 1990. 

Weinhold, Karl. “Weihnachtsspiele und Lieder aus Süddeutschland und Schlesien." 
(Graz, 1870) In “Medieval Drama: Bibliography: German Plays.” Grove Music 
Online edited by L. Macy (Accessed 11 December 2003), 
<http://www.grovemusic.com> 

On the Publication and Dissemination of Weihnachtshistorie 

Blankenburg, Walter. Reviews of “Zwei bisher unbekannte Werke von Heinrich Schütz” 
and “Zwei Dialogkomponistionen von Heinrich Schütz in Neueausgabe.” Musik und 
Kirche 40 (1970): 287-88. 

Breig, Werner. “Neue Schütz-Funde.” Archiv für Musikwissenschaft 27 (1970): 59-72. 

_____. “Schützfunde und -zuschreibungen seit 1960. Auf dem Wege zur Grossen 
Ausgabe des Schütz-Werke-Verzeichnisses.” Schütz-Jahrbuch 1 (1979): 63-92. 

Dane, Werner. “Briefwechsel zwischen dem landgräflich Hessischen und dem 
kurfürstlich Sächsischen Hof um Heinrich Schütz (1614-1619).” Zeitschrift für 
Musikwissenschaft 17 (1935): 343-55. 

Drechsler, F A. “Ein unbekanntes Schreiben von Heinrich Schütz.” Zeitschrift für 
Musikwissenschaft 9 (1926-1927): 627-31. 

Fink, Hanns-Peter. “Ein bisher unbekanntes Gedicht von Heinrich Schütz in einer Schrift 
der Hofschule zu Kassel.” Schütz-Jahrbuch 11 (1989): 15-22. 



 

 

107

Gondolatsch, Max. “Richtiges und Falsches um einen Heinrich-Schütz-Brief.” Zeitschrift 
für Musikwissenschaft 15 (1932-1933): 428-31. 

Gottwald, Clytus. “Neue Forschungen zu den Kasseler Schütz-Handschriften.” Schütz-
Jahrbuch 12 (1990): 31-42. 

Jung, Hans Rudolf. “Ein neuaufgefundenes Gutachten von Heinrich Schütz aus dem 
Jahre 1617.” Archiv für Musikwissenschaft 18, no. 3/4 (1961): 241-47. 

_____. “Ein unbekanntes Gutachten von Heinrich Schütz über die Neuordnung der Hof-, 
Schul- und Stadtmusik in Gera.” Beiträge zur Musikwissenschaft (1962): 17. 

Kock, Klaus-Peter. “Die Schütz-Quellen im südlichen Ostseeraum vor dem Hintergrund 
der Rezeption mitteldeutscher protestantischer Kirchenmusik.” Schütz-Jahrbuch 24 
(2002): 31-46. 

Kolbuszewska, Aniela. “Schütz-Drucke in der Biblioteka Uniwersytecka Wroclaw.” 
Schütz-Jahrbuch 9 (1987): 119-122. 

Linfield, Eva. “A New Look at the Sources of Schütz’s Christmas History.” Schütz-
Jahrbuch 4-5 (1982-83): 19-38. 

Möller, Eberhard. “Neue Schütz-Funde in der Ratsschulbibliothek und im Stadtarchiv 
Zwickau.” Schütz-Jahrbuch 6 (1984): 5-22. 

_____. “Ein Waldenburger Inventarium als Schütz-Quelle.” Schütz-Jahrbuch 9 (1987): 
117-118. 

_____. “Die Wemarer Noteninventare von 1662 und ihre Bedeutung als Schütz-Quellen.” 
Schütz-Jahrbuch 10 (1988): 62-85. 

Moser, Hans Joachim. “Neues über Heinrich Schütz.” Acta musicologica 7, no. 4 (1935): 
146. 

_____. “Unbekannte Werke von Heinrich Schütz.” Zeitschrift für Musikwissenschaft 17 
(1935): 332-42. 

Robinson, Ray. “Heinrich Schütz's Passions and Historiae in Editions of the Late-
Nineteenth and Early-20th Centuries.” Schütz-Jahrbuch 12 (1990) 112-130. 

Silbiger, Alexander. “The Autographs of Matthias Weckmann: A Reevaluation.” In 
Heinrich Schütz und die Musik in Dänemark zur Zeit Christians IV. Edited by Anne 
Orbaek Jensen and Ole Kongsted. Copenhagen: Engstrom & Sodring, 1989, 117-144. 

Steude, Wolfram. “Das wiedergefundene Opus ultimum von Heinrich Schütz. 
Bemerkungen zur Quelle und zum Werk.” Schütz-Jahrbuch 4-5 (1982-83): 9-18. 



 

 

108

Walter, Horst. “Ein unbekantes Schütz-Autograph in Wolfenbüttel,” Musicae scientiae 
collectanea: Festschrift Karl Gustav Fellerer zum sibenzigsten Geburtstag am 7. Juli 
1972 (Cologne, 1973): 621. 

Watty, Adolf. “Bericht über neue Schütz-Quellen.” Schütz-Jahrbuch 14 (1992): 56-61. 

_____. “Neue Quellen zum Werk und zur Biographie von Schutz sowie zur 
Auffuhrungspraxis und Rezeption seiner Werke.” In Beitrage zur musikalischen 
Quellenforschung Bad Kostritz: Forschungs- und Gedenkstatte Heinrich-Schutz-
Haus, edited by Ingeborg Stein, Eckhard Roch, and Walburg Schulze. (Bad Köstrich, 
Germany: Kolloquien im Rahmen der Kostritzer Schutz-Tage, Bad Kostritz, 1988-
1990, pub. 1991): 40-51. 

General, Biographical, Analytical Information 

Abert, J. Piersig. “Das Weltbild des Heinrich Schütz.” Die Musikforschung 5 (1952): 
226. 

Berke, Dietrich. Heinrich Schütz: Texte, Bilder, Dokumente. Basel: Bärenreiter, 1985. 

Bernick, Thomas. “Heinrich Schütz on Modality.” PhD diss., University of Chicago, 
1979. 

Bittinger, Werner. Schütz Werke-Verzeichnis (SWV): Kleine Ausgabe, im Auftrag der 
Neuen Schütz-Gesellschaft. Translated by Edward Ileson. Kassel: Bärenreiter, 1960. 

Blume, Friedrich. “Heinrich Schütz After Three Hundred Years,” translated by Maurice 
Benn. Studies in Music 7 (1973): 1-9. Originally published as “Heinrich Schütz nach 
300 Jahren.” Neue Zürcher Zeitung, 5 November 1972. Reprint in Friedrich Blume, 
Syntagma musicologicum: Gesammelte Reden und Schriften 1962-1972. Edited by 
Anna Amalie Abert and Martin Runke. Kassel: Bärenreiter, 1963-73, vol. 2, 139-47. 

Breig, Werner. “Zum Parodie verfahren bei Heinrich Schütz?” Musica 26, no. 1 (1972): 
17-20. 

Brodde, Otto. Heinrich Schütz: Weg und Werk. Kassel: Bärenreiter, 1972. 

Brunner, Renate. “Bibliographie des Schütz-Schrifttums 1951-1975.” Schütz-Jahrbuch 1 
(1979): 93-142. 

_____. “Bibliographie des Schütz-Schrifttums 1926 -1950.” Schütz-Jahrbuch 3 (1981): 
64-81. 



 

 

109

_____. “Bibliographie des Schütz-Schrifttums 1672-1925.” Schütz-Jahrbuch 6 (1984): 
102-126. 

_____. “Bibliographie des Schütz-Schrifttums 1976-1985.” Schütz-Jahrbuch 11 (1989): 
104-130. 

_____. “Bibliographie des Schütz-Schrifttums 1986-1995.” Schütz-Jahrbuch 23 (2001): 
123-150. 

Edler, Arnfried. “Heinrich Schutz: Sein Leben im Werk und in den Dokumenten seiner 
Zeit. I: Auf dem Wege zum Hofkapellmeister 1585-1628.” Review in Die 
Musikforschung 40 (1987): 271-72. 

_____. “Schutz, der Hofkapellmeister.” Alte Musik als asthetische Gegenwart 1. (Kassel: 
Bärenreiter, 1987): 78-85. 

Einstein, Alfred. “Heinrich Schütz.” Kassel: Bärenreiter, 1928. 

Frandsen, Mary E. “Allies in the Cause of Italian Music: Schütz, Prince Johann Georg II 
and Musical Politics in Dresden.” Journal of the Royal Musical Association 125 
(2000): 1-40. 

Geck, Martin. “Ein textbedingter Archaismus im Werke von Heinrich Schütz.” Acta 
musicologica 34, no. 3 (1962): 161-63. 

Gregor-Dellin, Martin. Heinrich Schütz: Sein Leben, sein Werk, seine Zeit. Munich: 
Piper, 1984. 

Gudewill, Kurt. “Zum Verhältnis von Sprache und Musik im Werk von Heinrich 
Schütz.” Schütz-Jahrbuch 13 (1991): 5-27. 

_____. “Das sprachliche Urbild bei Heinrich Schütz, und seine Abwandlung nach 
textbestimmten und musikalischen Gestaltungsgrundsätzen in den Werken bis 1650.” 
In Bekenntnis zu Heinrich Schütz. Edited by Adam Adrio. Kassel, 1954, 65-68. 

Gudewill, Kurt, and Bittinger, Werner. “Schütz, Heinrich,” In Die Musik in Geschichte 
und Gegenwart: Allgemeine Enzyclopädie der Musik. Edited by Friedrich Blume, vol. 
12. (Kassel, Basel, London, New York: Bärenreiter, 1965): 202-226. 

Henning-Supper, Uta. “Choral Music by Heinrich Schutz [sic].” Dolmetsch Foundation 
Bulletin 18 (October 1971): 10-11. 

Hermelink, Siegfried. “Rhythmische Struktur in der Musik von Heinrich Schütz.” Archiv 
für Musikwissenschaft (1959): 378. 



 

 

110

Kobuch, Agatha. “Neue Aspekte zur Biographie von Heinrich Schütz und zur Geschichte 
der Dresdner Hofkapelle.” In Jahrbuch Peters 8 1987, 55-68; and in Jahrbuch Peters 
1985, 63. 

Kunze, Stefan. “Rhythmus, Sprache, musikalische Raumvorstellung: Zur 
Mehrchörigkeite Giovanni Gabrielis.” Schütz-Jahrbuch 3 (1981): 12-23. 

Linfield, Eva. “Formal and Tonal Organization in a 17th-Century Ritornello/Ripieno 
Structure.” Journal of Musicology 9 (1991): 145-164. 

_____. “Modal and Tonal Aspects in Two Compositions by Heinrich Schütz.” Journal of 
the Royal Musical Association 17 (1992): 88-122. 

_____. “Modulatory Techniques in Seventeenth-Century Music: Schütz, a Case in Point.” 
Music Analysis 12 (1993): 197-214. 

Linfield, Eva, and Joshua Rifkin. “Heinrich Schütz.” (work list with Derek McCulloch, 
bibliography with Stephen Baron). New Grove Dictionary of Music and Musicians, 
2d ed., Stanley Sadie, ed. London: MacMillan Press, 2000. 

Märker, Michael. “Die protestantische Dialog-komponisten in Deutschland zwischen 
Heinrich Schütz und Johann Sebastian Bach, eine stilkritische Studie.” Die 
Musikforschung 51 (1998): 103-04. 

Mendel, Arthur. Preface to A German Requiem (Musicalische Exequien), by Heinrich 
Schütz. New York: G. Schirmer, 1957. 

Möller, Eberhard. “Die Nachkommen von Heinrich Schütz,” Schütz-Jahrbuch 10 (1988): 
41-49. 

_____. “Heinrich Schütz als Pate.” In Schütz-Jahrbuch 11 (1989): 23-31. 

_____. “Schütziana in Chemnitz, Freiberg und Schneeberg” Schütz-Jahrbuch 13 (1991): 
56-90. 

Moser, Hans Joachim. Heinrich Schutz: A Short Account of the Life and Works of the 
First German Classical Composer. Translated by Derek McCullough. London: Faber 
and Faber; New York: St. Martin's: 1967. 

_____. Heinrich Schütz: His Life and Work. Translated from the 2d rev. ed. by Carl F. 
Pfatteicher. St. Louis: Concordia, 1959. 

_____. “Heinrich Schütz. Gedenkrede, gehalten in der Ortsgruppe Halle der DMG am 17. 
November 1922.” Zeitschrift für Musikwissenschaft 5 (1922-1923): 65-74. 



 

 

111

Music, David W. “Three Settings of the Christmas History.” Journal of Church Music 
29, no. 10 (December 1987): 6-8. 

Naylor, E W. “Some Characteristics of Heinrich Schütz.” Proceedings of the Musical 
Association (1905-1906): 23. 

Paert, Arvo. “God and Gospel: Passio Domini Nostri Iesu Christi Secundum Iohannem,” 
review by Wilfrid Mellers. Contemporary Music Review 12, no. 2 (1995): 35-48. 

Patrick, Robert Lee. “A Computer-Based Thematic Index to the Works of Heinrich 
Schütz.” DMA diss., Music Education, University of Kentucky, 1971. 

Petzoldt, Richard. Heinrich Schütz und seine Zeit in Bildern. Kassel: Bärenreiter, 1972. 

Porter, Andrew. “Schütz,” The Musical Times CIX, no. 1 (1968): 54ff. 

Rifkin, Joshua. “Heinrich Schütz; Auf dem Wege zu einem neuen Bild von 
Persönlichkeit und Werk.” Schütz-Jahrbuch 9 (1987): 5-21. 

_____. North European Baroque Masters: Schütz, Froberger, Buxtehude, Purcell, 
Telemann. Composer Biography Series. London: Macmillan, 1985. 

_____. “Schütz and Musical Logic.” The Musical Times 113 (1972): 1067-70. 

_____. “Schütz—Weckmann—Kopenhagen: Zur Frage der zweiten Dänemarkreise.” In: 
Von Isaac bis Bach—Studien zur alteren deutschen Musikgeschichte: Festschrift 
Martin Just zum 60. Geburtstag. Kassel: Bärenreiter, 1991, 180-188. 

_____. “Toward a New Image of Heinrich Schütz.” Paper presented at 28th International 
Heinrich Schütz Festival, 4-6 March 1983, at Westminster Choir College, Princeton, 
NJ. 

_____. “Whatever Happened to Heinrich Schütz?” Opus I, no. 6 (October 1985) 10-14, 
49. 

Robinson, Ray. “The Opus Ultimum: Heinrich Schutz's Artistic and Spiritual Testament.” 
Five Centuries of Choral Music: Essays in Honor of Howard Swan. Stuyvesant: 
Pendragon, 1988, 217-32. 

Schütz, Heinrich. Neue Ausgabe sämtlicher Werke. Edited by Werner Bittinger, Werner 
Breig, Wilhelm Ehmann, et al, 40 vols. Kassel: Bärenreiter, 1955-1990. 

Silbiger, Alexander. “Monteverdi, Schütz and Weckmann: The Weight of Tradition.” In 
Proceedings of the Weckmann Symposium Göteborg, 30 August-3 September. 
Göteborg: Göteborg University, 1993: 123-139. 



 

 

112

Skei, Allen B. Heinrich Schütz: A Guide to Research. Garland Reference Library of the 
Humanities, no. 272. New York: Garland, 1981. 

Smallman, Basil. The Music of Heinrich Schütz, 1585-1672. Mayflower Music Guides. 
Leeds: Mayflower Enterprises, 1985. 

_____. Schütz. The Master Musicians series. Oxford; New York: Oxford University 
Press, 2000. 

Spagnoli, Gina. “Dresden at the Time of Heinrich Schütz.” In The Early Baroque Era: 
From the Late 16th Century to the 1660s, 164-184. Englewood Cliffs: Prentice-Hall, 
1994, 164-84. 

Spagnoli, Gina, ed. Letters and Documents of Heinrich Schütz, 1656-1672: An Annotated 
Translation. Studies in Music, no. 106. Ann Arbor, MI: UMI Research Press, 1990. 

Steinbeck, Wolfram. “Zum Stand der Schütz-Analyse.” Schütz-Jahrbuch 12 (1990): 43-
58. 

Tellart, Roger. Heinrich Schütz, l'Homme et son Oeuvre. Musiciens de tous les temps, no. 
38. Paris: Seghers, 1968. 

Walker, Diane Parr, and Paul Walker. German Sacred Polyphonic Vocal Music between 
Schütz and Bach: Sources and Critical Editions. Detroit Studies in Music 
Bibliography, no. 67. Warren MI: Harmonie Park Press, 1992. 

Wiebe, George David. “The Musikalische Exequien of Heinrich Schütz: A Conductor's 
Analysis for Performance.” DM diss., Indiana University, 1980. 

Performance Practice 

Aldrich, Putnam. “The ‘Authentic’ Performance of Baroque Music.” In Essays on Music 
in Honor of Archibald Thompson Davison by His Associates. (Cambridge: Harvard 
University, 1957): 161-171. 

Carter, Stewart. A Performer's Guide to Seventeenth-Century Music. New York: 
Schirmer, 1997. 

_____. “The String Tremolo in the Seventeenth Century.” Early Music 9 (1991): 42-59. 

Clark, J. Bunker. “The A Cappella Myth.” Choral Journal 9, no. 4 (January-February 
1969): 28-31. 



 

 

113

Constantini, F.P. “Über die Ausführung des Falsobordone in der Auferstehungs-Historia 
von Heinrich Schütz.” Musik und Kirche 10, no. 7 (1977): 55–61. 

Donington, Robert. Baroque Music: Style and Performance, A Handbook. New York, 
London: WW Norton, 1982. 

Edwards, Jon Michele. “Performance Practice in the Polychoral Psalms of Heinrich 
Schütz.” DMA diss., University of Iowa, 1984. 

Eggebrecht, Hans Heinrich. “Musikalische Analyse (Heinrich Schütz).” Zbornik-
Musicologica Annual 8 (1972): 17-39. 

Ehmann, Wilhelm, “Heinrich Schütz in unser musikalischen Praxis.” In Bekenntnis zu 
Heinrich Schütz. Edited by Adam Adrio. (Cassel, 1954): 32. 

Fromme, Arnold. “Performance Technique on Brass Instruments during the Seventeenth 
Century.” Journal of Research in Music Education vol. 20, no. 3 (1972): 329-43. 

Grout, Donald Jay. “On Historical Authenticity in the Performance of Old Music.” In 
Essays on Music in Honor of Archibald Thompson Davison by His Associates. 
Cambridge: Harvard University, 1957, 341-47. 

Hill, John. “Performance Practice of the 16th, 17th, and 18th Centuries: A Few Practical 
References for the Trombonist.” ITA Journal 9 (1981): 20-23. 

Küster, Konrad. “Schütz und die Orgel. Überlegungen zum Organistenstand in 
Deutschland und Italien um 1600.” Schütz-Jahrbuch 22 (2000): 7-16. 

Leonard, Charlotte. “Selected Discography of 17th-Century Sacred Music for Trombone 
and Voices.” ITA Journal 27, no. 2 (1999): 22-25. 

Neumann, Frederick. “The Use of Baroque Treatises on Musical Performance.” In Essays 
in Performance Practice, 1-9. Ann Arbor, MI: UMI Research Press, 1982. First 
published in Music and Letters 48 (1967): 315-24. 

Orga, Ates. “As Schütz Intended.” Music and Musicians 19 (September 1970): 61-2. 

Pincherle, Marc. “On the rights of the Interpreter in the Performance of 17th- and 18th-
Century Music,” translated by Isabelle Cazeau, The Musical Quarterly XLIV, no. 2 
(1958), 145-66. 

Voß, Peter L. “Weihnachten mit Schütz,” review in Musik und Kirche 56, no. 5 (1986): 
262-64. 

Weiland, Josef. “Heinrich Schütz: Weihnachtshistorie SWV 435; Michael Praetorius: 4 
Motetten aus ‘Polyhymnia Caduceatrix et Panegyrica’ (1619),” review in 



 

 

114

"Schallplatten" of recording by Tavener Consort, Choir, and Players, Andrew Parrott, 
conductor. Neue Zeitschrift für Musik 149 (April 1988): 63. 

Whitten, Lynn. “Integrity in the Teaching and Performing of Choral Music.” Five 
Centuries of Choral Music: Essays in Honor of Howard Swan (Stuyvesant: 
Pendragon, 1988): 35-47.

 




