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Abstract 

 Biographical and musical evidence drawn from the life and works of Michael Praetorius 

strongly suggests that he not only was a religious man, but also possessed a deep personal 

Christian faith. Praetorius desired and worked to promote the worship of God with his intellect, 

musical craft and skills. His ideas about heaven and heavenly worship are portrayed in his 

literary writings, in the artistic depictions on the covers of his musical works, and in his musical 

compositions. He incorporated alternatim and echo techniques in his musical works to imitate 

angelic worship.To Praetorius, the worship of God in the Lutheran services was preparation for 

eternal heavenly worship. In his Syntagma Musicum I and other writings and prayers, Praetorius 

put forth his theology of music, expressing the importance and purpose of musical worship in the 

Christian church. His self-authored hymn texts reveal the depth and strength of his personal 

relationship with God, and his dependence upon Jesus Christ. Analysis of three of his musical 

works gives evidence of his faith. Das ist mir Lieb, his setting of Psalm 116, enhances and 

depicts the sacred text through text painting, text repetition, and instrumental sinfonias which 

invite contemplation. He imitated heavenly worship through his use of the alternatim style in his 

setting of a Martin Luther chorale, Jesajah dem Propheten (#33), which appears in Polyhymnia 

Caduceatrix et Panegyrica (1619). In O Lamm Gottes unschuldig (#18) from the same 

collection, Praetorius emphasizes Christ’s innocence as well as his suffering as the lamb who was 

“slaughtered” for mankind’s sin. He sets the chorale for four solo boys’ voices, suggesting the 

vulnerability of a lamb. Praetorius’s musical settings, writings, and cover titles all strongly 

evince a deep faith in God.  
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Chapter One. Introduction 

	 Michael Praetorius was born on September 27 or 28, 1571 in Creuzburg, Germany, and 

died at Wolfenbüttel, Germany on February 15, 1621.   As a composer, organist, theologian, and 1

music theorist active at the time of the Protestant Reformation, he had a tremendous impact on 

Lutheran worship during his lifetime and beyond. Since his career spanned from the late 

Renaissance throughout the early decades of the Baroque era, Praetorius composed works that 

represent a variety of compositional styles: the Italian/German imitative style, the homophonic 

chorale harmonization style, the Italian polychoral style, and the chorale concerto style.   The 2

Lutheran chorale was the foundation of many of his musical compositions, which were 

performed in Lutheran worship services. He is known to have composed over twelve hundred 

musical works, including the sixteen volumes of Musae Sioniae (hymn harmonizations and 

imitative settings); the fifteen volumes of Polyhymnia (motets, chorale concertos and polychoral 

works); and the nine volumes of instrumental dance music, Terpsichore.  Furthermore, he is 3

thought to have influenced the leading composer of the eighteenth century, Johann Sebastian 

Bach, who owned a copy of the three volumes of the Syntagma Musicum, and had a picture of 

Praetorius on his wall.  4

  Although the traditionally accepted birthdate of Michael Praetorius was February 15, 1571, recent 1

scholarship by Nathaniel Biebert suggests with strong evidence that the accurate birthdate is September 27 or 28, 
1571. This information appears in Appendix II of Siegfried Vogelsänger, Heaven Is My Fatherland: The Life and 
Work of Michael Praetorius, trans. and ed. by Nathaniel J. Biebert (Eugene OR: Schott Music, 2020), 139. 

  Carl Schalk, Music in Early Lutheranism: Shaping the Tradition (1524–1672)  (St. Louis: Concordia 2

Publishing House, 2001), 93–113.

	  Michael Praetorius, Gesamtausgabe der Musikalischen Werke, vol. 15, ed. Friedrich Blume 3

(Wolfenbüttel: G. Kallmeyer, 1928-40).

  Because the portrait of Praetorius was in a frame while other portraits were not, researchers conclude that 4

it was hanging on the wall in J.S. Bach’s home. Leaver, “Michael Praetorius, the Gotha ‘Cantional,’ and Johann 
Sebastian Bach,” in Michael Praetorius: Vermittler Europäischer Musiktraditionen um 1600, ed. by Susanne Rode-
Breymann and Arne Spore (Hannover: Georg Olms, 2011), 240-241.
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 Most of Praetorius’s career was spent at the Brunswick-Wolfenbüttel court, where he was 

supported financially by his first major patron, Duke Heinrich Julius (1564–1613), and 

subsequently by the duke’s son, Duke Friedrich Ulrich (1591–1634). After Julius died, Praetorius 

traveled to various German courts and churches preparing music for Lutheran worship services 

and festivals. He arranged and adapted his compositions specifically to suit the musical forces 

and traditions at each location.  Praetorius, along with other early Lutheran composers, set 5

liturgical texts in German and Latin, both of which were in use in most German Lutheran 

congregations at the time.  6

 Praetorius was raised and trained to be a theologian  and he was always regretful of the 7

fact that he never became one. This was noted in the funeral eulogy for the composer delivered 

by Magister Petrus Tuckermann:  

This Capellmeister who has died in God is the descendant of blessed parents and 
forbears, because his father and grandfather were preachers who served the church a long 
time; likewise his brothers and relatives, many of whom followed the same calling. He 
himself also showed a great inclination toward it, and often regretted that he never 
dedicated his own life to the ministry.   8

 We find, however, that he actually did serve as a theologian in regard to Christian 

worship. Dr. Margaret Boudreaux (b. 1952), whose doctoral thesis focuses on Praetorius’s 

	  “Because he wished to touch a wide audience with his spiritually inspired choral singing, Praetorius 5

strove to make his music accessible to diverse communities, from sophisticated chapel to ‘schools and town 
churches.’ Knowing trained soloists and large forces might not be available, he encouraged adaptations as needed.” 
This information comes from Dr. Margaret Boudreaux, whose forthcoming publication, Good-Hearted Cantor, is 
anticipated in 2021. Dr. Boudreaux has kindly communicated portions of this forthcoming publication to me through 
email.

	  Robin Leaver, Luther’s Liturgical Music: Principles and Implications (Grand Rapids: William B. 6

Eerdmans, 2007), 294.

	  Vogelsänger, Heaven Is My Fatherland, l0-11.7

	  David Susan,“Michael Praetorius Creuzbergensis — The Man, the Musician, the Theologian: An 8

Introduction” (M.Div. Thesis, Concordia Seminary, St. Louis, 1971), 6.
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Polyhymnia motets,  has argued that Praetorius was a deeply religious person, and she has 9

presented evidence in support of this thesis in a number of publications.  She asserts that he was 10

passionate about his faith and attempted to fulfill his desire to be a pastor through his role as a 

church music leader. She explains: “Creating, performing, teaching, and publishing treatises on 

music became the platform upon which Praetorius could pursue his pastoral zeal as well as 

express his deeply held personal piety.”  The nature of his faith may be inferred from a variety 11

of textual, iconographical, and musical evidence, including analysis of three of his musical 

works: Das ist mir Lieb, his setting of Psalm 116, and two chorale settings from his collection 

Polyhymnia Caduceatrix et Panegyrica, Jesajah dem Propheten (#33) and O Lamm Gottes 

unschuldig (#18).  

  

 Biography and Milieu  

 The composer Michael Praetorius was the third son of a Lutheran pastor named Michael 

Schultze. “Praetorius” is the Latinized version of “Schultze,” meaning “magistrate.” Praetorius 

had a rich heritage in the Lutheran faith. His father was trained by Martin Luther (1483-1546) 

himself in Wittenberg,  the birthplace of the Reformation. His two older brothers Andreas and 12

	  Margaret Boudreaux, “Michael Praetorius’s Polyhymnia Caduceatrix et Panegyrica (1619): An Annotated 9

Translation” (DMA thesis, University of Colorado, Boulder, 1989). 

	  Margaret Boudreaux, “Practical Performance Practice for the ‘Good-Hearted Cantor’ 10

(Then and Now) According to Michael Praetorius,” Choral Journal 40, no. 2 (September 1999): 17-24; “The 
Lasting Legacy of Michael Praetorius’s Passionately Practical Pedagogy,” in Kontinuitäten und Wendepunkte der 
Wolfenbütteler Hof- und Kirchenmusik: Dokumentation des Siegfried-Vogelsänger-Symposiums 24. Juni 2016, 
Herzog August Bibliothek, edited by Gerhard Aumüller (Hannover: Institut für Musikpädagogische Forschung der 
Hochschule für Musik, Theater und Medien Hannover, 2017), 227-245; “Support in Trying Times: Michael 
Praetorius and Duchess Elisabeth of Braunschweig-Wolfenbüttel,” Choral Journal 58, no. 9 (April 2018): 22-33. 

	  Boudreaux, “The Lasting Legacy,” 231.11

	  Carl Schalk, Music in Early Lutheranism, 94.12
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Johannes also were pastors:  Andreas was a pastor and professor of theology at the Viadrina am 13

Frankfurt (Oder),  a university founded in 1498 by Elector Joachim I Nestor as the first 14

principal university of the Margraviate of Brandenburg. The Schultze family was connected to 

Johann Walter (1496-1570),  who was Martin Luther’s musical assistant, and who collaborated 15

with him in writing the music for the Lutheran Deutsche Messe (German Mass) of 1526. Walter 

was a colleague of Praetorius’s father; both men taught at the Latin School in Torgau. As a 

pastor, Praetorius’s father held deeply felt doctrinal convictions regarding Lutheran thought and 

practice, some of which were controversial. This led to strife in his pastoral career, and caused 

him to have to relocate to various church positions with his family.  16

 In 1573 the family moved from Creuzburg to Torgau. Praetorius attended the Latin school  

there and was taught music by Michael Voigt (1526-1606), who was Johann Walter’s successor 

and former pupil.  Praetorius’s classmate claimed that Voigt instilled a great interest in music in 17

his students.  When Praetorius was between twelve and fifteen years old, he went to live with 18

his brother Andreas in Frankfurt so he could begin a course of study in theology at the Viadrina. 

During this time in Frankfurt, he began the study of organ (before that time he was mostly self-

taught).  In later years, Praetorius regretted that he had not advanced his musical skills in his 19

  Ibid., 5.13

  Susan, “Michael Praetorius Creuzbergenesis,” 5.14

	  Praetorius referred to Johann Walter as the “master of choral music to the elector of Saxony,” 15

Michael David Fleming, “Michael Praetorius, Music Historian: An Annotated Translation of Syntagma Musicum 
I” (PhD diss., Washington University, St. Louis, 1979), 309. “Walter was the ‘first cantor of the Lutheran church.’ ” 
Jonathan Swett, “Johann Walter,” Lutheran Reformation (April 24, 2016), lutheranreformation.org (accessed 
6/17/2021). 

  Susan, “Michael Praetorius Creuzbergensis,” 4.16

  Ibid., 5.17

	  Ibid. 18

  Ibid, 6.19

http://lutheranreformation.org
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early years, as he had to compensate for this lack in his working career. It is unknown if this was 

due to a lack of opportunity, or to his own choices in neglecting opportunities to advance his 

musical abilities.  

 As Praetorius biographer Siegfried Vogelsänger describes, “It did not take long before his 

[Praetorius’s] adolescent life in Frankfurt was overshadowed by deeply affecting events.”  His 20

brother Johannes died in 1585, and his other brother Andreas died just two years later.  As a 21

result, Michael had to support himself. He took a position as organist for the Marienkirche in 

Frankfurt and stayed for three years. He likely continued his theology studies in Helmstedt, in 

1590-91.   In 1595, at 24 years of age, he entered the service of Duke Heinrich Julius of 22

Brunswick-Wolfenbüttel as organist. He was promoted to Kapellmeister in 1604. Duke Heinrich 

Julius was known to love and support the arts. In 1603 Praetorius married Anna Lakemacher, and 

they had two sons. During these years at Wolfenbüttel, Praetorius composed nine installments of 

Musae Sioniae in the German Protestant chorale style, as well as Latin psalms, motets, and 

liturgical forms.  

 In 1613, Duke Julius died. His son and successor, Duke Friedrich Ulrich, did not value 

either Praetorius or his music. The funding for music in the chapel court was decreased; the 

Wolfenbüttel musical forces became smaller and salaries were reduced. The choir at the 

Wolfenbüttel court started to decline. As a result, Praetorius traveled to and worked at other 

German courts and churches that provided more support for musical forces, as he continued to 

   Vogelsänger, Heaven is My Fatherland, 13. 20

	  Susan, 5, cited from Arno Forchert, “Michael Praetorius," Die Musik in Geschichte und Gegenwart,  21

vol. 10, ed. F. Blume (Kassel & Basel: Bärenreiter, 1949-1951), col. 1561.

  Vogelsänger, Heaven is My Fatherland, 15.22
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write, prepare, and perform music for Lutheran worship services and festivals. During this time, 

the composer prepared and led church music in Dresden, Naumberg, Halle, Magdeburg, Leipzig, 

Nuremberg, and Bayreuth.  In these last years, he often collaborated and traveled with Heinrich 23

Schütz (1585-1672) and Samuel Scheidt (1587-1654).  24

 During the seven years between the death of Heinrich Julius and Praetorius’s own death, 

Praetorius spent two and a half years in Dresden as Kapellmeister “von Hause aus” (“away from 

home”), where he became increasingly familiar with the new Italian concerto style with its 

colorful array of voices and instruments. Here Praetorius worked with Heinrich Schütz, who had 

studied this style with Giovanni Gabrieli (c.1554/1557-1612) in Italy. This led to a new phase in 

Praetorius’s compositional career, as he began writing a number of large works that incorporated 

several distinct elements: traditional sixteenth-century counterpoint in the style of Orlande de 

Lassus (c. 1530/32-1594); Lutheran chorale tunes and texts; and the polychoral concerto style. 

Praetorius helped establish a new type of work, the “chorale concerto” (also referred to as 

“chorale cantata”), and published a number of cantatas that are included in his collection 

Polyhymnia caduceatrix et panegyrica  (The Peacemaking and Celebratory Polyhymnia). Two 25

of the three works included in this study are from this collection. 

 In 1620 Praetorius returned to Wolfenbüttel, but his appointment as Kapellmeister was 

not renewed. He died shortly thereafter, due to ill health or possibly because he was overworked. 

Praetorius already was well known at the time of his death. He was buried at the Heinrichstadt 

church. He left instructions that most of his wealth should be set up in a foundation to help the 

  Schalk, Music in Early Lutheranism, 105.23

  Ibid.24

  Michael Praetorius, Gesamtausgabe der Musikalischen Werke, vol. 17, ed. Friedrich Blume 25

(Wolfenbüttel: G. Kallmeyer, 1928). 
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poor. Arno Forchert notes that this act was a “beautiful testimony to the selflessness and good 

will he had demonstrated for a lifetime.”  26

 Reformation Music Foundations 

 Much of Praetorius’s musical output was composed to enhance Lutheran worship. Martin 

Luther died only twenty-five years prior to Praetorius’s birth, and the order and conduct of 

worship in the evangelical church was still coalescing during Praetorius’s lifetime. The 

widespread introduction of the German language into worship services was essential to the 

Lutheran expression of faith. In the early sixteenth century, individual believers had access to 

Luther’s Bible and other devotional writings in the vernacular, thanks to the development of the 

printing press. The Bible, its doctrines, ideas on faith, and songs of worship (Lutheran 

chorales),  were now accessible to the common person. The very first Lutheran songbook, 27

which was a choir book for four to five voices, was Johann Walter’s Geistliche Gesang Büchleyn 

of 1524.  The chorale settings in this collection are Tenorlieder, one of the most venerable of 28

German polyphonic traditions. 

 Robert Marshall, in his article “Chorale” in the New Grove Dictionary of Music, has 

identified various usages of the term “chorale,” according to era. Its general definition is “the 

congregational hymn of the German Protestant church service,” but in the sixteenth century the 

	  Susan, 14, from Arno Forchert, "Michael Praetorius," Die Musik in Geschichte und Gegenwart, Vol. X, 26

ed. F. Blume (Kassel & Basel: Bärenreiter, 1949-1951), Col. 1563. 

  The term “chorale” traditionally refers to the Protestant hymn, and not to the Catholic hymn.27

  Johann Walter, Wittembergisch Geistlich Gesangbuch von 1524 zu drei, vier und fünf Stimmen, Neue 28

Partitur-Ausgabe nebst Klavierauszug von Otto Kade, Aelterer Praktischer und Theoretischer Musikwerke 7 (Berlin: 
Trautwein, 1878), accessed 12 Aug. 2021. ks4.imslp.info/files/imglnks/usimg/d/d4/IMSLP273529-PMLP443984-
Wittembergisch_geistlich_Gesangbuch_von_1524.pdf
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term referred only to a simple tune and text. Since the eighteenth century, “chorale” more often 

refers to the harmonization of the tune, as in “Bach chorales” or “four-part chorales.”  The 29

earliest sixteenth-century chorales, with texts set to one-line melodies, were composed mostly by 

Martin Luther and Johann Walter. They were derived from two main sources: the chants and 

hymns of the Catholic Church, and the pre-Reformation, predominantly German, religious 

songs.  The Catholic chants and hymns were translated into German, and/or the tunes were 30

incorporated into chorales. Sometimes only the old text was used and was given a new melody, 

and sometimes the old tune was altered to the point of not being recognizable.  For example, 31

three chants translated by Luther were “Veni Redemptor genitum,” which became “Nun komm, 

der Heiden Heiland”; “A solis ortus cardine,” which became “Christum wir sollen loben schon”; 

and “Veni Creator Spiritus,” which became “Komm Gott Schöpfer, heiliger Geist.”  After an 32

initial period, however, the chorales took on a life of their own, and were no longer based on or 

connected to the Roman-Catholic chants. Many of the early chorales had irregular meters and 

modal melodies. The inflection of the text did not always fit well with the melodies. What was 

important, however, was the message, and the use of the German language. In 1524, many 

Lutheran songbooks were in use in various German cities.  Christopher Boyd Brown estimates 33

that there were more than two million prints of hymnals, songsheets, and other hymn-related 

  Robert L. Marshall, “Chorale,” Grove Music Online, 2001; Accessed 15 July 2021. 29

https://doi-org.ezproxy1.library.arizona.edu/10.1093/gmo/9781561592630.article.05652. 

	  Gustave Reese, Music in the Renaissance, rev. ed. (New York: Norton, 1959), 674.30

	  Ibid.31

	  Ibid.32

  Ibid., 678.   33
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materials circulating in sixteenth-century Germany.  As Kapellmeister, Praetorius not only 34

harmonized these chorale tunes for the congregation, but also created more elaborate settings for 

the choir, or for the combined choir and congregation. 

 As in the Roman Catholic tradition, trained choirs provided music for Lutheran worship 

services, although the Lutherans also encouraged congregational singing. German-texted songs 

were needed for the services for both choir and congregation. Luther created both Latin and 

German versions of the traditional mass texts that reflected his new theological teachings: the 

Formulae Missae in Latin in 1523, and then three years later, in 1526, the Deutsche Messe in 

German. Although there were distinct differences in the Reformational doctrine, the Formula 

Missae was similar to the Roman Catholic mass. The mass ordinary movements in the Deutsche 

Messe were often replaced with “substitute chorales,” which were German expansions of the 

original Latin versions. “Wir glauben all an einen Gott” (1524) replaced Credo, “Jesaja dem 

Propheten” (1526) replaced Sanctus, and “Christe du Lamm Gottes” (1528) or “O Lamm, Gottes 

unschuldig” was substituted for Agnus Dei.   The usage of Latin, however, remained in the 35

services for quite some time. Luther was not trying to do away completely with Latin, nor was he 

insisting that the churches use his liturgy. Gustav Reese explains: “As far as church music was 

concerned, he [Luther] insisted that texts be in the vernacular, so that the congregation could 

understand them and partake in their performance, but he did not object to retaining Latin for 

pedagogical purposes.”  These new liturgical forms were offered as a framework to be adjusted. 36

	  Christopher Boyd Brown, Singing the Gospel: Lutheran Hymns and the Success of the Reformation 34

(Cambridge, MA: Harvard University Press, 2005), 5.

	  Robin A. Leaver, “Luther, Martin,” Grove Music Online, 2001; Accessed 5 Oct. 2020. 35

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
omo-9781561592630-e-0000017219

	  Reese, Music in the Renaissance, 674.36
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Luther’s guidelines were quite flexible: (1) every service may be held entirely in Latin; (2) every 

service may be held entirely in German; or (3) for any portion of the Latin text a German prose 

translation may be substituted; (4) for any Latin or German prose text a German song may be 

substituted; (5) a German song may be added to any Latin or German prose text; (6) at certain 

places (before and after the sermon, and during the communion) a German song may be freely 

added.   This varied tradition in the Lutheran regions lasted in Germany for many years after.  37

Praetorius’s Musical Contribution to Lutheran Worship Services 

 In formulating music for German Lutheran worship, Praetorius played an important role 

in its development. He provided many settings and harmonizations, both in Latin and German, 

and was an important force in developing congregational worship. This change, however, 

progressed slowly as professional choirs had traditionally provided music for the worship 

services. The treble boy singers in such professional choirs were trained in Latin schools by 

Kapellmeisters, who prepared them and directed them in the services. Praetorius, as the 

Kapellmeister, provided instructions for congregational singing in the worship service: the 

chorale verses should be performed in alternation between the congregation and choir, and often 

he combined these forces together. Following his practice, the choir sang the 

“figural” (polyphonic) music, while the congregation sang the “choraliter” (chorale unison on 

melody) music. In early Lutheran practice, the organ did not accompany the singing of chorales; 

it was used to give the intonation and to play postludes, or to alternate with the singing of the 

	  Ibid., 682.37
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verses, as in Roman Catholic worship.  Praetorius was among the earliest composers to use the 38

organ and instruments to accompany both congregational singing and the choir. Sometimes he 

instructed soloists to sing a verse with the organ. He provided music for the services with 

beautiful, expressive, and artistic settings for the choir, and thus involved the congregation in the 

practice of corporate worship. 

 Praetorius played an important role in popularizing a new style of German sacred music 

in which the melody appeared in the soprano voice with lower parts harmonized in a similar 

rhythm. These pieces were called “cantionales.” Lucas Osiander is credited with being the first to 

publish a volume using this style in 1586, Fünfftzig geistlich Lieder und Psalmen.  Osiander 39

explained: “I have placed the chorale in the discant so that it is truly recognizable and every 

amateur can sing along.”  Praetorius was one of the first to write a significant number of  40

cantional settings, which increased congregational participation. He is important in popularizing 

this style by setting around 750 accessible cantionales,  many of which appear in Parts 5 41

through 8 of Musae Sioniae (1607-1610). Leonora Wagner states that his output of cantionales is 

so vast that they “form a complete hymn book for the seventeenth-century Lutheran choir to use 

in accompanying congregational singing.”  Finally, Gregory Johnston differentiated the music 42

	  “The use of the organ in the liturgical service of the early Lutheran Reformation differed in no significant 38

way from its use in the Roman service of the same period,” “[the organ within the Lutheran church] participated in 
the Introit and alternated with the singing at least in the Kyrie and Gloria in Excelsis.” Carl Schalk, Music in Early 
Lutheranism, 17;  “One of the primary functions of the organ during the sixteenth century was to substitute for the 
choir and give the choir the necessary pitches for the performance of the liturgical music.” Friedrich Blume, 
Protestant Church Music: A History (New York: W.W. Norton and Company, 1974), 130.

  Joseph Herl, Worship Wars in Early Lutheranism: Choir, Congregation, and Three Centuries of Conflict 39

(New York: Oxford University Press, 2008), 113.      

	  Ibid.40

  Leonora Wagner, “The Collaboration of Choir and Congregation in the Performance of the Music of 41

Michael Praetorius” (PhD diss., University of Southern California, 2012), 102.

	  Ibid.42
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of Schütz from that of Praetorius by noting that it was rare for the music of Schütz to involve the 

congregation on a participatory level.   43

	 This development of having the “tune in the top voice” has spiritual implications as well. 

The melodies and the metrical rhythms were more lively than chant, and more easily 

remembered. The common person could sing these songs of faith in their homes, and be edified 

by them. In the preface of his Musae Sioniae collection, Praetorius states that his purpose in 

creating this new style was so that the songs could be used as a type of Christian devotional. He 

explains:  

I therefore hope that these German psalms and songs, whose texts and melodies are 
familiar even to small children, scored in this way, might perhaps be just as agreeable to a 
few people as the Latin ones, especially since the chorale melody which is usually in the 
soprano part, can be easily and intelligibly heard and detected above the other parts, and 
can be imitated by each person when singing by himself after his devotion.   44

Additionally, in the same preface, he describes the effect of these melodies: “Therefore, choral 

melody pricks up the ears and focuses their [the hearers’] attention on the word of God, [giving] 

contemplation to the mind, emotion and firm devotion to the heart.”  In Syntagma Musicum I, 45

Praetorius reinforces this same idea: “Indeed, songs and poems, like certain succinct 

apophthegms, are easily committed to memory, adhere to the mind a very long time, and very 

quickly come to our aid, both on account of the brevity of the songs, and on account of the 

smoothness of their meters.”  46

	  Gregory Johnston, “The Concept and Creation of a Heavenly Space in the Music of Michael Praetorius,” 43

in Kontinuitäten und Wendepunkte der Wolfenbütteler Hof- und Kirchenmusik: Dokumentation des Siegfried-
Vogelsänger-Symposiums 24. Juni 2016, Herzog August Bibliothek, ed. Gerhard Aumüller (Hannover: Institut für 
Musikpädagogische Forschung der Hochschule für Musik, Theater und Medien Hannover, 2017), 176.

	  Translation by Nathaniel Biebert, in his edition of Vogelsänger’s Heaven is My Fatherland, 172.44

	  Michael David Fleming, “Michael Praetorius, Music Historian: An Annotated Translation of Syntagma 45

Musicum I, Part I” (PhD diss., Washington University, 1979), 64. 

  Ibid., 54.46
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	 In his work at the various churches and courts, Praetorius arranged and adapted his 

compositions specifically to suit the musical forces and traditions at each location. In his 

collection Musae Sioniae, in a number of instances he provides varied musical settings 

appropriate for specific German regions, and lists the region above the musical score. In his 

dedicatory epistle from Musae Sioniae V, he states: 

Since the melodies for many psalms and songs are also sometimes dissimilar and 
different in different countries and cities, I have likewise not let this escape my notice 
entirely. Insofar as I might have been aware of them, I subjoined and added the harmony 
of every location, in the confidence that, as each location might have opportunity to use 
them, this will not prove disagreeable to pious Christians.   47

This shows Praetorius’s adaptability and desire to create and share accessible music for worship 

services.  

	  Vogelsänger, Heaven Is My Fatherland, 173-174.47
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Chapter Two. Evidence of Praetorius’s Personal Faith 
  

 Syntagma Musicum I 

	 Praetorius reveals that he is truly knowledgeable both as a director of sacred music and as 

a theologian in his document Syntagma Musicum I, or Musicae Artis Analecta. This extensive 

musical treatise presents evidence relevant to the understanding of his faith, and in it Praetorius 

systemizes his theological approach to music. He provides commentary on the Lutheran liturgy, 

and gives background and justification for each of the many spoken and sung liturgical elements. 

He also provides instruction on the benefits and practice of psalm-singing, including a historical 

narrative of responsorial psalmody.  

  Syntagma Musicum I (further referred to as SM I) was translated from Latin into English 

and annotated by Michael David Fleming in 1979.  In the introduction, Fleming provides the 48

reason for his research: “[Praetorius] had ranged widely in search of information, and he did a 

commendable job in supporting his own point of view in regard to church music. For these 

reasons,  Syntagma Musicum I deserves more attention and closer study than it has received.     49

Because SM I is often described as a “theological treatise” and not a “musical treatise,” it has 

received little attention from music scholars. The article on Praetorius in Grove Dictionary of 

Music states: “The [first] volume of Syntagma Musicum I deals with religious music, its 

principles and its liturgical constituents. It is of real value only in its wealth of quotations from 

every period.”   Fleming, however, determined that it was of value if one wished to understand 50

	  Fleming,“Michael Praetorius, Music Historian.”48

	  Ibid., xxxiii.49

	  Walter Blankenburg and Clytus Gottwald, “Praetorius, Michael,” The New Grove Dictionary of Music 50

and Musicians, eds. Stanley Sadie and J. Tyrrell (Oxford Univ. Press, 2001), 13: 262.
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Praetorius's thinking about religious music, and he noted the repetition and persistence of 

Christian themes throughout SM I. He states “It is a mistake…to view Praetorius’ discussion [of 

psalmody] as purely descriptive or analytical; there is a strong undercurrent of propaganda in 

every chapter.”  Analysis of Praetorius's writings on music, hymn texts he authored, and his 51

polyphonic compositions demonstrate that there is good reason to accept Fleming's suggestion 

that SM I was designed as a tool for evangelism. 

 Researchers have suggested other possible motivations for the creation of SM I. The first 

is that it was a reaction to the reformers John Calvin (1509-1564), Ulrich Zwingli (1484-1531), 

and their followers who did not allow musical instruments in the church.  Calvin asserted that 52

“instrumental music inflames the passions,” and thus should be banned. Zwingli had removed all 

instrumental music in the churches in Zurich by 1525,  and a generation later Calvin allowed 53

only unaccompanied, unison metrical psalmody to be sung by the congregation in the reformed 

churches.  In SM I Praetorius states his disapproval of this teaching and practice, strongly 54

disagreeing with the practice of  limiting and excluding instrumental musical expression from 

worship. Robin Leaver additionally suggests another possible purpose for the writing of the SM 

I: to support the Lutheran reformers in their effort to completely separate from the Roman 

Catholic church. He says: “For some reformers, the new awareness of Biblical doctrine, together 

	  Fleming, “Michael Praetorius, Music Historian,” xv.51

	  Marion Lars Hendrickson, Musica Christi: A Lutheran Aesthetic (New York: Peter Lang, 2005), 55-63; 52

Zachary Alley, “Michael Praetorius’s Theology of Music in Syntagma Musicum I (1615): A Politically and 
Confessionally Motivated Defense of Instruments in the Lutheran Liturgy” (Master’s Thesis, Bowling Green State 
University, 2014), 11-40.

  Robin Leaver, “Christian Liturgical Music in the Wake of the Protestant Reformation” in Sacred Sound 53

and Social Change: Liturgical Music in Jewish and Christian Experience, ed. by Lawrence Hoffman and Janet 
Walton (Notre Dame, Indiana: Notre Dame Press, 1992), 126-127.

  Ibid. 54
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with the perception of the shortcomings of the contemporary church in the light of this doctrine, 

led them to conclude that the Reformation must mean a complete break with everything that the 

church of Rome stood for, especially with its liturgy and music.”   55

 Another reason for Praetorius to write SM I is possible. The treatise presents both 

Praetorius’s justification for the composition of sacred polyphony and his explication of the role 

played by the music director in the performance of sacred music. He gives a Biblical and 

historical narrative on worship music, defending his points with evidence from both the Bible 

and from the teachings of the early church fathers. He compares the work of the Levites in the 

Old Testament temple to the work of the Lutheran Kapellmeister. He states, 

I pray with devout prayers…that he may keep the practice of religion safe and intact, and 
that, with his grace and inspiration, you pursuing the goal before you with untiring zeal, 
unbroken constancy, and unconquerable piety, may defend the dignity of liturgical 
practice, extend its use, and as is fitting, that you may vigorously build the zeal of the 
church for its exercise, in faithfulness to your duty, both in speed…and against the 
despoilers and destroyers of organs and choirs.  56

In this statement, he promotes the worship of God, which is offered through music in the church. 

His thoughts and statements give support to church music leaders, instilling confidence by 

defending and justifying their role, and encouraging them to perform their duties with boldness. 

The message to church music directors is clear: you are performing a divine service; work with 

confidence, recognizing the importance of your work. 

 The theme of “concio et cantio” is prevalent in SM I. The terms have been loosely 

translated by scholars as “speech and song,” but Praetorius imbued them with religious and 

theological significance. “Concio” refers not just to any spoken word, but to the proclamation of 

	  Ibid.55

	  Fleming, “Michael Praetorius, Music Historian,” 28-29.56
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the words of God, including the scripture and its teachings, and the gospel message with its 

powerful implication to transform humanity. “Cantio” refers to the singing of words of worship 

and Biblical/doctrinal truth, and musical expression that is devoted to God. The significance of 

the phrase “concio et cantio” for Praetorius is that it embodies his belief that the proclamation of 

the spoken word in the church runs parallel to the music in the church, and that both are 

valuable.  Because the sacred words and prayers of response were of great importance to 57

Praetorius, the musical settings that bore these texts were therefore also important to him. His 

artistic and creative works that carried these words revealed that he valued the sacred texts 

intensely. He believed that the musical settings provided depth and insight to the sacred texts, 

and that the harmonies, rhythms and text-painting could invite the hearers to dwell on the words, 

driving the message more deeply into their hearts. To prolong and intensify the reflection of the 

text, Praetorius often used text repetition to stress the importance of specific texts to give a 

highlight or emphasis.  

 Regarding the liturgy, Praetorius provides historical justification for the exercise of public 

Christian worship by naming several ancient church leaders who were defenders and supporters 

of Christian liturgy, and crediting each with specific contributions. Additionally, he teaches that 

practicing the liturgy causes those outside the faith to have a good impression of Christianity: 

“Whatever is performed here with voices and instruments spreads the good repute of God, lives 

by confessing the sincerity of the Christian religion, and shows the true worship of God by 

supplication and praise.”   He recounts the Apostle Paul’s exhortation regarding music in the 58

  Fleming, “Michael Praetorius, Music Historian,” 4; also Margaret Boudreaux, “Michael Praetorius’s 57

Polyhymnia Caduceatrix et Panegyrica (1619): An Annotated Translation,” 35. 

  Fleming, 18-19.58
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liturgy, justifying its practice by citing the Biblical teachings found in Ephesians 5:18-19 and 

Colossians 3:16.  59

 Regarding psalmody, Praetorius gives a defense in SM I that is comparable to his defense 

of the liturgy. He provides a history of antiphonal psalmody, and traces the practice back to Old 

Testament days and to the Psalms of Ascents (numbers 120-134),  which were written in 60

antiphonal style. Giving further guidance and commentary on practicing psalm-singing, he says 

that the person who sings the psalms must believe what they are singing, and that they must sing 

“not with their voices, but with their hearts.”  He instructs that psalm-singing should be used 61

often and for many purposes, so that the psalms become personal prayers used for rising in the 

morning and going to sleep at night, in thanking God for food and drink, in bringing peace, 

forgiveness and restoration, in combatting fears and hardships, in easing work, in dying and 

mourning, and more. He lists a number of the benefits of psalm-singing, which include gaining 

courage in persecution, rousing the soul to bear fruits of divine goodness, soothing the emotions, 

warding off demons, and as a remedy for all life’s ills. He includes stories of those who have 

overcome great trials through psalmody. He states: “The singers, when reciting the divine words, 

receive God into their hearts, and thus, devotion to God is kindled by songs of this type.”  62

 Praetorius’s contemporaries set secular texts, but Praetorius did not. In SM I, he argues  

that sacred music is more valuable than secular, and states that he wants his music to serve the 

	  Ibid., 12. “But be filled with the Spirit, addressing one another in psalms and hymns and spiritual songs, 59

singing and making melody to the Lord with your heart” (Ephesians 5:18-19), and “Let the word of Christ dwell in 
you richly, teaching and admonishing one another in all wisdom, singing psalms and hymns and spiritual songs, with 
thankfulness in your hearts to God” (Colossians 3:16). English Standard Version (Wheaton, IL: Crossway, 2008).

  Psalm of Ascents, as numbers 120-134, are numbered according to the BDW (Book of Divine Worship, 60

following the Hebrew numbering system).

	  Fleming, 48.61

  Ibid., 47. 62
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Christian faith: “I trust that the talents turned away from the practice of secular art to a sacred use 

will begin to support and revere the ancient majesty of the church’s song, and its majestic 

divinity and Spirit-filled devotion, with a praiseworthy result for religion.”   63

 Praetorius answers the question “How important is worship music?” with the poignant 

thought:  

The highest and ultimate goal that he [the human being] has in common with the blessed 
angels consists on the one hand in searching for and getting to know the truth, and on the 
other in choosing virtue. The highest truth is closed theologically through the knowledge 
of God, the highest virtue through celebrating God in true worship.   64

To Praetorius, “celebrating God” in the act of worship is practicing the highest virtue. This 

practice assigns great value to sacred musical compositions and their performance, which were 

the vehicles of worship. Further, he speaks of the hearts of those entrusted to plan and prepare 

the liturgy, instructing that the liturgy must be pure, and practiced with integrity. To those 

entrusted to plan and prepare the liturgy, he gives a warning to have motives that are true and 

right: “So God surely turns away from a liturgy put together without faith and penitence, carried 

out in impiety and hypocrisy, and accordingly he, stirred up with righteous indignation, casts 

man into eternal reprobation and hides his face in silence.”  65

 A 2014 commentary on SM I appears in Jochen Arnold’s article “‘Concio et Cantio’— 

zur Theologie der Kirchenmusik in Michael Praetorius ‘Syntagma Musicum.’”  Arnold’s 66

primary discussion centers on Praetorius’s teaching on the use of instruments in the church, but 

	  Fleming, 22.63

	  Ibid., 4-5.64

	  Ibid., 9-10.65

	  Jochen Arnold, “‘Concio et Cantio’-zur Theologie der Kirchenmusik in Michael Praetorius’ ‘Syntagma 66

Musicum,’” in Singen, Beten, Musizieren: Theologische Grundlagen der Kirchenmusik in Nord- und 
Mitteldeutschland zwischen Reformation und Pietismus (1530-1750), ed. Jochen Arnold, Konrad Küster and Hans 
Otte (Göttingen: V & R Unipress, 2014), 35. 
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he also addresses larger questions concerning the religious and historical significance of SM I. 

One of the most fundamental of these questions is whether SM I is merely a historically bound 

document, one resulting from a seventeenth-century interdenominational struggle between 

traditional Lutherans and Reformers, or if it presents a "theology of music" that is still valid 

today and may be relevant to diverse denominations.   In light of Praetorius’s thought that 67

singing and playing worship music is “practicing the highest virtue,” and that musical worship is 

the counterpart to the spoken word in the church – the essence of his theology of music – the 

answer to Arnold’s question is “yes”: Praetorius’s theology of music asserts that musical worship 

is of utmost significance, and this is foundational to the practice thereof in any era and in any 

denomination. 

M.P.C. “Initialism,” Funeral Testimony, Woodcut Title Pages 

 Several other pieces of evidence reveal the faith of Praetorius. He formulated a dual 

usage of his initials, “M.P.C.” (Michael Praetorius [of] Creuzenberg) to denote the phrase “mihi 

patrem coelum” (“heaven is my fatherland”),  which he included in several of his writings and 68

title pages. Praetorius was a devout follower of Luther and Augustine of Hippo (354-440), often 

quoting their writings and prayers. He received an honorary appointment as Prior of the 

monastery at Ringelheim, which he held until he died.  Those who personally knew Praetorius 69

mentioned his vibrant faith. At his burial, preacher Peter Tuckermann compared Praetorius to the 

	  “Lässt sich dieses Werk auch über eine zeitgebundene Replik auf konfessionelle Streitigkeiten (primär 67

zwischen Lutheranern und Reformierten) hinaus verstehen, ja birgt es womöglich eine bis heute gültige inzwischen 
ökumenisch konsensfähige ‘Theologie der Musik’?”  Arnold, “Concio et Cantio,” 37.

  Vogelsänger, Heaven Is My Fatherland, 11.68

	  Susan, “Michael Praetorius Creuzbergensis,” 10, 13. 69
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Biblical figure Jacob with the following words: “Jacob overcame everything through persistent 

faith, prayer, and patience. So the Honorable Music Director also let these spiritual shields and 

weapons be entrusted to him, and I must give him this testimonial: If ever there was a house in 

this area in which prayers were diligently said, truly it was his.”  Magister Friedrich Hildebrand 70

wrote a tribute to Praetorius after he died. It read:  

The most fitting tribute, however, is also one of the shortest: To the pious departed 
Michael Praetorius Creuzburgensis…Prior of the Monastary at Ringelheim, in the Court 
of the Most Splendid Dukes of Brunswick and Lüneberg which is at Wolfenbüttel, Master 
of Choral Music, the Director and Master also of the Choirs of the King, Electors and 
Dukes, Advocate, Honorer, Pillar of Sacred Music, now at the age of forty-nine years on 
February 15 in the year of Christ 1621; his pious life ended by a pious death.  71

 Praetorius’s heavenly visions are artistically realized on the title pages (frontispieces) of 

his musical collections – they feature pictorial images of the music-making of angels and saints. 

These ink prints, made from woodcuts, were commissioned by Praetorius for his publications. 

He provided the iconography and texts that portrayed his visions and theology. Ulf Wellner 

explains:  

Works A-D were not only initiated by him [Praetorius], but also iconographically 
determined in detail. Creative freedom for the designers and form cutters was left almost 
only with regard to the elaboration. In the design of the synoptic woodcuts, all the 
fundamental tendencies of Praetorian creativity can be detected: systematic 
representation, encyclopedic [knowledge], variety of principle, instruction, expanding 
cast [of individuals], publication of foreign works, devotional literature, prayers, 
chronograms, subjects of antiquity.  72

	  Vogelsänger, Heaven Is My Fatherland, 165.70

	  Susan, “Michael Praetorius Creuzbergensis,” 62.71

  Ulf Wellner, “Die Titelholzschnitte der Praetorianischen Drucke: Ein unbekannter Teil im Schaffen des 72

MPC,” in Michael Praetorius: Vermittler Europäischer Musiktraditionen um 1600, ed. Susanne Rode-Breymann 
and Arne Spore (Hannover: George Olms, 2011), 65. The two woodcut prints discussed in this document are 
referenced by Wellner as “A” and “D,” Musae Sioniae cover title and Polyhymnia Caduceatrix et Panegyrica cover 
title, respectively.   
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 Wellner proposes that “the title woodcuts stand in a comprehensive context of Praetorian 

expression of faith.”   They include several statements and scenes of heavenly and earthly 73

worship. Christ, at the center and object of worship, is depicted as the Lamb of God. The 

Polyhymnia panegyrica title print depicts the wedding feast of the Lamb from Revelation 

19:7-10 (see Figure 1).  

 The Polyhymnia title, printed under the volume number, gives an invitation to join: 

“Venite ad nuptias agni ab initio mactati” (“Come to the wedding of the Lamb, who was slain 

from the foundation of the world”). The woodcut print gives a comprehensive overview of the 

meaning and themes of the feast. Praetorius is depicted kneeling before the cross of Christ with 

adjoining mottos that express his proclamation of faith, personal surrender, and devotion to 

Christ. The motto directly above the cross translates “My Love is crucified”; and the words 

inscribed on his left and right are “Give your servant the ability to die well if I am unable to live 

well, O Christ, you who are able to give both,” and “Come to my aid, O Christ, in the throes of 

death.”   The angels and saints, in this heavenly gathering, play various musical instruments in 74

celebration. 

 Nathaniel Biebert explains the meaning of the capital letters in “VenIte aD nVptIas agnI 

InItIo MaCtatI”: when the Roman numerals are extracted, they come out to MDCVVIIIIIII, or 

1617. The date below the illustration of Praetorius kneeling before the cross, however, is 1618. 

This discrepancy is thought to be a publishing error.  75

	  Ibid., 62.73

	  Vogelsänger, Heaven Is My Fatherland, 101.74

  Ibid. 75
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                                          Figure 1. Polyhymnia Panegyrica  Title Woodcut Print 76

  Michael Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume (Wolfenbüttel: G. 76

Kallmeyer, 1928). 
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 In the other woodcut depictions, additional facets of Praetorius’s faith are evidenced. A 

Bible verse from Psalm 118 that greatly inspired Luther, “I will not die, but live, and proclaim 

what the Lord has done for me,”  was important to Praetorius, who set this verse as a musical 77

canon and commissioned it to be included on his portrait page of his Musae Sioniae I musical 

collection.   The cover of his Musae Sioniae collection, which Praetorius reused for several 78

other music collections, displays the theme of joint or combined heavenly and earthly worship 

(see Figure 2). 

 In this depiction, three heavenly vocal and instrumental choirs worship in heaven, while 

at the same time three earthly vocal and instrumental choirs worship below. Each group 

expresses distinct and particular words of worship. Again, Christ is depicted as the Lamb of God, 

and the object of worship. The phrase “Ecce Agnus Dei” (“Behold, the Lamb of God”) also 

draws attention to Christ as the centerpiece. The depth of his Biblical knowledge and 

understanding is revealed in the many detailed images in the woodcut prints; in the Syntagma 

Musicum I  he discusses many of these same Biblical images. 

	  “Non moriar, sed vivam et narabo opera Domini. Cum morear, da mihi mori  morte pia et placida,”  77

Psalm 118:17. The verse was of such importance to Martin Luther that he had it inscribed on his bedroom wall. 
Mentioned and translated in Leaver, Luther’s Liturgical Music, 52. 

  Wellner, “Die Titelholzschnitte,” 61.78
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Figure 2. Musae Sioniae  Title Woodcut Print 79

  

  Michael Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume (Wolfenbüttel: G. 79

Kallmeyer, 1928).
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Partbook Prayers, Collection Prefaces, and Other Devotional Writings 

 Several prayers and confessions of faith authored by Luther, Augustine and other Church 

Fathers were included by Praetorius in the back of fifteen of his Polyhymnia Caduceatrix part 

books.   These writings are varied in length, theme and style. At the end of each one, he signs 80

his name with personal responses to the prayers and confessions, including “Come, Redeemer, 

Jesus Christ,” “The blood of Jesus Christ has redeemed us,” or “Come to my aid in distress, 

Christ Jesus.”  Praetorius scholar Nathaniel Biebert has affirmed that Praetorius’s comments 81

regarding his personal faith and devotion in the “Secundus Part Book” are completely his own 

and not taken from Luther, Augustine, or any additional source.  A question appears as to the 82

intention of the words written in each specific performer’s book. It is possible that Praetorius 

wanted to teach, exhort and comfort the performer while the book was in their possession. 

Through his devotional thoughts and prayer in the “Secundus Part Book,” Praetorius provides a 

simple explanation of his personal beliefs regarding his hope of eternal live, and encourages the 

reader to “carry Jesus in his heart.” Biebert’s translation of Praetorius’s text is as follows: 

The world will certainly perish: 
Those who are righteous God will deliver from evil. 
But the impious will be confounded. 
Come, Redeemer, Jesus Christ. 
“I am just about to come, and will not delay” [Habakkuk 2:3] 
Hairy  comets, stars, sun and moon bear witness to this: 83

Christ therefore will not tarry long. 
The dead in the earth he will resuscitate, 

  “He (Praetorius) was a devout follower of Luther.” Brewer, “The Polychoral Style,” 15. Biebert’s 80

translation in “Appendix IV E. Prayers from the Polyhymnia Caduceatrix Part Books,” in Vogelsänger’s Heaven Is 
My Fatherland: The Life and Work of Michael Praetorius, 189-200.

  Vogelsänger,  Heaven Is My Fatherland, trans. by Nathaniel Biebert, Appendix IV,  171-200.81

  Ibid., 190-191.82

  Biebert explains the abnormal use of the word “hairy”: “In Latin, comets were sometimes referred to as 83

‘hairy stars.’” Vogelsänger, Heaven Is My Fatherland, 191.
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That he may judge them all. 
The dead will suddenly rise again on that day; 
They will then have to give an account. 
But let the judgment not frighten those who are good. 
The pious believer will have life, 
For the pious are saved through faith alone. 
Christ has redeemed them with blood. 
He has elected them; they will therefore possess the kingdom of glory. 
To God alone and only let glory be rendered. 

Intervene, God, and have mercy on us. 
Let your tenderheartedness be shown upon us, 
Even as I have put my hope in you, Lord. 
He is wise who carries Jesus in his heart. 
My helper is Christ. 
Only to God be praise and eternal glory. 

My– 
–fatherland is heaven. 
–father is God. 
–brother is Christ. 
–comforter is the Spirit. 
–glory is the Trinity.  84

 Praetorius also expresses his religious beliefs and faith in lengthy prefaces to several of 

his collections, as well as in prefatory notes to some individual works. Harold Blumenfeld, who 

translated Syntagma Musicum II into English,  notes the pervasive theme of faith in Praetorius’s 85

literary style:  

Praetorius’s writing is marked by a universality of approach revealing a cultured mind 
with a markedly academic bent, and a fervent religiousness, manifested in passages 
which go far beyond the ordinary religious formulas proper to the written style of his 
time.  86

  Biebert’s translation in “Appendix IV E. Prayers from the Polyhymnia Caduceatrix Part Books,” in 84

Vogelsänger’s Heaven Is My Fatherland: The Life and Work of Michael Praetorius, 190-191.

  Michael Praetorius, The Syntagma Musicum of Michael Praetorius, vol. 2, De Organographia, ed. 85

Harold Blumenfeld (Kassel: Bärenreiter, 1962). 

  Ibid., v.86
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 Regnum coelorum (The Kingdom of Heaven) is a six-part didactic and devotional work 

referenced in Syntagma Musicum that Praetorius began but did not complete. It includes thoughts 

and teachings on the Christian faith, scriptures, and various prayers.  At the end of his musical 87

prefaces, Praetorius includes prayers. Additionally, he ends the Syntagma Musicum III preface 

with the (translated) words “O Jesus, I hope in you; let me never be confounded,”  which 88

evidences his personal faith. 

 In the Polyhymnia caduceatrix preface, Praetorius expresses his thoughts about the 

importance of music in worship both in heaven and on earth.  

Therefore I hear it said in jest, and yet not altogether untruthfully, "Whoever does not 
desire to be a musician and cares not for music, what does such a one hope to do in 
heaven?" For in heaven, when all government will have come to an end, and all external 
distinctions will cease, when there will be no more princes and princely offices, and when 
God will be all in all, then we will all, master and servant alike join with all who have 
been enlightened by the Holy Spirit, all who have loved and fostered Christian music, 
then, I say, we will all as heavenly princes, together with the holy angels and all the elect, 
patriarchs, kings, prophets and apostles, stand before the throne of the Lamb and 
participate in the unending, continuing Kantorei and with seraphim and cherubim intone 
the threefold Sanctus mentioned in Isaiah 6:3, and in Revelation 4:8, "Holy, Holy, Holy is 
the Lord of Hosts, etc." Then it will really become true that "Heaven and earth are full of 
Thy glory.”  89

Praetorius considers earthly worship to be a preparation for heavenly worship, and in the preface 

to Polyhymnia he encourages the development of singing skills before arrival in heaven: 

Although participation in the heavenly Kantorei will not come as a rich compensation for 
any preparation we might have made here below, yet it has been aptly said, "Illumined by 
the Holy Spirit we ought to begin to do here, however imperfectly, what we hope to do 
perfectly in heaven." For St. Paul writes in I Corinthians 13 that through illumination of 
the Holy Spirit, we ought to gain a partial knowledge of that which we hope to master in 

	  Susan, “Michael Praetorius Creuzbergensis,” 52. 87

  Praetorius, Syntagma Musicum III, trans. and ed. by Jeffery Kite-Powell (New York: Oxford University 88

Press, 2004), 10.

  Susan, “Michael Praetorius Creuzbergensis,” 44. 89
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heaven. Anyone who hopes to use his voice in praising God when he gets to heaven, 
ought to find joy and delight in praising God to the best of his ability while still here 
below.   90

Self-Authored Hymn Texts 

 Praetorius biographer Wilibald Gurlitt has identified three cantional settings with hymn-

texts written by Praetorius that are included in his Musae Sioniae collection.  These songs of 91

repentance, or Bußlieder, provide a glimpse of Praetorius’s intimate faith and understanding of 

the Christian life. The hymns, Ach Gott wem soll ich klagen (Vol. 7, #62), Mein Gott, mein Gott, 

O Vater Mein (Vol. 7, #66), and Ach wie weh ist meinem Herzen (Vol. 8, #90), tell of his personal 

struggles with sin and the redemption he found in Jesus Christ. All three settings express 

suffering of soul and repentance. With themes of sincere and simple faith, they are prayers in 

song that are pleas for God’s encouragement and help. Ach Gott wem soll ich klagen portrays a 

man who understands the depth of his own failures, yet acknowledges that he should trust Jesus 

with the words “He is my advocate, my intercessor.”  Praetorius acknowledges in the text that 92

he does not feel worthy “that your lovely Son has paid for me with his blood.”  He prays, “Be 93

my gracious Lord, lead me in your ways, protect me from sin and shame, avert the blows of the 

devil with your hand.”  In the second hymn, Ach wie weh ist meinem Herzen, Praetorius 94

references similar thoughts. He expresses deep suffering and distress of soul with the words “My 

  Ibid.90

	  Wilibald Gurlitt, Michael Praetorius (Creuzbergensis): Sein Leben und Seine Werke (Leipzig: Breitkopf 91

& Härtel, 1915), 303. Also mentioned in Boudreaux, “Support In Trying Times,” 27.	
  Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume (Wolfenbüttel: G. Kallmeyer, 92

1928), 7:56-57.

  Ibid.93

  Ibid.94
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spirit is broken in me; because of that I cry out from the bottom of my heart, to you, my dear 

God, and pray to you with bitter pain. Hear my cry.”   The third hymn, Mein Gott, O Vater mein, 95

offers both a prayer that he will live a holy life, and a prayer for the time of his death. The hymn 

closes with mention of worshipping alongside the angels. Regarding his life, he prays: “Grant me 

a constant hope and a life blessed by God; humility, patience, purity, truth alongside Christian 

love. Money, property and honor I don’t desire; only with grace you turn towards me. Let me see 

your goodness. Give me a strong, firm, pure faith through the power of your Spirit for comfort of 

my grieving inner being.”  Regarding his death, he prays: “Lastly, when the hour is present, let 96

my soul be in your hands. Release me from the devil’s bonds, push his deceit and might far away 

from me, and take me with grace to you. Let me go in peace. Amen. I will praise and worship 

forever with the multitude of angels.”  These personal hymn-texts reveal a dependence on and 97

hope in God, and appear with a poetic translation in the Appendix (p. 65). 

  Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume (Wolfenbüttel: G. Kallmeyer, 95

1928), 7:61-62. 

  Ibid., 8:7196

  Ibid.97
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Chapter Three. Musical Analysis: A Theological Approach 

Style Features 

 Praetorius set both Latin and German texts, and particularly favored Lutheran chorale 

texts. He used a number of compositional techniques typical of those of his day to musically 

express his religious beliefs. Many of his works feature polychoral techniques with two, three, 

four, or even five choirs. His works are highly adaptable. For example, he instructs: “leave out a 

part,” “use the forces that are available,” and “instruments and voices often may be used 

interchangeably in performing individual parts in his works.”  Musical echo effects and canonic 98

writing are common. In several works, Praetorius gives specific instructions in separating and 

distancing the various groups of performing forces, which creates variations in sound and effect. 

As is common in music of this genre and era, his works often change between duple and triple 

meter. Praetorius repeatedly commented that clarity of the text is foundational to his 

compositional approach. In some passages, choral declamation is used for clear delivery of text. 

Additionally, he switches frequently between duple and triple meter to express emotion; a brief 

shift into triple meter often is used to emphasize texts of rejoicing and celebration. Occasionally 

he modifies the pitch content of chorale melodies in order to create modern-sounding harmonic 

motion incorporating what we now define as secondary dominant chords. Alternatim (or 

alternation) techniques, echo features, and refrains are components of the three pieces discussed 

in this document. Two are Lutheran chorale adaptations from the Polyhymnia caduceatrix et 

panegyrica collection. The third is a setting of one of four of Praetorius’s freely-composed psalm 

texts.  

	  Praetorius, Syntagma Musicum III, 172-192.98
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 Blankenburg and Gottwald, in their article on Praetorius in The New Grove Dictionary of 

Music, describe Praetorius’s music as exemplifying the “height of alternatim.”  Many of his 99

works feature two to five choirs with alternatim techniques (with the exception of the cantionale 

settings). A musical dialogue is portrayed through alternation, echo effects, and various contrasts 

that resemble spoken dialogue. His settings of responsorial psalmody, in both Latin and German, 

display this musical dialogue style. Praetorius’s use of the alternatim style seems to stem from 

three factors: the influence of traditional responsorial psalmody; the influence of Italian cori 

spezzati techniques; and as a personal response to scriptural references that refer to angel choirs 

or angel choirs that are mixed with human singers in heaven. 

 Responsorial psalmody, as used in Roman Catholic worship, has its foundations in Old 

Testament practices that may be found in the book of Psalms. In SM I, Praetorius discusses these 

Jewish roots, including a detailed description of the practice of the call/response or “dialogue” 

format used in responsorial psalmody. A great majority of psalm verses are written in couplet 

form: the first half is a type of call, and the second half is a type of response; the first half makes 

a statement, which is affirmed in the second half. Other dialogues are used for texts incorporating 

a question and answer. For example, from Psalm 121:1: Part A: “I lift up my eyes to the hills, 

from whence comes my help?” The answer is Part B: “My help comes from the Lord, the Maker 

of heaven and earth.” 

	  “His (Praetorius’s) work clearly forms the climax in the history of Protestant church music of alternatim 99

practice, for which he gave new instructions from work to work, most completely in the “Introductio pro cantore” in 
Urania (1613).” Blankenburg and Gottwald, “Michael Praetorius,” New Grove Dictionary, xiii: 262.
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 The second factor, the cori spezzati style, was cultivated in northern and possibly central 

Italy during the sixteenth and seventeenth centuries.  It became popular in Germany during 100

Praetorius's lifetime because of the publication of Italian music in Germany and the influence of 

German composers who had studied in Italy, such as Heinrich Schütz. Initially this style was 

particularly favored in large Italian cathedrals such as Basilica di San Marco in Venice, where 

the size and design of the building made it possible for multiple choirs to have spatial separation. 

Praetorius creatively features elements of antiphony and cori spezzati in several combinations in 

his compositions. For example, the choral and choral/instrumental groups alternate phrase by 

phrase or verse by verse, and the refrain is used in alternation at times. 

 The third and most noteworthy factor influencing Praetorius's use of alternatim 

techniques is religious imagery. As a writer of sacred music, he viewed his worship music as a 

replication of the angel choirs in heaven singing around the throne of God. Praetorius tried to re-

create this scenario in the Lutheran church. Friedrich Blume, the editor of the complete works of 

Praetorius, noted in 1928 that “It [Praetorius’s will] puts into that age a struggle…which pushes 

forward in its way toward the ‘heavenly choir,’ which the master so often in his lifetime 

undertook to imitate.”   101

 The theme of joint worship of God by angels and men is common in his writings, as he 

anticipates the time when the saints and angels will worship together in heaven. In the preface to 

his Megalynodia collection, he says:  

  Although the foundations of cori spezzati have traditionally been attributed to Andre and Giovanni 100

Gabrielli in Venice, Valerio Morucci has presented evidence pointing to prior use of cori spezzati techniques in 
central Italy. Valerio Morucci, “Reconsidering Cori Spezzati: A New Source from Central Italy,” Acta musicologia 
85, no. 1 (2013): 21-41.

  Friedrich Blume, Syntagma Musicologicum: Gesammelte Reden und Schriften (Kassel: Bärenreiter, 101

1963), 240-241, cited and trans. by Susan, 55.     
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It is very lovely and charming to hear when the complete assembly is joined by choirs 
and organ, dramatizing, as it were, how it will be in heaven when all the angels and saints 
of God will join with us in intoning and singing the “Sanctus, Sanctus, Sanctus, Gloria in 
Excelsis Deo.    102

He conveys similar thoughts in his Urania collection: 

This way of making music is very delightful, and, as I have heard from many devout 
hearts, it has great power for praising God with Christian devotion and alacrity. It gives,  
as it were, a foreshadowing and taste of heavenly joy, where joyfully, without all doubt the 
right Urano-Chordia will persist and be continued in eternity. There on one side and choir 
the chosen, blessed men and on the other side and choir, the heavenly singers, cherubim 
and seraphim will stand or hover, and in alternation praise God the Lord with their praise 
and joyful cries will concert, as it were, and supply many magnificent concertos, the like 
of which we cannot imagine in this life.  103

 On the woodcut print that serves as the title page for Musae Sioniae (see Figure 2), 

Praetorius depicts this joint worship of men and angels playing and singing together in 

antiphonal style. The woodcut depicts a dialogue pattern, as the composer directs earthly 

worshippers as they join with heavenly worshippers. According to Praetorius, “what dialogues 

are is familiar to everyone: a dialogue means a conversation.”   In declaring Psalm 94:1, a 104

verse in “couplet form,” the left balcony singers and musicians on the title page offer “Venite 

exultemus Deo” (“Come let us exult in the Lord”), and the right-side balcony section responds 

  Praetorius, Megalynodia (vol. X-XI), “Sintemahl es sehr lieblich und anmutig zu hören ist /wenn die 102

ganze Versamblung also mit dem Chor und der Orgel zugleich einstimmet/ und gleichsamb ostendiret und vorstellet/
wie es im Himmel/ da alle liebe Engel und Heiligen Gottes mit us/ das Sanctus, Sanctus, Sanctus, Gloria in excelsis 
Deo intonieren und anstimmen sollen/ zugehen werde.” Translated in Larry Cook, “The German Troped Polyphonic 
Magnificat” (PhD diss., Univ. of Iowa, 1976), 161.

	  Praetorius, Urania (vol. VIII), “Diese Art zu musiciren sehr anmutig ist/ Und wie ich von vielen 103

frommen Hertzen vernommen/ grosse Kräfte hat zur Christlichen Andacht und Munterkeit Gott zu loben/ Ja 
gleichsam ein Vorspiel und Schmack gibt der Himmlischen Frewde/ da freylich/ohn allen zweifel die rechte Urano-
Chorodia angehen/und in Ewigkeit continuiret werden wirdt. Da auff einer seyten and Chor die außerwehlte selige 
Menschen; Auff der andere seyten und Chor/ die Himmlischen Cantores, Cherubim und Seraphim stehen oder 
schweben/und alternatim mit ihrem Lob und Frewdengeschrey Gott den HERRN zu loben/ gleichsam concertiren, 
und viel herrlichere Concert, dergleichen in diesem Leben wir nicht erdencken können/anstellen werden”; translated 
in Wagner, “The Collaboration of Choir and Congregation,” 75.

	  “Was Dialoge seyn” / ist einem jeden bekant: Dann Dialogus heist ein Gesprach.” Michael Praetorius, 104

Syntagma Musicum III (Kassel: Bärenreiter, 2001), 16. 
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with “Jubilemus Deo Salutari nostro” (“Let us shout joyfully to God, our Savior”).  A vertical 

dimension of antiphony is additionally depicted in the phrase “Pleni sunt coeli et terra gloria tua” 

(“heaven and earth are full of your glory”). Angels in the heavens above are joined by the men 

on earth below. The divided text is pictorially described; the word “coeli” (“heaven”) 

corresponds to the angels, and “terra” (earth) to the men. Praetorius explains that the alternatim 

style is the “correct” way to make music because it was modeled by the angels:  

Particularly, though, I have wanted to use this title [Urania], because the sort for choirs to 
sing, is in truth the correct heavenly way to make music. In so much as Isaiah the sacred 
and distinguished prophet and man of God testifies in chapter 6 of his prophesy, that he 
heard the heavenly seraphim in their angelic choir singing in alternation the Thrice Holy 
one to another, to the glory and praise of God; There one called to the other, and the other 
answered again, and thus repeated their “Holy, Holy, Holy is the Lord of Hosts” 
continually.  105

The woodcut title creates an imagery of echo in the heavens as angels and saints sit on clouds, 

facing the representation of God in the center of the large expanse, as they worship. The 

immense volume of the singing and the many instruments of the various creatures suggest a large 

mass of sound that would resound greatly.  

 Jesajah dem Propheten, #33 from Polyhymnia Caduceatrix 

 In Praetorius’s musical setting Jesajah dem Propheten, #33 from the Polyhymnia 

Caduceatrix collection, a correlation to the Musae Sioniae frontispiece (see Figure 2) can be 

identified with angels and men worshipping simultaneously from heaven and earth in alternatim, 

	  Praetorius, Urania (vol. VIII), “Sonderlich aber/hab ich dieses Titus mich gebrauchen wollen/dieweil 105

die Art per Choros zu singen/in Wahrheit die rechte Himmlische Art zu musiciren ist. Inmassen Esaias der heilige 
und fürnehme Prophet und Mann Gottes im 6. Capitel seiner Weissagung bezeuget/ das er die Himmlische Seraphin 
in ihrer Englischen Cantorey das [Greek] habe gehört abwechseln/und eins ums andere singen/dem HERRN zu Lob 
und Ehren; Da einer zu dem andern gerufen und ihn angeschrien/der andere wieder geantwortet/und also ihr 
Sanctus, Sanctus, Sanctus Dominos Zebaoth, ohne unterlaß wiederholet haben”; translated in Wagner, “The 
Collaboration of the Choir and Congregation,” 74. 
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depicting the scriptural scene in Isaiah 6:1-4. In this Bible passage, Isaiah the prophet sees a 

vision of angels worshipping God as he is seated on his heavenly throne.   

[In the year that King Uzziah died,] I saw the Lord, high and exalted, seated on a throne; 
and the train of his robe filled the temple. Above him were seraphim, each with six wings: 
With two wings they covered their faces, with two they covered their feet, and with two 
they were flying. And they were calling to one another: “Holy, holy, holy is the Lord 
Almighty; the whole earth is full of his glory.” At the sound of their voices the doorposts 
and thresholds shook and the temple was filled with smoke.  106

 In Luther’s Deutsche Messe, the traditional chorale Jesajah dem Propheten (see Musical 

Example 1) is used as a substitute for Sanctus, often referred to as the German Sanctus. The 

original tune and text, written by Luther in 1526, includes a complete paraphrase of Isaiah 6:1-4 

from the Luther Bible,  the first German translation of the Vulgate. The chorale opens with the 107

text “Jesajah dem Propheten das geschah” (“Isaiah the prophet saw [the Lord]”). Luther changed 

the original Biblical sentence structure from first person to third person. In English, the hymn is 

known as Isaiah, Mighty Seer in Days of Old, and is found in many Lutheran hymnals from the 

eighteenth century.   108

	  Isaiah 6:1-4, Study Bible: New International Version (Wheaton, IL: Tyndale, 1991). 106

  Martin Luther,  Biblia / das ist / die gantze Heilige Schrifft Deudsch (1545).107

  All musical examples used in this document were created using Finale software by this author, and are 108

based on Praetorius’s complete works edition: Michael Praetorius, Gesamtausgabe der Musikalischen Werke, ed. 
Friedrich Blume (Wolfenbüttel: G. Kallmeyer, 1928). 



43

Musical Example 1. Jesajah dem Propheten chorale  109




 Praetorius transfigured this simple hymn into a chorale concerto, portraying the wondrous 

scene of angels calling across the expanse of the sky with variations of three different melodic, 

rhythmic and harmonic settings in proclaiming the words “Heilig ist Gott der Herre 

& # # 44 ˙ œ œ
Je sa ia

œ œ œ œ
dem Pro phe ten

œ œ ˙
das ge schah

˙ œ œ
daß er im

œ œ œ œ
Geist den Her ren

œ œ ˙
sit zen sah

˙ œ œ
auf ei nem- - - - - - - -

& # #8 œ œ œ œ
ho hen Thron in

œ œ ˙
hel len Glanz,

˙ œ œ
sei nes Klei

œ œ œ œ
des Saum den Chor

œ œ ˙
fül let ganz.

˙ œ œ
Es stun den

œ œ œ œ
zwen Se raph bei- - - - - - -

& # #15

œ œ ˙
ihm da ran

˙ œ œ
sechs Flü gel

œ œ œ œ
sah er ei nen

œ œ ˙
je den han,

˙ œ œ
mit zwen ver

œ œ œ œ
bor gen sie ihr

œ œ ˙
Ant litz klar,- - - - - - -

& # #22 ˙ œ œ
mit zwen be

œ œ œ œ
deck ten sie die

œ œ ˙
Fü ße gar,

˙ œ œ
und mit den

œ œ œ œ
an dern zwen sie

œ œ ˙
flo gen frei,

˙ œ œ
geg nan der- - - - - --

& # #29 œ œ œ œ
ruf fen sie mit

œ œ ˙
gro ßem G'schrei:

˙ œ œ
Hei lig ist

œ œ œ œ
Gott der Her re

œ œ ˙
Ze ba oth!

˙ œ œ
Hei lig ist

œ œ œ œ
Gott, der Her re- -- - - -- -

& # #36 œ œ ˙
Ze ba oth!

˙ œ œ
Hei lig ist

œ œ œ œ
Gott, der Her re

œ œ ˙
Ze ba oth!

˙ œ œ
Sein Ehr die

œ œ œ œ
gan ze Welt er

œ œ ˙
füll let hat.- - -- - - - - -

& # #43

˙ œ œ
Von dem G'schrei

œ œ œ œ
zit tert Schwell und

œ œ ˙
Bal ken gar,

˙ œ œ
das Haus auch

œ œ œ œ
ganz voll Rauchs und

œ œ ˙
Ne bels war.-- -

Jesaia dem Propheten das geschah
Martin Luther, 1526

  The spelling of the words of this traditional chorale have been altered to reflect Blume’s edition of 109

Praetorius’s “Jesaia dem Propheten”; Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume, 
17:541-565. 
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Zebaoth” (“Holy is God the Lord of Hosts”). The term “holy” is defined in Merriam-Webster as 

“exalted or worthy of complete devotion as one perfect in goodness and righteousness,” with the 

root derived from “whole.”  The verb “calling” implies a present, continuous act. The seraphim 110

were actively worshipping God on his throne by attributing holiness to him, proclaiming his 

perfection with the trisagion declaration, “Holy, holy, holy.” Praetorius altered the “Heilig ist 

Gott, der Herre Zebaoth” melody and rhythm from the Jesajah dem Propheten chorale in three 

ways, then alternated these themes, which forms the main body of the work (see Musical 

Example 2). 

Musical Example 2. “Heilig” theme from Jesajah dem Propheten chorale,  mm. 31-33

 

  
 The first angelic call, a short, simple tuneful melody that duplicates the theme in long 

notes, is sung three times and set three ways with unique and creative choral effects. Transposing 

the chorale tune into F, Praetorius alters the pitch of the first syllable of “Zebaoth,” raising the 

pitch a half-step from the B-flat found in the original tune to create a G-major sonority and a 

secondary dominant harmonic progression. He assigns the top voice in the treble choir to present 

the theme, “Heilig” Theme #1, the first time. The rhythm is slightly varied from the original 

chorale tune (see Musical Example 3). 

& # # 4431 ˙ œ œ
Hei lig ist

œ œ œ œ
Gott, der Her re

œ œ ˙
Ze ba oth!- - - -

Heilig one line theme

©

Score

  Merriam-Webster Dictionary, s.v. “Holy,” https://www.merriam-webster.com (8/27/2020). 110
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Musical Example 3. “Heilig” Theme #1, Jesajah dem Propheten mm. 41-46

 

 Praetorius uses echoes in the vocal and instrumental parts to replicate the sound of 

angelic calls resounding through the heavens. The singers on earth, imitating the angels in 

heaven, call out to one another in alternating fashion. Praetorius directs the earthly singers to be 

placed in opposing positions in an enclosed space.  These specific indications help create the 111

heavenly worship described in both Isaiah chapter six and Revelation chapter four. The second 

shortened “Heilig” theme is in a more lively triple time. Praetorius partially alters the chorale 

theme in “Heilig ist Gott,” exchanging a repeated pitch pattern for the descending scalar pattern, 

but retaining the original pitch pattern in “der Herre” (see Musical Example 4). 

&
&
?

b
b

b

24

24

24

Choro
di

Fiffari

41 w w
Hei lig

Ó ˙ œ œ ˙
Hei lig ist Gott

Ó ˙ œ œ ˙
Hei lig ist Gott

w w
ist Gott

Œ œ# œ œ Œ œ œ œ
der Her re der Her re

Œ œ œ œ Œ œ œ œ
der Her re der Her re

w w
der Her

Œ œ œ# œ Œ œ# œ œ
der Her re der Her re

Œ œ œ œ Œ œ œ œ
der Her re der Her re

.w ˙n
re Ze

Œ œ œ œ Œ œ œ œ
der Her re der Her re

Œ œ œ œ Œ œ ˙
der Her re der Her

W
ba

˙ .˙ œ œ ˙
Ze ba

œ œ œ œ ˙ ˙
re der Her re Ze ba

W
oth.

W
oth.

W
oth.

-

-

-

- -

- -

- -

- -

-

-

-

-

-

- - -

- -

-

-

-

Boys Heilig (document)Score

Voce

  Boudreaux, Polyhymnia, 361, 359. In several of his works, Praetorius indicates a unique positioning that 111

includes separation and distancing of the vocal and instrumental forces. 



46

Musical Example 4. “Heilig” Theme #2,  Jesajah dem Propheten, mm. 59-64

 

 The third and longer “Heilig is Gott der Herre” returns to duple time with more rhythmic 

motion and alternation between the vocal and instrumental groups. The melody of the theme is 

identical to that of theme #2, but the fast declamation of the text and the fast rate of alternation 

between the groups creates a picture of a lively, joyful celebration (see Musical Example 5). 
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Hei lig ist

w w w
Hei lig ist

w w w
Hei lig ist

w w w
Hei lig ist

W w
Gott der

W w
Gott der

w w wn
Gott der

W w
Gott derW ∑
Gott,

W ∑
Gott,

W ∑
Gott,

W ∑
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∑
∑

- - - -
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- - -

- - -

Heilig Theme (triple time) Document mm. 59-64

©

Score
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Musical Example 5. “Heilig” Theme #3, Jesajah dem Propheten, mm. 78-82 




	 In depicting “Lord God of Hosts” at the end of theme #3 (see Musical Example 5), 

Praetorius again employs a modern-sounding harmonic vocabulary that incorporates what now 

are called secondary dominant chords. This fast chordal progression evokes the imagery of 

stepping higher and higher with acclamations of exaltation, offered by echoing angelic choirs to 

their heavenly king (see Musical Example 6). 
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œ œ œ œ œ œ ˙ Ó
Hei lig ist Gott der Her re

œ œ œ œ œ œ ˙ Ó
Hei lig ist Gott der Her re

∑ œ œ œ œ œ œ
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Hei lig ist Gott der Her

∑ œ œ œ œ œ œ
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Hei lig ist Gott der Her re

˙ Ó œ œ œ œn œ œ
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- -

- -

- -

- -
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Jesaiah dem Propheten
 2. Teil

Michael Praetorius
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Musical Example 6. Jesajah dem Propheten, mm. 114-117
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Hei lig ist GottderHer re Ze ba

œ œ œ œ œ œ œ œ ˙
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 Three times in the piece Praetorius uses a powerful musical phrase that functions as a 

refrain, in which the entire ensemble joins together to accentuate the text “Sein Ehr die ganze 

Welt erfüllet hat” (“His glory has filled the entire world”). In this refrain, Praetorius modifies the 

original chorale tune by introducing a B-natural in the second measure. He seemingly introduces 

this change to create a dominant harmony, G-major, which pulls strongly toward C-major. This 

consequently strengthens C-major. The prolongation of C-major sets up the imagery of the 

breadth and expanse of the text “the whole world.” The text delivery is greatly slowed with 

elongation of certain words: “Ehr”  (“glory”), “ganze” (“whole”), and “erfüllet” (“filled”). This 

musical picture represents the fullness of God’s glory in the earth. In this passage the entire 

ensemble of sixteen parts joins together in a more unified rhythm. In following after the musical 

passages of the smaller alternating groups, this thrice-returning passage bring emphasis and 

grandeur to the proclamation of this important text. 
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Musical Example 7. Jesajah dem Propheten, mm. 104-108. 
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œ œ œ œ ˙ ˙
Ehr die

.w ˙
Ehr die

.w ˙n
Ehr die

œ œ w ˙
Ehr die
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w ˙ œ œ
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w ˙ œ œ
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w ∑
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	 A very similar passage of music sets Isaiah’s vision as expressed in the final text phrase 

of the chorale, “At the sound of their voices the doorposts and thresholds shook and the temple 

was filled with smokes and fogs.” Why did Praetorius set these words to this same style of 

powerful music? Possibly he intended to offer theological insight to the text through this 

powerful musical depiction: the shaking of the thresholds and beams, and the filling of the 

temple with smokes and fogs that was caused by the angelic calls indicate the presence and glory 

of God (mm. 149-155). Although the rhythm is slowed and altered, the melodic pitches follow 

the chorale tune and text. Along with the full chordal sonorities, he adds a decorative descant that 

harmonizes the melody from above. Praetorius repeats this final textual and musical phrase of 

the concerto, thereby highlighting the powerful imagery of the lingering smokes and fogs and the 

shaking of the beams and thresholds in the temple (see Musical Example 8).
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Musical Example 8. Jesajah dem Propheten,  mm. 149-155 

 

 As evidenced through these musical examples, Praetorius cleverly enhanced the Jesajah 

dem Propheten chorale tune and text to portray actual angelic calls and the presence of God in 

the temple, musically depicting the dramatic scene described in Isaiah chapter six.  
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149 ∑ Ó ˙
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∑ Ó ˙
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∑ Ó ˙
Das

∑ Ó ˙
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w ˙ ˙
Haus auch

w ˙ ˙
Haus auch

w ˙ ˙
Haus auch

œ œ ˙ ˙ ˙
Haus auch

.˙ œ ˙ ˙
Haus auch

w ˙ ˙
Haus auch

w ˙ ˙
Haus auch

˙ œ œ œ œ ˙
Haus auch ganz voll Rauchs,

œ œ ˙ ˙ ˙
Haus auch

w ˙ ˙
Haus auch

w ˙ ˙
Haus auch

˙ ˙ w
Haus auch ganz

œ œ ˙ ˙ ˙
Haus auch

w ˙ ˙
ganz voll

w .˙ œ
ganz voll Rauchs.˙ œ ˙ ˙

ganz voll.˙ œ ˙ ˙
ganz voll

w ˙ ˙
ganz voll

w ˙ ˙
ganz voll

w ˙ ˙
ganz voll

.˙ œ ˙ ˙
ganz voll

w ˙ ˙
ganz voll

w ˙ ˙
ganz voll

.w ˙
ganz

œ œ ˙ œ ˙ œ
das Haus auch ganz voll

.˙ œ ˙ ˙
ganz voll

w ˙ ˙
ganz voll

w ˙ ˙
ganz voll

w œ ˙ œ
voll Rauchs, ganz voll

.˙ œ ˙ ˙
ganz voll

w ˙ ˙
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œ œ w ˙
und Ne bels

w ˙ ˙
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w ˙ ˙
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w ˙ ˙
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.˙ œ ˙ œ œ
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˙ ˙ .˙ œ
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bels war.

w w
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w w
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w w
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w ∑
w ∑
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w ∑
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w ∑
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Das Haus mm.149-155
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 O Lamm Gottes unschuldig, #18 from Polyhymnia Caduceatrix 

 O Lamm Gottes unschuldig, #18 from Polyhymnia Caduceatrix, is one of two German 

chorale substitutes for Agnus Dei in the Lutheran Mass.  The original chorale and text was 112

written by Nikolaus Decius in 1522 (see Musical Example 9). 

Musical Example 9. O Lamm Gottes unschuldig chorale

  

 Once again, Praetorius transforms the simple, familiar chorale text and tune into an 

intimate, expressive chorale concerto, sensitively depicting the innocent Lamb of God who was 

slaughtered (“geschlachtet”) on the cross. For this setting, Praetorius combined this hymn with 

another hymn, Ehre sei dir Christe, written by Hermann Bonnus in 1542.  The setting is for 113

four treble boys, SATB choir, two violins, viola, and cello with continuo. Praetorius instructs: 

“Four boys must be put in four separate places in the church, opposite each other or wherever it 

& b ..w ˙ œ œ œ œ ˙ ˙ ˙ ˙ œ œ œ œ ˙ w
O
All
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zes
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schlach
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tet,
tet.

- - - - - -
-- - - - - ---

& b2 ˙ ˙ œ ˙ œ .œ jœ ˙ .˙ œ œ œ œ œ ˙ ˙
All Sünd hast du ge tra gen, sonst müss ten wir ver za gen.- - - --

& b3 œ .œ Jœ œ .œ jœ œ ˙ œ ˙ w
Er bar me dich un ser, O Je su.- - - - - -

O Lamm chorale (new)Score

  Leaver, Luther’s Liturgical Music, 188.112

  This information regarding Ehre sei dir Christe comes from Dr. Margaret Boudreaux, whose 113

forthcoming publication, Good-Hearted Cantor, is anticipated in 2021. Dr. Boudreaux has kindly communicated 
portions of this forthcoming publication to me through email and has granted permission for use in this document.
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is convenient.”  This enhances the echo effects present in the music. The musical lines alternate 114

through the four treble parts; the first boy opens by singing the familiar tune in a slow-moving 

solo, which projects an innocence and vulnerability. The passage depicts the innocence of the 

“Lamb of God who was slaughtered on the cross” (see Musical Example 10). 

  

Musical Example 10. O Lamm Gottes unschuldig,  mm. 1-7

 

 In depicting the subsequent text which pleads for mercy, the “embarme dich unser” (“be 

merciful to us”) section from “O Lamm,” three treble parts echo one by one an exact melodic 

and rhythmic repetition. Each repetition, however, is softer. The listener is invited to envision the 

suffering Christ on the cross and to consider the personal meaning of this act that gifts humanity 

with God’s forgiveness. The echo effect may also depict a cry, or echoing in the distance: 
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because of the positioning of the boys, the musical phrase traveling around the performance 

space may represent a universal plea for God’s mercy. The setting thus captures the profound act 

of Jesus’ death while simultaneously indicating its significance in both earthly and heavenly 

realms (see Musical Example 11). 

 Musical Example 11. O Lamm Gottes unschuldig, mm. 24-33

 

 As in several other chorales dating to this time,  Praetorius concludes the piece with Kyrie 

eleison as a final refrain, following the pattern of the Leise, a German devotional song dating 

back to the ninth century. The four boy parts are joined by the SATB choir and strings for a large-

scale ending. The work concludes with three-fold reiterations of the texts Kyrie eleison, Christe 

eleison, and Kyrie eleison, the latter of which repeats again at the end. Musical Example 12 
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presents the initial Kyrie/Christe theme featuring the joined musical forces in a mostly unified 

rhythm. 

Musical Example 12.  O Lamm Gottes unschuldig, mm. 57-61      

  
&
&
B
?

&
&
&
&
&
&
V
?

b
b

b

b
b
b
b
b
b
b
b

b

24

24

24

24

24

24

24

24

24

24

24

24

Choro
de

Viole

Puer I

Puer II

Puer III

Puer IV

Capella
Vocalis

57 ˙ ˙ wb

œ ˙ œ w
œ ˙ œn w
˙ ˙ w
˙ ˙ wb
Ky ri e

œ œ ˙ œ .˙ œ
Ky ri e e

˙ ˙ wb
Ky ri e

˙ ˙ wb
Ky ri e

˙ ˙ wb
Ky ri e

.˙ œn ˙ ˙
Ky ri e e

˙ ˙ w
Ky ri e

˙ ˙ w
Ky ri e

˙ ˙ w

˙ ˙ w
˙ ˙ w

˙ ˙ w
˙ ˙ w
e lei son,

œ œ œ œ œ œ w
le i son,

˙ ˙ w
e lei son,

˙ ˙ w
e lei son,

˙ ˙ w
e lei son,

˙ ˙ w
le i son,

˙ ˙ w
e lei son,

˙ ˙ w
e lei son,

Ó ˙ ˙ ˙

Ó ˙ ˙ ˙
Ó ˙ ˙ ˙
Ó ˙ ˙ ˙
Ó ˙ ˙ ˙

Chris te e

Ó œ ˙ œ ˙
Chri ste e lei

Ó ˙ ˙ ˙
Chris te e

Ó ˙ ˙ ˙
Chris te e

Ó ˙ ˙ ˙
Chris te e

Ó ˙ ˙ ˙
Chris te e

Ó ˙ ˙ ˙
Chris te e

Ó ˙ ˙ ˙
Chris te e

wb ˙ ˙n

.w ˙
.˙ œ ˙b ˙

.w ˙
wb ˙ ˙n
le i

.˙ œ ˙ ˙
son, e le iwb ˙ ˙n
le iwb ˙ ˙n
le iwb ˙ ˙n
le i

.w ˙
le i

.˙ œ ˙b ˙
le

.w ˙
le i

w ∑

w ∑
w ∑

w ∑
w ∑

son.w ∑
son.

w ∑
son.

w ∑
son.

w ∑
son.

w ∑
son.

œ œ ˙ ∑
i son.

w ∑
son.

- - - - - - - -

- - - - - - - - -

- - - - - - - -

- - - - - - - -

- - - - - - - -

- - - - - - - - -

- - - - - - - -

- - - - - - - -

O Lamm (Kyrie) 57-61



57

Das ist mir Lieb, Psalm 116 

 Das ist mir Lieb, commissioned by Burckhard Großmann as part of a collection of Psalm 

116 settings, Angst der Hellen und Friede der Seelen (Anguish of Hell and Peace of Soul), is one 

of four freely-set psalm motet settings of Praetorius. Praetorius considered it to be his “swan 

song.” Großmann explains: 

The late author Herr Praetorius, in transmitting this psalm, also provided a detailed 
Ordinantz and several variations indicating how he wanted the same performed; he also 
sent me a most moving and ingenious letter in which he writes that he composed this 
psalm not only in friendly compliance with my Christian request, but also as his own 
farewell and thereby wanted to take his leave.  115

 Das ist mir Lieb, which sets the complete psalm, is divided into three sections and is 

composed for five voices (SATTB) and five stringed instruments. The instrumental forces are 

used two ways: first, in short sinfonias that invite contemplation, occurring before each of the 

three sections; and second, in doubling the voice parts with designated instruments (violin, three 

violas, and cello) that add emphasis to specific texts. The work is a portrayal of a life of faith, 

and contrasts seasons of anguish and pain with the renewal of joy and thankfulness. The author 

of Psalm 116 describes his earthly life through descriptions of searching for God. He suffers 

agony during times of waiting for him in the depths, and ultimately finds him and experiences 

peace because of God’s faithfulness. Praetorius himself had walked through many challenges and 

hardships himself. As the psalm verses and phrases alternate between sorrow and joy, 

Praetorius’s music follows this pattern. In accommodating clear and expressive delivery of the 

sacred text, a metrical rhythm gives way to a freer, speech-like rhythm. Clarity of text is key to 

  Michael Praetorius, Heinrich Schütz, Michael Altenburg, Christoph Demantius, Tobias Michael, 115

Christian Michael, Abraham Gensreff, et al., Anguish of Hell and Peace of Soul/Angst Der Hellen Und Friede Der 
Seelen, ed. Christoph Wolff and Daniel R. Melamed (Cambridge: Harvard Publications in Music, 1994), 255.
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Praetorius. In this regard, he explains, “The vocalists…must then pronounce the words and 

syllables clearly and carefully…so that the text can be clearly and exactly heard and understood 

by the hearers.”  116

 The setting of each scriptural verse has its own Affekt; cadential breaks after each section 

and phrase separate the themes and ideas. Sections in choral recitative style, used to provide 

clarity to solemn texts, are contrasted with faster triple meter sections for affirming texts that 

evoke a joyful, hopeful response. Praetorius uses imitative polyphony with short, descending 

repeating motives and minor scalar runs to represent insistent and desperate cries for help. 

Tension is created through suspensions in both instrumental and vocal lines. Clashing harmonies, 

deceptive cadences and slow tempos prolong the feeling of unrest. The many repeated, desperate 

pleas of “O Herr, errette meine Seele!” (“O Lord, save my soul!”) and “O Herr” (“O Lord!”) 

create a picture of an anxious and troubled man looking for relief. Praetorius instructs 

instrumentalists not to double the vocal lines in this passage, possibly to lay greater weight to the 

content of the text as declaimed by the singers (see Musical Example 13). 

Musical Example 13. Das ist mir Lieb, Erster Teil mm. 44-49 
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 Praetorius is able to use this psalm to tell his own story as he sums up his life on earth. 

He proclaims that he has been saved and rescued by God, and is now ready to join him in heaven 

according to verse sixteen of the psalm, “Precious in the sight of the Lord is the death of his 

saints.” Praetorius sets this section using slow, overlapping phrases with major tonalities to 

express a feeling of peaceful confidence. As one means of personalizing the setting, he repeats 

specific texts either directly, in alternation, or in echo. He confidently declares “Ich bin dein 

Knecht” (“I am your servant”) through many repetitions in each of the voices. The short motivic 

figure accompanying this text uses a descending melodic line that depicts an attitude of humility 

and service (see Musical Example 14). 

Musical Example 14. Das ist mir Lieb, Dritte Teil, mm. 33-38

 

 The psalm concludes with the declaration “I will proclaim the goodness of God in the 

courts of the house of the Lord.” Praetorius uses a multi-echo technique in setting this text which 

evokes the space of heaven, implying that the words will carry further than the present space and 

time. These loud/soft indications bring distinction to the echoing texts “in the courts” (“in den 

Höfen”) and “in the house of the Lord” (“am Hause des Herren”), expressing a three-

dimensional, musical portrayal of the significance that extends to a different world. In his 
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performance instructions, he notes that the echos can be performed by the vocalists singing 

quietly, or performed solely by the instruments (see Musical Example 15).  

Musical Example 15. Das ist mir Lieb, Dritte Teil, mm. 61.5-69

 

 The subsequent “Hallelujas” are also set with echos. They give a picture of an eternal 

resounding in the heavens from the angels and saints. The triple meter paired with the 

“Halleluja” text signifies a joyful end after overcoming many trials. This section symbolizes a 

testimony and proclamation of faith that will ring out for generations in both heaven and on earth 

(see Musical Example 16). 
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Musical Example 16. Das ist mir Lieb, Dritte Teil, mm. 78-94 
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Chapter Four. Conclusion 

 Although additional insights into the relationship between Praetorius's faith and his 

creative output could be drawn from further study of his writings and music, the evidence 

adduced in this essay is sufficient to substantiate the thesis that his personal faith directly 

influenced his compositional and literary output. He was a devout Christian, and lived his life in 

the service of God and the Christian church. His vocation was a “calling” and meaningful to him. 

The evidence points to this conclusion: he was confident in his faith in Jesus Christ, and wanted 

to express it. 

 His purpose was clear as evinced by the style of his works: he desired to promote the 

worship of God here on earth, and to prepare the saints for heavenly worship as well. The many 

mentions of heaven in his writings reveal that he thought of it often. He expressed his devotion to 

God and influenced others as he tried to imitate heavenly worship here on earth through use of 

alternatim, echos, and various text-setting techniques. For someone who viewed earthly worship 

as only a “rehearsal” for heaven, it is evident that his focus was other-worldly.  He found his 

identity, his “home,” in heaven, and was headed there. He worked to bring a bit of heaven to 

earth, and left a model for worship as a legacy. The spiritual symbolism that Praetorius assigned 

to the first letters of his own name, "M.P.C." (Michael Praetorius Creuzbergensis), which he 

interpreted as "mihi patrem coelum" (“heaven is my fatherland” or “heaven in my home”) is 

consistent with the spiritual emphasis permeating his literary and musical works. 

 Life was not an easy road for Praetorius, but through his faith he was able to overcome 

many sorrows and tribulations. As noted previously, Magister Petrus Tuckermann's funeral 

eulogy for Praetorius compared him to the biblical figure Jacob, who “overcame everything 
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through persistent faith, prayer, and practice.” His desire to set Psalm 116 as his “swan song” 

shows that he identified with one who had faced many trials in life. His path was not one that he 

expected or intended, but in spite of many struggles, he was able to contribute significantly both 

to the religious life of his congregations and to posterity. He helped establish and develop the 

Lutheran chorale, and several of his chorales are still in use today. According to Praetorius, 

music plants the words of God into a person’s heart and soul, and is a vehicle that carries what 

was, to him, the most important message. His compositions were intended to gift the hearers with 

a strengthened faith and a resolve to put one’s hope in God. 

 Praetorius served as a pastor in several ways. His prayer habits are displayed through his 

frequent eruptions into prayer in his writings. He was confident and dogmatic in his convictions 

and beliefs, as pastors often are, and as his pastor father had been. He carried his family legacy 

through his music and writings that reveal a religious fervor; his teaching shows no insecurity. 

He wrote a large treatise in defense of liturgical worship based on his own convictions. He was 

thought to be “arrogant” by Friedrich Blume,  his biographer, because he was confident and 117

unwavering in his discourses regarding faith. His writings, even in the current era, are considered 

by some to be “propaganda.” Praetorius’s theology of worship still may have application for 

some Christian worshippers, even today. He maintained not only that musical worship carries the 

words of God, and runs parallel to the spoken word, but also that there is no higher end in life 

than to participate in Christian worship. 

 In conclusion, Praetorius’s compositional techniques, his teaching on worship, and his 

expressed desire to join the heavenly choir suggest that faith was the driving force of his life. His 

  “Friedrich Blume says that one of the traits we find in Praetorius is ‘the most pretentious parading of the 117

beloved self.’” From preface by Nathaniel Biebert, in his edition of Vogelsänger’s Heaven is My Fatherland, xix. 
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life and works may serve as an encouragement for modern Christians to set their hearts and 

thoughts alongside the worshipping angels, and to look towards their installation in the 

everlasting choir, as did Praetorius. 
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Appendix. Texts and Translations of Self-Authored Hymns 
  
 Three self-authored hymns, identified by Willibald Gurlitt,  may be translated poetically 118

as follows. For all of the texts, the archaic, original spelling was taken directly from Blume’s 

edition of Praetorius’s complete works.  Assistance in preparing the three hymn translations 119

was provided by Helga Kolosick.  120

1. Musae Sioniae Vol. 7, No. 62 (1609), Ach Gott wem soll ich klagen 

Text in original form as it appears in 
Praetorius, Gesamtausgabe der Musikalischen 
Werke. 

English Translation

Verse 1

Ach Gott wem soll ich klagen 
daß ich so elend bin? 
Mein Herz will mir verzagen 
mein Sünd liegt mir im Sinn. 
Ich kann ihrr nicht vergessen 
sie ist so groß und schwer 
Sie hat mich gar besessen 
bracht in Not und Gefahr. 

Oh God, to whom should I confide my lament 
that I am utterly wretched? 
My heart is on the brink of despondency,  
my sin weighs heavily on my mind. 
I cannot forget it,  
it is so enormous and burdensome. 
I am practically obsessed with it;  
it has put me in distress and jeopardy.

Verse 2

In Sündn bin ich empfangen 
In Sündn bin ich geborn 
Viel Sünd hab ich begangen  
Darumb bin ich verlorn  
Freudig kann ich nicht werden 
Den Himmel anzusehn  
Und schäme mich auf Erden 
Mit meinn Füßen zu gehn. 

I was conceived in sin, 
I was born in sin.  
I have sinned much,   
therefore I am lost.   
I cannot look toward heaven with joy,  
and I am ashamed  
to set my feet on the earth.

  Wilibald Gurlitt, Michael Praetorius (Creuzbergensis): Sein Leben und Seine Werke (Leipzig: Breitkopf 118

& Härtel, 1915), 303. Also mentioned in Boudreaux, “Support In Trying Times,” 27.

  Michael Praetorius, Gesamtausgabe der Musikalischen Werke, ed. Friedrich Blume (Wolfenbüttel: G. 119

Kallmeyer, 1928). 

  Helga Kolosick is a German native speaker living in Tucson, Arizona. She was born and raised in 120

Austria.
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Verse 3

Nu sollt ich ja vertrauen 
Deinem Sohn Jesu Christ 
Fest auf sein Verdienst bauen  
Weil er mein Fürsprechr ist 
So schreckt mich mein Gewissen  
Das zweifelt immerdar 
Und spricht/ dich werd verdrießen 
Daß ich die Sünd nicht spar. 

Well, I should trust in your son,  
Jesus Christ. 
I should stand steadfastly on his merit, 
because he is my advocate.   
But my conscience – ever doubting –  
frightens me, saying:   
“You will be dismayed,  
because I do not disregard sin.”

Verse 4

Ich wollt auch herzlich gerne  
Bessern das Leben mein 
Mit Werkn/ Wortn und Gebärden  
Fromm und dir ghorsam sein  
Ich kanns so nicht vollbringen  
Wie ichs oft hab bedacht 
Bös Gdanken mich verdringen  
Und auch des Teufels Macht. 

I gladly and willingly want to better my life, 
and want to be devoted and obedient to you  
in works, words and behavior.   
Yet I cannot accomplish  
what I have often considered. 
Evil thoughts – and even the devil’s power – 
keep me from it. 

Verse 5

Was soll ich denn nu machen 
Wo soll ich Zuflucht han? 
Ich fall der Helln in Rachen  
Wenn ich dir will entgahn  
Ich komm/ o Gott/ ja wieder  
Zu deinr Barmherzigkeit 
Und für dir fall ich nieder  
Mein Sünd/ die sind mir leid. 

What can I do now?  
Where can I seek shelter?  
If I were to run from you  
I would land right in hell’s throat.  
Oh God, I come again to your mercy.   
I fall down before you; 
I am sorry for my sin.

Verse 6

Vater/ deinn Sohn hast geben  
Für der ganzen Welt Sünd 
Daß jedermann soll leben 
Der an ihn gläuben kunnt 
Will gleich mein Herz nicht trauen  
So gläub ich dennoch fest 
Hilf du meim schwachen Glauben  
Dein Hülf/ die ist die best. 

Father, you have given your son  
for the sins of the whole world,  
so that everyone who believes  
in him shall live.   
Even if my heart does not trust,  
nevertheless I believe steadfastly.   
Help my feeble faith.  
Your help – it is the best.
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Verse 7

Ich bin nicht wert der Güte  
Die du mir hast getan 
Daß für mich mit seim Blute  
Bezahlt dein lieber Sohn  
Ich bdarfs aber notwendig  
Und gläub den Worten dein  
Die mir zusagn beständig:  
Wer gläubt/ wird selig sein. 

I am not worthy of the goodness  
which you have shown me,  
that your beloved son has paid for me  
with his blood.   
Yet I am in dire need of this goodness,  
and I believe your words  
which tell me repeatedly:  
He who believes will be blessed.

Verse 8

So wahr als ich selbst lebe  
Sprichst du/ ewiger Gott 
Mit nicht ich ubergebe 
Den Sünder in den Tod  
Ich will/ daß er umbkehre 
Und leb ewig bei mir 
Darumb komm ich/ mein Herre  
Ich komm wieder zu dir. 

Eternal God, you say:  
“As surely as I myself live,  
I will not deliver the sinner to death.  
I want him to repent  
and live eternally with me.”   
Therefore I come, my Lord;  
I come back to you. 

Verse 9

Mit deim heiligen Geiste 
Meinn schwachen Glauben mehr  
Hülf und Beistand mir leiste 
Sei mein gnädiger Herr 
Gleit mich auf deine Wege 
Bhüt mich für Sünd und Schand  
Des Teufels Stich und Schläge  
Wend ab mit deiner Hand. 

With your Holy Spirit  
increase my feeble faith. 
Provide help and support for me; 
be my merciful master. 
Guide me to your ways.   
Protect me from sin and shame,  
and avert the devil’s stabs and blows  
with your hand. 

Verse 10

Segne mein Leib und Leben  
Mein Bruf und mein Arbeit 
Was du mir hast gegeben 
Aus lauter Gütigkeit.  
Erhör mein Seufzn und Schreien 
Und mein furchtsame Wort 
Daß ich mich dein kann freuen 
Verachtn des Teufels Mord. 

Bless my body and life,  
my vocation and my work;  
all you have given me out of sheer goodness. 
Harken to my sighs, to my cries, 
and to my timid words 
so that I can rejoice over you  
and despise the devil’s murderous ways. 
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2. Musae Sioniae Vol. 7, No. 66 (1609), Mein Gott, mein Gott, O Vater mein. 

Verse 11

Zuletzt laß mich abscheiden 
Mit eim seligen End 
Und nimm aus diesem Leiden 
Mein Seel in deine Händ  
Dafür will ich dich preisen 
Mit schuldigr Dankbarkeit  
Gott wird mir Gnade beweisen  
Und helfn in Ewigkeit.

Finally, let me depart  
with a blessed end,  
and take my soul out of this suffering  
into your hands. 
I will praise you for it with due gratitude. 
God will show me mercy  
and help me eternally.

Text in original form as it appears in 
Praetorius, Gesamtausgabe der Musikalischen 
Werke. 

English Translation

Verse 1

Mein Gott /Mein Gott /O Vater mein 
wie so gar großen Schmerzen 
Angst/Traurigkeit und schwere Pein  
leidet mein armes Herze 
Mein Sünd mir heftig setzen zu  
mein Gwissen hat kein Rast noch Ruh 
betrübt bin ich ohn’ Maßen  
und bilde mir gar oftmals für  
mein Seel hab keine Hülf bei dir 
sei von dir ganz verlassen.

My God, my God, oh my father,  
my poor heart suffers  
with great pain, fear, sadness  
and heavy anguish. 
My sins afflict me fiercely. 
There is no rest or ease  
with my knowledge [of them]; 
I am grieved beyond measure 
and often it even feels like my soul has no help 
from you, like you have utterly abandoned me.

Verse 2

Ich bin sehr matt und jämmerlich  
Mein Kräfte gar nichts taugen 
Herr Gott/ warumb verstößt du mich 
So gar von deinen Augen? 
Von Jugend ich in Aengsten steck  
Für dir ich zitter und erschreck 
Wenn ich deinn Zorn bedenke  
Entfällt mir bald Herz/ Sinn und Mut  
Mein Seel für Angst erzittern tut  
Bis in den Tod sich kränket. 

I am very weak and wretched,  
my strength is no good. 
Lord God, why do you cast me away,  
not even looking at me? 
Since my youth I live in fear of you;  
I tremble and am frightened 
when I consider your wrath.  
My heart stops; I lose my mind and courage. 
My soul shakes with fear and is discouraged  
to the point of death.
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Verse 3

Christe Jesu/ erbarme dich 
Tu bald mein Seufzen hören 
Sieh doch/ wie gar sehr ängstet mich  
Der Satan/ wollst ihm wehren 
Damit er mich ja nicht verschling  
Oder auch in Verzweiflung bring  
Weil ich betrübet sehre 
Und oft so gar kleinmütig bin 
Daß ich weiß weder aus noch in 
Ach Herr/ dich zu mir kehre. 

Christ Jesus have mercy; 
listen soon to my sighs. 
Look how very much  
I am frightened by Satan; 
please restrain him  
so he does not devour me  
or drive me to despair   
since I am very sorrowful and often even faint-
hearted to the extent of being at a total loss. 
Oh Lord, turn toward me.

Verse 4

Halt mich unter der Ruten dein  
Allhier in diesem Leben 
Darneben doch erbarm dich mein 
Laß dein Gnad ob mir schweben  
Mein Strafe mir nicht dorthin spar 
Ich müßt sonst sein verloren gar 
Wegn meiner großen Sünden 
Drumb straf hie wohl und schone dort 
Laß mich darneben in deim Wort 
Trost und Erquickung finden. 

Keep me under your rod here in this life,  
but at the same time have pity on me. 
Let your grace hover over me and  
do not extend my punishment  
to the [world] beyond, 
otherwise I would be lost  
because of my great sins. 
Therefore do punish me here  
and spare me there,  
and furthermore let me find comfort and 
restoration in your word.

Verse 5

Auf daß ich nicht im Kreuze schwer  
Für Ungduld untergehe 
Sondern von Tag je mehr und mehr  
Gedüldig fest bestehe 
Daß ja mein Glaub verlesche nicht 
Wie sehr mich auch der Feind anficht 
Und mein geängstt Gewissen 
Sodrn mich von Herzen freuen und tröst  
Daß Christus Jesus mich erlöst 
Des Trosts laß mich genießen. 

In order that I do not succumb with 
impatience to the heavy cross,  
but stand more and more firm  
in patience every day; 
in order that my faith  
does not get extinguished  
even if the enemy and my frightened 
conscience fiercely fight against me; 
but I rejoice with all my heart and find 
comfort in the fact that Christ has freed me –  
let me savor that comfort. 
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3. Musae Sioniae Vol. 8, No. 90 (1610),  Ach wie weh ist meinem Herzen 

Verse 6

Ein bständig Hoffnung mir verleih 
Und ein gottselig Leben 
Demut/ Geduld/ Keuschheit/ Wahrheit  
Christliche Lieb darneben 
Geld/ Gut und Ehr ich nicht begehr  
Allein mit Gnad dich zu mir kehr  
Laß mich sehn deine Güte 
Einn starken/ festen Glauben rein  
Gib mir durch Kraft des Geistes dein  
Zu Trost meim btrübten Gmüte.

Give me a steadfast hope and a life  
that is God-blessed,  
full of meekness, patience, chastity, truth, 
Christian love.  
I do not desire money, possessions, and honor,  
just turn toward me with mercy.  
Let me see your goodness. 
Give me, by the power of your Spirit,  
a strong, steadfast faith  
as comfort to my saddened spirit.

Verse 7

Letzlich laß dir die Seele mein 
Wenn das Stündlein vorhanden 
In deine Händ befohlen sein 
Lös mich von Teufels Banden 
Sein List und Macht treib fern von mir 
Und nimm mit Gnaden mich zu dir  
Laß mich in Fried hinfahren.  
Amen/ das gscheh/ so will ich dich 
Loben und preisen ewiglich 
Mit den englischen Scharen. 

Finally, when the hour comes,  
let my soul  
be committed into your hands. 
Free me from the devil’s bonds.  
Drive his deceit and power far from me,  
and accept me with mercy.  
Let me go in peace. 
Amen, may it be so.  
Then I will praise and glorify you eternally  
with the angelic host of heaven. 

Text in original form as it appears in 
Praetorius, Gesamtausgabe der Musikalischen 
Werke. 

English Translation

Verse 1

Ach wie weh ist meinem Herzen 
Herr Gott in dieser Zeit 
ich vergeh für großen Schmerzen  
für Trauren und für Leid 

Ich seufz und klage 
All Nacht und Tage 
Trost ist von mir ganz weit.

Oh how my heart aches,  
Lord God, in this time.   
I waste away because of great pain, 
heartsickness, and sorrow. 

Refrain 1: 
I sigh and lament all night and day; 
I no longer have comfort.
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Verse 2

Meine Kraft tut gar verschwinden  
Ich bin gar matt und krank 
Keine Freud kann ich mehr finden  
Mein Trübnis währet lang  

Ich seufz und klage 
All Nacht und Tage 
Trost ist von mir ganz weit.

My strength disappears completely,  
I am utterly weak and ill,  
I cannot find joy any longer,  
my cheerlessness lasts long. 

Refrain 1: 
I sigh and lament all night and day; 
I no longer have comfort.

Verse 3

Elend hat mich ganz umgeben 
Welchs ich vor nie gedacht 
Mir wird saur mein armes Leben  
Keiner Freud ich mehr acht  

Ich seufz und klage  
All Nacht und Tage 
Trost ist von mir ganz weit.

Hardship surrounds me  
which I could have never imagined.  
My poor life is turning sour,  
I cannot find any more joy. 

Refrain 1: 
I sigh and lament all night and day; 
I no longer have comfort.

Verse 4

Meine Sünd so hart mich kränken 
O treuer Gott und Herr 
Wann ich tu daran gedenken 
Hab ich keinn Trost nicht mehr 

Ich seufz und klage  
All Nacht und Tage 
Trost ist von mir ganz weit.

My sins discourage me greatly,  
oh faithful God and Lord.   
When I ponder them,  
I no more have comfort.  

Refrain 1: 
I sigh and lament all night and day; 
I no longer have comfort.

Verse 5

Mein Geist ist mir zerschlagen 
Betrübt Herz/ Mut und Sinn 
Daß ich auch bald möcht verzagen 
Mein Freud ist gar dahin 

Ich seufz und klage  
All Nacht und Tage 
Trost ist von mir ganz weit. 

My spirit is shattered;  
[my] heart, courage and mind are so cheerless  
that I all but give up hope. 
My joy is utterly gone. 

Refrain 1: 
I sigh and lament all night and day; 
I no longer have comfort.
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Verse 6

Drum ruf ich aus Grund des Herzen  
Zu dir/ mein lieber Gott 
Und fleh dir mit bittern Schmerzen 
In Ängsten meiner Not  

Erhör mein Klagen  
Laß ab zu schlagen 
Sei gnädig/ Herre Gott. 

Therefore I cry to you  
from the bottom of my heart, my dear God,  
and plead with you in bitter pain,  
in the great fear of my distress. 

Refrain 2: 
Harken to my lament,  
desist from smiting* me.  
Be merciful, Lord God. 
(*translator’s note: “smite“ in the sense of 
Deuteronomy 28:22 KJV, ASV]

Verse 7

Tu mich doch einmal erlösen  
Von meiner Widerpart 
Reiß mich aus der Hand der Bösen  
Die mich verfolgen hart  

Erhör mein Klagen 
Laß ab zu schlagen 
Sei gnädig/ Herre Gott.

Finally, free me from my adversary.  
Tear me from the hand of the evil ones  
who are pursuing me relentlessly. 

Refrain 2: 
Harken to my lament,  
desist from smiting* me.  
Be merciful, Lord God.

Verse 8

Ach neig zu mir deine Ohren  
Machs nicht zu lang/ o Herr 
Tu mein Bitt gnädig erhören 

Reiß mich aus Ängsten schwer  
Erhör mein Klagen 
Laß ab zu schlagen 
Stäup mich doch nicht so sehr.

Oh, incline your ear toward me.  
Do not tarry, oh Lord.  
Harken to my prayer mercifully. 

Refrain 3: 
Wrench me from deep fears,  
harken to my lament. 
Desist from smiting me;  
do not flog me bitterly.
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