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Writing an Accompanied Chorale in the Style of Chrstoph Graupner

After spending the last six months totally immergethe chorales of Christoph
Graupnet, | thought it would be instructive (at least to)rttake a few hours and write
a chorale in his style. In the process Wa#view a number of defining characteristics of
the Graupner chorales as well as delve into sofatetkareas helpful to write in this late
baroque idiom. The goal is not to write somethimgt sounds exactly like Graupner, but
instead, to compose a piece that is suggestiveafgber. As a composer, I'm always
interested in borrowing things that can help meaewetter music, not trying to write a
doppelganger. | also occasionally need to writgym music in different styles for
productions, so this exercise may come in handjhermrofessional as well as purely
educational level for anyone who has a need teevpetriod music.

There are only three rules:

Rule 1 Try and write idiomatically in the mature baroqa@d perhaps pre-classical)
style taking the numerous Graupner traits discusséeart.

Rule 2 Do not use a piano, guitar or other compositi@natch. Write it directly at the
computer or on paper if you like Graupner was so prolific, | doubt he was siténg
keyboard all day plunking out ideas. | suspectthestive juices flowed right from brain
to hand to paper. Let’s try and do the same - @ gxercise for any composer.

Rule 3: You need not feel compelled to read every worthisf monograph. Pick and
choose those sections you think are of value.

First we need to select a hymn. Let’s start by loglat Graupner' ®armstadtisches
Choral-BucH and randomly select a chorale. No cheating pickmge famous hymn
tune. Just go to any page and pick the first onelgok at. | just happened to turnGmtt
du Bleibest doch mein Gotfan't say I've ever come across it before. Herdée
extraction from Graupner’s choral book:

&ott Ou Hert
doch mern Solt :

Figure 1 - Hymn chosen from Graupner'sDarmstadtisches Choral-Buch, 1728

! Born: January 13, 1683 - Kirchberg, Died: May 1960 - Darmstadt

2 Forgive me for using the “Royal We”. This is natesearch paper and | wanted a more personal touch.
% Ok. The computer can be a musical crutch toothritiays of pen and paper are quickly waning.

* http://imslp.org/wiki/Darmst%C3%A4dtisches_Choraidh_(Graupner, Christoph)




Notice that Graupner provides simple figured camiparts for each of the
approximately 260 chorales in this interestingdristl record. This could come in handy.
Here’s the one | chose transcribed into moderrsclef

Gott du bleibest doch mein Gait
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Figure 2 - Our hymn transcribed into modern clefs

Before getting started on the music, a little iniggdive legwork on this hymn is in order.
I like to start by going to Google Books to see tnannal sources might be online
containing this text. First hymnal to come ug\llegemeines und vollstandiges
Evangelische&esang-Buchhy Johann Friedrich Burg (1751), from the Biblieta
Regia Monacensis. There are also lots of othercesuisted in the search.

Looks like there are six verses, all of which begith “Gott, du bleibest doch mein
Gott” (though some versions only have five vers@d)e hymn appears to have been
written by Anton Ulrich von Braunschweig, Duke ofd8nschweig (Born: Oct-04-1633,
Died: Mar-27-1714). Interesting.

There’s no telling what verse Graupner may havesehdo set. The only consideration is
that Graupner would have only used one verse pengepossible repeating the chorale
with another verse if it had been used earliergatata (and it turns out Graupner has
no cantatas of this name). Perhaps we choosertharfid last verse for our setting
pretending we are writing this chorale as the apgmovement of a cantata that will be
repeated as the final movement — as Graupner wgdored of doing.

A little more searching reveals there are at Isiestlifferent variations of the text in
different hymnals. Here are the two verses thatse be common to most of the
chorale books.

Verse 1. Verse 6:

Gott! Du bleibest doch mein Gott, Gott! Du bledsbdoch mein Gott,
Gott, mein Trost, mein Schuss, mein Retter, Droifderr, kann ich dich haben,
Gott in Wohlstand, Gott in Noth! Frage ich nichech dem Tod,
Stirmen auf mich alle Wetter, Erd und Himmelmmacht laben;
Kann ich mich gedruckt zwar sehen; Will mir Liebd Seel zerstauben,
Doch lasst Du es nicht geschehen, Lass ich mattt wmon dir treiben,
Dass ich gar muss untergehen. Gott wird docim iBeitt verbleiben



The first thing to note is that it's a seven lingrm. The Graupner chorale book also
confirms this hymn’s melody conforms to a tradiabAAB hymn form. TheAufgesang
is four lines (dual two-line Stollens as is mostncoon) and thébgesanghree lines. A
seven or eight line hymn nicely fits into the startdAAB fornt

We can blindly use Graupner’'s melody, but let’s if&gere are any other versions in the
hymnals. A little searching reveals at least twisions.
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Figure 3 — Hymn version from Chur-Pfalzisch Allgemmes Reformirtes Gesang-Buch

612. ®ott, bu bleibeft bocb mein Gott s,

— 3
{

é‘é_ef_a_iﬂi e

Gott, du bleibeft doch mein (Smrr,@ott,mem.}jurt, mein
(Sjntttmﬂﬂfgy\lﬁaub,@ottm920:1}. Stivmen auf mich

| Fi

o . = IS ) 1 o
-——k—T*Q— -'_e—--':' E!"—‘—L—!: =w —‘:_.—“.:Ij::l

Schuts, me ‘:‘R t = te i i
)‘lﬂu: IEL m%\fe ﬁ;:r ,—Tuﬁ ich mich ge = drficfet felen;

T
3

—0—533 e e e o e
o D i o e e o —l——l——}—_F I g g
bod) [abt du mich nicht bergel)cn,bnrl'; [aftdu nncl) nicht vergehen.

F|gure 4 - Hymn version from Allgememes Choralbub’

Looks like Graupner’s version is a slight modifioatof the second version above and he
strangely added some dotted rhythms, which heyragd in practice in the vocal pérts

®> We'll use accepted hymn terminology borrowed frii@istersinger and Minnesinger song analysis. The
Stollenis the A section. ThAufgesangs theAA section as a whole and tiidgesangds the B section.

6 Chur-Pfélzisch Allgemeines Reformirtes Gesang-BMdlume 2,Ambrosius Lobwasser, 1769

7 Allgemeines Choralbuch: oder Sammlung der in demegelischen GemeindeBarl Gottlieb Hering, 1825

8 Notice how Google search actually finds (yellowtiight) text in the scans of the old German clotaloks. What a
wonderful time to be a researcher!



How do our two verses fit Graupner’s version? ReljeHere’s the setting as Graupner
might have notated it in his parts implying thesffiverse was sung at the first occurrence
of the chorale in the cantata and the last versddugpically be sung in théa capo
restatement at the cantata’s finale (his cantgfasally end with ada caponotation to
repeat the chorale if it appeared before the enbleofvork).

Gott du bleibest doch mein Gott Anton Ulrich von Braunschweig
~ ey
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Gott! Du blei - best doch  mein Gott! Gotl,  mein Trast, mein Schuss, mein et - ter,
Gott, In Wohl - stand, Gott in Naoth! Stiir - men auf mich a - le Wet - ter,
Cott! Du blei - best doch mein Cott, Drum, © Herr, kann ich dich ha - ben,
Fra - ge ich nichts mach dem Taod, Erd und Him - mel mich nicht la - ben;
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Kannich michge - drickizwarse - hen; dochlisstDu es nicht ge-sche - hen,  dass ich gar muss un-ter - ge - hen
Will mir Liech und Seel zer- stiu-ben, lass ich michnicht wvon dir trei - ben, Gott, wird doch mein  Gaott ver - blei - ben.

Figure 5 - Hymn text set to the selected chorale

The next decision is how to set this chorale. Wisttuments shall we use? Most often
Graupner would write for strings and continuo. Hest to choose any instrumental
combination you like from the list below, as lorgyiincludes strings and continuo.
From there almost any instrument available to taeoBue composer can be found in the
chorales. Typical Graupner combinations in additmthe strings include:

» Solo wind instrument (solo violin, flute, oboe, basn, horn, tromba, even oboe
d’amore, flute d’amore and especially the chalumeduich Graupner used
frequently after 1735.)

» Pairs of wind instruments (and occasionally thr@gdvinstruments)

* Two clarinos and timpani (up to 5 of them). Or pblgstwo horns and timpani

» Combinations of two winds and two brass instrumeotssibly with timpani if
brass are used (his orchestra doesn’'t get mucérlérgn this)

Maybe this week two fine oboists are availableless orchestrate the chorale for two
oboes, strings and continuo. As it happens, Grauprae a number of excellent
chorales with this orchestration.

Should we take the pedestrian approach leavinghbeale in common time and in the
key of A minor? Graupner was very fond of puttaiprales in different meters and
transposing them from the established hymn tune Key not too fond of the key of A
minor for the oboes, so I'll transpose things taioor to give them a little more
headroom (plus I just like ¢ minor better for tleisd I'm after heré)

° Baroque composers had specific ideas of what emogach key imparted. In particular, look at the
works of Johann Matteson who wrote extensivelyhos subject in his treatideas neu-erdffnete
Orchestre.



Also lets turn this into a little more of a danecglaonvert it to 12/8 meter (but the meter
won't be discernable just by hearing the vocalg#rat should all be moving in a
constant and uniform rhythmic motion). Anyone wmows Bach’s chorales will ask
“why make things so simple”? Remember we are wgitmGraupner’s style and his
chorales are absolutely nothing like those of Bdttey are light years apart though the
two lived at virtually the same time within somed2%iles of each other for most of their
lives.

It's a given to write in the “Graupner” style, rhynic differentiation must be removed
from the vocal parts so the orchestration can takeer stage or at least present a
dynamic foil to the static vocal writing (which ghaces a very interesting sound quite
unlike a Bach chorale). The orchestra is treatethersame par with the voices in the
Graupner chorale and is what gives these wondendtks their unique character.

So unless we want to go far off field (which adedtyy Graupner occasionally does)
there are two choices. The first is to move thesat dotted halves. In this case, to be
able to get a clear sense of the hymn it will beessary to move the instrumental parts
along at a good clip or use a predominantly eigidte accompaniment to increase the
harmonic rhythm so the chorale text can be receghtearly (which of course was a
primary consideration as the chorale was firstfaneimost meant to express an
important aspect of the Gospel and hopefully halpaace the main point of the weekly
sermon). It's not much good if you can’t recogrtize words.

Gott du bleibest doch mein Gott

, ~ e 4 N
r T p— yor ] e - . : e ; e r’ > -
é Pige—F FF—F e p e P £ LF [ —
v Cott! Du Blei - best doch mein | Gott! Guott,  mein Frost, mwein | Schoss, mein | Ret - ter,
Gott, in Wohl - stand Gott in Math! Stilr - men auf mich a. - e Wet — ter,
\ Godt! D blei - bosl doch mein G, Dirvim, o Herr, kann ich dich ha - Dben,
E Fra - ge iwh nichts | nach  dem Toad, Erd g Him - el mich  nicht la — beén;
5o S S DO DA e
i == : =" P . a—
il q 1 6 i3
- =
H i W = 173 = FTT ror I T 2 E r" = =" ri'
g r: g0 o & f . r7 = . ! -
kann ich mich ge - | drilckt zwar e - hen; doch Yassl D es nicht ge - | sche - hen,
Will  mir Lieb und Seel zer - | stau - ben, lass  ich mich  micht von  dir trei - ben,
Al = (L8
— = P o
) I b o2 | F o o = o
| L]
e 2
= & 2 = —
* dass ich gar LS un ter - ge hiers.
\ Golt, wird doch mein Cott Vi bled - bern
) : = o
e_ ) B e E F = o

445
Figure 6 — The selected chorale transposed to C ninand transcribed in 12/8 meter, dotted half

motion

The other choice is to move the notes in a conslaitéd quarter motion, which is the
more common Graupner tendency when he writes B, pAis it's a bit easier for the
singers to read and follow (at least by today'saahiohal standards). Our harmonic
rhythm will be twice the speed in this case assgrtie dotted quarter notes move at



twice the pace of the dotted halves (not necegghel case in practice but for our
exercise we’ll make that assumption).

Gott du bleibest doch mein Gott
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Figure 7 — The chorale transposed to C minor and anscribed in 12/8 meter, dotted quarter motion

Now it's time to harmonize. Since Graupner was lendugh to provide a figured bass
part, | suggest we use it and make little changes &nd there to suit our fancy. Frankly,
I’m not that crazy about the melody which doeshmte a lot of character, but it was
selected it at random and we’ll stick with it irstieof choosing a better known tune. It
does have those unusual repeated notes at thd eadfoline in the Abgesang, but again
we’ll keep the melody the way it is here when wersedhe piece as part of the exercise.

Considering the harmonic implications of the meldtiyngs are pretty static around the
tonic for the first two measures (in the above egl@nand then there’s an obvious
movement to relative major at the end of the Stoli@raupner’s figured bass continues
to keep things hanging around the tonic and redatiajor for the next two phrases. A
few changes may be in order to get a little mometain the harmony and perhaps
throw in a few more inversions. A secondary domirarseventh chord here or there
can't hurt either (no diminished sevenths as Graupor the most part avoided them).
There’s a plagal implication in measure 8 to V(Eb to Bb) which will be nice and then
the following measure has some interesting fourdtions to which a little minor chord
variety can be added as well as an unexpected robded or two before returning to the
tonic at the end. With Graupner, you can expecttiexpected now and then in the
harmonies.

As for voice leading, the tenor’s range shouldb®too wide and it can wind in and out
of the bass line if needed. Repeated notes imtlex voices are common, sometimes
three or four in a row. Parallel fifths two chomsart are not uncommon and we can start
with and end with an open chord without the thirdadences if we wish. We’ll change
the bass a bit here and there adding a few moesions than in the original Graupner
chorale book version and also rhythmically syncirethe bass line up with the rest of



the parts. When the continuo line is added toitid piece it can take on a much wider
range than the vocal bass line for variety, thostighstaying in melodic synchronization
with the bass part on main beats.

The alto and tenor tend to move in the same rhytlvaliues as the soprano and bass,
possibly adding a passing tone to avoid a diredllgh fifth. For the most part, root
position and a few first inversion triads are use>to-V motions are common at major
cadence points but not too much else in terms oflremonic tones except for the
occasional 4-3 cadential suspension and frequenofu€’*-v> resolutions. Let's throw
in a few more passing chords in the instrumentel\where we are (and Graupner was)
free to be creative unfettered from the melodic laaenonic bonds of the hymn tune.

Let’s look at some examples from other Graupnetatas to give us some ideas. Here’s
the extracted vocal part from one Graupner’'s 12¢8emchoralesdu wirst aus des
Himmels Thronge We will look at the piece in a bit more detadldw. Notice how the

bass and tenor frequently converge on the sameimmigh the alto does not do the same
with the soprano. This is characteristic of Grauprce leading.

Du wirst aus des Hinmimels Throne
"0 du allersiisste Freude”, Verse 3 Christoph Graupner
"Seht Jesus will zum Vater gehen”, GWV 1134-22
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Figure 8 - Vocal part of chorale from GWV 1134-22

Here’s another 12/8 vocal extraction. As you ca) #e voices again move in the
expected constant rhythmic note value progresdibis. example has less tenor/bass
convergence. It employs &4 chord in measure two moving to the first tonicerack
and a simple 4-3 suspension at the final cadentmnto. Again, this is about as



adventurous as Graupner gets in terms of non-hacnhoame usage in the vocal parts.
Notice the chorus ends on the open chord withard thanother frequent Graupner
voice leading trait (he might also use this voicatghe beginning of the chorale and
sometimes even in internal cadences).

Meiner Seelen wohlergehen
"Solt ich meinem Gott nicht singen”, Verse 5 Christoph Graupner
"Das 1‘vul;lrlgLn der Elenden horest du Herr"”, 1160-32
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Figure 9 - Vocal part of chorale from GWV 1160-22

Here’s another complete vocal extract of one ofupner’s earliest Cantatas which
moves in the dotted half value.



Denn gleich wie die Rosen stehen
"Freu dich sehr, o meine Seele!", Verse 3
From Cantata: "Mich tiberfallt mein Kreuz", GWV 1153/09a
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Figure 10 - Vocal part of chorale from GWYV 1153/09a

Compare these voice leading examples with the tparaof one of Graupner’s last
cantatas. This one even has parallel fifths motang unison in the bass and tenor parts
in measure five. We still encounter numerous bassftconvergences.

Denk nicht in deiner Drangsalshitze
"Wer nur den lieben Gott 1dsst walten” Verses 5 & 7

"Gott der Herr ist Sonne und Schild”, GWV 1113-54
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Figure 11 - Vocal part of chorale from GWV 1113/54

As you can see, just by looking at the vocal pattshard to tell Graupner wrote this in
1709 or 1732 (or in his lasts years of choraleimgitor that matter — 1753/54).

Before we harmonize our chorale, let’s talk a bivat modal inflections in Graupner’s
chorales. Don't be afraid to use them, either beeawu have to or because you simply
want to inject a bit of modal flavor. Graupner dbegh. It's fine to harmonize simply
and in a very tonal idiom if your chorale tune aoooodates it, but sometimes the
chorale tunes, many of which are built on modaladiels, have so much modal content
that you have no choice but to delve into modairuanies.

10



The main rule to follow in regards to modal harnzation in the style of Graupner is that
there is no rule. Let the linear content of theral®affect your chord choices. Although
there are plenty of treatises on church modesrteudg remember that Graupner was
first and foremost a tonal composer though he usedhl inflections all the time, both in
the cantatas and also in instrumental works. Jydigom his music, I'm sure he was
interested more tone color than trying to adher@pestablished “rules” of modal
harmony.

If you pick a chorale that does not seem to letlyaumonize in a strictly tonal fashion,
especially if you picked a minor mode chorale, adesthe following stereotypical
modal-induced linear motion cases that will guiderychord choices.

Modal Case #1 - Lowered Seventh Degre# you picked a melody that moves to the
lowered seventh degree from the tonic (say trudiagoDorian, or Mixolydian), you

have no real choice given the baroque harmonidtpalou either use a modal inflection
or try and find some secondary dominant relatedandhat might fit the line (but if you
have to use a secondary dominant right off theibaill likely sound modal anyway as

it is unlikely you will have the proper linear cent to effect a true modulation that early).

Consider the following hymn tune.

Ach Grosser Konig, Gross Zu Allen Zeiten
"Der Herr wird Konig *r{_lrz L GWV 1101-36
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Figure 12 - Hymn tune with lowered seventh

Now study Graupner’s vocal harmonization in FigliBebelow. The F natural in the
second measure ensures we can not toflallgess g minor at the beginning of the tune.
Graupner begins with a descending third progregsianallows him to harmonize the F
as a secondary dominant of Bb (gm-Eb-cm-F6-Bb-Etprb); but that is just transitional
to a motion in g minor at the end of the Stollemigh is more touched on through
movement around the dominant than any strong cajlefibe motion to the relative
major in measure 11 is a lot stronger. This isum@ommon in Graupner’s minor mode
harmonizations (not stressing the tonic strongiyl time end if leading tones are not
present in the chorale tune and lowered sevenéghprasent). You don’t have to feel like
you need to stress the tonic if the melody doedihakll to it. Don’t force the tonic or
try injecting classical tonality when it is not wanted.

19 And when | say “tonally” | am referring to Clasaid®eriod tonal harmony.
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Ach Grosser Konig, Gross Zu Allen Zeiten
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Figure 13 - Graupner's Harmonization

Note that Graupner could just as well have, anelnoftoes harmonize the lowered
seventh with a “minor” dominant chord. This giveseven greater modal flavor.

Ach Grosser Konig, Gross Zu Allen Zeiten

i "Der ch-. wird Kénig sein’, GWV Iljl -36 | f-r
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Figure 14 - Another possibility using "minor" domin ant

Modal Case #2 - Lowered Second Degree

A more perplexing harmonic problem results in mededhat have perceptible Phrygian
(or Hypophrygian') content, primarily characterized by the loweredand scale degree
in minor mode. These tunes typically either bedirapes with the tonic moving to the
lowered second scale degree or more frequentlybrases with the lowered second
degree resolving to the tonic (or to use modal eoiogy “the final” as it’s hard to call
this note a true “tonic”). It is difficult if notmpossible to harmonize in the tonic key of
the final as the lowered second does not occurdrdbminant or leading tone (Vii

chord needed to establish tonality until the atterieords of the Romantic period and
certain 28' century harmonies, particularly in jazz. Emphagisub-dominant and
dominant tones is common in harmonizations of Rlarygased tunes.

Consider the Stollen frofarbaum dich mein o Herre Goffagain taken from Grauper’s
chorale book).

1 “Hypo” modes in the formal sense center arounddttvainant tone but end on the final, though hymn
tunes of he sixteenth century rarely follow modaahifalities codified hundreds of years earlier.
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Erbaum dich mein, o Herre Gott (E. Hegenwalt, 1524)
o

- | baum dich mein, o Her - re Cott, nach dei - ner grossn Barm -] her - zig - | keit.
Wasch ab, mach rein  mein Mis - se - | tat, ich kenn mein Sind  und st T leid,
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There is no way we can place these notes in a tfriicminor. There is no option but a
modal harmonization. But remember, Graupner wasal tomposer so you must
quickly center your harmonies tonally even if yavé a very modal tune. Modal
inflections are fine, but you can’t go more tham@asure or two without some kind of
tonal motion. Looking at Graupner’s figured bassukes a strong motion to the
subdominant at the first fermata, though the begopis harmonically vague until the G#
in the bass. Fortunately there is a B-A motiorhie melody in measure 4 to establish a
V-i in A Minor, but no such luck at the end of tB&llen. There we have the lowered
second moving to the tonic final. Neither a V-i matin e minor or A minor can work
there. So Graupner uses a C-dm-A chord patterthéoending that has a plagal feel,
especially when the A major chord resolves to amittor chord on the repeat of the
Stollen. That is the beauty of modal harmonyis itnprecise and sounds fresh to the ear
when taken in the context of tonal harmony (intrat times it may sound like music
from an earlier time and at others it may soundoglrmodern).

The above example is Graupner’s “classic” repredemt of the popular tune in his
chorale book, however, he takes a few differenstsvand turns when he actually uses it
in an accompanied chorale. Here is a harmonizéyo@raupner from one of his three
cantatas starting with this chorale (and otheratastalso use it as an internal or ending
chorale). Notice he alters the tune slightly in mwea one to add a leading tone to induce
a strong motion to A minor, which is perceived &the main tonic area of the chorale.

Note in measure six th@&dm-E cadence after a brief movement to the rkedatiajor

(C) in measure 5. This iv-V (or iv6-V) motion undeath the lowered second degree to
tonic (or as really heard loweref & dominant) motion is so common, it is referred t
as a Phrygian cadence. Thousands of baroque pisegsas a transitional harmonic
progression in slow movements.
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Erbarm dich mein o Herre Gott, GWV 1155-39

R e
| ?9# H##H : r‘bi f|°i H##r”#? #
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SATH Best vor dir mag | nicht be- stahn, du bleibst ge- recht,

i

Figure 15 - Phyrgian harmonization
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So if you happened to pick a Phrygian example &assthe basis of your chorale, you
have considerable freedom in harmonization outsideaditional tonal progressions.

Modal Case #3 — The Raised Sixth Scale Degree

The raised sixth scale degree can be seen in Doaised melodies. We don’t have to
worry about lowered second problems here so ibisisually difficult to harmonize
around the true tonic. The raised sixth degreebeamsed to more add a bit of modal
flavor than turn the harmony on it's head as we sailie Phyrgian case.

Here’s a Hypodorian example from Graupner’s Chapalek harmonized more or less
per the given figured bass (though Graupner oftamds out obvious inversions in the
figuring and simplifies many harmonies in a wayttha would likely not really use in
practice). Still, while the opening clearly emplzasi the tonic, the C natural in the
melody at the end of the stolen requires a mobaié relative major which is quite
sudden given the G natural (raised sixth) befor€he whole Stollen passage outlined in
red is really heard modally. Things then gravitatéhe relative major as usual in minor
mode hymn tunes, then there is bit of a shift tm&or before a transitional ending on
the dominant which again is heard modally as tiwra® no trace of d minor before it
(that B natural in the melody in measure 22 givesa change to end with a V-1 motion
in D minor). Many chorales end on the dominant dh@on’t worry if you can’t end on
the tonic. The dominant, if needed, will suggest ithe ear.

Such is the wonderful nature of some chorale tuReyet about Graupner’s figured bass
and try harmonizing this melody yourself. It's ayeteresting tune.
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Modal Case #4 — The Raised Fourth Scale Degree

The raised fourth degree as seen in Lydian tureesepts limited problems on the tonal
level as it can easily be harmonized as a secorttanynant to V, though true Lydian
chorale tunes with the raised fourth degree wriitethe 1500s and 1600s (when most
were written) are not that common unless they ase® on much older material. | don’t
think you will run into this that often so I'll gein with our business.

Modal Case #5 - Modality for Modality’s sake

Now we come to the fun part. Can you throw in aexjpected modal sound in a chorale
almost any time you want to? The answer is yesu@rar does it all the time in places
where a traditional tonal chord choice might hagerbused. Here are some of the
common modal sounding harmonic motions Graupneidaapthough admittedly they
are most often used in harmonic transitions.

» Use of the minor dominant chord resolving to tonic.

» Use of altered tonic cadences (primarily using gomehord when a minor chord
is expected). Though not totally modal as the Vsl motion present, it can
sound renaissance-like and in the process hitdhasa modal progression.
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* Moving a minor chord to another minor chord notrfdunaturally in the key.
Graupner does this all the time. Don’t go overbo&tdy to minor chords related
to the relative major, sub-dominant or dominant.

» Using Phrygian cadences to move to a dominaninigggiint outside of the tonic.

» Alternating major and minor chords. This is usedrsly and often the second
chord turns out to be a secondary dominant.

» Ending on the dominant when you really were notlyimg the tonic strongly
before that.

Try some of these progressions in your harmoniratiand if you primarily write tonal
music, try throwing a few of them in your compasits as well.

Finally it's time to harmonize the chorale pickédandom for this discussion. Here’s a
possible harmonization of the chorale using théediobalf note approach, more or less
keeping Graupner’s original figured bass and thngwh a couple surprises that he might
have added. This will be the actual vocal partefwge this version.

Gott du bleibest doch mein Gott ~
12 oS e e ’ #3 o (4 2

ST T T [T 1> [T [T =
Goit! Du blei - best doch mein Gokt! Gott,  mein Trist, mein Schuss, mein Ret - ter,
Gaolt, in Wohl - stand, | Gott in [esth! Stiir - men auf mich |a - le Wet - ter,

Gott! Du blei - best doch mein | Gott, Drum, o Herr, kann | ich dich ha - ben,
Fra - ge ich nichis | nach dem Ted, Erd  und Him - mel mich nicht | la - ben;

il P R e
e o e o
WA el il A e
A L L g
[ - A

Figure 16 - Harmonization of the chorale - Dottedhalf note motion version

Here’s another similar harmonization using theetbtuarter rhythm with a few more
changes in Graupner’s original continuo part. Fhgnkreally didn't like the 7-6 and 4-3
motions Graupner had in his Stollen harmonizafidrey could interfere with the
instrumental part so the second version removes,that I'll keep Graupner’s strong 4-3
suspension at the end.
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Gott du bleibest doch mein Gott
ébbb%J e #: e T . H: S

T e R o o o A e B A B 2

Gott! Du bled - best doch mein Gottl | Gott, mein Trost, mein | Schuss, mein Ret - ter, Kann ich mich ge -
) Gott, in- Wohl - stand, | Gott in Math! | Stiir - men auf mich (a - le Wet - ter, Will mir Lieb und
SATE | Gott! Du blei - best doch mein Gott, | Drum, o Herr, kann | ich dich ha - ben,

Fra - ge ich nichts | mach dem Tod, | Brd  und Him-mel | mich nichtla - ben;

Ly |4 S gl g 4y
Dot o f oo fp

S N R J.J;.J- Ly ) I G
A R RN A
= jl 1|- sldn hJ Ij\ 11 :uh :hl ;un jl trei - ben, | Gott, wird jlhjm Iallur-jul-jn
zmrrhr””rr =ass

Figure 17 - Harmonization of the chorale - Dotted ight note motion version

Perhaps before we jump into the compositional dets look at a few of Graupner’s
12/8 meter chorales with orchestra accompanimenthrionological ordef?

The first example from GWV 1153/084s among Graupner earliest chorales. Here he
takes the rather simplistic approach of using astaot arpeggiated rhythmic pattern
accompaniment to a dotted half vocal motion, wischery characteristic of his early
chorales, but also used throughout his career. dlfg#es techniques common to many of
his chorales accompaniments:

* There is an instrumental introduction prior to tyenn entrance to set up the style
and motivic content of the chorale before the veieeter. Many accompaniments are
based on a highly structured motivic pattern.

* The first and second violins double each otherregawo violas in this case (being
an older cantata there is an influence of usints\here).

* The basso continuo in this case simply doublevdlcal bass part, though in a
shortened rhythm. Later works can see it move af@uiot more.

* The inner voices sync to the bass rhythm usingtamating dotted quarter-dotted
quarter rest pattern. Graupner does not tend tthicdeharmonies in the chorales (he
doesn’t need to as the vocal parts are providiognstant backdrop with no space
between chord changes, so a bit of open space iactompaniment is common).

* When it comes to slurring, Graupner frequently ailys two notes of a three note
pattern, or three notes of a four note pattera.Méry different from classical slurring.

12 Of his more than 1200 cantata chorales, approxignateety are in a 12/8 meter.
13 Graupner's works are categorized by GWV (Graupierke-Verzeichnis) numbers. Note the year of
composition is embedded in the GWV number for thietatas — the last two numbers implying 17xx.
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Denn gleich wie die Rosen stehen
"Freu dich sehr, o meine Seele!", Verse 3
Chorale #4 ("Freu dich sehr, o meine Seele!™) from: "Mich tiberfillt mein Kreuz", GWV 1153/09a
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Figure 18 - Opening of chorale from GWV 1153/09a

The next example was written thirteen years lateis example displays a much more
contrapuntal style. This composition adds two oliodke strings and continuo, similar
to what we intend to do in our composition. Somiedh to note:

* The oboes are the solo instruments and duringpbkaing and instrumental
interludes they come to the foreground statinghlagor melodic and/or motivic
material. They begin imitatively and then move iatsequence, often moving in
thirds when isolated.

* The accompaniment to the oboes starts with chondtpations to allow the
oboes to be perceived as the soloists.

* When the voices enter the two oboes start doulitieghorale tune (if just a
string accompaniment us used, this function is dlsngiven to the second violin
or perhaps the viola). When in doubt double the mymame with at least one
instrument. Graupner does not always do this,thgtiery common in many of
his chorales, especially later chorales where gobexmmelody is also present in
the instrumental parts (normally violin but posgialsolo wind).

» The first and second violins for the most part dewdach other in a very disjunct
arpeggiated pattern that takes unexpected twistsuans™

4 The more you listen to Graupner the more you appreciate his experimental and often forward
looking tendencies (and then he might throw yolkkeahundred years in an instant).
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* The bass in this piece is very active, much morénan usual. There is a solo
bassoon used in another movement of this cantatawsn though the bassoon
part does not indicate it, it's likely the bassatmubled here as this looks like a
bassoon solo. Note that even though the bassive aittstill for the most part
- g . p
doubles the vocal bass line on the beat, thougimrtbe same octave. It's
g
reasonable to assume Graupner wanted both thelehona and the bass to be
doubled, ostensibly to help out the singers.
g
Du wirst aus des Himmels Throne
"0 du allersiisste Freude", Verse 3
"Seht Jesus will zum Vater gehen", GWV 1134-22
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Figure 19 - Opening of chorale from GWvV 1134/22
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The next example (GWV 1123-23) comes from the seaimeframe as the last example
but is very different in nature. Here the melodic@npaniment employs a rather dance-
like style. Some things to note:

» Only a two measure introduction this time, buakds on a melodic shape and it
is uses a number of trills and other ornamentatiS8ome chorale introductions
last 8-16 measures, some only a measure and saraeashbegin the voices and
accompaniment at the same time. So we are frevémi any kind of
introduction we like. Just try and use motivic e@ts of it throughout the piece
for structural unity.

* The nice regular melodic motion of the introducteam become distorted when
the accompaniment moves above the vocal linestarzhitake on a rather
disjunct, almost unpredictable melodic nature, diesgly employing dotted
motions. Graupner was heavily influenced by then€Enedotted style and French
Overture-like introductions are used in a numbeshafrales. At other times the
melodic lines derive from this style even if an @ws French Overture style is
not present.

* One voice, here the second violin (though it cdaddhe viola) doubles the
chorale tune, possibly beginning and ending orffarént note (though often the
chorale line is doubled note for note).

* The viola is free to move around filling in harmesiand adding a bit of rhythmic
variety, often using syncopations. In general Mioéa line need not take on
melodic shape though at times it is used to dotitdenelody in thirds if the
second violin is doubling the hymn tune.

» Here the bass moves around in an ostinato-likeveqtattern, but it still doubles
the bass line, though not necessarily at the sataee.

* Instrumental interludes for a measure or two (l@esangle measure) are used
between lines of the chorale. The melodic notion$eto move back to a more
regular shape here often going back to motivic matpresented in the
introduction.

* When the second violin is not doubling the chotafee, it often moves in thirds
with the first violin. The same could be said ifiet wind instruments were used
as they also typically double the chorale tune@iteh move in thirds in the
interludes.

* Though we don't see it here, the chorale most afteas with another
instrumental section that repeats, or at leastiig suggestive of, the opening and
then cadencing on tonic if possible.

» Once again we see an accompaniment rhythm that tally “filled in”. That is
instead of using a constant dotted quarter accoimggm, Graupner uses a
guarter note followed by eighth note rest comboratiThis is a Graupner
notational trait.

» Also note the “hash” marks above notes. These typieally little strokes that
might have meant accenting or staccato. There exaot modern accent
equivalent. | typically leave them as these litissshes in typesets so the reader
can interpret them as best suited to the musigim of how they may have
actually been used.
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» This example also notates the non-harmonic moimiise melody in the figured
bass ¥ moving to'%g, etc). This notational complexity is rather unusnahe
figured bass parts (that may have been added lgoghast).

Sieh doch auf mich, Herr, ich bitt dich
"Sie, hier bin ich Ehrenkonig', Verse 2
La_rgu + "So besteht nun in der Freiheit " GWV 1123-23 r i
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Figure 20 - Opening of chorale from GWV 1123-23

The next example takes us nine years into thedutdere we have another more
contrapuntal example.

The violins play in unison throughout. A numbercbbrales use this technique,
especially earlier ones. The viola provides esakaticompaniment in this case.
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The violin part uses a repeated pattern with vgryitrythmic content. Another
common technique used in the chorales.

The continuo is quite active but once again synrwith the vocal bass part on
beats.

There is no doubling of the chorale melody heras Will give the piece a more
contrapuntal feeling. The vocal parts almost a@raaccompaniment to the
instrumental parts in this case. We see that quiti in the chorales.

Meiner Seelen wohlergehen
"Solt ich meinem Gott nicht singen”, Verse 5 Christoph Graupner
"Das Verlangen der Elenden horest du Herr"”, 1160-32
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Figure 21 - Opening of chorale from GWV 1160/32
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The next 12/8 example fast forwards another nirses/eo 1741. Graupner is now at the
height of his chorale writing skill. Here, a mucloma “affected” style is present. This is
another example for two oboes in addition to a salesoon part.

* The oboes in this case are doubled by the viobnghie instrumental sections and
once again they double the chorale melody whewndabal parts come in.

* There is a lot of forte-piano alternating in thieqe. A common Graupner
technigue in the chorales, but here the piano@estire short punctuations,
almost comical in nature.

* The orchestral texture has big changes as wetiderduate the forte-piano
alternations.

» The harmonies are very simple and Graupner fregustatrts on a first inversion
tonic chord.

* We can see a movementEmpfindsamer Stisensitive style). In later years,
Graupner’s works can take a turn towards the RoaodoGallant styles and can also at
times become more ltalian-influenced. You reallg'tpigeon-hole his remarkably
varied style, often extremely experimental for tinee.
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Ich bin mein Heil, verbunden

"0 Welt! ich muss dich lassen", Verse 9
"Sie riisten sich wider die Seele”, 1124-41

Christoph Graupner
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Figure 22 - Opening of chorale from GWV 1124/41

One other thing to note in the vocal parts is (upner frequently ends his vocal
phrases on a shortened note value, both to giveinigers a chance to breathe and to let
the orchestra ring out a bit at the cadence. Fyaitld more a notational trait than
anything else as even if the cadence was fully baetdas a dotted half, a director might
interpret it in the same fashion.
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Figure 23 — Example of vocal cadence note foresherting (from GVW 1124-41)

This example comes from Graupner’s last year dfingicantatas (and of course cantata
chorales). Once again there is a movement towhslRococo with highly patterned
embellishments.

The continuo once more is very active, but agdicuating the vocal bass notes
on the beat.

Now we have a pair of horns that are quite actelping to emphasize the rather
frenetic rhythmic motion. Interesting use of theri®in a minor key chorale (not
that common). Many chorales are scored for eithertorns, timpani, strings and
continuo or two clarinos, timpani strings and coat. Typically the harmonic
motion in these pieces is slower as the naturalsdnave a limited choice of tones
that most easily centers around major chords im@mkey. Accidentals in the
harmonic parts are typically enemies of the natorass so chorales that
incorporate them tend to use more diatonic harnsoaunel thus tend to be in major
keys.

Once again the second violin doubles the melodgnéoan’'t be expected to do
that in a minor mode piece, but there are chonalesre a solo horn is used to
double the hymn tune).
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Denk nicht in deiner Drangsalshitze
"Wer nur den lieben Gott ldsst walten” Verses 5 & 7
"Gott der Herr ist Sonne und Schild” GWV 1113-54
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Figure 24 - Opening of chorale from GWV 1113-54
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Here’s one final 12/8 meter example from 1730.tFasnsider the vocal part, which is
about as simple a harmonization as you can conegigtehe harmonies used are
extremely tame, almost something the author ofrenbay textbook would make up as
an example. Some of Graupner’s vocal parts ameith excellent studies in elementary
tonal harmonization. Not all his chorales contawdal content so if you happen to pick a
chorale that doesn’t need modality, you need netitu$raupner, ever the enigma, was
just as home writing in a totally tonal framewoskia one that harkened back 100 years.

Here we have a piece in B flat major that begin$ aistandard I-1V-1-ii-V7-I
progression. Then there is a simple modulatioiméodominant where Graupner remains
for the rest of the Stollen. The remainder of thexe touches back to the tonic in
measure eleven, but not strongly, and then modutatéhe submediant (vi). Notice in
this major modulation Graupner chooses to leavéhing out of the vocal part. Then a
simple movement back to the tonic occurs and welane. Not a hint of modality in this
piece and also notice the frequent use of ii6/5€édences (the baroque Uber-cadence).
You don’t need any more complex harmony than thigrite in the Graupner vocal style
if the melodic line allows it. There’s also a véimited vocal range here, mostly due to
the hymn melody causing convergences in both themso-alto and tenor-bass parts.

Halleluja bringe, wer den Herren kennet
"Wunderbarer Kinig”, Verse 4 Christoph Graupner
From Lantata 'Der Herr ist Knmg und herrlich geschmiickt”, GWV 1101-30
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Figure 25 - A simple Graupner harmonization example
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Why should Graupner use such simple, almost cikiElHarmonies? The answer comes
in the accompaniment which is extremely embellist&zgte, even in 1730 we can start to
see Graupner’s tendency to lean towards the Rgoeeeclassical styles at times. Here
you can study the orchestration of the Stollerh interesting accompaniment.

Halleluja bringe, wer den Herren kennet
"Wunderbarer Kénig", Verse 4 Christoph Graupner

From Cantata: "Der Herr ist Kénig und herrlich geschmiickt”, GWV 1101-30
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Figure 26 - Why the simple harmonies work wonderful - look at the accompaniment!
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Figure 27 - Ending of the Stollen oHalleluja bringe, wer den Herren kennet

If Graupner chose to use more complicated harmanmiesntrapuntal voice leading more
in the realm of Bach, it's unlikely they would halveen heard well given the complex
accompaniment, if in fact it did not outright clashh the instrumental parts.

The previous example from 1730 places it smackinéhe middle of Graupner’s cantata
career. It is extremely forward looking for the &#rfremember at this time that doesn’t
mean more complex). Also consider the constantmynip echoing, another trait that
looks ahead to the future.

But is this as simple as Graupner’s harmonizatg@i8 It's hard to imagine the vocal
parts could get any simpler melodically or espéciahrmonically. But remember at the
end of Graupner’s career he takes a decided twarts the pre-classical mindset,
reducing harmonic complexity, at times to the baneimum.

Consider this final example which uses a very senggltting, this time in 6/8 meter. Here
is the complete vocal part for this very short e@r short because the hymn uses only
four line verses and as we have seen, Graupnetidaradly only sets one verse per
chorale instance. For this reason, many of hisatbsiast less than a minute and most
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last less then two minutes. Don't get long-windiegbu want to write in the style of

Graupner.

Solt es gleich bis weilen scheinen

"Da ward Jesus vom Geist’, GWV 112046 Christoph Graupner
I AR G o 1 A i
R e
N s
R R P SR

The harmonic content of this chorale is even simhlen the last example! Only a few
secondary dominant chords and even then, thingsrmeally leave the tonic area. Then
again, there’s not a lot of time to do any sopb&#d modulation in such a short hymn.

The complete chorale with vocal reduction followasting all of 50 seconds played at a
reasonable pace. Here you can see how simple Gegsistyle can get. He presents a
simple melodic line over the chorale that reliesoae or two motives. The second violin
once again doubles the chorale tune. The violdfijisstn harmonies and occasionally
gets a little melodic motive here and there dowpthre treble in thirds or sixths. Play
through the melodic line. It's not a melody in thaditional sense as it is not regularly
phrased when accompanying the voices as it hasltovfthe content of the chorale, but
Graupner tries to get as much structural unity in&s he can with the repeated phrase
terminations such as in measure 8 and 13. Alsothatehe is playing witlftp dynamic
echoing again in this piece. This simplicity ofstipiece once more points forwards to the
pre-classic style.

In truth, when | said our goal was to write a cli@ia the style of Graupner, you should
have complained, “Well which of Graupner’s manylesyare you referring to”? Correct.
There are in fact many Graupner chorale stylese gdal is to pick and choose any
number of Graupner’s stylistic traits and incorpgerdiem into a chorale as he might have
done, maybe not sounding exactly like Graupnempletbaps suggesting of his work. This
may come in handy if we later adapt them in othaysamo our particular compositional
style. Think of Stravinsky'®ulcinella Suiteor perhapfespighi’'s Ancient Airs and
Dances If you like seventeenth and eighteenth centungimand you have not heard
these works, drop this paper immediately and gmerand find them.
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Solt es gleich bis weilen scheinen

"Da ward Jesus vom Geist”, GWV 1120-46 Chnstoph Geaupne
Talin ¥ r "h.-' = = = ":—' = - = Iil J 1
@E}_-_- e Pre s rrwmngrr.--LJ.-;umJua
v \B¥ge 5o | TTI01 4 | FTe540, IR :
£
= T
v |BEGE Do v o b |pprow -y e =
/3 P = pL — e
é"ﬁ = - - = = "'!f
SATE i 'E r
3/ | i
PSR - = = - o Pj
i el e o e B -
L a=ste St —
P

o — - ERpers?
vin: 1 é Efer-JEErr e ilrr- - SEERSCS ifr.-!';?rrr;é&r#"”
! e | . | | | < : z
Vin |1 é r - r J - . rl :.

= S
VI ]Bn"r e e E=f—p— 3 ;':?"FFL!'"EFJF p—r ¥

g — T

: S L P
SATH gl 2% A Wil = on st nm, ak wens

4 ﬁ o ;l'. - o- - - :

i i|"'-r-----.1 i | i = F F :

L e s e ="
1 P - P W s i
4 [

11

[ # — T T ] . - -
wi [ e e R T P e e ey e

P PP r
e é“'r' - = e = r = F £
v |[R* e P IF £ = o . - s
- = | L = ! p P
ﬁ J_ | ; - J' - i J
" iz - J -

E‘g’ = 5 f r - i |
aATH el NEr = liisg die S FHRTY o ¥

? - d 4 4 S J J !

[ZEEE = ; = - = = £ '

O L B L 17 2 < | (R S § SR S B
H > £ e 4

Figure 28 — Complete 4-line hymn tune example (pade
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Enough background material and analysis. Let'sansiime music as you are likely
snoozing away at this point. Hopefully you alreadgaked away from this monograph
and went online to listen to as many Graupner tasi@s you could firfd so you could

to come to your own conclusions. If we follow Gragps most commonly used chorale
form, the basic shape of the piece should be sontelike the following:

A Instrumental Introduction
Line one (line 3 on repeat)
Instrumental Interlude/Transition
Line two (line four on repeat)
[Repeat A — If you picked a 6, 7 or 8 line chorale]
B Instrumental Transition using material based paring
Line five
Short Instrumental Interlude/Transition
Line six
Short Instrumental Interlude/Transition
Line seven
Closing Instrumental section, most often repeatipgning with final cadence

The only other thing to decide is what style to usthe instrumental parts.

Perhaps a siciliano-like melody (commonly usechen¢ompound meter) would be
appropriate, but | want a faster paced piece s&dé&p a dotted flavor in the opening, as
Graupner loved dotted rhythms in the instrumengals but I'll do something different
when the voices come in that is more appropriata faster tempo. Instead of just
presenting a melody with accompaniment, I'll talke imelody and use it imitatively to
open and then move to a nice sequence to stroedlyedthe key and move the listener’s
ear along. Not surprisingly, Graupner was very fohdsing harmonic and melodic
sequences in the instrumental sections, | assuntedsame reasons (and of course we
really don’t have the opportunity to use much segaelong with the vocal parts as the
hymn tunes rarely support it). But if there’s thgportunity to use a little melodic
sequence above the vocal parts, it's not a badadetawill add structure to the piece.

Since the harmonies when the voices are presealraady decided, the major
remaining decision is what kind of melodic motionuse along with the vocal parts.
Graupner might have used any of the following (amchetimes also used them in
combination):

* A constant melodic motion on the same note valae(oon in the earlier
chorales)

» A constant melodic motion set to a repeated rhythpaitern of some kind

* A homophonic accompaniment, maybe all voices moinrgghth notes, etc.

» A dotted melodic motion suggestive of the Frenclei@we with numerous
embellishments (common in the later chorales)

5 | recommend searching the web for performancesldnjan Heyerick.
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» A free form melodic statement that combines anylmemof the above elements
especially using dotted notes, embellishmentsldidls and unexpected
melodic changes of direction and register (let\s @vay from this as it is
Graupner’s main identifying melodic trait in latdrorales and difficult to
duplicate — plus that would be stepping on the plemarted soul’s toes).

Let’s keep things simple as this is our first afpenWhen the voices are singing |

propose to create a constant melodic motion ireenth notes emphasizing arpeggios but
also throwing in some linear content for varietd am add melodic structure. This will
produce a strong driving motion moving to the nastrumental interlude that will be
based on the opening material in some way. As Grdupner, we’ll use a number of
patterns, unexpected directional changes and arabi some large register shifts.

Finally, since the piece features two oboes, thdélyneed some solo sections. The
interludes between the hymn lines are a perfecediar that. At these points the
orchestration can be reduced to let the oboes cuthand maybe have a littigo
antiphonal/response like interplay with the violifi®at will sound very much in style.

We'll start with a bit of imitation in the openingelody. Graupner will often use
imitation to open the chorales and he uses it fatjy in the cantata’s opening choral
movements, but rarely will it go on for long or getly fugal. Even though he was a
master of canon and recognized as a great “conttalit”, for the most part he avoided
complex Bach-like counterpoint in the cantatas ylmadue to the limitations of his
instrumentalists and singé?sRemember, he did not have the numerous musical
resources to choose from that Bach did.

Enough said, here’s the imitative melodic mategoakhe opening along with a

punctua8ted homophonic accompaniment similar to wigaiight see in a Graupner
choralé®,

Gott du bleibest doch mein Gott
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Figure 30 - Opening of the chorale

16 Graupner was perfectly capable of writing complexnterpoint of his nature if he was so disposed.
7 One can only wonder if Bach and Graupner had adptaces, would Bach’s music have been a lot
simpler and Graupner’'s more complex due to theuress they had to work with?

18 See the 12/8 example abovBu wirst aus des Himmels Thrarehorale from GWV 1134-22
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The oboes are featured next with an antiphonabrespin the strings:
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Figure 31 - Solo Oboes vs. Strings, antiphonal coter play

This moves to the nice circle-of-fifths sequenca thill drive the motion through to the
entrance of the chorale:
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Figure 32 - Sequential section

When the chorus begins, constant melodic motioness the strings and as Graupner
might have done, it combines arpeggiated runscdratake a sudden turn quickly
jumping registers including some linear motionsreate an overall disjunct but still
unified sound. The violins will play in unison dag the vocal sections to cut through the
sound and both oboes double the chorale tune (ad,q@erhaps used by Graupner to
help the singers and also reinforce it in the istés ears). The viola fills in the
harmonies and adds a bit of rhythmic drive withatétgrn of its own. We use a constant
bass motion in the continuo employing frequentwejamps (used by Graupner and
almost all late Baroque composers) but on the theatontinuo for the most part makes
sure to double a note in the vocal bass part, sitigrto help out the singers there too.
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Figure 33 - Choral Accompaniment

This motion is maintained when the voices are pregdter a hymn text line ends, the
oboes become prominent alternating with the straggs the opening usirigp dynamics
to bring out the oboes and give the piece a bétxpression. Graupner commonly brings
the strings down to piano (he most often notatisyih) when the woodwinds solo.
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Figure 34 - Oboe interludes

When the B section starts, material suggestive®bipening returns modulating to the
relative major. Try finding a chorale in a minolykéat does not touch on the relative
major!
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Figure 35 - B section reshaping of opening material

Then the voices enter again and the unison accampanresumes in the strings in a
style similar to that used in the A section.
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Figure 36 - B section Vocal accompaniment

The antiphonal interludes between hymn text limethe B section also return, varied
each time in different ways, again bringing dowa ttynamics when the oboes solo.
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Figure 37 - B section interludes

37



Finally when the hymn text ends, the opening iaded eventually moving to the final
cadence where the melody is altered a bit to craatcceptable ending (just as Graupner
does numerous times).
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Figure 38 — The Ending

38



I should note that | also tried a version moving toices in a dotted half note motion.
While nice, it just didn’t feel right as the vogadrt moved too slowly to be heard well
(even though Graupner occasionally writes in thegner). | tried to do a bit too much in
the accompaniment as well adding a counter melodys first oboe and a tied pattern in
the bass. Nice try, but I think the dotted quametion version is more in style and a
better piece.
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Figure 39 - Rejected original dotted half motion vesion
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There it is. Congratulations! At least | can patseifon the back. We've just created an
accompanied chorale based on the style of ChrigByplipner. Perhaps there is a lot to
consider, but when analyzing a composer’s workeethee countless things to take into
account and | expect others will have views thaédje from mine in their analysis of
these works. So much the better. Graupner is unfatély not around to explain himself.
Then again, his music adequately does the talking.

When performing my Graupner research, people hskedame “Why bother with such a
task™? In truth, this is how all composers of time used to learn — by studying and most
importantly copying other composer’s works. Thagresent of copying the great
masters has unfortunately gone out of favor incthraposition class. I’'m not sure why as
it's the best way to learn. I've now copied hundredl Graupner’s works and | am still
trying to grasp his ever changing style, but | heee to an understanding of his music
and mindset that | would not have had just by fistg to his music.

| encourage all composers who made it this fakfleet not many) to write your own
chorale. Be it in the style or Graupner or nog &h interesting art form that gives a
composer a bit of a head start in that by definiteome of the piece is already composed
for you. Maybe you’ll have to create a couple vanmsilike | did before you get one you
like, but composing is after all just as much aldbubwing things out as keeping them.

A testament to Graupner is that you don’t see aflstratched out sections in his
autographs (but there are some). | encourage cargptsgo online at IMSLP and study
Graupner’s autographs to see a remarkable musiodl ahwork. Although he has been
dead for over 250 years, Christoph Graupner ssl & lot to teach us all.

Richard Kram - 5/25/13
P.S.

This paper is a companion to a longer monographwhiabe posted on an IMSLP
Christoph Graupner Collections page. That papdrgwiinto further detail on the
chorales and present comparisons to composerg ofatyy primarily J.S. Bach. Some
150 complete typesets of Graupner cantata chonalleslso be posted on that collections
page. If you are interested in Graupner’s chorgdkesise stay tuned.

The complete score and a virtual performance optbee written for this paper can be
found on my IMSLP web page (along with the pasd@re of the rejected dotted half
note motion version).

Finally, for all composers interested in baroquesimy invite you to take the “Graupner
Chorale Challenge” and post your version on youSLF composer’s page, or perhaps
you try writing a chorale in the style of Bach,ame in the style of Handel or for that
matter a dance in the style of Stravinskyisclinella Suitdf you want to synthesize
styles. Imitation may be the highest form of flagtebut it is also the best way to learn
and grow as a composer.
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