Preface

The Historico-Liturgical Background

Infrisiuction

A Leisg is a non-poly phonic folk-hymn that ends
with a melodic formula whose text is “kyrie elei-
son,” “kyrio-leis,” “kirleis,” or “krles,” ' The ear-
Hest existing Ledse that we know of comes from
Europe during the Middle Ages,

Lesen were first used for processions. The ear-
liest forerunners of the Leisen, the isolated “Kyrie”
cries, were used throughout the Middle Ages, parti-
cularly during the transportation of a body to a
tamb. For example, in the year 819, the fervent dis-
ciples of 5t. Boniface carried his sarcophagus from
Mainz to Fulda singing “Kyrie eleison,”* and in the
vear 836, upon the removal of the body of 5t Libo-
rius from Mang (France) to Paderborn {Germany),
the people sang “Kyrie eleison™ while the monks
chanted Latin psalms and hymns.* Letse-like songs
were also sung during the processions of the
Geissler, a penitential lay-confraternity, In a report
of 1349 we find:

They had the most precious banners of velvet cloth,
raw and smooth, and of canay, the best ones
which one might have. They had maybe ten or
eight or six banners and mayvbe as many candles,
which prople carried in front of them, Wherever
1.'th!." whent, o bowns or Vi!IHEEﬂ-. I:he:,' WETE E;rf.-md
with the bells ringing, They followed the banners in
couples of th pairs, wearing coats, and bwo or four
of them sang & Leise. The Leise was:

Nu kst die betevart a0 her,

Crist reit selber gen Jerusalem,
Ervuert ein Ereues an siner hant:
Nu helie uns der heilant:
Kyriokes.*

Although there are Leisen in the Dutch and Czech
languages, most are in Cerman, and it is with these
German Leisen that this edition is coneerned,
During the Reformation and Counter Retormation
some of the medieval “kyrie eleison” formulae
(both melodies and texts) were retained. However,
some Leizen were changed by the substitution of
such endings as “Alleluia,” “Alleluia, gelobet sey
Gottund Mara,”* and “Herr Gott erbarme dich un-
ser.”” These and many other endings were the re-

sult of contemporary Reformation and Counter Re-
formation needs,®

The German Lefsen repertory consists of the fol-
lowing fwelve hymn tunes and the texts that are al-
ways associated with them:*

Also heilig ist der Tag (1)

Christist erstanden (3,4, 5, 13, 14, 18)

Drys synd die heylgen zehn gebot {2)

Gelobet seistu Jesu Christ (5)

Gaott sey galobet vad gebenedeiet (7, 10)

In Gettes namen faren wir (17)

Jesus Christus Ynser Helland, der den Tod
tberwand (14}

Mensch willst du leben seliglich

Mitten wir i lebem sind (6}

Mum bitten wir den heiligen Ceist (2, 13)

O du armer Judas

Sei willkomoen Herpe Chirdst

The present edition is concerned with the poly-
phonic Renaissance settings of the Leisen texts and
tunes in which the Leise melody functions asa cantus
firmus, For example, the settings of “Drys synd die
heylgen zehn gebot” (2) and “Gott sey gelobet vid
gebenedeiat” (10) in this edition illustrate a straight-
forwiard presentation of the Letse eantus firmes in the
tenor parts. In both of these settings, the Leise
tenors present nothing but the Ledse tune itself;
moreover, in order to accentuate the importance of
the Leise tenor, s entrance 1s delayed by a number
of measures while the other voices initiate their
statements, Renaigsance polyphonic setfings of
Leisen ave typically for four or more voices, and in all
of the polyphonie settings of this edition, the me-
lodic material for all voices is derived from the Leise
tunes, Sometimes, however, this melodic material
shows a certain motivic independence from the cim-
Hus firmus, as may be seen in the initial statement in
the bass part of “Gott sey gelobet vnd gebenedeiet”
(1.

The Leize settings presented in this edition were
chosen for the following reasons. (1) To include set-
tings of the Leisen that have not been previously
published, such as, “Also heilig st der Tag™[1], “Es
giengen drey frauen’ (3], “Gott sey gelobet vod ge-
benedeiet™ [10], “Christus suerexit” [12], “Jesus
Christus Vnser Heiland™ [14], and “In Gottes na-



men faren wir” [17]. (2) To include settings that con-
tain simultaneous use of Leisen texts and Latin texts
(see below). (3} To include compositions by com-
puosers whose works are not easily available in mod-
ern peactical editons, such as Braetel, Daser, Hem-
mel, Rasch, Raselius, and Regnart. Therefore,
together with settings of such relatively well-
known Letsen as “Christ ist erstanden,” this edition
also inchudes typical canfus firmus settings of lesser-
known Leise texts and tunes by lesser-published
composers of the Renaissance era. That they are
lesser known does not imply that these texes and
tumes are of lesser significance or that the lesser-
published compasers are of secondary importance.
It means only that the Lese texts and funes con-
nected with the main church Festivals—"Gelobet
seistu Jesu Christ'” (Christmas), “"Christ ist erstan-
den” (Easter), and “MNun bitten wir den heiligen
Geist” (Pentecost)—have been sung more fre-
quently than, for instance, the processional Lefsen
{"Gott sey melabet vid gebenedetet™ and “In Gottes
narnen faren wir}or the didactle Leisen (" Dys synd
die heylgen zehn gebot” and “Mensch willst du le-
ben seliglich™). The transcription of such lesser-
known Leise settings in the present edition is in-
tended to fill the gap created by the fact that they are
not included in existing historical editions in mod-
ern notation. (Such modern transeriptions do in-
clude settings of “Mensch willst du leben seliglich,”
“0 du armer Jedas,” and “Sel willkemmen Herre
Christ,” the three Leisc texts and tunes not repre-
sented in the present edition.)

The Gemernl Leise Reperiovy

As has been stated above, the German Leise re-
pertory consists of twelve hymn tunes and their as-
sociated texts. The following musical examples give
monophonic statements of each melody in the Ger-
mian Leise repertory, =

The melody of “Also heilig ist der Tag" is:"
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The melody of “Christ ist erstanden’” js:
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The melody of “Dys synd die heylgen zehn ge-
ot s
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The melody of “Gelobet seistu Jesu Christ™ is:»
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The melody of “Gott sey gelobet vad gebene-
deiet’”" is:*
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The melody of “In Gottes namen faren wir' is;e
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The melody of “Jesus Christus, unser Heiland,

der den Tod Gberwand™ iso”
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The melody of “Nun bitten wir den heiligen
Geist"” is:
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The above melodies are distinguished by musical
qualities thal pertain to the entire mediewval and
Renamssance repertoire of “songs of laudations™
(ie., the Leisen) and chorales, These qualities in-
clude pentatonicism, modality, bar form, and other
melodic aspects that will be discussed below,

PENTATONICISM

Some Lese tunes have specific pentatonic quali-
ties. Such qualities result when a meledy uses very
few or no half-tones. For instance, the monophonic
example of “MNun bitten wir den heiligen Geist” (see
above) shows a half-tone progression (2" to £ only
in the final “Kyneleis.”” Moreover, the use of a suc-
cession of a major and minor third (g'-b’<d"} in this
Leise gives it a proncunced “pentatonic” [lavor,



"Mun bitten wir'” is not the only Leise to show penta-
tomic gqualitics. The melody of the first phrase of
“Christ ist erstanden”™ is characterized by the ab-
senee of the half-tone progression b to ¢,

MoreEs

All of these Leise melodies, whether they show
pentatonic features or not, can be dassified within
the ecclesiastical mode svsbem.® “Christ ist erstan-
den” is in the Dorian mode.  “Also heilig ist der
Tag,” “Mensch willst du leben seliglich,” and “Mit-
ten wir im leben sind” are in the Phrygian mode.
“Diys synd die hevligen zehn gebot,” “Gelobet
seistu Jesu Chrst,” “In Gottes namen faren wir,”
and "(rdu armer Judas™ are all in Mixolydian, while
“Gott sei gelobet vod gebenedeiet” is in Hypomix-
olydian. “Jesus Christus, unser Heiland, der den
Tod tiberwand™= is in the Aeolian (minor) mode,
and “Mun bitten wir den heiligen Geist™ and “Sel
willkormmen Herre Christ”> are in the lonian (ma-
jorh mode.

TrE Bar Form

As in the majonity of the “songs of laudations"
and chorales, the Leise tunes show the use of dif-
ferent fypes of musical structures, Many of these
structures resemble the bar form, which is based on
a principle of repetition and contrast. In its simplest
manifestation, the bar form consists of two musical
phrases and their repetition (known as the Stoiles)
and a concluding, contrasting section called the
Abgesang. ¥

There are three different types of bar forms:

Stollen  Abgesang
Repetition bar form abh: cab
Serial bar [orm ab: cde
Repetition serial bar form aks cdakb

CUmly three of the Laisen use the bar form proper,
and when they do, it is the Repetition serial bar
form. These Lesen are "Gott sey gelobet vod ge-
benedeiet” (with the scheme :a b: cad e cj, "Mitten
wir im leben sind” {with the schemeabicd beeaf
a b g), and “Christ lag in Todesbanden™ (zab: ¢ a’d
b’

“Also heilig ist der Tag™ shows characteristics of
the Serial bar form, but the Stollen (a b) is not re-
peated literally. Its schemeisaba" b b a" ¢ d, “Je-
sus Christus Vnser Heiland, der den Tod
iberwand” is also in a form that closely resembles
bar form, but the Algesang is placed between the
two Stolfen statements in this Leise rather than after
them, Its schemeisaabecab.

Serial organization that does not make use of the
Ahgesang of the bar form seems ko be a favorite com-

positional procedure in Lefse tunes. Thus, abb' cd
is the scheme of both “Dvs synd die beyvlgen zehn
gebot” and “In Gothes namen faren wir,” “Mensch
willst du leben seliglich,” *"Mun bitten wir den heili-
gen Geist,” and “Sei willkommen Herre Chirist”
have a scheme {a b ¢ d e) that is almost identical to
that of “Thys synd die hevlgen zehn gebot,” and “iIn
Gottes namen faren wir.” The Leise “O du armer Ju-
das” is almost monomotivie in that the a-phrase is
presented in four different ways. The scheme is: a b
deardabee

SrecIFIC MELODIC CUALITIES

As in the majority of the repertoire of the
chorales, a repeated tone-pattern coours at the be-
ginning of some of the Leisen. For example, the mel-
odies of “Dys synd die heylgen zehn gebot,” “Gelo-
bet seistu Jesu Christ,” “Gott sey gelobet vid
gebenedeiet,” “Jesus Christus Vnser Heiland, der
den Tod dberwand,” and O du armer Judas™ be-
giry with from three ko six statements of the same
tone-pattern.

“Dhs aynd die hevigen zehn gebot,” “In Gottes
namen faren wir,” and “Gelobet seistu Jesy Christ”
show the beat of the first tone shartened by half, =
The time value of the first tone of "Gott sey gelobet
wnd gebenedeiet,” however, is deubled. The dou-
bling of the Bime valse of the first ione also oocurs in
“Christ ist erstanden,” “Mensch willst du leben se-
lighch™ and "Nun bitten wir den heiligen Geist. "

LEISEN ASSOCIATED WiITH “CHRIST 15T ERSTANDEN"

Frve other dosely related pre-Reformation Leisen
are associated with “Christ ist erstanden.” They
form the following group>

Christ der ist erstanden

{Chrisk I,,asin Todeshanden (11, 1&)

Christus surrexit mala nostra texat (3, 12)

Surrexit Christus hodie'Erstanden st der h.elhg

Christ
Christ fubr gen Himmel

The various tunes of the “"Christ ist erstanden”™
sub-group are as follows.
“Christ der ist erstanden™:




“Christ der ist erstanden” has a melody that, al-
though it has remnants of the “Christ ist erstanden”
melody, is largely a separate tune. Johannes
Rasch’s four-part settinga (no. 9 through no. 13 in
his Contivecriae Paschales) make use of the "Christ
ist erstanden”™ melody. =

“Christ lag in Tod esbanden'* @
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“Christus surrexit mala nostra texit™ is the same
as the melody of “Christ ist erstanden” {see above,
. viii for this melody),

The melody of “Surrexit Christus hodie/
Erstanden ist der heilyg Christ” differs from the mel-
oely of “Christ ist erstanden.” However, the “Sur-
rexit Christies hodie/Erstanden ist der heilig Christ”
Letse s included in the “"Christ ist erstanden™ sub-
group because it is related to that group textually
[see below). The “SurrexitErstanden’ melody is as
follows:

i

“Christ fuhr gen Himmel

Again, as in the case of the general Leise reper-
toire, certain musical and textual qualities exhibited
by the Leisen associated with *“Christ ist erstanden’
will be discussed below.

Pentatonicism i the Leisen of the Subgroup—In
“Christ der ist erstanden,” the pentatonic quality is
stressed by a predominance of major- and minor-
third progressions. However, in “Christ lag in To-
desbanden,” half-steps have filled out the penta-

tonic gaps of the original “Chnst st erstanden”
melody, and the resulling tune is actually more
sirnilar to the sequence “Victimae paschali laudes”
{see below for a discussion of the relationship of
Leigen to sequences). Simee “Christ fubr gen Him:-
mel” and “Christus surrexit mala nostra texit” are
mugical rephcas of “Christ st erstanden,” the
latler’s pentatonic quality prevails in both of them.

Modes in fre Letsen of the Subgroap—"Christ der ist
erstanden,” “"Christ lag in Todesbanden,” *“Chris-
tus surrexit mala nestra bexit,” and “Christ fubr gen
Himmel” are in the Dorian mode. “Surrexit Chris-
tus hiodie'Erstanden izl der heilig Christ” is in the
lonian (major) mode.

The Bar form in thee Leisen af the Sebgronp—In con-
trast to “Christ ist erstanden,” “Christ lag in Todes-
banden™ shows a Repetition serial bar formaof @a b e
d e b. (The second half of d has the same melody as
the second half of a, and e is related to b. Only the
second half of b is used for the Anal statement.)
“Christ fuhr gen Himmel™ and “Christus surrexit
miala nostra bexst,” like the orginal “Christ st er-
standen,” employ a scheme of abc b d. “"Christ der
ist erstanden,” and “Surrexit Christus hodie!
Erstanden ist der heilig Christ” show a serial or-
ganization that does not make use of the Abgesang of
the bar form.

Textual ppnsiderations fn the Leisen .:1]" the Sulgronp—
The most distinguished place within the “Christ ist
erstanden” group is held by Luther's “Der Lob-
sanck Christ ist erstanden gebessert,” the title he
gave b0 a melody that carried the text "Christ lag in
Todesbanden.” Luther's “gebessert” version of
"Christ ist erstanden’” {"Christ lag in Todesban-
den™) is well represented among the “Christ lag in
Todesbanden™ settings by Kenaissance and Eef-
ormiaion era Composers. ™

Luther's revised enlargement of the “Christ ist
erstanden” text uses the word "Todesbanden,”
which was sung centuries before in connection with
“Cheistist erstanden.” Another example of an eardy
use of this word ocours in a song attributed to
Kenrad von Queinfurt (1382), a stanza of which in-
dudes

-..mum singet: Chrdstus st erstanden wol fdute von
des todes banden, ™

The fiest line of text in all three “Christ ist erstan-
den” settings in the Glogauer Lisderuech (probably
written between W77 and 1488) reads: “Christ [der|
ist erstanden von des Todesbanden.”* Use of the
“Todesbanden™ text with the “Christ ist erstamden”™
melody persisted in the seventeenth century. The



third melody (Discantus, Altus, Bassus prieus) of
thie “Christ 1st erstanden” appears in the Andernrch
Cesangluch, 1605, with the text:

Christus ist erstanden,
K}-:ri.e eleison

von des Todesbanden,
Allelia,

gelobt sey Gotl und Maria

The number of “Chnst lag in Todesbanden” set-
tings is increased still move in the baroque era, with
Michael Prasterious’s and Johann Sebastian Bach's
settings being the most outstanding examples of ba-
roque Ledag literature,

The next most frequently set text after "Christ lag
in Todesbanden™ 18 the “Surrexit Chostus hodie
Erstandenist der heilig Christ.” Although the “Sur-
rexit/Erstanden” tune has no melodic similaribes to
the “Christ ist erstanden” melody, textual interpo-
lations of the “Christ st erstanden” text within the
“Surrexit’Erstanden”™ versifications place it within
the “Christ ist erstanden” group. For example, Jo-
hanmes Letsentritt’s version of the “Erstanden ist
der heilig Christ™ text contains, in its second, third,
and fourteenth stanzas, direct quotations from the
second and third stanzas of the original “Christ ist
erstatden’ text.? In Michael Practorivus's three-
part setting of the “Erstanden ist der heilig Christ,”
four stanzas of text are from “Erstanden ist der
heilig Christ,” and four others are from “Chrisi ist
erstanden, "4

A further example of insertion of the ~Surnesxdt’
Erstanden text ocours in a “Christ ist erstanden”
Leise from 51, Gall (13400, whaose third stanza is com-
prised of the "Surrexit”™ text.* The “Christ ist er-
standen” version of the Keeln Gessngbuch (16000 also
has the “Surrexit” text in its third stamza.= The in-
terchangeability of these two texts is shown in a
manuscript from 1478 in which the Latin version of
the “'Surrexit” alternates with the vermacular
“Christ ist erstanden.”= Such insertions of the
“SurrexitErstanden’ text within the “Christ ist er-
standen” reassert Hoffmann's thesis regarding the
historical coexdstence of the “Surrexit/Frstanden’
and “Christ ist erstanden” tunes. <

The “*Surmexit” text is not the only one that is oc-
casionally associated with the “Chnst ist erstan-
den” text. Both in the above example from Leisen-
tritt and in a tenor part book from Eisleben (1598]),+
the nineteen stanzas of the “Erstanden ist der heilig
Christ” setfing contain the “Christ ist erstanden’™
tent and melody as well as the text and melody of
the Leise of the three Marys, “Es giengen drey
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framen, " * Another outstanding musical example of
the insertion of the “three Marys"™ Lese within a
“Christ ist erstanden’ sething is no, 5 of this edition
[see Critical Motes tor sources).

Sometines ﬁolyphanir: settings of “Christ ist er-
standen’™ or other Leisen occur inwhich some of the
vatce-lines carry a Latin text, while others simulta-
neously carry a German text. A most interesting ex-
ample of such simultanecus text-usage occurs in the
ANONYMOous six-part setting (no. 14 in the present
eehiion) of “Jesus Christus vero esl agnus-Jesis
Christus Vnser Heiland/Gratia sit Deo—Christ ist
erstanden.

Leise Lsage
Long before the Reformation era, Leised were in-
corporated into litargies for the Christmas, Lent,
Easter, and Pentecost seasons of the Churech year.
Leisen were used both in Eoman Catholic and, after
the Reformation, in Lutheran churches. Moreover,
many Ledsen were sung at sacred events not con-
nected with the formal Sunday liturgies: for exam-
le, there are Ltsen for pilgnmages, processions,
rial services, and for church-related teaching pur-
poses.

Leises i THE Roman Cataovre CHURCH

Within the liburgy of the Roman Church, the po-
sition of the Leise was generally the same as that of
any other sacred vernacular song, German songs
were permitted at the following places in the lit-
urgy: {1) before the beginning of the service;® (2) as
an interpolation of a sequence [gradual];* (3} at the
sermaon;® (4] at the Elevation;® (5) at the end of the
Bervice ™

Moreover, as early as the cose of the twellth cen-
tury, specific liturgical recommendations were
given for the singing of the Christmas Lese "Bei
willkommen Herre Christ” at the close of BMabins
and immediately preceeding the “Te Deum lauda-
mus, % A Roman Chuarch arder of 1319 specifies the
singing of the Christmas Leise “Gelobel seistu Jesu
Chirist” by the congregation; according to the order,
this Leise was preceded by a choral performance of
the Christimas sequence “Grates nunc omimes, "™

Liturgical recormmendations concerning the use
of the Leisen were applied also to other Roman
Church festivals. The Lenten Leize "0 du armer Ju-
das” was used for Matins duning Holy Week.™ The
Easter Lewse “Christ ist erstanden™® was sung im-
mediately preceeding the “Te Deum Laudamus™ at
the Easter Eve {vigil) service* A Roman Cathalic
Church order of 1491 recommends that on Sundays
from Easter to Pentecost the congregation sing the



Leige “Mun bitten wir den heiligen Geist” before and
after the sermom.~

LEISEN 1N THE LUTHERAN CHURCH

In the Lutheran Mass, Leisen were often sung
during or after the Communion service. Favorites
for this paint in the Mass were: “Golt sev gelobet
vnd gebenedeiet™ “Nun bitten wir den heiligen
Geist™* and “Jesus Christus Vnser Heiland, der
den Tod Gberwand. "™ “Nun bitten wir den heilligen
Geist” was also often sung after the reading of the
Epistle. During the course of the sivteenth and
seventeenth centuries, however, “MNun bitten wir
den heiligen Geist” was customarily sung after the
serman in many Lutheran chiurches. Other favorite
post-sermon Leisen in the Reformation and post-
Reformation eras were “Mitten wir im leben sind”
and "Dys synd die heylgen zehn gebot.”

Asin the Roman Catholic Church, Lefaen were of-
ten sung in the Lutheran litergy to mark the seasons
of Christmas, Lent, Baster, and Pentecost during
the Church year. For example, the Christmas Leise
“Gelobet seistu Jesy Christ” was sung in both
Lutheran and Roman Catholic churches. This is also
true for the Lenten, Easter, and Poptecost Leisen.
“lesus Christus Vnser Heiland, der den Tod
itberwand” was sung at Easter in both churches,
and both shared in singing “Nun bitten wir den
heiligen Geist” at Pentecost.

MowN-UITURGICAL LEISEN

Just as there were certain Leisen appropriate to
non-liturgical, but church-related, events in the Ro-
man church, so alse were there non-liturgical Letsen
in the Lutheran church, Many of these Leisen were
assodated with the same events in both churches,
These events and their associated Leisen are as fol-
lows: processions (“Gott sey gelobet vind gebene-
deiet”); pilgrimages (“In Gottes namen faren wir');
bural ("Mitten wir im leben sind™): didactic =
[bazed on Ten Commandments] {*Mensch willst du
leben seliglich’™ and “Trys synd die heylgen zehn
gebot”); and liturgical plays (“Christ ist erstan-
clen™), =
Leisen v RELATION T0 LiTAnIES, KYRIES OF
MASSES, AND SEQUENCES

The monophonic Leisen draw their motivic
material for the cadential “Kyrie eleison™ formulae
from litanies rather than from the “Kyre” of the
Maza. The All Saints litany is the source of motivic
material for the majority of the “Kyrie” types ap-
pearing, in the last measures of those Leisen that
were put into notation between the fourteenth and
eighteenth centuries. The Loreto, St. Joseph, and
Sacred Heart litanies and the “Preces™ are also im-
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portant maotivic sources used in the creation of the
Letse ery, However, when these monophonic Lz
prowide canti firmi for polyphonic settings, the in-
fluence of the surrounding voices in these settings
causes the traditional Leise melodies to lose some of
their original motivic characteristics. Under this in-
fluence, then, these Leise cantd firod show charac-
teristics of the Kyries of various Masses. These
source Kyries occur in the following Masses: Missa
Clemens Rector; Misse Splendor Aeleree; Missa Te
Christe Fex Supplices; Missa Firmator Soncte; Missa
Cun fubsile; Missa Doninater Dews; Miasa Lux of Origo;
Missa Stellifesy Conditor Ovbis; Missa Jesu Redemptor;
Missr Altissime,

Other Leisen are melodic vardants of certain Gre-
gorian sequences, In the following, list, the title of the
original Latin sequence is given, followed by the title
of the Leige derived from that sequence:™ Victi-
mae paschali laudes ("Christ ist erstanden™); Veni
sancte spiritus (“Nun bitten wir den heiligen
Gedst™); Grates nune omnes {“Gelobet seistu [esu
Chirist”); lesse virgam humidavit {Sai willkommen
Herre Christ™). In fact, these Leisen were sometimes
sung in conjunction with their “parent” sequences.
For example, at the end of the twelfth century the
Leise “Christ ist erstanden”™ was often sung imme-
diately following the sequence “Victimae paschali
laudes™ in the liturgical play Visitatie sepudchri, Se-
quences and their derivative Leisen are in dose prox-
imity in some of the polyphonic settings of the
Mass, as well. For example, in the Glogauer Lisder-
buch of the fifteenth century, a polyphonic rendition
of the “Victimae paschali laudes” is followed imme-
diately by a three-voice setting of “Christ ist erstan-
den. "™ The Protestant Kirchenordirng of Branden-
burg-Wuremberg, 1533, sugpests the successive
singing of “Victimae paschali laudes™ and Luther's
revised wversion of “Christ ist erstanden™ (i.e.,
“Christ lag in Todeshanden').

An Easter Mass, “Trosa de Resurrectiona” by Jo-
hannes Galliculus (Hehnel), published by Georg
Rhaw in 1539 in his Offfcin paschalia, provides an ex-
ample of the simultaneows singing of the text and
tune of a Leis together with its “parent”™ sequerice;™
in this example, three melodie phrases from the
“Victimae paschali laudes” sequence are combined
with a phrase from the “Christ ist erstanden® Leise.
An example of & sumultaneous combination of &
Leise with one of the variants derived from it is Max
Creiter's motet (no. 3 in the present edition) in
which “Christ ist erstanden™ is joimed with “Chris-
tus surrexit.” “Christus surrexit” s one of the five
Letsert in the subgroup derived from “Christ ist er-
standen.”#
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