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SCHEDULE OF EVENTS 
 
 
THURSDAY, 7 OCTOBER 
19.00 Opening Concert, Studio Acusticum foyer 

Emma Rönnlund, voice; Lars Sjöstedt, organ and harpsichord; Nora Roll, gamba; Jonas Nordberg, 
lute; Musikhögskolan's Chamber Choir 

 
 
 
 
FRIDAY, 8 OCTOBER 
Introduction: Music, Science, and Learning in Early Seventeenth Century Europe 
Sparbankssalen L 165, School of Music in Piteå 
9.00  Welcome and introduction 
 
9.15  Keynote 1: World Harmony in the 1620s: Opening Shots for its Final Unraveling, H. Floris Cohen 

(Utrecht) 
10.00  Questions and discussion 
 
10.15  Music, music theory, and science in Swedish schools during the 1620s, Mattias Lundberg (Uppsala) 
11.00  Questions and discussion 
 
11.15  The didactic function of the Musikalisches Kartenspiel (Musical Deck of Cards) in Philipp 

Hainhofer's art cabinet from around 1620, Iris Ridder (Högskolan Dalarna) 
11.45  English summary, questions and discussion 
 
 Lunch 
 
F113, School of Music in Piteå 
13-13.45 J. U. Steigleder, Ricercar Tabulatura, 1624, Ricercars 1-5, Gary Verkade (LTU) 
13.45-14 Questions and Discussion 
 
Sparbankssalen L 165, School of Music in Piteå 
14-14.45 The ‘organist maker’ of Amsterdam: Jan Pieterszoon Sweelinck and his significance for the  

rich north European organ culture of the 17th century, Sverker Jullander (LTU) 
14.45  Questions and discussion 
 
15.00 Keynote 2: Fiori Musicali: Music, Spiritual Healing, and Early Modern Horticulture, Rebecca 

Cypess, (Rutgers University, USA) 
15.45 Questions and discussion 
 
Norrfjärden Church 
19.00  Concert 
  Leon Berben (Cologne), organ and harpsichord 
 
 
 
 



SATURDAY, 9 OCTOBER 
New Directions in Music Theory and Science  
Sparbankssalen L 165, School of Music in Piteå 
9.00  Kepler, Jungius, and music as a mixed science, Roberta Vidic (Hochschule für Musik, Hamburg) 

 
9.30  Music, Science, and Apologetics in Three Treatises from the 1620s and 30s by Marin Mersenne, 

Jacob Derkert (Stockholm) 
10.00  Questions and Discussion 
 
Keyboard Music 
10.15  Playing and Analyzing Frescobaldi’s Capricci (1624) (F113), Aaron Sunstein, (LTU) 
11.00  Questions and Discussion 
 
Acusticum foyer 
11.15-12  Lunch recital with voice studio of Katherine Osborne, music of Monteverdi and Francesca  

Caccini 
 

Lunch 
 
Sparbankssalen L 165, School of Music in Piteå 
13.30  John Bull’s Fantasia 17: experimental keyboard music in the early seventeenth century, 

Sandra Mangsen (Western Ontario) 
 

14.00  When is a Machine not a Machine? Michael Praetorius, Solomon de Caus and the Organ, Anna 
Steppler (Cornell) 

14.30  Questions and Discussion 
 
A134, Aula, School of Music in Piteå 
15.00  Concert: Jonas Nordberg, lute 
 
Studio Acusticum Concert Hall 
19:00  Concert: Gary Verkade, organ 
 
 
 
SUNDAY, 10 OCTOBER 
Hortlax Church 
11.00  Worship Service with music of Schütz, Praetorius and Hassler, instrumentalists, choir from Hortlax 

parish and the School of Music in Piteå, Christiane Rödder-Steiner, director; Lars Sjöstedt, organ 
 

 
 
 
 
 



CONCERT PROGRAMS 
 
Thursday, 7 October, 19.00, Studio Acusticum foyer 
 
Emma Rönnlund, voice 
Nora Roll, gamba and lirone 
Jonas Nordberg, lute  
Lars Sjöstedt, organ and cembalo 
Musikhögskolans Chamber Choir 
 

Claudio Monteverdi 1567 - 1643 
Laudate Dominum 

 
Giovanni Girolamo Kapsberger 1580 - 1651 

Toccata Arpeggiata - Canario 
 

Giulio Caccini 1587 - 1641 
Amarilli 

 
Francesca Caccini 1587 - c. 1645 

Regina caeli 
 

Luigi Rossi 1597 - 1653 
Passacaglia 

 
Barbara Strozzi 1619 -1677 

L’Amante segreto 
 

Jan Pieterszoon Sweelinck 1562 - 1621 
Unter der Linden grune 

 
Gunnar Eriksson 
Kristallen den fina 

 
Michael Praetorius 1571 - 1621 

O Christe, der du bist Tag und Licht 
 
 
 
 
 
 
 
 
 
 
 
 
 



Friday, 8 October, 19.00, Norrfjärden Church 
 
Léon Berben, organ 
 
 

Jan Pieterszoon Sweelinck 1562 - 1621 
Fantasia in g, SwWV 270 (Fitzwilliam Virginal Book) 

 
 

Girolamo Frescobaldi 1583 - 1643 
Capriccio sopra Ut, Re, Mi, Fa, Sol, La (il primo libro di Capricci, 1624) 

 
 

Dietrich Buxtehude 1637 - 1707 
Mit Fried und Freud fahr ich dahin, BuxWV 76 

Contrapunctus 1 & Evolutio 
Contrapunctus 2 & Evolutio 

 
 

Johann Ulrich Steigeleder 1593 - 1635 
Ricercar in d (Ricercar Tabulatura, 1624) 

 
 

Anthoni van Noordt c.1619  - 1675 
Fantasia 6 (Tabulatuurboeck van Psalmen en Fantasyen, 1659) 

 
 

Jehan Titelouze 1563 - 1633 
Ad Caenam agni providi (Hymnes de l’église, 1623) 4 verset 

 
 

Johann Ulrich Steigeleder 
Tabulatur Buch Darinnen Daß Vatter unser, 1627 

 
Var.1 Fantasia oder Fugen Manier, 4 Vocum 

Var. 9 Coral im Discant mit einem Collerierten Bass, 3 Vocum 
Var.30 Coral im Discant, 3 Vocum 

Var. 35 Discant und Tenor wechseln in diesen Coral ab, 4 Vocum 
Var. 40 auff Toccata Manier 

 
 
 
 
 
 
 
 
 
 
 



Saturday, 9 October, 11:15, Studio Acusticum foyer 
 

Classical Singing Students of Katherine Osborne 
James Jenkins, piano 

 
Music of Seventeenth Century Florence: Claudio Monteverdi and Francesca Caccini 

 
Claudio Monteverdi 1587 - 1643 

L’Orfeo (1607) 
 

Prologo (La musica) 
Veronica Svensson and Maria Larson 

 
In un fiorito prato (La messagiera) 

Mathilda Goike 
 

Francesca Caccini 1587 - c.1641 
Primo libro della musiche (1618) 

 
Ch’amor sio nudo (canzonetta) 

Leonie Högele and Bartlomiej Szulc 
 

Claudio Monteverdi 
Il ritorno d’Ulisse in patria (1639 - 1640) 

 
L’ossa del tuo marito….Ama dunque (Melanto) 

Adéle Brander 
 

Per me non avrà mai (Giove) 
Robin Isik 

 
Francesca Caccini 

Primo libro della musiche (1618) 
 

Chi desia di saper (canzonetta) 
Adéle Brander and Johan Svensson 

 
Claudio Monteverdi 

L’incoronazione di Poppea (1642/3) 
 

Felice cor mio festeggiami in seno (Drusilla) 
Marika Larsson 

 
Disprezzata Regina (Ottavia) 

Antonia Neld 
 

Prologo (Fortuna, Virtù, Amore) 
Serafeia Mangou, Emelie Krig Ölund, and Mea Sethson 

 
 



Saturday, 9 October, 15.00, Aula of The School of Music 
 

Jonas Nordberg, lute 
 

Music of John Dowland 
 
John Dowland was born in 1563 - probably in London, but possibly in Dublin. Although a 
distinguished lutenist, he failed - believing it was because he had become a Catholic - to win a 
position in the service of Queen Elizabeth in 1594, and went to work in Germany and Denmark. 
Dismissed by the Danish king in 1606, he returned to England, and was at last appointed one of the 
King’s Lutes in 1612. He died in 1626. 
Dowland wrote more than a hundred solo pieces for the lute, as well as several volumes of songs for 
voices and lute or viol consort and lute. This programme features a selection of his greatest solo 
works, organized in small suites based on tonalities and contrasting characters - melancholic pavans, 
free form fantasies, light galliards and almains – revealing how rich his emotional and creative palette 
was. 
The first set of five pieces moves back and forth between G major and minor, featuring a prelude 
exploring the resonance of the instrument, an intricate chromatic fantasy, the lively easy going Frog 
galliard, another contrapuntal melancholic piece (Farewell) and finally a free improvisational Fancy.   

Prelude 
Forlorne Hope Fancy 

The Frog Galliard Farewell (In Nomine) 
A Fancy (P. 6) 

 
The second set of four pieces contains a pavan full of contrapuntal beauty in its variations, a quick 
almain dedicated to a Sir John Smith, a lullaby - here falling asleep is very much permitted - and 
finally the rhythmically and harmonically quirky Lady Hunsdon’s Puffe.  

Solus Cum Sola 
Sir John Smith, His Almain 

Orlando Sleepeth 
Lady Hunsdon's Puffe 

 
The third set is dedicated to happy pieces in major keys, as we hear a playful contrapuntal Fantasie 
followed by two galliards, one dedicated to the Earl of Derby and the other to Queen Elisabeth. In 
this set of pieces we discover how he uses the full range of the instrument to achieve different 
textures and affects.  

Fantasie (P. 1) 
The Earle of Derby's Galliard 

The Most Sacred Queen Elisabeth, Her Galliard 
  
As the evening slips into night we move on to the final set, where Dowland’s unique melodic 
brilliance in melancholic music is manifested in his most famous piece nowadays, Lachrimae, on 
which he also composed the song Flow, My Tears as well as a set of variations for viol consort. A last 
Fancy gives some momentary hope before the final pavan Semper Dowland Semper Dolens, ever 
Dowland ever doleful. Here the subtle colours, harmonic surprises between major and minor and 
beautiful counterpoint serve to create a tapestry full of complexity which leaves much room for 
contemplation.  

Lachrimae 
A Fancy (P. 5) 

Semper Dowland Semper Dolens 
 



Saturday, 9 October, 19.00, Studio Acusticum Concert Hall 
 

Gary Verkade, organ 
 

Samuel Scheidt 1587 - 1654 
Tabulatura Nova, 1624 

Modus ludendi pleno Organo pedaliter, SSWV 157 
 
 

Johann Ulrich Steigleder 1593 -1635 
Ricercar Tabulatura, 1624 

Ricercar in d 
Ricercar in e 
Ricercar in F 
Ricercar in G 
Ricercar in a 

 
 

Jörg Herchet 1943 
komposition 3 für orgel, 1990 - 

XLII (2021) 
XLIII (2021) 
- premieres - 

 
The recital begins in the 1620s and ends in the 2020s; it begins in D major and ends in D; it begins 
with a piece for organ and pedals and ends with the same; Steigleder’s Ricercars, in the middle of the 
program, are written for the hands. 
Samuel Scheidt’s collection, Tabulatura Nova, and Johann Ulrich Steigleder’s collection, Ricercar 
Tabulatura, both appeared in 1624. Tabulatura Nova is firmly rooted in the previous century and 
does homage to Scheidt’s teacher, the Amsterdam “maker of German organists” Jan Pieterszoon 
Sweelinck. It is new (nova) in its notation: it uses staff notation instead of the old German tabulature 
notation utilizing letters. Ricercar Tabulatura in spite of the title does not use tabulature notation 
either, but modern staff notation. It is exploratory in Baroque fashion, both formally and 
harmonically. The five first Ricercars performed here form a first group, bound together by 
principals of thematic development and formal structure. 
Jörg Herchet’s magnum opus, modestly titled: composition 3 for organ, consists of 43 organ works, 
symmetrically organized into 6 volumes of 7 pieces each, plus one volume in the middle which 
consists of just one very long piece: 7 – 7 – 7 – 1 – 7 – 7 – 7 = 43. The cycle has not yet been 
completed: the sixth volume, for two organs, and the large piece in the middle volume, which is to 
be the culmination and summation of the work, have still to be composed. However, the last 
volume is complete, of which pieces 42 and 43 will be performed for the first time tonight. The 
composer related the following picture to me about piece 42: a mountain range in which individual 
mountains, all of them with unique shapes, some of them being parts of others, some of them with 
names, the range itself made up of smaller, separate ranges, those, too, perhaps with their own 
names, all of this forming a whole which we then call “The Alps” or “The Pyrenees,” “The Andes” 
or “The Himalayas.” One aspect of the beauty of such forms is the tremendous individual variety 
they contain. Piece 42 is a trio in which the three voices are tremendously varied, continually 
asserting independence from each other. Piece 43 is a meditation on the pitch D, put into relation to 
the instrument organ and its incredible ability to produce different colors. 
It is an honor for me that the composer himself is present in the audience. 
 



Sunday, 10 October, 11.00, Hortlax Church 
 
Festival Worship Sevice in conjunction with Piteå’s 400 anniversary celebration 
Tomas Larsson, präst 
Choir from Hortlax parish, the School of Music and Framnäs folkhögskola 
David Öberg, trombone 
Samuel Lindh, zink 
Ulrika Molarin, cello, 
Lars Sjöstedt, organ 
 

Heinrich Schütz 1585 - 1672 
Duett: Schaffe in mir ein reines Herz 

Skapa i mig, Gud, ett rent hjärta 
Och gör mig på nytt frimodig och stark 

Driv inte bort mig från ditt ansikte 
Och ta inte din Heliga Ande ifrån mig 
Låt mig åter få glädjas över din frälsning 

Och hjälp mig att villigt följa dig 
 

Hans Leo Hassler 1564 - 1612 
Kör: Cantate Domino Psalm 96, 1-3 
Sjung till Herrens ära, sjung en ny sång 

Sjung till Herrens ära, hela världen! 
Sjung till Herrens ära, prisa hans namn, 

Ropa ut hans seger dag efter dag! 
Förkunna hans ära bland folken, bland alla människor hans under! 

 
Heinrich Schütz 

Kör: Die mit Tränen sähen SWV 378 
De som sår under tårar 
Skall skörda med jubel 

Gråtande går de 
Och sår sin säd. 

Jublande kommer de 
Och bär sina kärvar 

 
Gustav Düben 1628 - 1690  

Koralfantasi för orgel över psalm 9 ”Min själ skall lova Herran” 
Lars Sjöstedt, orgel 

 
Psalm 9 

kören sjunger vers 1 och 3, församlingen sjunger vers 2 och 4 
 

Michael Praetorius 1571 - 1621 
”Vater unser im Himmelreich” 

Fader vår i himmelriket, 
Du kallar oss alla att vara syskon och att tillbe dig. 

Du vill ha våra böner. 
Hjälp oss att dessa böner inte bara kommer från munen 

fast ur hjärtans djup. 



BIOGRAPHIES 
 
Whether as organist or harpsichordist, Léon Berben can be considered a master in his field. His 
extensive knowledge of music history and historical performance practice make him one of the 
leading figures within his generation of the early music world. His repertoire embraces keyboard 
music from 1550 to 1790. He is the co-author of various articles in Die Musik in Geschichte und 
Gegenwart. His interpretations are given special weight by intensive study of the sources, and 
constant research work, and his solo recordings on historic instruments have received great critical 
acclaim, winning several awards including the Diapason d'Or, the Choc du Monde de la Musique, as 
well as the Quarterly German Record Critics' Award. Léon Berben was born in 1970 in Heerlen, 
The Netherlands, and lives in Cologne. He gained his solo diploma in organ and harpsichord in 
Amsterdam and The Hague, studying with Gustav Leonhardt (whose last student he was), Rienk 
Jiskoot, Ton Koopman and Tini Mathot. He was the harpsichordist for Musica Antiqua Köln 
(Reinhard Goebel) from 2000, with whom he performed throughout Europe, Asia and North and 
South America, and recorded many CDs with Deutsche Grammophon/Archiv Produktion. Since 
the dissolution of the ensemble in 2006, he has pursued a solo career, appearing regularly in the most 
prestigious international festivals such as Klavier-Festival Ruhr, Internationaal Orgelfestival Haarlem, 
Schleswig-Holstein Musik Festival, Bodenseefestival, Festival Oude Muziek Utrecht, Rheingau 
Musikfestival, Festival de Saintes, Lucerne Festival, and the Festival de Música Antiga de Barcelona. 
He is a regular partner of Concerto Melante, a chamber music ensemble of the Berliner 
Philharmoniker 
 
H. Floris Cohen is professor emeritus in Comparative History of Science at Utrecht University. 
From mid-2014 to mid-2019 he served as the Editor of the History of Science Society, with for 
main job editing its flagship quarterly journal Isis. 
Among his nine books are Quantifying Music. The Science of Music at the First Stage of the Scientific 
Revolution, 1580-1650. Dordrecht: Reidel, 1984; The Scientific Revolution. A Historiographical Inquiry: 
University of Chicago Press, 1994; How Modern Science Came Into the World. Four Civilizations, One 
17th Century Breakthrough. Amsterdam UP, 2010 (a shorter version, The Rise of Modern Science 
Explained. A Comparative History, appeared in 2015 with Cambridge UP). Returning to the main 
subject of Quantifying Music he further wrote ‘Knowing Heaven and Earth Through Music’ (2019; 
with J. Prins; a much mutilated version appeared as ‘Music, Philosophy and Science’ in The 
Cambridge History of Sixteenth-Century Music (Cambridge UP, 2019)’, and also, together with Julia 
Kursell, ‘Stevin’s Music Theory Revisited. A Dialogue’ (ch. 10 of C.A. Davids et al., Rethinking 
Stevin, Stevin Rethinking. Constructions of a Dutch Polymath. Leiden: Brill, 2020; p. 252-273. 
His web address is www.hfcohen.com. 
 
Rebecca Cypess is Associate Dean for Academic Affairs at Mason Gross and an Associate Professor 
of Music at the Mason Gross School of the Arts, Rutgers University. She is the author of Curious and 
Modern Inventions: Instrumental Music as Discovery in Galileo’s Italy (University of Chicago Press, 
2016); Women and Musical Salons in the Enlightenment (forthcoming from the University of Chicago 
Press in 2022); and over two dozen peer-reviewed articles and book chapters. She is co-editor of the 
volumes Sara Levy's World: Gender, Judaism, and the Bach Tradition in Enlightenment Berlin (University 
of Rochester Press, 2018) and Music and Jewish Culture in Early Modern Italy: New 
Perspectives (forthcoming from Indiana University Press in 2022). A historical keyboardist, Cypess is 
founder and director of the Raritan Players, whose recordings have been called “simply 
mesmerizing” (Early Music America), “enchanting” (Classics Today), and an “unexpected treasure . . . 
this album could be better only if they could find a way to scent it with freshly-baked cookies” 
(American Record Guide). 



 
Sverker Jullander is Senior Professor (2006–2018 Professor and Chair) of Musical Performance at 
Piteå School of Music, Luleå University of Technology, Sweden, and member of the Royal Swedish 
Academy of Music. He is Editor-in-Chief of the Swedish Journal of Music Research and Chair of 
the Göteborg International Organ Academy Association. 
Dr Jullander is active as a musicologist, church musician and concert organist, and has given organ 
recitals in many European countries, in addition to CDs and radio broadcasts. From 1985 to 2006 he 
taught organ and organ pedagogy at the University of Gothenburg, where he received a PhD in 
musicology in 1997. A founding member of the University’s organ research centre GOArt, he was 
its research director from 2001 to 2006. He has published extensively, mainly on the organ and 
church music of the 19th and early 20th centuries, but also on other musical topics and has edited 
many scholarly publications. 
 
Sandra Mangsen, harpsichord, retired to North Bennington, Vermont, after teaching musicology, 
harpsichord, and historical performance at the University of Western Ontario (London, Ontario) for 
twenty-three years.  She has also taught at McGill, Queen's University (Kingston, Ontario) and 
Temple University and holds degrees in musicology (Cornell University) and harpsichord 
performance (McGill University), and an undergraduate degree in sociology (Oberlin College). She 
founded Bennington Baroque in 2011 in order to present historically informed performances of 
baroque music and to justify giving her two harpsichords house space. Sandra's book, Songs without 
Words: Keyboard Arrangements of Vocal Music in England, 1560 to 1760, was published by the 
University of Rochester Press (Eastman Studies in Music, 2016). Lately she has been pursuing a 
newfound interest in genealogy. 
 
Iris Ridder is Lecturer in Literature and works as Senoir Lecturer in Pedagogy at the in Dalarna 
University where she teaches scientific theory in the Program of Education. Her research is 
concerned with the connection between emotions and learning in historical perspective. She is the 
editor of Tidhfördriff, which deals with a dice oracle game for miners in Falun from 1613. She is 
active as concert singer and has founded the Umeå Baroque Ensemble of which she is the artistic 
director. 
 
Nora Roll is a half-Norwegian half Swedish gambist and lironist from Stockholm. In 1998 she 
became the first gambist to hold a Swedish music college degree, and since then she has devoted 
herself to her great passion: accompanying early vocal music. This has led to extensive professional 
activity in 25 countries (in Europe, Asia, North America and South America), with ensembles such 
as Les Arts Florissants, Les Talens Lyriques, Le Concert d’Astrée, Les Traversées Baroques, 
Akadêmia, Concerto Copenhagen and The Harp Consort. Back home in Sweden, Nora is a proud 
member of Göteborg Baroque. A keen gardener, she draws a lot of inspiration and creativity from 
cultivating her allotment. 
 
Emma Rönnlund, sopran, is often hired to perform Händel’s and Bach’s oratorios and cantatas, 
Pergolesi’s Stabat Mater, Mozart’s Requiem and Rutters Magnificat, but also to take part in chamber 
music groups and song recitals. She has performed on most continents together with, among others,  
Gustav Sjöqvist, John Rutter and Jin Wang. 
Emma received her musical training at the Collegium Musicum at the Royal Conservatory in 
Stockholm where she concentrated in early music with Professors Solwig Grippe and Clas Pehrsson. 
She studied opera at the University of Akron, USA, as well. Emma has taught voice and the 
interpretation of Baroque music at the Royal Conservatory, Framnäs Folkhögsola and the School of 
Music in Piteå. She is the winner of the Royal Conservatory’s Stipend for foreign studies, the Jessey 
Norman Award, and first prize in the NATS auditions.  



 
Jonas Nordberg is a Swedish lutenist mastering a wide range of plucked instruments and repertoire 
from the 16th to 21st centuries. He has an active schedule in many countries, performing solo 
concerts, chamber music, staged performances and large ensemble work. His solo albums and 
chamber music collaborations have received critical acclaim and awards such as Gramophone 
Magazine’s Editor’s Choice and the French Diapason d’Or.  
Together with soprano Ruby Hughes he performs the full lute song repertoire, focusing on the 
Elizabethan era and Italian monody. With viol player Liam Byrne he explores the music of Marin 
Marais and other French composers, mixed with contemporary music for theorbo/viol & electronics. 
He plays with ensembles such as Concerto Köln, Orchestra of the Age of Enlightenment, Concerto 
Copenhagen, Orfeo 55, Drottningholm Baroque Ensemble, London Handel Orchestra, Il Pomo 
d’Oro, Insula Orchestra, Camerata Øresund, Les Accents and many others. His recording of 
Dowland’s solo works will be released on BIS Records in April 2022.  
 
Lars Sjöstedt is the organist in Norrfjärden Church. Previously he was an accompanist at Framnäs 
Conservatory and the School of Music in Piteå where he taught Liturgical Organ Playing as well. He 
was educated in the church music and concert organist programs at the School of Music in Piteå. He 
has studied figured bass playing at the Royal Conservatory in Stockholm and early music with 
Harald Vogel in Bremen which has helped him in his performances on the reconstructed Baroque 
organ in Norrfjärden Church. 
Lars has recitalized as soloist, chamber and orchestral musician in Sweden, Finland, Iceland and 
Germany. 
 
Anna Steppler is an organist and PhD Candidate in the department of music at Cornell. 
Originally from London, U.K., she holds a first-class degree in Music from Merton College, 
Oxford, where she was organ scholar from 2010-2013. Following this she pursued a Masters 
degree on the Organ at the University of Gothenburg, Sweden, where she studied the organ with 
Hans Fagius and the clavichord with Joel Speerstra, and was awarded the Carl Larsson Scholarship 
for Music. As a performer and scholar she is always interested to explore unusual, perhaps 
unexpected, corners of the organist's repertoire in her recitals, ranging from the earliest keyboard 
music to the occasional 21st century foray. With a particular interest in the sixteenth and 
seventeenth century as both a scholar and performer, her dissertation explores the organ c.1600 
through the theoretical writings and musical composition of Michael Praetorius, with a 
particular focus on the porous boundary between vocal and instrumental styles, the potential of 
the organ itself as technology, and the ability of the organ to convey theological concepts and text 
through instrumental sound. 
 
Aaron Sunstein is an organist and music theorist. He is Senior Lecturer at the School of Music in 
Piteå, Sweden (Luleå University of Technology) where he teaches music theory and church music. 
He received the degrees PhD in Music Theory and Doctor of Music (DM) in Organ Performance 
from Indiana University in 2020. His research concentrates on performance/analysis issues in a wide 
variety of repertoire. 
 
Gary Verkade was born in Chicago and studied music, including organ performance, composition, 
form and analysis, counterpoint and musicology, at Calvin College (BA) and the University of Iowa 
(MFA, DMA) in the U.S. and from the Folkwang-Hochschule in Essen, Germany the Künstlerische 
Reifeprüfung and Konzertexamen. He has been a guest professor/lecturer/performer at universities 
in Europe and the United States. Verkade has performed throughout Europe and the United States, 
including many premiers of New Music. He composes music for organ, electronics, chamber and 



improvisation ensembles; and is co-founder of the Essen, Germany-based improvisation ensemble 
SYNTHESE, in which he performs on synthesizers and computer. He has published essays and 
articles on subjects relating to organ playing, performance practice of old music, and composition. 
Dr. Verkade is presently Professor of Organ at the School of Music in Piteå, Sweden where he 
continues to teach, perform, compose, record, improvise, and write about music. 
 
Roberta Vidic ist Dozentin für Musiktheorie und Gehörbildung, wissenschaftliche 
Mitarbeiterin im Bereich der Lehrentwicklung und Doktorandin an der Hochschule für Musik und 
Theater Hamburg. Nach Studien in Harfe, Musiktheorie, historischer Aufführungspraxis und 
Improvisation in Italien, Deutschland und an der Schola Cantorum Basiliensis absolviert sie einen 
Master of Higher Education an der Universität Hamburg. Forschungsschwerpunkte sind die 
Geschichte der Musiktheorie unter besonderer Berücksichtigung der Manuskriptkultur und des 
Kirchenstils des 16. bis 18. Jahrhunderts, die Geschichte der Fantasie und des fantastischen Stils, 
sowie Fragen der musikalischen Terminologie. Förderpreise (GMTH-Aufsatzwettbewerb 2015 und 
2018) und Forschungsstipendien (Fondazione di Venezia und Fondazione Cini in Venedig, 
Deutsches Historisches Institut in Rom) auf internationaler Ebene. Publikationen und regelmäßige 
Teilnahme an nationalen und internationalen Kongressen. Neben ihrer Lehr- und 
Forschungstätigkeit spielt Roberta Vidic historische Einfach- und Doppelpedalharfen und ist mit 
diesen Instrumenten als Solo- und Kammermusikerin tätig. 
 

ABSTRACTS 
 
World Harmony in the 1620s:Opening Shots for its Final Unraveling 
The concept of cosmic harmony goes back to a discovery about musical intervals attributed to the 
legendary philosopher Pythagoras (second half of 6th century BC). Its elaboration into three principal 
divisions was due to the Roman senator Boethius (early 6th century AD). His conception 
predominated in Europe until far into the 17th century. It ran into several major difficulties. The first 
of these, due chiefly to the introduction, in the early 14th century, of pure major thirds and sixths in 
polyphonic art music, was resolved thanks to maestro da cappella Gioseffo Zarlino (mid-16th 
century). With regard to his solution, and to the conception of cosmic harmony as such, a major 
onslaught was undertaken by certain pioneers of modern science just emerging in the early 17th 
century. Authors to be discussed in this connection are Simon Stevin, Isaac Beeckman, and Galileo 
Galilei, but also (in a partly different frame of mind) Johannes Kepler. A final conclusion (a ‘coda’) 
rounds the lecture off. 
 
The didactic function of the Musikalisches Kartenspiel (Musical Pack of Cards) in 
Philipp Hainhofer's art cabinet from around 1620  
In the Uppsala University Museum Gustavianum stands a famous early 17th century cabinet, the so-
called Augsburg Art Cabinet. Created by the Augsburg art dealer and diplomat Philipp Hainhofer, it 
is an elaborate piece of artistically designed furniture containing miniaturized curiosities, many tools 
and other objects. Taking 30 craftsmen from Augsburg under Hainhofer's supervision six years to 
construct (from 1610 to 1616), it is the only cabinet of its kind from the turn of the 17th century 
whose collection remains intact. Its approximately 1000 objects aim to symbolize the knowledge of 
all of humankind in one place. Art cabinets were regarded highly in the world of regal fashion of the 
time and the Augsburg Art Cabinet made for a luxurious gift, presented to King Gustav II Adolf of 
Sweden when he visited Augsburg in the spring of 1632.  
Since then, this "Reise-Wunderkammer", with its many objects, such as stuffed animals from distant 
lands, rare pearls and precious stones, coral and ostrich eggs, has been in Sweden´s possession. 
Hainhofer designed such furniture for progressive nobles and the wealthy upper class who wanted to 



exhibit their sense of cosmopolitanism and curiosity, as well as wealth and education. Virtually 
everything that looked strange and mysterious, that exuded art and skill was presented. Chinese 
porcelain and globes, wax figures, skulls, mother-of-pearl plates, silver coconuts, music boxes - the 
more diverse a cabinet was, the better. 
The intellectual, empirical and artistic study of these objects came to be the starting point of the 
modern scientific approach. The purpose of my paper is to examine the musical pack of cards that 
house the collection of the art cabinet. This multifunctional piece of furniture in ebony, which can 
save as a dressing table or pharmacy, contains musical instruments and a large number of games as 
well as an altar. I will concentrate on the function of the musical playing cards within the framework 
of the art cabinet concept, the aim being to find out what function they had. Was the actual 
intention to make music with the musical deck of cards? If so, this begs the question, who would 
have been able to do this and how? 
 
Johann Ulrich Steigleder, Ricerrcar Tabulatura, 1624, Ricercars 1-5 
Steigleder’s Ricercar Tabulatura consists of 12 ricercars, 2 each in the modes based on d, e, F, G, a 
and C. There is, however, another order of note: the first five pieces are four-voiced, the remaining 
seven are three-voiced. Careful observation leads one to the realization that this “asymmetrical” 
ordering of 5+7 pieces is both historical and intended by Steigleder. The first five ricercars form a 
cycle within the collection. 
 
Kepler, Jungius and the question of a “mixed science” of music 
Musical historiography has often focused on the dichotomy of a speculative or practice-oriented 
theory of music. This paper opens perspectives on music as an experimental «mixed science». 
Early modern definitions of «mixed science» address branches like optics, music, and 
astronomy, which are particularly close to physics. The general question, if it is possible to 
establish some correlation between the field of science classification, the methodological 
question, and further developments of the theories of tuning, will be investigated with a focus 
on Kepler and Jungius. 
The Harmonice mundi libri V (Linz 1619) of the astronomer and mathematician Johannes 
Kepler (1571–1630) and the Harmonica (Hamburg 1679) of the polymath and school reformer 
Joachim Jungius (1587–1657) contain the same—partly erroneous—calculation of twelve 
halftones according to Vincenzo Galilei’s 17:18 rule for the luth (Table 1). The Harmonica is 
an edition of lecture notes from a manuscript collection (Ms. D-HS NJJ Wo. 29) of the Jungius 
Archive in Hamburg: an additional table (Table 2) allows furtherly to relate the work of Jungius 
with Marcus Meibom (1630–1711) and, eventually, Nicholas Mercator (c.1619–1687). 
When it is less about the exact measurement of intervals than about tolerance values for 
temperaments, the mathematical science of music is «mixed» with sensible properties. Kepler 
and Jungius discuss, in this sense, the problem of Galilei’s ‘short’ compound octave, combining 
a Pythagorean and Aristoxenian approach to tuning. However, Kepler presupposes a Euclidean 
axiomatic method, while Jungius applies his own «doxoscopic method» to harmonics for 
didactic purpose. Furthermore, Kepler read the Dialogo della musica (Florence 1581) of Galilei 
in 1617 (Gingerich 1992): that is, at a later stage in the preparation of his Harmonices mundi 
(Walker 1967/1978). Research results embed the use of Kepler’s book as reference for Galilei 
in Hamburg within a wider network of protestant scholarship. 
 
The ‘organist maker’ of Amsterdam: Jan Pieterszoon Sweelinck and his significance for 
the rich north European organ culture of the 17th century 
In his biographical encyclopedia of composers, Grundlage einer Ehrenpforte (1740), Johann Mattheson 
points to Jan Pieterszoon Sweelinck’s (1562–1621) importance, not only as a composer but also as a 
pedagogue, by naming him Organistenmacher (organist maker). Sweelinck was indeed worthy of this 



‘title’; he had many pupils who became famous organists and composers, such as Samuel Scheidt, 
Heinrich Scheidemann, Paul Seifert, Melchior Schildt and Andreas Düben. Although the use of 
instrumental music in church services was prohibited in Calvinist Amsterdam, Sweelinck wrote a 
substantial amount of organ variations on sacred hymns, including Lutheran chorales; these 
compositions may have served a pedagogical purpose as models for his many German pupils, who 
would benefit from such skills in their work as organists in Lutheran churches. 
While Sweelinck in his vocal music appears as a torchbearer (the last) of the great Netherlands 
tradition, his works for keyboard can be characterized as a synthesis of more modern influences, 
including the development of a keyboard-idiomatic polyphony in southern Europe and virtuosic 
elements, as in the quasi-improvisational toccata cultivated in Italy and the works of the English 
virginalists. 
The most famous case of inspiration from Sweelinck’s keyboard compositions – including direct 
allusions– among the works of his pupils is found in Samuel Scheidt’s three-volume Tabulatura nova 
of 1624. However, Scheidt also develops further his master’s preferred genres, for example in 
variation sets on both sacred and secular melodies. An even higher degree of innovation is seen in 
the works of Heinrich Scheidemann, the pioneer of the north German ‘chorale fantasia’. 
The existence of a lineage of master–pupil (and other, less obvious) relationships comprising several 
generations, from Sweelinck all the way to Johann Sebastian Bach, has often been pointed out. An 
interesting question to be discussed in this paper is to what extent, and in what way, this heritage is 
perceptible in the organ music of the Amsterdam master’s musical ‘descendants’, and how it relates to 
other, more contemporary influences. 
 
Fiori Musicali: Music, Spiritual Healing, and Early Modern Horticulture 
The sixteenth and seventeenth centuries saw the publication of numerous volumes of music across 
Europe with titles such as Musical Flowers, Musical Garden, and Garland of Music. While scholars have 
generally dismissed these titles as conventions of the publication industry with little or no connection 
to the music contained in the volumes they adorn, I propose that such titles warrant further 
consideration.  
In this presentation, I ask what associations such floral titles would have called up for early modern 
composers, performers, listeners, and patrons. This period saw the influx into Europe of hundreds or 
thousands of species of flowers from the New World and from Asia. With this came a new concern 
with the classification, study, and collection of flowers, innovative techniques of gardening, the 
garden as a site of otio and humanist self-fashioning, and a busy international flower trade. These 
phenomena were grafted onto such age-old associations as flowers' medicinal qualities and flowers as 
symbols of womanhood.  
If these issues seem far from the field of music, I argue that the use of titles such as Fiori 
musicali should be understood as a manifestation of catachresis: a rhetorical device that brought 
disparate fields into dialogue with one another. Using Girolamo Frescobaldi's Fiori musicali (1635) as a 
case study, I show that such flowery metaphors were central to early modern modes of learning, and 
that music was one of the many areas of study and sensory engagement that benefited--and can 
benefit today--from such metaphorical thinking.  
 
Music, science, and apologetics, as displayed in three treatises from the 1620s and 30s by 
Marin Mersenne 
The writings of Martin Mersenne (1588-1648) are witnesses to the complexity of the transition from 
a traditional understanding of music with roots in antique philosophy to a modern one associated 
with science. They display an ongoing quest for knowledge about the properties of music, starting 
out from ancient ‘Pythagorean’ mathematical models, but soon integrating the physics of sound in a 
way foreign to those models. They are also permeated by a constant concern for apologetics in 
regard to Catholicism. 



This big picture has been made clear in the literature on Mersenne, as also has the main lines of a 
change in aims and contents over time. This paper does not aim at a modification of this state of 
affairs. Rather it will corroborate it based in a close reading of three of  
Mersenne’s treatises in which music either is the main subject or has a prominent role: La vérité des 
sciences contre les Sceptiques ou Pyrrhoniens 1625, Traité de l’harmonie universelle 1627, 
and Harmonie universelle 1636. 
La vérité des sciences remains close to antique and late antique sources like Sectio canonis and the 
writings of Boëthius, in its insistence on a theory or taxonomy of numbers, and the way this 
taxonomy is deployed in the systematization of music. The Traité also leans heavily on ancient 
models, even including translations in French of a couple of antique sources, including Sectio canonis. 
But it also hints at an integration of mathematics and physics of sound that transcends the antique 
models. Like the Traité itself, this integration remains a torso, and the actual physical theory of sound 
is obscure. In Harmonie universelle, the physical theory is much more developed and has a more 
prominent role, even serving as a fundament for a superstructure that still has many characteristics in 
common with Pythagorism. 
 
John Bull’s Fantasia 17: experimental keyboard music in the early seventeenth century 
John Bull’s Fantasia 17, Ut, re mi, fa, sol, la, is a puzzle. The hexachord, beginning on G, rises a 
tone on each repetition, taking the piece into deep sharp and flat territory, using accidentals 
typically unavailable in meantone. Most scholars have argued that it was composed before Bull 
left England for the Continent in 1613, since one of its two main sources is the Fitzwilliam 
Virginal Book. However, English keyboards of the day were customarily tuned in meantone and 
lacked split sharps to provide the “extra” accidentals needed, leading some to dismiss it as a 
transcription of a piece for viol consort. As Walker Cunningham argues, there are precedents in 
two consort Fantasias with migrating hexachords by Ferrabosco found in keyboard 
transcriptions. Such transcriptions of vocal and consort music are common in English sources, 
but one may still wonder why anyone would bother to make a transcription of an essentially 
unplayable piece. Thus, we need to ask how unplayable it was. 
On a keyboard, it was “impossible in mean-tone tuning” (Barbour), or certainly required equal 
temperament (Mellers). If John Bull was associated “with the most ‘advanced’ tendencies of the 
time” (Mellers), Fantasia 17 surely offers a prime example of his experimental approach. A few 
scholars have argued that Bull probably had a keyboard with split sharps (Apel), and even that 
the piece, possibly composed in Antwerp, was “…conceived for an experimental instrument 
with divided keys throughout” (Van der Meer). There are now a few recordings on split-key 
instruments, but even without access to an instrument with nineteen notes to the octave, the piece 
is in fact playable on a two-manual harpsichord tuned in meantone if one allocates sharps to one 
manual and flats to the other. 
 
When is a machine not a machine? Michael Praetorius, Solomon de Caus and the Organ 
The temptation to view the organ as a machine is an understandable one; with its multiple ranks of 
pipes, complex wind system and intimidating console, the instrument seems unapproachably 
technical. Michael Praetorius’s De Organographia (1619) exalted the modern organ as the most 
perfect achievement of instrument builders; his universal table of organ stops represents the organ 
as an entire world of musical knowledge. At the same time, renewed interest in the classical 
Hydraulis (Water Organ) that swept across princely gardens in the early-seventeenth century 
challenged assumptions about the development and automation of the organ, pushing the 
instrument ever-nearer complete perfection by eliminating the need for a player. The hydraulis thus 
forced a confrontation between the human and mechanical elements of the organ’s identity as a – 
or even ‘the’—instrument of music [Οργανον]. 
This paper proposes that rather than assuming the (pneumatic/ecclesiastical) organ should be seen 



as a mechanical marvel, the element that most interested musicians including Praetorius and Seth 
Calvisius, was in fact the organ’s nature as an instrument. A comparison of Praetorius’s writings in 
Syntagma musicum and the images in his Theatrum instrumentorum with contemporary examples of 
the Theatrum machinarum genre, including those by Heinrich Zeising, Jacques Besson and de 
Caus’s own Les Raisons des Forces Mouvantes, reveals a keen awareness of the (potential) differences 
between machine, instrument, and tool [organon]. A focus on the interface of the keyboard – both 
its historical form and its future – was crucial to the presentation of the organ for Praetorius. 
Standing in stark contrast to the manipulation of pipes and registers via a pinned barrel, as 
advocated by de Caus, this emphasis allowed for the skilled manipulation of the organ by a 
knowledgeable, highly-trained human. It is only through this interaction between man and machine 
that the organ, for Praetorius at least, could achieve its greatest heights. 
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