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Among the nineteen members of the Mizler Society, founded in 1783, are in addition 
to Bach, Händel and Telemann, two monks from the rural cloister at Irsee: Udalric 
Weiss and Meinrad Spieß. How did these seemingly modest figures come to be in such 
illustrious company?

From childhood to monk’s orders
Meinrad Spieß was born in 1683 as the youngest child of a small farmer in the Swabian 
village of Honsolgen and baptized under the name of Matthäus. His father supported 
the family by working as a weaver, a butcher, and a school servant. He borrowed money 
to make a certain social advancement possible for his four sons. One of them became 
a priest, two of them became organists; the youngest, Matthäus, was sent at the age of 
eleven to the closest Latin school, that of the Imperial Monastery of Irsee. Cloisters of 
this kind were charged with the task of instructing local boys in Latin, in order to equip 
them to become altar boys and, perhaps later, monks. A new boy who could sight-sing 
a fugue faultlessly was given a scholarship, intensive music instruction and was allowed 
to sing during religious services. This was a real opportunity for musically gifted young 
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people. The young Matthäus Spieß made use of this opportunity until his voice changed, 
then went on to the Benedictine monastery at Ottobeuren “in order to perfect his study 
of music”. At eighteen he returned to Irsee: he became a novice and took the name of 
Meinrad after being ordained. He studied philosophy and theology (“with distinction”), 
became sub-deacon, then deacon, and became a priest in 1707.

Unquiet times
Spieß’ early cloister years were characterized by unrest: At Whitsuntide in 1699 the tower 
of the mediaeval church collapsed and left the choir of the building in ruins. The convent 
was obliged to join the craze for Baroque buildings and construct a new abbey church 
(architect, Franz Beer; stucco, Joseph Schmuzer). The War of the Spanish Succession 
meant that many boarders had to be put up and substantial contributions made. The 
silver and archives of the cloister had been put in external storage because of the war and 
were destroyed in the Reutte Fire of 1703. The new construction occupied the convent 
community until 1730.

Cloister Irsee, garden of knowledge
A cloister is first and foremost a place of meditation and for the praise of God. The 
Abbey at Irsee was in addition a widely recognized center of scientific study, which 
attracted students from other cloisters as well. Some of the monks were professors at 
other universities. Irsee even had its own exhibition of mathematical and physical phe-
nomena (“mathematisches-physikalisches Naturalienkabinett”). The Electoral Academy 
of Sciences in Munich declared with regard to Irsee in 1759: “Irsee is the first cloister in 
our region in which thorough research can be said to thrive.” 
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Study of music
In 1742 Spieß wrote to Mizler that he had begun to develop his musical gift in his youth, 
yet felt that he had not yet received sufficient instruction. The abbot Willibald Grindl, who 
had charge of the Irsee Abbey from 1704 to 1731, recognized the value of Spieß’ talent for 
the future development of his house, and arranged for him to have three years of study 
in Munich with a leading composer of the time, Giuseppe Antonio Bernabei (1649–1732), 
Music Director of the Electoral Court. The years in Munich - he concluded his studies 

“with great success” - influenced Spieß for the rest of his life. He returned to Irsee in 1711 at 
the age of 29, was named “Chori Director”, and began his career as composer and writer.

Music Director of the Cloister
Cloister Irsee was able to offer the new music director excellent working conditions. He 
was first responsible for the instruction of the choirboys and of the guest students from 
other cloisters, but he was able as well to enlarge and improve the performance of vocal 
and instrumental music within the cloister. The Catalogus Conventualium of 1742 lists 
26 monks and five novices as musicians and singers, and there were the choirboys as well. 
Really impressive performances would have been possible with this ensemble at hand. 

In addition to his duties as music director, Spieß held the positions of prior, sub-
prior, master of the novices, cloister bookkeeper and vicar. He must have been very 
busy indeed!

The composer
Immediately after his return from Munich, Spieß began to compose in earnest. In 1713 
his opus I,  Antiphonarium Marianum, appeared, as did four years later his Opus II, 
Cithara Davidis noviter animata. (Opus III of 1714, Philomela Ecclesiastica, is lost, as is 
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opus VII, the XII Sonatæ for two violins, cello and organ from 1734.) In 1719 Spieß pub-
lished Cultus Latreutico-Musicus, a collection of six masses and two requiem settings, 
as opus IV. Opus V, Laus DEi in Sanctis Ejus followed in 1723. The cycle of liturgical 
music was completed in 1726 with opus VI, Hyperdulia Musica, a collection of Lytaniæ 
Lauretanæ de B.M.V.: both opus I and opus VI are devoted to the Virgin Mary. Tractatus 
Musicus is Spieß’ opus VII and his last publication. In other words, practically all of his 
music was created in the space of 13 years. In his remaining 35 years Spieß concerned 
himself primarily with music theory. A manuscript of a Miserere from 1749 has been 
preserved in Ottobeuren – a late work, composed 23 years after his last published opus.

The compositions of the prior of Irsee have a special status in the context of South 
German Baroque music. Spieß strove for a synthesis of older styles with the style of his 
own epoch. Stately homophony (especially in the Mass settings) contrasts with dense 
counterpoint. Spieß’ polyphony has Roman roots.

The attempts at reform of the Council of Trent had raised the question of polyphonic 
music: was it conducive to ecclesiastical edification, or should it be forbidden? Giovanni 
Pierluigi da Palestrina (d. 1594) was able to combine artful voice combinations with clear 
text settings so convincingly that it was decided that contrapuntal music should remain 
part of the liturgy.

Ercole Bernabei was Palestrina’s successor as Maestro of the Sistine chapel in the 
Vatican until 1674. He subsequently became Kapellmeister at the Electoral Court of Bava-
ria in Munich. His son Giuseppe Antonio succeeded him in 1688 – the very same man 
who later became the teacher of Meinrad Spieß! Bernabei, himself a priest, connected 
the severe contrapuntal world of Palestrina with the virtuoso imaginings which began 
to invade church music around 1700. Spieß was grateful to Bernabei all his life for the 
introduction to this kind of composition.
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The musicologist
 Spieß had “apprentices of composition” in mind when conceiving his Tractatus musicus 
compositorio-practicus (Augsburg, 1745). Students of composition were to be provided 
with a “solid grounding in the practice of composing majestic and dignified church 
music after the rules of counterpoint.” He defined his “true end” as “the motivation 
to virtue through varied sounds, to further the glory of God,” and made use of texts by 
Euler, Kircher, Murschhauser, Scheibe, Heinichen, Walther, Fux, Mattheson, Telemann 
and Mizler. We may assume that Spieß had access to such a variety of literature because 
it was part of the cloister library, which would confirm Irsee’s reputation as an especially 
well-equipped place of study – particularly for music.

Most of the 34 chapters of this work concern themselves with the theoretical founda-
tions of composition. Spieß sees music as an arrangement of dimensions or quantities, 
expressible by means of arithmetic and geometry: “clearly sounding numbers, mathe-
matics made audible.”  

Although Spieß favored the use of scientific research for music, he was against merely 
theoretical research activity that promised no practical use. He wrote: “This kind of 
specialist praises himself as magister artium in the musical fencing-school, but should 
he once be faced with an opponent, he is like a boy who wants to skin a hedgehog but 
is puzzled by its spikes.”

As a theoretician Spieß is quite conservative. He pleads for the preservation of the 
modal church harmonies and defends them against the incursions of major/minor tona-
lity. The composers of secular music, however, may in his opinion make use of this new 
fashion: he even wishes them good luck!

 Gregorian chorales are the highest form of church music for the Benedictine Spieß. 
He postulates: “As lovely, graceful and edifying as the Cantus Planus is when it is sung 
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slowly and with dignity, it can nevertheless be irritating and ugly when hastily performed 
in the manner of a postman‘s galloping horse.”

For Spieß, the ideal church music remained polyphonic. New developments in style 
annoy him: “Today’s composers wish only to amuse the ear” and “provide amusement 
during church services”.

Spieß aimed for clarity in his rhetoric. An example: “Vitium tremoli. When a singer 
trills like a bleating goat.”

 The tractatus musicus was so widely read that a second edition was necessary after 
only one year. At present there are over 40 surviving copies between San Francisco and 
Moscow. Among the musicians who made use of this work was Anton Bruckner.

Expert for organs and bells
Spieß was responsible for the commissioning and appraisal of all the organs which 
were repaired and built in the Irsee abbey church during his time, of which the large 
new organ by Balthasar Freiwiß of 1754 was certainly the most impressive and also the 
final achievement. 

Freiwiß had built a smaller organ in 1750 to the satisfaction of the Irsee monks; Spieß, 
who had studied the organ disposition of other master builders (from Andreas Silber-
mann to Gabler) intensively, followed the construction of the larger instrument with 
great interest and knowledge. 

The bells of Irsee also carried the mark of Spieß’ wide-ranging expertise: the largest of 
the bells which were cast in 1755 under his supervision still rings today from the tower of 
St. Martin’s Church in Kaufbeuren (a small city five miles from Irsee).

At 78, Spieß felt that his end was near and finished the list of his biographical data 
with “Mortuus …” which none of his brothers at Irsee felt called upon to complete.
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Spieß: his human side
Should we want to encounter Meinrad Spieß as a human being, it is not necessary to 
exhume his bones from the tomb of the abbey church at Irsee!

Spieß was a Swabian, or to be more exact, he came from the Allgäu, that remote 
mountainous region of Swabia, whose stony soil brings forth a thrifty, hard-working, 
laconic folk, slow to trust others, yet faithful friends once they have done so. Their 
ambition and curiosity about the world beyond their valleys may surprise those who are 
not well acquainted with this region. Spieß may be said to be quite a typical example of 
this species: think of the determination with which he pursued access to various areas 
of knowledge, and of the extent of his exchange with the members of the Mizler society. 
Should a Swabian suspect a plot to his disadvantage, he may become quite thorny: 
Spieß’ dealings with the Augsburg publishing firm of Lotter involved a number of pro-
bing letters, which indicate a certain degree of parsimony. If conditions are appropriate, 
a Swabian may reveal a characteristic coarse humor, which often finds expression in 
the use of dialect.

Perhaps it is best to experience Spieß through his music. That is the purpose of this 
recording, which was conceived within the framework of the above-mentioned Catalo-
gus Conventualium of 1742. Spieß probably had a handful of boy sopranos and altos 
and adult male voices to match; other monks formed an instrumental ensemble “to 
the glory of God.”

The works on this recording
The church at Irsee is dominated not only by the Freiwiß organ, but by a pulpit in the 
form of a commanding ship’s prow, a reminder of the naval battle at Lepanto (1571), in 
the course of which the fleet of the Christian Mediterranean under Don Juan d’Austria 
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won a victory over the ships of the Ottoman Empire. The Catholics celebrate the 
memory of the liberating end of this battle in the frame of the festival of Maria de 
Victoria. In his litany setting Spieß evokes the Mother of God, to whom the victory was 
ascribed. Clarino trumpets – uniquely in Spieß’ work – provide festive brilliance. The 
Litanei ends on an optimistic note with a radiant “miserere nobis.”

The setting of the penitential psalm Miserere forms a contrast: Spieß wrote this work 
decades after the completion of his principal oeuvre, Opera I-VII. A range of feelings 
from despair to hope is delineated in gripping musical language. Especially remarkable 
is the conclusion of the twelve-part cycle, in which the aging Spieß takes the textual 
reference to eternity (in the doxology) as an opportunity to transform the fear motive of 
the second part into an expression of redemption and liberation.

In 1578 the catacombs of Rome were rediscovered; soon remains were taken from the 
graves found there as objects of veneration for churches. The abbot of Irsee between 
1665 and 1677, Placidus Lindenbauer, tried to obtain the entire corpse of a saint for the 
cloister church, probably in the hope of attracting large numbers of pilgrims. On the 
tenth of July 1668 the skeleton of St. Eugene, which had been found in the Priscilla 
catacombs of Rome in 1666, was brought to Irsee in a celebratory act of “translatio”. A 

“Translation Report”, printed in Kempten in 1668, attempts to convey the life story of this 
“catacomb saint” out of the remote history of the persecution of the Christians: Eugenius, 
the African “barbarian king”, attacked Rome and kidnapped two sisters, “God-fearing 
virgins by the name of Lucilla and Flora, who were brought to Africa as prisoners.” After 
two decades of asceticism they managed to convert Eugenius to Christianity. He follo-
wed them back to Rome, where he was “captured and beheaded together with Lucilla 
and Flora by Emperor Gallieno in the year A.D. 262.”
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With the Missa S. Eugenii, Regis Africæ, 
& Martyr: cuius S. Ossa Vrsinij publicæ 
venerazioni exposita quiescunt Spieß 
pays tribute to this remarkable figure, 
whose bones are displayed in a glass case 
in a side altar of the Irsee church. This 
mass was published in 1719 by Leonhard 
Parcus in Konstanz as part of a collection 
(together with five other Missæ breves and 
two Requiem masses) entitled “Cultus 
Latreutico-Musicus.” In his forward Spieß 
addresses himself to other church musici-
ans (in Latin, of course), whom he refers 
to as Philomuses, and observes that brief 
masses become more popular as their bre-
vity increases. He advises the performer to 
meet the vigorous style of the mass with 
restraint rather than with the spur; in other 
words, with a moderate tempo rather than 
with a hasty one …
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participants

The Aurelius Boys Choir of Calw was founded in 1983 by Hans-Jörg Kalmbach. In the 
spring of 2008 Bernhard Kugler was appointed to the post of artistic director. The choir 
is a division of the municipal music school of the town of Calw. Unlike traditional boys‘ 
choirs, the training does not take place in a boarding school, so that the boys remain 
involved in their normal family and school life.

In recent years the Aurelius Boys Choir has developed into a widely known ensem-
ble which cultivates many kinds of spiritual and secular choral music with a variety of 
ensembles. Its repertoire includes a cappella works of all epochs and styles, especially 
oratorio and large works with orchestra. The “Aurelianer” often perform the premières 
of works specially written for them. The singers opened the Ludwigsburg Castle Festival 
in June 2010 with the premiere of the work „The Dream of Being“ by Austrian composer 
Wolfgang Mitterer.

The choir has worked with renowned orchestras at home and abroad (Vienna Phil-
harmonic, Chicago Symphony Orchestra, Stuttgart Radio Symphony Orchestra and 
Staatskapelle Berlin), and with conductors such as Claudio Abbado, Pierre Boulez, 
Daniel Barenboim and Helmuth Rilling.

The Aurelius Boys Choir of Calw has won numerous prizes and awards, including the 
first prize at the German Choir Competition, the Robert Edler Prize for Choral Music, 
the Bruno-Frey Prize and in 2009 the Trude-Eipperle-Rieger Award.

The intensive training of solo performance is, together with choral work, an essen-
tial part of the instruction offered by the Aurelius Boys Choir. Thus the organization 
regularly provides outstanding soloists to major opera houses for the “Three Boys” in 
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Mozart’s The Magic Flute”, or for other important works such as Britten’s “The Turn 
of the Screw”, Wagner’s “Tannhäuser”, Mussorgsky’s “Boris Godunov”, or Puccini’s 
“Tosca”.

Bernhard Kugler sang in a boy’s choir himself as a child and appeared internationally as 
a boy soloist in works including “The Magic Flute.”

After studying medicine in Ulm and Tübingen he studied church music at the Musik-
hochschule in Stuttgart, which he completed in 1991 with the highest exam (choral and 
orchestral conducting with Prof. Helmut Wolf and Professor Dieter, and organ with Prof. 
Jon Laukvik). Further studies and internships in choral and orchestral conducting (under 
Eric Ericson, Sergiu Celibidache, Volker Hempfling, among others) as well as master 
classes for organ literature and improvisation (Marie-Claire Alain, Peter Planyavsky) 
completed his training.

From 1992 to 1999 Bernhard Kugler served as cantor at St. John‘s Church in Tübingen. 
In 1999 he became Cathedral Choirmaster in Rottenburg on the Neckar and the artistic 
director of the Cathedral Boy’s Choir, which he remained until 2007. Bernhard Kugler 
appeared with the Rottenburg Cathedral Boy’s Choir regularly in Germany, but also he 
toured widely with them in the rest of Europe (Antwerp, Rome, Prague, Metz, Santiago 
de Compostela, etc.). In the Choir Olympics 2000 in Linz Bernhard Kugler won a bronze 
medal with the male voices of the Rottenburg Cathedral Choir in the category „Musica 
Sacra a cappella“.

Bernhard Kugler has been a lecturer in organ improvisation and choral conducting at 
the University of Sacred Music in Rottenburg since 1999. In addition, he is also a juror 
at international choral competitions, and is an editor and arranger of choral, orchestral 
and organ works.
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The Augsburg organist and harpsichordist Roland Götz reflects about organs and per-
forms their compositions with „respectful reverence.“ Empathy for instrument and work, 
and knowledge of the ancient treatises are equally important to him. He has produced 
under his own record label, studio XVII augsburg, for nearly 40 years; he is in demand 
as a concert soloist and gives courses at home and abroad. Depending on the project, 
he invites the violinist Jane Berger and other specialists to explore particular themes 
of music before 1800. Music lovers have grown to expect carefully selected programs 
beyond the usual concert routine from Roland Götz und his studio XVII.

mitwirkende

Die Aurelius Sängerknaben Calw wurden 1983 von Hans-Jörg Kalmbach gegründet. Im 
Frühjahr 2008 wurde Bernhard Kugler in das Amt des künstlerischen Leiters berufen. 
Die Aurelius Sängerknaben Calw sind eine Abteilung der Musikschule der Stadt Calw. 
Anders als bei herkömmlichen Knabenchören findet die Ausbildung hier nicht in Form 
einer Internatsschule statt, die Knaben sind nach wie vor in ihren regulären Familien- 
und Schulalltag eingebunden. 

In den letzten Jahren entwickelte sich der Chor zu einem gefragten Klangkörper. 
Die Aurelius Sängerknaben Calw pflegen geistliche und weltliche Chormusik mit ver-
schiedensten Aufgabenstellungen und Besetzungen. Ihr Repertoire umfasst neben 
a-cappella-Werken aller Epochen und unterschiedlicher Stilrichtungen insbesondere auch 
große Werke mit Orchester und Oratorien. Die Aurelius Sängerknaben Calw bringen 
regelmäßig eigens für sie geschriebene Kompositionen zu Uraufführung. So eröffneten 
die Sänger im Juni 2010 die Ludwigsburger Schlossfestspiele mit der Uraufführung des 
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Werkes „Der Traum vom Sein“ des österreichischen Komponisten Wolfgang Mitterer. 
Der Chor arbeitete und arbeitet mit namhaften Orchestern im In- und Ausland (Wiener 
Philharmoniker, Chicago Symphony Orchestra, Radiosinfonieorchester Stuttgart oder 
Staatskapelle Berlin), bekannten Dirigenten (u.a. Claudio Abbado, Pierre Boulez, Hel-
muth Rilling und Daniel Barenboim) zusammen. 

Für die chorischen Leistungen erhielten die Aurelius Sängerknaben Calw zahlreiche 
Preise und Auszeichnungen wie den 1. Preis beim Deutschen Chorwettbewerb, den 
Robert-Edler-Preis für Chormusik, den Bruno-Frey-Preis und im Jahre 2009 den Trude-
Eipperle-Rieger-Preis.

Die intensive Ausbildung von Solostimmen ist bei den Aurelius Sängerknaben Calw 
neben der chorischen Arbeit ein wesentlicher Bestandteil des Unterrichts. So haben sie 
sich auch im Bereich der Knabensolisten einen herausragenden Namen geschaffen und 
bestreiten Solopartien an in- und ausländischen Bühnen. Regelmäßig singen Solisten 
der Aurelius Sängerknaben Calw etwa das Knabenterzett in Wolfgang Amadeus Mozarts 
„Zauberflöte“. Zum beständigen Repertoire gehören zudem die Solopartien für Knaben-
stimme in Opern wie „The Turn of the Screw“ von Benjamin Britten, Richard Wagners 
„Tannhäuser“, Modest Mussorgskys „Boris Godunow“ oder Giacomo Puccinis „Tosca“.

Bernhard Kugler
Aufgewachsen im Knabenchor trat Bernhard Kugler bereits in jungen Jahren als Knaben-
solist u.a. in Mozarts „Zauberflöte“ im In- und Ausland auf.

Nach einem Studium der Medizin in Ulm und Tübingen schloss er ein Kirchenmusik-
studium an der Musikhochschule Stuttgart an, das er 1991 mit der A-Prüfung abschloss 
(Chor- und Orchesterleitung bei Prof. Helmuth Wolf und Professor Dieter Kurz, sowie 
Orgel bei Prof. Jon Laukvik). Weiterführende Studien und Hospitationen in Chor- und 
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Orchesterleitung (u.a. bei Eric Ericson, Sergiu Celibidache, Volker Hempfling) sowie 
Meisterkurse für Orgelliteraturspiel und Improvisation (u.a. bei Marie-Claire Alain, Peter 
Planyawsky) ergänzten seine Ausbildung.

Von 1992 bis 1999 war Bernhard Kugler als Kantor an der St. Johanneskirche in Tübin-
gen tätig. Im Jahr 1999 übernahm er als Domkantor in Rottenburg am Neckar die künst-
lerische Leitung der Rottenburger Domsingknaben, die er bis 2007 inne hatte. Mit den 
Rottenburger Domsingknaben konzertierte Bernhard Kugler regelmäßig in Deutschland, 
Tourneen führten ihn aber auch vielfach in das europäische Ausland (Antwerpen, Rom, 
Prag, Metz, Santiago de Compostela etc.). Bei der Chorolympiade 2000 in Linz erzielte 
Bernhard Kugler mit den Männerstimmen der Rottenburger Domsingknaben in der 
Kategorie „Musica sacra a capella“ eine Bronzemedaille. 

Seit 1999 ist Bernhard Kugler Lehrbeauftragter für Orgelimprovisation und Chor-
leitung an der Hochschule für Kirchenmusik in Rottenburg. Darüber hinaus ist er auch 
Juror bei internationalen Chorwettbewerben und ist als Herausgeber und Bearbeiter von 
Chor-, Orchester- und Orgelwerken tätig. Im Frühjahr 2008 wurde Bernhard Kugler als 
künstlerischer Leiter der Aurelius Sängerknaben nach Calw berufen.

Der Augsburger Organist und Cembalist Roland Götz meditiert Orgel und Komposition 
gleichermaßen mit „respektvoller Ehrfurcht“. Einfühlung in Instrument und Werk und 
das Wissen um die alten Traktate zeichnen ihn aus. Seit bald 40 Jahren produziert er mit 
seinem eigenen Plattenlabel studio XVII augsburg, spielt Konzerte in weiter Runde und 
gibt sein Wissen in Kursen weiter. Je nach Projekt lädt er aus einem Kreis von Spezia-
listen um die Geigerin Jane Berger Kollegen ein, mit denen er besonderen Themen 
der Musikgeschichte vor 1800 gerecht werden will. Musikfreunde verbinden mit dem 
Namen Roland Götz ausgesuchte Programme abseits gängiger Konzertroutine.
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Mitwirkende
Aurelius Sängerknaben Calw
Soprane: Lukas Bolay1, Tobias Kruse2, Hans Porten3, 
William Roberts und Daniel Weissert
Alte: Valentin Burrer1+4, Frederik Callies, Cedric 
Kühnen, Christopher Müller3+5 und Jonas Schaible
Tenöre: Stefan Blaich2, Malte Fial3 und Daniel Fix1

Bässe: Moritz Mahler3, Samuel Schick2 und Felix Walz1

1 Soli in der Litanei
2 Soli im Miserere
3 Soli in der Messe
4 Solo im Miserere (Nr. II)
5 Duette im Miserere (Nr. III, IX und XII)

Instrumentalensemble auf Barockinstrumenten:
Jane Berger und Ilona Sieg, Violinen
Teresa Schwamm und Lothar Ulrich Haass, Violen
Arno Jochem de La Rosée, Violoncello
Günter Holzhausen, Violone
Michael Bühler und Ilja von Grünigen, Clarintrompeten
Roland Götz, Orgel

Truhenorgel von Johannes Rohlf, 2010

Leitung Bernhard Kugler

Dank 
Schwäbisches Bildungszentrum Irsee
Kath. Pfarrgemeinde St. Peter und Paul, Irsee
Namentlich: Hartmut Bauer, Irsee; Jane Berger, Augs- 
burg; Irene Götz, Augsburg; Josef Miltschitzky, Otto-
beuren; Dr. Stefan Raueiser, Irsee; BTP Jürgen Reichert, 
Augsburg; Johannes Rohlf, Neubulach; Dagmar Schmatz, 
Irsee; Christof Walter, Kaufbeuren; Georg Winkler, Irsee; 
Schu-Han Yang, Calw.

Produktion
Aufnahme: digital
Aufnahmeort: Ehemalige Abteikirche Irsee 
(3. bis 5. November 2010)
Produktion: Matthias Keller
Musikregie & Schnitt: Torsten Schreier
Toningenieur: Marko Kaminsky
Technik: Roland Zweckinger, Marc Hoffmann
Fertigung: P&O Pallas, Diepholz
Fotos: Achim Bunz, München
Spieß-Porträt: Lithographie von Heinrich 
Eduard von Wintter, München 1818
Texte: Roland Götz, Augsburg
Übersetzung: Jane Berger, Augsburg 
Gestaltung: Grizeto Verlag, Irsee

Eine Koproduktion mit dem 
Bayerischen Rundfunk.

studio XVII augsburg
Bgm.-Aurnhammer-Straße 50 B
86199 Augsburg
Fon (08 21) 9 06 70 40
Fax (08 21) 9 06 70 41
www.studioXVIIaugsburg.de
info@studioXVIIaugsburg.de

96529 XVII
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Als Kultureinrichtung des Bezirks Schwaben 
ist das Schwäbische Bildungszentrum Irsee 
der Tradition der ehemals Freien Reichs abtei 
bis heute verpflichtet. Einen Eindruck von 
der einst hohen Kunstfertigkeit des Konvents 
vermitteln Orgelmusik auf der historischen 
Balthasar-Freiwiß-Orgel in der Klosterkirche 
wie Chorwerke des Irseer Musikpriors Mein-
rad Spieß. Aktuelle CD-Einspielungen halten 
wir an der Rezeption für Sie bereit.

w w w . k l o s t e r - i r s e e . d e

Schwäbisches 
Tagungs- und Bildungszentrum

Eine Einrichtung  
des Bezirks Schwaben

Die
Freiwiß-Orgel
zu Irsee

255 jahre jung

roland götz
mit schwäbischem

GOttes Ehr
… damit

befördert werde

Aurelius Sängerknaben Calw
Streicher und Clarinen des studio XVII augsburg

Roland Götz, Orgel
Leitung: Bernhard Kugler

werke des irseer musikpriors meinrad spieß

GOttes Ehr
… damit

befördert werde

eine koproduktion
mit dem bayerischen rundfunk

Bestellnummer: 96529 XVII
ISRC: DEQ171152901 bis DEQ171152922

Meinrad Spieß (1683 bis 1761)

Aurelius Sängerknaben Calw
Streicher und Clarinen des studio XVII augsburg
Orgel: Roland Götz
Leitung: Bernhard Kugler

[1–4]  Lytaniæ Lauretanæ in Honorem 
B.V. Mariæ seu Sacratissimi Rosarii 
Opus VI, N° 8 [12'15"]

[01]	 Kyrie	 [2'05"]
[02]	 Sancta	Maria	 [5'42"]
[03]	 Regina	Angelorum	 [2'13"]
[04]	 Agnus	Dei	 [2'14"]

[5–16]  Miserere (Psalm 51) [24'21"]

[05]	 Miserere	(Chorus)	 [2'44"]
[06]	 Amplius	(Aria)	 [2'33"]
[07]	 Tibi	soli	(Duetto)	 [2'05"]
[08]	 Asperges	me	(Chorus)	 [1'14"]
[09]	 Auditui	meo	(Aria)	 [3'39"]
[10]	 Cor	mundum	(Chorus)	 [1'12"]
[11]	 Ne	projicias	me	(Aria)	 [3'01"]
[12]	 Redde	mihi	(Chorus)	 [1'00"]
[13]	 Docebo	(Duetto e Recitativo)	 [1'16"]
[14]	 Sacrificium	(Chorus)	 [2'01"]

[15]	 Benigne	fac	(Aria)	 [2'29"]
[16]	 Tunc	acceptabis	(Duetto)	 [1'07"]

[17–22]  Missa S. Eugenii
Op.	IV/1 [17'04"]

[17]	 Kyrie	 [2'35"]
[18]	 Gloria	 [2'35"]
[19]	 Credo	 [4'23"]
[20]	 Sanctus/Pleni	sunt/Osanna	 [2'48"]
[21]	 Benedictus/Osanna	 [1'50"]
[22]	 Agnus	Dei	 [2'53"]

Gesamtzeit [54'00"]
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