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The subject of this thesis is Johann Walter, known as the fmt K'or of the 

Lutheran Church. It is an investigation of his life and works, with an emphasis on the 

theology of the early Lutheran Chmh. Whaî was later to becorne known as the doctrine 

of justification is the focal point for an examination of the musical writings of both Martin 

Luther and Walter. The writings of two other refonners, Philip Melanchthon and Andreas 

Bodenstein von Karlstadt, are examineci in light of their disparate outcornes with regard to 

music. A detailed description of the liturgid reforrns begun by Luther is provided as a 

framework for his theological criteria in rnatters of adiapbm such as music. The writings 

of contemporary music theurisu Johannes Tinctoris, Nicolaus Listenius, Adrian Petit 

Coclico, Nicolaus Burtius and Hermann Finck are explored for insight into musical 

matters, especially the affect of the modes While much has previously been writien about 

the music of the R e f m t i o n ,  the relatively small amount of literaîure in English does not 

provide an adequaîe pichue of the theology involved. This thesis is an attempt to rectiQ 

thaî situation. 
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CHAPTER ONE 

GENERAL, HISTORICAL BACKGROUND 

Although the Reformation was to have a momentous effect on the theology of the 

Christian Church, it had a very humble beginning. In northem Gerrnany, far h m  the seat 

of Rome, a lowly monk who was teachîng at the University of Wittenberg had a simple 

revelation. That revelation, which was lata to develop into the doctrine of justification, 

becarne a crucial point in the undastanding of Scriptme and authority in the Church. What 

began as a simple theological question was to have profound hmlogical and musical 

i mplications. 

The monk was, of course, Martin Luther. The details of Luther's life and his 

contemporary politicai and religious environment can be found in rnany tex& on the 

Reformation. ' For the purposes of this study, a chronologjcai chart is provided in 

Figure 1. Of in terest here are the details of Luther' s thwlogy w hich J o b  Walter found 

appealuig, and the historical even ts that were to have an effect on Walter's environment 

directly . Because detâiled accounts of Walter's life are ratha diffcult to fuid in English, 

and because recent information h m  the German sources is not included in the Engiish 

texts, a biography of Walter is provided. 

' On the life of Martin Luther, see: Roland H. Bainton, Here I Stand= A hye ofMartin Luther 
(New York: Mentor, 1950); Martin Brecht, Manin Luther= His Road to Reformarion, 1483-1521, trans. 
James L. Schaaf (Minneapolis: Fortress Ress, 1985); idem, Martin Luthm Shaping and &yining the 
Refomation, 1521-1532, trans. James L Schaaf (Minneapolis: Fartress Press, 1990); idem, Mmfin 
Luther: The Prese+vrnion of the Church, 1532-1546, trans. James L. Schaaf (Minneapolis: Fortress Ress, 
1993); and Heiko A u ~ u s  Oberman, Luther= Man benveen G d  mrd the DOM'[, trans. Eileen Wdliser- 
S c h W  (New Haven: Yale University Press, 1989). 

For general information on the Reformation sec: Oberman, nie Refonnation: mors and 
rmnifcan'om, tram. Andrew Colin Gow (Grand Rapids, Mich.: W. B. Eerdmans Pub. Co., 1994); Roland 
H. Bainton, nie Refonnation of rhe siaeenth cenrury (Boston: Beacon Press, 1952); and, Wili Durant, 
nie Refonnarion: A His fory of European Civilizarion Jiom Wylifro Calvin: l3O&l5tH, The S tory of 
Civilizaton 4 (New York: Simon and Schuster, 1957). 
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1483 Luther is bom in Eisleben 
1485 Saxony is divided between Ernest and Albert 
1490 Ffederick the Wise organizes the Hofkpile 
1496 Wdter is bom in Kahla 
1498 LutherattendsschoolinEisenach 
150 1 Luther rnatriculates h m  Erfurt 
1502 F ~ d e n c k  the Wise establishes the University of  Wittenberg 
1505 Luther enters the Augustinian cloister at Erfurt 
15 17 Luther posts the ninety-five theses 

Walter studies at the University o f  Leipzig 
1519 DeathofEmperorMaxunùLan 

. * *  , Election of  Charles V 
1520 Walter joins the Hofkopek 
1521 DietofWorms 

Luther is exiled to the Wartburg 
Francis 1 declares war on Charles V 

1522 Knights' Revolt 
Henry VlLI of  England jaïns the Emperor against France 
Luîher returns to Wittenberg 
Luther's German New Testament is pub lished 

1524 Walter suc& Rena as composer for the Hofkapelle 
Walter and Rupsch are summoned to Wittenberg 
The Chorgesangbuch 

1525 John the Steadfast succeeds Frederick the Wise 
Francis 1 is captured and freed 
The Hofkapelie is dissolveci 
Peasants' Revolt 
Luther marries Katherina von Bora 
Luther writes the Deursche Messe 

1526 The Battle of  the Mohacs-the Turks defeat and kiiI h u i s  II 
Walter marries Anna Hesse 

1527 Walter's son, Johann, is boni 
1529 Protest at the Diet of Speyer 

Soliman II flurkish) lays siege to Vienna 
Francis 1 joins forces with Charles V against Soliman II 

1530 Luther is confined to the castle at Coburg 
Presentation of the Augsburg Confession 

1534 The complete Gennan Bible is published 
Walter is made Kmuor of the Torgau Latin school 

1542 Luther sen& his son to Torgau 
1544 Walter sen& his son to Wittenberg 
1545 The General Council in Trait beguis 
1546 Luther dies in Eisleben 
f 547 Charles V defeats John the Steadfast 

Moritz moves resicienœ to Dresden, establishes the Hofkapeile 
155 1 Walter's son marries 
1554 Walter resigns fkom Dresden 
1570 Walter dies 
157 1 Walter's wife dies 

Fig. 1. Chronology o f  Events 



Martin Luther 

The iife of Martin Luther (14831546) has been well documented His posting of 

the ninety-five theses on the door of the Castle Church in Wittenberg on 31 October 1517 

is probably the best-known act of the Reformation. What is little understood is that Luther 

was foiiowhg the custom at the time for pnvate scholarly &bate, and that he merely 

wanted to begin a discussion regarding the practice of selling indulgences.' The ensuing 

events xesulted in Luther's expulsion h m  the Catholic Church. Before Luther was 

excommunicated, however, he stmggled with his position regarding indulgences As he 

read the Greek New Testament, he came across an important point that was not only to 

explain the problem with indulgences, but would becorne the central point of ali his 

theology. Luther's discovery about  usti tif cation* would aIso become a doctrine to which 

the whole Lutheran church, Johann Walter included, would cling. 

Justification is most succinctiy desaibed in the fourth article of the Augsburg 

Confession of 1530: 

Also [our Churches] teach that men m o t  be justified before God by their own 
strength, merits, or works, but are fieely justified for Christ's sake, through faith, 
when îhey believe that they are received into favor, and that their sins are forgiven 
for Christ's sake, who, by His death, has made satisfaction for our sins. This faith 
God imputes for nghteousness in His sight. Rom. 3 and 4. momans 3:21-26 and 
451) 

Walter's undastanding of the Lutheran teachùrg that we are saved by faith, not works, is 

seen most clearly in his poerns of 1564, which he directs against the ''false prophets who 

teach that no man can IL saved without good worksM 

indulgences can mod sinrply be exptained thus: whde each individual is accountable for 
individuai s k ,  the corpmte goûdness of  al1 believers (and especiall y Mary, Jesus, and the saints, since 
they had goudness to spare) is held in çomething like a tre8sury. Tbe pope, who has been granted the ke ys 
to bind and l m ,  bas the power to d t  the goodness of the saints to any individual he pleases. The 
transifer of credit is oonsidered an indulgence, and can eiîha mcbe one's time in purgatory or release one 
aitogether. At first, indulgences were granted to the CNsaders who sacrificd their lives. Thm, those 
unable to go on misade who niade financial contribuiions to the cause were v t e d  indulgences. Finally, 
the church saw a vehicle for the generaîion of revenue, and indulgences were sold tieely at the sites of 
relics, or even just on the street. 

a Concordia Triglma (St. Louis: Concordia Publishing House, 192I), 45. 
' Joachim Stdmruin. forwaKi to Sdtmrliche Werke, by Johann Walter, tram. John A. Parkinson, 

ed. Otto Schroder and Max Schneider (Kassel und Basel: Bgrenrieiter-Verlag; St. Louis: Concordia 
PubIishing House, 1953-1973). 6:xix [hereafter identified as S WJ. Walter's statemeat is found in S W 
6: 170. 
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Political Events of Interest 

A cursory outline of the political situation in Germany during the lives of Luther 

and Walter is pvided by the chronology in Figure 1 and the family tree of the Hapsburgs 

in Figure 2. Two events which should be ernphasked, however, are the division of 

Saxony and the coronation of Charles V. 

In 1485, Saxony was divided between two brothers, Emest and Albert, sons of 

Frederick of the house of Wettin. The divisions were designated the Electorate of Saxony 

(Ernestine) and the Duchy of Saxony (Alberthe). The former included Wittenberg and 

Torgau, while the latter included Leipzig and Dresden The border between the division 

was intaitionally meande~g, in the hope that the division wouid not lead to later strife. 

On the death of Emperor Maxirnilian 1 in 1519, Charles V was chosen by the 

German electors to be King of the Romans and Emperor. See Figure 2 fm his family m. 
Many of the conflicts outlined in Figure 1 occurred between Charles V and his siblings. 

Jdiarin Walter' 

Eariy Life and Wucation 

The details of Johann Walter's early life are sornewhat obscure. While Walter E 

Buszin contends that Walter was bom in GroBpÜrschitz, most other sources agree that he 

was bom in KaNa, near Jena His parents were not wealthy fanners, as has previously 

Details of Walter's li fe are dgived h m :  Walter Blankenburg, Jolianri WaIrer: Leben urd Werk 
(Tutting: Hans Schneider, 199 1 ), 28- 123; Walter E. Buszin, YJ~hann Walter the Father of Lutberan 
Church Music" (M.S.M., Union Theologicd Seminiiry, New York, 1936); Barbara Joy Colson, "An 
Examination of the Stylistic Characteristics of Johaan Walter as seen through the chorale settings of the 
Geysrliche Gesungk Bwhleyn 1 5%" (M.Mus. thesis, Southwestern Baptist Theological Se rninary , Fort 
Worth, Texas, July 1978); Kathryn Am Pohlmann Duffy, "The Jena Choirbooks music and Iitura at the 
cade church in Wittenberg under Frederick the Wise, Elector of Saxony " (Ph.D. diss., University of 
Chicago: Department of Music, June 1995); Witibald Gurlitt, " J o b e s  Walter und die Musik der 
Refwmationszeit," Lraher~duSuch XV (1933): 1-1 12; Car1 Sch& Johann WaIrer: Firsr Cantor of the 
LurIzerm C7tmh (St. buis: Concordia Publishing House, 1992); and h r y  R. Warkentin, "The 
Geistliches Cesmgbuechlein of Johann Walter and its Historical Enviroameat* (D.MA. d i s ,  University 
of Southem California: Facdty of the School of Music, August 1967). 

As noted by Blankenburg, Walter has been spelt both with and without an "hW since the sixteenth 
ceahuy. Walter seldom used the "Walther* spelling h l f .  The 'Walter" speiling has prevailed in -nt 
rnusicological fiterature, providing a clear distinction h m  Johm Gottfried Walther (1684-1748). a 
dative and close fiend of Johann Sebastian Bach. See Biankenburg, J o h n  Walter, 28. In accordance 
with the spelling of Johann Setmstian Bach, 1 have re&ined the German spelling of Walter's givm name. 
T'ose narnes which are usai with an apposition (e.g. F&ck the Wise) have beeo AngIicised. 
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Emest Duke of Austria 
(Hapsburg) 

Emperor Maximilian 1 Ferdinand of Aragon 
m. m. 

Mary of Burgundy Isabella of Castille 
I I 

Philip the Fair - - - . .- 

.a- :-: T .-. .._. - . _ Joan the Insane 
. - . , -. 

Charles V Eleanor Isabella Ferdinand I M W  Catherine 
m. m. m. m. m. 

Emmanuel Christian 11 Anna Louis II John I I I  
King of Portugal King of Denmark of Hungary of Hungary of Portugal 

then m. 
Francis I 

King of France 

Fig. 2. Family Tree of Charles V 



been assumed, but rather poor peasants who lived in a miil known as the Blancke~iWlle.~ 

The confusion has resulted over the fact thaî Walîer was actually born Johann 

Blanckenmoller (or Blankenmüller) and was adopted by the Walter famil y. Johann Walter 

had three brothers, all of whom retained the Blanckenmoller name their whole lives.' Their 

names were Ham, Hans (who lived in GroBpiirschiîz), and Nickel. Walter also had a 

sister, Clara, who was born with the Walter name. She later married a man named Becker, 

and after his death manied Hans Sonntagk8 Although the reason Johann was the only 

Blanckenmoller son to be adopted by the Walten can not be hown for certain, 

BIankenburg claims that it was as a result of his apparent academic aptitude: because 

Johann's parents knew that they would not be able to finance his education themselves, 

they put him up for adoption. 

Walter's education appears to have been provided by three institutions: the Latin 

school in Kahla; the Latin xhool in Rochlitz; and, the University of Leipzig. The Latin 

school in Kahla was a respected schwl in the sixteenth century, and Walter is assumed to 

have been an outstanding student This may have been the impetus for his  move to 

Rochlitz, where he would have studied under the chancelier Michael Coelius, who was 

held in high esteem by Luther and taught there fiom 15 13 to 1523. The dates of Walter's 

attendance at both these schools are uncertain, but by the summer semester of 15 17 he was 

found to be in seventeenth place of the 'MeiBnixhe Nationw at the Univasi ty of L e i p ~ g . ~  

While Walter has on occasion been referred to as 'Magister," there is no evidence that he 

ever obtained his master's degree. Nevertheles, his education at the two Latin schools 

and the University of Leipzig would have provided him with a good grounding in music 

theory , as weii as exposure to the humanist rediscovmies that were prwalen t at the time. 

"Blankenburg, Johann Waler, 30. 
' Johann is assumed to have been the eldest. 

Some of the information about Walter's early life cornes fiom Walter's will of 1562 and a letter 
of Hans Sonntagk (1599) to the city of Kahls, in which he makes c l a h  for his inheiiiance. See 
Blankenburg, Joimn Walrer* 29-30 and 1-108. 

@ BIankenburg, J o h n  Walter, 3 1-33. 
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nie Torgau Hofkapelle 

Frederick the Wise ( 1463-1525) became Hector of Emestine Saxony in 1486, 

succeeding Hector Ernest (afkr whom the lands had been named when Saxony was 

divided between the brothers Ernest and Albert in 1485). He was somewhat educated, 

showed an interest in humanism and provided financial support for the fine arts. In the 

interest of establishing a muxt choir, he visited the Netherlands in order to study the choirs 

there. He modelled his Hojkzpelle 'a& the Burgundian HofkpIkn of Margaref of 

York, Philip the Beautifid, and particularly after that of Emperor Maximilian, which was 

the most famous of that period"" 

Fredaick brought the Dutch organist Paul Hothaimer (1459-1537) back from the 

Netherlands, and placed the HompelIe 'into the han& of two of the most prominent 

musicians of his &y, Adam of Fulda (14461506) and H e i ~ c h  Isaac (145&15 17)."" 

The choir 'consisted of five chaplains, seven adult singers (basses, altos, and tenon) and 

twelve sopranos, who were called &scanters."" Regarding the material Sung by the chou, 

Buszin gives the following description: 

Frederick's Hofkapelle had the best music of its &y in its library. It is hown 
that Frederick had thuty-six collections of music wpied by hand (perfiaps by the 
Burgundians Martin Bourgeois and Pierre van den Hove) for his musicians. 
Seventeen of those very beautifbl and expensive volumes are today in the library of 
the University of Jena From these volumes one cm get an idea mncerning the 
repertoire of the Hofkapelle. Most of the compositions were masses wriüen in the 
traditional style, the tenon singing the cantus h u s  and the other voices 
accompanying thern with chant. Not only the motettes [sic] and masses of 
German composers, but alw, those of Italian (chiefly Venetian), English and French 
masters were sung. The folIowing composers were weii represented: Jacob 
Arcadelt, Adrian Willaert, Cypnan de Rore (al1 of Italy), and the Spaniard 
Christobal Morales, who lived in Rome and was comected with the papal choir. 
The Netherland School was best represented, not only by Josquin des Pres, but 
also by Petrus de la Rue and other pupils of Okeghem [sic] and Jacob Obrecht 

Arnong the German composas whose compositions were sung by the 
Hofkapelle we find the following listed: Ludwig Senfl, H e i ~ c h  Isaac, Sixt 
Dietrich, Adam Rener, Alexander Agricola and Johannes Rioris Strange to say, 
the composas Adam of Fulda and Heinrich Finck are not mentioned or 
represented." 

'O  Buszin, -Joharm Walter," 5. 
" Ibid., 6. 
'' Ibid., 7. 
'" Ibid., 7-8. 



Many sources have Walter jouiing the electoral chou as a bass singer in 1517. The 

electorai residence was then in the castie at Altenburg. Larry Warkentin even goes so far 

as to claim: 'It is possible that Walter joined the electoral choir as a discant in 1506 when 

he was ten years old*" Blankenburg, however, insists that Walter could not have joined 

the Hojkpelle before 1520. It is possible that Walter entered the HoepelIe at Altenburg, 

which rnay not have moved to Torgau und 1521. There he may alço have met Geurg 

Spalatin, the court chaplaui and intmnediary between Luther and Fredenck the Wise. The 

first official record of his membership is dated 1521, and consists of an order for summer 

clothing for Walter.'' Conrad Rupsch was the K@lmeuter at the time, and he may have 

already had Walter in mind as a replacement for the court composer, Adam Rener (d 

1520). W d t a  had taken this position by 1525, when he was described in a court bill as 

"Componist in der Churfkt l ichen Cantorei."16 

In 1524, Walter was called upon to join Luther in Wittenberg to help him with the 

musical portions of the Dewsche Messe. Luther's request and the resulting arrangements 

are described by Warkentin: 

To advise him in prepGning the musical portion of the new mass Luther requested 
the assistance of Conrad Rupsch and Johm Walter who were in the service of 
Frederick the Wise. The financial records of the Duke show îhat Rupsch and 
Walter feceived extn payment for their work with Luther. These musicians 
travelled from Torgau and spent t h .  weeks working with Luther on the epoch 
making Gaman M a s  (Deuische Messe)." 

Walter's account of the meeting is found in the fist volume of Michael Praetorius' 

When he, Luther, forty years ago desired to intr0duc.e the German Mass in 
Wittenberg, he communicated this wish to the Prince Elector of Saxony and to the 
laie Duke Johann. He urged his electoral Highness to bring the old singing master, 
the worthy Konrad Rupsch, and me to Wittenberg. At that time he discussed with 
us the Gregorian chants and the natiire of the eight modes, and finally he applied 
the eighth mode to the Epistie and the sixth mode to the Gospel, saying: Thrist is 
a kind Lord, and his words are sweet; thmfore we want to take the sixth mode for 
the Gospel; and because Paul is a serious apostle we want to arrange the eighth 
mode for the Epistle." Luther himsdf wrote the music for the lessons and the 
words of institution of the m e  blood and body of Christ, sang them to me, and 

" Warkentin, 58. 
'' BIankenburg, Johann Walts, 36. 
'' hid., 37. 
" Warkeotin, 66-67. 



wanted to hear my opinion of i t  He kept me for three weeks to note down 
proper1y the chants of the Gospels and Epistles, until the fint mass was sung in 
Wittenberg. 1 had to attend it and take a wpy of this first mas with me to Torgau. 
And one sees, hem, and understands at once how the Holy Spirit has k e n  active 
not only in the authors who composed the Latin hymns and set them to music, but 
in Herr Luther himself, who now has inventeci most of the poetry and melody of 
the German chants. And it can be seen from the German Sanctus how he arranged 
all the notes to the text with the right tmmt and coxent in masterly fishion. 1, at 
the same time, was tempted to ask His Reverence from where he had these pieces 
and his knowledge; whereupon the dear man laughed at my simplicity. He told me 
that the poet Virgil had taught him such, he, who is able so artistically to fit his 
meter and words to the story which he is nmting. Ali music should be so 
arranged that its notes are in harmony with the text.'' 

Luther is aiso known to have made at least foriy îrips to Torgau, and Blankenbq muses 

whether he actually stayed with Walter, also postulating that perhaps they met at the house 

of the electoral advisor Wolfgang ~eiBenbusch.'~ 

Frederick the Wise died on 5 May 1525. He was succeeded by John the Steadfast 

(Johann der Bestandige), who 'disbanded the Hofkapelle and the choir of the cade church 

in Wittenberg. This had its precedent when Emperor Charles V disbanded the famous 

Hofkapelle of Empemr Maxunilian . . .  in 15 19, shortly after Maximilian's death."= While this 

situation caused both Luther and Philip Melanchthon (1497-1560) to write letters to the 

Elector pleading for the choir in Torgau, the result was somewhat less than dire: 

The change made in Torgau proved to be of the utmost importance in the 
development of Lutheran church music and it would perfiaps not be miss to state 
that the decision made by John the Steadfast proved to be a blessing in disguise. 
Through his decision John abrogated the existence of an organizatim which served 
the court (Hofkapelie) and unwittingly brought in& existence an institution which 
serves the Church, namely the cantorate ('Kantorei"). Torgau thus became the first 
city of Germany to establish a cantorate." 

The Torgau Kapelle and Latin School 

Warkentin describes the formation of the municipal choir in Torgau: 

The citizais of Torgau estabfished a municrpai choir to replace the disbanded 
court choir. The Hector aicourageci this organization by subsidizing it with a 

" Quoted in Schak, 6. 
la "lasgesamt sind mehr als vierzïg Aufathalte Luthers in Torgau bekannt. Dort kômten sie, 

wenn nicht in Walters eigenem Haus, aun Beispiel bei dem kursichsischen Rat Wolfgang ReiBenbusch 
nisammengetroffen sein ...." See Blankenburg, J o h n  Walter, 80. 

B u S n ,  "Johann Walter," 15. 
2' Ibid., 18. 
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payment of 100 guilders a year. This choir had the respongbility of singing in the 
Services of the castle church as weil as supplying music for various important civic 
events. The "Kantmi-Gesellschaftn of Torgau, as this choir was known, has the 
distinction of king the h t  municipal choir in the history of the Protestant Church. 

As its first Canror (director) the choir of Torgau chose Johann Walter.' 

Johann Walter also received a pension fimm the Elector in the sum of twenty-five guilders 

per year. Buszin provides a list of the repertoire that the Kmomi collected over the years: 

.... Walter's 'Geistliche Gesangbüchlein;' .... Walta's 'Passion according to S t. 
Matthew;' .... Walther's 'Luther-Codext of 1545, a collection (copied by hand) of 
twenty-four Gaman and one h u n M  fifteen Latin compositions by Josquin des 
Pres, Adam Rener, Prioris, de la Rue, de FeWi, Ludwig Senfl and many others. 
The wellknown 'Gothaer Cantional' of 1545, a collection of forty-two Gerrnan and 
sixty-nine Latin compositions; a Magnificat Collection of 1557 and a printed edition 
of 'Chnsttich Kinderlïed D. Martini Lutheri: Erhalt uns HErr' of 1566 with 
eighteen Geman and three Latin compositions were also used by Walther and his 
group. in 1540 Georg Rhau dedicated a collection of ten four-part masses to the 
Torgau cantorate; it is not surprising that this colledon was also in the library. 
F i d y  we h d  that Rhauts large collection bearing the title 'New deutsche 
geistliche Gesânge..fiir die gemeinen Schulai' (Wittenberg, 1544) was also used in 
Torgau." 

Walter provided music for three churches in Torgau: the SchloJkirche (Castle Church), the 

Marienkidze (Church of St Mary) and the Kirck aa Heiligen Geist (Church of the 

Holy Spirit). 

In the midst of the dissolution of the H o m p d e  and the formation of the K m r e i ,  

Walter married Anna Hesse ( 15Oû-157 l), the daughter of the Elector's blacksmith, Hans 

Hesse (d. 15 17). They were married on 26 June 1526, and had one son, J o b e s  (8 May 

1527-1578). In 1532, Walter bought a house in Torgau for 154 guilders, and thus 

'gained the right to vote (Buergerricht). As a owner he was permitted to sign 

himself as 'citizen and director of the choir of Torgau' (Buerger und der Cantorey ni 

Torgau Cantor.) "24 

Johann Walter served not only as the K m r  of the municipal Kanrorei in Torgau, 

but also taught at the Latin schooL He began teaching there before 153 1. In 1534, the 

school had an emolrnent of 170 boys Walter taught music, Latin, and theology. By 

1545, attendance at the school was restricted to 400 boys, and Walter's responsibilities 

Warkentin, 79-80. 
BWM, "Johann Walter,' 27. 

" Warkentin, 8 1. 



were lirnited to music. "His work lœd consisted of three hours a week of music theory 

instruction, two hours a week of singing instruction and three hours a week of special 

instruction in his home for choir boys who sang in the castle church. In addition to these 

regular assignments, he was required to rehearse the x h w l  choir during the noon hour 

every day during the week preceding each of the great festivals, Christmas, Easter and 

Pentecost. w3 

Not oniy did Walter's son attend his father's Latin school in the 1540's, but Luther 

also sent his son Hans to sîudy there in 1542, with a letter commending Walter's 

knowledge of music. Walter in tum sent his son in 1544 to Wittenberg, where he studied 

with Melanchthon. Walter also taught the hthers of Leonhart Schriiter and Michael 

Praetonus, as well as Georg Otto, the teacher of Heinrich Schütz. Y Some years later, as 

Landgrave Maurice of Hesse triai to persuade H e i ~ c h  Schütz to corne to his court to 

serve as his Kapellmeister he stated that a musician, in order to have a good rating, almost 

had to be a product of the Torgua (sic] School. Although Schütz himself had not lived and 

studied at Torgau, the very fact that his teacher had been one of its producîs was regarcid 

as sufficient evidence of the rrlequacy of Schütz's ûaining. "" 
Walter may have also had the opporhmity at this time to meet the composer and 

theorist Adrian Petit Coclico (ca. 15W1562). Coclico was in Witîenberg between autumn 

1545 and August 1546, where he applied (in vain) for a position at the University. The 

Hector sent tai guilders to Coclico for the dedication of a wrnposition, and Walter was 

authorhi wiîh its delivery. There are, unfortunately, no records in the wri tings of either 

man of their encounter." 

15 Ibid. 
B 6 ,  "Johanu Walter," 23. 

" -ln die Zeit um 1545/46 fallt noch ein erwahntmsvertes Ereignis von Walters Lben, von dem 
wir tieilich nicht wissen, ob es für ihn kgendwelche nennetlswerte Bedwtung g h b t  hat, es war ein 
Zusammentreffeti mit dern aus Flmdem stammenden Komponistai und Musiktfieoretiker Adrianus Petit 
Coclico, der sich von Herbst f 545 bis August 1546 in Wittenberg aufgehaitea und dort sich vergeblich um 
eine Domtur an der Univmsitiît beworbai haîte. Ais der Kurfürst Coclico zehn Gulden fiir die Widmmg 
eina Kompositicm zukonmm Liefi. war s Wdter, der mit der Ükbrhgung drs B-gs beaftragt W. 
ieider f&t je& oâhexe Nachricht riber beider Zusammenhffen; denn ein Urteil Walters über Coclico, drr 
der Reformation distantiert gegeniiberstand, wire von grofkm kxesse gewe~m~" See Blankenburg, 
J o h n  Walter, 80. 
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The Dresden Hofkpelle 

In 1546, the year of Luther's death, Charles V began his campaign against the 

Lutheran princes who had f m e d  the Schmalkaidic League? He was supported by 

revenue from the Catholic Church and assisted by Ferdinand of Hungary and Moritz of 

Alberthe Saxony. When Moritz advanced on Emestine Saxony, John the Steadfast was 

forced to leave the fiont to defend his temituries. He was defeated on 24 April 1547. 

Moritz tmk over Emestine Saxony and moved the court to Dresden, 

Moritz wanted to establish a HofkapeIZe in hesden, and he solicited the talents of 

Johm Walter for the task On 10 August 1548, Walter circuhied a proclamation on 

behalf of the Elector 

The most illustrious highness Prince and Sovereign, Lord Moritz, Duke of 
Saxony and Elector etc., is establishing a court choir. Therefme His Electoml 
Grace has given me, Johann Walter, Music director of Torgau, in the following 
instructions, a command to solicit persons with good voices, good training, and 
pleasant wuntenanœs to serve in such a choir.'g 

Buszin gives a detailed account of the formation and administration of the choir which is 

worth a full citation: 

A cal1 soon went out to various parts of Germany, urging capable men and boys to 
becorne candidates for membership in the D m h e r  Hofkapelle. The invitation 
went out also to the students at the univefsities at Leipzig and Wittenberg. It is 
known that the appeal was read to the students at the University of Wittenberg on 
the 19th of August in the Latin language by Caspar Cniciger, the rector of the 
university. A large number of candidates applied, of whom nineteen were chosen 
as probationen for a pend of six months. Ten of these nineteen were 'adults', 
while nine were boys (descanters, sopranos). One of the adult members of the 
Kapelle, who possessed the necessary training and education, was given the office 
of preceptor for the nine boys, in orck that their education might not be neglected 
The members of the Hofkapelle were required to pledge obedience, reverenœ, 
Christian deconim, aitendance at a i l  regular and special rehearsals Two boys were 
appointed periodically to read portions from the Gemian and Latin editions of the 
Bible in the chape1 exercises conducted especialiy for the young boys Rehearsds 
lasting an hour were held each day and Walther was granted the privilege of M g  
as many s p e d  rehearsals as he chose. The memben of the Hofkapelie were 
garbed in black vestments and d v e d  one new couri-garment each year. On the 
right sleeve of each vestment, near the shoulder, the motto of Saxony, was stitched 

-A Gemmm Protestant miIitary federation (153 1-1547), the SchmRikald Lape  was based on an 
agreement made at Sc)imallralden (in Thuringia) m Dece* 1530. The founding treaty was signeci there 
in February 1531." One of the =y steps towards this alliance was the cornmon protest against the Diet 
of Speyer in 1529, h m  whence the term 'Protestantsw emerged. Its defmed purpose was the defense of the 
Lutheran religion. See Thomas A. Brady, Jr., "Schmrittald League," in ïïze Ox$ord Enqdopedia of the 
Refomarion, ed. Hans J. Hillerbrand (New York O x f d  Univeisity Press, 1996), 4: 12-15. 

a Warkentin, 84. 
12 



with gold thmds. This consisted in the words 'Verburn Dei Manet in Aetemurn' 
(The Word of God Remains into Etemity'). On the vestments the motto was 
abbreviated thus: VDMIE. The KapeUrneister and the Organist, however, received 
two garments each year. The boys Lived in the home of the Kapellmeister, who 
was responsible for their welfare, fed hem, and, among other things, gave each of 
the boys a container filled with beer each night which was to serve the purpose of 
aiding the boys to fall deep ('Schlauhnk'). The Kapellmeister and the instructor 
for the boys received an annual salary of forty Gd&n each. The salary of the 
organist was thirty Gulden, and each of the adult singers received a salary of 
twenty-four Gulden. They too were granteci a portion of beer each &y. The 
Kapellrneister anc! the instructor, bendes receiving daily a jug fil4 wth ber,  
received also a container filied with wine daily, taken h m  the wine cellar of the 
Elector. StipuIated amounts were granted to the Kapellrneisier for the sustenance of 
the boys he was obliged to keep in his house, and the Kapellmeister rendered a 
detailed acoount of the n& of the boys with regard to clothing, textbooks, papa, 
ink, sœp, etc. hving  this close contact with each 0th- quite naturally lei? its 
impression on these boys and also advanced them musically. Accordhg to ail 
indications conditions were alrnost ideal for Walther at Dresden during his service 
under Elector Maurice. The work was well regulated and obviously the Elector had 
great confidence in his chief musician." 

A h  the Leipzig In- of 1548, Walter found it necessary to keep his family and the 

choirboys who lived with him away fiom communion seMces conducted by clergy who 

had submitted to the Interh3'  He maintained a strong adherence to Luther's teaching of 

justification by faith alone throughout his stay in ins&n3' Perhaps he was relieved when 

Moritz died in 2553 and he had an excuse to return to Torgau. 

Return to Torgau 

Walter's son, Johann Walter, Jr., manied Elizabeth CrodeI, the daughter of Marcus 

Crodel (the Torgau school master) on 30 November 155 1. They bought a house in Torgau 

in 1553. There are reports that Johann Walter, Jr. was singing in the choir at Dresden in 

B h ,  "Johann Walter,' 28-29. 
'' Not only did the kipzig  Interim r e a h  the necessity of g d  works for salvation, it was an 

attempt by the Romanists to reinstitute rnauy of the ceremonies which had been abolished by the 
Luthemu, considerd to be 'adiaphoni" (neith comnwnded, nor f&dden, by God). The Cauwrrlïu 
Tnglorta provides a succinct description of  the issue: 'May Lutherans, under conditions such as prevailed 
during the Interim. whar the Rormmists on paiu of persecution and violence demanded the reinstitution of 
abolished ppai cerwionies, even if the c e r e d e s  in question be t d y  indifferent in themselves, submit 
with a g d  conscience, that is to say, without denying the tmtb and Christian liberty, without sanctioning 
the emrs  of Romsinism, and without giving offence either to the mernies or to the fiiends of the Luthaan 
Church, especidy its weak m e m h ?  This was affinmi by the Intenmists and denied by their 
opponents." C01~ylrdia Triglotfuv 108. 



1553, but it is  difficult to reconcile the dates. He is known to have written several musical 

compositions, and he may have k e n  a music tacher, but ultimately he worked as a 

granary steward. 

It was to his son's house that Johann Walter returned in 1554. He had retired h m  

Moritz' Hofkapelle with a pension of sixty guilders per year. His suceessor was 

Manhaeus Le Maistre, from the Netherhds One of Walter's reasons for leavhg Dresden 

(although it is difficult to explain why he acceptai the position in the first place) may have 

b e n  his displeasure with Moritz, who is often msidered to be a traitor to the Lutherans. 

Walter dedicated his 1557 collection of Magnifia& to the son of John the Steadfast, the 

'bom elector (Geborenen Kurfürsten) . w33 

Johann Walter died sornetime before 24 April 1570. He was buried at the Church 

of the Holy Spirit in Torgau. His gravestone, which bore the simple inscription "Natus 

1496, Denatus 1570" was destroyed by Napoleon in 18 11 when he tunied the church and 

cemetery into a fort Lucas Cranach the Younger ( 15 15-1 586) evidently pain ted a porüait 

of Walter in 1548. It was in the possession of a relative of Walter in 1750, and hung in the 

music room of the Torgau secondary school as late as the nineteenth century. It was stolen 

at the beginning of the twentieth century by a -dent and sold in Amerka It last appeared 

at an art auction in America amund 193435. It has not been seen since." 

Walter's wife died a year after him on 23 May 1571. Their only child, Iohann 

Walter, Jr., died on 8 November 1578. Descendants of Walter's, from the childm of 

Johann and Elizabeth, are hown to have lived as late as the eighteenth century. 

" Warkentin, 89. 
In 1971, Erich Siptitz made a comprehensive record of  his inquiries about the painting. He was 

unable to locate it, but provideci the above information to Walter Blankenburg. See BIankenburg, Jotraru~ 
Waiiw, 121-122. 
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CHAPTERTWQ 

MUSIC IN THE WRITINGS OF THE CHURCH 

Luther on Music 

The writings of Martin Luther include a number of references to music. This is 

hardly surprising, as the Reformation involved liturgical r e fm,  and the Liturgy itseif 

involved a large amount of music. Miat is intetesthg in Luther's writings about music is 

his high aailaim for music as an aesthetic device, a tool not onl y for proclaiming the gospel 

but also for moving the soul. Luther, himself an accomplished musician, had high praise 

for those who could use music to these ends, and yet cauuoned against the use of music to 

serve worldly passions. His amments both on music and Johann Walter serve as an 

introduction to the musical reforms of the Lutheran Church in the sixteenth century. 

ln Praise of Music 

Luther's praise for the art of music extends not only to its inûinsic beauty, but also 

to its ability to affect the soul. It follows tbat his undastanding of music as an aesthetic 

device would therefm have implications on the use of music in Divine Savice. 

Music, next to theology, is best used not only for instruction in the faith but also to 

cornfort the souk of the troubled: 

We *ui mention only one point (which experience confirms), namely, that next to 
the Word of God, music deserves the highest praise. She is a mistress and 
govemess of those human emotions-to pass over the animals-which as mastas 
govm men or more o h  overwheh them. No greater cornmendation than this 
can be founbat least not by us For whether you wish to comfort the sad, to 
terris the happy, to encourage the despainng. to humble the proud, to d m  the 
passionaie, or to appease those fuli of hate-and who wuld  number ail these 
masters of the human heart, namely, the emotions, hcliniitions, and affections that 
impel men to evil or good?-what more effective means than music could you 
hd? '  

' Reface to G m g  Rhau's Synphoniae iucundae ( Martin Luther, Luther's W o h :  
American Edirion, Vol. 53, "Liîurgy and Hymns," ed. Helmut T. LRhmRnn, tram. by Pau1 Zeller Strodach 
and rev. by Ulrich S. Lupold (Philadelphia: Fortress Press, 1%5), 323 bereafier identi fied as L WJ . 
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As to the intrinsic beauty of music, Luther makes the following comment: 

However, when man's natuml musical ability is whened and polished to the extent 
that it becornes an art, then do we note with great surprise the great and perfect 
wisdorn of God in music, which is, after all, His producî and His gift; we rnarvel 
when we hear music in which one voice sings a simple melody, while three, four, 
or five other voices play and irip Nyfully] around the voice that sings its simple 
rnelody and adom this simple melody wondemiiiy with artistic musical effects, 
thus reminding us of a heavenly dance, where all meet in a spint of fnendliness, 
caress and ern brace.. ..' 

It should be noted h a e  that Luther appears to be speaking of a rehed music, a quality of 

music which pvides uartistic musical effects" and can be contrasted with music of an 

infaim quality. This he Qes more directly in the following statement 'The wicked gut- 

scrapers and fiddlers sewe the purpose of e n a b h g  us to see and hear what a fine and 

wholesome art music really is; for white is more clearly recognized when it is wntmsted 

with blackn3 

In his many referaices to the affect of music on the human soul, Luther usually 

mentions three central points: a) music makes people happy; b) music drives away the 

devil; and c) music was used by the Old Testament church in a g d y  manner. This last 

point was a defence against those (such as Karlstadt and Calvin) who wanted to excise 

music from Divine SeMce altogether. The foilowing quotations, wriîten on tfiree separate 

occasions, each include all three points: 

There are, without doubt, in the human heart many seed grains of pnxious v h e  
whic h are stirred up b y music. AU those with whom this is not the case 1 regard as 
stupid blockheads and senseless stones. For we know that to the devils music is 
something altogettier hateful and unbearable. I am not ashamed to confess publicly 
that next to theoIogy there is no art which is the q u a i  of music, for she alone, after 
theology, can do what othenvise only theology can accomplish, namely, quiet and 
cheer up the soul of a man, which is clear evidence that the devil, the onginator of 
depressing w&es and troubled thoughts, flees from the voie of music just as he 
flees from the words of theology. For this very reason the prophets cultivated no 
art so much as music in thaî they attached their theology not to geometry, nor to 
arithmetic, nor to astronomy, but to music, spealang the tmth through psalms and 
hymns.' 

He who despises music, as do al l  the fanatics, does not please me. For music 
is a gift and larges of God, not a gift of men. Music drives away the devil and 
makes people happy; it induces one to forget all wrath, unchastity, arrogance, and 

Walter E. B 6 ,  ' M e r  on Music," rite Musical Quatferly 32 (1946): 83. 
' ibid, 91-92- 
' Ibid., 84. 

16 



other vices Mer theology 1 accord to music the highest place and the greatest 
honor. We note that David and al1 the saints used verseT rhymes, and songs to 
express their godly thoughts; quia pacir ternpre regtfCIT muska--fm music reigns 
in &ys of peace? 

One of the most beautiful and most precious gifts of God is music. Satan is 
very hostile to if since it casts out many muples and evil thoughtr The devil does 
not remain near it, for music is one of the finest of ail the arts. Its notes instil life 
into its texts. Music drives away the spirit of sadness, as may be seen fmm the life 
of king SaulO6 

The third quotation includes a phrase about which Luther had specific mncans: 'Its notes 

i n d  Me into its texts." He clarifies his thoughts on the manna in which music may 

enhance its text when writing about 2 Samuel 23: 1 : 

Since it proclaims and sings of the Messiah, the Book of Psalms is for such hearts 
a sweet, comforting, and lovely m g ;  this is the case even when one speaks or 
recites the mere word and does not employ the aid of music. Nevertheless, music 
and notes, which are wonderful gifts and creaîions of G d T  do help gain a better 
understanding of the texf especially when sung by a congregation and when Sung 
eamestly.' 

Luther's desire for suitable music to be sung by the congregation was to have a profound 

effect on the practices of Divine Service: 

1 desire also that we have more songs which might be sung in the vanacular of the 
people, and which the people might Nig during the celebration of the Mass afta the 
chanting (in Latin) of the Gradual, the Sanctus and the Agnus Dei. For who doubts 
that these liturgical parts, which today only the choir Sngs and with which it 
responds to the bishop who pronounces the benediction, were at one time sung by 
aU the peuple? In fact the singing of these songs may be anangeci by the bishop so 
that they are sung either immediately after the Latin chants have been sung, or 
interchangeably, in Latin one day (Sunday), in the vernacular the other. Finally the 
entire Mass will then be Sung in the vemacular of the people. But we need poets; 
as yet we have none who are able to prepare for us pious and spirituai songs (as St 
Paul d l s  them) which deserve king used in the church of G a 8  

Not only is music capable of enhancing a text, but it is capable of detracting from it as 

well. Luther had strong opinions about the suitability of certain melodies for their tex& 

especially when it came to settings of the German language: 

Although 1 am wüling to permit the transiating of Latin texts of choral and vocal 
music into the vernacular with the retention of the original notes and musical 
settings, 1 am nevertheless of the opinion that the result sounds neither proper nor 

' Ibid, 88. 
Ibid., 9 1-92. 
' Ibid., 92. 
' Ibid., 94. Parentheses inserted by BusPn. 
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correct; the text, the notes, the accents, the tune, and likewise the entire outward 
expression must be genuine outgrowths of the original text and its spirit; otherwise, 
everything is nothing more than apish 

Luther's encouragement of more mngregationai singing in the vemacular (which 

was not a novel phenornenon in the Roman church)1° has often b e n  misconstrued as an 

attempt to remove Latin altogetha fiom Divine Service Luther is clear on this matfer 

For 1 in no wise desire that the Latin language be dropped entirely k m  our 
seMces of worshi ; 1 say this in the interest of our youth. If it were possible for P me ta do so, and i the Greek and Hebrew ianguages were used as commonly 
among us as is the Latin language and were also used in as much fine music as is 
Latin, 1 would urge that we change off and conduct Mass and shg and read fiom 
the Scriptures in dl four ianguages, one Sunday in Gennan, the next in Latin, the 
third in Greek, the fourth in Hebrew. " 

Luther wanted to see the youth better educated in the Biblical languages in order to enhance 

their understanding of Scripture, radier than witness the demise of Latin, which was so 

commonly used at the tirne. 

Luther on Secular Music 

In comprison to his writings in praise of music in geneml, Luther m t e  very Iittle 

directly about secuiar music. When he did, it was usually a waming against the improper 

use of music. Music was to be used especially in the oaining of young people, in order to 

keep them h m  undesirable music, as is made clear in Luther's preface to Walter's 

The music is m g e d  in four paN. 1 desire this particularly in the interest of 
the young people, who should and must receive an education in music as weil as in 
the other arts if we are to wean them away from c a d  and lascivious songs and 
interest them in what is good and wholesome. Only thus wiil they lem, as they 
should, to love and appreciate what is intrinsically g d "  

Luther later elabmates on why such "carnalW music is to be avoided: 

Take special care to shun perverted min& who prostitute this lovely gift of nature 
and of art with their erotic rantings; and be quite as& that none but the devil 
goads them on to de@ their very nature which would and should praise God its 
mal<er with this gifS so that these bastards purloin the gift of God and use it to 
worship the foe of G d ,  the enemy of nature and of this lovely a d 3  

' Ibid, 95. 
'O LW 53:xvii. 
" Buszin, 'Luther on Music," 94. 
'* Ibid., 88. 
'' Preface to Georg Rhau's Synphoniae iucundae (1538), LW 53:324. 
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But it is never clear from his writing just what kind of secular music is to be avoided 

Some secular music, such as Gennan folk-songs, was available to be used as tunes for 

hymn-settings. Several of Walter's hymns in the Gesangbcïcher have their melodic origins 

in Voiklsiieder. In this contex. it is useful to recall Luther's Famous cornplaint, 'Why is it 

that for the secular phases of life [cMibusJ we have so many fine poems and such fine 

songs while for spiritual matters we have such poor and cold ~tufl?"'~ It is unclear 

whether Luther felt that replacing the secular tex& in these 'fine songsw with more suitable 

words wouid be desirable, or whether in some cases the carnal associations couId not be 

Luther on Walter and ûther Composers 

Luther's @se of music o k n  extends to the composas who create such beauty. 

His criticisms of those who do not meet his standards are also of interest, indicating his 

impatience with what he perceived to be low qudity or his hustration with those who 

misunderstood the proper place and use of music in Divine Liturgy. 

Luther had a high regard for ceriain composers, thee of which he mentions in a 

'Table Talk" on New Year's Day, 1537: 'Aias, what fine musicians have died within the 

last ten years: Josquin [1521], Pierre de la Rue [1518], Finck 115271, and many other 

excellent men. The world is unworthy of her leamed men."" Josquin held a special place 

in Luther's esteem, receiving much praise. He States: 'Josquin is a master of the notes, 

which mut  express what he desires; on the other hand, other choral composers must do 

w hat the notes dictate;"'%nd 

God has His Gospel preached also through the medium of music; this may be 
seen from the compositions of Josquin, ail of whose works are cheemil, gentle, 
milci, and lovely; they flow and move dong and are neither forced nor a m c d  and 
bound by rigid and stringent niles, but, on the contrary, are like the song of the 
finch." 

" BUSM, "Luther on Music," 89. This is the closest that Luther cornes to the purported: 'Why 
should the Devil have al1 the best tunes?", which has never been docummted. Musicologists may have 
found rii~açan to ccmsider the anecdote as valid based on a paraphrase in Piem Weiss and Richard Taruskin, 
Music in the Western WorM A History in Documents (New York: Schirmer Books, 1984), 105: 
"Accordhg to what is undoubtediy his most oftquoted remark concerning music, Luther could not see why 
the devii should have ail the best tunes." 

lS %id., 9 1. 
'O Ibid. 
l 7  Ibid. 



About Ludwig Senfi (ca 148644213) Luther says: '1 would not be able to compse 

such a motet, even if 1 would tear m yself to pieces in the attempt, just as he would not be 

able to preach as 1 can. Hence the gifts of God are of many kinds and sorts, just as there 

are many different memben in one body."" 

Luther also rnakes some comments in the direction of J o h m  Walter. Men John 

the Sîeadfàst succeeded Erederick the Wise in 1525 and determined to disband the 

HopCapelle, Luther wrote the following in a letter dateci 20 June 1526: 

... Finally, rny most gracious Lord, 1 request that Your Eiectorai Grace will not 
permit the Konrorei to pass out of existence, especially since those who are at 
present its members have b e n  trauied for wich work; in addition, the art [of music] 
is worthy of king supporteci by Rinces and Lords, much more so than many other 
endeavors and enterprises for which there is not nearly so much need ... The 
goods and possessions belonging to the monasteries could well be used to take car. 
of these people. God would derive pleasure from such a transfer.19 

When visiting the churches in Torgau in 1534, Luther rejoices '... because G d  Aimighty 

has graciously blessed this city of Torgau above many othas with an illustrious K m r e i  

and with glorious music. 

Luther sent his sixteen-year-old son Hans to study in Torgau in 1542. He wrote a 

letter to the superintendent of the Torgau school, Marcus Crodel, which he closes: 

"Farewell in the Lord! Wish J o h m  Walther well for me and ask him to provide my son 

with instruction in music. 1 indeed must develop theologians, but 1 desire that alw, 

grammarians and musicians be train& among our people."" 

Walter on Music 

The writings of Johann Walter (14961570) undastandably differ from those of 

Luther in that a greater emphasis is placed on music and music theory. He does, however, 

shm the same appreciation of the intrinsic beauty of music, its ability to move the human 

soul, and its potential for misuse. Walter's comments on his work with Luther also 

provide insight into the musical ability of the reformer. 

la Ibid., 85. 
le Ibid., 86. 
'O Ibid., 93. 
" Ibid. 



In Praise of Music 

Walter's praise of music is f m l y  groundeû in the music theory of his time. For 

him polyphonic music is beautifid, especially vocal polyphony, and it will exist into 

etanity. Music, on an qua1 footing with theology, moves the human h a r t  and ai& the 

memory. 

Walter describes the ars of music as diMded into hvo qua1 parts: Murica fheorenca 

and Mmca pmctica. MLLSiCa p m a z  is then Mer divideci into MuRca chorah and 

Murica/iguralis. He dexribes his categories eloquently in the fourth strophe of his Lob 

und Preis der himmlirchen Kunrt Murica (1564): 

One calls me Musica, 
Reasoned art includes rny Ractica, 
Astute my Theoretica, 
Intenially Mthrnetica, 
C h d  and Figura1 song 
From me has art, measure, number and sound." 

As noted by Blankenburg, it is rernarkable that Walter would consider Musicapmica and 

Musica rheorerica to be quals, as  theurists generally considered musical theory to have 

precedence ova its practical use, an opinion daîing back to the late Middle Ages, and held 

during Walter's Lifetime by Adam of Fulda (a 1445-1505)? A more detailed sîudy of 

music theory during Walter's lifetime appears in Chapter Four. 

Walter uses language similar to Luther's when he describes the beauty of 

polyphonic music: 

Mutic is a wound garland 
And similarly a heaveniy dance: 
Sweetly every part sings 
Ln joy one to the others springs, 
Haxmony and affection 
Hug for joy and keep measure. 

There is good news in this dance: 
Chorale with fugue is the best 
One chases the other, courteously refined, 
S m  agalli looking after and coming into iine 
And al1 parts love G d ,  
With joy given by the 

" "Man nennt mich die Musica, / Verstand Kunst hat mein Practica, / Scharfsinnig mein Theorica, 
1 Innerlich Arithmetica, / C M -  und Figuralgesang / Aus mir hat Kunst, Ma& Zahl und Klang." See 
Blankenburg, J o h n  Walre~, 369. AH translations of Blankenburg are mine. 

a Ibid, 
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I take g m t  pleasure in a Canturei 
And well-inîentioned symphony; 
Beautifully, happily they stand together, 
In sound and tone marvelously ready to go. 
Cantors praise the Word of God, 
Here and there, by the Grace of Gd" 

Walter also places emphasis on the need to foster music, in defiance of those who would 

see its demise (such as the Papists)? 

Walter's praise of music extends in some detail to the human voie ,  extolling its 

ability to sing in different octaves, fart and slow, loud and so4 and with many variant 

sounds." WhiIe praising the earthly skill of the human voice, Walter is always careful to 

indifate that all music is a gift h m  God. His understanding of just when this gift took 

place developed over time h m  a gift given to Jubal after the Fall," through a gift 

bestowed on some creatures, and finally to a gift instillai in all c r r a t i ~ n . ~  This bal 

viewpoint is the one shmd by Luther. Both agree that the human voice is the epitome of 

musical talent given by God. 

Walter takes his admiration for the human voice one step further to point out that 

vocal music is the on1 y art that wiU continue to exist in heaven. He writes: 

All the chosen are intended 
To becorne a choir etanally unended 
Always in joy blissfidly 
Singing God's praise etemally ." 

While the ide. of a heavenly choir singing praise to God is certainly not new, Blankenburg 

" Music ist ein gewunden Kranz 1 Und gleich e h  himmelischer Tanz / S ÜBig lich jede S t i m  
singt, 1 In Frwden ni der andeni springt, 1 Concordia und Caritas / Aus Freud sich h m n ,  halten MaB. / 
An diesem Tanz sich h&en IaRt: / Choral mit Figura1 ist das best. 1 Jagt eins das ander artig fein, / 
S c h w d t  sich und kümmt baid wieder eh .  1 Und alle Stimmen loben Gott 1 Mit Freud, der die Kunst 
g e h  hat. 1 Mich hoch edkat  e h  Cantorei / Und wohlbestimmte Symphonei. 1 Sch6n, lustig sie 
nisamraen stehn, / Im ScMl und Klang gar henlich gehn. 1 Cantores l o b  Gottes Wort 1 Aus Gottes 
Gabe, hie und dort." Tbid., 380-1. 

" Ibid., 3834 .  Tbc "Papists" to whorn Walter refers are those theologians who hold that the seat 
of Peter in Ro&t is, of the pope-is the final authority on doctrine in the church. 

a ibid., 37 1-2. 
'' 'So hat Gott bald bey Adams a i t  / Die Musica air lust and freidt 1 Dem Jubal lnmsdich 

offenbart, 1 Der hat d u  Geiger pfeiffer art." ibid, 370. 
Ibid., 371. 

" 'Aile Auçerwahlten gemein 1 Cantores werden ewig sein. 1 lmmer in Freuden seliglich 1 singea, 
Gott foben ewiglich." Ibid., 383. 
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contends that 'Walter's deliberate eschatological musical undastanding led to the idea of 

the heavenly choir. This idea in all probabiiity onginaied with him, and has been taken up 

time and again throughout the histoxy of evangelical Church music, and frequently also 

Walter's high praise for the art of music causes him to quate it with theology, 

something which Luther was careful not to do. Luther always placed music 'next to the 

Word of G a w  'next to theology," or ' a h  theol~gy."~' Walter considers them to be Wre 

'sisters. "" He even goes beyond this to indicate that music is both hidden in thwlogy and 

shrouded by it, using terminology timilar to the theological description of how a Christian 

is covered in Christ's nghteousness: 

By God were music] and theology 
Given here concurrentiy. 
God covered music finely, 
Hidden in Theol~gy.~~ 

His overail understanding of the entwined nature of music and theology can be found in 

his preface to his Lob und Preis der ldblickn Kiurrt MuFica (1538): 

Music, because of its character, and because of its own rich inheritance, belongs to 
sacred theology; yes, it is so entwined and so sealed up with theology that anyone 
who desires, studies, and learns theology, must also take up music with if though 
he may not see, feel or understand itY 

In spite of his ciifferences with Luther regarding the place of music relative to 

theology, Walter seems to agree with him on the ability of music to move the human sou1 

to pmise God and rejoice the h a r t  against m w s :  

And move the heart to high delight 
In praising God both day and night- 

' O  'Waiters Grnt escbatologisches Musikverstandnis hat ni der-mit aller Wahrseheinlichkrit auf 
ihn mikkgehenden-Vmsteilung von der Himnielskantorei gefUhrt, die h c h  in der Geschichte der 
evangelischen Kircherunusik imnia wieder aufgegriffea und haufig auc h bildlich dargestell t w d n  ist ." 
Ibid., 382. Blankenburg gives as an example Heimich Schütz's Musthlischen Erequien, which inchdes 
the tenn 'Himmelshtorei." 

'' Quoted in the ikst two pages of this chapter. Luther uses the Latin term mstw and the Gmman 
terrris "oacb" and "aacbstw 

'Sie sind jm Freimdschafft nahe vmandt / das sie fLP schwestem wem erkandt" and "Music- 
Kunst ist in hohem Stand / Und der Theologie vewandt. / Schwestern sind sic billig genannt, / In Gottes 
Wort solchs wird erkannt." See Blankenburg, J o h n  Walrer, 377. 

"Sie ist mit der Theologie 1 mgleich von gott gegeben hie. / Gott hat die Music fein -kt / 
In der Theologie verstech." %id., 378. 

'' Buszin, "Johann Walter," 52. 
23 



This is the weightiest reason why 
God music did at once supply. 
Then too, since sin acquired at birth 
Would bring to Adam's seed on earth 
Much woe an* itself now spoùed- 
Small joy in al i  for which they toiled, 
As antidote against that blight, 
To keep man's life h m  wilting quite, 
And also to rejoice the heart, 
God soon nipplied sweet music's art:" 

Not only d œ s  music move men to praise God, it has the power to make fou1 flesh 

worthy." This in tltni can deviate human need, as a medicine against m w :  

One feels and gmps that music is 
Made by God as a medicine: 
Pain, misfortune and melancholy 
In the art of music and gaiety 
Are alleviated, dong with s m w ,  
In order to praise God in eternity. 

The Art of Music has a great power, 
Unfaihomably strong and animate; 
Sweetness, joy and kindness 
Lie hidden in its soundO3' 

Music also has the ability to keep the Word of God fresh in human mernory: 

That such unmeriteci free grace 
(Which God from love for al1 our race 
Had promised in his Word) might be 
Kept fresh in h u m  memory 
And move the hart to high delight 
In praising God both &y and night- 
This is the weightiest reason why 
Goci music did at once supply? 

WhiIe these examples demonstmte Walter's praise for music, he also joins Lutha in 

waming against the improper use of music. This can be seen more clearly in Walter's 

comments about secular music. 

3s S c W ,  15. See Appadix D for the complete text of this poem. 

5d "...und das fade mge fleisch ai Gottes lob und dienst 1 fiLich und wacker wird." S e  
Blankenburg , J o h n  Walter, 3 79. 

l7 *Man spürt und greift, d d  Music sei / Von Gott gemacht nir Arzenei: / Schmwr, Unfdl und 
Schwermütigkeit / In Music-Kunst und Ffihlichkeit f C m  lindem d e  Trainigkeit, / Auch Gott zu Lnb in 
Ewigkeit. / Music-Kunst hat ein p f k  Kraft, 1 Unerforschliche Stark und Safl; / SüRigkeit, Lust und 
Fteundlichkeit / In ihrern Klang v h r g e n  leit." Ibid. 

" Schalk, 15. 
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Waiter on Secular Music 

Walter refers directly to the racred-secular dichotomy in a couplet which a p s  

before his setting of Holdseiiger, mein 's Herzenr Trosr: 

This little song, while it appears to be secular, 
1s nevertheless meant as ~acred.~~ 

It is clea. h m  the other couplets which accompany the musical sethg that Walter felt a 

need to indicate that the somewhat ambiguous text is indeed about Chnst, and is not a 

secula. love pœm. This would confimi Blankenburg's ttieocy that the t a m s  sacred and 

secular were only used by Walter and Luther to diffaentiate between texts, not musical 

Nevertheiess, Walter had some of the same concems as Luther about the misuse of 

music. A motto of Walter appears in the Torgau manuscripts: 

If you are ignorant of Christ and overcome Arion by means of song, 
No glory is destinai to the muses fiom you." 

Blankenburg expands on its meaning: 'No music has worth if it dœs not fidm its divine 

destiny-even if it were skillful in the sense that it represents the or& of Creaîion îhrough 

the muses."" 

Perhaps Walter's most forcehil waniing against the abuses of music (and the one 

most closely aligned with Luther) is the following: 

For that reason music is not an art, as some believe, which may be Iwd only to 
entice carnal desires, pieasures and frivoliîy, just as some people use ali gifts of 
God for canal and foolish purposes but it is an art [that] has been given us for the 
purpose of praising and glorifying God's grace and mercy, that through it the spint 
may be made cheerful in God and also thaî through it men's lazy and indolent flesh 
may be made happy and alert, ready and willllig to praise and serve God? 

l0 "Dies Liedlein, ob's wohl weltiich scheint, / wird ailes geistlich doch gemeint." See 
Blankenburg, Jo/uuin Wafrer, 3 74. S W 6: 7 1. 

'O ^Das Gegensatzpr geistiich-weltlich war Walter &ilich gekufig, jedoch nicht als 
Kennzeichnung verschiedeaer musikalischer Stile und Ausdnicksformn, çondem im Hinblick auf gute und 
schlechte Texte." See BIankenburg, lohann Walter, 373. 

" 'Si nescis Chrisîum et vincis Arioua cantu / Devetur musis gloria nulla tuis." ibid., 372. 
42 "Keine Musik ist etwas wert-und sei sie auch kunstgerecht im Sinne der durch die Musen 

repâsentierten Sch6pfimgsofdnung-, wenn sie uicht ihre g6ttIiche Bestimmung erfiilIt." iùid. 
"BusPn, "JohRnn Waltpr," 52. 
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Walter appears to have less to say than Luther about the misuse of music and the 

style of music suitable for Divine Service, but his continued use of Lutha's prefaces to 

introduœ his published works indicates a certain tacit agreement 

Walter on Luther 

Michael Praetorius includes a Vedw des alten Johan Walten in his Syruagma 

muicm 1, published in Wittenberg in 16 14. Because it is a unique document and 

provides a glimpse into the working relationship between Luther and Walter, it is worth 

quoting in full here. According to Praetorius, Walter said: 

The reasons why 1 have corrected the chorale m g  (which is pure in text, but 
very wrong in the notes) are these: 

1. In the first place I am moved to it because our ancestm befm Our time, 
dear Christians and saints, have written beautifid, excellent, gifted, artistic, Latin 
and Gerrnan hymns dmwn h m  the writings of the prophets, and apostles, which 
they made to honor Christ, and (to be) sung in the congregation to praise God; in 
which songs one feels, and out of the happy melodies, clearly sees the great 
strangeness and the ardour of their spirit, conceming the godly, unsearchable, high 
work of the coming of Christ as man and our redemption. I must mention a 
number of these, namely: 

Verbum Caro fàctum est 
Puer natus est nobis 
Graies nunc omnes reddamus Domino Deo 
Natus ante secula Dei Filius 
A solis ortus cardine 
Corde natus ex parentis ante mundi exordium 
Dies est laetitiae 
Ein Kindlein so lœbelich 
IUuminare Hieruslem 

Those con ce ni in^ the iovfil r e smt ion  of Christ: 

Christus resurgens 
Victirnae Paschdi laudes 
Salve festa dies 
Remexit Dominus 
Ad CoeMm Agni providi 
Pax vobis ego sum, Halleluia 
Christ ist erstanden 

nn Christ's Ascension; 

Ascendo ad patrem 
Summi hiumphum regies 
Ik in wbem universum 
Christ fihr gen Hirnmel 



Concerning the Holv S~irit: 

Apparuenint Apostolis 
Veni sancte Spiritus, et ernitee d i t u s  
Sancti Spiritus adnt nobis gratia 
Veni Creator Spiritus 
Nun bitten wir den heiligen Geist 

Concemine the Holv Trinitv: 

Summa Trinitafi 
Benedicta semper sit Trinitas 
O a d m d a  Trinitas 
O veneranda Unitas 
O lux beata Trinitas 

And there are many more such hymns; concerning which glorious hymns ail 
Christians m u t  know that they contain a high rich understanding of Holy 
Scripture. And if they are Sung with devotion and attention, they muse the hearts 
of men powerfhlly toward God and excite to His praise. 

And aithough we find people, who @se and regard as good, only the old 
German Christian hymns, and cal1 the Latin songs popish, such means little to me. 
If the for-mentioned Latin songs for this reason be popish, because thay are Sung 
by the Papists in th& monasteries, so the old German hymns mut also be called 
popisc the Papists sing them in their churches the same as we. 

2. In the second place, 1 have God to praise and glorify, and the dear Gospel of 
Christ to honor, that He let me be able to do such works upon the requests and 
solicitations of a few devout Christians, who did not wish the talent received h m  
God hidden. 

3. In the third place, 1 h o w  and ûxly witness that the holy man of God, 
Luther, who is prophet and apostle to the Gerrnan nation, had great pleasure in the 
MaSica, in the &ml and F i g d  singing, with whom 1 have Sung many precious 
hours, and have oft times seen how the dear man was so joyfd and happy from 
music, that he could not becorne tired, or even get enough of singing, and knew 
how to speak so gloriously about Mmica For foriy years ago, when he wished to 
prepare the German mass in Wittenberg, he haci, through his writing to the elector 
of Saxony and Rince Johann of highly honored memory, asked his Hector's 
Grace for the eidaly singing master, the honored Conrad Rupsch, and me to 
Wittenberg for awhile. At that time he held discussion with us about the Choral 
notation and nature of the eight modes, and finally of himself appropriated the 
eighth tone for the Epistle and aranged the sixth tone for the Gospel. Since St 
Paul is a very serious-rninded apostle, we shall use the eighth tone for the epistle. 
Also, he hirnself wrote the notes for the Epistles, Gospels, and also the words of 
institution of the tme body and blood of Christ, sang it for me, and wanted my tnie 
thoughts conceniing i t  He detained me for three weeb in Wittenberg to write the 
Choml Noten for several Gospels and Epistles in orderly fashion, until the first 
German Mass was sung in the parish church, which 1 had to Men to, and take a 
copy of the same with me to Torgau, and deliver it to the highly esteemed Hector, 
His Grace, by cornmand of the great Dr. Luther. 

So he ordered also the vesper, so that the occasion would corne very frequently 



for the school chil&en and young people again to be p~pared with short pure 
choral singing. In Like manner, the poor school children, as they run after bread, 
should sing Latin songs, antiphons and responses before the doors at an opportune 
tirne. 

Having no choice, the children sing nothing but Gemian songs befm the 
doors. Therefore, they are not ?O be praised and do not do nght, who throw out of 
the church all the Latin Christian songs, 1-g themselves think that it is not 
evangelical or Lutheran, if they should sing or hear a Latin choral song in the 
church. Again, it is also wrong where one sings nothing but Latin songs for the 
fongregation, fkom which the general people will not be bettered For that reason, 
the German, spiritual, pure, old Luth- hymns and Psalms are most needed in the 
average homes, but the Latin is to be usai by the young and by the leamedu 

From this text we see that Walter praised Luther as highly as Luther praised Walter. 

Walter's prirnary concem here is the continued use of ardul h ymns, both Latin and 

German. The translation of the Latin tex& and the setting of the resulting German tex& 

was to becorne a central point in the reforms of the Liturgy, and would ultimately lead to 

the demise of the Latin Mass This, as we have seen, was not Luther's intent, 

Other Refmation Wn tines on Music 

Music did not figure as prominently in the writings of other Refmation scholars 

as it did in those of Luther. Nevertheless, music was sometimes discussed during debates 

over the refom of the Liturgy and worship. These debates were to produce opinions 

which varied radically, h m  moderate continuai use of existing musical foms, to  the 

removal of music altogetha. Two Wittenberg rholars, both well aquainted with Luther, 

demonstrate both the forma and the latter views: Wilip Melanchthon (1497-1560) and 

Andreas Menstein von KarIstadt (1486154 1). 

Philip Melanchthona 

Melanchthon, grandnephew of the farnous humanist Johannes Reuchlin 

(1455-1522), was king shaped for his academic career by his granduncle f?om an early 

age. It was Reuchlin who ultimately secured Melanchthon's position as professor of 

Greek at the University of Wittenberg in the autumn of 15 18. The program of studies at 

" Quoted in Warkentin, 67-70. 
46 This section uses infoc~~llltion h m  Martin Brecht. Martin Lutiier: His Road ru Refonnation, 

275-282; and, Hans-Christian Müller, 'Melanchîhon" in New Grow Dicrionav of Music and Musiciam, 
ed Stanley Sadie (Lnndon: MacMillan, 1980) I2:80. 
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the University was at that time being reformed at the behest of Luther, in an attempt to 

move away h m  scholasticism toward humanism The latter school of thought was more 

amenable to Luther's desire to use Scriptural sources as the final authority on doctrine. 

Melanchthon soon won the respect of the faculty, and gradually became Luther's close 

fiend, not to mention an important figure in the Reformation picture. 

Melanchthon's approach to music, as in many other areas, was largely 

pedagogical.'6 It was his concem for the education of the youth that caused him to put so 

much effort into the regulations for education in Saxony (1528). Music was a h  included 

in the schml regulations, and was to be studied one hour every day. 'Melanchthon 

considered music to be the 'worthy practice of piety, ' an aid 'to the strengthening of faith, ' 

and even a means to the understanding of God."' He also felt, as did Walter, that music 

couid be an aid to rnemory. Thus, music could be a tool for the recmding and 

dissemination of divine tniths." 

In spite of his esteem for music, Melanchthon did not include music in the 

instruction books he wrote for the schools of Saxony. His opinions about music wme 

dom to us from the various prehces he wrote to musical editions." Some of his poetry 

was set to music, such as the Latin hymn Vespera imn venir. He may have made an 

influence in the musical wrnmunity through his writings on rhetoric, but he certainly had 

an effect on the students whom he taught directly. These included such musicians as 

Adrian Petit Coclico, Sixt Dietrich, Georg Forster and Lucas Lossius. 

Perhaps most notable was Melanchthon's association with Johann Walter. 

Walter's son studied with Melanchthon in Wittenberg. Melanchthon came to Walter's 

" Melanchthon would corne to be hown as the p m a e p r  germanise (tacher of Gmnan y ). 
" MiiUer, 80. 
'' "Ausgehend von der Erkmntnis, daB die Mus& Sch6pfungswerk sei, kommt Melanchthon ni 

ihrer spezifixhem Eignuag und damit nn Erkemntais ibrer giittlichen Bestimmung fiif den Gottsdienst. 
Hierbei hebt er bei der Verbindung von Worî Gottes und Gesmg die W i g  der Musik auf dss Gedachtnis, 
das he8t ihe Einpraghfi,  neben der auf dss rnenschiiche Herz besondars henrm, so ci& die Musik als ein 
hervorragendes Mittel auf dem Wege aim Erfassen der g6tîlichen Wahrheit verstanden wkd." See Walter 
Blankenburg, "Melanchthon," in Die Musik in Geschichre rrnd G e g e n w m  Allgemeine En,gkZopadie der 
Musik ed. Friedrich BI- (Kassel und Basel: Baraireiter Veriag, 1949-1986) 9:2-4. 

'O Two publications by Georg Rhau: Sehue hannoniae (1538) and @ciu de Nahitate (1545); 
as well as Johnmi Reuscbh~~s Zehn detctscite Psairnen Davidr (1552) and h i u s '  cantionai, PsaLndia: 
hm esr, carrtia sacm wreris d e s i a e  selecra ( 1553). 
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defense when John the Sîeadfast was about to disrnantle the Hojkpelle. He wrote a letter 

on 20 June 1526, the same day on which Luther sent his own letter to the Elector on the 

Melanchthon sent a letter to John the Steadfast, in which he requested the elector 
not put a man like Walther out of work, 'since,' acco~ding to Melanchthon, 'he has 
composed songs that are Sung a great deal at present. We have need of such 
people, not oniy in order that the good music that has been used rnight not be 
buried, but also that new and better music be written 1 consider retaining the 
Services of such jmple a good work fkom which God denves pleasure. Thus far 
have people in many places rnaintained music-groups for unnecessary pomp and 
other unbecoming purposes Why should the noble art of music not remain active 
now for God's sake, since it is used for the service and glory of Gad? 

Perhaps it was just as well that the choir was moved h m  the court to the church in spite of 

Melanchthon's and Luther's pleas. 

Andreas Bodenstein von Karlstadt? 

Karlstadt, unlike Melanchthon, was t r a i n 4  mostly in the scholastic tradition. 

When he k t  came upon Luther and other humanists at the University of Wittenberg, he 

had ben  a follower of scholasticism for ten years. After a heated debate with Luther in 

15 16, where Luther insisted that the scholastics had misundentood both Scnpture and 

Augustine, Karlstadt purchased an edition of Augustine to see for himself. He was 

''arnazmi, speechless and angry" at what he founds' His realization that he had been 

mislead by scholasticism caused him to recapitulate completely. He and Luther became 

friends. 

Karlstadt's conversion was so dramatic that in 15 18 he defended Luther's ninety- 

five theses against J o b  Eck Both Luther and Karlstadt were summoned to Leipzig to 

defend the* positions in 15 19, and both were then threatened with excommunication fkom 

the Roman Chruch. 

sa B u t i n ,  "Luther on Music," 86. 
6' ?ZUs section was compiled h m  Bainton, Here I Stand; Brecht, Martin Luther: His Ruad to 

Refurmation, d Martin Lwher: S w i n g  and w n i n g  the Refonnation; Calvin Augustine Pater, 
KarIstadt as the Fmher of the Boptist Mowmenrs: ïhe Emergence of la, Rotestantrism (Tmto :  
University of Toronto Press, 1984); Roaald J. Sider, Andreus Bodenstein w n  Karliradt: 7ize h l o p n e n r  
of His T b u g h f ,  151 7-1525, Studies in Medieval and Refmtion Thought 1 1, ed. Heiko A. Oberman 
(hiden: E. J. BriU, 1974); and, Ulrich Bubenheimer, 'Andreas Bodenstein von Karistadt," trans. Michael 
G . Baylor, in Th Ogod Encyclopedia of the Refonnation 1 : 178- 1 80. 

'' Sider, 2. 
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While Luther was in exile in the Wartburg castle, Karlstadt began to enact radical 

r e f m s  in Wittenberg. On 25 Decernber 1521, he œlebrated an evangelical Mass in which 

he wore no vestments, did not elevate the host, expunged the canon and all sacrificial 

elements, and shouted the words of institution in German (rather than whispering them in 

Latin, as was the custom of the Roman Church). After he published On the Reniovol of 

Images, an iconoclastic riot led by Gabriel Zwilhg (d 1558) resulted in zealous believers 

attacking and destroying some of the icons of the Church. Luther returned from the 

Wartburg to restore order. Karlstadt was removed to a parish in Orlamiinde, where he 

continued to pursue radical reforms. In 1524, he was expelleci by the regional authorities, 

and because of the Peasants' War in Rothenburg in 1525, he had to flee to Frankfirt in 

June 1525. Luther, who had been rnarried in Wittenberg on 13 June 1525, and celebrated 

the wedding on the 27th, on that day secretly invited KarIstadt into his home to protect 

him. Karlstadt was later to find refuge in Switzaland 

Although written early in Karlstadt's life as a reformer, and while under the 

influence of Lutha, his collection of thesx entitled De c m  Grego- Dkpmtio (26 

Apnl 15 17) provide some insight into his iconoclastic tendencies, especially with regard to 

music. Victor H. Mattfeld gives the following surnrnary of some of Karlstadt's theses: 

The w-called Gregorian chant removes the spirit h m  God (Thesis T), for the 
thought of the singer is concernai more with the musical notes than with the spirit 
of the words (Thesis 8). Gregorian chant in its present form, as weil as the drone 
of the organ pipes, are only tones, nothing more, and to these apply Christ's 
words, 'They honor Me with their lips but th& heart is far fkorn Me' (Theses 14 
and 15). A single prayer to the Lord would be far m m  salutary than a thousand 
prattiings of the entire Psalter (Thesis 33). 

Not only Gregorian chant but also plyphonic and instrumental music as weii 
was attacked: Mensural song is an unconditional impedtmait to devotion and 
therefore to be proscribecl h m  the wmhip Service (Thesis 16). Particularly 
offensive is the sound of the organ during the communion for it muses worldl y 
thoughts and removes attention fkom meditaîion upon Christ's suffering and death 
(Theses 19 and 20). It would do more good to give one penny to the poor than to 
spend a thousand gulden of gold on orgmists and blubberers (ill&oribus) . 

Two m e r  theses are signifiant in that they reflect attitudes quite prevalent in 
the liturgical scaie: The Greek rnay shg his praises and pray in Greek, the Afncan 
in AfEcan, the German in German (Thesi. 36). If you desire, however, that song 
shall remain in the savice, let it be a one-voiced singing, so that there will be one 
God, one Baptism, one faith, and one song (Thesis 53)." 

" Victor K. Mattfeld, Georg Rhaw's Publications for Vapers, Musicological Studies 11 
(Brooklyn: lnstitute of Mediaevd Music, 1966), 54-55, n.2. The Latin text of the theses can bt: found in 
Hennan Barge, Andreczr Bodemein w n  Kmhadr. înd. ed. (Niewkoop: B. de Graff, 1968) 1:492-3. 
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These theses are very much in contrast with both Luther's and Walter's appreciation of the 

beauty of both the Latin chants and polyphonie mlsic. And Luther's recommendation that 

money be taken from the monastena to support musicians is quite different h m  

Karlstadt's idea that it is aU wasted on ub'blubberers." Clearly, although Luther and 

Karlsîadt may have agreed in some areas for a short time afta these theses were written, 

Karlstadt was unwilling to see music as anything other than a distraction to worship. Y et 

Luîher and KarIstadt remained close even unid after the abolition of images. The fual 

break came with Karlstadt's deniai of the real presence in the sacrament, which aligne- hirn 

with reforme. theulogians like John Calvin ( 1  5 0 9 6 4 )  and Ulrich Zwingli (1484- 153 1). 



CHAITER THREE 

THE LITüRGY OF THE EARLY LUTHERAN CHURCH 

The reforms that Luther began to put into effect in Wittenberg at the beginning of 

the sixteenth century were to have a profound effect on both the Liturg y and music of the 

Lutheran seNice for years to corne. While much has been written regardhg Luther's 

liturgical refomis and the subsequent hcreased use of the vemacular in both Lihvgy and 

hymns, comparatively littie attention has b e n  paid to the music of the Liturgy.' This is 

especially tme of studies in the Enghsh language.' 

While a cornprehensive survey of the music of the Liturgies in use at the time of 

Luther and Walter is beyond the scope of this study, the reforms begun by Luther with the 

musical advice of Walter are important enough to warrant an overview here. 

Luther's R e f m  of the Liturgy 

Luther included comments on the necessity of reform of the Liturgy as early as 

Septernber 1520, in his De cmMtczte babyonku. While this tract made clear Lutha's 

denouncement of abuses, no detailed suggestions were made as to reforms in practice. 

These would wme latR with three important works: Von ordenmg gonis diemts ynn der 

g e m w  (Concerning the Order of Public Wurship), 1523; Formula missae et 

communionis pro ecciesia Vinenbergemis (An Order of Mass and Communion for the 

' Even this body of scholarship, however, suffers h m  certain limitations. Bryan Spinks points 
out that aimost al1 of the studies refer to Yngve Briliotb's Erccharis~ic Faith and Prmke, Ewngelical and 
Carholie, tram. A. G .  Hebext (London: S.P.CX.. 1930). 'Ibis shidy was an excercise in motif-research, 
and hardly provided an overali picture of Luther's reforms It was garticulariy negative toward Luther, 
painting him as clumsy , unclear and generally caieiess in matters of twûqdmz. Spinks* Lurhm's Lirurgical 
Crireria and his Re$om of Zhe Canon of The Mass (Bramcote Notts., Nottin- Grove Books, 1982) 
does mucb to improve the image of Luther in these matters. 

* Som German studies incIude: Friedrich Gebhardt, 'Die musikalischen Grundlagen ai Luthers 
Deutscher Messe," Luther-Jaia6uch 10 (1928): 56-169; and Christhard Mahrenholz, "Zur musikaiischen 
Gestaltung von flrthas Gottdenstreform" Mwimlogicu et Liturgica (Kassel: Barenreiter Verlag, 1960). 
154-168. 
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Church at Wittenberg), 1523; an4 Deudsck Messe vnd ordnung gom'sdiemîs or 

Winenberg jürgemmmen (The Gemian Mass and Order of SeMce as perforrned at 

Wittenberg), 1526.' The first publication was a general outline provided at the behest of 

the Leisnig congregation, but addressed to no one congregation in particular. The Formula 

missae was addressed to Nicholas Hausmann, pastor at Zwickau. It contained a more 

detaüed outline for an evangelical Latin Mass. Luther then published the Deutsche Messe 

afkr receiving many requests for a Gennan Mass While he did not want to have his 

example followed as a mie, he was disappointeci with the music of rnany of the German 

Masses that had already appeared, and he was beginning to see a need for some uniformity 

of practice h m  parish to parish. A chart comparing Luther's Fornula missae and 

Deursche Messe to the Missde Romanwn is provided in Figure 3.' 

Luther's motives for r e f m  are consistent in al1 three of his publications. His 

primary critaion was that of the doctrine of justification.' Any implication that the faithful 

English translations of these and other hmgicai texts by Luther are available in both L W 53 and 
the Wurks of Manin Luther: with inrducrions and nores (Philadelphia. A. J. Holman Company and The 
Castle Ress, I932), vol. 6 bereafter identifid as PEJ. The Lacin text of the Formula missae is found in 
Martin Luther, D. Martin Luthers W& (Weiniar: Hermann Bohlau and B6hiinghaus Nachfolger, 1883-), 
12:205-220 [hereafier identified as WAJ. The Gennan text of the Deutsche Messe is found in WA 
19:72-113. A facsimile of a short manuscript written in Lutfier's hand and giving some of the musical 
directions for the Deursche Messe is found at the end of WA 19, and a transcription of the text is providrxl 
on pages 7&7 1 of that volume. 

' ï h i s  table is derived h m  Paul Zeller Sb-odach, General introduction to PE 6:37-40. The full 
text of the Missale Rotnanurn, translated into English, is given alongside modern Lutheran and Anglican 
liturgies in Luther D. Reed, The turheran Liturgy.- A Srudy of the Common Service of the Lmheran 
Church in Arnerica (Phiîadelphia: Muhlenberg Ress, 1947),5 84-6 1 8. 

See Chapter One for a discussion of the doctrine of justification. Other scholars have attempted 
to make Luther's criteria of reform twofotd: Scriptme and histmicai authority. ïhese criteRa l a d  to a very 
inconsistent view of Luther's reforms, and greatly distort the emphasis Luther himself placed on such 
matters. See Spinks, for a thmugh discussion of these and ottier misconstnictions. Some scholars even 
claim that the greater emphasis placed on congiegational singing was a direct r e d t  of the idea of the 
'pritsthood of al1 believers." Luther's term, which can also be translatai as 'the universal priesthood," is 
based on Peter 2:9a: 'But you are a chosen race, a royal priesthood, a holy nation, God's own people ...." 
Those people placed into positions of autbority in the Church were to be given no special distinction other 
than their vocations as servants of the Church. They were subject to the same Law as aii C h r i s k ,  and 
were to be held accuuntable for their actions. Judgements could be nude on the basis of Scriphue, and 
discipline could be aiacted as described in Mattbew 18: 15-1 8. While Luther's declaration that no hiirrwn 
authority in the church was above criticism orjudgemaft was radical in cornparison to the unquestionhg 
obedience of previous generaîions, the pxiesîhood of aLl beiievers was in no way m a t  as an attenrpt to 
remove the clergy dtogether. Luther is clear on the role of the clergy as the instruments of God, who 
administer the sacnunents to the people in His stead and by His command. It is therefore misleadhg to 
imply that the priesthood of ail beiievers is in any way responsible for the increase in congregational 
singing. The movement towards more ~0ngrega.tiom.l singing was largely pedagogical, as confirmed in 
many studies of hymnody in the eariy Lutheran Church. 
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Missale ~omattum Fornia missae 
IraW (Latin) 

1-The Act of Preparation by 
the priest and servers 
before the altar (Preaching. dlowable here or 

1 240spel 
1 2a-Glory be.. . 
1 Sb-Praise be.. . 

(Then anciently the place of 
the Sermon) 

(Then anciently the Dismissal 
of the Catechumens, etc.) 

13-Nicene Creed 

1 4-Offertory (Prayers and 
actions) 

15-Prefk 
15a-Salutation 
15bSursurn 
15c-Gratias 
15&Vere dignum 
15eProper Preface 
15f-Sanctus 
15g-Benedictus qui 

1 &The Canon of the Mass 
16a-Te igitur 
1 WMemento, Domine 
16c-Communicantes 
1 WHanc igitur 
1 oblationem 
16f4ui pridie (The Verba) 

3-Kyrie (9 Lines) 
44loria in exœlsis-Et in 

terra- 
5-Salu tation 
O-couect 
7-Epistle 
Wradual, shortened and 

with (10) Alleluia, or 
10-Alleluia 
( 1 l-ûniy three Sequences 

approved) 
124ospel 

1 2a-Glory be.. . 
1 2b-Praise be.. . 

Preac hing 
1 4-abrogated speci f i d  y; 

Preparation of Elements 
during Creed ( 13) or after 
S m o n  

15-Prefa~e 
1 sa-Salutation 
15bSursum 
1 Sc-Gratias 
1 Sd-Vere dignum 

(15f & 15g, see below) 

1 Of+ pridie 
(Consecration) 

Hymn (vemacular) or 
German Psalm 

>Kyrie (3 lines) 

tXollect (Facing aitar) 
7-Epistle (Facing people) 
Hymn4erma.n: Nun biren 

wir den heiligen Geist 

13-Creed-Gennan and 
versified: Wir glauben aiî 

Sermon on Gospel for 
Sunday or Festival 

Paraphrase of the Lord' s 
Rayer 

16f-Verba (Bread 
administered as soon as 
consemted and before 
consecration of wine) 



Missde Romanurn Formula missae kursche Messe 
(Latin) (Latin) (G-1 

15f-Sanctus ( 1 5f-Sanctus-Geman, 
versified: Zesaja dm 
propheten d a  geschah, 
sung during distribution 
of the Bread; or, Gbn sei 
gelober, or Jesus Chn'sm 

15g-Benedictus qui ... m e r  heiland) 
Elevation (cf. 16) Elevation (cf. 16f) during 

Sanctus 
Cup blessed; 

rernainder of hymns Sung 
or 160 

1 6g-Unde et memores 
16h-Supre quae 
16i-Supplices te 
16FMemento etiarn 
16k-Nobis quoque 
1 &Pater noster Libera nos.. . 161-lord's Rayer (See above) 
I6m-Pax Domini l6m-Pax Domini 

(The Communion) Communion of celbrant 
16n-Haec commixtio firsf then the people while 
1 &Agnus dei 160-Agnus dei is sung 160-Agnus dei 
16pDomine Jesu Christi qui 
dw sti 

16q-Pax tecum (The Kiss of 
p-1 

16r-Domuie Jesu Christi, Fili ( l6r-as prayer before 
Da communùig ) 

16s-Perceptio Corporis 
16t-Panern coeIestem 
16u-Domine, non sum 
I 6v-Corpus Domine Words of Administration 
1 6w-Quid letribuam 16v and 16x 
l6x-Sanguis Domini 
l6y-Quod ore sumpsimus 

17-Communim 
(Chant-Distribution) 

1 û-Post-Communion 1 8-Post-Communion (using 18-Post-Communion 
16y or 16s, adapted) (Invariable Gerrnan 

Coiiect) 
19-Salutation 
2&Ite, missa est; or, 
2 1-Benedicamus Domino 2 1-Benedimus with 
22-Benedicaî vos omnipotens AUeluia 

Deus 22-Benedicat vos, or 
Aaronitic 

Fig. 3. Cornparison of the Missale Romcuuun to Luther's Fonnulo missue and Deutsche 
Messe. From FE 6:37-40,01970, Concordia Publishing House. Used with Permission. 



might be saved by their own merit was to be removed The idea that man might consida 

himself worthy to offa up sacrifices to God was particulary abhorrent to Luther: man is 

saved by faith, not works. With the coming of Christ, the Old Testament sacrifices were 

no longer required This meant that the Offertory and the entire Canon of the Mass had to 

be excised. Luther's preliminary suggestions for such a reform were pubfished as the 

Fomurla missae. 

The Fonnrda missa 

While Luther was firm in his removal of those sections which were clearly anti- 

scriptural (and therefore went direct1 y against the doctrine of justi fication), those sections 

which were neither cornrnanded nor forbidden by Scripture (cadiophom) were generally 

retained6 This was done in the intaest of church order and to prevent those exacising 

their Christian fieedorn h m  confûsing the "weak in faithm with too many innovations. 

The Fornula mis= therefme was quite similar to the Missale R o m m  (apart h m  the 

removal of most of the Canon and the Offertory), with the addition of preaching in German 

and a few hymns. 

In the preface to the Fornula missae, Luther describes his reluctance to provide a 

new order of service : 

For 1 have been hesitant and feamil, partiy because of the weak in faith, who 
cannot suddenly exchange an old and accustomed order of worship for a new and 
ununial one, and more so because of the fickle and fastidious spirits who rush in 
like unclean swine without fàith or reason, and who delight only in novelty and tire 
of it as quickly, when it has worn off.' 

He then pro& to outline his intentions in the refonn of the Mas: 

We therefore first assert It is not now nor ever bas ben our intention to abolish 
the liturgical service of G d  completely, but rather to puri@ the one that is now in 
use h m  the wretched accretions which comipt it and to point out an evangelical 
use. We cannot deny that the mass, Le., the communion of bread and wine, is a 
rite divinel y instituted by Christ himself and h t  it was observed fint by Christ and 
then by the apostles, quite shply and evangelicdy without any additions. But in 

'Ihe position (based on Brilioth's enr0neou.s accusations) that L u k  considered the u&@mz to 
be matteis which were indifferent-and tberefore of no interest to hi- to be wntested M y  h m .  
Luther had strong opinions about matters of adiqdm, as we have a M y  seen in his comments on music. 
WhiIe these matters are t d y  fiee, Luther used aesthetic judgenieot and c o n m  for his fellow Christians to 
temper more radical reforms and innovations. 

' LW 53: 19. 
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the course of time so many human inventions were added to it that nothing except 
the names of the mass and communion have corne dom to us." 

He is dso clear on the rnatter of not tuming the new order of service in to a work i tself: 

Therefore, it is not in these rnatters that anyone should either seek or establish as 
law some indispaisble form by which he might ensnare or harass consciences.. .. 
Further, even if difiirent people rnake use of diffaent rites, let no one judge or 
despise the other, but every man be M y  persuaded in his own mind. Let us feel 
and think the same, though we may act diffefently. And let us approve each other's 
rites lest schisms and sec& should result fiom this diversity in rites-as has 
happeneci in the Roman church. For extemal rites, even though we c m o t  do 
without thern-just as we cannot do without food or drinkdo not commend us to 
God, even as food does not commend us to i~im.~ 

Two r e fms  suggested by Luther were to have an effect on the music of the 

Liturgy directly: the reduction in the nurnber of f a t s  to be observed (and therefm the 

removal of the musical settings of those Introits), and the re-introduction of hymns in the 

veniacular. Luther is clear on both: 

But we in Wittenberg intend to obseve only the Lord's days and the festivals of the 
Lord We think that al l  the feasts of the saints should be abrogated, or if anything 
in thern deserves it, it should be brought into the Sunday sermon. We regard the 
feasts of Purification and Annunciation as f a t s  of Chnst, even as Epiphany and 
Circumcision. Instead of the feasts of St Stephen and of St John the Evangelist, 
we are pleased to use the office of the Nativity. The feasts of the Holy Cross shaii 
be anathema Let others act accordhg to their own conscience or in consideration 
of the weakness of sorne-whatever the Spirit may suggedO 

1 also wish that we had as rnany songs as possible in the vernacular which the 
people could sing during mas, immediately a& the gradual and also after the 
Sanctus and Agnus Dei. For who doubts that originally all the people sang these 
which now ody the choir sings or responds to while the bishop is comeaating? 
The bishops rnay have these hyrnns sung either after the Latin chants, or use the 
Latin on one ciay and the vemacula. on the next, until the time cornes thaî the whole 
mass is Sung in the vernacular. But pets are wanting among us, or not yet 
laiown, who could compose evangeiical and spintual songs, as Paul cails them, 
worthy to be used in the church of Gocl." 

Luther's suggestions as outlined here and espoused eisewere were to provide the impetus 

for many evangelically-minded refotmers to atternpt theû own settings of the Liturgy 

entirely in Gerrnan. After Luther had reviewed some of these reforms, and at the behest of 



those who wanted more unifmity in practice, he published his ideas as the Dewsche 

Messe. 

The Bulsche Messe 

While Luther's reforms of the Liturgy begin and end in theulogy, he dso had 

aesthetic concerns with regard to the music of the Liturgy. These concems b m e  clearly 

evident in his setting of the Deiusche Messe. Luther mnsulted musicians such as Walter 

and Rupsch on the manner of setting the German language. The settings which renilted 

were published dong with their musical notation as examples of the daired effect 

Other German Liturgies had aiready been in use for s e v d  yean when Luther's 

version war published ULrich S. Leupold gives the following description of the Liturgies 

available at the time, as well as the reasons Luther had for his delay in providing his own 

version: 

In 1522 Wolfgang Wissenburger in Basel and J o h  Schwebel in Pforzheim had 
begun Services in the vernacular. The same year Kaspar Kantz introdud and 
published a Gemian m a s .  In 1523 Thomas Münzer followed with a German 
mas, Matins, and Vespers elaborately printed with all the original plain-chant 
melodies. m e r  orders were inüoduced in Reutlingen, Wertheim, Khigsberg, 
and Strassburg during 1524. The multiplicity of Gerrnan masses threatened to 
becorne confusing, and Luther's fiiends appealed to him to end the confusion and 
to submit his own blueprint of a German mass But the Reformer dragged his feet 
and for seved yean shied away h m  fulfilling their request He had severai 
reasons for his hesitancy. When his fnend Nicholas Hausmann pmposed an 
evangelical council to enforce liturgicai unifmity, Luther objected to the use of 
compulsion. He felt that each evangelical enter should be free either to devise its 
own litlrrgy or to bormw fiom others. At the same tirne he objected to the legaüsm 
of those who rneant to abolish the Latin mass completely and acted as though the 
reformaiion of the church depended on the exclusive use of the German 
language. ... But the strongest reason for Luther's dilatoriness was his artistic 
integity. He r d k d  much more clearly than his eager contemporaries that 
htroducing a German mass was more than a matter of translating the text. It 
required the creation of new music adaptecl to the speech rhythm of the Gerrnan 
ianguage." 

Luther disapproved of setting the German texts to the old M n  melodies without adapting 

the melodic line to suit the Gaman words. Ref&g to Müntzer's settings, Luther stated: 

Although I am willing to permit the translating of Latin texts of choral and vocal 
music into the vemacular with the retention of the miginai notes and musical 
settings, 1 am nevertheless of the opinion that the result sounds neither proper nor 
correct; the text, the notes, the accents, the tue, and likewise the entire outward 



expression must be genuine outgrowths of the original text and its spirit othenvise, 
everything is nothing more than apish imitation." 

Mattfeld describes Luther's reaction to Müntzer's settings as follows: 

Luther found it artistically unsatisfactory to maintain the chant and change only 
the text. If the language was to be changed so m u t  the music. In Müntzer's 
settings, the 'latin notesw did not always fit the Gennan text with Iogical 
accentuation. Thus, for example, for Advent, Miintzer used the A l W a  Onende 
nobis, the basic outlines of the miginai chant were retained but thejihilur was 
considerably altered as was the music of the Versus. The latter was severely 
c d e d  an4 in order to adapt the notes to the German text, materials were selected 
at random from the aiginal chant Catainly, this treatrnent could only represent a 
distortion to Luther. " 

Luther's aesthetic concerns led finaIl y to his publication of the Dewsche Messe. 

Luther's handwritten notes on the music fm the German Mass read as follows 

(musical examples ornitted): 

For the introit we shail use a Psalm, arranged as syllabicdly as possible, for 
exarnple: II wil l  bless the b r d  at all times: his praise shall continually be in my 
mouth]. And since the German language is quite monosyllabic, the termination has 
to have its own form, as you weii know. The notes for the Epistle rnust somehow 
foiiow the Eighth Tone, but way dom: merdore king justified by faith, we have 
peace with God, through, etc.]. The notes for the Gospel in the Fifth Tone, also 
low: [In the night when Jesus was bemyed, he took bread, and blessed, and brake 
it, and gave it to his disciples and said: take, eat; this is my body which is given for 
you J. Question: [Jesus said to his disciples: Know ye that after two days is the 
Passover?]. After that there is yet / The Sanctus and the Agnus Dei 1 And the mass 
is complete." 

Leupold gives a musical description of the sections of the resulting Deufsche Messe 

publication thai is worth citing in full here (editorial details have been removed): 

1. 
verse 
tone. 
in the 

in the original the introit (Psalm 34) is printed out consecutively vase der  
with its music .... Luther developed this chant by recasting the f k t  ppsalm 
But whereas the original plain-chant psalm tone had two accented notes both 
mediation and tennination, Luther provided far three in either place. 

Contrary to Gregorian usage, he-also obsked  the word accent in the intonation. 
Due to these changes most of the text is sung to the intonation, mediation, and 
temhtion, and Little of it is left for th6 reciting note. ~oreover, ~uther takes 
many liberties with his cadences in the interest of bena adapting the music to the 
text. His music is more flexible and follows the rhythm of speech more closely 

'' Bu-, 'Lutber on Music," 95. 
' Mattfeld, 63-64, n. 2. 
" L W 5 355-57. See this source for modeni editions of Luther's rnelodies. It is hard to h o w  

what Luther memt by the Gennan language king 'monosyiiabic." He may be speaking only of the text 
of this particular example. The Latin transMon reads: Benedicum Jehvae omni tenipore: jugiter laus 
ejus erùr in ore meo. In comparsion, the German text is mtxh more monosyllabic: Ich ~$11 den H m  
loben alkeit;  sein Lob sol1 immer in rneinem Munde sein. 
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than Gregorian psaimody. On the other hanci, it is less consistent and would 
therefore be mare difficult to leam or to adapt to other Psalms. This may be the 
rrason why this introit Psaim was not taken-over into other liturgies or hymnals. 

2. The Kyrie is based on the fist psdm tone. 
3. The inhections for the Epistle &e based on the eighth psalm tone. But the 

tonality is ahost a modem F major. Here as in the introit Psalm, a certain 
emphasis on the inflectims at the expense of the reciting note is quite evidait In 
cornparison with the Gregorian tones for chanting the lessons, Luther's tone is far 
more 'melodious" The range of the melody is greater (a seventh), the intervals 
used are Iarger, and most of the cadences (colon, paiod, and termination) provide 
for two accents. 

The additional exarnple for the Epistle at the end of the G e m  Mars seems to 
have b e n  added to demonstrate the use of the proper inflection for questions. 
Strangely enough, this example uses a slightl modified and simplified version of 
the same tone. The melody hovers betweenrand c without king to a and b-flac 
as does the earlier example. On the whole, the pointing is simpler and more 
consistent It has therefore been surmised that the "professional" musician, Johann 
Walter, was responsible for this version. In his report on the prepamtion of the 
music for the G e m  Mas, Waiter writes, 'He [Luther] kept me for three weeks 
in Wittenberg to note down properly the chants of the Gospels and the Epistles, 
until the h t  mass was sung in Wittenberg." Luther's words to Justus Menius, 
'The last melod~ for the Epistle and Gospel pleases me better, although our people 
here do not use IG but I wish you and othen would make use of it," need not 
contradict the asnimption that Walter assisted in working out these examples 

4. For the Gospel Luther borrowed a feature h m  the traditional tone for the 
chanting of the pas&m. In the latter it was customary to have the parts of the 
evangelist, of Christ, and of a l l  other persons Sung by clifferait clerics and on 
different reciting notes. The evangelist' s words were Sung on middle c, the words 
of Christ on the lowerf, and the words of all  other persons on highf. Similarly, 
Luther used three levels: a for the evangelist, f for Christ, and c' for all other 
penons (e.g., John the Raptist and his interrogaton in Luther's exarnple). The 
tendency to make the whole chant more 'rnelodious," to extend the cadences, and 
to allow for two accents in most of them is as evident here as in the Epistle tone. It 
has o h  been no& that Luther's introduction of this chant in the Gennan M a s  
seems to wntradict Walter's report on the preparation of this music. Luther says 
that the Gospel should be read 'in the fifth tone." But Waiter r d s  that the 
Reformer assigned the sixth mode to the Gospel, for 'Christ is a kind Lord and his 
words are sweet" Actuaily, these words need not imply any contradiction. The 
ody difference between Lydian (the f i f i  mode) and Hypo-lydian (the sixth mode) 
is that the former gravitates toward c ', while the latter &ravitates toward f [sic]. 
Thus while the whole Gospel tone may be said to be in the nfth mode, the words of 
Christ certainty foliow the sixth mode. In keeping with his muent emphasis that 
the Words of Institution are the "gospel in a nutshellw or essentiaiiy proclamation, 
Luther used the same melody for them as for the Gospel. The cadences are the 
same, and here as t h e  Luther uses a clifferait reciting note for the narraton and 
for Christ. 

The additional example at the end of the G e m  M a s  for the chanting of the 
Gospel is as punluig as that for the Eqistle. Seemingly, it was added to illustmte 
the tone for the words of Jesus. But there is no distinction here between the 
reciting notes for the evaageiist and for Jesur The infleaions are not the same. 
EspeciaUy the termination with its emphatic bflat chmges the whole character of 
the melody and makes it a modined h t  mode, v q  rnuch like the intmit Psalm and 



Kyrie. Was Walter also the arranger of this example? 
5. The text of the Sanctus is a paraphrase of Isa. 6: 1-4, and the melody is a 

free adaptation of a plain chant Sancîus (In Dominici Adwntus er Qziadragesirnae in 
the GradzuzZe Romanton). Johann Walter vouches for Luther's authorship wiîh the 
following words, '... among other [melodies] it is the Gennan Sanctus which 
shows his [Luther's] perfect mastery in adapting the notes to the text" And we 
will concur in this judgernent if we note the expressive rise of the melody on 'lofty 
throne," 'six wings," 'faces clear," 'Holy is God," the climax on 'loudly r a i d  
the shout," and the rnelodic dip on 'clouds of smoke." Tonally, the melody is 
written in the Lydian mode. Since the Lydian Subdominant forms the awkward 
i n t d  of an augmented fourth with the Tonic, it is always flatted, except when it 
serves as a quasi-leading note to the Dominant This is the reason for the 
alternation of f-sharp and f- natural.... It should be mentioned that later sixteenth- 
century agendas had the 'Holy, Holy," etc., in the chorale sung with special 
gravity and dignity. In city churches it was to be intoned by three boys kneeling 
before the al tar. ' 

The Dewsche Messe is designed primatil y as a teaching service for the unlearned, with 

explanaiions of the parts of the service provided by the pastor. Luther desired that it would 

be used in conjunction with the Latin Mass, as was the practice in Wittenberg. The intent 

was that it would be espedly usehl for smaller, rural congregations. Luther again 

stressed that he did not want the s e ~ c e  to be tumed into a law or good work, for the 

'vimie of any good order is in its proper use."" 

'' L W 535760.  Leupold is in error in his cornpariscm of the Lydian and Hypolydian modes. 
While they both have f as theirfimler, the tenor (reciting tom) of the Lydian mode is c' and the temr of 
the Hypolydian is a (notJ as indicated). 

l7 L W 53:90. 
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CHAPTER FOUR 

MUSIC THEORY AND AESTHETICS ÏN WALTER'S TTME 

Many prominent theorists were active during Walter's lifetime. It wiil suit our 

purposes hm to cite and compare just a few. The writings of Johannes Tinctoris (ca. 

1435-15 1 l), Nicolaus Listenius (bom ca. 15 IO), and Adrian Petit Coclico (ca 

15W1562) formed part o f  the curriculum at the University of Wittenburg at one time or 

another during Walter's life.' Tinctds' writings reflect some of the ideas that were 

developing as music was moving into the new style of the early sixteenth century, 

Listenius' writings ~flect  the type of materhl studied b y the upper grades, and the wrhgs  

of Coclico (who midied with Josquin) give a picture of the type of Knntor to corne. 

Coclico's student, Michael Vogt (152&1606), succeeded Walter as Stdfkanror in Torgau. 

While it canot  be estabfished that Walter or Luther came amss them -y, treatises like 

those by Nicolaus Burtius (ca. 145Gafter Febniary 15 18) and Hermann Finck 

(1527-1558), published in 1487 and 1556 respectively, provide a frame for the affects of 

the modes with which Luther was so much concerned. 

Johannes Tinctoris 

Tinctoris shares some of Walter's enthusiasm for the power of music to move 

human emotion, which came to fniition in his treatise entire1y devoted to the subject: 

Cornplexus effecmwn musices. His chapter headings outiine his understanding of the 

effet of music, starting with what he mnsidered to be the most important: 

To delight in God, 
To adom the praise of God, 
To inaease the joy of the blessed, 
To unite the church militant and triurnphant, 
To prepare for an undertaking of divine benediction, 
To m u s e  souk to piety, 
To drive out sadness, 
To loosen hardness of the h ~ ,  

' Nan Cooke C-ter, Music in the Mediewf  and Renaissance Unimiries  ( N o m a r ~  University 
of Oklahoma Press, f 958). 260-27 1. 
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To drive out the devil, 
To cause ecstasy, 
To elevate the mortd rnind, 
To revoke evil inclination, 
To chea men, 
To cure sichess, 
To keep toi1 within Limits, 
To incite the courage to do battle, 
To entice love, 
To augment jocular feasts, 
To glorify those skiiied in it, 
To bIess souls.' 

Tinctoris, in a mode1 similar to Luther's, emphasks the powa of music to drive away the 

devil, and finds bis evidence in the Old Testament: 

That is why it is written in the first book of Samuel [16:23]: 'Daniel took an harp, 
and played with his hand: so Saul was refreshed, and was weU, and the evil spirit 
departed from him.' Conceming this, a modem poet has produced the following 
verses: 'King David curbed the rage of the &mon in SauU Thus showing the 
wondrous virtue of the lyre with this sang.') 

Music is also capable of moving the hurnan souk 

Noone is in doubt that people cm be brought to repentence by hearing a song. For 
this reason the church has intmduced the singing of God's praises. And, since the 
sou1 redemption through repentence, it follows that music is in this case the 
cause of salvation. But this salvation is the highest bliss, attained not ody, as 
mentioned above, by those who hear music but especially by those who have 
knowledge of i t  That is why the prophet says [89, v.151: 'Blessed is the people 
that know the joyful sound." 

Tinctoris elabrates on the power of music to move not only the human soul, but d l  things 

animate and inanimate: 

And how great was that melody, by whose pwer  the Gods, shades, dread 
spirits, anirnals, including those capable of reason, and inanimate objects are r e .  
to have been moved! For, and this is the unbelievable part, it is not far k m  a 
mystery, since pets would not have conceivecl such things about music unless 
they had seen its power as something to be marveled at, with, at tirnes, a divine 
invigoration of the soul.' 

Iohannes l%Ïctotis, Completus effecruwn musices, in nteSaums Muricunun Latinm~un, an on- 
line datahase provided by the School of Music at Indiana University, Bloomiagton, Indianapolis. 
Translation mine. 

' Johannes Tinctoris, Cornplexus effectum musices, in Contemplating Music: Source Rèudings in 
the rlesthmics of Music, vol. 2, eds. Ruth Katz and Car1 Dahhus, Aestbetics in Music 5 (New York: 
Pendnigon Ress, 1989), 44. 

' ibid., 49. 
Johannes Tinctori s, Proprtians in Muric (Proportionale Murices), trans. Albert Sea y, Colorado 

CoUege Music Ress Translations 10 (Colorado Springs: Colorado College Music Press, 1979). 1. 
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Tinctoris anticipates Luther's description of the aesthetic beauty of music and his praise for 

the musicians who mate i t  

Therefore he [God] desires to hear from his beloved spuse, which the faithful 
believe the church to be, the sweetness of the voice that only music can produce. 
For he talks to her through Solomon thus [Solomon's Song, 2: 141: 'Let me hear 
thy voice', as if he were saying: 'Because your voice is sweet, that is, melodious, 1 
desire you to let me hear i t  ' And God would not desire to hear the sweemess of 
the voice if it did not delight him in any ~ a y . ~  

Nowadays we have seen how much glory most musicians have achieved For 
who does not know John Dunstable, Guillaume Dufay, Gilles Binchois, Johannes 
Ockeghem, Antoine Busnois, Johannes Regis, Philippe Caron, Jacobus Carlerii, 
Robert Morton, Jacob Obrecht? Who does not give them the highest praise, as 
their compositions, spread over the entire globe, fll God's temples, the palaces of 
Kings and the homes of private people with the utmost sweetness? 1 do not speak 
of those many musicians who have k e n  given great wealth and titles, because even 
such honours as they have reaped rnay not be compared to the immortal fàme the 
foremost composen have acquired The f m e r  is due to fomuie, the latter 
however to virtue.' 

Tinctoris' concern for the youth and th& misuse of music, a concern which Walter does 

not share, is purely compositional. His concem is that composers learn to adopt a u n i f m  

method of notating proportions: 

Therefore, lest youths wishing to l e m  this liberal and honest musical art be 
taken by ignorance in these proportions and by emr of this hd, for the praise of 
God from whose gifi al1 things are ... 1 begin this little work ....' 

Like Walter and Luther, Tinctoris affirms his conviction that music is a gift of God. 

In his 1549 treatise M u k a ,  Listenius also makes reference to the affect of music: 

[Music] influences souls to humanity, suavity, even-tempeq it reshns all 
immoderate affecfions, grief, wrath; it represses violence and obscene desires, for it 
cahs them; as in sounds and songs, so in ail the actions of life we may conserve 
hannony. Hence we see the highest kings in old monuments Snging and playing 
on strings, not only as a pastirne for the enjoyment of the ears, but even more, 
however, making it a serious art, tying music to the hannony of the soul. David 
used music in deeply exciting the serious and Sprintuai affections For this same 
reason, with aU peoples and ali periods of music, it has been used in sacred 
observances, not as a useless voluptuousness, to play some kind of game, but in 

Tinctoris, Compkxus effectum murices, 39. 
' Ibid., 49. 
' Tinctoris, Proponionr in Music, 3. For an explanation of the basic elements of the proportional 

s ystem, see "Proportion" in The New Hurvard Dictionary of Mmic, ed. Don Michaei Randel (Cambridge, 
MA: Bellaiap Press of Harvard University Press, 1986), 6 6 M  1. 
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mg, as souls are made more tranquil and are aftuned to the correct movement of 
heavenly teaching; hence its doctrines will more efficientiy move souls when song 

Here he also appeals to the example of David and warns against the improper use of music, 

as did both Luther and Walta. His theoretical terms are v a y  similar to Walter's, as can be 

seen in the following series of definitions: 

Music is the science of singing correctly and well. To sing weii is to present a 
song c o m t l y  through its notes, in accord with a specific, known rule and fitness. 
And it is triple: theoreticai, practical and poetic-... These latter two types (Le., 
practical and poetic) have always the first (theoreticai) includeû, but the reverse is 
not tm. 

Practical music is in tum divided in two parts, Choral and Figured. Choral 
music is that which produces and measures its notes uniformly, without addition 
and subtraction ma& by prolation, and is calleci by another name Gregarian, Plain, 
Old, shce it was developed to its highest state by Gregory, Ambrose and others of 
our ancestors Figured music is that which varies in the quantiv of its notes and 
m a u r e ,  in the inequality of its signs and figures with the addition and subtraction 
of prolation. This is called by another name Mensural, or by another as New since 
it admits various mensurations and figures. And both types are in use, not only in 
instruments that have no words but also in the live voice of man; thus 1 take in, in 
bief, al1 types of this art.'" 

Listenius d e s  not appear to emphasize music theory over practice hae, nor does 

he give any precedence to vocal over instrumental. 

Adrian Petit Coclico 

Coclico presents the following poem as an introduction 

Murices (Nuremberg, 1552): 

to his Compendium 

Griselius, a scholar of Wittenberg, in cornmendation of music: 

Music has been invented to celebrate divine praises, 
So that through its numbers it may serve G d  
Its gift has not been made for vile uses; 
He who gave tfris gave it for more pleasant fniit. 

in song, in voice, in sound and in hymns God must be praised. 
For this Music supplies her handmaiden with a ready hand 
She raises by its numbers far above the heavens 
Those whom virtue makes noble and famous. 

Nicoiaus Listenius, Mrrsica (Nuremberg 1549), tians. Albert Seay, Colorado College Music 
Press Translations 6 (Colorado Springs: CoIorado Cotlege Music Ress, 1975), 1. 

'O Ibid., 3. 
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She wmmends the daring of heroes in pleasant con-; 
She accompanies that reward of virtue which is G d  
O youth, does not something disgust you now in your slowness, 
What Lycaian lands do you till in your Elbian xhool? 

Whaî delays do you pretend; does sloth itself hold you? 
Why is the Goddess Music las pleasing to you? 
Do you detest that gift of God, so great and pious, 
To which nothhg here &visxi by men tales rank as more lovely? 

Does not that spirit of God, his Divhe will, honor 
This work; does it not shame you, sluggard, to be nothing? 
Music leads min& to the heavenly @ce, 
To celebrate God in ûue knowledge. 

She moves the emotions and not only softens breasts, 
But also she influences the fibers of a living heart. 
She frees hearts burdened by sad sorrow, 
Often she takes away useless fears. 

She will give to an afflicted mind sweet solace, 
She aiso produces terror, when she wants it to be, 
She takes away swollen pride fkom the breasts of men, 
She does not permit us to have had cruel hands. 

She calls forth ovemnning sighs from an affected heart. 
O h  she causes eyes to grow wet with tean. 
She controls illicit fevers of a passionate body 
And, Zike a bridle, rules our breasts. 

The insane wife of Agamemnon lived chaste for a long time 
Until Music e n W  into h a  body. 
Men, forced by deceit, she had left the crowded hall, 
She had been made wicked by the guilt of fou1 adultery. 

Let us add that everywhere one is not considered as refined 
Who does not know how to judge sweet mnds  by his ear. 
Let Themistocles himself be for you, O noble youth, 
An example how much sacred Music may help. 

I give to his genius las place, suice he was rquted, 
So it has b e n  said, to be ignorant of the lyre. 
Thmefore, put aside your delays, you who aspire to the otha arts; 
niis sister you rnust not pass by. 

Let Music be the rnost esteemed in your midies, 
For without it you canwt have the name of leanid 
Begin while the age of springtirne flolnishes in you, 
While he who teaches you is ready for you. 



This Adrian will be the most learned in the art of singing, 
On whom Euterpe haself has confened the highest praise. 
The Italian clime has marvekd at his singing; 
He ought to be even more pleasïng to northern regions. 

To use that youth granted you by kindness 
1s a virtue to be able to be enjoyed at the right the. 

Farewell.' ' 
The poem touches upon much of the previous discussion: music as a gift of Gai., to be 
used in praise of Gobno t  for W e  uses"; music as aesthetically pleasing to the Lkefined 

ear"; and, music as an affect of various emotions. 

Coclico proceeds from this intmduction to indicate his desire to provide practical 
instruction in music: 

From these remarks, it appears, 1 t h i a  that music is undoubtedly at its best in that 
part which is pleasing to mm's e m ;  it rats more upon the practical than the 
theoretical. l2 

This, however, cm hardly be understood except through performance and 
examples. I have wished to train this boyish industry in music through but few 
words and precepts on that account, so that no youth mnning to the books of 
musician-mathematicians will waste his life in reading them and never arrive at the 
goal of shging well.13 

These remarks are in direct con- to the prevailing thought that theory was to have 

precedence ova practiCd4 
Coclico also echoed Luther's concerns about the proper setting of a text: 

The sixth thing that is required in a composer is that he think over his text 
carefidly, that he choose a particular tone or harmony, that he treat his text ornately 
in an appropriate manna, since there are some men, more than blind groping in 
shadows, who add sad rnelodies to cornforthg words full of joy and, on the other 
hand, mate happy rnelodies for mournful words.'" 

" Adrian Petit Coclico, Compendium Mrcsicés (Nuremberg, 1552), trans. Albert S a y ,  Colorado 
College Music Press 5 (Colorado Springs: Colorsdo College Music Press, 1973), 2-3. 

l 2  Ibid., 9. 
l J  Ibid., 10. 
" As evidenced by those theorists Like Adam of Fulda. 
l 6  Ibid, 26. This passage xnay seme as ciarificuîion of Coclico's famous term, maricu resmvmu. 

It was used for the first time in this tteatise and in the titie of his Mrrsica resemûu, comolatwm piae ex 
palmis d a d i  cis... pubfished in Nuremberg in the same year, and has been &fined by various thwrists as 
'( 1) music expressive of the emotions deIineated by the text, (2) music reçerveû in expression, (3) music 
with improvised cmammtaticm, (4) music characteriad by reserve in the use of figuration, and (5) music 
reseryed for the elite, a sort of vocal chnmher music." See Gustave Reese, Music in the Renaissance (New 
York: W. W. Norton & Company, 1959), 5 14. The first definition seems to best convey the approach of 
both Luther and Walter to the setring of texts. 
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The appropriate meIodies were to be chosen on the basis of contemporary teachings about 

the affects of the modes. 

Nicolaus Burtius and Hermann Finck 

Burtius ' treatise Opusculwn murices ( Bolog~, 1487) gives the following affects 

of the modes: 

( 1) '... induces happiness ... capable of producing al1 affects'; (2) '... heavy and 
pitiable ... suitable for lamentations'; (3) '... provoking to anger'; (4) '... inciting 
to pleasure and tempering wrathT; (5) '... delightfd, modest, and cheemil'; (6) '... 
pious and lacrymose'; (7) '... partly ... playful and pleasant ... partly ... inciting, 
and havhg a variety of leaps' ; (8) ' ... more gladdening ... and stimulates 
pleasantnes~'.'~ 

Seventy Yeats later, Hermann Finck lists the properties of the modes in his treatke 

Pruchka rnurica (W iîten berg , 1 55 6)  : 

(1) 'Dorian ... has the liveliest melody of dl, arouses the somnolent, refreshes the 
sad and disnirbed ... [it is] Bke the Sun, who is deemed first among the planets ... 
the fmemost musicians today use this tone the most.' (2) 'Hypodorian ... is 
diametrically opposed to the former ... produces tears, makes [one] morose ... 
pitiable, heavy, &ous, most subdued of A... [like] the Moon'. (3) 'Phrygian ... 
not wrongly attributed to Mars ... moves to choler and biliousness ... loud words, 
hideous battles, and bold deeds suit this [tone]'. (4) 'Hypophrygian ... represents 
the parasite, who caters to the passions of his master ... is assigned to Mercq  on 
account of the likeness in nature'. (5) 'Lydian ... not unWte the sanguine 
[temperament ] . . . corresponds with cheemilness, fnendliness, the gentler affects 
... since it pleases most of all, it averts quarrels, cairns agitation, fosters p c e ,  and 
is of a jovial nature ... [it isJ the joy of the sorrowful, the restoring of the desperate, 
the solace of the afflicted. ' (6) 'Hypolydian .. . [is] contrary to the former ... not 
infrequent in prayers ... by others attributed to Venus'. (7) 'Mixolydian ... has 
more in common with Satum ... shows itself with stentorean voice and great 
shouts, so as to be a terror to dl'. (8) 'Hypomixolydian ... is not unlike an honest 
mabon, who tries to soften and calm the wrath and turmoil of mer] husband with 
agreeable discourse . .. studiously avoids offence . . . pacific' . " 

Neither listing seems to contradict the other, and with some creativity both could be 

considered in agreement with Luther's interpretation of the sixth mode (used for Christ in 

the Deiasche Messe) as 'kind" and "sweetn and the eighth mode (used for Paul) as 

'serious." 

'O Harold S. Powers, 'Mode," in New Grove Dictionary of Music and Muriciam, ed. Sianie y Sadie 
(London: MacMillan, 1980) I2:399. 

" Ibid. 
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CHAPTERFIVE 

THE MUSIC OF WALTER 

A Survev of Walter's Werke 

The publication of Johann Walter's Sümtliche Werke was begun by Otto Sckder, 

who compiled and edited the works of Walter before and during Wald War U. He 

oversaw the publication of the first volume in 1943, but was taken il1 and died in January, 

1946. The edition was continued by Max Schneider, his friend and collaborator, and 

mpleted by Werner Braun (Volume Four) and Joachim Stalmann (Volume Six). The 

second printing of Volume Une in 1953 and the printing of al1 the subsequent volumes was 

made possible by the collaboration of the publishers Baenreiter-Verlag and Concordia 

Publishing House, with support from both the Evmtgelische Kïrche in Deurschland and the 

Missouri Synod. The edition was completed in 1973, having ben  published in 

chronological order except for Volume Four, which was pub lished last. 

The Sümtliche Werke consists of six volumes. Volumes One and Two present a 

modern edi tion of the 155 1 publication of Walter's Geistliches Gesangbiichkin, divided 

into Decusche Gesdnge and CMlones lan'w. Volume Three includes seventeen 

compositions deleted from the 155 1 edition, but included in previous editions, as weil as 

German wngs and Latin motets by Wakr that were either published separately or existed 

only in manuscript Volume Four includes Walter's unpublished works: Deursche 

Passionen nach Matrhûus und JohaMes ( 1525-30), Magaificar octu tononun ( 1 %O), 

Psalrnen, eine Amiphon ( 1540)' and Fugen sorzùerlich aufZNtken ( 1  542). Volume Five 

contains the pub lished works Cann'ones septum vocwn ( 1544) and Magni f ia  ocro 

tononan: quatuor, quinqw et sex vocibzis (Jenae, 1557). Volume SU contains the 

published work Das Christiich Kinderlied D. Manini Lurhtvi Erholr wts HErr etc. ( 1 566), 

as weii as some anonymous and disputed works h m  the 'Torgau Walter Mss"' and his 

I See page 53 for a description of the manuscripts. 
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poems without music (two of which were published: b b  urd Preis der !&lichen K m  

Muica [ 15381 and Lob und Preir der himlisckn Kunrt Murica [ 15641). 

The Geissiiches GesangbIichlein (SW 1-3) 

The Geystliche gesangk Buchleyn, as it was spelled cm the original title page, was 

fust published in 1524. It contained forty-three plyphonic settings for three, four and 

five voices, jrinted as a set of  part-books ( D i s c m  Alt, Tenor, Bars, V a g m ) .  The first 

thutyeight texts were in German, while the last five were in Latin. This collection, now 

commonly referred to as Walter's Chorgesangbuch, was one of the first hyrnnals wrîtten 

for the Lutheran church. It was distinct h m  other collections which were also beginning 

to appear at that time the Emnt Enchiridion of 1524) in that it contained the work of a 

single compom, and it included a preface written by Luther hirnself (see Appendix A for a 

translation of Luther's Reface to the Chorgesangbuch). 

Walter's Chorgesangbuch was reprinted in 1525, and then revised and re-published 

in 1537, 1544 and 155 1. Sixteen German songs from the original edition were removed 

altogether, and both the Latin and Gerrnan compositions were expanded und the 1551 

edition included seventy-four German and forty-seven Latin settings Volumes One and 

Two of Walter's Werke contain al1 the compositions from the 155 1 edition, while Volume 

Three includes those settings from the previous editions which did not appear in 155 1. 

Both the German and Latin compositions are polyphonic canrurjinnus settings, the 

melodies of which would later become known as Lutheran chorale tunes. Many of these 

chorale melodies were created by Waiter and were to become the basis of rnany centuries 

of c h d e  settings in foilow. Some were based on Gregorian melodies, others on German 

mes, and many were adapted from the original Latin melodies by Walter according to 

Lutha's requirements for the musical setting of the Gemm language. (See Appendix B 

for a comparative cbart of all four editions, taken k m  S W 3, and expanded to include 

English translations of some of the A m r h g e n  (notes) of interest h m  the same 

volume, in point f m ) .  

The compositions included in the Chorgesmgbîïcher were meant to be Sung in 

polyphony by a trained choir. Accurding to Robin Laver, the congregation would also 

have been taught to sing the hymns in unison, led by the choir: 



The Wittenberg congregations did not have a hyrnnd to sing h m  but they did have 
the hymns available in broadsheet form. Thus it seems most likely that an 
alremah practiœ quickly developed, with the congregation singing alternate 
stanzas in unison, led by the boys of the choir, in response to the Kantorei singing 
the other stanzas in Walter's polyphonic setting of the hymn for the day. This 
practice is known to have occuned in Wittenberg a few yean later, especially for 
the main litwgical hymn, which was sung between the Epistle and Gospel, after the 
graduai.' 

A h yrnnal designed speFifically for congregational use was pub lished in 1525; it included 

only the melodies of the polyphonic settings fkom Walter's Chorgesangbuch, given in the 

same order as the original. This collection was also introduced by Luther's preface3 

There are many intereshg points to be drawn h m  the publication of Walter's 

Chorgesangbuch and its use in the church. The fact that the fust officially sanctioned 

hymnal of the Lutheran church contained oniy polyphonic settings supports the view that 

Luther was not only interested in the utility of music, but also in its arristic presentation. 

Both German and Latin were used in ali of Walter's hymnals, consistent with Luther's 

reforms of the Liturgy (Latin was not to be replaced enîirely by Gaman). And finally, we 

see conmete evidence of congregational singing in the broadsheets and cann~~firmus 

hymnals. 

The Individual German Songs and Latin Motets (SW 3) 

The third volume of Walter' s Werke also includes those cornpsi tions w hich were 

published in various coliections, appeared on1 y in manuscript, or were published singly. 

These include eighteen Latin motets and four German Lieder. The two published works 

are HenliEh tut mich erfeuen (1552) and Wach au$ du deusches Land ( 156 1). See 

Appendix C for a listing of the compositions included in this volume. 

' Robin A. Laiver, ?he Luthefan Reformation' chap. in 7ïae R r ~ i s s a ~ ~ ~ e :  F m  the 1470s tu the 
end of the I6ih century, ed. lain Fenion, Man and Music Series (London: Macmillan, 19 89), 270. 

Ibid., 270-27 1. 
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The Passions (S W 4) 

The fourth volume of Walter's Werke, having b e n  published last, contains those 

works which are of lesser importance or are of questionable origin. The Passions 

according to Matthew and John are examples of the latter. While it is di fficult to &termine 

whether Walter composed these works himseif, it is assumed that he 'reworked the 

passions to the extent of translating and arranging them from older Latin sources in one 

and more parts." The sources that remain were certainly used by the Torgau choinnasters 

during Walter's Metirne. Both the St. Matthew and St. John Passions are found in four of 

the five çocalled Torgau Walter-manuscripts: the Chorbuch Gotha ( 1545)' known as the 

Gothcrer Cann'oriale, the Chorbüch Berlin (be fore 1548)' the Tenorsrim~flbuch Nlirnberg 

(before 1538/9), hown as the 'Luther Codex," and the Bafln'rnme Nirmkrg ( M l ? ) ,  of 

Saxon ongin.' Unfominately, oniy the nUSM6 sections were preserved in the original 

manuscripts. 

The Passions as presented in S W 4 contain solo chants (based on lata Passion 

editions) separateci by folobordone7 nuke. The nubae have no known cmnufirmi, 

while the chants are based on the traditional passion tone. Werner Braun reports that the 

Gothaer Canronaie iindicated that Torgau practice 'was to perforrn the St. Matthew passion 

on Pdm Sunday, the St John passion on Good Friday. This was abandoned in the course 

of the sixteenth œntury. The foiiowing e n q  appears in the Torgau Visitation records of 

spnng, 1580: 'For sundry years the German passion has been Sung on Good Friday, with 

po1)phonic choral responses. This is now unj ustl y neg lected. '"' 
. - - -  

Wemer ~raun, F o m d  to S W 4: xv. 
5 Cliorbucli Gotha, 'Ihüringische Lankbibliothek, Gotha, CIm. A 98, 42x305 cm; Clwhucl~ 

Berlin, Deutsche S taatsbibliothek, Mus. rns. 4001 3, lost, 47.3~375 cm; Tenarsrirnmbucli Nürnberg, 
Germanisches Museum, M 369 rn = Hs. 83795, T m r .  15~20.5 cm; &rplhtie Nilniberg, G d s c h e s  
Museum, A4 369 = Hs. 83795, &JI, 165x22 cm, of Saxon origin. S W 4:xv, n.3. A detailed study of the 
manuscripts appwvs in Car1 Gerhardt, Die Torgauer Walfcrt--Hnndrchnj?en (Kasset: Biknreiter V d g ,  
1 949). 

Tlnfrae comxnonly refers to the sections of the Gospels spoken by a crowd. e.g., Trucifi Him!" 
FaLrobordane refers to the hannonization of psalm tones or other rnelodies with mot position 

triads w h m  dl four parts are written out. A section written in faLrob0t.done style is generaily triaclic, 
homophonie, and the b a s  voice tends to move in 4th and Sths. The term is differentiated h m  
fauxbotmion, the technique of improvised singing or shoRhand notation where two voices are given and the 
others are filled m through formulait procedures. 

8 Braun, xv, n.4. Braun here quotes Karl Pallas, ed., Die Registraturen der Kidtenvisitationen un 
ehentalr sdichcischen Kudreise, Geschichtçsuellen ckr Provinz Sachen und angmmudw Gebiete 41 (Halle: 
O. Hendel, 191 l), 450. 
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Although the origins of the Passions are somewhat unclear, Braun contends that 

their inclusion in Walter's WeYerke "demonstrate[s] the supposed participation of Walter in 

the history of the passion-as notator, editor, the man who ûansforrned a tradition into a 

literature by writing it dom, thereby making it more widely available by ailowing the 

German hinorio to emerge from an old local tradition, thus foreshadowing a genre which 

was later to be represented in Gerrnany by a succession of unique mas ter pie ce^."^ 

The Unpubli shed Psalrns, Magnificats, and Fugues (S W 4) 

included in the fourth volume of Walter's Werke are eight Latin psalms in 

falobordone style, eight Magnificat seîîings in contrupwtcfus simpldO style, and twenty- 

seven textless "fugues" in two and three parts. M i l e  the styles of these collectecl works 

are somewhat divergent, they share in common their references to the eight modes." The 

psalrns and Magnificat settings use the pitches and rxitation formulas preshbed by the 

ecclesiasticd calendar, while the 'fugues" are modal in the sense that they use certain scalic 

segments and pivotal tones derived from modal practice. 

Walter set Psalms 109, 127, 134, 1 10, 137, 143, 1 12, and 144 in each of the eight 

modes, respectively. They are c~ntusJTmus treatments of the prescribed recitation tones, 

with the melody occurring in either the tenor or soprano voice. The position of the melody 

Braun, xix. J. S. Bach is supposai to have modelled çome of his setring of the St. Matthew 
Passion on Walter's, which was stiU king performed in Leipzig during Bach's li fetime. S e  Theodor 
Gdlner, " h m h m  Zur Gleichitigkeit der Passionen von Walter und Bach in Leipzig," Johann Sebarriari 
Ruch und der SCiddeurscclt Raurn: Aspekre dm Wirkingsgeschichre Bach (Regensburg: Bosse, 1 99 1 ), 
25-37. 

1 O Conrrupunnus simplcx is defined by Tinctoris as "note-against-note stylew in his T m i r i o r m  
muricae drflniroriuni. See Johannes Tictoris, Dictionary of Musical T m ,  tram. and annotated by Car1 
Parrish, Da Capo Press Music Reprint Series, ed. Bea Friedland (Lundon: The FE Press, a Division of 
Macmillan Publishing Co., 1963; reprint, New Y& Da C a p  Press, 1978). translation of Tminunun 
rnuricae diJbsirorium (Treviço, Italy: Gemdus de Randria, ca. 1495). 

I l  Mode here refers to the system of classification of d d e s  determinai by h i r  range (ambitus) 
and finai note @nalis) as used in the iate fifieenth and early sixteenth centuries. The eight çocalled 'church 
d e s "  are: Dorian, Hypodorian, Phrygian, Hypophrygian, Lydian, Hypolydian, Mixolydian and 
Hypornixolydiaa. The modal classifications developed h m  a combination of the Eastern Christian system 
of classification (applied to Iiturgical chant), combinai with Heilenistic theory (as found, for example, in 
Boethius). Medieval theorists used these systems to ciassify Intin liturgical chant into a closed system of 
eight modes. Heimich Glarean synthesizied the modai system and added two new pairs of modes in his 
aarlaarhordon (Basle, 1547). The modes he added were the Aeolian, Hypoaeolian, Ioniart and Hypoionian. 
While Walter appears to have used the Io& and Aeolian modes in some of his compositions, he rr=tains 
the traditional eight modes (in order) for his Magnificat settings. 
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creates the following temary pattern: SS-TSTS-Tï. Such a temary organktion would 

suggest both theological and lihirgical significance. 

The eight Magnificat settings are in fair1 y strict note-against-note style, to which 

Walter added interest "by means of a migrant canrusfim (in the tenor, soprano, or bass; 

also in two canonicall y related parts)" and "by the use of textures as diversifid as 

possible, including even imitative openings and five-part writing."" Each comprises six 

sections, king the even-numbereù verses (the odd-numbered vases  would have been 

Sung in choral monophony, followuig contemporary practiœ). 

The textiess 'fugues" of 1542 are actually canons, what came to be known asfugn 

ügaa in the mid-sixteenth cenhiry. Only one of Walter's hventy-seven "fuguesw is in the 

style of free imitation, and its heading draws attention to its uniqueness with the words: 

'egregiajuga. " Their intended use was pri mady pedagog ical, bearing the superscription 

'to young people, king especially easy to perforrn and practise," and noting that the 

canons were to be played bn any ins@uments of equal range, especially on cometts."" It 

is probabl y unlikely that they were used as instrumental preludes: they were more than 

likely used in the preparation of young performers training to read music in the various 

modes." Singas, tw, could benefit from reading them using the contemporasl practice of 

solmisation. Braun makes an interesthg point about the publication of these textless 

pieces: Georg Rhau, the principal puolisher in Gerrnany, was known to take the position 

that music should be servant to the text. He did not publish Walter's canons, which 

nevertheless swived in manuscript f m . l J  

Cantones Septum Vocwn (S W 5 )  

Walter wmte two cumiom lariprae in seven voices: Psalm 1 19, &anan i m m a c w ,  

in five sections; and Psdm 120 (Psalm 121 English Bible), Levavi oculos meos, in nine 

sections Psalm 119 was written for the occasion of the dedication of the first church 

building built by Lutherans, the Castle Hartenfels, in Torgau on 5 ûctober 1544. Luther 

12 Braun, xx. 

l3  rbid. 
14 Ibid., xxi. 
15 Ibid., xx. 



himself read the m o n ,  and Prince John Frederick the Magnanimous and Philip 

Melanchthon were also present at the dedication. Walter's piece, which he also presen ted 

to Duke Albrecht of Prussia the next year, is a hornage motet to the prince and the two 

reformas. Four tenor voices present a canon at the unison, while the &scant provides 

melodic cuunterpoint. The bass voice alternates between the fundamental tone c, and g, 

reciting 'Vive Luthere, vive Melanthon, vivite nostrae Lumina terme, etc." The alto voice, 

on a single note throughout the composition, recites 'Vivat, vivat I m e s  Fiidaich, vivat 

Elector et Dux Saxonum, etc." The use of the tnimpet-like aiternation in the bass voie 

may have been inspired by Dufay's Gloria Et in rem par, l6 where the two upper voices 

carry out a canai, while the lowa voies altemate c and g, adding the third of the Enad in 

the fifth m m e .  Even more stnking is the resemblance to Josquin's legendary 

composition (as describeci in Glarean's Lhkcuchordon of 1547), a setting of King 

Ludwig XII of France's favourite chanson, where a single-note part was provided for the 

King to sing (he was not very musical, we are told)." 

The second composition for seven voices, Psalm 120 (12 l), also wnsists of a 

tnimpet-like bas,  alto on a single note, and tenon in canon. The fust two verses of Psalm 

145 (146) have k e n  added, creating a nine-section composition. Probably the most 

interesting feature of this piece is the use of the first letten of each of the fifty- four vases 

to spell the following acronym: IOANNE WALTHER0 EECîORIS SAXONIAE 

'O Guillaume Dufay. 'Et in terra ad modum tubae." in LknXmiller der Todwmr in osfemeich, ed 
Guido Adler and Oswaid Koller (m Akademische Druck-U. Verlagsanstdt, 1959). Jahrg. Vn-Band 14 & 
15, 145. Walter does not imitate Dufay, however, in his use of hocket (a device, often described as a 
"hiccup," where voices altemate h m  one to the other-while one voice is silent, the other fills the gap). 
Dufay's composition is an excellent example of hocket, where the voices in question alteniate more and 
more quickiy t o w d  the end of the piece. 

17 G k e m ,  in addition to his famous anecdote, includes a textless edition of the piece, with the 
title "Ludovici Regis Franche josca cantio 4 vocum," the "Jocose song of King buis," Weinrich Glarean, 
~~, transiation, transcription and comment~~ry by Clement A. Miller, Musicological Studies 
and Documents 6 @p.: American institute of Musicolog y, 1965). 284 and 547-8. 'The song appears with 
its text in the Heer Li&& (Codex 462 der Stiftsbibliothek St. Gdlea), "but with an atîribution to 
Louis XI, who reigned 1461-1483. It bears the title C m e n  gallicum Lnrdov ici xi regis Francorum and is 
dakd Paris, 15 10. The middle voice, nota.&d as a single maxima, is d e d  the umtdenor and Lack's [sic] 
Glarean's title of vox regis, while the other voices sing a humorous French text, GIarean also tells us that 
the smg was sung in that Ianguage, but as usual does not give the text." Glarean, 33. A modern edition 
is pvided by Arnold Gerring and Hans Triimpy, eds., Das fiederbuch des Johannes Hem w n  GImus, 
Schweizensche Musikdenkmaler 5 (Basel: Batenreiter, 1%7), 92. The text reads: 'GuiUaume se va 
chaufer / Auprès de la cheminée / A m g  petit de charbon 1 Qui ne fàit point de fumée." 
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SIMPHONISTA AVTORE TORGAE (Author J o h n  Walter, composer to the Elector of 

Saxony, Torgau). 

Magru!jiccat MO torwnun (S W 5) 

The Magnificats of 1557 are the result of many revisions of the 1540 version. 

They are a polyphonic collection of pieces for two, four, five, and six voices, and contain 

one setting of the Magnificat for each of the eight modes. One setting (in the sixth mode) 

was sent by Johann Walter to Duke Christian of Wiirttemburg in 1554, to be performed by 

his 'highly reputable"" Hommorei in Stuttgart. The wmplete edition was sent to the 

Duke sometime after the pieces had been published together in 1557. This collection, 

which Otto Schroder considers to be the apex of Walter's work, msists of fifty-two 

movements (each setting contains five, six, or Seven movements): 'two are two-voiced, 

25 four-voiced, 12 five-voiced, and 13 six-voi~ed."'~ It is an example of the later work of 

Walter, to be compared with his final composition, DBs Chnstlich Kinderlied. 

Lkrr Chrisrlich Kitderlitxi D. Manini Lwhen Erhalr uns HErr etc. (S W 6)  

Walter's collection of 1566 was printed by J o h a ~  Schwertel in Wittenberg, and 

was presented to the Ernescine Duke John William. It is a collection of twelve hymns 

gathered around Luther's E M S  uns Herr (l?rewve us, Lord), with a theme of protection 

against heresy similar to Walter's 1564 poem, Lob unù Preir der himmlischen K u m  

MLLS~CQ. The pieces are scored for four to six voices, and are primanly in German 

(although three Latin pieces are present). They are polyphonic c a ~ f l m u r  settings, with 

some repeated text and use of word-painting. The collection wncludes with the hymn 

Holdseliger, mein 's H e m  Tmst (O Sweetest Cornfort of my Heart), a progressive motet 

with a text in the style of the Song of Solomon. According to Joachim Stalmann, its 

musical qualities anticipate the technique of the Weihnîzchrsliedkin of Leonhardt Schroter 

( lS86/7) with its harrnonic simplicity and varied vocal texture." 

l8 ûtto S c h ô c k ,  forward to S W 5:viii. 
l9 lbid. 
3 S î a i t ~ ~ ,  xxi, n.43. 
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Anooymous and Apparently Splinous Compositions (S W 6)  

Nineteen pieces attnbuted to W d t a  in the Werke bear no signature or reference to 

him as author in any extant sources. These are both Latin and Geman compositions, for 

four to six voies. Aiternately, those pieces which have previously been ascribed to Walter 

but are now known to be spurious are listed in the preface to Volume S i r  

The Poems Without Music (SW 6) 

Volume Six of Walter's Werke also inciudes the pœtry written by Walter which 

has no musical accompaniment These include: a motto from the title of the Gorhaer 

Cmn'ode; the %O poems in praise of music 1538 and 1564; two epiîaphs on the death of 

Luther (1546) and John Frederick the Magnanimous (1556); thme didactic and polemical 

poems in defense of Luther's doctrine and in refutation of the docaine of free will, which 

appeared in 1564; and one thanksgiving (grace at table) of 1572."" A mslation of the 

1538 poem, Lob und Preis der Bblichen Kunst Musicn, is given in AppendV; D. 

A SeIection in Detail: Holdseliaer. mein 's Herzens Trost 

As noted above, Holdseliger, mein's H e m  Trost (O Sweetest Comfort of my 

Heart) is the final hyrnn in the collection gathered around Luther's Erhall uns Hem 

(Preserve us, Lord). This particular piece is of signifiant interest because of i ts seemingl y 

secuIar tex& which reads Like a love song." Both Luther and Walter were clear on their 

view of 'carnal and lascivious songs," and even theorists like Coclico w m  againn Vile 

uses." Yet this piece was included in a collection which was not only presented to Duke 

John William for use in court, but was dso owned by the Torgau Kmorei, who 

presumably performed it in Church services. 

The text itself is framed by an equal amount of what seems to be frantic justification 

for its use. Walter provides an explanation in rhyming couplets, alternating Gerrnan and 

Latin, insisting that this is a song about love for Jesus Chna The implication is that 

Walter is very much concerned that the song might be m i m n s t d  One might wonder 

21 Sdmrinn, XXV. 
22 For a translation of the text, see Appd ix  E- 
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why he would write such a song in the first place, that king the case. The answer cornes 

from Scripture itself, h m  the Song of Solomon. 

The Song of Solomon is very much like Walter's text in its character. What seem 

to be erotic words describe the bride's body in detail, with a number of cornparisons to 

various flora and fauna In his exposition of the Song of S~lornon,~ Luther indicates a 

reluctance on the part of scholars to deal wi th this di fficult and obscure text But in the 

face of erroneous interpretations by those who "think it is a love song about the daughter 

of Pharaoh beloved by Solomon" or about 9.he union of God and the synagog," Luther 

desires to offer his own interpretation, framed by the whole of Scripture." His criteria are 

twofoid: instruction in doctrine, and consolation. These are aiteria which are in agreement 

with the doctrine of justification. 

Luther summarks his interpretation succinctly in his preface: 

But to get at the simplest sense and the real character of this book, 1 think it is a 
song in which Solornon honors God with his praises; he gives Him thanks for his 
divinely estabLished and cunfirmed kingdom and govenimenc he prays for the 
preservation and extension of this his kingdom, and at the same time he encourages 
the inhabitants and citizens of his realms to be of good cheer in their trials and 
adversities and to trust in God, who is always ready to defend and rescue those 
who cal1 upon hirn.= 

The text is also political in nature: "For this is the custom with kings and princes: they 

compose and sing arnatory ballads which the crowd takes to be songs about a bride or a 

sweetheart, when in fact they portray the condition of their state and peopie with their 

s~ngs . "~  Luther goes on to interpret the text allegorically, with the bridegroom king God 

and the bride as the Church. 

Tinctoris, as we have seen above, also reflects this interpretation of the Song of 

Solomon, indicating thaî is is a veiled affirmation of the beauty of music: 

Therefore he [God] desires to hear from his beloved spouse, which the faithful 
believe the church to be, the sweetness of the voie that only music can produce. 
For he talks to her through Solomon thus [Solomon's Song, 2:14]: 'Let me hear 
thy voice', as if he were saying: 'Because your voie is sweet, that is, melodious, 1 

23 Lectures on the Song of Solomon, delivered between 7 Match t 530 and 22 June 153 1, and 
published in 1539. L W 15: 19 1-264. 

LW 15: 194. 

" Ibid, 191. 
26 Ibid., 193. 



desire you to let me hear i t '  And God wodd not desire to hear the sweetness of 
the voie if it did not delight him in my way." 

Walter's poem, while less political than Solomon's, is also an degory based on the 

bridegroom Chnst and his bride the Church. The text is written from the perspective of the 

bride, as a love F m  of praise for her beloved, Christ Many of the metaphors include 

references to various spices, which may in themselves be allegories, but in a more generai 

sense are metaphon for the mysteries of faith. Luther describes it thus: m e s e  things are 

perceived only b y smell, in orda to express the rnystery of faith, namely, that God dwells 

among His people through a fragrance, that is, through His Word and his name.^'l The 

more explicit passages can be expiained through references to the faith: 7'0 kiss is to give 

the Word, to possess the ~ o s p e l . " ~  Luther warns against taking the text too literaliy in the 

case of the Song of Solomon: 

It is said that arnong the Jews it was forbidden for adolescents to read this 
book There are sorne who suppose that this prohibition was designed to prevent 
adolescents becoming inflamed to lust by reading i t  

For myself, however, 1 think it was forbidden rather for its difficulty, for since 
it speaks politically throughout, it seems to be of no value for the young, who as 
yet have no use for worldly &S. For even adolescents are capable of hearing 
and W n g  about young women without concupiscence if they regard them as 
God's creation. And the Holy Spirit has a chaste mouth and a pure hear& 

Accordingly, He is here speaking about the genital m e m h  as about His own 
creation, which our flesh and concupiscence misuse by their own fault, not by that 
of the Holy Spirit I say this so that no one wiU be offended by this text, which 
seems to be rather arnat~ry.~ 

Luther's words can also be applied to Walter's pœm: the reason the reader might 

fmd the poem to be canai is because of his own sinfulness. Walter seems very aware of 

that danger, and takes great pains to frame the m g  with words that c o n h  that it is a 

song about faith, not sinful desire. Taken in this Light, the m g  is a very beautifid 

expresssion of consolation, wholly appropriate and in accord with the doctrine of 

justification. 

" Tinctoris, Cornplexus effecm musices, 39. 
% LW 15208. 

Ibid., 254. 
30 Ibid., 249. 



the Affect of the Mode?' 

Walter's îreatment of HoIdseliger, m i n  'i Hemm T m  demonstrates the setting of 

an apparently secular text to a newly composed rnelody in a rnanna that is suitable for 

sacred use. Walter also addresses the oppsite problem in his music: the setting of a 

clearly sacred text to a previously existing s e c d  melody. From the approximately 100 

different rnelodies appearing in Walter's Gesmgblicher, four are designated as having th& 

origin in secular VoIkrlieder. The secuiar melodies are used for: Hem Chrirt, der einig 

Gms Suhn (I,N); the paired set O Gorf V a r ,  du hast Gewalr and Sander, dein Won 

erhbr ich nicht (I,3 1-32); Ch& m e r  Hem oa Jordan kam ( 1 , R ) ;  and, Gon hm d a  

Evmgelim gegeben (I, 73). The modes used for the rnelodies are, respectively: 

Hypolydian (ex. 1); Hypomix01ydian (ex. 2) and Lydian (ex. 3); Dorian (ex. 4); and, 

Dorian (ex. 5). While hardl y praiding any conclusive evidence, it is interesthg that none 

of the melodies uses the Hypophrygian mode. This mode, as we have been told by 

Burtius and Finck, is the one which incites the passions." 

Ex. 1. Hem Chrisr, &r einig Gom Sohn (Hypolydian) 

' It should be noted here that detcd ' - g the mode of a piece in the sixteenth cenhny involves 
more than consideration of interval relations, ambirw (range) and predominant pitches (such as  the tenor 
caidfinaiis). Modal th- also includes melodic figurations, which cunûibute to the o v d  mood or styIe 
of a particrilar mode. See Powm for a thmugh discussion of modes and an extensive bibliography. 

32 It wouid be intefesting to survey the entire contemporary literature for the use of secular 
VoklCeder to &termine what modes, if any, were avoided altogeîher. Such a pursuit is beyond the scope 
of this thesis, however. 

61 



Ex.3. SIulder. dein Won erMr ich nicht (Lydian) 



Ex.4. Ch& m e r  Hem m Jordan hm (Dorian) 

Ex. 5. Gon hat dm Evungeliwn gegeben (Dorian) 

Of aii the modes, Hypophrygian w m s  to be the least appropriate for sacred music. 

Phrygian and Mixolydian, too, with their %old characters," would aiso seem somewhat 

inappropriate. NevertheIess, they are us4 by Walter, as can be seen most clerilly in his 

settings of the Magmfïcat in all eight modes. While some modes may be more or l e s  

appropriate, whem attached to a sacred text they are perfectly suitable for Divine Service. 

Luther and Walter would concur it is the text, and not the melody, which rnakes a hyrnn 

sacred or secular. 



CHAPTER SIX 

CONCLUSION 

Johann Walter was an important figure in the history of the music of the early 

Lutheran Church. His rnelodies were to be used as canmfimzi by succeeding generations 

of composers, and are still in use in many Lutheran hymnals today. His close association 

with Luther and th& agreement on theological matters is of special interest, providing an 

insight into the motives behind wme of Walter's musical decisions. These motives tend to 

be falsely represented in the musicology of this century, painting both Luther and Walter as 

great innovators a t  the cost of tradition. It is clear that the important issue for both men 

was not reform, but confmity to the doctrine of justification.' 

By keeping the theology of the reformers in mind, the impetus behind ail musical 

reforms becornes very clear. Whereas the designaiion of matters like music as adiaphora 

rnight imply a certain freedom of refm,  iadicai measwes are tempered by the doctrine of 

justification and concem for fellow Christians. Even the matter of sacred as opposed to 

secular styles is subservient to these fundamentally theological concerns. Musicians today 

have much to leam from the example of the refmers when it cornes to new music to be 

used in Divine Service. If theology is not to be the primary consideration (as Luther would 

have it), it ought at least to be equally entwined with musical considerations. It m u t  never 

by eclipsed by them. The affect of the music to be used should be considered oirefblly 

with fellow Christians in min4 so as not to offend nor draw souls to carnal associations. 

No study of Walter or the music of the Luthemn Church is complete without 

reference to the underlying theology, espectally the doctrine of justification. The Church 

that came about as a resutt of theological r e f m  has also produced a wealth of music 

which has always been based on, and indebted to, matten of theology. 

' Even one of the most fiequently cited books on the music of the Lutheran Church fails to 
emphasill: this important theological point: Friedrich Blume. Prorestrlnr Church Music: A Hi.rrury (New 
York W .  W. N ~ o n ,  1974) tram. of Geschichre der Evangelischen Kirchenmusik (Kassel: Brirenrei ter 
Verlag, 1965). 
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LUTHER'S PREFACE TO THE GEISTLICHES GESANGB UCHLEIN ( 1524): 

TWO TRANSLATIONS 

That it is good and God pleasing to sing hyrnns is, 1 think, known 
to every Christian; for everyone is aware not only of the example of the 
prophets and kings in the Old Testament who p r d  God with song and 
sound, with poetry and psaltery, but also of the cornmon and ancient 
custorn of the Christian church to Nig Psalms. St Paul himself instituted 
this in 1 Corinthians 14 [:15] and exhorted the Colossians [3: 161 to sing 
spiritual songs and Psalms heartily unto the Lord so that God's Word and 
Christian teaching might be instilleci and implanted in many ways 

Therefore 1, too, in order to make a start and to give an incentive to 
those whoqcan do betîer, have with the help of others compiled several 
hymns, so that the holy gospel which now by the grace of God has arken 
anew may be noised and spread abroad 

Like Moses in his song [Exod. 15:2], we rnay now boat  that Christ 
is our prise and song and say with St. Paul, I Corllithians 2 [:2], that we 
should know nothing to sing or say, save Jesus Christ our Savior. 

And these songs were arranged in four parts to give the young - 
who should at any rate be trained in music and 0 t h  fine arts - something to 
wean them away from love ballads and carnal songs and to teach them 
something of value in their place, thus combining the good with the 
pleasing, as is proper for youth. Nor am 1 of the opinion that the Gospel 
should destroy and blight a i i  the arts, as some of the pseudo-religious 
claim. But 1 would iike to sec al1 the arts, especially music, used in the 
service of him who gave and made them. I therefole pray that every pious 
Christian would be pleased with this [the use of music in the &ce of the 
gospel] and lend his help if God has given him iike or greater g ib .  As it 
is, the world is too Iax and indiffaent about teaching and training the young 
for us to abet this trend God grant us his grace. Amen.' 

Every Christian knows that the practice of singing spintual songs is 
wholesome and well-pleasing unto God, for everybcxiy hows  that not only 
the prophets and kings of Inael (who pmised God with vocal and 
instrumental music, with wngs and sbinged instruments), but alço the early 
C h n s h s ,  who sang especially psalms, used music already in the ead 
stages of the Church's history. Indeed, S t. Paul encouraged the use O 
music 1 Cor. 14, and in his epistle to the Colossians he insists that 

r 
Christains a p  before God with psalms and spiritual songs which 
exnanate from the heart, in orch that m u g h  these the Word of God and 
Christian doctrine may be preached, taught, and put into practice. 

Bearing all this in mind, 1, together with several others, have 
collected a number of spiritual songs in order that a beginning rnight be 
made to prepare and gather such material and also that others, whose ability 
is greater than ours, be induced to do such work. This should be done that 
the Gospel of Jesus Christ, which through God's &race is now again king 
proclaimed, might be set going and spread among men. Thus shall we, as 
did Moses in his famous Song (Exod. 15), derive satisfaction frorn the fact 
that Chnst is the theme of our songs of praise, and thus shall we indicate 



that we desire to sing and to tell that Christ done is our Saviour, as St. Paul 
says 1. Cor. 2. 

The music is ananged in four parts. 1 desire this particulad y in the 
interest of the young people, who shodd and must receive an education in 
music as weU as in the 0 t h  arts if we are to wean them away fiom c a d  
and lascivious songs and interest them in what is good and wholesome. 
Only thus will they leam, as they should, to love and appreciate what is 
intrinsically good 1 am not of the opinion that because of the Gospel aii 
arts should be rejected violently and vanish, as is desired by the heterodox, 
but 1 desire that aU arts, paxticularly music, be employeû in the service of 
Him who has given and created them. 1 pray, therefm, that every pious 
Christian would approve of what 1 have said and, if God has endowed him 
with the necessary talents and ability, help M e r  the cause. Unfortunately 
the world has becorne lax towards the mal need of its youth and has 
forgotten to train and educate its sons and daughters dong the propa lines. 
The welfâre of our youth should be our chief concem. G d  gmnt us His 
grace. Amen .' 

' Buszin, "Luther on Music," 87. 





S W T i t l e  
1 1 Komm IIeiliger Geist, Ilerre Gott 

Luther-Veni sancte spiritus, sequenca for Pentecost 
Eady church 

Tepic; Pentwost 

1 2 Komm Gutt Schopfer, heiliger Geist 
Luther-Verii crenfor spirifus, hynui for Pentecost 

Melody; Early c h w h ,  with m l i s m t i c  additions 
Pentecost 

1 3 Gort sei gelobef und gebenedeiet 4 
Text; Luther's alteration of an old C q u s  Christi text, hiit i i ~ d  i ime for processions than for High Mass 

Melodv; Likewise pre-Refomtional 
Tcinic: Postcamrnunion sony of thanks 

1 1 Ein  neues Lied wir heben an T 4 6 6 4 4 4  
01 && Luther-on the mrirtydom of Aiipiistim monks Heinrich Vms and Johann ven den Eschen. on the 1 Jiily 1523 at Bmsszls 

M&& Kade has Walter as its inventor, but Fischer and Moscr çlttim it was Luther 
Top& Mmtyniom 

1 5 Dein armer Ilauî, Ï Ierr ,  tut k l a ~ e n  
W Walter-after a pxrn by Michael S tyfel (Stifçl, Stieffel) on P ~ l m  10 

&l~Iwiy; Waltm-according to Zahn 
Topic: ûverthrow of the W ic k d  

1 6 Ach Gotl w m  i l immel sieh clorein T 4 8 8 6 6 6  

Afier Luther's setting of Psalni 12 
Mdtnlu; Walter's is the earliest example of this miich-iisd timc; Moser siiggests thnt either Luther or Walter niodelled it on nn iinknown folksong 

Word of G d  or Christ's Church 



1 8 Es woll! uns Col t  genadig sein 
Texl: Lut her-Pmlm 67 

Meldv; Walter 
TODiç: Psalm 67 

1 9 Es wollt uns Golf genadig sein 
Luther-Psalm 67 

Meludu; Walter 
ToDiç; Psatrn 67 

m 1 10 Erbarrn dich rnein o ilerre Goti 

Eckart Hegenwalt-Psalm 5 1.5 verses 
MeloJY; Walter 

Topic: Penitence, Psalm 5 1 

1 11 Nu freut euch lieben Christen gmein 
Luther 

Melodv; Walter 

1 1 2  Mensch willst du leben seliglick 
Luther 

MeloJy: Walter-kgins the sam as Erhnn dich ttreitr, o Herw Gotr 





SN 3U.e 
1 1 9 l lerr  Christ, der einig Gorrs Sohn 

Test; Elisabeth Creutziger-5 stanms 
M S y ;  B a d  on a wular folk nielody which can ht: found in the Lmhanwr Liederbuch 

1 2 0  Es ist das Ileil uns komrnen her 
Te& Paul Sprtitus 

Meldly; Walter, oldcst source is a hroad9heet h n i  1523 
Tapic: Jilstification (Romans 3:28) 

1 2 1 Eine Feste Burlp 
Luther 

Meldv: Luther 
Topici Psalm 46 

-I 1 2 2  Eirie Fesfe Burg, ad aeguales + W L u i h t x  
Mel(d~: Luther 

fipic; Psalm 46 

1 2 3  Wir glauben al1 an einen Gotf 
Text; Luther's rewriting of a pre-Rztormation Lied 

Melcwlv: Nicofniis von CM! (1417)-arliest soime 
Topic: Gernian C d  

1 2 4 Mrir glauben al1 an einen Gof f  
Text; Luther's rewriting of a pre-Refomi~t ion Lia/ 

Meltnlv; Nicalaiis von C m 1  ( 14 17+~rliest source 
Gerrnan C d  





. . . .  er in hditrya 

Titie VQC' ~ 1 J 5 3 7 j 3 1 4 4 ~  
1 3 1 0 Gotr Vater, du hnst Gewalt 4 31 31 
'&& Contrafachun on a secular Lied by Hans Saclis, Acli, Jl~pit~r,  heur cfuj?fiewcrlt, clirisfliLnlr iurerden 

&Iel(dy; Presumably a l l i d  with the .secular Lid  
Christ & sinner converse (no. 1 )  

1 3 2  Slinder, dein Wort erhor ich nichr 4 
Text; Contrafachun on a secular Lied by Hans Sachs, Ach, Jupiter, hetst dttJ gewalt, c*liri.dicli wrrruitw 

Melod_u; Presumably allied with the seculsr Livd 
Toviç; Christ & sinner converse (no. 2) 

1 3 3  Nu bitten wir den heiligen Geist 
&& Luther, based on a sermon by Berthoid van Regenshiug (d. 1272) 

Mcludr; Pre-Refomtional, probaMy Gennan 
Toiiiç: Pentaost 

4 1 3 4  N u  bitten wir deri heiligen Geist 
W Luther, hase. on a sermon by Berihold von Regenshiug (d. 1272) 

Meldv: Pre-Reformational, pmbahly G e m m  
ToDiç; Pentecwt 

1 3 5 Dies sind die heilgen zehen Gebot 
Luther 

Me1tx.i~ Walter, from a l3thcentiay Gmnan .mime 

1 3 6 Dies sind die heilgen zelien Gebor 
J&& Luther 

Melodv; Walter, tiom a 13th-century Gernim soiucr: 







w Tiile 
1 4 9  Gort der Vafer wuhn uns bei 

Text; Luther's reworking of  a pre-Refoniuitional L i ~ d  
MeloJy; h -Refomt iona l  origins, iniproved upon by Luther, Walter, or h t h  
TODiç; Trinity 

1 5 0  Ein Kindelein so ldbelich 
&& Re-Reformational 

Melod)r; Same as Der Ta8 ist soj-eude~mich, pre-Refmtional soiirct! in htin hynm Die.r crt Irairinu 
To~ ic ;  Christmas 

1 S 1 Joseph, lieber Joseph mein 
W Fragment of a pre-Re f o m  tional Jmeplilietles 

Melodv: Walter-sam as Resoner in laudibus, the well-known Querrips of the school choir 

1 5 2 Jesaia dem Prophelen 
~ ~ u t h e r  

Meldy; Luther, as affirmed by Walter. Oldest source: Luther's Deumlie Mes.re ( 1526) 
Sanctus (Isaiah 6: 1-4) 

1 5 3 Vater unser, der du bisr 
&& Walter 

MeltKlx Walter 

1 5 4 Wir glauben all an einen Gort 
Text; Luther's rewriting of a p r e - r e f m t i m  Lied 

Meltxiv: Nicolaus von Ctxel(l4 17)-rrirliest soirrce 
To~ic;  (hman C d  





w Title 
1 6 1 Emeckr hot mir das IIerze mein 

Possibly Walter ( E l i d e t h )  
b.It:Icxlv: Possibly Walter 

! 62 a) Da pucem Domine 14th section in 5 vuicesl b) iMwli uns Iferr 
Text: a )  6th-7th-cenniry Antipima pro pcrce b) Liither 

M-; a) Prohably b m d  on Veni ~denrptor ~et~iurrr b) Walter-hsed on Verii redetrrptor genliuni 
Tonic: b) Childmn's Song 

1 6 3  O Voter unser, der du bist 
Text; Source: a brûiiùsheet-Walta probably 

&l~& Walter 

1 6 4 lch ho/ /  au/ Gott 
Rob~bly Walter 

Mclaslv; Probably Walter 

1 6 5  Mag ich UnglUck nit widerstahn 4 59 65 
Thought to be Qiieen Maria of Hitngary, wifr: of King Ludwig I I  (who f d l  in tht: 1526 h~t t la  of Mohac ~gainst the Turks), sistar to Chtrrles V 

Md*; bsumabi y Wd ter 

I 6 6  In Gottes Namen scheiden (îahren) wir 

Re-Reformaiional pilgrimge Lied, 13th ceniury 
MeloJy: Walter, from a 13th-century G e r w  source 

'J'opic: Pilgrirnage 



w Title 
1 6 7 In Gottes Namen fahren wir 
W Pm-Refomtiond p i l p i m g e  Lied, 13th century 

Melodv: Walter, fiom a 13th-century Gzrrnm soiuce 
Touic: Pilgrimage 

1 6 8  Kann auch jemand der Siinden Band 
preatmably Walter 

Melorlv; p~sumably Welter 

1 6 9  Kain sich aber regen tu1 

l&& prohbly Walter 
Melodv; probably Waltm 

1 7 0  Mein Gbet nimrn auf, O Gotl 

p ~ s ~ i m h l y  Walter 
M e l o d ~  presiimhl y Wdter 

1 7 1.1 Jesus Christus unser ileiland, AuJ Rergreihenwis 
Luther, who improvd upon Joh~nn Hus' version 

Mel(K1y; Johann Hiis-Jesus Christus, rrostra snlm, yrtvrl rec Irnicrr ortrrii.~ nitiluj. 
Iopic; Communion 

1 7 1.2 Vom i i immel  hoch, Au f Rer~reihenweis 
Text: Luther 

Mekdu; Walter 
Topiç: Chfistmcis (Luke 2: 1- 14) 



. . . .  er in 

S.ML l'itle voc,  J , c 2 ~ ~ 5 2 L ; ~ 5 3 7 I S j j J S r ; ~  
1 7 2  Christ unser llerr zuni Jordan kam 4 7 2  
W Luther 

Melodv; Walter 1524 no. 12, a copy of the folk-song Au.\: iimcrn Wc~ii klagr sich eiti Hdl(l5t.h ccnhiry) 
Topiç; Baptism (Matthew 3: 13) 

1 7 3  Gott hat das Evongelium ~ e x e h e n  
Text: Erasmus Alberus 

M B  possibl y a secular folk-song 
TOD1ç; Matthew 24 

1 7 4  W'ohlauî, wohlauf mit fauter Stirnrn 
W Waltm 

Melociv; Walter 

I I  1 Deus qui sedes super thrnnum 
O Topici Gradual, 4th Sunday d e r  Whitsun 

1 1  2 Multae rrihluationes jusrorum 
To~ic; Psalm 33:20 

1 1  3 Deus misereafur nostri 
Psalm 66 





SN Title 
1 1  1 0 IIuc agite O populi 

Possibly Walter 

I I  1 1 Verbum domini manet in  aeternurn 
Melody CantusJrmus probably by Walter 

To~ic; 1 Peter 12.5 

Il 12 Ecce dies venient 
Jeremitih 3 l:3 1-34 

I I  13 Nunc dirnittis servum luum 

" Topici Lukc 2:29-32 

11 1 4 Christe gui lux es ef dies 
W 7thsenhuy hynm 

M e l d ~  Chiefly the 7thcentur-y me ldy ,  with some alterations by Walter, ns reyuirzd 

11 1 5 Christe qui lux es ef dies 
Text; 7thcentury hymn 

Melcnly; Chiefly the 7th-centiiry meldy, with some rrltzrations tiy Walter, as required 



S W m k  
11 16  Salva nus Domine vigilantes 

Text; Atiriphona ad Cotripleroriur~i 
Top& Psalm 142:4 

I I  17 Scriptum est enem 
Topici Matthew 26: 3 1 

I I  18 Cottidie (Quoridie) apud vos eram 
Mark 14:49 

00 
11 1 9 Vivo ego dicit Ilnrninus 

Tapiç; Ezekicl33: 1 1 

11 20 lnsurrexerunt me 
M c l d ~ ;  The Altus secoridus (in Vugm~v) hrings in another carir~r.sfinriirs: Ab Iioniriibiu iriquis lihurtt trie 

J'opic; Psalm 26: 12 

11 2 1 Cum rex gloriae 
&& Respurrsoriurri: Clirisri Holletfd~rt, the well-known Cmri(wri triutripltdc 







Slll rn 
11 3 4  Bonum est homini 

Ezk 2nd part: Honorabile igirur sir  irirer ortirtes corriugiuni (Helmws 13:4) 
Tepic; 1 Cor. 7: 1 & 2 

I I  3 5  Vere beafus et Deo 
T s  Perh~ps by Walter 

11 3 6  l n  tribus spiritus meus 
Jesus Sirach 25: 1&2 

11 3 7 Domine miserere, Christus Ilontinur 
Phillippians 2:8 

11 3 8  Domine miserere, Chrisfus Dominus 
To,~ic; Phillippians 2:8 

I I  39  Rex Christe factor omnium 
Tcxt; G~gory  the Great (Hyrririirî yutr~ir~~gesirrmlis); Luther drdares ttiis tiyiiiii to fw: the very Iwst 

Melodv; WaIter r i s 4  the ancient mlcdy, oniy soniewhnt rnc~liljed 



Cc) 
Cc) 





w Titie 
111 8 Es wollt uns Gott genddig sein 

Luther 
MeIodu; Wdbr 
Erziç; Psalm 67 

I I I  9 Nu freut euch lieben Christen grnein 
Teat; Luther 

M e l e  No canhis firmus 

H I  10.1 Nu freur euch lieben Christen grnein 
Text; Luther 

MeIoJ1y; Achrliederbuch (Eitlich clirisrlich Lieder), 1524, no. 1 

III  1 0.2 Durch Adams Full 
8 Tex t: Lazanis Spagler 

&lQ& Wdbr 

111 12 .1  Jesus Christus unser lieiland, der von uns den Gurtes Zorn 
Luther 

Mt&& Re-Refamtional 

111 t 2.2 \Volil dem, der in ( M e s  Forchte steht 
Luther 

Mt:Iod~; Pussibl y Luther 
Tagic;Pstilm 128 



SAY Tifle 
111 1 3 Mit  Fried und Freud ich fahr dahin 

Tent: Luther-Luke 2:29-32 
Melodrt; Prohably Liither 

Burial 

111 1 4  Wdr Goit nichf mir uns 

Texk Luîher 
Topic: Putlm 124 

111 1 5  Jesus Christus unser Ileilund, der den I'od iiberwand 
Luther 

MeIdy: Walter 

111 1 6 Jesus Christus unser Heiland, der den 7hd iiberwand 
O Luther 

Meloây; Walter 

111 1 7 I l i l '  Gott, wie ist der Menschvn Nor 
Pa111 S p m t i i s  

j'vlel(rlv; Walter 

I I I  1 Y M'ir glauben al1 an einen Goît 
W Re-Refomtioruil L i d ,  rewri t ten hy Lit hrr 

Meloûy: Traceahle to 14 17 





ALPHABETICAL INDEX TO HYMN TITLES 

1 6  Acit Gort w m  H i d  sietr darein 
Ii 27 Apprmumnt Apostolis 
II  25 Ascendu ad pmrem 
il 24 Asmdo ad puzrm 
1 15 Aus riefer nor 
II 4 B P m i d s  
II 5 Beati mentis 
II  34 Bonurn esr hornini 
1 26 Chrisr isr ersranden 
1 55 Christ ist erstanden 
1 27 Chrisr irr etsta~zden (ad D. A TB ) 
m 21 Chnst isr erstanden, ad squales 
I 56 Chrisr ist erstandm , Auf Bergrme?hen weis 
m 6.2 Chrkr lag in Todes M e n  
m 6.1 Chrisr h g  in Toda &utden 
1 7  Christ la8 in Todes M e n  
1 72 Chrisr u ~ r m  H m  zurn Jordan kmti 
II  15 Christe qui lux es et dies 
iI 14 Christe qui lux es a dies 
1 38 Chrisrum wir sollerr lober1 schon 
1I 18 Conidie (Quaidie) apud iws marn 
II 21 Czu~ rtx gloriae 
1 58 a) Da pacern Domine b) Vmleih uns Fritden 
1 62 a) Da pacern Domine b) Erlralt uns H m  
1 5  Dei11 amer H a i  Hm, tut Hagen 
II 3 Deuî nliseremur nostri 
II 1 Deus qui sedes super rhronum 
1 35 Dies sird die Ireilgen zehen Gebot 
1 36 Dies sind die heilgen zelren Gebor 
11 37 Dornine miserere, Christus Dorriinur 
II 38 Domine miserere, Ch risrus Dom in us 
m 10.2 Durch A d m  Fa12 
1 42 Durch Adm Fa11 
II 12 Ecce dies \vruenr 
1 10 E r b m  dich mein o Herre Gon 

Erhalt uns H m  see Da pcem Domine (1 62) 
1 61 Enveckf bat mir dm Heriy ntein 
1 20 Es ist dm Heil uns kununen hm 
1 4 0  Er spticiu der Unwleiren Mund 
1 8  Es wollt uns Gort g e d i g  sein 
1 9  fi wollt uns Gott g e d i g  sein 

III 8 Es wollt uns Gotr genadig sein 
U 40 Exigius addif M'rer concordia 
1 21 Eine Feste Burg 
1 22 Eine Fesre B u q ,  ad aequales 
II 23 Fesrum nunc celebre 
II 22 Fatum nunc celebre 
Il 41 Foelices ter er amplius (Laus Matrirnonii ex Horatio) 
I 17 FrStilich wollen wir AlieZuja singen 
1 13 Geiubet seist du Jesu Christ 



Gelobet seisr du Jesu Christ 
G d  mir, H m ,  ewigm Gon 
Gott der Vater wohn uns bei 
Gort der Vater wohn uns bei 
Gort l m  d a  Evangeliwn gegeben 
Con sei gelobet und gebenedeim 
Gort sei ~elobet und gebenedeiet 
Helius e v i r e  fibanus 
H m  Chrisr, der einig Gorts Sohn 
Hilf Gon, wie isr der Menschen Not 
Hilf Gort, wie ist der Menschen Nor (umgearbeiter) 
Huc agire o populi 
Ich hoffauf Gort 
In Gon gela& ich 
In Gottes Namen fahren wir 
In Cottes Nmen scheiden fuiwen) wir 
In tribu spirifus meus 
insurrexmurtf me 
Inrm natos rnulierum 
Isri sunt sancsi 
Ite in orbern unirmum 
Jesaiu d m  Propheten 
Jesus Christus unser Heiland, Auf Bergreihenweis 
Jaus ChrrSm unrer Heiland, der den T i  iibmcutd 
Jesus ChnSlus u m  Heiland, der den Tod abenz.and 
Jesus Christus unrer Heiland, der den Tod übenuand 
Jesus Ciwirtus unser Heiland, der run uns den Gottes Zorn 
Jesus Chrirtus unser Heiiand, der von unr den Gones Zorn 
Jottannr Enut bin ich getauj? 
Joseph, Iieber Joseph rnein 
Kain sich otwt regen rut  
Kann auch jsnarui der Sdnden &urd 

Ein Kirtàelein so lobelich 
Konm Gotr Sclwpfer, heiliger Geisr 
Konun Heiliger &kt, Hme Gort 
KaRn ist der Mann 
Lauàate Dominunr ontna genres 
Mag ich Unglück nit widerstahn 
Mein Gber nimm aux O Gort 
Mensch willst du leben seliglich 
Mir F r d  und Freud ich fahr dahin 
Mit Fried und Freud ich fah &/un 
Mitten wir irn Leben sind 
Mitten wîr im Leben sind 
Minen wir irn Leben sind 
Muirae tribfuatiom junonun 

Ein wues Lied wir heben un 
Non moriw sed vivam (tectio) 
Nu birten ~ i r  den Iteiligen Ge& 
Nu bitren wir den heiligen Geist 
Nufieut euch lieben CIuisren gmein 
NuJieut euch lieben Chrisren gmein 



NU fieut eucit lieben Christen grnein 
Nu korrirn der Heidert Heiland 
Nu la@ uns den Leib begraben 
Nunc dimirris servum tuum 
O Gorr Vater, du hast Gbvalt 
O Ira beata trirzitcu 
O Varer unrer, dm du bÙr 
Regnum mundi et ontnem. aâ aequales 
Reple ruomnt corda 
Rex Christe facor omnium 
Salus populi ego s m  
Salva nos Domine vigilantes 
Scriptun est enem 
Sede a demis m e i ~  (derselbe Tommz..) 
Sedit argelus ad sepulcrurn (Cnrcifimnr in came Nolire tùnere) 
Scinder, ddein Wort erhor ich nich 
Te decer H_~12nur deus 
Te demi laudamus 
V m  umer in Hintdreich, Auf Bergreiltenweis, ad aequales 
Varer umer, der du bisr 
Verbm car0 factuni est 
Verbutn domin i manet in aerernurn 
Vere bearus et Deo 
Vetleih unr Frieden see Da p c m  Domine (1 58) 
f ias r u  Dornine demorrstra 
Viw ego dicir Dontinus 
Vom Himnrel Iwcft, Auf Bergreifrertweis 
Vox ~trultarionis 
Wdr Gon niclu mit uns 
War Gon nich mir uns 
Wir glüuben all an eiriea Goff 
Wir glliuben al1 an einerl Con 
Wir glauben ail art eirten G m  
Wir glduben all an einerr Gon 
Wir &luben alf art einen Gorr 
Wu Gon der Herr nich bei uris hait 
Wohl d m ,  der in Cotres Forclire sreh 
Wohl dem, der irr Gortes Furch stelit 
Wokfauf: wohlauf mir laurer Srimni 



APPENDIX C 

INDIVDUAL GERMAN SONGS AND LATIN MOTETS NOT INCLUDED IN THE 

Title 
Grates nunc ornes rtddamus Domino Deo 
In dulci iubilo 27 
In dis piiri ficatianis Mariae; htroitus w/ Vmus:ln civitate Dei 28 
Et cum indument puerum Jesum; w/ Cantucum Simcx>nis 30 
Spritus Domini q l e v i t  d m  tmdcum wNersus 36 
V a i  pater paupmm 40 
H y mnus de Ascemione 43 
Ego sum rsurrectio et vita 48 
R e s m x i t .  Quid quaerîtis vivatem cum mortuis 49 
Domiuicis didus; w/ Responsorirun: Deum timt: 53 
Lucis m t o r  optimc: (part of III p53) 58 
Crux fidslis 59 
Vivo ego, dicit Domiaus 62 
Confiteh tibi Domine 63 
Pars m a  Doniinus 63 
Bonum est viro 65 
Ein fiste Bug ist unsc=r Gott 66 
Vom Himmel hoch, da komm ich hm 66 
Quatuor in Unisono post Tria Tempora; Qui Musicam colwit 67 
Quatuor in Unisono post duo Tempora; Vivat Carolus 68 
H ymnus de Sancto Johanne: Aetmo gratias patri 69 
HerJiit tuf mich erfeuen ( 1552) Ein neua Bergreihen vom dem jiingsten Tage und ewigem hbrn 73 
Wach au/. du deu<scher Land ( 156 1 ) Ein neus chnstlichs Lied, daduch Deutschland atr B d e  mnah.net 76 



APPENDIX D 

LOB UND PREIS DER LOBLICHEN KUNST MUSlCA DURCH H. JOHANN WALTER. WIR'ENBERG 1538. 
Lob und Preis der loblichen Kunst Musiçil 
Diewiel sich jedermann befleat, 

Die Kunst, zu welcher er geweist, 
Zu loben sehr, mit Ruhmgeschrei, 

Erf i l t ,  wo sie herkommen sei, 
So will ich auch zu dieser Fahrt 

Von Musik-Kunst, so vie1 ich g'lahrt, 
Ich Ehr und Stark, was Nutz sie schafft, 

Vermelden, wo ihr Grund behaft. 
Nachdem der ewig gütig Gott 

Den ersten Mensc h geschaffen hat 
Mit seinem Weib, sie beid gesetzt 

In Gartens Lust, und ihm zuletzt, 
Mit Ernst geboten und gesagt: 

w 
Das ist mein Will, undmir behagt: 

Von allerlei Baum in Garten 
Sollst du essen und dich warten; 

Allein von Baum, dadurch man kennt 
Das Bos und Gut, so dich verblendt, 

Sollst du nicht essen, sag ich dir. 
Denn wo du wirst nicht folgen mir 

Und welches Tags du davon iBt, 
So bald gewil) des Todes bist. 

Auf solch Gebot da kam die Schlang: 
Mit List sie zu dem Wieb eindrang, 

Mit süBen Worten sie betrog, 
Dall sie die Fnicht von Baum abzog 

Und aB und gab auch ihrem Mann. 
Ihr Augen wurden aufgetan, 

Erkannten, daB sie nacket warn; 
Die Sünd ihn' solchs tat offenbarn. 

Erst sahen sie, wie sie hatten 

In Praise of the Noble Art of Music 
Al1 those engaged in any art 

Wili highly praise iis every part, 
Tell where it came from, trace its rise, 

And laud its virtues to the skies. 
Thus 1 tell, adding to those throngs, 

What art to Musica belongs, 
Her status, power, the good she brings, 

And from what noble roots she springs. 
When Our etemal gracious God 

Had fashioned Adam From the sod 
To give him joy throughout his life 

In Eden's garden with his wife, 
God told him: "Eamestly obey 

What 1 command you here today: 
Eat any h i t  from any tree 

That in this garden you may see 
Except that tree whose fhit bnngs in, 

Besides known good, the taste for sin. 
1 tell you, do not eat of it, 

For when into tbat h i t  ou've bit 
Against my will, at once wi r 1 loom 

Your sentence unto death and doom." 
Thus God spoke. Then the serpent came 

With honeyed guile to cal1 Eve's name. 
The wish to sin in her he woke; 

So From the tree a h i  t she broke 
And urged the man to eat it too. 

At once they saw God's word corne tme; 
With sinner's eyes they saw as shame 

Their nakedness, once free of blame. 
And, knowing that they had transgressed 









Holseliger, mein's Herzens Trost, 
mein Blümlein von der Liebe, 

dein Lieb mich hat aus Not erlost; 
darum will ich mich üben, 

daB ich je Ihger je lieber dich 
von Herzen mkht  gewinnen, 

bei dir mich Freuen ewiglich, 
in deiner Liebe brennen. 

Mein Augentrost, mein's Herzens Licht, 
mein Tausendschon und Leben, 

Henlieb, ich bitt, ver@ mein nicht, 
wollst mir das Herzkraut geben, 

daB ich in dir fiisch wohlgemut 
dein frewidlich Wort kann merken. 

Dein Trost mein Herz erfî-ischen tut, 
gibt Lieb und Seele Starke. 

Dein Wort schrneckt si8 wie Himmelsbrot, 
gibt Kraft, wie Balsam pfleget; 

g es trostet mich in aller Not, 
mich auch erhalt und triget. 

Dein Kleider reichen lieblich schon 
wie Spica und Lavendel, 

wie Rosmarin und Majoran, 
wie Thymian und Quendel. 

Der Buhle dieses Liedes ist 
Der wahre Gott, Herr Jesus Christ. 
Harmonicis istis numeris cantantur amores 
Christi, qui sumpsit virginis ossa Deus. 
Die Seel halt ihre Buhlschafi rein 
Mit Christo, Gottes Sohn allein. 
Ipsa anima aetemo Christo constanter adhaeret, 
Hunc cupit, hunc optat, somniat atque colit. 
Die Seel halt ihre Buhlschaft rein 
Mit Christo, Gottes Sohn allein. 

Lovely comfort of my heart, 
my I i  ttle flower of love 

Your love has saved me from need; 
For that reason I want to pactise, 

That 1 may win you from hearts, 
the longer the better, 

1 may be pleased with you forever, 
1 may burn in your love. 

The comfort of my eyes, the light of my hem, 
my daisy and lives. 

Sweetheart, 1 beg, forget me not, 
you wanted to give me the hem-herb, 

That 1 can observe freshly and cheerfully 
your fnendly word in you. 

Your corn fort does refresh my heart, 
gives love and soul strength. 

Your word tastes sweet like bread from heaven, 
gives strength, corn forts like a balm; 

It cornforts me in al1 need, 
also receives me and carries me. 

Your clothes extend deligh tfully beauti fully 
like spica and lavender, 

Li ke rosmary and marjoram, 
li ke thy me and quendel. 

The dearest beloved which 1 have, 
1s Christ, his inercy, spirit and sacrifice. 
Christ the beloved is not to kiss that which is in this world, 
Of that is fie requiem in love for me. 
The sou1 holds its beloved's stem purely 
With Christ, God's only son. 
The very soul adheres for etemity to Christ, 
Desires this, prays for this, dreams and even worships. 
The sou1 liolds its beloved's stem purely 
With Christ, God's only son. 



Ipsa anima aetemo Christo constanter adhaeret, 
Hunc cupit, hunc optat, somniat atque colit. 
Dies Lied vie1 guter Kriiuter nennt 
Wohl dem, der sie recht geistlich kennt. 
Multa f m n t  herbae secum mysteria nostrae. 
Quae bene si studeas nosse, 

beatus eris. 
Wie lang die Seel im Glauben steht, 
So lang die Buhlschaft reine geht 
Oscula donec homo Christo pia figet amant., 
Perpetuum sacri foedus amoris erit. 
Dem Herren Christo singe ich 
Dies Lied zu Ehren ewiglich. 
Haec Christo Musisque ouio, nam t e m p e  nostro est 
Optima res precibus Musica mixta piis. 

Mein Ehrenpreis allein du bist, 
mein Herzblum, die mich labet; o kein Mensch wiedu so schone ist, 
von Gottes Gnad begabet, 

dei n Angesich t is t wohlgestal te 
und alle Glieder lieblich 

deine Schone und Tugend ungeziihlt, 
ist Nes an dir Freundiich. 

Lieb Auglein und fein gilblich Haar hast du, 
die mir gefallen; 

dein Mund ist rot wie Purpur zwar, 
der liebet mir vor allem, 

ich denke an dich Tag und Nacht, 
von deiner Lieb' ich singe, 

mein Seel und Geist dein fiohlich lacht, 
vor Freuden oft ich springe. 

Mein hdchster Schatz, ich bitte dich, 
du wollst dich mein erbarmen; 

gib mir dein' KuR und herze mich, 

The very soul adheres for etemity to Christ, 
Desires this, prays for this, dreams and even worships. 
This Song narnes many good herbs. 
Well that which knows it quite spintually. 
Many tliings will be herbs, like Our mysteries themselves. 
With what good things will you be blessed, 

if you are diligent in ours. 
As long as the soul rernains in the belief, 
The beloved's stem is pure. 
Kiss affectionately while man crucifies the faithful for Christ. 
It will constantly be love's offence of a sacred thing. 
1 sing this Song forever 
in honor of the Lord Christ. 
I sing this music to Christ, for it  is our time. 
The best thing for intercession is music mixed with faith. 

Y ou alone are my special prize, 
the flower of my heart, which refreshes me. 

No person is as beautiful as you, 
endowed in God's mercy. 

Your countenance is well-proportioned 
and ail your limbs are lovely. 

Your beauty and virtue is immeasurable, 
everything in you is kind. 

You have sweet little eyes and finely yellowed hair, 
which 1 like. 

Your mouth is red like purple of course, 
which is dearest to me above d l .  

I think about you day and night, 
1 sing about your love. 

My sou1 and spirit laugh cheerfully for you, 
1 often jump for joy. 

My greatest treasure, 1 ask you, 
will you move mine to yours; 

Give me your kiss and hug me, 
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