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PREFACE 

Johann Jakob Walther (c. 1650-1717) was one of the most important 

seventeenth-century composers of music for the violin. In spite of 

Walther's contributions to the violin repertory only a portion of his 

music is available in modern editions, and research concerning his life 

and music is rather limited. 

The earliest information concerning Walther appears in two sources, 

Johann Gottfried Walther's Musicalisches Lexicon (1732) and Ernst 

Ludwig Gerber's Neues historisch-biographisches Lexikon der Tonkllnstler 

2 
(1812-1814). Gustav Beckmann, in his dissertation. Das Violinspiel in 

3 
Deutschland vor 1700 (1918), provides additional details about Walther's 

life and also provides an analysis of much of Walther's music. Four 

other German writers have contributed further details and analysis. Adam 

Gottron provides many facts about Walther's life in Mainzer Musikgeschichte 

4 
von 1500 bis 1800 (1959), and Rudolf Aschmann, in Das deutsche polyphone 

Violinspiel im 17. Jahrhundert (1961), analyzes Walther's music rather 

Johann Gottfried Walther, "Johann Jacob Walther," Musicalisches 
Lexicon (Leipzig, 1732; facsimile rpt. ed. by Richard Schaal in 
Documenta Musicologica, Series I, No. 3, Kassel: BUrenreiter Verlap,, 
1967), p. 645. 

2 
Ernst Ludwig Gerber, "Johann Jakob Walther," Neues historisch-

biographisches Lexikon der Tonkllnstler (Leipzig: A. Kllhnel, 1812-1814), 
IV, 507. 

3 
Gustav Beckmann, Das Violinspiel in Deutschland vor 1700 (Leipzig; 

Simrock, 1918). 

4 
Adam Gottron, Mainzer Musikgeschichte von 1500 bis 1800 (Mainz: 

Die Stadtbibliothek, 1959), pp. 70-73. 

Rudolph Aschmann, Das deutsche polyphone Violinspiel im 17. 
Jahrhundert (Zurich: L. Speich, Reproduktionsanstalt, 1962). 
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extensively. Folker GBthel, in "Alte Meister: Johann Jakob Walther" 

(1950), contributes further information, commemorating the three hun

dredth anniversary of Walther's birth. Gttthel also incorporates all 

previous research in another article, "Johann Jakob Walther," in Die 

Musik in Geschichte und Gegenwart. More recently, Ulrich Holkenbrink 

has written a thesis entitled "Johann Jakob Walther's Kompositionen fUr 

o 

Violine und Generalbass" (1981). English language sources of informa

tion about Walther and his music include Isador Saslav's article, "Johann 
9 

Jakob Walther," in The New Grove Dictionary of Music and Musicians, and 

Abram Loft's Violin and Keyboard; The Duo Repertoire, Volume I, (1973). 

Additionally, the introduction and performance notes to a facsimile 

edition of Hortulus chelicus, published as volume II of Masters of the 

Violin, provide valuable information. 

Folker Gtithel, "Alte Meister: Johann Jakob Walther," Das 
Musikleben, III (1950), 254-256. 

Folker Gtithel, "Johann Jakob Walther," Die Musik in Geschichte 
und Gegenwart, ed. Friedrich Blume (Kassel: BRrenreiter Verlag, 1949-), 

Ulrich Holkenbrink, "Johann Jakob Walthers Kompositionen f{lr 
Violine and Generalbass," Thesis Mainz 1981. 

9 It 

Isador Saslav, "Johann Jakob Walther," The New Grove Dictionary 

of Music and Musicians, ed. Stanley Sadie (London: Macmillan, 1980), 
XX, 193. 

Abram Loft, Violin and Keyboard: The Duo Repertoire (New York: 
Grossman Publishers, 1973), I, 38-42. 

Johann Jakob Walther, Hortulus chelicus, facsimile of the edition 
of 1688, Volume II of Masters of the Violin, ed. Gabriel Banat, with an 
introduction by Lon Sherer and performance notes by Jaap Schroder 
(New York: Johnson Reprint Corporation, 1981). 

IV 



Of Walther's two known works, Scherzi da violino solo (1676) and 

Hortulus chelicus (1688), both of which were reprinted in Walther's 

12 
lifetime, only the Scherzi is available in a complete modern edition, 

edited by Gustave Beckmann in Das Erbe deutscher Musik (1953). 

Although there is no complete modern edition of Hortulus chelicus, 

several of the compositions in that opus have been edited and published 

separately. The most recent edition is Isidor Saslav's "Three Works 

From J. J. Walther's Hortulus chelicus" (1969), which includes 

Numbers 11, 14, and 28. Prior to that. Suite Number 2 was edited in 

12 
Each work survives in three seventeenth-century editions: 

Johann Jakob Walther, Scherzi da violino solo con il basso continuo 
(Leipzig-Frankfurt: n.p., 1676); copies are found in the SMchsische 
Landesbibliothek, Musikabteilung in Dresden, the Biblioteca universi-
taria in Pisa, and the Musashino College of Music Library in Tokyo. 
Second edition (Mainz: Ludwig Bourgeat, 1687); copies are found in the 
WUrttembergische Landesbibliothek in Stuttgart, the Musikbibliothek der 
Stadt Leipzig, the British Library, and the Library of Congress, Music 
Division. Third edition (Mainz: N. Pecoul, 1688); a copy is found in 
the Herzog-August-Bibliothek, Musikabteilung in Wolfenblittel (Nieder-
sachsen). The first edition of Hortulus chelicus was published in 
Mainz by Ludwig Bourgeat in 1688; copies are found in the libraries of 
the Gesellschaft der Musikfreunde in Wien and the Conservatoire Royal 
de Musique, and in the Bibliotheque Royale Albert ler in Brussels, the 
WUrttembergische Landesbibliothek, the British Library, and the Library 
of Congress, Music Division. Second edition^Hortulus chelicus, das ist: 
wohlgepflantzter violinischer Lust-Garten (Mainz: Ludwig Bourgeat, 
1694); copies are found in the Offentlich Bibliothek der UniversitMt 
Basel, Musiksammlung; the SHchsische Landesbibliothek, Muskabteilung; 
the Musikbibliothek der Stadt Leipzig, the Bibliotheque nationale 
(ancien fonds du Conservatoire national de musique), and the Sibley 
Music Library at Eastman School of Music in Rochester, New York. Third 
edition (Mainz: n.p., 1695); a copy is found in the Civico Museo Biblio-
grafico-Musicale in Bologna. The source for the above locations is 
Repertoire international des sources musicales. Series A: Einzeldrucke 
vor 1800, IX (Kassel: Barenreiter, 1981-), p. 170. Johann Gottfried 
Walther cited yet another edition of Hortulus chelicus (1708) in his 
Musicalisches Lexicon, p. 645, but no copy of that edition is known to 
exist. 

13 
Johann Jakob Walther, Scherzi da violino solo, ed. Gustav Beckmann, 

Vol. XVII of Das Erbe deutscher Musik (Kassel: Nagels Verlag, 1953). 
14 
Isador Saslav, "Three Works from J. J. Walther's Hortulus 

chelicus," Document Indiana University 1969, pp. 1-93. 



1930 by Max Seiffert and published as Volume 28 of Organum: Dritte 

Reihe. Suite Number 6 and Scherzo d'augelli con il cuccu (Number 15) 

were edited by Gustav Beckmann in 1921, included in a volume of musical 

examples which accompanied his dissertation, Das Violinspiel in 

Deutschland vor 1700. Finally, two movements of Suite Number 16 are 

contained in the collection, Alte Meister des Violinspiels, edited by 

Arnold Schering in 1919. The authenticity of the above editions may 

be judged by comparing them to the facsimile edition previously men-

tioned. 

The present edition, which contains Numbers 8, 15, 17, and 27, 

increases the total number of compositions available in modern editions 

to ten. In addition, the present study summarizes all of the available 

information on Walther's life, analyzes Hortulus chelicus as a whole, 

and provides more detailed analyses of the works in the edition. 

Johann Jakob Walther, Sonate mit Suite ftlr Violine und Generalbass, 
ed. Max Seiffert, Vol. XXVIII of Organum: Dritte Reihe (Leipzig: Kistner 
& Siegel & Co., 1930). 

-] fi 

Johann Jakob Walther, (Sonate) Scherzi d'augelli con il cuccu, 
(1688), and Suite (1688), ed. Gustav Beckmann, Beiheft zu Das Violinspiel 
in Deutschland vor 1700 (Berlin und Leipzig: Verlag N. Simrock, 1921), 
Simrock Volksausgabe 526, Heft 4, Nr. 10 and 9. 

Johann Jakob Walther, "Praludium und Variationen," ed. Arnold 
Schering, Alte Meister des Violinspiels (Leipzig: C. F. Peters, 1909), 
pp. 72-77. 

18 
Walther, Hortulus chelicus, facsimile ed. Masters of the Violin. 
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PART I 

INTRODUCTION 



CHAPTER I 

HISTORICAL BACKGROUND 

Development of Violin Technique 

The violin music of Johann Jakob Walther (1650-1717) represents 

the culmination of the advances in violin technique in the seventeenth 

19 
century, causing him to be called the Paganini of that century. Gustav 

Beckmann notes that Walther, in the Capricci, a passacaglia with fifty 

variations over the descending C Major scale (Hortulus chelicus. Number 

XXVII), "laid down the quintessence of his art of violin playing and 

20 
achieved a virtuoso work which has no equal in the seventeenth century." 

Therefore, any discussion of Walther's writing for the violin must be 

preceded by an investigation of the development of idiomatic writing 

for the violin in the seventeenth century. 

Prior to the seventeenth century, in the formative stages of 

violin playing, technique of the instrument was directly related to its 

use in dance music or as accompaniment to singing. The range was limited, 

avoiding the G string and not venturing beyond the first position on the 

E string. Wide leaps were avoided, since melodies were folk-like and 

singable. Rhythm was often strongly accented and regular, suitable 

for dancing. 

At the beginning of the seventeenth century, as national styles 

began to emerge, there were two main lines of development. The French 

and English composers continued to write for the violin in the rhythmic. 

19 
David Boyden, The History of Violin Playing from its Origins to 

1761 (London: Oxford University Press, 1965), p. 212. 
20 
Beckmann, Das Violinspiel, p. 63. 

1 
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simple style appropriate to the dance. The Italians went beyond the 

dance however, and in their development of abstract musical forms such 

as the canzona and the sonata, exploited the expressive qualities and 

advanced the technical capacity of the violin. They also transferred 

the new, idiomatic violin style to obbligato parts in opera and con

certed forms of vocal music. It was in this development of virtuoso 

technique that the German violinist-composers followed their Italian 

models. 

Although the range remained somewhat limited in the first half of 

the seventeenth century, by 1649 Marco Uccellini (1603-1680) was calling 

21 

for the sixth position. As a rule, however, the Italians did not ex

ploit the higher positions so early; most of Corelli's music, for example, 

is playable within the first three positions. 

As the Italian sonata developed, the composers of violin music 

created a more flexible and varied bowing style. Francesco Rognoni 

(d. 1626) described slurred staccato and syncopated bowings in his 

22 
treatise, Selva de varii passaggi secondo I'uso moderno (Milan, 1620). 

Composers for the violin borrowed freely from techniques developed 

for other instruments. Claudio Monteverdi (1567-1643), imitating the 

technique of the plucked string instruments, indicated pizzicato in 

his dramatic cantata, II Combattimento di Tancredi e Clorinda (1624), 

23 
instructing the violinist to pluck with two fingers. Carlo Farina 

(c. 1600-c. 1640), in his pizzicato passages, asked the player to hold 

21 
Boyden, History, p. 110. 

22 
Cited in Boyden, History, pp. 164-65. 

23 
David Boyden, "Violin," The New Grove Dictionary of Music and 

Musicians, ed. Stanley Sadie (London: Macmillan, 1980), XIX, 835. 
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the violin under his right arm, plucking it "as if it were a regular 

24 
Spanish guitar." Scale passages and figurations, called passaggi, 

were used for voice, viol, and keyboard long before they were mentioned 

by Francesco Rognoni in 1620 as the violin's prerogative. Double 

stopping, long used in the literature for viols and lutes, was a part 

of violin technique from the beginning. Violinists exploited multiple 

stops, including three- and four-voiced chords and counterpoint, from 

the beginning of the seventeenth century. Scordatura, intentional mis-

tuning of the strings, is another technique common to lute and guitar 

literature which was adapted to music for the violin. Biagio Marini 

(c. 1597-1665), for example, indicated scordatura to facilitate playing 

continuous passages in thirds or consecutive chords of three or four 

voices, which would be awkward on a normally-tuned violin. 

In Germany the development of violin composition took a slightly 

different turn. The early Germans, Hans Leo Hassler (1594-1612), 

Michael Praetorius (1571-1621), and Johann Hermann Schein (1586-1630) 

were more interested in dances as instrumental interludes in their great 

vocal works than in the new Italian solo sonata or the new violin tech

nique. Some early Germans wrote more technically demanding music for 

violin, among them Johann Schop (d. 1667), who became a famous violinist 

and wrote quite difficult music, including double stops and trills in 

sixths. Another figure, the organist Johann Erasmus Kindermann (1616-

1655), wrote a collection of music for violins, Canzoni, sonatae (1653), 

25 
in which he used scordatura, perhaps for the first time in Germany. 

24 
Boyden, History, pp. 166-71. 

25 
Harold E. Samuel, "Johann Erasmus Kindermann," The New Grove 

Dictionary, X, 62-64. 



Heinrich Schlitz (1585-1672), who studied with Giovanni Gabrieli 

(1557-1612) and Claudio Monteverdi in Italy, wrote in the modern, 

Italian manner in his concerted vocal pieces, Sinfonie Sacrae (1647). 

In the preface of this work he cautioned German violinists about the 

technical difficulties therein, implying that German technique was 

less advanced than Italian. Undoubtedly the severe disruption of 

cultural activity caused by the Thirty Years War (1618-1648) was a 

"ye 
factor in the slower development of violin playing in Germany. 

The Italian influence on the German composers of violin music 

increased in the 1620s with the employment of prominent Italian vio

linist-composers in the German courts. Carlo Farina and Biagio Marini, 

who both began as violinists under Monteverdi at Mantua, were most im

portant in bridging the gap between the relatively simple early German 

style and the advanced style of Johann Jakob Walther and his contemporary, 

Heinrich Ignaz Franz von Biber (1644-1704). 

Farina went to Dresden in 1625 as concertmaster under Heinrich 

Schlitz and remained there for four years, after which he can be traced 

to Danzig in 1637. His importance lies in his innovations in the realm 

of violin technique, especially in the use of special effects such as 

glissando, col legno, tremolo, pizzicato, sul ponticello, sul tastiera, 

and syncopated bowings. Most of his music is programmatic, imitating 

barking dogs, crowing cocks, and other natural sounds. The most famous 

of his works is the Capriccio stravagante of 1627, which David Boyden 

n27 
calls a "regular grab-bag of violin tricks." 

26 
Boyden, History, p. 136. 

27 
Boyden, History, p. 130. 



Marini served at the Wittelsbach Court at Neuburg intermittently 

28 
from 1623 to 1649. He was one of the first violin composers to write 

scordatura, which he notated at pitch rather than the more customary 

hand-grip notation. In his Opus 8, Sonate, symphonie, canzoni (1626), 

he used scordatura, double stops, higher positions, complicated string 

crossings, and running passages. Although this work was first published 

in Venice, it was probably written while Marini was in Germany. Accord

ing to David Boyden, both Marini and Farina "learned from the German 

29 
style, especially in the matter of double stops." 

Johann Heinrich Schmelzer (1623-1680), who was probably Biber's 

teacher, was a violinist in the Viennese court chapel from 1649-1680. 

His sonatas for solo violin and continuo, Sonatae unarum fidium (1664), 

"emphasize the variation form, which serves as a vehicle for a virtuoso 

technique including runs, figures, arpeggios, some double stops, and a 

30 
range through the sixth position." Schmelzer used scordatura, but 

sparingly. 

Thomas Baltzar (1630-1663) was a violinist from Lllbeck who was a 

highly paid chamber violinist at the court of Queen Christina of Sweden 

31 
(reigned 1644-1654) before settling in England about 1655. He was the 

first German violin virtuoso heard in England, where he astounded them 

with his technique, which was described by Sir John Hawkins: 

He then saw him run his Fingers to the end of the Finger-board 
of the Violin,and run them back insensibly, and all with alacrity 

28 
Thomas D. Dunn, "Biagio Marini," The New Grove Dictionary, XI, 

pp. 685-6. 

29 
Boyden, History, p. 135. 

30 
Boyden, History, p. 224. 

31 
Boyden, History, p. 144. 



and in very good tune, which he nor any in England saw the like 
before . . . thereupon the public Professor (the greatest Judg 
of Musick that ever was) did, after his humoursome Way, stoop 
downe to Baltzar's Feet, to see whether he had a Huff on, that 
is to say, to see whether he was a Devil or not . . . .^^ 

After 1650, while the Italians were concentrating on the violin's 

expressive bel canto character and developing the sonata, the Germans 

expanded and exploited the technical possibilitiies of the violin. The 

most important Germans in the technical advances of the late seventeenth 

century were Heinrich von Biber and J. J. Walther. One can find simi

larities in the styles of these two most important seventeenth-century 

German composers of violin music. They both used much contrapuntal 

writing involving double-stops and chords, advanced bowing techniques, 

and an expanded range reaching the seventh position. But there are 

some fundamental differences between these two prominent Germans. 

In general, Walther was a virtuoso who wrote only for the violin, 

while Biber as a well-rounded musician who wrote for various combinations 

of instruments and voices. Walther spent most of his life, not as a 

professional musician, but as an Italian secretary to the Elector of 

Mainz, writing for the violin as an amateur in the true sense of the 

word—as one who does something out of love for the task. Biber, on the 

other hand, was a professional musician, spending much of his life as 

Kapellmeister in the service of the Archbishop of Salzburg. Although 

they both wrote descriptive music, their approaches were totally differ

ent. Biber's pictorial music is much more subtle, painting moods, while 

Walther's is more naively literal, realistically imitating sounds such 

32 
Sir John Hawkins, A General History of the Science and Practice 

of Music (London: Payne and Son, 1776), II, 681. 



as the cuckoo, the hen, and the nightingale. Their respective attitudes 

toward scordatura were strikingly different. Biber developed it to an 

amazing degree, using the technique not only to simplify otherwise im-

33 
possible passages, but for its unique coloristic effects. Walther 

spoke out in favor of a violin tuned in perfect fifths in the preface to 

Hortulus chelicus, speaking of the terrible aural effect of a mis-tuned 

. , . 34 
violin. 

The German contribution to the evolution of violin music in the 

seventeenth century is mostly evident in the area of virtuoso technique. 

The violin music of Biber and Walther might be considered, musically 

speaking, less worthy of the effort required to perform it than that 

of their Italian contemporary, Arcangelo Corelli (1653-1713), but the 

technical advances they made helped to prepare the way for the violin 

music of Johann Sebastian Bach (1685-1750). As David Boyden says, 

"the multiple stops of [Bach's] polyphony are a continuation of the 

German violin tradition of a earlier generation, notably of Biber and 

35 Walther." And of the specific importance of Biber and Walther in the 

development of the German violin technique, Boyden says, "the chief 

technical advances of the German school can be summarized in three 

printed collections: Biber's Mystery Sonatas [1676], Walther's Scherzi 

(1676), and Walther's Hortulus chelicus (1688)." 

33 
For a study of the coloristic effects of scordatura in Biber's 

Mystery Sonatas see: Kurt Oilman, "The Importance of Scordatura in the 
Mystery Sonatas of Heinrich Biber," Thesis, Texas Tech University, 1977, 

Johann Jakob Walther, Hortulus chelicus, the preface. 

35 
Boyden, History, p. 349. 

Of. 

Boyden, History, p. 224. 
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The Development of Musical Forms 

As instrumental music came into its own, composers were faced with 

the problem of achieving length without the support of a text. In the 

seventeenth century, the most common forms included the variation, the 

suite or partita, and the sonata or canzona. 

Among variation types, the Italian passacaglia or ciaccona of the 

sixteenth century (passamezzo, romanesca, Ruggiero and folia) continued 

to be developed and were fused with monody and the new continuo style. 

The new style also included the newer baroque basso-ostinato variations. 

A type of variation closely related to the ostinato is the thoroughbass 

(or strophic) variation. The main difference between the ostinato type 

and the thoroughbass type lies in the comparative lengths of the bass 

melodies, which in the latter type is longer, extending for an entire 

section of a work in some instances. Melodic variations also became 

important, being described by Johann Gottfried Walther in his Lexikon 

as the process by which "a simple melody is altered and embellished by 

the addition of smaller notes in such a manner that the basic melody is 

37 
still perceived and comprehended." 

The variation was especially popular in Germany > with two distinct 

lines of development. In the north and central parts of Germany, where 

the chorale variation was the most important type, the techniques were 

derived from the English virginal and organ school and from the old 

German fundamentum practice. The variations of south Germany and 

Austria show the Italian influence as well as retaining the German style. 

Paul Peuerl (c. 1575-c. 1625) and Johann Hermann Schein laid the founda-

Walther, "Variazione," Musicalisches Lexicon, p. 628. 



tion for the German variation suite. German dance movements in the 

variation suite are connected by the use of similar opening motives and 

often the same harmonic progressions. Johann Jakob Froberger (1616-1667) 

fused Italian, French, and German elements in his variations, especially 

in the Partita auff die Mayerin, included in his Libro secondo di toccate 

(1649). 

The suite or partita is a collection of movements, largely dances, 

which has its origin in the sixteenth century collection of dances and 

free forms for lute and keyboard. Sometimes the dances appeared in 

pairs, the second being a variation of the first one. The mature suite 

of the German Baroque, consisting of an allemande, a corrente, a sarabande, 

and a gigue, developed in two stages. In the early seventeenth century 

the grouping of the allemande, corrente, and sarabande was fairly common. 

About 1650 Johann Jakob Froberger added the gigue, but not usually at 

the end of the suite. That placement was made by publishers after his 

death. Froberger's works were followed by mature suites such as those 

38 
for lute by Esaias Reusner in his Delitiae testudinis (1667). 

The dances which comprise the suite are stylized, that is, designed 

for concert performance rather than for dancing. They retain, however, 

their dance-like character and, for the most part, the tempos of the 

dances from which they originate. The allemande is in moderate duple 

time, the corrente is in quick triple time, the sarabande is in a slow 

and dignified triple meter, and the gigue is lively and in compound meter. 

In formal design, the dances are binary. 

Other pieces are often included; a ballo or an aria, for instance. 

OQ 

Described in: David Fuller, "Suite," The New Grove Dictionary, 
XVIII, 341. 
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might be added. Alternatively, an aria might replace the usual sarabande. 

An introductory movement such as a sonata, a sonatina, or a prelude often 

begins the suite. Variations, or doubles, frequently follow individual 

dances within the suite. 

The sonata of course, is an example of abstract music whose devel

opment depended upon a growing understanding of tonality and modulation, 

which provided the basis for unity and variety. During the seventeenth 

century, the Italians, more than the Germans, were responsible for this 

development. "Sonata" meant instrumental piece in the late Renaissance, 

coming from the Italian sonare (to sound or play), the antithesis of 

cantare (to sing). In the last half of the sixteenth century, the 

canzon da sonar was a chanson to be played by instruments. For a time 

the terms "canzona" and "sonata" were used interchangeably. "Sonata" 

came to be used primarily for two types of composition. One is the 

multi-movement sonata, further distinguished as either the sonata da 

chiesa or the sonata da camera, and the second is the instrumental fan

tasia, which occurred as an independent composition or as the intro

ductory movement of a church work or suite. 

The most characteristic trait of the sonata in the Baroque is the 

tendency toward motivic play rather than phrase grouping, which results 

in a polyphonic texture, successive drives toward cadences, melodic 

lines that unfold through repetition and sequence, and movements which 

are short and monothematic. Unity of key was a more positive factor 

after the 1670s, when the major-minor tonality finally erased modal in

fluences. 

In the early phase of the sonata's development, the formal design is 

multi-sectional like the canzona. Contrast is the determining factor in 



11 

the arrangement of the sections—duple meter and polyphonic texture 

versus triple meter and homophonic texture. The middle Baroque, repre

sented above all by Corelli, exhibits separate movements with full 

cadences and double bars at their ends. The order of movements becomes 

more standardized, with Corelli largely responsible for establishing the 

slow-fast-slow-fast order of movements in the church sonata. The order 

of movements in the chamber sonata is less standardized, and in the later 

Baroque the two types cross—the slow prelude of the church sonata appears 

in chamber sonatas, and the sarabande and gigue appear as the last two 

movements of the church sonata. The early sonatas of Telemann and 

Vivaldi, in fact,contain movements which have both tempos and dance 

titles. Extension of material, rather than depending upon points of 

imitation as in the earliest phase, now results from a more purposeful 

organization of the tonality. 

In conclusion, the general trend during the Baroque era is toward 

clarity of form, largely through the development of tonality. From the 

loosely strung together dances of the early suite and the many brief 

sections of the Renaissance canzona came the magnificent edifices of the 

late Baroque such as the sonatas and partitas of J. S. Bach. 



CHAPTER II 

JOHANN JAKOB WALTHER AND HIS WORKS 

Biography 

Johann Jakob Walther was born about 1650 at Witterda, a village 

in the Erfurt district of the electorate of Mainz. The church records 

there, although not detailed, show that he had several siblings. He 

may have been related to the lexicographer, Johann Gottfried Walther, 

39 
who was born in Erfurt in 1684, although this kinship cannot be proven. 

Nothing is known of the violinist's early life and education beyond the 

fact that he learned to play the instrument from a Polish gentleman in 

40 
whose house he was a servant. 

From c. 1670 to c. 1673, after a stay in Rome where he was employed 

by Count Orsini, he lived in Florence at the court of Cosimo III of 

41 
Tuscany, where he was employed as a violinist. It was during his 

stay in Italy that he wrote his first collection, Scherzi da violino solo, 

which was printed in 1676, two years after his return to Germany. Some

time later he traveled to the Netherlands, a fact revealed in the preface 

39 
According to Gustav Beckmann in his preface to the Scherzi, 

Vol. XVII of Das Erbe deutscher Musik, v-vi. 

Johann Gottfried Walther, p. 645. 

41 
Holkenbrink, p. 60. Quoted from Adam Gottron, Der Mainzer 

BuchfUhrer als Verleger J. J. Walthers und J. J. Frobergers, Gutenberg 
Jahrbuch,1942/43, p. 239-242. 

12 



13 

to the first edition of Hortulus chelicus (1688), a work written in 

fulfillment of a promise made in Amsterdam many years before. 

By late 1673 he had arrived at the court of Johann Georg II of 

Saxony (reigned 1656-1680), for the Dresden court records show that 

"the newly hired violinist Johann Jakob Walther played a 'symphonia' 

43 
on the violin at Vespers on New Year's Day, 1674." The first edition 

of the Scherzi was dedicated to Johann Georg II, and evidence of this 

patron's esteem for Walther can be seen in the fact that he sent out 

beautifully-bound, red velvet gift copies of the Scherzi to display 

44 
the talent of his first violinist. He also paid Walther a high salary 

of 700 thalers compared to 150 thalers paid to Johann Paul Westhoff, 

45 
a younger colleague of Walther's. 

In 1680 Johann Georg II died, and his successor, Johann George III 

(reigned 1680-1691), who was much less supportive of music, immediately 

reduced the size of the Kapelle. That year Walther went to Mainz and 

took up a new profession as the Italian secretary to the Elector Anselm 

Franz von Ingelheim, Prince and Archbishop of Mainz (reigned 1634-1695). 

Although Walther had no musical duties in Mainz, he nevertheless con

tinued to write music for the violin. Hortulus chelicus, which was 

first printed in 1688, was probably written during his years in Mainz. 

42 
Walther, Hortulus chelicus, the preface. 

43 
Moritz Fllrstenau, Zur Geschichte der Musik und des Theaters am 

Hofe der KurfUrsten von Sachsen (Dresden: Verlagsbuchhandlung von 
Rudolf Kuntze, 1861), p. 184. 

44 
Beckmann, Das Violinspiel, p. 61. 

45 
According to Gustav Beckmann in his preface to the Scherzi, 

Vol. XVII of Das Erbe deutscher Musik, p. vi. 
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Several incidents that occurred while Walther was in Mainz shed 

some light on the nature of his status. Three years after his arrival, 

on August 30, 1683, Walther was named by the Elector to the position 

of Canon in the Monastery of St. Victor. Then, on September 24, 1689, 

he was promoted to the position of Scholastic. This position was 

never endorsed, however, for Walther was a layman and Scholastics were 

usually priests who were responsible for educating the younger clergy. 

Thus the promotion was challenged and Walther was forced to resign in 

March of 1690. He was allowed, however, to retain the position of 

Canon for the rest of his life. 

That Walther was a highly regarded citizen and musician in Mainz 

is reflected by the fact that Walther's publisher, Ludwig Bourgeat, 

dedicated the posthumous publication of Johann Jakob Froberger's partitas 

and toccatas to "Doctissimus" Walther, praising him profusely in the 

Beckmann, Scherzi, pp. v-vi. 

47 Gottron, Mainzer Musikgeschichte, p. 71. According to Gottron, 
Walther was promoted by the Elector Lothar Franz von SchOnborn, but 
Lothar became Elector in 1695, six years after Walter's promotion. 

48 Johann Jakob Froberger, Diverse . . . curiose partite, di 
toccata, canzone . . . (Mainz: Bourgeat, 1693). 

T 

I 48 
preface. As a further indication of his prominence, both of his works X 

were reprinted, a practice which was then less common in Germany than 

in Italy. 

Walther lived comfortably in Mainz, owning a house in the govern

ment quarter of LBhrstrasse, as well as a mill and an estate in Weilbach 

in the Amorbach district. Evidence of this is found in the state archives 

of Wiirzburg and in the Leiningen archives in Amorbach, where there are 
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49 
preserved twelve letters in Walther's hand. One of these letters 

refers to the purchase of the mill and the estate, and of property 

disputes with the Amorbach community. In another letter dating March 

27, 1711, Walther speaks of his advanced age (sixty-one) and sickly 

,. . 50 
condition. 

Six years later, on November 2, 1717, Walther died, indicating 

his sisters and brothers and their children as his heirs. He was 

buried two days later in the churchyard of St. Emmeran, the parsonage 

51 
in which he had lived during the last year of his life. 

Music 

Both of Walther's known works, Scherzi da violino solo and Hortulus 

chelicus are for violin and continuo. The works contained in the Scherzi 

are consistently very difficult, being written for the professional 

violinist. In Hortulus chelicus, however, Walther placed easier pieces 

alongside more difficult ones, as he explains in the preface, "for the 

sake of variety and ease, that even those of lesser ability, finding 

something appropriate to their capacity, will become disposed little by 

little after brief study to pursue more difficult things." 

The Scherzi contains twelve compositions, none of which is entitled 

scherzo. The word "scherzo" refers to an instrumental piece of a fanciful 

'^^Locations: Staatsarchiv WUrzburg, Residenze NordflUgel, 8700 
Wiirzburg, and Fllrstlich Leiningensches Archiv, Schloss, 8762 Amorbach. 

^^GBthel, "Alte Meister," p. 255. 

Gottron, p. 71. 

^Walther, Hortulus chelicus, the preface. 
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character similar to the capriccio. So it is clear by the title that 

Walther considered the contents of this set to be light, fanciful pieces. 

Eight of the works in this collection are designated as sonatas, and 

they exhibit the alternation of slow and fast movements which is typical 

of the developing Italian sonata. There are two arias and both have 

variations following them. There is an untitled dance suite and one 

imitative piece with the title "Imitatione del cuccu." 

Hortulus chelicus contains twenty-eight compositions, which are 

mostly untitled, bearing only Roman numerals. These works reflect the 

Germanic predilections for variation technique, the dance suite, and 

pictorial music (see table 1, p. 17). 

The most common type of composition in Hortulus chelicus is the 

dance suite of the type codified by Froberger in his Diverse . . . curiose 

partite, di toccate, canzone . . . , published in 1693 by Bourgeat. Since 

Bourgeat was also Walther's publisher, it is unlikely that Froberger's 

suites were printed in Mainz without Walther's being aware of them. The 

eighteen suites in Hortulus chelicus follow the format: 

Preludio 
Allemanda or Aria 
Corrente (sometimes omitted) 
Sarabanda 
Giga 
Finale (sometimes omitted) 

In eight of the suites an aria replaces the usual allemande. The corrente 

is omitted altogether in eleven suites; and nine suites end with a finale. 

The dances are two-part forms, often followed by one or more variations, 

or doubles. In some of the suites the dances are related thematically, 

Willi Apel, Harvard Dictionary of Music, 2nd ed. (Cambridge, Mass
achusetts: The Belknap Press of Harvard University Press, 1972), p. 756. 
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Number Title/Type of Composition 

I suite 

U :iulte 

III Aria vjrlat:,!, 
vur i.ic t.ms 

IV :.uite 

V suite 

VI suite 

VII PassaKaKll, 

variations 

VIII duite 

IX .julte 

.X suite 

XI G a i n e galllne 
progranmatic sonata 

XII -lUe 

XIII .;ulte 

XIV Arid In furma dl 
sonatin.1, variations 

XV Scherzo d'augelli con 11 
cuccu, progiaBBiatic 
sonata 

XVI -ulte 

XVll Cara di due violini in 
uno, programmatic 
sonata 

XVIII .suite 

XIX prelude, aria, and 
variations 

XX -iuite 

XXI ;uite 

XXII I.eucu harpeRKiante e 
rosaignuolo, progranuna-
tlc suite 

XXIII suite 

XXIV suite 

XXV kulte 

XXVI prelude, aria, and 
variations 

XXVII Capricci di 50 mutationi 
sopra un soenetto. 
variations 

XXVlll Serenata a un coro di 
violini, organo tremo-
lante, chltarrlno, plva, 
due trombe e timpani, 
lira todesca et harpa 
ssiorzata, per un violine 

solo 

Key 

d 

A 

C 

D 

F 

b 

d 

E 

c 

D 

A 

F 

D 

8 

C 

e 

d 

A 

B^ 

e 

d 

A 

c 

D 

b 

F 

C 

D 

Movements 

Preludio, Aria, (.>>rrunte, Sarabanda, 

Clga, Klnule 

Preludio, Allemanda, Sarabanda, 
Giga, Finale 

Preludio, Allemanda, Sarabanda, 
Giga, Finale 

Preludlu, Aria, Sarabanda, Giga, 
Finale 

Preludio, Allemanda, Correntu, 
Sarabanda, Giga, Finale 

Preludio, Aria, Saraband, Giga 

Preludio, Allemanda, Corrente, 
Sarabanda, Giga, Finale 

Preludio, Aria, Sarabanda, Giga 

Preludio, Presto, Adagio. Allegro, 
Adagio, Allegro, Adagio, Allegro, 
Allegro 

Preludio, Aria. Corrente, Sarabanda, 
Giga 

Preludio, Allemanda, Com-nte, 
Sarabanda, Clga 

Allegro, Adagio, [AlleKro|, Adagio 
rrescij 

Preludij, Aria varlata, Sarabanda, 
Clga 

Adagio, Allegro, Adagio, Presio, 
Adagio, Largo (trlpla). Adagio 

Preludio, Allemanda, Sarabanda, 
Clga, Finale 

Preludio, Aria with variations 

Preludio, Allemanda, Corrente, 
Sarabanda, Clga 

Preludio, Aria, Sarabanda, Giga, 
Finale 

Preludio, Allemanda, Rossignuolo, 
Sarabanda, Giga, Rossignuolo, 
Finale 

Preludio, Allemanda, Sarabanda, 
Giga 

Preludio, Allemanda, Sarabanda, 
Clga, Finale 

Praludio, Aria, Sarabanda, Qlga 

Preludio, Aria varlata 

Comments 

dances have doubles 

16 measure bass line repeats 
throughout 

thematic relationships through
out 

-iTia and saraband followsd by 
doubles 

8 measure bass line repeats 
throughout; tea^o changes 

dances have doubles 

finale theouitically related to 
preludio 

within and between sections are 
Imitative passages—hen and 
rooster 

tempo changes, bass varies 
slightly In later var. 

motivic play with cuckoo motive. 
als.^ uniiled with a contrast
ing bird-call (̂  times) 

aria and .araband have doubles 

written on two staves, as if 
for two violins, but probably 
intended to be played on one 

da capo of aria theme; bass 
line also varies 

allemand, corrente,and sara
band have doubles 

all movements except nightingale 
imitations are pizzicato 
saraband has double 

dances have doubles 

preludio in three sections—rle 
first a passacaglia; sara
band has double 

saraband and tlga hava doubles 

preludio very long 

variations over descending C 
major scale, tempo changes 

Imltarlon.s, as the title indi
cates; many are dance-like; 
aria and finale bear titles 
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in the manner of the earlier German variation suites of Peuerl and Schein. 

The preludes and finales often contain contrasting slow and fast sections, 

as in the canzona and in the developing sonata. The slow sections are, in 

a sense, recitatives in which a rhythmically fluid melodic line is support

ed by a slow-moving bass line. The fast sections, in contrast, are strong 

rhythmically, possessing lines that are motivically constructed and se

quentially extended. One of the suites. Number XXII, has a descriptive 

title, Leuto harpeggiante e rossignuolo, and imitates a lute and a night

ingale (see table 1, p. 17). 

Six of the works are variations constructed upon repeating bass lines. 

In some of these works, for example, the Passagagli, Number VII, and the 

Capricci, Number XXVII, the bass themes are much shorter than the melodic 

lines for the violin. In others, as in the Aria varlata. Number III, 

the cadences in the bass coincide with those in the violin. In the un

titled Number XIX, which consists of a prelude and an aria with variations, 

there is a da capo of the aria. The Aria in forma di sonatina. Number XIV, 

consists of an aria with five variations, the last one being in quick 

triple meter. 

Three works appear in Hortulus chelicus which may be classified as 

sonatas or canzonas, although Walther did not entitle them as such. In 

these sonatas, which are programmatic works, is found some of Walther's 

best music. A good example of sonata treatment is seen in Scherzo 

d'augelli con il cuccu. Number XV, which employes a cuckoo motive as a 

subject which recurs throughout and unifies the work. The titles of the 

other sonatas are Galli e galline. Number XI, and Gara di due violini in 

uno. Number XVII. 

Walther's music may be regarded as transitional, in that he has not 
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yet distinguished between the melodic and harmonic forms of the minor 

scale. Cross relations are sometimes created by the juxtaposition of 

the raised and lowered sixth or seventh degrees of the scale. For ex

ample, in Gara di due violini in uno, which is in the key of G minor, 

one encounters vacillations between E^ and E^, and between F^ and F#, 

the sixth and seventh degrees of the scale. At the same time, the final 

chord in measure 111 and the first chord in measure 112 have roots a 

tritone apart, and a cross relation appears between the bass of the first 

chord and the alto of the second one (see example 1). 

Example 1: Gara di due violini in uno. Number XVII, measures 110-112 

This chromatic fluctuation must have been valued by Walther for its ex

pressive nature; it does not result from a lack of tonal awareness. How

ever, as a result, there is sometimes a lack of direction in the harmonic 

progressions. 

In other passages, Walther's harmonic progressions are very repeti

tive, sometimes resulting from over-extended sequence. He is fond of 

motivic development, but when this occurs throughout an extended section, 

the effect can be quite tedious, as in the opening of Scherzo d'augelli 

con il cuccu (see example 2). 
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Example 2: Scherzo d'augelli con il cuccu. Number XV, measures 1-10. 

^ - " *—. i W i - T =̂=1 r.^* \9 . * » i* * <^ 
• • • » 

, i4* ' ' ' kl T 

'V ; A ; O ' ^ / g ; ? Vila ii-; _ -nT; , r î t -"'t*: : 

g «r ' . r f ' i ^ uiT »/"^ 
' - - . . " ^ ^ U i T 3 E 

The musical textures of Hortulus chelicus might be classified into 

four types. The first type is similar to the early monody of Monteverdi, 

and occurs in the preludes and finales, as well as in the slow movements 

of the sonatas. It consists of a solo violin part, set above a very 

slowly moving bass line progressing in irregular harmonic rhythm (see 

example 3). 

Example 3: Suite in E Major, Number VIII, "Preludio," measures 1-5. 

=fefe t ^g=^ 
i7 * 

4=t: 

Jiri'ji ^ 
T^Mt 

^ =g=g 

r-«...«-< n . . u r ^ ^ , , i . . r I! '... ..aw-

0 •' 0 n r r r -
=1=4 /MT 

ni 

A second type of texture is also homophonic, but is more homorhythmic and 

more regular in its harmonic rhythm. It is characteristic of the dance 

movements. The violin part is typically quite simple, frequently outlining 

triads within a singable range (see example 4). 
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Example 4: Suite in E Major, Number VIII, "Giga," measures 1-4 

1 J =• kj U--

Ŝ 'JWf '' . f ^ f' «' H ** 

7 ffc '-A' 
> » • 

* •• 

••̂  1 

-* #- a^ 
f ^ w' ̂  t 7* -^ 

Example 5 illustrates a third type of texture, which is contrapuntal and 

often imitative. Here the subjects are motivically structured and strongly 

rhythmic. The bass parts sometimes participate in the imitation. 

Example 5: Suite in D Major, Number IV, "Giga," measures 1-2. 

/ _ CA\\£orol 

i -=v- m 3 ^ V i o l i n • * — • - ^ ^ ^ 3E ^ EE ^ ^ d ^ ^ W • f 

r i f t . 17, 
- ^ . « : ^ 

^ I ' t T i f7 i^ ' ^ 3E as: et 'y tf=^ 
[ ^ (r t 6 fc [^3 

The last type of texture, seen in example 6, is dense and chordal, con

sisting of repeated block chords, or of broken chords in idiomatic figur

ations. 

Example 6: Capricci di 50 mutationi sopra un soggetto. Number XXVII, 
measures 199-200. 

t:\lkgcd 

^/lolin i l M ; ; 
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In a characteristically baroque fashion, Walther employs contrasting 

tempos and meters to create formal structures. Most of the preludes and 

finales are predominantly in duple meter, and there are interspersed 

sections in contrasting tempos. The prelude of the Suite in E Major, 

Number VIII, for example, is a three-part structure beginning and ending 

with an adagio section. The middle section is an allegro. The sonatas 

in Hortulus chelicus follow a similar design, but in them the forms are 

more extended. 

Hemiola, typically a change from ^ to ^ or vice versa, which brings 

about a change in the metrical stress, is one of Walther's favorite 

rhythmic devices. Gara di due violini in uno provides a typical example 

of Walther's use of hemiola. In measures 129 and 130 the stress is on 

the first beat and the fourth beat of each measure, giving a strong ^ 

feeling. In measure 131 the emphasis is on beat one, beat three, and 

3 
beat five, giving a strong „ feeling (see example 7). 

Example 7: Gara di due violini in uno. Number XVII, measures 129-132, 

Viol in '^m * M * 
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Violin Technique 

While Walther did not invent any entirely new violin techniques, 

he adapted existing ones in new ways and employed them more extensively 

than earlier composers. For example, he writes multiple stops in nearly 

every composition, even the easier ones. Often, as in the Suite in D 

Major, they are quite awkward and close together (see example 8). 

Example 8: Suite in D Major, Number IV, "Finale," measures 6-8. 

, CAUecroD , , 

Pizzicato is a technique which had been employed by violinists as 

early as the beginning of the seventeenth century. Walther's adaptation 

of this technique is unusual, however, for he requires it throughout an 

entire composition, Leuto harpeggiante e rossignuolo. Number XXII. In 

this work only the interjections of the nightingale are bowed. 

In his notation of staccato, Walther places dots either above or 

below the notes, or else indicates staccato by simply writing the word 

at the beginning of a passage. He also employs slurred staccato quite 

extensively, as in the Suite in D Major, Number XXIV, where he indicates 

thirty-two staccato notes in one bow (see example 9). 

Example 9: Suite in D Major, Number XXIV, "Finale," measure 15-16. 

- » j ^ I I I 1 1 >— — I — — 

i.t. 
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Other bowing techniques exploited by Walther, many of them illustrated 

in the Capricci di 50 mutationi sopra un soggetto, deserve attention. The 

first, given in example 10, is the syncopated slur. 

Example 10: Capricci di 50 mutationi sopra un soggetto. Number XXVII, 
measures 55-58. 

Ondeggiando, also called ondule, is illustrated in example 11. It is 

indicated by a wavy line over or under the notes, and performed by a 

wavy motion of the bow between adjacent strings. 

Example 11: Suite in B Minor, Number VI, "Finale," measures 1-4 

^iV.jk CAlleofc] 

^Xzzz 

1 1 ! ' F== B -tfr::̂  tttftin^ I I t t I f * ^ ^ 
t i l t d * I f f i ^ t ; > ; — ^ 

Organo tremolante, a legato, slurred tremolo like the modern portato bowing, 

is indicated b}̂  a wavy line above or below the notes and performed by a 

series of impulses of the bow (see example 12). 

Example 12: Capricci di 50 mutationi sopra un soggetto. Number XXVII, 
measures 41-44. 

<W»^^»^A» 

\l I rsi-rtTTV C 
F « P f » » 'i^*^^ g « * 

TT-Z 
X.l I f - I 

i -4 .—I . 

sei : ^ 
T ^ 1 w 
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Although the term bariolage was not adopted until the 1750s, Walther 

employed this technique, as shown in example 13. Repetitions of a single 

pitch are produced by alternating between two adjacent strings, one 

stopped and one open. This technique can be used in either bowed or 

pizzicato passages. 

Example 13: Capricci di 50 mutationi sopra un soggetto. Number XXVII, 
measures 185-187. 

'llCiitT / t j C i 0 ^ ^ 
I f 1 1 m . 

r, Ct rt rt r» .^» , rt rt ^» r-r f-^ /^ fl r. 
t ' [ I f . ' • ! ' i i i ' ! > M - l r i M 

r , I I i ' I 
* \ » \ • > * [ 

'iS^ 
* 'W 

tzr 

Arpeggiando, or the arpeggiation of a chord occurs quite frequently and 

may be slurred, detached, or played with a mixture of strokes. It is 

illustrated in example 14. 

Example 14: Capricci di 50 mutationi sopra un soggetto. Number XXVII, 
measures 145-147. 

i 0 t # £ i I t t £_ -I t t. 
^^ff^m £ 

' ' • ' ' ^ ' 

*',','*'',' 11 ;; 11 •' I . : ' » ' ) : ' < I — — r r - r 
_t_L 

I ' I t = S ^ = ^ ' ' • i i ' i 

sx 
M\ * * • k r 

I 'I • . i I t ' ' I t '^^^ 

^ FFT=F=r 

In addition to the above techniques, one often encounters difficult 

string crossings, passages where the bow must jump over one or more 

strings rapidly, as seen in example 15. 
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Example 15: Capricci di 50 mutationi sopra un soggetto. Number XVII, 
measures 121-123. 

t-m-^ 

" ' ' OiUi^ t:^&:i I|i|^ ^=^ 
» . I I i L ' " 'f' ' f i i W " 

An Analysis of the Works in These Editions 

Suite in E Major 

The Suite in E Major, Number VIII, consists of four movements: 

"Preludio," "Aria," "Sarabanda," and "Giga." The "Preludio" is in 

three sections, beginning with an adagio which is written in the monodic 

style characteristic of the recitative. It is quite brief, being only 

five-and-one-half measures in length. It is followed by an allegro 

which exhibits a dance-like character. The thematic material of this 

allegro is motivically constructed and sequentially extended (see 

example 16). 

Example 16: Suite in E Major, Number VIII, "Preludio," measures 
6-9 

AWeofO 

viiwi 7 ^ ' 7 ' ' i i i , i ' ' ; I'M ^ 1 

An adagio follows which consists of new thematic material, and is longer 

than the opening adagio. 

No tempo indications are given in the dances, probably because 
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, 54 
there are approximate tempos traditionally attached to them. The 
•» A..^4 « M Aria" replaces the usual allemande. It is in duple meter and con

sists of two eight-bar phrases. A double, or variation over the same 

bass line, follows the "Aria." The "Sarabanda," which is a slow, 

stately dance in triple meter, consists of two eight-bar phrases, each 

of which is repeated. Two doubles follow; the first one varies the 

violin melody by adding eighth notes, while the second variation is in 

double stops. The bass melody does not change. The "Giga" is notated 

m time and also consists of two phrases, each of which is repeated. 

A double follows. 

Scherzo d'augelli con il cuccu 

Scherzo d'augelli con il cuccu. Number XV, in the key of C major, 

is a programmatic sonata that develops a cuckoo motive (see example 

17.) 

Example 17: Scherzo d'augelli con il cuccu. Number XV, measures 
1-2. 

AllfiOfo 

LJ 1 ^ ' TT 

54 
For a discussion of dance tempos, see Chapter III, p. 52-53. 
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The work consists of three large sections, the first of which is an 

allegro which introduces the cuckoo motive in a theme which modulates 

to the dominant. With several repetitions, the theme modulates 

through a succession of dominants until it reaches A major; then it 

quickly returns to C major through a circle of fifths. 

In the middle section, which is the largest, three types of sub

section alternate. The first is an adagio; each time it returns the 

thematic material is different, but the function is the same: it mod

ulates to a new key (see example 18a). 

Example 18a: Scherzo d'augelli con il cuccu. Number XV, measures 
62-65. 

M.. n^l'^ iim ^ s [tf i ' . ,r-i IJ =t :3Ji ^ 
^ ^ 3 ^ ^ ^ = ^ 

tf 4'" 
'^'ft^^-' m ^ ^iw^ 

7 » If 
• ^ c« 7 6 i<f 

The second type is a dance-like theme in either triple meter or com

pound duple meter; its character is the same with each return, but the 

melodic material varies (see example 18b). 

Example 18b: Scherzo d'augelli con il cuccu. Number XV, measures 
52-55 . 

lAllfio-ol 

6 Cbl t T * 
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The third type of subsection is imitative of a bird-call and is quoted 

in example 18c. 

Example 18c: Scherzo d'augelli con il cuccu. Number XV, measure 58. 

The final large section in this sonata is a presto in triple meter, 

based upon the cuckoo motive (see example 19). 

Example 19: Scherzo d'augelli con il cuccu. Number XV, measures 
136-138. 

(0 & 

Gara di due violini in uno 

Gara di due violini in uno. Number XVII, which is typical of the 

baroque composer's penchant for tricks or games in musical compositions, 

imitates a duel between two violins. Although the violin part is 

written on two staves, as if for two players, it is generally under

stood that this work is to be played on one violin. Heinrich Biber, 

incidentally, wrote a work that might be considered a precedent to 
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this work. It bears the same title, and in it the violin part is also 

notated on two staves.^^ This type of composition is rather awkward 

to perform because of the polyphonic texture in the violin part. 

The work is a sonata in d minor, which begins with a fugal adagio 

for two violins (see example 20). 

Example 20: Gara di due violini in uno. Number XVII, facsimile. 
measures 1-4. 

xvir 

in Uno ^ <3 T^*~w: 

fgrVunriij r •14-r- '̂ff^fe 

Beginning at measure 37 there is a "first violin solo" consisting of 

three short sections, adagio-allegro-adagio, followed by a "second 

violin solo" in three short sections, adagio-presto-adagio (see ex

ample 21). 

Example 21: Gara di due violini in uno. Number XVII, facsimile, 
"first violin solo," p. 73. 

Violrn 

iszi. J fi"ii'i"'~^rrT 

Heinrich Biber, Sonatae (Nuremburg, 1681). This work appears 
in Denkmaier der Tonkunst in Qsterreich. ed. Guido Adler (Vienna: 
Artaria, 1894-), XI, 65-74. 
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The next large section is a largo with a tripla time signature, indi

cating that it should be performed at a faster tempo than the adagios. 

It is characterized by imitative counterpoint between the two violin 

lines. The final adagio begins in the dominant of d minor, but it 

soon modulates and concludes in d minor. This section contains refer

ences to the thematic material of the opening of the sonata, but it is 

not an exact restatement of that material (see example 22). 

58 

Example 22: Gara di due violini in uno. Number XVII, measures 
147-149. 

ir'ri ILH,^, ..."-
i' .w 

Capricci di 50 mutationi sopra un soggetto 

Capricci di 50 mutationi sopra un soggetto. Number XXVII, is a 

set of fifty variations on the descending C major scale. The scale 

occurs in the bass line (see example 23). 

Example 23: Capricci di 50 mutationi sopra un soggetto. Number XXVII 
measures 1-4. 

^ffiE 

^ 
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^ 
t f »-

Cmjl 

•9- n 

t -t. 0 ^ 
^ 

^ 

^ ^ ^ 7 I' r ^ 

^ 

7 > 7 (. 

m. 

56 
For an explanation of the tripla time signature and its effect 

upon tempo, see Chapter III, p. 51. 



The melody in the violin part often spans several statements of the 

scale-from two, as in the first presto (see example 24a), 
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Example 24a: Capricci di 50 mutationi 
XXVII, measures 13-20. 

.1 sopra un soggetto. Number 

m -L*J-
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to six, as in the section which begins at measure 93 and continues to 

measure 116 (see example 24b). 
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Example 24b: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 93-101. 

Presto, 

U I 111' 4=^=^ [ i n ^ 
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There is an overall design of building tension and interest, then 

dropping back and building again. Climaxes are created in three ways: 

one is to increase the number of notes per measure, the second is to 

increase the dynamic level, and the third is to write for the upper 

range of the violin. The concluding chordal section is a good example 

of how tension is built by increasing the complexity of the violin 

part (see example 25). 
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Example 25: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 193-200. 

^JnAill 

^ 
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In the process of creating interest in the violin figurations, Walther 

has written a work which demonstrates the violin technique of the 

seventeenth century. According to Gustav Beckmann, in the Capricci 

Walther "presents the quintessence of his violinistic art and brings 

into being a virtuoso piece which has no equal among all the others 

of the seventeenth century." 

57 
Beckmann, Das Violinspiel, p. 63. 
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As an analysis of these works shows, Walther was a careful crafts

man, who understood the forms and harmony of his day, as well as a 

violinist writing a collection of pieces designed for performers of 

varying abilities. 



CHAPTER III 

EDITORIAL CONSIDERATIONS 

The Original Editions 

Hortulus chelicus was first printed in 1688 from engraved copper 

plates. There is a Latin title page and preface, and the index is in 

Italian. An index page includes a notice in Italian to the performers 

concerning the instrumentation and realization of the continuo. Not 

all the works in the collection have titles; in fact, most works are 

identified only by number and by the name of the first movement. In 

1694 Hortulus chelicus was reprinted from the same plates, with the 

exceptions of the title page, preface, and index. There are identify

ing symbols (e.g«, A2, A3) on the lower right of odd-numbered pages 

which are identical in both editions. The title page and the preface 

are in German, and the index is in Italian, with the notice to the per

formers being in German. Some spellings of Italian words are changed 

in the index of the second edition. Capricci is altered to Caprici and 

due becomes dui in Gara di dui violini in uno, for instance. 

Errors in the Original Editions 

In the preface, "a reminder to amateur violinists," Walther 

cautions us that, due to the printer's inexperience in music printing, 

there may be mistakes. He suggests that the performer should use his 

58 
own discretion, either overlooking mistakes or correcting them. 

58 
Walther, Hortulus chelicus, 1694. For a translation of the 

preface to the edition of 1694, see Appendix B, p. 148. 
36 
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Errors have been corrected and placed in brackets in these modern 

editions. Some of the mistakes involve accidentals, as in the Scherzo, 

where a section in D major begins with no F// indicated in the first 

half of the measure (see example 26). 

Example 26: Scherzo d'augelli con il cuccu. Number XV, measure 52. 

CMWol 

In a later measure of the Scherzo, an F# must be added to the violin 

part on beat three since there is an F// in the bass on that beat (see 

example 27) . 

Example 27: Scherzo d'augelli con il cuccu. Number XV, measure 64. 
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A second type of error simply involves omissions. In the Capricci, 

for example, there is a note missing from the violin part (see example 

28a). 

Example 28a: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measure 133. 

Vtoltn 
^—, -J. f • * [«3 i f - » t « - f i « « ' < » , .. 

Con^ inoo 

^ S t 

s 5^ 

Cil 

In a later measure a figure was omitted from the continuo line (see 

example 28b). 

Example 28b: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measure 7. 

0-
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In a few instances, notes have been added, not because of errors, but 

to provide a feeling of finality at cadence points, as in example 22, 

excerpted from the Capricci. In this example, the added note also makes 

the passage less awkward to perform (see example 29). 

Example 29: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measure 152. 

The third type of error which has been corrected in these performing 

editions involves rhythm. In measures 24 and 25 of the Capricci, for 

example, there are not enough beats in the violin part. For the modern 

edition a quarter-note E has been added to measure 25 and tied to the 

E half note in measure 24 (shown in examples 30a and 30b). 

Example 30a: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, facsimile, p. 117. 
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Example 30b Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 24-25. 

1 1/ 3 *H 

The Mechanics of Notation 

The seventeenth-century score presents a challenge to the modern 

reader. It has a different appearance than a modern score because no-

tational practices to which we have become accustomed had not yet be

come standardized. Some of the differences in the appearance of the 

score do not cause reading difficulties, but nevertheless they deserve 

mention. For instance, there is a custos (A*^) at the end of each line 

to indicate the pitch of the first note on the next line. 

A really serious problem relates to the inconsistent use of bar-

59 lines. There are no barlines connecting the violin and continuo parts 

at the beginnings of lines, and there are no barlines at the ends of 

staves. There might be a double bar at the end of a section or movement, 

but often there is a meter and tempo change (which usually signals the 

end of a section) without a double bar, as in the beginning of the final 

section of Gara. 

59 
For a discussion of how barlines have been added to modernize 

these editions, see below, p. 50. 
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Example 31: Gara di due violini in uno. Number XV, facsimile, 
p. 77. 

^/|'ol;.^ I 

Vi'olirv X 
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Individual works within Hortulus chelicus however, end with a decor

ated double bar ([|(l' ). There is sometimes a fermata over the last note 

and/or the double bar at the end of a work, but very often there is 

none. The fermata above the last note probably indicates that it 

should be held longer than notated, at the discretion of the performer, 

but the fermata over the double bar is decorative. 

Repeat signs are used in the dance movements. Their appearance 

is the same ('.(I: ) whether they come at the beginning, in the middle, 

or at the end of a composition. In some of the arias the repeat is 

written out, and in Number XIX, after several variations a return in 

fiC\ 
the "Aria" is indicated by the words "L'Aria semplice da capo." 

Some characteristics of early printed music cause reading diffi

culties to modern performers. Among them is the practice of printing 

leger lines continuously, so that often a staff of many more than five 

lines is created. Additionally, the parts are not always aligned ver

tically, neither the violin and continuo parts, nor polyphonic lines 

60 
Da capo indicates a mandatory return to previously stated 

material, but the performer may choose to exercise his option to dis
regard repeat signs. For a discussion of optional repeats, see Robert 
Donington, The Interpretation of Early Music, New Version (New York: 
St. Martin's Press, 1974), pp. 377-381. 
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within the violin part itself. 

The modern performer is not accustomed to dealing with the changes 

of clef which occur in both the violin and continuo parts. In addition 

to the equivalents of our modern treble and bass clefs, Walther uses 

the French violin clef, in which the G clef is placed on the bottom 

line of the staff; and he also uses the alto and the tenor clefs at 

times. In preparing these performance editions the parts have been 

aligned vertically and clefs have been modernized and limited to the 

treble and the bass clefs. 

Accidentals 

One of the more complicated problems, and one which requires some 

creative interpretation is that of accidentals. The first difficulty 

is that there is no consistent placement of baroque accidentals; a 

sharp might be next to the note it affects, or if there is not room, it 

might be above or below, and therefore there may be some confusion as 

to which note is affected. In addition, there appears to be no consis

tent rule concerning how many notes are affected by one accidental. One 

can assume only that an accidental applies to one note, but there are 

cases in which more notes are obviously affected. In measures 42-44 of 

the Scherzo, for example, the sharp on the F in the violin part in 

measure 43 seems to apply to the F at the end of measure 42 as well. 

In measure 44 the sharp on the second C in the violin part must apply 

to both Cs. The melodic line which would result from a literal inter

pretation of the printed page would be quite strange (see example 32). 

. I 

I i 
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Example 32: Scherzo d'augelli con il cuccu. Number XV, facsimile, 
p. 64. 

V( ol!r\ ^^.^^^m 
3± tr~ytt p 

4-

Another problem relating to accidentals concerns the absence of the 

modern natural sign in baroque music. Instead, composers used a sharp 

to cancel a flat, and vice versa, as in measures 4 and 5 of Gara, where 

the first bass note in measure 5, although printed as B//, is really 

B^ (see example 33). 

Example 33: Gara di due violini in uno. Number XVII, facsimile, 
p. 71. 

Kj af€t . 

STi, 3u£ Violini 
in Vno 

^^^'^. I. .<^ PioL2. 

: 'M '• - ^ - = i 

In this period of transitional harmony, composers often omitted 

the final sharp or flat of a key signature, adding it instead as an 

accidental. In addition, sharps and flats were registered throughout 

two octaves providing that both octaves lie within the staff. Thus the 

original key signature of the Suite in E Major, for instance, possesses 

five sharps but is lacking D#. For this edition the key signature of 

the Suite in E Major has been modernized, with the added sharp placed 
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in brackets. Example 34a shows the original key signature, while ex

ample 34b shows the modernized key signature. 

Example 34a: Suite in E Major, Number VIII, facsimile, p. 37. 

Example 34b: Suite in E Major, Number VIII, with modern key 
s i g n a t u r e . 

Vici'iin 
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In preparing the new editions in this study, modern rules con

cerning accidentals have been applied. 

The Realization of the Basso Continuo 

The original edition includes the violin and basso continuo in 

score format. For a modern performance it would be necessary to pro

vide separate parts for the violinist, the cellist, and the keyboard 

player. 

In the baroque period it was common for composers to notate only 

a skeleton of the bass notes and the figures of the continuo part in

dicating which harmonies were to be improvised. On the index page 
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Walther names the instruments which make up the continuo—any harmonic 

instrument and a violoncino (an early name for cello). In the instruc

tions to the continuo performers, Walther explains that when the vio

linist plays pizzicato, the keyboard player should realize the accompan

iment in simply two voices and the cellist should also play pizzicato. 

Most accompanists today are not accustomed to improvising the key

board part. Thus a modern edition must include a realization of the 

figured bass. In preparing the edition it is the responsibility of the 

editor to fit the style of the accompaniment to that of the violin part. 

Ornaments may be added, indeed are required at some points, but these 

should never overshadow or cover the violin part. 

When realizing the keyboard part, several approaches are possible. <f,, 

When the violin part is very active, it is advisable to keep the continuo '\ 

part simple, as in measures 25 and 26 of the Suite in E Major (see 

example 35). 

J 

61 
Walther, Hortulus chelicus, 1688. 



Example 35: Suite in E Major, Number VIII, measures 25-26, 
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In other cases, as in measures 141-143 of the Capricci, imitation of 

the violin line is appropriate (see example 36). 

Example 36: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 141-143. 

CPre^ol 
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Sometimes the violin part seems accompanimental and some interest is 

called for in the keyboard part, as in measures 109-111 of the 

Capricci (see example 37). 

Example 37: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 109-111. 

QPrtt^ol 

In a very few instances, the bass itself has been changed, first 

of all to provide a less awkward bass line, as in the Gara, measures 

19-20 (see example 38). 

Example 38: Gara di due violini in uno. Number XVII, measures 19-20 
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In other instances changes in the bass improve the sense of rhythmic 

flow, as in measures 40 and 41 of Gara. Compare example 39a, in which 

a half note G in the bass is held against a dotted rhythm in the violin 

part, with example 39b, in which the half note in the bass is replaced 

by two quarter notes. The second example is stronger rhythmically be

cause of the articulation of beat four in that measure (see examples 

39a and 39b). 

Example 39a: Gara di due violini in uno. Number XVII, facsimile. 
p. 73. 

B(x«s-
m 

i .r[f f-i TFFF 

i 

Example 39b: Gara di due violini in uno. Number XVII, measures 
40-41. 

In measures 77-78 of the Scherzo, and in similar passages which occur 

often in programmatic sections, the keyboard player would probably re-

articulate the bass note whenever he felt that it was necessary. The 
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harpsichord, of course, cannot sustain a pitch for very long, so there 

would be no point in holding that key down. For this reason, certain 

ties have been eliminated in the present edition. 

Example 40: Scherzo d'augelli con il cuccu. Number XV, facsimile, 
p. 65. 

t 

N[,olm 

Ba 5^ 

Meter, Tempo, and Rhythm i 
One of the more complex problems is that of interpreting the 

metrical notation. The time signatures in the original score of 

Hortulus chelicus do not have the same meanings as their modern counter

parts. The most commonly used time signatures in Hortulus chelicus are 

C , which indicates ^, ^ or Ĵ and 5» ^^^ tripla time signature. 

Others include ^, ^, •'•̂, and ^. These symbols indicate the basic 
4 2 o o 

unit which receives the beat, but because of the uncertain barring, there 

is very little consistency about how many beats occur in a measure. In 

some instances the barlines coincide with the asymmetrical phrasing of 

a work, as in the beginning of the last Presto of the Scherzo. The first 

and fifth measures of the presto, as they are barred in the facsimile, 

contain five groups of three quarter notes each (see example 41). 

"̂̂ 'For a discussion of the effect of the tripla time signature 
upon tempo, see below, p. 51. 

.'i< 
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Example 41: Scherzo d'augelli con il cuccu. Number XV, facsimile 
p. 67. 

In other cases, there does not seem to be a reason for the irregularity 

of the barlines, as in a later passage of the Scherzo (see example 42). 

Example 42: Scherzo de'augelli con il cuccu, Number XV, facsimile, 
p. 65. 

violin 

5a ss 

( ^ 2 ^ ^ ^ ^ ^ ^ ^ ^ 
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In order to facilitate reading this music, the present editions have 

been barred according to modern practice. In order to accomplish this, 

C 4 4 "2. 3 3 

has been interpreted as , or -; J has been changed to , or - or 
6 (\ 19 

,; and o or _ sections have been barred with six or twelve eighth 

notes in each measure. In Gara, measure 113 contains nine beats even 

though the rest of the section is interpreted as being in time. The 

section has an uneven number of beats and in this case the most practi-
9 

cal solution seems to be a one measure change of meter to , time. 
As for tempo, the baroque composer inherited from the Renaissance 

6, 

6̂  

the concept of proportions, "a confused legacy [which] was supposed 
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to show relative tempos, not absolute tempos."^"^ The most obvious 

aspect of this inheritance from the Renaissance is the tripla time 

signature J , which literally means three units in the time of the 

previous two, but "all that is probable is some undetermined increase 

64 
of speed." Example 43, an excerpt from the original edition of 

Gara, shows how Walther indicates such triple-meter sections. 

Example 43: Gara di due violini in uno. Number XVII, facsimile, 
p. 75. 

iioUn 1 
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In the present editions approximate tempos or ratios have been sug

gested, and they are placed within brackets to indicate that they are 

editorial. 

When Walther gives tempo indications, he favors "presto" and 

"allegro" for fast movements or sections, and "adagio," "lento," and 

"adagissimo" for slow ones. Sections in triple meter, whether notated 

with tripla time signatures or not, are generally faster than the 

duple meter sections. Since the term "largo" is used at the beginning 

of a tripla section, it probably does not designate the slow tempo we 

associate with that term today. Although the same terms are used today, 

6 "̂  
Robert Donington, A Performer's Guide to Baroque Music, (London: 

Faber, 1973), p. 244. 
64 
Donington, Performer's Guide, p. 245. 
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their meanings are more precise now than they were in the seventeenth 

century. In baroque music such terms are more suggestive of mood 

than indicative of exact tempos. 

A pattern of contrasting tempos as well as meters in adjacent 

sections is adhered to in the works in Hortulus chelicus, especially 

in the sonatas and preludes. When an obvious change takes place and 

the tempo is not stipulated, it is possible to estimate the tempo. 

Often the mood of the music is a clue; sometimes the harmony helps to 

clarify the mood and thus the tempo. A return of thematic material 

associated with a previous tempo often indicates a return to that tempo. 

In instances where a change of tempo is implied, as in measures 50-52 

of the Scherzo, the suggested tempo indication has been enclosed in 

brackets (see example 44). 

i 

Example 44: Scherzo d'augelli con il cuccu. Number XV, measures 
50-52. 

m:z'^ 

t^. 

In the dance movements Walther rarely indicates tempo, probably 

assuming that the performers knew of the approximate tempos tradition

ally attached to them. The "Allemanda" of the Suite in C Minor, 
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Number IX, is marked "adagio," probably because it was meant to be 

slower than a normal allemande. The "Sarabanda" of the Suite in E 

Major, Number VIII, is notated as a tripla section, indicating that 

it should be faster than the "Allemanda" which it follows. Johann 

Gottfried Walther defines the allemande in his Musicalisches Lexicon 

as a "serious and dignified movement [which] should be so performed." 

3 
The sarabande is a slow stately dance in , time, the corrente is a 

3 
livelier dance in , time and the gigue is a lively dance in compound 

meter. 

Music, especially that of the baroque era, need not be performed 

with rigid adherence to tempo indication. At phrase endings and at 

ends of major sections there should often be a relaxation of the tempo. 

In these editions, wherever the relaxation should be particularly pro

nounced, indications of ritards have been added and are bracketed. 

Baroque music was probably not performed exactly as it is notated 

rhythmically. Judging from the writings of contemporaries, pairs of 

slurred eighth notes or sixteenth notes, depending on the tempo, were 

sometimes performed unevenly. It is not certain how or in what in

stances such inequality would have been applied, but it would be more 

likely in slurred passages, in stepwise passages, and in moderate tempos. 

Donington describes two types of inequality: standard inequality is 

the type in which the first note of the pair is lengthened; reversed 

6 S 
Johann Gottfried Walther, "Allemanda," Musicalisches Lexicon, 

pp. 27-28. 
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inequality is the type in which the first note of each pair is 

66 
Shortened. Since inequality is not determined according to a 

fixed ratio, it cannot always be written into a modern edition, but 

suggestions can be made concerning some passages where it might be 

appropriate in the music of Walther. A moderate, lilting inequality 

of the reversed type could be used, for example,at the beginning of 

the "Sarabanda" of the Suite in E Major (see example 45a for the or

iginal and 45b for the edited version). 

Example 45a: 

Ba55 

Suite in E Major, Number VIII, "Sarabanda," facsimile 
p. 39. 

( ,f:;^ir|-I .IV'frfrFf^fr^ 
^(tratf: 
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Example 45b: Suite in E Major, Number VIII, "Sarabanda," measures 
1-3. 

- I — I - !' LJ i • r .; 1 ^v = 

Another passage which suggests similar treatment is shown in example 

46a, measures 64-65 of Gara. The sixteenth notes with the syncopated 

bowing could be played instead as dotted sixteenths and thirty-second 

notes (see example 46a for the original, and 46b for the edited ver

sion) . 

66, 
Robert Donington, String Playing in Baroque Music (New York: 

Charles Scribner's Sons, 1977), pp. 82-85. See also: Frederick 
Neumann, "External Evidence and Uneven Notes," Musical Quarterly LII 
(Oct. 1966), 448-64. " 
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Example 46a: Gara di due violini in uno. Number XVII, measures 
64-65. 

Example 46b: Gara di due violini in uno. Number XVII, measures 
64-65. 

The rhythms described above should not be written into an edition 

primarily because such inequality is a performer's option. But there 

are other instances which require changes of rhythm. In measures 21-

23 of the Capricci, for example, it is apparent that Walther is using 

rhythmic shorthand; once he writes the dotted rhythm in measure 21, 

the performer would assume the same rhythms in the parallel passage 

in measure 23 (see example 47). 

Example 47: 

\ • ' / ' 

13 o^sr 

Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, facsimile, p. 117. 

In interpreting the music in this way, one must be careful not to read 

too much into what is printed. Changes brought to the music by the 

editor or performer must be clearly justified by what is given or im

plied by the composer. 
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Dynamics 

While Walther specifies dynamics in many passages, there are entire 

""̂ ^̂ ^ ^^ Hortulus chelicus without any dynamic mark. Since a musical 

performance would presumably include dynamic shadings, dynamics have 

been added to the performance editions and bracketed to indicate that 

they are editorial. 

Walther does not use the modern words or symbols for crescendo and 

diminuendo, but in Suite in A Major, Number XVIII, he uses a series of 

dynamic shadings—"f," "p," "pp,"—which strongly imply a diminuendo. 

In other places where gradual dynamic shadings are appropriate, the 

words "crescendo" and "diminuendo" or their symbols have been added 

and placed in brackets. 

There are passages where Walther did indicate dynamics, but where 

one or more were apparently omitted. Measures 14-16 of the Scherzo 

illustrate the addition in brackets of a dynamic marking where it was 

clearly omitted (see example 48). 

Example 48: Scherzo d'augelli con il cuccu. Number XV, measures 
14-16. 

[l\koro3 
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Expressive markings are often good clues as to which dynamics 

might be appropriate. The designation a Capriccio appears after the 

opening "Adagio" of Suite in Number IX, and although there is no dyna

mic marking and no tempo indication, it would be appropriate to per

form this section faster and louder than the preceeding one. When 

there is a sequence in which each statement of a motive begins on a 

higher pitch, it would be appropriate to begin quietly and crescendo 

through the passage, as in measures 27-31 in the Scherzo (see example 

49). 

Example 49: Scherzo d'augelli con il cuccu. Number XV, measures 
27-31. 

Ornamentat ion 

It was common for the seventeenth-century performer to add his own 

ornamentation to the music, aside from what was notated by the composer, 

especially in slow movements and in repetitions of material. 

In Hortulus chelicus, ornamentation is sometimes supplied by the 

composer, as, for example, the free embellishment at the end of the 

"Preludio" of the Suite in A Major, Number XXIV. 
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iiass 

Example 50: Suite in A Major, Number XXIV, "Preludio," facsimile, 
p. 105. 

^ • Ir. 

^ 
.*̂  OL 

In other cases, as at the beginning of the first violin solo in Gara, 

the composer gives only a melodic outline which should be ornamented 

(see example 51). 

Example 51: Gara di due violini in uno. Number XVII, facsimile, 
p. 73. i 

There are certain symbols which Walther uses for shorter ornaments, 

67 
such as "tr," meaning trill, and "m," meaning vibrato. However, the 

absence of the indications for such ornaments should not be misunder

stood as meaning that no ornaments should be added. Walther simply 

left many of the ornaments to the discretion of the performers. 

In the present editions, an effort has been made to differentiate 

between ornaments indicated by Walther and those which are editorial 

^^The sign "m" probably refers to a conspicuous vibrato, which 
would be classed with the ornaments. This does not preclude the 
possibility of a moderate, inconspicuous vibrato being used for 
natural coloring of other tones. For more on this subject, see 
Donington, String Playing, pp. 66-68. 
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additions. Where the free ornamentation added for these performance 

editions is extensive, the original line has been included on a smaller 

staff beneath the ornamented one. Walther's ornaments are written out 

in exact rhythmic notation, and some of the ornamentation which has 

been added to these editions is non-rhythmic in nature. Any figure 

which has not been notated rhythmically, as in measures 35-36 of the 

Capricci, is editorial (see example 52). 

Example 52: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 35-36. 

^ , *^. . r t r f ir T t - r i _ ^ Uij.n )';, L i •̂-'' r r i ' J i' u ' ==g ^'r ' 'U i 

In a very few instances, short ornaments which are editorial have been 

bracketed, as in measure 160 of the Capricci (see example 53). 

Example 53: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measure 160. 

LVrts+oJ -tr 

^ 
^ 

Additionally, sections that were enclosed within repeat signs in the 

original edition have been written out with ornamentation added. 

Trills which are editorial have been bracketed. Concerning the 

performance of trills, most writers agree that the trill can be a 

purely melodic ornament, starting on the principal note, or it can be 
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a purely harmonic ornament, starting on the upper note and on the 

, 68 

beat. Full trills can be terminated with a turned ending or by an 

anticipation to the ensuing resolution. If the performer prefers 

not to terminate the trill, he may play a half trill, requiring only 

two or three repercussions, the rest of the value being filled in by 

sustaining the principal note. In a few instances the turned ending 

is specified in the present editions, but in most cases the interpre

tation of the trill is left to the performers. 

In some instances Walther clearly specifies free ornamentation 

with the abbreviation grop. which comes from the Italian groppo, meaning 

a cluster of notes. This term occurs in the Suite in A Major, Number 

XVIII (see example 54). 

4 

Example 54: Suite in A Major, Number XVIII, facsimile, p. 79 

ho... 
jiP'^r-

"^^^ zO- zan zzrz 

1111111 

An improvisatory passage is called for in Leuto harpeggiante e 

rossignuolo. Number XXII, where the second interjection of the night

ingale is incomplete (see example 55). 

6ft 
For different points of view concerning the frequency of the 

trill as a purely harmonic ornament, see: Donington, String Playing, 
pp. 98-100 and Frederick Neumann, "Notes on 'Melodic' and 'Harmonic' 
Ornaments," The Music Review XXIV (Nov. 1968), pp. 249-56. 
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Example 55: Leuto harpeggiante e rossignuolo. Number XXII, 

facsimile, p. 98. 

//oil, 

^ ^ ^ ^ 

Walther, of course, does not always give such clear signals as in the 

previous two examples, but there are many instances where a cadenza is 

clearly implied, as shown in example 56a, containing measures 56-60 of 

Gara, where the note values suddenly lengthen and the passage would 

sound awkward without a short cadenza. A realization follows in ex

ample 56b. 

Example 56a: Gara di due violini in uno. Number XVII, facsimile 
p. 73. 

Violin 

A' 

f 

Example 56b: Gara di due violini in uno. Number XVII, measure 58, 

' n-,n "̂  

~¥^ 

Other Performance Problems 

In Gara, a "duel" for two violins intended for performance on one 

violin, the original violin part is scored on two staves, suggesting 

the imagined competition between two performers. For ease of reading, 



62 

the two imagined parts have been combined on one staff. As is common 

in German polyphonic music for the violin, some of the music cannot 

be performed exactly as it is notated. In such notated rhythms as 

the one in example 57a, measures 20-21 of Gara, it is the responsibil

ity of the performer to decide how the passage can be bowed in such a 

way as to least disturb the chain of suspensions. Example 57b suggests 

a possible solution. 

Example 57a: Gara di due violini in uno. Number XVII, measures 
20-21. 

L^cboiol 

Example 57b: Gara di due violini in uno. Number XVII, measures 
20-21. 

Another situation in which the performer must decide how to preserve 

the voice leading in a passage which cannot be performed exactly as 

notated, is shown in example 58a, containing measure 135 of Gara. In 

this case the difficulty involves sustaining a pitch on the A string 

while playing a note on the G string. A solution is given in example 

58b. 
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Example 58a: Gara di due violini in uno. Number XVII, measure 135. 

CLarool 
^ J 

rff 

Example 58b: Gara di due violini in uno. Number XVII, measure 135. 

QLarool 

f ^ ^ 
3g z= 

Both types of difficulty occur in other polyphonic works in Hortulus 

r' 
chelicus. When the problem concerns bowing, as in example 57a, the ^ 

solution is added to the edition. In other instances which call for ', 
r ! 

I 

\ 

more complex solutions, as represented in example 58a, the original has 

69 
Donington, String Playing, p. 49. For his discussion on 

bowing baroque music, see pp. 27-60. See also: Boyden, History, 
pp. 253-278. 

been preserved so that the performer can see what the voice leading y^ 
t 

should be and determine from that the best solution for himself. 

There are bowings in the original edition, but there are also 

many passages where no bowings are given. Of course, it is generally 

considered to be the violinist's prerogative to modify bowings, either 

for reasons of expressiveness or for convenience. Bowings are, above 

all, expressive, and "expression marks in baroque music are always more 
69 

in the nature of hints than of obligations." Walther and other 

baroque composers, including J. S. Bach, were not very careful about 

notating bowings, expecting the performer to change them wherever 
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necessary for creative expression. Bowings have been suggested in 

the present editions, and they have not been differentiated from the 

original bowings. For Walther's original bowings see Appendix A, 

pp. 124-147. 

Walther did not indicate fingerings, but in many cases fingerings 

have been suggested in the modern editions. Since there are no finger

ings in the original it has not been necessary to bracket editorial 

fingerings. 

In summary, while Hortulus chelicus is available and legible in 

a facsimile of the edition of 1688, performing from that edition pre

sents serious difficulties to modern performers who are not well 

schooled in baroque performance practices. Many of the works contained 

in Hortulus chelicus would be very suitable for performance by students 

if good modern editions were available. After all, Walther directs 

this collection to the amateur who wants to improve his skill. 

In these editions every effort has been made to present the ori

ginal music in modern notation. Should a person with expertise in 

baroque performance practices desire to perform from these editions, 

the original has been preserved to allow for individual improvisation 

of ornamentation. 

< i 
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C7 / 

il S I W m # ^ ^ = ^ <—A 
^ ^ B" 

->«* 
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APPENDIX B: TRANSLATION OF WALTHER'S PREFACE TO THE EDITION OF 1694 

Reminder to Amateur Violinists 

After my violin was repeatedly prevailed upon by its extraordinary 

friends and patrons to compose the present so-called pleasure-garden 

(which was promised to them already in Amsterdam), we would like now 

to present it to the devotees of the fine arts. It is kindheartedly 

disclosed for the delight and pleasure of those who would like to re-

invigorate themselves in the musical flower-fields. 

Although I foresaw that this last work, as well as the previous 

one (which was published under the Italian title Scherzi da violino 

solo in Saxony, and later re-edited and corrected by Ludovici Bourgeat 

in Mainz) would be strangely looked upon by many who are asking why I 

offer myself the second time for the help and benefit of others to 

pave their way to perfection (as much as is in my power), without any 

intentions, even though I had some costs. Notwithstanding, in distri

buting my knowledge, I would rather make for myself the name of a 

liberal, or now and again that of a spendthrift, than to imitate the 

misers and the greedy with their obstinate bad manners, who with their 

insignificant skills and talents stay in the corner and think their 

commodity too precious to take the risk of sharing it and somebody 

possibly copying or stealing their cheap tricks. 

Even though my musical violin attempted diligently to offer its 

patrons help in achieving perfection through more difficult pieces in 

the above mentioned pamphlet, it is now evident in this last work, 

partially for the sake of change and variety, partially for the sake 

of ease, that I have mixed in some easier pieces. These will help the 
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less capable, without too many frustrations, to reach higher levels, if 

they adhere to the correct form and technique. 

This includes providing the violin with four pure strings, tuned 

in fifths, as is customary, and to pay attention to the fingering of 

single as well as multiple notes. Also, they should become accustomed 

to drawing the bow smoothly to create a pure and pleasant harmony, 

audible even to the closet listeners, instead of pretending with doting 

fast fingerings, sounding out some pure and some out-of-tune chords to 

possess the talent of a master while actually forcing the violin to 

give scratching tunes. Sometimes this is done to such a degree that 

they become enraptured with their speed and cause shrieking off-tunes, 

noticeable even to the audience in the farthest corner. 

In addition, I would like to advise you, should there be anything 

awkward in the two-, three-, and multiple-part harmonies with the basso 

continuo, or ambiguous notes, figures, signatures, or other mistakes of 

this kind, caused by the copperplate engraver inexperienced with print

ing music, let the affable violinist and amateur either overlook the 

mistake, or at his discretion use corrections he deems necessary, yet 

give the author due credit and refer in the future to his works. 
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APPENDIX C: LECTURE RECITAL 

feoslech Universih/ Depar'r^e^t c -̂̂  •'L.SiC 
Lubbock, Texas 

KAREN KROUT 
Violin 

Assisted by: 
Arthur Follows, vioioncello 

Judson Maynard, harpsichord 

Ph.D. Lecture Recital 

JOHANN JAKOB WALTHER'S HORTULUS CHELICUS 

Monday, March 29,1982, 8:15 p.m. 
Hemmle Recital Hall 

I. LECTURE 
Historical Background 

Walther's Life and Music 
Editorial Considerations 

II. PERFORMANCE 
"Capricci di 50 mutations sopra un Soggetto' 
"Scherzo d'Augell i con il Cuccu" 
"Gara di due violini in uno ' 

Suite No. 8 
Preludio 
Aria 
Sarabanda 
Giga 

This recital is presented in partial fulf i l lment of the requirements for the 
Doctor of Philosophy degree in Fine Arts. Ms. Krout is a student of 
Dr. James Barber. .Advisors for the lecture and realization of the figured 
bass are Dr. Richard .McGowan and Dr. Judson Mavnard. 
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LECTURE 

Historical Background 

Good evening, ladies and gentlemen. The music which you will hear 

performed tonight is from a collection by the seventeenth-century 

German violinist-composer, Johann Jakob Walther, a composer who is 

known above all for his contribution to the development of virtuoso 

technique. 

If we are to appreciate Walther's contributions, we must understand 

that there were two main lines in the development of violin style and 

technique: the Italian and the German. The Italians, who were pro

foundly influenced by early monody and the emergence of opera, took the 

lead in creating a sustained and expressive style of violin playing. 

This development was aided by Italian violin makers, artists themselves, 

who created unusually fine violins whose beauty of tone strongly in

fluenced the style of writing. 

The most important contributions to the art of violin playing out

side of Italy came from Germany, where, in spite of the devastating ef

fects of the Thirty Years war (1618-1648), an individual, characteris

tic style developed by the end of the century. The Germans surpassed 

the Italians in their use of virtuoso techniques, even though these 

techniques and their names as well were of Italian origin. 

The two composers who brought this German development to its zenith 

were Heinrich von Biber (1644-1704) and Johann Jakob Walther (1650-1717). 

These two figures are often discussed together because of their similar-
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ities, but there are striking differences between the two composers. 

Biber was a well-rounded, schooled, professional musician who wrote 

music for various combinations of instruments and voices. Walther, in 

contrast, was a virtuoso violinist who wrote only for that instrument, 

causing him to be called the "Paganini of the seventeenth century." 

Moreover, the two men held different views about scordatura, that is, 

the retuning of the instrument in different intervals. Biber developed 

it to an amazing degree whereas Walther avoided it, speaking out in the 

preface to his Hortulus chelicus against the "shrieking" of mis-tuned 

strings. Although both wrote pictorial music, Biber's is of the more 

subtle type, painting moods. Walther's is literal and more naive, de

picting such sounds as the cuckoo, hen, bagpipes, and hurdy-gurdy. 

Although the music of Biber and Walther is sometimes considered 

less worthy than that of their Italian contemporary, Arcangelo Corelli 

(1653-1713), their advances in violin technique helped prepare the way 

for the violin music of Johann Sabastian Bach (1685-1750), who was able 

to synthesize the German and Italian developments. "The multiple stops 

of Bach's polyphony are a continuation of the German violin tradition 

of Biber and Walther," and his melodic grace and tonal advances 

come from the Italian line. 

Walther's Life and Music 

Johann Jakob Walther was born about 1650 at Witterda, a village in 

the Erfurt district of the Electorade of Mainz. The church records 

there, although not detailed, showed that he had several siblings. He 

may have been related to the lexicographer, Johann Gottfried Walther, 
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who was born in Erfurt in 1684, although this kinship cannot be proven. 

Nothing is known of the violinist's early life and education beyond the 

fact that he learned to play the instrument from a Polish gentleman in 

whose house he was a servant. 

From 1670 to 1673 he lived in Florence at the court of Cosimo III 

of Tuscany, where he was employed as a violinist. During that time he 

wrote his first collection, Scherzi da violino solo, which was printed 

in 1676, two years after his return to Germany. The influence of his 

Italian stay is evident in the Italian titles and markings in his music. 

Sometime later he traveled to the Netherlands, a fact revealed in the 

preface to the first edition of Hortulus chelicus (1688), a work written 

in fulfillment of a promise made in Amsterdam many years before. 

It is certain that by late 1673 he had arrived at the court of 

Johann Georg II of Saxony (reigned 1656-1680), for the court records at 

Dresden show that "the newly hired violinist Johann Jakob Walther played 

a 'symphonia' on the violin at Vespers on New Year's Day, 1674." The 

first edition of the Scherzi was dedicated to Johann Georg II, and evi

dence of this patron's esteem for Walther can be seen in the fact that 

he sent out beautifully-bound, red velvet gift copies of the Scherzi to 

display the talent of his first violinist. He also paid Walther a high 

salary in comparison to the other musicians in his court. 

In 1680 Johann Georg II died, and his successor, Johann Georg III 

(reigned 1680-1691), immediately reduced the size of the Kapelle. That 

year Walther went to Mainz and took up a new profession as the Italian 

secretary to the Elector Anselm Franz von Ingelheim, Prince and Arch

bishop of Mainz (reigned 1634-1695). Although Walther had no musical 
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duties in Mainz, he nevertheless continued to write music for the violin. 

Hortulus chelicus, which was first printed in 1688, was probably written 

during his years in Mainz. 

Several incidents that occurred while Walther was in Mainz shed 

some light on the nature of his status. Three years after his arrival, 

on August 30, 1683, Walther was named by the Elector to the position 

of Canon in the Monastery of St. Victor. Then, on September 24, 1689, 

he was promoted to the position of Scholastic. This position was never 

endorsed, however, for Walther was a layman and Scholastics were usually 

priests who were responsible for educating the younger clergy. Thus 

the promotion was challenged and Walther was forced to resign in March 

of 1690. He was allowed, however, to retain the position of Canon for 

the rest of his life. 

That Walther was a highly regarded citizen and musician in Mainz 

is reflected by the fact that his publisher, Ludwig Bourgeat, dedicated 

the posthumous publication of Johann Jakob Froberger's partitas and 

toccatas (pub. 1693) to "Doctissimus" Walther, praising him profusely 

in the preface. As a further indication of his prominence, both of his 

works were reprinted, a practice which was then less common in Germany 

than in Italy. 

Walther lived comfortably in Mainz, owning a house in the govern

ment quarter on Lbhrstrasse as well as a mill and an estate in Weilbach 

in the Amorbach district. Evidence of this is found in the city 

archives in Amorbach, where there are preserved twelve letters in 

Walther's hand. One of these letters refers to the purchase of the 

mill and the estate, and of property disputes with the Amorbach commun-
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ity. In another letter dating March 27, 1711, Walther speaks of his 

advanced age (sixty-one) and sickly condition. 

Six years later, on November 2, 1717, Walther died, indicating 

his sisters and brothers and their children as his heirs. He was 

buried two days later in the churchyard of St. Emmeran, the parsonage 

in which he had lived during the last year of his life. 

Walther appears to have written only two opuses, both for violin 

and continuo. The first, Scherzi da violino solo, was first printed 

in 1676. A second edition, dedicated to his earlier employer, Cosimo 

III of Tuscany, appeared in 1687. All of the works contained in the 

Scherzi are very difficult, being intended for the professional violin

ist. The second opus, Hortulus chelicus (The Little Garden of the 

Violin), was first printed in 1688 and was reprinted twice, in 1694 and 

1708. Ludwig Bourgeat of Mainz printed the second edition of the 

Scherzi and all three editions of Hortulus chelicus. 

Hortulus chelicus contains twenty-eight compositions, which are 

mostly untitled, bearing only Roman numerals. These works reflect the 

Germanic predilections for the variation technique, the dance suite, 

and pictorial music. It is clear, moreover, that Walther had a differ

ent purpose in mind when he wrote Hortulus chelicus, for here he placed 

easier pieces alongside more difficult ones, as he explains in the 

preface, "for the sake of variety and ease, that even those of lesser 

ability, finding something appropriate to their capacity, will become 

disposed little by little after brief study to pursue more difficult 

things." This collection may be viewed as "the first progressive violin 

etude book, which contained a rich source of practice material for the 
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next violin generation, and, according to Quantz ..., preserved the 

memory of its author far into the eighteenth century." 

Eighteen of the compositions in Hortulus chelicus are dance suites 

of the type codified by Froberger (1616-1667) in his Diverse ... Par

titas, Toccatas, and Canzonas published in 1693. Since Walther's 

publisher, Bourgeat, published these suites in Mainz, it seems likely 

that Walther knew of them. These are suites consisting of allemandes, 

correntes, sarabandes, and gigues, although not necessarily in that 

order in Froberger's original manuscripts. Walther adapted these same 

four dances in his suites, sometimes substituting an aria for the 

allemande, and sometimes omitting the corrente altogether. The dances 

are two-part forms, often followed by one or more variations, called 

"doubles." In some suites all of the dances are related thematically, 

in the manner of the earlier German variation suites of Paul Peuerl 

(ca. 1575-ca. 1625) and Johann Hermann Schein (1586-1630). In addition 

to the dances, all of Walther's suites begin with preludes and many of 

them conclude with finales. The preludes and finales are free forms 

consisting of alternating slow and fast sections. The slow sections 

are analagous to operatic recitatives, in which a rhythmically fluid 

melodic line is supported by a slow-moving bass line. The fast sections 

are metrical, possessing melodies that are motivically constructed and 

sequentially extended. One of the suites has a descriptive title, 

Leuto harpeggiante e rossignuolo, and imitates a lute and a nightingale. 

Three other works which may be classified as sonatas, or perhaps 

canzonas, although Walther did not call them by either name, appear in 

Hortulus chelicus. In using the term "sonata," I am speaking of an in-
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strumental piece, consisting of alternating slow and fast sections with 

some imitative developments. An example of this early sonata is 

Scherzo d'augelli con il cuccu. Number XV, which employs the cuckoo 

motive as a subject which recurs throughout, unifying the work. 

Variations over ground basses occur six times in Hortulus 

chelicus. They are variously entitled Aria varlata, Capricci, or 

Passagagli. In some of the variations, as in the Passagagli, Number 

VII, and the Capricci, Number XXVII, the bass lines are much shorter 

than the melodic lines for the violin. In others, as in the Aria 

varlata. Number III, the repeating bass lines are longer and the 

cadences in the bass coincide with those of the violin. 

Walther's music clearly belongs to a transitional phase in the 

development of tonality. In major keys his music is clearly tonal, but 

in minor keys his treatment of the sixth and seventh degrees of the 

scale is inconsistent. Moreover, cross relations are sometimes created 

by the juxtaposition of raised and lowered degrees of the scale. 

You have some musical examples which were handed out with the pro

grams this evening. Please look at example 1, which is in the key of 

g minor. Throughout the passage Walther vacillates between EP and En 

and between F^ and F#, the sixth and seventh degrees of the G minor 

scale. Moreover, the final chord in measure 111 and the first chord 

in measure 112 have roots a tritone apart, and a cross relation appears 

between the bass of the first chord and the alto of the second one. 

Dr. Maynard will play the passage from beat 4 of measure 111 to beat 

1 of measure 112, to emphasize the cross relation. 

(Now we will perform example 1). 
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This chromatic fluctuation was a device valued for its expressive 

possibilities; it does not result from a lack of tonal awareness. How

ever, as a result, harmonic progressions are often weak. 

In other passages the progressions are very repetitive, often a 

result of extending a sequence too far. The music in these cases lacks 

direction—rather than coming to rest on the tonic, it just keeps moving 

in a pointless parade around the circle of fifths. 

The musical textures of Hortulus chelicus might be classified into 

four types. The first type is similar to the early monody of Monteverdi, 

and occurs in the preludes and finales, as well as in the slow movements 

of the sonatas. It consists of a solo violin part, set above a very 

slowly moving bass line progressing in irregular harmonic rhythm. A 

second type of texture, also homophonic, but more homorhythmic and in 

more regular harmonic rhythm, appears in the dance movements. The 

melodies are quite simple, frequently outlining triads within a sing

able range. A third type of texture is contrapuntal and often imita

tive. Here the subjects are rhythmic and motivic with the bass parts 

sometimes participating in the imitation. The last type of texture is 

dense and chordal, consisting of repeated block chords or of broken 

chords in idiomatic figurations. 

In a characteristically baroque fashion, Walther employs con

trasting tempos and meters to create formal structures. Most of the pre

ludes and finales, for example, are predominantly in duple meter, with 

interspersed sections in contrasting tempos. The sonatas in Hortulus 

chelicus follow this design, but in them the form is more extended. 

Occasionally a largo in triple meter follows an adagio in duple meter. 
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In such an instance it seems that Walther intended for the largo to be 

played faster than the adagio. This interpretation is supported by 

the concept of temporal proportions, in which a tripla time signature 

indicates a diminution of the note values in the ratio of approximately 

1:3. 

When Walther indicates tempos, he uses Italian terms. "Presto" 

and "allegro" are the terms he favors for fast tempos. For slow tempos, 

he chooses "adagio, "lento," and "adagissimo." Although tempos are 

not usually indicated in the dances, it is assumed that the allemandes, 

arias, and sarabandes should be performed more slowly than the correntes 

and gigues. Thus slow dances are followed routinely by faster ones. 

Hemiola, a change from _ to , or vice versa, which brings about a 

change in the metrical stress, is one of Walther's favorite rhythmic 

devices. Please look at example 2 for an instance of hemiola. 

(Now we will perform example 2). 

While Walther didn't invent any entirely new violin techniques, 

he used existing ones in new ways and employed them more extensively 

than earlier composers. He writes multiple stops in nearly every com

position, even the easier ones. In Leuto harpeggiante e rossignuolo, 

Number XXII, Walther requires pizzicato, a technique which had been 

employed as early as the beginning of the seventeenth century by 

Monteverdi. Here, however, it is used for the entire composition, 

except for interjections of nightingale imitations, which are bowed. 

Walther indicates staccato either by placing dots over or under 

the notes, or else by writing the word "staccato" at the beginning of 

a passage. He also notates staccato dots under slurs, indicating as 

many as thirty-two staccato notes in one bow. Other bowing techniques 
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used by Walther are included on the sheet of musical examples. I 

will play each one. The first is the syncopated slur, which is ex-

ample 3. Ondeggiando, also called ondule, is illustrated in example 4; 

it is indicated by a wavy line over the notes and performed by a wavy 

motion of the bow back and forth between adjacent strings. Example 5 

illustrates organo tremolante, a legato, slurred tremolo like the 

modern portato bowing, indicated by a wavy line over the notes and per

formed by a series of impulses of the bow. Bariolage (a term not 

adopted until the 1750s) produces repetitions of a single pitch, alter

nating between two adjacent strings, one stopped and one open. This 

technique is illustrated in example 6. Arpeggiando, or the arpeggia

tion of a chord occurs quite frequently and may be either slurred, de

tached, or played with a mixture of strokes; arpeggiando is illustrated 

in example 7. In addition to the above techniques, one often encount

ers difficult string crossings, passages where the bow must jump over 

one or more strings rapidly, as in example 8. 

Editorial Considerations 

If one were to attempt to perform the compositions in Hortulus 

chelicus from the original edition, one would encounter numerous dif

ficulties. To begin with, only the violin part and the bass line are 

written out, leaving to the continuo players the responsibility of 

realizing the accompaniment—as was the common practice in the seven

teenth century. Most modern keyboard players, of course, are not pre

pared to improvise the keyboard part, so any modern edition must in

clude a realization of the keyboard part. 
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Beyond this, the original edition is difficult to read in places 

because the leger lines run together, creating a staff of many more 

than five lines. Also, the parts do not always line up vertically, 

neither between the violin and continuo parts, nor among polyphonic 

lines within the violin part itself. Thus merely copying the parts 

out, taking care to align them is a great help to the performers. 

Moreover, the original clefs and changes of clef also present problems 

to modern performers, so it is necessary to transcribe the music into 

the modern treble and bass clefs. 

In the seventeenth century, the last sharp or flat of a key was 

sometimes left out of the key signature, and added instead as an acci

dental within the music. Following modern practice, the final acci

dentals have been added to the original key signature. 

In the original score, the barring often encloses large groups 

of beats, as many as sixteen quarter notes per bar, and it is often 

inconsistent. Perhaps some barlines were left out by the publisher, 

for Walther warns the performer in his preface about the inexperience 

of his publisher in printing music. In any case, I have barred the 

music to agree with modern practice. 

In Gara di due violini in uno. Number XVII,a duet for two violins 

intended for performance on one violin, the original violin part is 

scored on two staves, suggesting the imagined competition between two 

performers. For easier reading the two imagined parts have been com

bined on one staff. 

In the seventeenth century it was coiranon for the performer to add 

ornamentation to the parts notated by the composer, especially in slow 
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movements and in repetitions of material. Therefore I have added 

ornaments which I consider to be appropriate. Moreover, I have added 

certain bowings which are generally understood as within the violin

ist' s prerogative and which facilitate performance. 

The complete title for this collection, translated into English, 

is Little Garden for the Violin; for One Violin, Harmoniously Modu

lating, with Two, Three, and Four Strings Sounding Simultaneously; with 

Careful Variety 'Planted' by Johann Jakob Walther. It is remarkable 

that in the spring of 1982, after nearly three hundred years, Walther's 

'little garden" still blooms. 
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PERFORMANCE 

Capricci di 50 mutationi sopra un soggetto 

The first work to be performed this evening is entitled 

Capricci di 50 mutationi sopra un soggetto. Number XXVII, or fifty 

variations on the descending C major scale. Gustav Beckmann, one 

of Walther's major biographers, calls this work a compendium of 

violin technique in the seventeenth century. It is a set of con

tinuous variations in which the melody in the violin part often spans 

several statements of the bass line. As it is rather long, we will 

perform only a portion of it. (Performance follows). 

Scherzo d'augelli con il cuccu 

The next work which will be performed is Scherzo d'augelli con 

il cuccu. Number XV, a programmatic sonata that develops a cuckoo 

motive. It is divided into three large sections. The first is an 

allegro which introduces the cuckoo motive in a modulating theme, 

which begins in C major and ends in G major; with each repetition the 

theme modulates through a succession of dominants until it reaches A 

major; then it quickly returns to C major through a circle of fifths. 

A lengthy adagio follows, marked by the presence of a second bird-call 

and by the interjection of short, faster sections in triple meter. 

Walther did not indicate new tempos at these meter changes, probably 

assuming that most musicians understood temporal proportions. For 

modern performers, I have added the indication of allegro at the begin-
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ning of each tripla section, and adagio at each return of the duple 

meter. The final section of the Scherzo is a presto in triple meter, 

which is a variation on the opening cuckoo theme. For this performance, 

I have cut portions of the lengthy and rather repetitive middle sec

tion. (Performance follows). 

Gara di due violini in uno 

The next work to be performed is Gara di due violini in uno, or 

Duel for Two Violins in One, Number XVII. Biber, incidently, wrote a 

precendent to this work, which is typical of the baroque composer's 

penchant for tricks or games in musical compositions. Walther's work 

is rather awkward to perform because of the polyphonic texture of the 

violin part; some long notes cannot be sustained fully because of string 

changes or repeated notes in the other line. 

The sonata, which is in D minor, begins with a fugal "adagio" for 

two violins. Beginning at measure 37 there is a first violin solo con

sisting of three short sections—adagio, allegro, and adagio—followed 

by a second violin solo in three short sections—adagio, presto, and 

adagio. The next large section is a largo with a tripla time signa

ture, which is obviously meant to be played faster than the adagios 

which preceed and follow it. It is marked by imitative counterpoint 

between the two violin parts. The final "adagio" begins in the domin

ant of D minor, but soon modulates and concludes in D minor. This 

section contains references to the opening thematic material, but is 

not a true restatement of that material. (Performance follows). 
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Suite in E Major 

The final work to be performed tonight is a suite of dances in 

E major, Number VIII in the collection. It consists of four movements: 

"Preludio," "Aria," "Sarabanda," and "Giga." The "Preludio" is in 

three sections, beginning with an adagio which is written in the 

monodic style characteristic of recitative. A short allegro ensues, 

followed by a concluding adagio similar to the first one. The "Aria" 

replaces the usual allemande. It is in duple meter, apparently in a 

moderate tempo, and it consists of two eight-bar phrases. The "Aria" 

is followed by a variation over the same bass line. The "Sarabanda," 

which is in triple meter and slower than the "Aria," consists of two 

eight-bar phrases, each of which is repeated. The "Sarabanda" is fol

lowed by two doubles, or variations, over the same bass line. The 

12 final "Giga" is in Q time, and moves rather quickly. It also consists 

of two phrases, each of which is repeated. It is followed by a double. 

(Performance follows). 
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MUSICAL EXAMPLES FROM HORTULUS CHELICUS 

Example 1: Cara di due violini in nnn. Number XVII, measures 

Laciso 

Example 2: Gara di due violini in uno, Number XVII, measures 
129-132. 

Example 3' Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 55-58. 

=;wz zz 
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Example 4: Suite in B Minor. Number VI, "Finale, 
measures 1-4. 
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Example 5' Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 41-^.4. 
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Example 6: Capricci di 50 mutationi sopra un soggetto. Number 
XXVII, measures 185-187. 
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Example 7; C a p r i c c i d i 50 m u t a t i o n i sopra un s o g g e t t o , Numbe: 
XXVII, measures 145-147. 
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^""^P^^ 8 ' cap r i cc i di 50 mutationi .npra ur. s.a...^^n Number 
XXVII, measures 121-123. ^ 
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