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Abstract 

The Mvstew of the W e r v  Sonatas: A Musical Rosarv Picture Book 

Heinrich Ignaz Franz von Biber's (1 644- 1 704) Mystery Sonatm of 1 676 are a set 

of fifieen sonatas for violin and continu0 plus one unaccompanied passacaglia for solo 

violin. They are unusual in their use of scordatura and in the presence of an image 

associated with the Rosary devotion before each sonata. This association between image 

and music in the sonatas, and the correspondence to the fifieen mysteries of the Rosary 

closely resembles the structure of seventeenth-century Rosary picture books. 

In this thesis the context, background, and meaning of the sonatas is explored. The 

first chapter examines the function of the sonatas and places them in context by outlining 

musical life in Salzburg, the sonata tradition, the Rosary devotion, Emblem books, and 

Rosary picture books. The second chapter focuses more on the collection as a whole and 

on elements such as key, dance af%ect, and scordatura. The third chapter consists of an 

examination of three sonatas -- each one unique in placing the listener in a different 

relation to the mystery. 



Sommaire 

Le Mystère des Sonates du Mvsrère: Un tableau musical du Rosaire 

Les Sonates du Mystère ( 1  676) de Heinrich Ignaz Franz von Biber (1 644- 1704) sont un 

recueil de quinze sonates pour violon et continu0 ainsi qu'une passacaille pour violon 

seul. Ces sonates sont peu communes quand à leur scordatura et les images associées à la 

dévotion du Rosarie avant chacune d'elle. Cette association d'image et de musique dans 

les sonates, et la correspondance aux quinze mystères du Rosaire, ressemble étroitement à 

la stmcture des tableaux du Rosaire du XVII""' siècle. 

Dans cette thèse, le contexte, les antécédants et le sens des sonates sont explorés. 

Le premier chapitre regarde la fonction des sonates en rapport aux contextes suivants: la 

vie musicale à Salzbourg, la tradition de la sonate, la dévotion au Rosaire, les livres 

symboliques, et les tableaux du dévotion du Rosaire. Le deuxième chapitre porte une 

attention particulière sur le recueil et ses éléments, et ce, en considérant les tonalités, 

l'affectation des dances, et la scordatura. Le troisième chapitre consiste en un regard 

détaillé de trois sonates - chacune d'elle place l'auditeur en relation avec une vérité 

importante de la foi catholique soit, deux mystères douloureux et un mystère glorieux. 

iii 
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Chapter 1: The Sonatas in Context 

Introduction 

Heinrich Ignaz Franz von Biber dedicated his Mystery Sonatas of 1676 to his 

employer, Archbishop MaximiLian Gandolph and "to the honour of the XV Sacred 

Mysteries which you [the Archbishop] promoted so strongly."' The Mystery Sonatas are 

a collection of sixteen works: fifieen sonatas for solo violin and basso continu0 of which 

fourteen are written in scordatura, and one passacaglia for unaccompanied violin; each of 

the sonatas as well as the passacaglia are preceded by an image of a Biblical scene which 

was glued into the manuscript.* The images for the sonatas are pnnts fiom copper 

engravings while the image preceding the passacaglia is a pen-and-ink drawing cut out in 

the same size as the copper engravings.) The sonatas were not published during Biber's 

lifetime and existed only in the form of a presentation manuscript intended for 

Archbishop Maximilian which is presently in the Bayerische Staatsbiliothek in Munich 

under Mus. Ms. 4 123. At present there are two published facsimiles and several editions 

1 Maximilian Gandolph von Khuenberg was appointed Archbishop of Salzburg in 
1668 and became Cardinal in 1686. See Davitt Moroney, notes to Heinrich Biber, 
Mysterv Sonatas (Virgin Classics VCD7 90838-2), 16. 

In the manuscript, Biber spells passacaglia as pnssogalia, while in the DTO 
edition the spelling is passagaglia. 

Heinrich Biber, Mvsteriensonaten, ed. Ernst Kubitschek (Bad Reichenhall: 
Faksimile-Ausgabe, 1 WO), 15. 



The Mystery Sonatus are indeed mysteries in themselves, fiom their scordatunt 

tunings to their purpose. It has long been recognized that the images in the manuscript 

correspond to the fifteen mysteries of the Rosary devotion, but many questions remain.' 

What prompted Biber to write the sonatas? What was the purpose of including the 

images in the manuscript? Where were they performed? What role does the scordanira 

tuning play? How does the music relate to the images and the rosary devotion? In order 

to answer these questions several aspects must be explored. To place the sonatas in 

context we need to be familiar with music in the Salzburg cathedra1 and court in the late 

seventeenth century, and Biber's life, including his association with co&aternities and 

the Catholic Church. The set of sonatas is stnictured after the Rosary devotion, so we 

must look at the Rosary devotion and its history. The role of the images can also be 

explained through an exploration of Rosary picture books and Emblem books. Once al1 

of these aspects have been explored, we will take a thorough look at the sonatas, 

considering both the structure of the collection as a whole and the relationship between 

individual sonatas and their images. 

Published editions include: Heinrich Ignaz Franz von Biber, Sechzehn 
Violinsonaten, ed. Erwin Luntz in DT0 25 (Austria: Akademische Druck, 1959); 
Universal Edition, 1923 edited by Robert Treitz; Wilhelm-Hansen Edition, Frankfurt am 
Main, 2 vols.; GIA Publications, 1993-95 edited by William P. Tortolano. Published 
facsimiles include: Faksimile-Ausgabe, 1990 edited by Ernst Kubitschek and Kings 
Music, 1980s. 

5 Gustav Beckmann, a German musicologist, was the first to comect the fifteen 
sonatas to the fifteen Rosary devotions of the Catholic church which in tum prompted 
Eugen Schmitz to suggest that the sonatas should be known as Rosenkonrzsonafen; 
today, the sonatas are referred to as either the Mystery Sonatas or the Rosas. Sonatas. 
See Eugen Schmitz, "Bibers Rosenkrantzsonaten," Musica 5 (1% 1): 235-36. 



Musical Life in Salzburg 

The Archbishop of Salzburg was both the sacred and secular d e r  of the region 

and the composers he hired provided music for both the church and court. The music of 

the Salzburg court and cathedral in the late seventeenth and early eighteenth centuries was 

of a high standard, mainly due to the reforms in the Iate sixteenth century of the 

archbishop Wolf Dietrich (1 587-1612). The archbishops of the Iate seventeenth century, 

Guidobald niun (1654-68), Maxirnilian Gandolph von Khueaberg (1 668-87), and Johann 

Ernst von Thun (1 687- 1 709) also left decisive marks on Salzburg cultural life.6 Their 

ability to manage fun& effectively enabled the hinng of three established composers for 

lengthy and overlapping periods: Andrea Hofer fiorn 1654 to 1684, Biber from 1670/71 

to 1704, and Georg M d a t  fkom 1678 to 1690. Salzburg musical life had much to offer, 

from numerous organs in the cathedral to a securely established group of high quality 

musicians at both the court and cathedral. The total number of musicians at the court 

averaged at about eighty for the entire century, while the choir was standardized at forty- 

four members.' The late seventeenth-century penod during which Maxirnilian Gandolph 

and Johann Emst were archbishops was dubbed by Constantin Schneider as the "first 

flowenng of the high Baroque" in ~alzburg.' 

Gerhard Croll, "Saizburg," New Grove Dictionam of Music and Musicians, ed. 
Stanley Sadie (London: Macmillan, 1980), vol. 16, pp. 437-43. 

7 The choir was made up of 8 choraZisten, 20 vicarii chori, 8 corporey knaben, 
and 8 kopell knaben. Eric Thompson Chafe, The Church Music of Heinrich Biber (Ann 
Arbor, MI: UMI Research Press, 1987), 34. 

8 Constantin Schneider, Geschichte der Musik in Salzbure; (Salzburg: Kiesel, 
1935), 80; quoted in Chafe, Church Music, 59. 



During the seventeenth and eighteenth centuries there were two kinds of court 

musicians in Salzburg, the court musicians proper (called musici or Misicanten) and the 

court and field tnunpeters? Biber was one of the former, and provided music for the 

court and church. For the Salzburg court he composed operas (of which only Chi la duTa 

la vince of 1687 survives), school dramas, and instnimental workdO Although Biber was 

known during his lifetime for his large-scale sacred vocal works, he is now best known 

for his instrumental works. Within the first few years of his employment in Salzburg, 

Biber had, as Chafe puts it, "taken over the direction of court music; there is not a single 

extant instrumental work by his colleague, Andreas Hofer, or even any indication that 

Ho fer wrote instrumental music."' ' 

Most of the surviving church music performed at the cathedra1 in the latter part of 

the seventeenth century is made up almost entirely of works by Biber and Hofer, and 

many of these were concerted church works commissioned for special occa~ions.'~ 

Biber's church music includes ten Masses, hrty-three compositions for Vespers, two 

litanies, nine miscellaneous church works (offertories, hymns, and motets) and anywhere 

from fi@ to sixty sonatas that could have been used in church services; in addition to 

these works many church works are known to be lost." Special occasions for which 

Chafe, Church Music, 36. 

'O Ibid., 20. 

'' Ibid., 16. 

12 Ibid., 62. In concerted (or concertato) works vocal and instrumental forces are 
combined and contrasted. 

l 3  Ibid. 



Biber composed works included such events as the celebration of a royal visit or a 

promotion within the church or court. For example, in 1673 Biber wrote a Sonata S. 

Polycarpi à 9 in honour of the new provost of the Cathedral, Polykarp von Khuenberg, 

and he may have written the Missa Salisburgensis of 1682 for the Rupertirsfet." In 

addition to these special occasions, works were commissioned for anniversaria, 

commemorative services instituted by the wealthy or influential intended to be observed 

annually. Biber's Vesperae à 32 and the Missa Christi Resurgentis are examples of this 

type of composition. Both were both composed in 1674, possibly for Gandolph's 

unniversari~rm, which was established the same year.'s While Biber's early church works 

were conservative, with independent introductory "sonatas" and motivically unrelated 

interludes, his later works (begiming in the 1670s) exhibit "extravagant tendencies" 

resulting in a synthesis of baroque floridity and eccentric features, such as scordatura 

tunings and unconventional scorings (as in the Missa ~alisburgenris.)'~ 

14 The attribution of the Missa SaIisbwgensis to Biber is still contested. Some 
argue that the Mass was composed by Andreas Hofer; their styles are similar because they 
worked together at the Salzburg court for 14 years. Chafe, Church Music, 60. 

l5 Ibid., 61. 

16 Biber employed scordatura in two of his Acht Violinsonaten, six of the seven 
Harmonia artificiosa-arioso suites, and 14 of the 15 M'stem Sonutas. The scoring of the 
Missa Salisburgensis consists of eight choruses, either vocal, string, or wind, two trumpet 
choirs, two organs, and basso continuo. For full details sec Ibid., 64. 



Biber's Life 

The details of Biber's life are fairly well documented through letters, records fiom 

his employers, titie pages of his works, and various other sources. Elias Dam, Eric 

Chafe, and Paul Nettl have assembled the biography.17 Biber was bom into a humble 

home, the son of a Schützer (a marksman or guard) in Wartenberg, Bohernia and baptized 

there on 12 August 1644. It is generally believed that Biber's first teacher was the local 

organist, school teacher, and cantor Wiegand Kn6ffel (or Knostel), and that he continued 

his musical training at the local court of Count Maxirnilian of Liechtenstein-Kastelkom, 

his first employer. There Biber must have met Count Maximilian's son Christoph Philipp 

and his brother, Prince-Bishop Karl of Kromeriz, hvo of his fbture employers. Where and 

with whom he received more expert instruction on the violin and viola da gamba f i e r  

leaving Count Maximilian's court has not been determined, but several locations, such as 

Prague, Reichenberg, Dresden, and V i e ~ a ,  and teachers such as Antonio Bertali and 

Johann H e i ~ c h  Schmelzer have been suggested.18 

Before settling in Salzburg, Biber had several positions at different courts: with 

Christoph Philipp, with the Prince of Eggenberg, and with Prince-Bishop Karl of 

Kromeriz. His position at Kromeriz was short-lived -- he arrived in 1668 and lefi in late 

1670, without his employer's permission. Although Prince-Bishop Karl must have been 

" See Elias Dam, "Heinrich Biber and the Seventeenth-Century Violin" (Ph-D. 
diss., Columbia University, 1968); Chafe, Church Music; Paul Nettl, "Die Wiener 
Tanzkornposition in der zweiten Halfke des 17. Jahrhunderts," Studien der 
Musikwissenschafi 8 (1 92 1). 

" Chafe, Church Music, 2. 



annoyed at losing a valuable musician and composer, cordial relations were re-established 

as many of the works Biber wrote while in Salzburg can be found in the Kromeriz 

archives.lg 

Biber anived in Salzburg in the winter of 1670171, probably in Decernber or 

January. His fvst position in Salzburg at the court of Archbishop Maximilian von 

Khuenberg was identical to the official position which he held in Kromeriz, that of 

c~bicularis .~~ His statu, however, only improved. in 1677 his duties were extended to 

include the training of cathedra1 choirboys in the singing of fiorid counterpoint, in 1679 

he was promoted to vice-Kapellmeister, and in 1684 became Kapellrneister in Salzburg 

and dean of the choirboys' training schooL2' Biber was raised to the rank of nobility on 5 

December 1690 .~  This advancement to knighthood, as Chafe explains, ailowed his 

daughters to enter convents reserved for the nobility." At least two of Biber's daughters 

entered convents: Maria Anna Magdalena entered the Nomberg convent in 1695 and 

19 Dann, "Heinrich Biber," 68. 

20 This translates as chamber servant, however, as Dam explains, it does not mean 
he was a valet, but indicates his rank in the officia1 hierarchy as well as the type of dress 
he was required to Wear. Dam, "Heinrich Biber," 12. 

2' Elias Dam, "Biber, Heinrich Ignaz F m  von," in New Grove Dictionarv of 
Music and Musicians, ed. Stanley Sadie (London: Macmillan, 1980), vol. 2, pp. 678-82.. 

22 Dann, "Heinrich Biber," 1 5. 

Chafe, Church Music, 22. 



Maria Zazilian entered the convent of Santa Clara at ~eren." The most accomplished of 

Biber's sons was Cari Heinrich (1 68 1 - 1749) who followed in his father's footsteps to 

become Kapellmeister in Salzburg in 1743, and who was succeeded by none other than 

Leopold Mozart." Biber spent the last decade of his life quietly in a sumrner house 

constmcted by the court near a convent. He died on 3 May 1704, and was buried in St. 

Peter's Cemetery on 4 May. His grave has not been f~und . '~  

Biber was closely comected to the Catholic church, not only through his 

employment at the cathedral, but also through personal conviction: his daughters entered 

convents, he was a member of at least one Catholic confiaternity, and he wrote several 

works for the church which were not commissioned for special occasions or festivals. 

There are, for example, several anonymous works (some solos ~ 4 t h  scordatura viole 

d 'amore parts and some Regniim Mzmdi settings fiom the seventeenth century) found in 

the convent at Nonnberg which may have been composed by Biber because they are 

similar to Biber's attributed settings." 

24 There is one reference to a Sister "M: Caecilia; a Bibern", but it is not known 
which convent she entered. The SI# Nomberg in Salzburg, founded in 700, is the oldest 

Music 28. -7 

'' Ibid., 29. 

Benedictine Frauen~i/r [convent] in the German-speaking lands. See Chafe, Church 

esia 

26 The burial record at St. Peters simply States that "den 4. Maii k t  H. biber 
Capellmaister Eingraben worden." Archive of S t .  Peter's, Sepulturae, etc: / A d  Eccl 
Capellas, et Coerneterium Monesterii / S. Petri Salisburg, fol. 77v.; quoted in Chafe, 
Church Music, 28. 

27 Ibid., 68. 



Sonata Tradition 

The sonata tradition in Austria and Gemany leading up to Biber has a varied 

development, making a concrete definition of "sonata" elusive. The label "sonata" was 

ofien applied to virtuoso works composed by solo performers, while similar works 

composed by organists were labeled "canzona."" The spread of the Baroque sonata to 

countries outside of Italy resulted from Italy's growing influence on the music of Austro- 

Gemany, England, and France, but as William Newman points out, the Germans and 

Austrians did not take an interest in the sonata until f i e r  the end of the Thirty Years' War 

in 1648.~~ 

Several difEerent sonata types were prevalent during the early seventeenth 

century. The sonata could consist of a short binary piece, binary dance movement, 

variation, or imitative movement, a type which was dependent on the polyphonic canzona 

tradition." The variation movements and binary movements were included in secular 

publications while the canzona-style sonata was probably intended for use in church." 

The use of the sonata in a sacred context is not unusual, in fact, as Newman states, the 

- - - - - - 

28 Sandra Mangsen, "Forms and Genres," in Cornpanion to Baroque Music, ed. 
Julie Anne Sadie (London: Dent, 1 WO), 394. 

29 William S. Newman, The Sonata in the Baroaue Era, 4th ed. (New York: W. W. 
Norton, 1983), 39. 

'O The "canzona tradition" sonata was a work consisting of several sections 
marked by changes of metre, tempo, harmonic goal, and melodic matenal. A good 
example of these types of works can be found in Mangsen's description of Dario 
Castello's works. Mangsen, "Forms," 394. 

" Ibid., 396. 



first specified functions of sonatas pert&n to the church, and, in particular, to the Roman 

Catholic l i t ~ r g y . ~ ~  

While the sonata composers fiom 1620 to 1650 in central Europe were mostly 

Italians active at the Imperia1 court in Vienna, the sonata composers afier 1650 were 

native Austrians and Germans who "cultivated the now indigenous brand of sonata and 

grafted Itdian, English, and French characteristics onto it."" Two contemporaries of 

Biber, and important sonata composers, were Johann Heinrich Schmelzer (ca. 1623-80) 

and Georg Muffat (1 653- 1 704). Schrnelzer, the "celebrated and nearly finest violisten in 

Europe," wrote around 85 sonatas largely dependent on the variation principle? 

However, Biber surpassed Schrnelzer in the areas of thematic and overall unity by 

integrating and interrelating the mo~ements.~' Muffat's 1682 publication includes five 

multi-voice sonatas, similar to Corelli's concerti grossi, which mix chuch and court 

types; as Newman explains, "there are slow and fast dances ... and there are weighty and 

light movements of a freer sort that have only tempo in~criptions.'"~ We can see this 

ambiguity between church and court types in Biber's works as well, especially in the 

Mystery Sonaras. In this set some remained faithfûl to the canzona style of church sonata, 

32 For exarnple, some of Giovanni Gabrieli's instrumental pieces were designated 
for use in the Offertory of the Mass, while outside of the Mass the sonata appears to have 
been played ofien in connection with Vespers. Newman, Sonata, 36. 

'' Ibid, 203. 

34 Schmelzer used the tenn "sonata" and "sonatina" to designate an introductory 
movement to the work as a whole. Ibid., 21 5-6. 

" Ibid, 219. 

36 Ibid., 221. 



for example sonatas VI and XI, while sonatas XIII and IX are in a more secular style with 

several movements and binary dances (see Table 3 for examples). 

Biber wrote 66 sonatas, of which 34 are solo with continu0 and 32 are multi-voice. 

His rnulti-voice sonatas are best seen in the 12 Sonatae tam aris qtram aulis servientes, 

appropriate "to the altar or the court."" This set contains sonatas scored in five, six, or 

eight parts for various combinations of two tnrmpets, two violins, four violas, and organ 

or cernbalo basso corztlliu~.~~ The most well known solo sonata collections are for violin: 

the fifieen Mysîery Sonutas (1676) and the eight Sonatae Violino Solo (1 68 1). The 0 t h  

solo sonatas were published as individual w~rks . ' ~  

Rosary Devotion; the Fifteen Mysteries 

The Rosary devotion as Biber knew it, and as we know it today, is a prayer form 

that took shape in the late fifieenth century." It consists of 150 Ave Marias (also referred 

to as Hail Marys or Angelic Salutations), which are analogous to the 150 psalms, so it is 

sornetimes referred to as the Marian Psalter. A string of rosary beads was used to keep 

- - -- - pp - 

" Newman, Sonata, 208. 

38 Ibid. 

39 For a detailed catalogue of al1 Biber's works see Chafe, Church Music, 23 1-48. 

40 For a detailed discussion of the history of the Rosary devotion see Herbert 
Thurston, "Rosary," Catholic Encvciooedia mew York: Robert Appleton, 191 l), vol. 13, 
pp. 184-89. Also see Thurston, "Our popular devotiow: the Rosary," The Month 96 
(1 900): 403-1 8; and Thurston, "Our popular devotions: the Rosary," The Month 97 
(1 90 1): 67-79. 



count of the prayen which were organized into fifteen decades of ten Ave Marios, each 

decade preceded by a Pater Nosfer (Our Father) and followed by a Gloria Potri 

(Glory be to the Father)." These prayers were used to induce a mental state conducive to 

meditation. Each of the fifteen decades becarne associated with a specific event in the 

lives of Mary and Jesus, known as the fifteen mystenes. These in tum were organized 

into three groups of five: the Joyful, the Sorrowhil, and Glorious Mysteries (see Table 1). 

The Joyful Mysteries involve both Mary and Jesus, the Sorrowful Mysteries, which only 

deal with events in Jesus' life, were also tragic for His mother Mary, and the Glonous 

Mysteries again concem both Mary and Jesus. Behind each of these events is a Biblical 

story which establishes the mood or tone of the mystery. 

Table 1 : Fifieen Mysteries of the Rosary 

1 Jovful 1 Annunciation 1 
1 œ 1 Visitation of St. Elisabeth 

I 1 
I 1 Nativity of Our Saviour 

I 

1 
1 1 Presentation 1 

I 

Finding of Him at the Temple 

I 
Sorrowful 1 Agony in the Garden 

t 
, - -  

1 Whip~inn at the Piilar 1 
Crowning with Thorns 
Caxwine of His Cross 

1 1 Crucifixion 1 

1 Glorious 1 Resurrection 1 
1 1 Ascension 1 

Corning of the Holy Ghost 
Assum~tion of Our Blessed Lady 

I 1 Coronation of the Virgin 1 

4 1 The term rosary stems fiom "rosarium" referring to a Psalter of 50 Marian 
praises. Scriotural Rosarv (Chicago: Christianica Center, 196 l), 14. 



A Rosary devotion, or "praying the Rosary" cari take several forms and can be 

undertaken as a personai and private devotion or in a group setting. When the Rosary is 

prayed daily the order as seen in Table 2 is practiced." 

Table 2: Order of the Mysteries durhg the week 

Monday 1 1 h y h l  1 
Tuesdav Sorrowful 

1 Wednesday 1 Glorious 1 

1 Sunday 
1 

1 varies 1 

There are different ways in which a Rosary can be prayed communally, as in a Rosary 

confiatemity. A confiatemity is an organization which works to promote some form of 

public devotion; the Rosary confratemity's purpose, therefore, was to publicly proclaim 

devotion to the Virgin and affection for the ~osary.') In a Rosary devotion service 

supplemental prayers in the form of narratives or meditations are occasionally read before 

praying each decade. 

The praying of the Rosary involves the use of a string of beads where each bead 

42 The Mystenes prayed on Sundays Vary through the church year, with the Ioyful 
Mysteries during Advent to Septuagesima (the third Sunday before Lent), the Sorrowfiil 
Mysteries fiom Septuagesima through Lent, and the Glorious Mystenes fiom Easter to 
Advent. Scri~tural Rosarv, 18. 

'' Catholic Encvclo~edia (New York: Robert Appleton, 19 1 l), S.V. 

"Confiaternities." 



represents one or sometimes two prayers." The repetitive structure of the prayers creates 

a trance-like state appropriate to meditation. As Herbert Thurston explains, "the spirit of 

the exercise [the repetition of the prayers] lies in the meditation upon the fundamental 

mysteries of our faith.'"" In addition to using beads to help in the saying of the Rosary, a 

visual form meant to help in meditation developed, which eventually took the form of a 

Rosary picture book. 

The Images in the Sonatas; Rosary Picture Books and Emblem Books 

Are there any precedents for the form in which the Mystery Sonatas are presented? 

Where did this idea come fiom? The combination of music with a visuai image is not 

unprecedented. Madrigals, for example, often have musical anaiogs to visual images, and 

in Johann Jacob Froberger's (1 616-1667} Lamento on Ferdinand IV for clavier, 

successive "scenes" described by a text are portrayed in the music through narrative (there 

are no actual images included). Johann Kuhnau's sixteen programmatic sonatas, the 

Biblische Historien (1700) may have dso been inspired in part by Biber. The idea, 

however, of including images in the manuscript of the Mysîery Sonatm is new, and 

probably stems fiom two genres popular in the sixteenth and seventeenth centuries: the 

Rosary picture book and Emblem book. 

Rosas. picture books provided a picture of the mystery upon which to meditate 

" For example, the large bead separating the ten smaller beads is used for both the 
Pater Noster and the Gloria Patri. 

45 Thurston, "Rosary," in Catholic Encvclowdia. 



while the Rosary prayer was recited. Thurston offers that the earliest Rosary picture book 

dates fiom 1489, the Nowm B. Virginis Psalterium fkom Nitzschewitz? It was originally 

created for Emperor Fredenck N of the Hapsburg family, but not printed until 1492 by 

Emperor Maximilian. This book provides a separate mystery and an accompanying 

picture, 150 in dl ,  for each Hail Mary prayer." Another version of a Rosary picture book 

fiom 1489 called Unser lieben Frmuen Psalter is, according to Thurston, "the first 

example of the [15] mysteries as we know them now, in the shape of a set of rude pictures 

engraved to aid meditation.'*' Umer Iieben Frawen PsuIter was published as a handbook 

recommending how to pray the Psalter of Mary (the Rosary) and its author provided 

specific instructions on how the book was to be used: 

Now these pictures which are pnnted on these three leaves, 
show you how you m u t  Say the Psalter of Mary. Notice 
that on the first leaf stand five pictures; these you may look 
at and meditate upon while you are saying the Psalter; or 
else you may study the picture before you begin to Say the 
Psalter. According to these you must arrange your Psalter, 
and you must say one Pater Noster and ten Ave Marias for 
each picture ... 49 

Although each individual picnire does not have an accompanying Biblical text, the texts 

are implied by the image; the popularity of the devotions would have made an 

accompanying text unnecessary. Figure 1 shows the five Joyful Mysteries as found in 

" Thurston, "Our popular," Month 97 (1901), 174. 

47 Ibid. 

48 Thurston, "Our popular devotions: the Rosary," Month 96 (1 9001,625. 

49 Ibid., 635-6. 





Umer lieben Fruwen Psalter and the five emblems of the Joyful Mysteries fiom the 

sonatas. 

The manuscnpt of the Mystery Sonatas also resembles a contemporary Emblem 

book - a collection of  visual images with accompanying text. The images preceding the 

sonatas, a circular picture cut-out within a square M e ,  resemble emblems in shape 

(although not all Emblems had this shape). An emblem generally consists of three 

elements : inrcriplo, pictura, and subscriptio (see figure 2). 

Figure 2: Mathias Holtzwart, Emblematum Tyrocinia (1 58 1)" 

Peter M. Daly, Emblem Theorv (NendelnlLiechtenstein: KTO, 1 979), 8 1. 



The inscriptio, a short motto written above the pictura, serves to introduce the emblem or 

give a brief description of what is represented in the picfiwu. As Albrecht Schone 

explains, the inscriplio quotes classical authors, Biblical verses, or proverbs, while the 

picllira is an image that c m  depict many different subjects from plants and animals to a 

Biblical, mythological, or histoncal figure or scene." In this exarnple, the mono consists 

of two words, Resurrectio carnis [resurrection of the body], and the picturu shows a fiog 

sitting on the shore. What does a fiog have to do with the resurrection? This is resolved 

in the subscriptio, found below the pictura, which has an interpretive fûnction and 

"resolve[s] the enigma produced by the inscriptio and picti~ra."*' In the subscriptio of this 

exarnple the author of the emblern, Mathias Holtzwart, explains that the fiog, dead during 

the winter, cornes to life again in the spnng and therefore is a natural exemplification of 

the Christian truth of the resurrection.'" 

The first Emblem book was published in 153 1 in Italy and the genre soon became 

popular. The emblems themselves appeared in hundreds of different ways and in almost 

every art fom from stained g l u  windows to jewelry, tapestry, needle work, painting, 

and architecture.'' As Peter Daly shows, the emblem was used by poets, preachers, 

writers, and drarnatists in both the spoken and written word and consequently helped to 

'* Albrecht Schone, Emblematik und Drarna im Zeitalter des Barock, 2nd ed. 
(Munich: C. H. Beck, l968), 19; Daly, Emblem, 26. 

'' Ibid, 22. 

Ibid., 80. 

55 Peter M. Daly, European Ernblern (Waterloo, Ont: Wilfied Laurier University 
Press, 1980), 1. 



shape "virtually every form of verbal and visual communication during the sixteenth and 

seventeenth centuries."" One of the popular sub-genres of Emblem books in the 

seventeenth century was the book of meditation; some famous examples are Jacob 

Boehme's Der Weg ru Christo (c. 1 620) and Johann Arndt's Wahres Chrislenthum 

(1 605).57 Arndt's book went through twenty editions before the author's death in 162 1 

and was the most influentid book of meditation in German Protestantism." Although a 

Protestant work, Biber must have been aware of it or of sirnilar books modeled on 

Arndt's. Peter C. Erb remarks that many "readers comment on the 'repetitive 

redundancyy of Arndt's text and thus they miss the work as a whole ... Lit] is, afier all, a 

book of meditation and is to be approached as s~ch."'~ This "repetitive redundancy," is 

also prominent in the Rosary devotion texts and, as we shall see, in Biber's sonatas as 

well. The emblems in Wahres Christenthzim, as Erb explains, fimctioned not to enclose 

the meditation, but to heighten aspects of the text (in this case there was also a scripture 

citation in addition to the inscrïptio and picturu) and thereby open new themes for 

c~nsideration.~' 

56 Ibid., 1. 

*' Peter C. Erb, "Emblems in some German Protestant books of meditation: 
implications for the index emblematicus," in Eurooean Emblem, ed. Peter M. Daly 
(Waterloo : Wilfnd Laurier University Press, 1 980), 12 1. 

58 Ibid. 

59 Ibid., 122. 

Erb, "Emblems in some German Protestant books," 123. 



Like emblems, the Mystery Sonatas have three elements that work together: the 

implied title, the image, and the music. Although their roles are not as clearly defined as 

in the embIem, the sonatas could be said to have an emblematic structure. In one reading 

the implied title functions as the inscriptio, the image fûlfills the role of the picturu, while 

the music fulfills the role of the subscriptio by amplifying the effect of the image through 

affect and associative musical figures. In another reading the image could be the 

subscriptio because the scene it portrays tells us what the music is al1 about (i.e. the image 

resolves the enigma of the music), while the music could be said to be the picrura because 

of the pictorialisms it contains. Or, both the image and music could be said to hinction as 

inscripiio and picruru while the subscriptio is the responsibility of the listener. As in an 

emblem, al1 three elements must be read together; none of them makes sense on its own. 

Rosary picture books and in some cases Emblem books are really tools meant to help in 

meditation and we wiIl see how this works in the case of individual sonatas below. 

Performance Context and Function 

The structure of the Rosary services, the Emblem books and Rosary picture books, 

and the concept of what a sonata was, al1 corne together in the Mystery Sonatas to create a 

complex and multi-faceted work. The sonatas are unique, and because of this they were 

probably composed (either through a commission or persona1 inspiration) for a particular 

occasion or institution. 

The Mystery Sonatas are dedicated to Archbishop Maximilian, who was a strong 

supporter of the Rosary. Responsible for introducing many holy confkaternities to 



Salzburg, he extended his persona1 protection to the Salzburg Confiatemity of the Rosary, 

which originated earlier in the century, and his persona1 chapel \vas even decorated with a 

set of paintings of the fifieen rnysterie~.~' Biber was a member of the Holy Cross 

Confiatemity founded by Archbishop Maxirnilian in 1683 and although it is not known 

whether he was a member o f  the Rosary Confiatemity at the tirne he wrote the sonatas, 

common sense argues that he m u t  have been.62 In any case, as a member of the 

Archbishop's staff, and especially as Kapeiheister, Biber must have had access to the 

Archbishop's private chapel and was therefore familiar with the paintings on the walls. 

The sonatas were probably not perfonned in the cathedra1 because, as Chafe points 

out, their performance was not oficially recorded there. " This suggests that they were 

performed elsewhere: in Maximilians's private chapel, wherever the confraternity met, in 

the Franciscan church, or in the Nonnberg convent to which Biber had close ties. 

As Chafe States, not only the records but also the musical holdings at Nonnberg suggest 

that the performance of smaller-scale compositions was a regular feature of musical life in 

less "official" surroundings. Also at Nonnberg, there is frequent reference to the 

performance of sonatas and motets both within the service and afierwards for purely 

6 1 Moroney, notes to Mvstery Sonatas, 16; There is a later set of paintings 
depicting the mysteries in the Aula Magna of the University of Salzburg. In each case 
there is at least one painting for each of the fifieen mysteries of the Rosary and an 
additional painting found over the door, depicting a child being led by.a guardian angel. 
Davitt Moroney, persona1 communication, February 2, 1998. 

62 Biber's name appears in a new book donated in 1695 to the Holy Cross 
Confraternity. Moroney, notes to Mvsterv Sonatas, 16; Chafe, Church Music, 24-5. 

'' Chafe, Church Music, 67. 



musical and spintual recreation." At the University of Salzburg the Aula Magna contains 

a later set of paintings of the Rosary mysteries, which suggests that the confiatemity may 

have convened there as we11. 65 The similarities between the images in the sonatas and the 

paintings in the Aula Magna are striking, as can be seen in the cornparison in Figures 3,4, 

and 5. The photographs were taken in the Aula Magna and the emblems are fiom the 

manuscript of the sonatas. 

If the sonatas were perfonned in the chapel, or later in the Aula Magna then the 

audience would have been able to gaze upon the image while meditating on the 

appropriate mystery and Iistening to the sonatas. Biber included the images in the 

rnanuscnpt so that the association with the mysteries would be remembered if the sonatas 

were ever performed outside of the chapel and to associate each sonata with a specific 

mystery. 

But when during the service and when during the church year were the sonatas 

performed? Eugen Schmitz suggests that Biber performed the sonatas as postludes to the 

Rosary d e ~ o t i o n . ~ ~  Perhaps a sonata \vas performed at the end of each decade or the cycle 

Chafe, Church Music, 22. 

65 Moroney, personal communication, Febmary 2, 1998. Also, thanks to my 
parents for visiting the Aula Magna and taking photographs. 

66 Schmitz, "Bibers Rosenkrantzsonaten," Musica 5 (1 95 1): 235. 







Figure 5 .  The Guardian Angel. 



as a whole was performed at the end of the service. These are likely possibilities, and 1 

would like to suggest yet another. I propose that a sonata was performed before, or 

possibly during the rneditation stage of each mystery. The structure of a Rosary service 

allows for a shoa text or supplemental prayer to be spoken or read aloud and then 

meditated upon -- Biber may have intended for the sonatas to replace this text. 

The entire month of October was dedicated to the Rosary and the Feast of the 

Holy Rosary was celebrated on the second Sunday in October. The development of the 

Feast of the Holy Rosary came after a naval victory of Don John of Austria over a Turkish 

fleet on the first Sunday in October of 1571. The defeated "responded wonderfully to the 

processions made at Rome on that same day by the members of the Rosary 

~onfraternity.''~' Pope Pius V therefore dedicated that day to the cornmernoration of the 

Rosary and ordained that the feast should be kept in al1 churches which possessed an altar 

dedicated to the Holy ~osary .~ '  It is more than likely that the sonatas were written for the 

Rosary services during the month of October, perhaps for the week leading up to the Feast 

of the Holy Rosary. In addition to the Feast of the Holy Rosary in October, the 

Schutzengeyest [Feast of the Guardian Angel] falls on 2 October; the image preceding the 

Passacaglia is that of the Guardian Angel leading a child by the hand (see Fig. 5).69 This 

image, and now the sonatas, are closely associated with the fifieen mysteries -- in the 

67 Thurston, "Rosary," in Catholic Encyclo~edia. 

Ibid. 

69 The Schutzengel/est was oficially instituted in 1677 (although unoficially must 
have been celebrated previous to this date) by Pope Clement XI at the request of Emperor 
Leopold 1 and was celebrated in both Salzburg and Vienna. See Dann, "Heinrich Biber." 
312. 



Archbishop's chape1 and in the Aula Magna the painting of the Guardian Angel appears 

over the door?' The Passacaglia with the Guardian Angel serves as a conclusion to the 

cycle. 

The structure of the Passacaglia summarizes al1 of the prayers of the Rosary and 

connects the rest of the cycle to the Guardian Angel. It consists of a two-measure theme 

and 64 variations. Why 64? A rosary necklace has enough beads for one set of  five 

mysteries, the normal daily devotion, but if one counts the number ofpruyers (not the 

number of beads since some beads are used for two prayers) for that set of five mysteries 

the magic number of 64 appears. Going around the set of rosary prayers once, for one 

cycle of five mysteries, you get the following: 

1 x Pater Noster, 10x Ave Maria, 1 x Gloria Patn (1 2) 
1 x Pater Noster, 10x Ave Maria, 1 x Gloria Patrï (24) 
1 x Pater Noster, 10x Ave Maria, 1 x Gloria Patri (36) 
I x Pater Noster, 10x Ave Maria, 1 x Gloria Patri (48) 
I x Pater Noster, 10x Ave Maria, 1 x Gloria Patri (60) 

then add on the four prayers (Pater Noster, three Ave Marias) corresponding to the four 

70 Davitt Moroney, personal communication, February 2, 1998 



beads leading to the attached crucifix and you get 64!" 

An evening of Rosary devotions at the Archbishop's chapel during early October 

m u t  have been an impressive experience. The members of the Rosary C o h t e m i t y  

gathered in the chapel and took part in what could be called a "multi-media" event. The 

paintings on the walls provided a focal point for the meditators while they recited their 

prayers, the music provided the affects appropriate for each mystery and induced a 

meditative state, and the texts that were read provided the background for each mystery. 

7 1 Many thanks to Davitt Moroney for pointing this out! Moroney, personal 
communication, April 1, 1998. 



Chapter II: Affect and Expression in the 

Sonata Collection as a Whole 

The Collection as a Whole 

The set of Mystery Sonatas includes both sacred sectionaiized one-rnovement 

canzona-style sonatas and secular multi-movement works resembling suites, reflecting the 

wide range of sonata types prevalent during the seventeenth century. This diversity can 

be attributed to the different origins of each sonata and the variety of affects the sonatas 

express. ' In any case, the sacred subject which they al1 address places them in the genre 

of sacred music. The sonatas al1 share a basic three-part structure reflecting the three 

prayer segments of the R o s q  devotion (Pater Noster, Ave Maria, Gloria Patro. In 

general, they open with a prelude, often simply entitled "sonata," the middle section 

consists of a senes of dance movernents or a set of variations in the form of a dance and 

one or more doubles, and the finale movement has many different forms. The 

organization and movements of the Mystery Sonatas can be seen in Table 3. 

The set of sonatas, corresponding to the organization of the Rosary, divides into 

groups of five (wi th the passacaglia at the end). The sonatas are organized into 

these groups not only through the preceding image identifying the mystery, but also by 

key. The fust five sonatas, the Joyful Mysteries, use mainly sharp keys and are organized 

1 Chafe argues that even though the manuscript of the Mystery Sonatas was 
compiled in 1676 this does not mean that the sonatas were al1 written around this tirne. 
At least two of the sonatas are now known to have existed independently, although not 
necessarily before the set was assembled. Chafe, Church Music, 187. 



Table 3. Biber's Mystery Sonates 

1 No. 1 Kev 1 Mvsterv 

1 1 I 

1 IV 1 D minor 1 Presentation 

Visitation of St. Elisabeth II 

III 

A major 

1 VI 1 C minor 1 Agony in the Garden 

1 

V 

B minor 

I I 1 

1 VI11 1 B-flat 1 Crowning with T h o m  

Nativity of Our Saviour 

A major 

VI1 

Finding of Him in the Temple 

1 

IX 

G major Resurrection I"i-ri*--l. 

F major 

X 

Whipping at the f illar 

major 
A minor 

1 1 I 

1 XIV 1 D major 1 Assumption of Our Blessed 

Canying of his Cross 

G rninor 

XII1 

Crucifixion 

1 XVI 1 g minor I 

D minor 

XV 

1 Title of Movements 
Praeludium 
Varatio-Aria allegro-varatio-Adagio 
Finale 
Sonata-Presto 
Allemande-Presto 
Sonata-Presto-Adagio 

Coming of the Holy Ghost 

Courante-Double 

C major 

Adagio 
Ciacona 

Coronation of the Virgin 

Praeludiurn-Presto 
Allemande 
Gigue 
Sarabande-Double 

Lamento-Adagio-Presto-Adagio 
3/2 (sarabande)-Adagio 
Adagio (gigue)-Adagio 
Allemande-Varatio 
Sarabande-Varatio 
Sonata (Adagio)-Presto 
Gigue-Double I (presto)-Dou ble II 
Sonata 
Courante-DoubIe 1 & I I  
Finale 
Praeludiurn 
Aria-Varatio 1-V 

Sonata-Surrexit Christus hodie-Adagio 
Intrada 
Aria Tubicinum 

Courante-Double 
Sonata 
Gavotte 
Gigue 
Sarabande 
[Sonatal-Grave-Adagio 
Aria (with 29 variations, iast nine 
variations called Gigue) 
Sonata 
Aria (with 3 variations) 
Canzone 
Sarabande and variation 



in an arch form with the D minor / A major pair on either side of B minor. The second set 

of five sonatas, the Sorrowful Mysteries, are al1 in flat keys with the exception of no. IX. 

The third set of five sonatas, the Glorious Mysteries, uses major keys with one minor 

sonata; none of these keys is far removed fiom C major. 

As a Rosary pichve book the Mystery Sonatas function in a special way by not 

only providing an image on which to meditate but also by providing music, going one 

step M e r  to create an ambiance through musical means. Biber considered the images, 

the story they portray and the moods associated with them to detemine which affect or 

affects he would exploit in his sonatas. 

Chafe wrote in his book on Biber, "if these works were intended by Biber to 

represent more than what is conveyed by mood alone, that fact has yet to be convincingly 

demonstrated, and may be doubted in light of the literal character of some of Biber's 

program eflects in other c~rn~os i t ions . '~  It is tempting to look upon these sonatas as 

prograrn music; they are preceded by images which depict a story and the music 

accompanies them, so why does the music not recount the story? The sonatas are 

prograrnmatic in a very general sense because they are comected to a story, but they are 

not programmatic in the specific sense of providing a narrative.' Although, if you let your 

imagination roam far enough, there are some programmatic elements in the music these 

do not combine to create a narrative. Chafe prefers to cal1 these prograrnmatic elements 

Chafe, Church Music, 187-8. 

3 For various defuitions of program music see Roger Scruton, "Programme 
music," in New Grove, ed. Stanley Sadie (London: Macmillan, 1980), vol. 15, pp. 283- 
87. 



"pictorialisms," a t e m  which 1 will adopt. In some cases these pictorialisrns are obvious 

and in other cases less so; likewise, some of the pictorialisms suggested by Chafe and 

Moroney are believable and in other cases less so. A few of the more obvious and 

perhaps believable pictorialisms include connecting "the echo patterns of the 

'Resurrection' Sonata with the empty tomb, or the Intrada and Aria Tubicinum of the 

'Ascension' Sonata with the amival or depamire of a great personage.'" Meanwhile, some 

pictorialisms are less believable, mainly because they are too specific. For exarnple, 

Moroney mentions a final phrase in the Finale of sonata 1 which consists of three 

descending thirds and suggests that the "three thirds can surely be none other than a 

specific symbolic reference to the Trinity descending and overshadowing ~ary ." '  Some 

of Chafe's pictorialisms are also less believable, such as the rapid thirty-second notes in 

the first sonata as depicting the angel of the annunciation, and the dialog in the second 

sonata as representing the conversations between Mary and Elizabeth. In the eighth 

sonata Chafe suggests that the rapid thirds and sixths depict the great wind of the 

Pentecost, while in the fourteenth sonata the long rising patterns pictorialize the 

assumption of the VirginS6 

In an analysis, the first step is to try and determine the general affect by putting 

the image into words and describing the mood. In order to do this 1 will draw upon 

' Chafe, Church Music, 1 89. 

5 Moroney, notes to Mvsterv Sonatas ,23. 

Chafe, Church Music, 189. 



relevant passages fiom the Gospels. ' This is not an attempt to attach a narrative to the 

image, or as Reinhard Goebel States, to "establish a hypothetical sequential programme 

for each sonata," but to establish the affect which was to be promoted by the music.' ' ï he  

individual sonatas present only a moment in the story through pictorialisms; it is the 

sequence of sonatas which presents the overall story. 

Once the overall affect has been detennined through the story, then we must 

consider the following questions: what role does the structure play? does the scordatura 

contribute to affect? and how do key and dance affect, and melodic style contribute to the 

overall goal of promoting meditation? 1 will consider these issues in a general sense 

before tuming to a more specific application in the analysis section. 

The Background of the Affektenlehre 

The term affektenlehre was coined by German musicologists in the late 

nineteenth and early twentieth centuries to describe an aesthetic concept found in Baroque 

music that originally derived from Greek and Latin doctrines of rhetoric and oratory? 

Rhetorical means were used by orators such as Aristotle and Quintilian to control and 

direct the emotions of their audiences, and so in the treatises of Baroque 

7 Not al1 of the Gospels recount the events in the same way, so in some cases 
different passages fiom the various narratives may be relevant. 

8 Reinhard Goebel, notes to Heinrich Ignaz Franz Bi ber, Rosenkranz-Sonaten 
(Archiv 43 1 656-2), 10. 

9 George J. Buelow, "Affection, doctrine of the," in New Grove, ed. Stanley Sadie 
(London: Macmillan, 1980), vol. 1, pp. 135-36. 



music the composer, like the orator, also strove to move the affections of the listener." 

The attempt to express or represent a wide range of ideas and feelings through the use of 

music and to move the listener to a heightened emotional state was a trait common to al1 

Baroque composers. 

Mattheson once claimed that "the goal of al1 melody is none other than a 

gratification of the ear through which the Sections of the sou1 are aroused."" The 

sixteenth-century critic Lorenzo Giacomini defined an sect ion as "a spiritual movement 

or operation of the mind in which it is attracted or repelled by an object it has corne to 

know," and Buelow defines an affection as a "rationalized emotional state or passion." !* 

The "doctrine of the affections" originated in the late sixteenth century when the arousal 

of the affections was considered to be the principal objective of poetry and music.I3 

Although Baroque styles and traditions throughout Europe shared this general view of 

affective music, the Germans had a more specific concept. They believed the task of 

studying the affections was to "rationally understand and explain the underlying 

physiologicai phenomena, coupled with the singular interest in the structuring principles 

i O Buelow, "Affection," in New Grove. 

" Johann Mattheson, Der vollkommene Ca~ellrneister, tram. E.C. Harriss (AM 
Arbor, MI: UMI Research Press, 1 98 1 ), II, 1 3, $3 1. Al1 subsequent references to 
Ca~ellmeister will refer to this edition. References will designate the section, the chapter, 
and the paragraph (8).  

12 Lorenzo Giacomini, "De la purgatione de la tragedia," in Orationi e discorsi 
(Florence: ne le case de Samartelli, 1597). 38, in Claude V. Palisca, Baroaue Music, 3rd 
ed. (Englewood Cliffs, NJ: Prentice Hall, 1991), 3.; Buelow, "AfSe~tion,'~ New Grove. 

l 3  Palisca, Barooue. 4. 



h i s h e d  by the rhetorical discipline in order to hilfill the mandate of mtuicapoetica."" 

That is, they wanted to be able to explain how and why one would physically react to a 

musical composition. 

Although no unified doctrine of the affections was established during the Baroque, 

despite the valiant efforts of some musicologists to find or develop one, many mid- 

seventeenth century theonsts, such as Marin Mersenne and Athanasius Kircher, and later 

theorists such as Andreas Werckmeister, Wolfgang Caspar Printz, Johann Mattheson, J. 

Schiebe, and J.J. Quantz dedicated large portions of their treatises to categonzing and 

describing types of affections as well as the affective connotations of modes or keys, 

dance movements, rhythms, instruments, foms, and styles." 

1 will focus upon two influential German theonsts who are relevant to Biber: 

Athanasius Kircher (1601 - 1680) and Johann Mattheson (168 1-1 764). We know that 

Biber was aware of Kircher's Mzrsurgia Universalis treatise (Rome 1650, Schwabisch 

Hall, 1662) and had read it because in his Sonata violino solo representativa Biber 

employed bestial sound effects which are mostly taken note for note (including errors) 

fiom Kircher's treatise. '' In addition to the above mentioned sonata, Biber's Sonatas 

Fidicinium Sacro-Profanum and the Mystery Sonatas were heavily influenced by the 

14 Dietrich Bartel, Musica Poetica: musical-rhetorical figures in German Baroaue 
music (LincoldLondon: University of Nebraska Press, 1997), 29. 

1s Buelow, "Affection," in New Grove. 

l6 Emanuele Visentini, http://shift.memweb.com.au/biber/. The German 
publication was an incomplete translation by A. Hirsch and published under the title 
Philoso~hischer Extract und Auszw - aus dess Welt-beruhmten teutschen Jesuiten 
Athanasii Kircherie von Fulda Musurgia universali. 



Hermeticism of Kircher's M ~ u r g i a . ~ '  These direct musical quotations demonstrate how 

well-read Biber was and that he was well-acquainted with Kircher's writings and key 

descriptions." Mattheson also read Kircher's Mtrsurgia Universalis, and drew upon 

Kircher's modal descriptions to supplement his key descriptions, as we will see below. 

Kircher was a historian, theologian, and music theorist who received his education 

in the humanities and sciences at various Jesuit schools and universities. He approached 

music as a conservative German nationdist and saw it as a naturd element in the 

Quadrivium and, by extension, as a unique symbol of God's order expressed in number.Ig 

Arnong his many writings is the highly influentid music treatise Musurgia Universalis, 

which Buelow describes as "a compendium of musical facts and speculation that is still 

essential to an understanding of seventeenth-century music and music theory ... drawn 

upon by almost every later German music theorist until well into the eighteenth 

c e n t ~ r y . " ~ ~  There are two relevant sections in his treatise: Musurgia A4iril;ca in which he 

classifies the various affections into three general categories, and Parudigrnata musicae 

patheticae in 12. Tonis exhibita which describes the affective nature of music and "brings 

the concept of musica pathetica into relation with the forma1 constructive elernents of 

17 Emanuele Visentini, http://shiA.rnemweb.commau/biber/ 

" Andrew M m ,  http://harrnoniamundi.com/hmu907 134.3 5.html 

19 George J. Buelow, "Kircher," New Grove Dictionq of Music and Musicians, 
ed. Stanley Sadie (London: Macmillan, 1980), vol. 10, pp. 73-74. The quadrivium is 
group of studies consisting of arithmetic, music, geometry, and astronomy. 

20 Buelow, "Kircher," in New Grove. Athanasius Kircher, Musurgia Universdis 
(Rome 1650) (New York: G. Olms, 1970). 



rhetorical d~ctrine."~' Kircher devoted much of Mururgia Universalis to the subject of 

musicupaïheticu, which is extensively discussed in the chapter Qzromodo numerus 

harmonicus affectus moveat (Ho w the harmonic nurnbers arouse the 

Mattheson was the author of over a dozen major volumes and a number of srnalier 

publications which discussed almost every aspect of the music of his day.') In Dos neu- 

e r m e t e  Orchestre (17 1 3 ,  his first book, Mattheson proposes to show "the gailant man 

how he can achieve a cornpiete idea of the majesty and merit of the noble art of music," 

and explains the major and minor scales according to their affective connotations." This 

treatise contains the earliest and most extensive discussion of key characterizations. 

Mattheson's most influential and well-known book, however, is probably Der 

vollkommene Capellmeister (1739), which includes an extensive discussion of emotion, 

leading to the famous statement: "Everything [in music] that occurs without praiseworthy 

Affections, is nothing, does nothing, is worth n~thing."~' Mattheson views every aspect 

of music in relation to the affections and makes the only attempt in Baroque iiterature to 

arrive at a true "doctrine" of the affections. According to Mattheson, the portrayal of the 

affects depended not only on key, but also on rhythm and harmony. 

- - -  

2 1 Buelow, "Kircher," in New Grove; Bartel, Musica Poetica, 109. 

2' Bartel, Musica Poetica, 36. Kircher, Musuraia Universalis, Liber 7,55 1-2. 

'' Buelow, "Mattheson, Johann" New Grove Dictionarv of Music and Musicians, 
ed. Stanley Sadie (London: Macmillan, 198O), vol. 1 1, pp. 832-36. 

24 Ibid. 

*' Ibid. 



In Liber 8 of the Musurgia Universalis, Kircher suggests that the various 

affections could be categorized into three groups: joyful, pious/subdued, and sadf6 He 

then postulates that al1 the other &ections originate fiom these three and goes on to list 

eight other "typical" affections. Mattheson, in Capellmeister, mentions over twenty 

affections. The iists found in Kircher and Mattheson are, however, strikingly similar. As 

Bartel points out that "there seems to have been [a] limited consensus regarding the 

number of different affects which could be represented through music."27 Table 4 

compares these lists. 

As Bartel explains, the affects were evoked in compositions by using various 

combinations of consonant and dissonant intervals and harmonies, faster or slower 

rhythrns or tempi and different tessituras. For exarnple, joyous affects are best portrayed 

through the use of a major key and high tessitura, while the melody and harmony for the 

affection of love should include both rousing and gentle intervals and a "calm" tempo.*' 

Rage and indignation were charactenzed with faster, more vehement tempi and rhythms 

with liberal use of dissonance, while pity and weeping used slower tempi and smaller 

intervals, especially the minor ~econd.'~ 

26 Sunt autem hi tres affectus generales sequentes, primus est laetitia ... secundus 
remissionis affectus generalis ... tertius est misericordia affectus. Kircher, Musuraia 
Universalis, Liber 8, 142. 

27 Bartel, Musica Poetica, 48. 

28 Ibid., 49-50. 

29 Ibid., 50. 



Table 4: The affections as listed by Kircher and Matthe~on'~ 

[ Kircher 

mourning/lamentation and 

joy and exultation 
rage and indignation 

Mattheson 1 
CapeZheis fer (1 73 9) 

JOY 

humilitv and ~atience 

stubbornness/anger, vengeance, fury, 1 
rage, jealousy 
~ i t v  . * 

fear. deiection. fail ure, fiiaht. horror 1 
pride, haughtiness, arrogance I 
ardor 1 

Key Affect 

Renaissance and Baroque theorists and composers frequently stressed that the 

choice of a composition's mode or key should be one of the primary considerations 

regarding musical expression of the affections." Mattheson opens his discussion of key 

affect with the following statement: 

It is well known, if one considers the time, circumstances, 
and perçons involved, that each key possesses some 
speciai characteristic and is very different in its effect fiom 
other keys; but, what each key actually has for its affect, 

'O Mattheson, Capellmeister, I,3,  856-82; Kircher, Musur~ia Universalis, L 
142-3. An "and" is used when Mattheson or Kircher attributed the same affects to 

,iber 8, 
the 

emotions, a 'T' is used to show two translations of the same emotion, and a "," is used to 
list emotions which were given separate affects by Mattheson but which relate to one of 
Kircher's emotions. 

3 1 Bartel, Musica Poetica, 40. 



and how and when this affect is aroused, is greatly 
~ontradicted.3~ 

He concludes his discussion of key descriptions by returning to his opening thought 

regarding the contradicting views on a key's affect. He wrote that "the more one 

endeavors to establish something positive, the more one finds which is contradictory," 

and then goes on to rationalize this: 

The opinions on this subject are almost countless and 1 do not 
know of any other reason for this than the difference in human 
temperaments [Complexionen]. Doubtless it may be that one 
key, which appears merry and rousing to someone with a 
sanguine temperament, seems lamentable and distressed to the 
phlegrnatic person, etc. We ... \vant to make it clear once again 
that everyone is fiee to attribute such properties to the keys 
which best suit his natural inclination? 

Kircher had views similar to Mattheson's and wrote that a person "prefers the key and 

type of music which is best suited and proportioned to his complexion and 

Mattheson was especidly interested in the history of key characteristics and the 

way modem key affects related to modal affects, and for this reason borrowed Kircher's 

modal descriptions in the Musurgia Universalis for his discussion of key affect in Das 

neu-ero%fnete Orchestre." So, how did Mattheson make the link between the modes and 

the modem keys? Kircher7s modes in the Puradigmata muricae section are designated in 

" Rita Steblin, A History of Key Characteristics in the Ei~hteenth and Early 
Nineteenth Centuries (Ann Arbor, MI: UMI Research Press, l983), 43. 

'' Ibid., 5 1-2. 

" Ibid., 52. 

35 Ibid., 43. 



the traditional way, by number only. The modal names are determined through the 

corresponding musical exarnples which Kircher provided. Mattheson then took these 

modes, their key signatures, and Kircher's anective descriptions, and related them to his 

keys (see Table 5). 

Mattheson begins by following Kircher's order, 

of Kircher's third mode, switches the fifth and eleventh 

modes seven and eight (both have G finals) to illustrate 

but then he ignores the properties 

modes, and uses both of Kircher's 

G major. 

Table 5: Cornparison of Kircher's modes and Mattheson's keysJ6 

1 Hypodorian 
1 1 . 
1 2. G (b) 1 g (tram. Dorian) 1 

Mattheson (1 7 1 3) modal narnes 

- I . . 1 Hypolydian 
1 - 

I 6.  F (b) 1 F (tram. Ionian) I 

Kircher (1 650) 

Hypophrygian 
Lydian 

- -  - - - 
1 Mixolydian 17. G 1 D 1 

4. E 
5. Bb (b) 

36 Adapted fiom Steblin, History of Kev Characteristics, 47. The first column lis& 
the modes which correspond to Kircher's order, seen in the second co1um.n where the final 
of each accompanying musical example is given. The third column lists Mattheson's 

e (Ph r~g i a )  
C Gonian) 

G (Hypoionian) 
c 
f 
Bb (tram. Lydian) 

- 1 

Hypomixolydian 
Aeolian 
Hypoaeolian 
Ionian 

8. G 
9- 0 (b) 
10. A 
11. C 



What is interesting here is that inspite of his outspoken opposition to modal 

theory, Mattheson, in Dar neu-eroyfiete Orchestre, struggled hard to make the modem 

keys fit the old modes?' In his description of the keys with modal comterparts, 

Mattheson fust gives his own interpretation of the affect and then cites others, notably 

Kircher. In the later keys, for which there is no modal counterpart, Mattheson seems to 

rely upon his own musical experience." For a complete description of the affects he gives 

for individual keys see Appendix 1. We \ d l  look at how key affect works in three 

individual sonatas below. 

Dance Affect 

In addition to key affect, dance types were also thought to have inherent 

characteristics which make one dance type more effective in promoting an affect than 

another. For example, Mattheson wrote that the Minuet "has no other affect than 

moderate cheerfulness," while the Bourrée's "true character is contentrnent and 

plea~antness."'~ In the Mystery Sonatas, Biber uses four dances in particular, the 

sarabande, the courante, the allemande, and the gigue. The dances do not always appear in 

keys. See Kircher, Musurgia Universalis, Liber 1,527-79 and Johann Mattheson, Das 
neu-eroffnete Orchestre (New York: G. Olms, I993), 236-52. 

37 Steblin, Historv of Key Characteristics, 47. 

38 Kircher, Musurgia Universalis, Liber 8, 142-143; Steblin, Histon, of Kev 
Characteristics, 50. 

" Mattheson, Camllmeister, II, 1 3 , s  8 1. 
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binary form, but are identified by a dance title or through a rhythmic pattern in a specific 

meter. The different formats in which they appear are summarized in Table 6. 

Table 6: Dances in the Mystev Sonutas'" 

Type 1 Dance 1 Sonata no. 
I I 

binary forrn, dance title Allemande 
Courante 
Sarabande 
Gigue 

v, VII, XII 
, IX, XII 
VII, XIII, XIV 
VIII, XILI 

The dance types are found throughout the fifieen sonatas, so how did Biber change 

the character of the dance to suit his need, besides through key? The answer lies in the 

other elements which make up a musical work, in this case tempo and melody. To 

demonstrate the different characteristics a dance can take, let us take a brief look at three 

different Allemandes fiom three different sonatas: no. V, the Finding of Him at the 

Temple from the Joyful Mystenes, no. VII, the Whipping at the Pillar from the Sorrowful 

Mysteries, and no. XII, the Ascension from the Glorious Mysteries,. The Allemande was 

characterized by late seventeenth and early eighteenth century writers as a slow and 

solemn piece; Biber only uses it in major-mode sonatas? The Allemande for sonata V 

has many large leaps and dotted rhythms, appropnate for a joyfûl mystery. The double 

VI 
XIV 

I - 

no binary form, no dance title 

'O Al1 of these include a characteristic rhythm of a dance. The second type 
includes a binary structure that has two sections not necessarily indicated by repeat signs. 

binary form, no dance title 
no binary form, dance title 

4 1 Franz M. Bohrne, Geschichte des Tanzes in Deutschland (Hildesheim: G.Olms, 
1967), 123. 

[Sarabande] 
Gigue - 
[Gigue] 
Aria rsarabandel 

VI 
XIV 



stops are consonant and the tempo is quick. The Allemande for sonata VIX, on the other 

hand, uses more dissonant double stops, fewer dotted rhythms, and the melody moves by 

step. It seems angrier and more bitter. The Allemande for sonata XII, in contrast to the 

previous two is more peacefbl because of the slower tempo, and there are fewer double 

stops, making it appropriate for the Glorious Mystenes. By using only a few different 

techniques, Biber manages to create three very different Allemandes. It is therefore, not 

always the rhythm of a dance movement, or any movement for that matter, which wili 

determine the affect, but also the tempo and melody. 

Bi ber and Affect 

Did Biber believe in key and dance affect? And if so, did he follow convention or 

his own "natural inclinations"? Biber's use of dance styles in the sonatas is interesting 

because he uses the same dance rhythm differently in various sonatas to portray an affect 

the most effectively, as we saw with the Allemandes. As Chafe states, "he transforms 

[dance styles] into vehicles of elegiac and melancholy affections, carrying musical figures 

and gestures of unmistakably threnodic import.'** This is the most profound in sonata VI, 

the Agony in the Garden, where he uses sarabande and gigue dance rhythms for two of 

the Adagios. 

Biber clearly associated keys with emotions in his two requiems, Requiem à: 13. 

in Concerto and the Requiem ex F con terza minore, in the keys of A major and F minor 

respectively. Mattheson descnbes A major as "inclined to complaining and sad passions" 

42 Chafe, Church Music, 190. 



while F minor was universally linked to lamentation." Biber also used F minor for the 

final bars of the Crucifixus settings of both the Missa Alieluia and the Missa S. 

Henrichi." Chafe points out Biber's predilection for representing the lachrymose 

affections in flat minor keys: the F minor requiem, the C minor De profundis of the 

Vesperae Longiores oc Breviores Unacum Litaniis Lazrretanis, the C minor Oflertorium: 

Huc Poenifentes, the F minor "aria lamentevole" fiom Chi lu dura la vince, the C minor 

Crucifixus of the Missa Catholica, and two of the Mystery Sonatas, no. X in G minor 

(Crucifixion) and no. VI in C minor (Sweat of Blood). Chde warns us though, that 

"these remarks should by no means be taken to indicate that such association were 

universally accepted, that we can leam fiom them to 'read' the affect of a piece, or that 

Biber's two Requiems are polarized in the affective spheres they represent.'"' We cm, 

however, conclude that Biber believed in key affect. 

The concept of affect remained constant and authoritative throughout the Baroque 

era and determined almost every aspect of musical composition fiom harmony and 

melody to rhythm and rneter. The goal of the Baroque composer was to arouse and move 

the listener through music by portraying and arousing the affections, and as Bartel 

explains, "an artful and craftful representation of the affections in the music could cause 

" Buelow, "An Evaluation," 102; Chafe, Church Music, 1 10. 

44 Chafe, Church Music, 1 10. 

4s Ibid. 



an involuntary and corresponding emotional state in the li~tener.'"~ 

The Scordatura 

The scordatura, that is, any tuning of a stringed instrument which is different from 

the established tuning of that instrument, is perhaps the most unusual aspect of these 

sonatas. Scordatura was in use long before Biber exploited it, especially for the lute. As 

scordatura in lute collections of the early seventeenth century became more prevalent, 

violinists in tum were inspired by these experiments and adopted the technique." The 

virtuosity of his works and the extent of the scordatura writing support the daims to 

Biber's virtuosity. A letter fiom Jakob Stainer, a well-known luthier, describes Biber as a 

"vortreffliche virtuos," an excellent v i r t~oso .~~  Biber brought scordatura tuning for the 

violin to its peak with the most imaginative and extensive use of varied tunings, with 

fourteen of the sixteen Mystery Sonatas using s co rda t~ ra -~~  Scordatura tuning is 

employed for a variety of reasons, fiom extending the range of an instrument, to making 

passages easier or possible, creating speciai effects, increasing (or decreasing) the 

bril liance of the instrument, and producing mixed son~rities.'~ Biber's scordatura tunings 

46 Bartel, Musica Poetica, 55. 

47 David D. Boyden, "Scordatura," New Grove Dictionarv of Music and 
Musicians, ed. Stanley Sadie (London: Macmillan, 1980), vol. 17, pp. 56-59. 

48 Dam, ' ' H e i ~ c h  Biber," 7. 

49 As Dam states, Biber's ability to play violin and viola da gamba may help to 
explain some of his formidable scordatura writing. Ibid. 

50 Boyden, "Scordatura," in New Grove. 



for the Mystery Sonutas are generally aimed at increasing the tesonance of a key by 

tuning the open strings to notes of that key's tonic triad and thereby creating a special 

effect. The various scordatura tunings c m  be seen in example 1. 

Example 1. The scordatura tunings of the Mysery Sonatm. 

1 D minor II A major III B minor I V  D minor V A major 

1 VI  C minor VI1 F major VI11 Btlx hljjor IX A minor X G minor 

XI major X I I  C major XII1 D minor XIV D major XV C major Pjssscapl ia 

Scordatura plays an important and subtle role in creating an ambiance or 

atmosphere. Why, for exarnple does Biber tune sonata no. IV, the "Presentation" with a- 

d ' -al4 and sonata no. XII, the "Coming of the Holy Ghost" with a-e'-c#"-el' when they 

are both in D minor? The tuning of sonata IV is very "open" (two perfect fourths, two 

octaves), and therefore appropriate for a joyful mystery. Some of the brilliance of A 

major is muted by tuning two of the strings to a D. The îuning for sonata XIII, on the 

0 t h  hand, outlines the A major tnad, m a b g  for a bright and glorious atrnosphere 



appropriate for a glorious mystery. We are now equipped to consider the conjunction of 

image and music in the individual sonatas. 



Chapter III: Three Sonatas 

Individual Sonatas 

Just as with a traditional Rosary picture book or Emblem book, the elements 

which make up the Mystery Sonatm d l  work together to promote the individual mysteries 

of the Rosary devotion and induce meditation. In the case of the sonatas the music is 

particdariy important in the process of meditation because it not only induces a 

meditative state but it also promotes the mystery through affect. To create the affects 

appropnate for each mystery, Biber uses key and dance affect, scordatura, and affective 

titles for movements. In order to induce rneditation, however, he must draw on other 

resources. Meditation, as we know, is best performed under stable conditions usually 

created by repeating a mantra or prayer or by focusing on a repetitive action (such as 

breathing). The "repetitive redundancy" and stability present in Arndt's Wahres 

Christenthum, the Emblem book designed for meditation, is also present in the Mystev 

Sonatas. Biber creates these stable conditions through tonal stasis and pedal points while 

the repetition of the prayers is rnirrored in the music through re-occurring motives, 

patterns of figuration, and chord progressions. 

While the sonatas al1 have these techniques in common, individually they work in 

diverse ways to put the meditator/audience/perfomer in a variety of different relations to 

the mystery andor Christ. Enhanced by pictorialisms, the sonatas induce a meditative 

state on several levels. As examples of the different approaches which Biber used and the 



various techniques employed to promote meditation 1 will focus on three sonatas: no. VI, 

Agony in the Garden; no. M, Carrying of His Cross; and no. XI, Resurrection. 

Agony in the Garden 

The foreground of the image preceding sonata VI depicts Christ praying, an angel 

holding up a cup with rays of light falling on Him, and a sleeping disciple, the 

background of the image is strongly shadowed with dark clouds. The corresponding story 

fiom the New Testament is taken fiorn Luke 14: 39-46.' 

Jesus left the city and went, as he usually 
did, to the Mount of Olives; and the 
disciples went with him. When he 
arrived at the place, he said to them, 
"Pray that you will not fall into 
temptation." Then he went off fiom 
them about the distance of a stone's 
throw and knelt down and prayed. 
"Father," he said, "if you will, take this 
cup of suffering away from me. Not my 
wili, however, but your wili be done." 
An angel from heaven appeared to him 
and strengthened him. In great anguish 
he prayed even more fervently; his sweat 
was like drops of blood falling 

to the grouad. Rising fiom his prayer, he went back to the 
disciples and found them asleep, wom out by their grief. He said 
to them, "Why are you sleeping? Get up and pray that you wilI 
not fa11 into temptation." 

' Al1 Biblical texts will be taken from Good News Bible. Toronto: Canadian Bible 
Society, 1976. 



Despite the positive presence of the angel, the affects portrayed here are maidy negative 

ones, such as "anguish", "grief', and "suffe~g." It is these affects, or ones similar, 

which Biber would have wanted the listener to expenence. 

The mood and prevailing affect of sonata VI are imrnediately apparent through the 

suong contrast in key, scordatura, and motives between this sonata and sonata V. Sonata 

V, the Iast of the joyful mysteries, is a dance suite and in the generally 4chappy" key of A 

major while sonata VI, the first of the sonowful mysteries, is more canmna-like and in C 

minor, the "flattest" key used in the Mystery Sonatas. Mattheson describes C minor as: 

an extremely sweet as well as also sad key; however, because 
the first quality will prevail far too much and since one can 
become easily tired of this sweetness, therefore, nothing is lost 
when one gives the same a little more animation through a 
somewhat meny equal-bearing tempo. Othenvise, some may 
easily become drowsy through its mildness. Should it, however, 
be a piece that is supposed to promote sleep, then one can omit 
this comment and soon arrive at this goal in the natural ~ a y . ~  

To emphasize the subject and associated affects of the mystery Biber employs the most 

dissonant scordatura tuning of the set: ab<b'-g'-d. Most of the other scordahira tunings 

have no dissonant intervals between the strings, but here there are two major sevenths (ab 

to g' and eb' to dm) and a compound tritone (ab to d ) .  As a result, none of the strings 

sympathize with each other and the sonority which Moroney describes as "eerie" and 

"muted" adequately represents Christ's agony.' 

2 George J. Buelow, "An Evaluation of Johann Matîheson7s Opera, Cleopatra 
(Hamburg 1704)," in Studies in Eiehteenth-Cenhin, Music: A Tribute to Karl Geirinaer 
on his Seventieth Birthdav, ed. H.C. Robbins Landon and Roger E. Chaprnan (New York: 
Oxford University Press, 1 WO), 99. 

' Moroney, notes to Mvstew Sonatas, 19. 



In this sonata Biber almost seems to want to portray an affect opposite to those of 

the preceding joyfùl mysteries. He does this not ody  by contrasting the sonatas through 

key and style (dance vs. canzona) but also by reversing the direction of the opening 

motives of the sonatas. Al1 the movements of sonata V open with themes nsing in pitch 

Cjoy and happiness) whereas sonata VI has a prevalence of falling motives (grief and 

anguish) (see example 2). The fdling motives may represent the falling drops of blood 

mentioned in the Biblical passage. Although the drops of blood are only mentioned in 

one of the gospels (Luke), and there is no evidence of falling blood in the image, the 

pictorialism is still fairly strong. 

The overall affect, as we can see, is established through key and scordatura, but 

how are the affects of sorrow, grief, agony and perhaps even terror represented in the 

individual movements? The sonata consists of three movements which are joined 

without pause: a multi-partite Lamento, a 312 with a sarabande rhythm and transitional 

212 section, and an Adagio with a gigue rhythm followed by an 8/12 echo section. The 

opening Lamento, interpreted by Arnold Schering as "a description in tones of Christ's 

meditation and prayer on the night of his betrayal," is the only movement in the Mystery 

Sonofas to receive an affective title.' The sorrow and grief present here are especially 

4 It is difficult to determine if they are movements or sections. For convenience 1 
will refer to them as movements, but the sonata is really a continuous whole. 

' Arnold Schering, Beethoven und die Dichtung, Neue Deutsche Forschungen 77 
(Berlin: Junker und Dünnhaupt Verlag 1936), 78-80; quoted in Chafe, Church Music, 
190. 



Example 2. Opening motives 

a) Sonata V. 

Praeludium 

fkom Sonatas 

.- fl 

V and VI. 

Allemande 

Gigue 

Sarabande 

b) Sonata VI. 

Adagio 

- - -  

prominent in the opening mesures where the majority of the double stops are minor 

thirds or sixths. The end of the Lamento makes use of the "organo tremolante" figure 



(generally used to represent terror) and is abundant with suspensions causing harmonic 

dissonances and disrupting the regular meter? These two properties promote a feeling of 

uncertainty, and the clashhg harmonies of the suspensions make this figure suitable for 

sorrowfi~l affections. 

The second and third movements, in addition to promoting affect through key, 

also use dance affect. The second movement moves fiom C minor to Eb major and uses a 

slow sarabande rhythm while the thUd movement reafkms the key of C minor and uses a 

slow gigue rhythm. According to Mattheson, E~ major "includes much pathos, and will 

have nothhg voluntarily to do with other than serious and at the sarne tirne sad work~."~ 

The slow dance rhythms also have a strong effect on the mood - Donington describes a 

slow sarabande as "grave", "passionate", and "sensuous" while Dam, in referring to the 

gigue-like Adagio, states that the slow tempo of an ordinarily fast dance rhythm "lends a 

solemn and ceremonious expressiveness to the rn~vernent.''~ Biber adds to the sensuality, 

or as Dam refers to it, the "tragic dignity" of the sarabande by leaping to the accented 

second beat and then moving irr the opposite direction. These large leaps (i.e. the rninor 

tenth in m.48) and slow tempo contribute to create a feeling of longing and great sadness. 

Chafe, Church Music, 190. 

' Buelow, "An Evaluation," 100. 

8 Robert Donington, The Intemretation of Earlv Music (London/Boston: Faber and 
Faber, l963), 40 1 ; Dam, " H e i ~ c h  Biber," 320; The sarabande was originally a fast 
dance, but by the time Biber employed it in the late seventeenth century its tempo had 
slowed considerably. Biber was possibly the f i s t  to write a slow sarabande. Mather cites 
a later sarabande as being the first, one composed by Francesco Corbetto in 1690 
mouming the death of "Madame," the sister-in-law of Louis XIV. Betty Bang Mather, 
Dance Rhythms of the French Baroque: A Handbook for Performance 
@loomington/Indiana: Indiana University Press, 1987), 296. 



At the same time that Biber is creating an affect, he is also setting up a state of 

meditation. The composer achieves this in sonata VI through repeating melodic figures 

and chordal patterns and by aitemating between a single-line and double stops in the 

violin line. The melodic figure which re-occurs in the sonata, appears in the opening 

Lamento and in the transitional 2/2 section and consists of three notes either rising or 

falling in semitones. Chromatic figures such as these were often used to represent grief 

because the semitone's "imperfect" and "dissonant" proportions and smail scope and span 

create dis~onance.~ In the ascending form the figure appears as f '-Hf-g" or bb1- b'- c" 

(mm. 14, 19,29,40), while in the descending fom it appears as b'-bb'-a' and e"-eb"-d 

(mm. 84,90) (see ex. 3). Harmonic repetition is found in the Sarabande. Although the 

Example 3. Repeatcd chromatic figure fiom Sonata VI. 

movernent is not in the binary f o m  comrnon for dance movements, it does have a two- 

part structure where the continu0 line of the second part is based on the first. The chordal 

9 Bartel, Musica Poetica, 48. 



progression of the first eight measures of the Sarabande (mm. 46-53) is repeated (slightly 

condensed and with some variation in inversions) in mm. 63-69. 

The second feature used by Biber to induce meditation is a constant alternation 

between a single iine and double stops. ï h e  Lamento has fiequent changes in texture, it 

moves from a single-line Presto to the "organo tremolante" section with double stops. 

The Sarabande and Adagio have a single violin line, while the end of the transitional 2/2 

section and the 8/12 "echo" section are chordal and polyphonic. The "repetitive 

redundancy" of the textural alternation, melodic figures, and chordal patterns causes the 

sonata to feel like a unified whole, never allowing the meditator's thoughts to waver. 

Biber approached each mystery in a unique way, and 1 would argue that his goal 

for this sonata was to put the meditatorlaudience/performer into the disciples' role in the 

mystery. This is pnmarily achieved through the affect associated with C minor and 

through the many textually and emotionally contrasting sections in the sonata. The key of 

C minor, of which Mattheson said "some may easily become drowsy through its 

mildness," may have been chosen for this particular quality. Was Biber trying to promote 

sleep in order to put the listener in the disciples' role? The disciples certainly had 

difficulty remaining awake - according to the Gospels of Matthew (26: 36-46) and Mark 

(14: 32-42) Jesus had to wake them up three times. BiberKhrist then "wakes up" the 

listener/disciples with the constantly changing textures which disturb the meditative state 

or sleeping repose of the disciples. The Lamento's frequent textural changes are 

accompanied by tempo changes that together contribute to small changes within the 

overall mood. For example, the Presto is characterized by faster note values, resulting in 

slightly a bnghter rnood (perhaps the appearance of the angel?), before he changes the 



mood in the "organo tremolante" section. The sectionalization of the sonata into three 

movements can also be said to reflect Christ's changing emotions -- his anguish and 

suffering, his anger with his sleeping disciples, and his renewed strength. 

The Carrying of His Cross 

In sonata IX's image we see Christ carrying the cross, 

assisted by Simon of Cyrene, and being flogged on by 

a guard. A woman is seen in the lower right hand side 

holding a handkerchief and kneeling on the ground. 

In the background we see the side of a hill (Golgotha) 

and dark clouds. 

The basic corresponding tex& taken from John 19: 17 reads, "He went out, carrying His 

cross, and came to 'The Place of the Skull,' as it is called. (In Hebrew iiiskdled 

'Golgotha.')" The other gospels deal with the procession in more detail, mentionhg the 

woman and Simon. Mark 15:21 reads "On the way they met a man named Simon who 

was coming into the city fkom the country, and the soldiers forced him to carry Jesus' 

cross." Luke 23:28 quotes Christ addressing the wailing women: "Women of Jerusalem! 

Don't cry for me, but for yourselves and your children." 

What affects could be portrayed here? The predorninant emotions associated with 

the image are pain, suffenng and sorrow; but one must also take into consideration that 

Jesus was led to death to Save His followers, therefore the pious may feel hope for the 

promise of everlasting life and gather strength fiom Christ's courage. As with sonata VI, 



Biber uses key and dance to portray these affects; the scordatura, c-el-a'-e", has a small 

role in t h i s  sonata and only fûnctions to reinforce the key of A minor, which Mattheson 

describes as "by nature somewhat plaintive, honourabie, and ~a lm." '~  The key and the 

affects it descnbes are fairly neutrai, appropriate for a mystery which portrays many 

different and contlicting ernotions and which could be interpreted from many angles. The 

other technique employed to promote an affect is the dance, a courante followed by two 

doubles, which makes up the lengthy second movement which therefore dominates the 

sonata. The courante, as with al1 dances, portrays an affect through its tempo and rhythm 

in conjunction with the melody. The French courante of the late seventeenth century, 

because of its slow to moderate tempo, is often described as being "stately", "senous", or 

"gallant."" Apart from tempo, Mattheson takes into consideration the melodic affect 

when, for example, he describes the courante as portraying "sweet hopefulness. For there 

is something of longing [Sehnsucht], and also something of the cheefil  [Henhajies -- 
also courageous] in this r n e l ~ d ~ . " ' ~  The courante in this case is used not only to portray 

the dignity with which Christ acceptecl his fate, but also to give hope and to alleviate the 

despair of His followers, as seen in the above quote from Luke 23. 

When listening to the Courante the two affects of joy and courage are evident and 

are portrayed by the melody, strong rhythm, cadential goals, and use of open strings (see 

example 4). The fint section of the Courante expresses joy through large leaps and many 

' O  Steblin, Historv of Kev Characteristics, 49. 

" Mather, Dance Rhvthms, 234. 

Mattheson, Ca~ellmeister, II, 13, $83. 



open strings, making this section brighter than the following one. The fust section also 

cadences in C major, a key "not unsuited to rejoicing," making the first half radiate 

hopefulness. The second section is not as joyful, but expresses courage and even grief by 

returning to A minor and by using srnaller leaps and fewer open strings. 

Example 4. Courante, Sonata IX. 

Once the affect of the sonata has been established in the first few measures (and 

then reinforced throughout the sonata) through key, the meditative state can be induced. 

The Sonata and the Finale act as a framework (introduction and conclusion) to the 

Courante and they induce and maintain a meditative state. These movements fulfill this 

role mainly through repeated chordal progressions and extended pedal points in the 

continuo line. All three movements share repeated scalar passages. 

The introductory Sonata movement is based on a five-note pattern found in the 

continuo line consisting of a neighbouring motion followed by a descending tebachord, 8- 

7#-8-7-6-5 (see example 5) which is fieely varied and expanded in each repetition. The 



first occurrence is in mm. 1-4. The second occurrence begins in m. 6 where the 

varied to 8-7-8-(5)-6-(3#) and then extended with the correct version 

1012 -1 2 (8-7-6-5). A hagrnent of the pattem, 8-7-8, appears in mm. 

in mm. 23-24. 

does not redly 

60 

pattem is 

tetrachord in mm. 

18/2-20, and again 

Because of the repetition of this bass line pattern the Sonata movement 

move fonvard and the unified movement is relegated to an introductory 

Example 5. Sonata, Sonata IX. Basso continua the. 

role, emphasized 

opening measwe 

through the resolution of the final dominant chord of the Sonata in the 

of the Courante. The concluding Finale, on the other hand, has almost 

no harmonic movement and is based entirely on the dominant pedal which extends until 

the Iast measure where it moves to the tonic. The Finale, with its lack of harmonic 

motion, functions as a closing 

material. 

statement for the Courante and does not add any new 



The other technique, which Biber employed to create a meditative state, is the 

repetitive use of similar scalar passages in al1 three movements. Looking first of al1 in the 

Sonata, we have three main passages (W, X, and Y) which are used together, sometimes 

slightly varied (see example 6a) and an additional passage which I will label 2. Two of 

these passages appear as exact quotes in the second double (see example 6b) and two 

passages appear in m. 1 1 1 of the Finale (see example 6c). Just the sirnilarity between the 

three sections' scalar passages, without note-for-note repetition, is enough to uniQ the 

sonata. 

Exarnple 6. Repeated scalar passages fiom Sonata IX. 

a) Sonata 



b) Double II 

c) Finale 

In this sonata Biber approached the mystery in a different way. Instead of placing 

the listener in a participatory role in the mystery, Biber focused on affect. By using the 

key of C 

courante 

attention 

minor, a dissonant scordatura tuning, falling motives, pictorialisms, and a 

filled with repetitions, Biber portrays Christ's suffenng and draws the listener's 

to the gravity of the event. 

The Resurrection 

The Resurrection sonata, no. XI, is the first of the 

Glorious mysteries, and the most interesting of the 

sonatas, from its scordatura and pictorialisms to its 

use of the Easter hymn Surrexit Christus hodie. The 

sonata is in three joined movements: Sonata, Surrexit 

Christus hodie; Adagio. 



The image preceding the sonata depicts Jesus floating in mid-air with a halo of light 

surrounding his head, and tsvo men (guards) cowering on the ground. The biblical story 

behind the sonata is one of the most well known. Taken fiom Matthew 28: 1-4, it reads as 

follows: 

AAer the Sabbath, as Sunday morning was dawning, Mary 
Magdalene and the other Mary went to look at the tomb. 
Suddenly there was a violent earthquake; an angel of  the 
Lord came down fkom heaven, rolled the Stone away, and 
sat on i t  His appearance was like lightning, and his 
clothes were white as snow. The guards were so afkaid 
that they trernbled and became like dead men. 

The affects that Biber would have wanted to promote in order to celebrate the resurrect 

are fairly straightforward: happiness and joy. The key of G major dominates this sonata, 

although Biber does emphasize the dominant in the opening movement. G major, as 

described by Mattheson, 

possesses much that is insinuating and persuasive; 
moreover it is quite brilliant and is suited to both serious 
and cheerful things. Kircher labels it: Amorosum & 
voluptuosum. Amorous and voluptuous. In addition, he 
says elsewhere: Honestum & temperantiae custodem, an 
honest guardian of moderation.') 

The scordatura remained a "mystery" in itself for many years, so much so that the 

DTO publication edited by Erwin Luntz contained the wrong tuning.I4 The tuning was 

- 

l 3  For a full description of the key see Appendix 1. 

14 The DTO edition contains three different violin lines. The top is the original 
scordatura tuning, the second line the incorrect realization of the line according to the 
wrong scordatura, and the third a "corrected" version of the incorrect realization. None of 
these versions contains the notes we hear. The error was eventually discovered and DTO 
re-issued a correct violin part, however the score has not been corrected. 



notated as by Biber as g4-gl-d, but the crucial element which escaped Luntz's 

detection was that the two middle strings are crossed in the pegbox and again behveen the 

bridge and tailpiece. The resulting nuiing is in fact g-gf4'- d", with octaves between the 

two upper and two lower strings. 

The rnove fiom Sorrowful to Glorious mysteries is depicted by the reversa1 of a 

passage fiom Agony in the Garden (sonata IX) in Resurrection (sonata XI) (see example 

7). The figurational pattern of sonata IX's mm. 106/3-1 O7 can be heard in sonata XI'S 

mm. 24/3-25. While retainiag the same rhythm the contours are reversed. Mm. 10812- 

109 of sonata IX has a similar passage in mm. 23/2-24 of sonata XI in that they both 

Example 7. Cornparison of passages from Sonatas IX and XI. 

a) Finale, Sonata IX 

b) Sonata, Sonata XI 

o u t h e  a descent of a third. This may not seem convincing on paper, but when listening 

to the passages the similarities are obvious. Taken together, we can see that the order of 



the two passages is reversed, with the descendhg thirds following the sixteenth notes in 

sonata IX and vice-versa for sonata XI. #y is this important? Taking a symbolic view 

of this, we can Say that the act of Jesus carrying His cross to His death in sonata IX has 

been "reversed" (so to speak) through His resurrection in sonata XI, and Biber syrnbolizes 

this by reversing the two passages. Biber was not unfamiliar with the technique of re- 

using passages which appear elsewhere in the sonata set. Goebel mentions one such 

instance in sonata III, the Nativity, where Biber "ventures ... to introduce an extrernely 

recherché device. one borrowed fiom pictorial representations of the 'Birth'. [Tjhe 

composer quotes here three bars fkom the 'Crucifixiony sonata and some viofuiistic 

Y 9915 passage-work fiom his own setting of the psalm 'Laetatus sum . 

Biber also uses pictorialisms in this sonata. For example, in the first movement 

the change from the G to D pedal can represent many things. Moroney implies that it 

portrays the xising of the Sun on that Easter rnorning. 1 feel that it could also represent 

Christ's resurrection. The shifi fiom G to D represents the joy of this event by moving up 

the circle of fifths. The Sonata's opening melody also depicts joy: the large leaps 

combined with the dotted rhythms of the opening bars results in a rousing exclamation of 

Christ's resurrection. The opening Sonata movement also pictorializes the empty tomb in 

two ways: by the scordahira hining which creates an open sound and by the echo effects. 

In the first movement the two prominent features are the echo effects and the 

change from a seventeen-measure tonic pedal to a dominant pedd which extends for 

twelve measures. Both these techniques promote meditation through repetition and 

'' Goebel, no tes to Rosenkranz-Sonaten, 1 2. 



harmonic stasis. The sonata, in this case, adequately conveys a mood of joy and 

rejoicing, not only through key but also through style; however, 1 feel that Biber's 

pnrnary goal in this sonata was not to promote meditation based solely on structure or 

affect, but through using elements familiar to the worshipers. 

The first farniliar element appears in the second movement. It consists of a set of 

variations on the popular Easter hymn Surrexit Christus hodie, the tune and text of which 

are found in the fifieenth century Bohemian Cantio Gradual, MüC lot. 5539. l6 The hymn 

nine was popular in German speaking countries and there are two different German 

translations: Erstanden ist der Heilige Christ and Gelobt sei Gott im hochsren Thron. 

These verses and the tune as published by Michael Weisse in the hymnal of the Bohemian 

Brethren (1 53 1) are in appendix 2. Biber wrote Surrexit Christus hodie into the 

manuscript, but surely given the popularity of the melody no one in the audience could 

have failed to recognize it. The movement consists of eight repetitions of the melody in 

the b a s .  It is this constant repetition of the tune which most closely micron the repetition 

of the Ave Marias (the variation movement is second, just as the repeated Ave Marias 

follow the Pater Noster). The seventh repetition is expanded to twice the normal length 

through repetition of each violin phrase by the continuo, while the eighth repetition is the 

simplest, with the violin and continuo presenting the tune in octaves, taking on the 

charactenstics of a chorale Sung by the congregation. 

The final Adagio movement also draws on familiar elements: by approaching the 

style of a homophonie hymn it acts as a recessional or final Benediction on the event of 

16 F.J. Mone, Lateinische Hvmnen des Mittelalters, vol. 1 (Aden: Scientia Verlag, 
I964), 196. 



the mystery, almost forcing the listener to reflect. The recessional style cornes through 

the fiequent starts and stops in the movement: the Adagio begins with a two-measure 

introduction followed by two short phrases, each of which has a cadence on the dominant 

mid-way through and a cadence on the tonic at the end. In addition, the melodic line is 

broken up by many rests. The longest phrase is only just over three measures long. 

While sonata VI attempts to place the listener in the disciples' shoes and sonata IX 

uses affect to bring the listener into a meditational world, sonata XI aims at drawing upon 

elements such as the Easter hyrnn and hymn-like Adagio familiar to the church to 

represent the resurrection. Al1 of the sonatas, however, employ similar techniques, those 

of key and dance affect, while Biber also exploits the capabilities of scordatura to create a 

mood. In fact it is the "visionary power of [the] preludes," as Bukofier puts it, which are 

the most successful at "conveying the basic affections suggested by the engravings and 

the Biblical story behind them."" The composer seems almost to create a separate 

"world" for each mystery, placing the meditator in a diflerent relation to the mystery each 

time. B y  promoting the affects of the image and creating a stable atmosphere where one 

can meditate, the listener is able to focus more hl ly  on the event of the mystery. 

Conclusion 

The Mysrery Sonaras are complex works, and 1 have only just scratched the 

surface here. In them Biber used music to create a world in which the 

'' Italics mine. Mardred Bukofzer, Music in the Baroque Era (New York: W. W. 
Norton, 1947), 1 16. 



mysteries come to life and infuse the listener's sou1 through sound and sight. By drawing 

on a variety of techniques, such as the traditions of the seventeenth century sonata, key, 

dance, and melodic affect, the controlled use of harmony and fom, scordatura, and his 

own virtuosity as a violinist and composer, Biber created a musical anaiog to the Rosary 

picture book and the devotional Emblem book. The sonatas served both as an aid to 

meditation and as a means of bringing the mystenes of the Rosary to life. 

Let us imagine that we are in the Archbishop's private chape1 and that the Rosary 

service for the evening is about to begin.. . Before the devotions begin, the service opens 

with a few introductory words, reminding the members of the confiatemity of their 

cornmitment to the Virgin and the promotion of the rnysteries. The worshipers then take 

up their Rosaries and recite the opening prayers leading fiom the crucifix (one Pater 

Noster and three Ave Marius). At this point a short text relating to the mystery is read, 

the worshipers direct their gaze to the appropnate painting on the wall and recite the Ave 

Marias. While they meditate, the sonata is played, creating an atrnosphere which invokes 

the affects surrounding the rnystery and promotes meditation. With the final notes of the 

sonata still echoing in their ears, they collectively recite the concluding Gloria Pafri. The 

worshipers then proceed to the next mystery and begin the process again. As the service 

draws to a close and the worshipers filter out, or remain behind to oEer extra prayers, the 

Passacaglia is played, summarizing the set of five mysteries focussed upon that evening 

and joining the cycle to the Guardian Angel. The entire devotion b ~ g s  the idea of a 

Rosary picture book to life - instead of gazing at pictures in a devotional book and 

meditating privately, the service allows for the prayer to be shared with other of similar 

faith. The music of the Mystery Sonotas transports the devotion to a deeper level. 



Appendix 1 

The following key descriptions are quoted directly fiom Rita Steblin and George 

J. Buelow's translations of Mattheson's Das Neu-erofiete Orchestre (Hamburg, 171 3). I 

have also provided the number and title of the sonatas which correspond to a key. 

1. If one begins, accordùig to the popular order, with the Tono primo, D minor (Dorian), 

and carefulIy studies its usage, then one will find that it is somewhat devout, cairn, also 

somewhat grand, pleasant, and expressive of contentment; therefore, it is capable of 

promoting devotion in church matten, and peace of mind in common life. However, this 

does not prevent the successful use of this key for something amusing, not particularly 

skipping, but rather flowing in nature. A d  Heroicim Carmen modulandurn est aptissimus. 

Habet enirn miram cum alacritate gravitafem &c. Corvinris. This means: it is most suited 

to heroic things or to hero-texts; for, in addition to its quickness, it possesses a wonderfül 

gravis, etc. Gravis est & constum. Aristotle. Aristotle terms it: grave and constant. 

Hannonia Doria, virilis, magnijica & majestoso. Athenaeics. Athenaeus says: the Donan 

harmony is manly, magnificent, and majestic. Haber nescio quid energiae rnirabilis. 

(Kircher). It contains a special indefinable strength and astonishrnent-producing effect. 

(Kircher). ' 
Sonata 1, The Annunciation 

Sonata IV, The Presentation 

Sonata XIII, The Coming of the Holy Ghost 

' Steblin , History of Key Characteristics, 45-6. 



2. G minor (transposed Donan) is almost the rnost beautifid key, because it not only 

combines the rather serious quality of the previous key [d minor] with spinted loveliness, 

but dso brings in an uncornmon grace and kindness. Therefore, it is fitting for tender as 

well as for refieshing things, for longing as well as for happy ones. In short, it is suitable 

and thoroughly flexible to both moderate pfaintiveness and tempered cheerfulness. 

Kircher gives the following judgrnent: Modestarn & reZigiosum Iaetitiam per se fert, 

hilaris & gravi rripudzo plenus, that is, [this key] conveys a chaste and devout joyfulness; 

it is happy and full of eamest leaps.' 

Sonata X, The Crucifixion 

Passacaglia 

3. The third key A minor (Aeolian) is by nature somewhat plaintive, honourable and 

cairn. It invites sleep but is not on this account unpleasant.' 

S o m a  IX, The Carrying of His Cross 

4. The fourth key, E minor (Phrygian), cm hardly be considered joyful, no matter what 

one does with it, because it is normally very pensive, profound, grieved, and sad, though 

in such a way that there is stiil hope for consolation. Something quick might well be set in 

it, but this does not mean that the key becomes at once joyful. Kircher says: Amal 

2 Steblin , Historv of Kev Characteristics, 49. 

Ibid. 



rnoesfitiam & dolorem. It loves grief and pain. Impefuosus à Luciano. Querelis 

conveniens à Glareano &c. For Lucianus it appears to have an impetuous character; for 

Glarean it is lamenting.' 

5. Formerly the Ionian mode [C major] was dedicated to love-&kirs and therefore was 

termed lascivious or wanton; today, it serves to rouse an army (namely, with tmmpets, 

drums, oboes, etc.) and one might suspect accordingly that the mode which we now cal1 

Ionian was formerly labeled Phrygian and vice versa.' Notwithstanding, a qualified 

composer can reshape it into something quite charming, especially when he chooses well 

the accompanying instruments, making it suitable also for application to tender 

 situation^.^ 

Sonata XII, The Ascension 

Sonata XV, The Coronation of the Virgin 

6.  F major [transposed Ionian] is capable of expressing the most beautifil sentiments in 

the world, be they generosity, constancy, love, or something else contained high on the 

scale of vimies [Tugen-Register], and can do this with a most naturai manner and 

incomparable facility so that absolutely no force is necessary. Indeed, the niceness and 

-- . 

* Steblin , Historv of Key Characteristics, 48. 

' Ibid., 49. Buelow also translates Mattheson as stating that it has a rather rude and 
bold character, but would not be unsuited to rejoicing and other situations where one 
otherwise gives full scope to joy. 

Buelow, "An Evaluation," 98-9. 



suitability of this key cannot be better described than by cornparhg it to a handsome 

person who, in everythbg he does, no matter how unimportant, behaves perfectly and 

who, as the French Say, has bonne grace.' 

Sonata VII, The Whipping at the Pillar 

7. The seventh key, D major, is by nature somewhat shrill [schafl and stubbom; it is best 

suited to noisy, joyfid, warlike, and rousing things. But at the same time, nobody will 

deny that when a flute is used instead of a t m p e t  [Clarine] and a violin instead of kettle- 

drums, even this hard [hart] key can give a special disposition to delicate things. The 

good father Kircher did not include this key arnong his twelve; also, it was not thought to 

be among the Greek modes; hence, fiom this is to be seen the defect of ancient music.' 

Sonata XIV, The Assumption of Our Blessed Lady 

8. G major (Hypoionian), the eighth key, possesses much that is insinuating and 

persuasive; moreover, it is quite brilliant and is suited both to serious and to cheemil 

things. Kircher labels it: Amorosum & volupruosum. Amorous and voluptuous. In 

addition, he says elsewhere: Honestum & temperuntiae custodem, an honest guardian of 

moderation. These are very different remarks. Convenif hic modus jocosis & omaroriis. 

Corvinus. It is devoted to merry and amorous things. (It appears that in an earlier age 

Iusrig and verliebt were synonyms and that the love of previous times was carried on with 

- 

7 Buelow, "An Evaluation," 1 0 1. 

8 Steblin , History of Key Characteristics, 50. 



great fun. But, this much is known, that being truly in Love today is a very serious matter, 

and that a person is especialiy not meny if he wishes to express the tendemess of his 

feelings.)' 

Sonata XI, The Resurrection 

9. C rninor ... is an extremely sweet as well as also sad key; however, because the first 

quality will prevail far too much and since one can become easily tired of this sweetness, 

therefore, nothing is lost when one gives the same a little more animation through a 

somewhat merry equal-bearing [ebentrachtiges?] tempo. Othenuise, some may easily 

become drowsy through its mildness. Should it, however, be a piece that is supposed to 

promote sleep, then one can omit this comment and soon arrive at this goal in the natural 

way.1° 

Sonata VI, The Agony in the Garden 

10. F minor appears to represent tendemess and d m ,  as well as a profundity and 

weightiness not far from despair, a fatal meniai anxiety; and it is exceedingly moving. It 

expresses a black, helpless melancholy beautifùily and at times will provoke the listener 

9 Steblin , Historv of Key Characteristics, 49. 

10 George J. Buelow, "An Evaluation of Johann Mattheson's Opera, Cleopatra 
(Harnburg, 1704)," in Studies in Eiehteenth-Centurv Music: A Tribute to Karl Geirin~er 
on his Seventieth Birthdav, ed. H.C. Robbins Landon and Roger E. Chapman (New York: 
Oxford University Press, 1970), 99- 100. 



to horror or a shudder." 

1 1. B~ major [transposed Lydian] is very diverting and magnificent; it retains also readily 

something modest, and it can at the same time pass for magnificent and dainty." 

Sonata VIII, The Crowning with Thorns 

12. Eb major includes much pathos, and will have nothing voluntarily to do with other 

than serious and at the same time sad works. Also it is as if it were bitterly hostile to dl 

sensuality.13 

13. A major is very affecting, even though at the same time brilliant, and is more inclined 

to complaining and sad passions rather than to divertissements. It is especially suitable for 

violin music.I4 

Sonata II, The Visitation of St. Elisabeth 

Sonata V, The Finding of Him in the Temple 

14. E major expresses incomparably well a despairing or wholly fatal sadness; it is most 

- 

" Buelow, "An Evaluation," 10 1-2. 

l2  Ibid., 102. 

l3  Ibid., 100. 

l4 Ibid., 102. 



suited to the helpless or hopeless conditions of extreme love, and it has in certain 

circumstances something so piercing, separating, painful, and penetrating that it may be 

compared to nothing short of a total severing of the body fiom the soul." 

15. B minor is bizarre, morose, and rnelancholic; for these reasons it seldom makes an 

appearance. l6 

Sonata III, The Nativity of Our Saviour 

16. Ff: minor, though it also leads to great sorrow is, however, more languishing and 

arnorous than lethal; this key in other respects has something in it that is unrestrained, 

strange, and misanthropie." 

17. B major seems ... to have in itself an offensive, harsh, and unpleasant as well as 

somewhat desperate character." 

lS Buelow, "An Evaluation," 100-1. 

'' Ibid., 102. 

l7  Ibid. 

l 8  Ibid. 



Appendix 2 

There are several tunes and texts beginning with the Latin words Surrexit Christus 

hodie. There are also several different translations into Gennan, such as Gelobt sei Gott 

im hochsten Thron and Erstanden ist der heilige Christ. The ongins of Surrexit Christus 

hodie are not known, but most of the German translations are based on sources from the 

fourteenth and fifteenth centuries. The words for the hymn entitled Gelobt sei Gott are by 

Michael Weisse which he set to a Surrexit tune. This hymn can be found in the Geman 

hymnal of the Bohemian Brethren fiom 153 1 and is identical to the one used by Biber. 

The other translation of the Szrrrexit text, Erstanden ist der heilige Christ, first appeared 

in 1478, according to Wackernagel.' There are a multitude of different versions of the 

Erstanden text, I have chosen one from 1573. 

Latin tex? 

1. Surrexit Christus hodie 
Humano pro solamine. 

2. Mortem qui passus pridie 
Misemmo pro homine. 

3. Muiieres ad tumulum 
Dona ferunt arornatum, 

4. Album cemetes angelum 
Anuntiantes gaudiurn. 

5. Mulieres O tremulae, 
In Galilaearn pergite, 

6. Discipulis hoc dicite, 
Quod surrexit rex gloriae. 

7. Ubique praecedet suos, 
Quos dilexit, discipulos. 

8. Sit benedictus hodie, 
Qui nos redernit sanguine. 

9. Ergo cum dulci melodo 
Benedicamus Domino. 

10. Laudetur sancta trinitas, 
Deo dicamus gratias. 

' Philipp Wackemagel, Das Deutsche Kirchenlied (Hildesheim: G. Olms, 1964), 
vol. 3, p. 265. 

' Guido Maria, Analecta Hvmnica (Frankfirrt: Minerva, 1961). vol. 1, p. 165. 



Surrexit Christus hodie3 
Michael Weisse 

- 
Ge-lobt sci Got~ irn hocbstcnThronsamt sci-nem ein-ge-bor-nenSohn der fur uns hat gc-nug gcthan Hal-le- b j a  

1. Gelobt sei gott imm hochsten trohn, 
sampt sinem eingebomen sohn, 
der für uns hat genug gethan, 

2. Ais er albie gewandelt hat, 
verfunet sund und misselthat 
durch seinen reinen bittem todt. 

3. Nach welchem er gesaibet wart, 
begraben nach judischer art 
und da mit hüttem wol verwart. 

4. Des morgens am dritten tag, 
weil nach der stein am grabe lag, 
erstünd er fiei on alle klag. 

5. Ein engel steig vom himel hrab, 
und thet den grossen stein vom grab, 
welchs den hüttem erschrecken gab. 

6. Da er as10 dz grab aufbrach, 
bald ein gros erdbeben geschach, 
da von d'hütter kraft zurbrach. 

7. Der enge!! szm sich ztif den stein, 
sein kleid war weis, sein antlitz schein 
gleich wie d' plitz gantz hell und rein. 

1 1. Sie giegen forchtsam in das grab, 
in dern da sas ein ander knab, 

des glantz ihn auch erschrecken gab. 

12. Da sagten die engei zu ibn 
'den ihr fücht, d'ist schon da hin, 
in gallilea findt ihr ihn. 

1 3. Denkt, wz er euch gefaget hat, 
wie er ~vürdt auserstehn vorn tod, 
un wisst, das sichs ergangen hat. 

14. Geht hin, sag seim jüngem fiei, 
dz er vom tod erstanden sei, 
und dencket seiner wort da bei. 

15. Heisst sie in gallileam gehn, 
das sie da selbest vor ihm stehn, 
so bald ein wenig tag vergehn.' 

16. Die weiber seelten diser leer, 
un sagten dem betrübten heer, 
wie Ihesus weg getragen wer. 

17. Doch glaubten dis die jünger nicht, 
wie den auch die rechte geschicht, 
weils ihn nicht kam vor ihr gesicht. 

Wackemagel, Deutsche Kirchenlied, vol. 3, p. 265. 



8. Da karnen weibesbilder dar, 18. Nu bieten wir dich, Ihesu christ, 
worden des engels auch gewar wiel du vom tod erstanden bist, 
und entsztzten sich gantz und gar. verlei was uns seliglich ist. 

9. Der engel sprach 'en, forcht euch nicht, 19. O mach sunser hertzen bereit 
denn ich wies wol was euch gebricht: antzunehmen deine warheit 
ihr sücht Ihesum, den dindt ihr nicht. on alle eingensinnikeit. 

10. Er ist erstanden von dem tod, 20. Damit wir, von sunden geeeit, 
hat uberwunden alle not, deinem namen gebenedeit 
kompt, seht, wo er gelegen hat.' frei mügen singe alletzeit. 

Surrexit Christus hodie4 

1. Erstanden ist der heilige Christ 6. 'Entsetzet euch, ir frauen, nit, 
der aller Welt ein troster ist. den Christus heut erstanden ist. 

2. Den todt er nu erlitten hat 
umb aller menschen missethat. 

7. Das solt ihr sagen Peter bald 
und ander Jüngern gleicher gstalt. 

3. Drei fiawen namen specerei 8. Dem in Gallilea ni mahl 
und gingen hin zum Grab ohn scheu. werden sie Christurn sehen all.' 

4. Sie suchten den Herrn Jesum Christ 9. O Jesu, lieber Herre Gott, 
der aller FVelt ein troster ist. behüt uns fiir der sünden not. 

5. Ein Engel sahens weis gekleidt, 10. Gib, das wir vom Tode entstehn 
der in verkündigt grosses fieud. und mit dir ewiglich leben. 

1 1. Ye dieser Osterlichen zeit 
sei Gott dem Herren lob geseit. 

4 Wackernagel, Kirchenlied, vol. 2, p. 734. 
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