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PREFACE

The "liystery" sonetas for gcordato violin and continuo
by H. I. ¥. Biber (1644-~1704) had been largely ignored until
19058, when they were included 1in the collection of Austrian

masterpleces, Denkmiler der Tonkunst der Osterreich. fven

then, they were the casuse of some confusion which was later
corrected in an addendae to the volume which included this
gseries of sonatas.

in the Baroque period, scordatura was used by a few of

Biber's contemporsries, but the technique is not commonly
used today. In order to fully understend and to eppreciate

the "mystery" sonatas, a knowledge of scorgdaturas is neces-

sary, and this technique is discussed in Chapter II.
Becesuse the 17th century violins differed slightly
from those used todasy, and the resocurces of the instrument
had not yet been fully developed, a dlscusslon of these
aspects has been included. A comparison of the works of
Biber with those of his contemporaries shows him to be an
innovebor whno contributed greatly to the growlng technique

of the violin.
There are only s few abbreviations used in thils paper.

The symbol DT® is used to represent the DenkmHler der

iii



Tonkunst der 0O8sterreich, and HAKN 1s used for the Historical

Anthology of susie. In addition, Hs. appeers for menuscript;

voe., for voice (Latin); Bd. {(German}), and Vol., for volume;

and meas. for messure.
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CHAPTER 1

HE LIFE AND CONTRIBUTIONS
OF H. I. F. BIBER

Heinrich Ignaz Franz Blber was born on August 12, 1644,
at Wartenberg near the clty of Relchenberg, on the Bohemlan

frontier. His father, Mertin Biber, was a Flurschiltzen

(game keeper or fleld protector) with Count Liechtenstein.t

Very 1ittle is known sbout Helinrich Biber's childhood,
but it is probable that he was educated either at Dresden
or Prague,2 and that he studied with the violinist-composer
Johann Heinrich Schmelzer (1625-1680) in Vienna. Although
Biber's work 1s in & more advanced ildiom than Schmelzer's,
they both used the same types of movements, and within these
movements, they exhibited the same characteristics of free

L

variety of form.

¥or some time prior to 1670, Biber is known to have
served the Princebilshop Kerl Liechtenstein-Kastelkorn at
the court of Olmiitz, in Moravia, where he was both chamber-

gervant and mnsiéian, a combination of duties common in the

lgonstantin Schneider, "H.I.F.Biber," Die Musik in
Geschichte und Gegenwart, Vol. I, (Kassel und Basel, 1949).

21bid.

®Williem Newman, The Sonate in the Barogue Era, (Chapel
H111, N.C., 1959), p. 216.




smgller courts of the time. When Karl Liechtensteln-
Kastelkorn became Princebilshop in 1664, he developed at his
court sn excellent music chapel. He was especlally inter-
ested in encouraging church musiec, and Biber wes one of the
moat important muslcians to serve at this mourt.4 The ex-
act date of Biber's appointment is unknown, but correspond-
ence shows that he lost 1t abruptly in 1670. Letters of

the period show that Biber, probebly aleng with snother mu-
siclan and chamber-servant, Sartorius, left the court at
Olmiitz to travel to Absgam, in order to procure some instru-
ments from Jacob Rtalner (1617-1683%), the violin maker, and
apparently never returned. The reasons for Biber's dlsmiss-
al sre unknown, but unfavorasble mention of Biber occurs in
some letters of Schmelzer and others. In spite of these
happenings, however, it appears thet Biber had not complete-
1y broken off all relations with the Olmiitz court. An un-
dated letter of Biber's from about 16735 notes that Biber
sent a "Serenade" to Paul Weywanovsky, & Slavic musielan,

who succeeded Biber at Olmiitz.

4paul Nettl, "Zur Geschichbe der Musik-kapelle des
Furstbishofs Liechtenstein,” Zeltschrift fur Musikwissen-
schaft, IV, (1921-1922), 485,

5

Ibid.



In 16735, or 1676,6 Biber entered the service of the
Archbishop of Salzburg as musiclan snd peraonal servant.7
He beceme the teacher of contrapuntal singing to the cholr
boys of the cathedral in 1677, and in the same yesr, Emper-
or Leopold I decorated him with a Golden Chaln, probably
because of his grest virtuosity as a violinist., Biber was
made Vice-Capellmelster in 1679 or 1680; his fame subse-
guently spresd, snd in 1681 he applied for a patent of
nobility, although he d4id not receive it at that time. In
1684, he was appolnted Capellmeister and Lord High Steward.8
Of hls duties at that time, it is known only that he did not
heve to teach the violin,9 end apperently he was concerned
primarily with contrapuntel singing and composition. Bilber
epplied for and received the patent of nobillity in 1690,
and the title "von Biebern" was besztowed upon him by the
Emperer. He died st Salzburg on May &, 1?04.10
His son, Karl Heinrich von Blebern, held the posltion

of Vice-Capellmeister at Salzburg from 1714 teo 1744, and

bEdmund van der Straeten, The History of the Violin,
2 Vola., (Great Britain, 1933), I, 10&, gives both dates.
Schneider aend Robert Eltner (footnote 7) give only 1678.

r‘Ylic:altazazc=1*, Eitner, "H.I.F.B8iber," Blographisch-Biblio-
graphisches Quellen-Lexicon der Musiker und Muslk-gelehrten,
Vol. II, (Berlin, 1800~1904; New York, 1946).

8 9
Schneider, op.cit. ven der Straeten, op.cit.
10gchneider, op.cit.



that of Capellmeister from 1745 to 1744. He was succeeded

in this position by Leopold Mozart.ll

Survey and Catalogue of Works
The compositions of Biber fall into three general
categories: opera, sacred vocal works, and chamber music,
There are three known operas, but the only one of which.

the music survives is Chi la dura, la vince, of 1687.

Alessandro in pletra 1s entirely lost, and only the libretto

to L'0ssequio de Salisburgo, 1699, remain3.12 The sacred

vocal works include several messes and reguiems; the chamber

masic is for small instrumental combinstions.

t?)ad:a:f.oggeu2

1667 Passaceglia in g minor for unasccompanied violin,
edited by Brwin Luntz, DTO, Vol. XXV, 1905, 82-84.

167& Serenade mit dem Nachtwlchterlied, published by Paul
Nettl, Nagels Musikgrechiv, No. 112, 1924,

1674 Finfzehn Mysterien Sonaten, edited by Erwin Luntz,
DT8O, Vol. XXV, 1905, 1-81.

1676 Sonatae-~-Tam aris, quam gulls servientes, published
bng. B. Hayer, Salzburg. Second edition, Ldhner,
Nidrnberg, 1681.

llEitner, op.cit.

lESchneider, op.cit.

laThis list has been complled from Groves Diectionary of
Musie and Musiclsns, Die Musik in Geschichte und Gegenwart,
and Robert Bitner's Blographisch-Bibllographliseh Quellenw
laxicon.




1680

ieel

1681

1687
1689
16925

16989
1701

Menss sonora, seu muslcs instrumentalils (Klingende
Taffel/oder Lnstrumentalische Taffel-Music/mit
frisch lautenden Gelgenklang), J. B. Mayer, Salz-
burg, 1680. Second edition, Nlrnberg, 1681.

Acht Solo Violin Sonaten mit Basso-continuo, LBhner,
Tirnberg, 1681.

Fidicinium sacro=profanum, zwdlf 4-5 stimmung
Sonsten, Bndtner, Nirnberg, 1681.

Chi la durs, la vince, sn opsra.

Alessandro in Pletra, an opera.

Vesperae longiores ac breviores ungeun Liteniis a
4 VOC.

L'Ossequlo 41 Ssalisburgo, an opera.

Missa Sti1 Henrieli, edited by Guido Adler, DIO,
VOl. IL’ 1918, 1"'47.

In sddition to the works mentioned above, there are

others for which no compositlion date 1s avallable.

Avprobatio des Tractatl's, found in "Manduectio® by
J. B. Samber, 1704. _

Balletsulten, in St. Meuriz-Archiv in Kremsler, HS.

Harmonia ertificiossa-srioss, Endtner, Nirnberyg, 171

Heguiem, edited by Guido Adler, DT, Vol. LIX, 19238,
41"72 .

Stebat Mater a cappela, performed in Salzburg in
1727, '

Violin 3onsta in C, revised by F. Hermamnn in ¥,
David's Hohe Schule des Violin-3plels, Bd. 1, Leip-
zlg, Peters.

Several offertories, requiems, and masses, ineclud-
ing:

Requiem for 15 in Concerto. MS.

Reguiem for 5 voices and 5 violes in Concerto.
5.



Seventeenth Century German
Violin Muslec

During the Thirty Years Wer, (1616-1648), which took
place largely on German soll, it was diffiecult for the Ger-
mens to devote much time to the arts, and it was not until
after the war that much attention was agaln turned to mu-
sic.t% At this time, the nobllity began to take an interest
in encoursging church music by esteblishing court chapels
and employing musiclans. An example of this is Prince
Lieehtenstein-Kastelkorn's court at Olmiitz in Kremsier,
when he succeeded to the position of Princebishop.15 Dur-
ing this cultural leg in Germany, the ltallans were abls to
move ahesd in the field of violin music. This was especial
1y true in the development of a clear, crystallized form, as
exemplified by the music of Archangelo Corelll {1656~1713).16
There were some lmportant composers in Germeny during these
times, but they wrote 1llttle in the area of string music.lv
By about 1690, however, Biber (1644-1704) and others, such

as Johann Heinrich Schmelzer (c¢. 16283-1680) and Johsnn Jakob

14Van der Straeten, og.cit., I, 109.

1oNettl., op.cit. 16

ven der Strseten, op.cit.

7Several important German composers at the beginning
of the second helf of the 17th century were Johann Jakob
Froberger (1616-1667), orgenist, and the creator of the key-
board suite; Johenn RosenmBiller {1620-1684), composer of
orchestral suites; and Dietrich Buxtehude (18v7-1707), com-
poser of organ muslc end cantates.



Walther (1650-1717?) had brought Germen violin muslc up to
a level that compared to that of the Italians. This served
as the foundation of the German Barogue school of violin
music, which in all but the formal aspect, far surpasaéd the
Ttalian and French achools.l8

There were two basic differences between the German
school and the French and Italien schools. Firast, the Ger-
mans had a traditionsl contrapuntal schooling,lg which they
transferred to the violin. They were, therefore, interested
in experimenting with multiple-stops and counterpoint

through the use of scordatura; all of these were developed

to a very high level by Blber. ESecondly, due to the fluent

use of contrapuntel techniques, the German misle had a full-

or sound than either the French or Italisn music. Since the

Germens hed not as yet adopted the tonesl relationships of

the late Barogue, many of the modulations, to related but

unexpected keys, gave & very chromatlc effect to the rm;tsic:.zO
Two composers who are partlculsrly important because

of their relationship with Biber are Johsnn Heinrich

Sehmelzer (c.l620-1680), and Georg Muffat (1653-1704).

18van der Straeten, og.cit.

19Paul 4. Lang, Muslc in Western Civilization, (New
York, 1941), p. 467.

0 :
2 This will be more fully treated in the chapter on
Biber's music. :




In addition to being a composer, Schmelzer was a violinist
at the Vienna Court Chepel from 1649-1670. The first Ger-
man to £111 this post at the Austrian court, Schmelzer was
appointed assistent conductor 1in 1671, and conductor in
1679.21 It 1a possible that he was the teacher of Helnrlch

Biber, since the similarities of thelir instrumental usages

and settings reveal definite ties.zd
Musicelly, Eiber went beyond Schmelzer in nearly every-
thing that then contributed to structural orgenization.
There i3 greater thematic unity because Biber had
greater contrapuntel and hermonlc resources by which
to keep the theme's reiterations lnteresting. There
1s greater overall unity, too, as the result of greater
integration and interrelationship of the movements,
which include, besides the almost Invariable set of
variations, dences (even in the "Hosary Sonastas" though
not in Fidicinium sacroprofanum), arias, Egccata-like
sections, and a few polyphonic movements.

Georg Muffat was at Salzburg with Biber, and together,
they brought music in Salzburg to a peak, although Muffat
wes not considered to be as technically advanced as Biber’.g4
Biber and Muffat are consldered more important as contribu-
tors to the sonata than are Sehmelzer, or Johann Josef ¥Fux
(1660-1741) who resided at Modena.°° In Biber's modulations

cen be seen some of the bases of the Sonsta-sllegro form as

it was later used by Franz Joseph Heydn (1752-1809). Biber's

2lvan der Straeten, op.clt., p. 10OO0.

zzﬁewman, op.cit., p. 218.

“S1pid., p. 219. 241p34., p. 220.

®®1p1d., p. 41.



importence as & violinist in relstion to his sontemporsries
1s indicated in the following statement by van der 3traeten,
in a passage about Johann Jakob Welther (1650-17177):

He Eﬁalther] was the “greatest virtuoso of hils

time. . . . One finds in his work ("Hortulus Cheli-
cus™) all that others believed to have discovered long

after him with regard to the verious features of violin

technics of a virtuoso chsracter, and the best violine
1stas of the 19th century have not surpassed his use of
double stops to the same extent that,he surpassed hls

. ” I12
sontemporaries, except Blber. . . .

Walther is sald to have developed the technique of

combining the left-hand pizzlcato wlth a sustained melody

27

played by the bow. As a composer, however, Blber stood

8
far above Walther,g end it isg possible that Biber's posi-
tion 28 a virtuoso violinist in the 17th century was coumpe-~

29

rable to that of Pagenini in the 19th century. Although

Sehmelzer also used double-stops and scordatura, these

techniques were developed to a greater extent by Biber.50

26van der Straeten, op.cit., I, 107.
=T1p14. 2Brpiq.

EgLang, op.cit., p. 403,
60Eewman, opscit., p. 218,



CHAPTER II

THE SEVENTEENTH CENTURY VIOLIN AND

THE TECHNIQUE OF SCORDATURA

To understand music wrltten for the wviolin in the
17th century, it is essentisl to recognize the differences
between the instruments used then, and those used In the
performaence of the same music today. During Blber's 1life-
time (1644-1704), Italian craftsmen such as Niceolo Amatl
(1596-1684), Antonio Stradivari (ce.l644-1737), and Giuseppe
Bertolomeo Guarnari “del Gesu" (1698-1744) constructed in-
struments of such lasting besuty and durability that they
haeve never been surpassed, even to the present time. Violin
mekers in other European countries reached the height of
their capabilities at approximetely the ssme time:l anong
them were Jacob Stalner {(1617-1685), and Matthiaes Alban

(1621-1712}, in Germany.z

The Violin
Over a period of several hundred years, several changes
have been made in order to improve the playing end sceoustil-

eal charescteristics of the violin. However, the baslc

lEgmund ven der Straeten, The History of the Violin,
2 Vols., {(Great Britain, 193:¢), I, 157.

zFridolin Hammsa, German Violln Makers, (London, 1861},
pp. 41, 47.

10



11

cutline and size of the body remein the same today as they
were in the 17th century.® The first changs to take place
was the reshaping of the bridge, which had varied in style
in the different countries, and sometlmes even among the in-
struments in one country. The early bridges, slightly flat-
ter and lower than later ones, touched the violin all along
their lower edge. The holes in these bridges were conald-
ered necessary, in order to lighten the mass of the bridge,
thereby sllowing the vibrations to be transmitted more
easily from the strings to the body of the violin., In the
new design standardized by Stradivari, the holes were en-
larged and the bridge rested on two amall feet., These larger
noles, in addition to being functlonal, were also orﬁamental.é
Tn order for a single line of notes to be played more
easily, the top of the brildge was made more reunded and
glightly higher. By using the older flatter bridge, and a
bow with & minimum of tension on the halr, it was possible
to perform chords of two, three, or four nctes without 4if-
ficulty, with all of the notes sounding simultaneously. The
newer corbinstion of the more curved bridge and the bow
with wore btension made the playing of chordés more diffilcult,

although a single melodic line was easier to pex*form.5 In

“David Boyden, "The Violin and Its Technlque in the
18th Century," lusicel Gusrterly, XXZVI (Jan., 1950}, 11.

4

Tbid., p. 12.

-
Gerald R. Hayes, busical Instruments and Their lusic,
1500-1750, 5 Vols., {London, 19&0), 11, 198.
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order to sound sll of the notes in multiple stops (at least
those chords of more than two notes), the chord must now be
broken, sn sct that often results in a harsh unpleasant
effect.6

The ralsing of the brildge also resulted in the raising
of the strings above the fingerboard: since this new posi-
tion placed the strings too high above the fingerbosrd, 1t
became necessary to ralse the fingerboard by slanting the
neck basck. This was asccomplished by Inserting a smell wedge
between the fingerbosrd and the body of the violin,”’

At the end of the 19th century, the standard of pitch
used by musicians in Burope was approximately a semitone
higher than that which had prevalled during the first halfl
of the 18th century.a By tuning the strings highef, a
greater tension was placed upon the violin., The greater
string tenslon, combined with the increased tension pro-
duced by changlng the angle of the neck, necessltated the
reinforcement of the part of the instrument which was to
gupport that added tensicn.9 The sound post remained the

same, but the bass bar, in order to support the added

ﬁThs production of a more brillliant tone was slso con-
tributed to by the development of the bow. GSee page 18.

VHayes, op.cit., p. 198.

81111 Apel, "Pitch," Harvard Dictionsry of Musioc,
(Cembridge, Mass., 1961).

9Hayes, op.cit., p. 198.
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tension, was enlarged. These adjustments graduslly became
e standard part of the violin, and were sometimes incorpo-
rated into violins of earlier construction.

The new neck waes both flatter and narrower than the
old one, not only maeking it easier to shift f{rom one posi-
tion to another, but slso easler to reach the lowest string.
When the neck was lengthened sbout one half-lnch, the vi-
breting string was also lengthened, thus increasing the
power end brilllance of the instrument.lo In addition, the
strings were gradually nmade thinner,ll a change that helped
to glve the violin a more brilllant tone, since the tension
on the string had to be increased in order to bring the
string up to piteh. Although 8ll of the early strings were
made of gut, they were frequently wound with silver or alu-
minum, and eventually exclusilvely used for the lower three
strings. A silver wound g string is mentloned as early as
1741 by Majer.lB Today, eluminum wound gut strings are
widely used for the three lower strings; the upper string
18 ususlly unwound steel, although occasicnally, all of the
strings are steel, according to the preference of the player.

Gradually, the length of the fingerboard was extended,

in the direction of the bridge, to 1ts present length of

0114, Yipi4., p. 200.

12J. F. Majer, Heu-er8ffneter theoretisch~ und prack-
tischer Music-Saal, {(Nuremburg, 1741), p. 4.
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approximately ten and one-half inches. This is about iwo
and one-half to three inches longer than the fingervoard of
+the L7th century; those built by Stradivari (ca. 1644-1737)
are between seven and one-half and eight and one-half inches
1omg.13 Presumably, the fingerboard was extended to allow
fuller use of the upper range of the instrument, but accord-
ing to Hayes, this was not necessarily so:

Why the fingef—bcard became lengthened is niﬁ easy o

understand, as, guite apart from harmonics,™ ' the
gstrings are not pressed right down to the wood 1n

stopping extreme Ly high} notes, and the accounts of
17th century players convince us that in some of their
more exuberant moments they stopped outside thelr
finger-voard altogether.ld
Most violin music composed during the 17th century in Ger-
many does not exceed the third position.l6 The Italians,
however, were beginning to experiment with higher positions;
for example, Archangelo Corelli (1653-1713) in his Opus V,
Number 12, (La Folia) occasionally used the Fifth position.
Gradually, the desire to use even higher positions increased,

and the wpper limit was extended further.l7

15%enneth Skeaping, "Some Speculations on a Crisis in
the History of the Violin," Galpin Society Journal, VIIL
(March, 1955}, 5. n _ o

Yyermonics are produced when the string, which vi-
brates both as a whole and in sections, is lightly touched
at a certain point, sc that a particular overione is heard.
Kent W. Kennan, The Technigue of Orchestration (New York,

1952), p. 631.

15ﬂayea, op. cit. 16yan der Straeten, op. cit., p. 109.

1T8oyden, "The Violin and Its Technique in the 18th
Century," op. cit., p. 20.
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The Bow

In the 17th century, it appears that both stralght
and outwardly curved (1.e., convex) bows were COmMEOIN,
especlally in Germ&ny.ls Although some versions of the
straight bow existed earlier,lg it was not until 1784
thaet the straight bow was perfected by the Frenchman,
Francolis Tourte (174?-1835).20 In his version, the bow
hes a slight inwerd curve to the stick, which, when the
neir is teut, remeins stiff enough to avold rubbing the
gtrings. It has been cormonly thought that the tension of
the heir on the early convex bow was controlled by the
thumb, which pressed against the hair on the underside of
the wood. This result, however, 1s a method of performance
that is not smooth, and further, if all of the fingers were
on the upper side of the bow, i1t would be almost impossible
to avoid dropping the bow %hen changling the tehsion of the
hair by moving the thumb.

In additlon to 1ts different construction, the bow was
slso held slightly ferther up on the stick than 1t 1s at
present. To this end, there was a wrapping of reed which

elded in holding the bow. This wrapping covered sbout

181p143., p. 14.

19Hans~Heinz Driger, "Bogen," Die Musik in Geschichte
und Gegenwsrt, Vol. II, (Kassel und Basel, 1852 .

(
szoyden, tPhe Violin snd Its Technigue in the 18th
Century," op.eit., p. 14.

e e A A NEY
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eight inches of the lower end of the wood.?1 Since the
curve of the bow in earlier times was convex, and since
there was less tension on the hair, it was possible, with
the lower bridge, to play chords with three or four notes
gounding simulﬁaneously.22

The so-called "Bach" bow, actually an invention of
recent times, shnould also be mentioned. It is based upon
theories put forward by Arnold Schering and later Albert
Schweitzer, and is as follows:

With an outwardly curved bow and slack bow-hair, the

sustained %- and 4-part chords in the Bach Sonatas

could be played by relaxing the thumb; and per contra,

that single strings could be played by pressing in
with the thumb and taking up the slack of the bow.27

This theory appeared 1o be a pilausible explanation of the
peculiar problems encountered in the works of the period
that were in a true polyphonic style, butb Schering based
nis theory on these two assumptions, that is, of the con-
vex bow and the slack hair, for which he offered no evi-
dence. In fact, all available evidence points 10 the con-
trary, that is, that the bow hair was not and could not be

tightened or loosened at will; nor was there any documentary

21Kenneth Skeaping, "A Barogue Violin from Northumber-—
land," Galpin Society Journal, XIV (Marech, 1961), 47.

22Boyden, "Phe Vielin and Its Technique in the 18th
Century," op. cit., p. 14.

23pavia Boyden, "The Violin and ILts Technigue: New
Horizons in Research," International Musicological gocliety,
Papers (New York, 1958), D, 3of.
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or pletorial evidence to support Schering's theory, and he
retracted 1t in 1920.

When the theory was applied to the construction of a
bow to be used for musical performance, the physical d1ffi-
culties of playing and sustaining S end 4 part chords be-
came evident. They found that the thumb alone could not
stretch the hair tightly enough to play on individual
strings. This defect required that the bow have & mecha-
nisim which could be turned to change the tension of the
hair, but the time involved in making this change forfelted
any adventage galned by beilng sble to loosen or tighten
the hair.24 There have been, however, successful experi-
ments in this srea, for both Rolph SchrBder and Emil Telmenyl
constructed usable bows along these theories. However, they
must be considered as modern inventlions and not as models
of sn esrlier bow, since they involve the use of a mecha-
nlsm to control the tension while the bow is being used,

for which there is no historical precedent.

Conclusions About the Violin and Bow
While many of the above changes would have no direct
effect on the music of Blber as 1t is performed today, there
are several aspects of the contemporary instrument that
greatly influence the interpretation of both his musie and

the music of his contemporeries, It 1is difficult, for

241p1d., p. 52ff.
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example, to play three or four notes simultaneously with
the modern bow and the modern curved bridge, and yet much
of Biber's musle involves polyphonic sections in two and
three parts. This would have been possible, however, when
the music was performed on an instrument with a flatter
bridge and & bow with less tension on the hair. At the
same time, it would have been more difficult to perform the
passages of single notes with a looser bow without touching
other strings, It is therefore probable that the style of
both the violin and the bow used by Blber and hls contem-
poreries would be somewhere in betwesn the extreme exanmples
discussed above.

A comparable modern performance of Biber's music would
seem to require a violin which has been fitted with =& bridge
slightly lower and flatter than modern bridges in order to
allow multiple stops to be played mors easlly. The three
upper strings should be made of gut, while the lowest should

be one of gut wound with silver,25

since these produce a

somewhat more mellow tone than do the sluminum wound strings.
Tn Biber's time, the chin rest was not used, but there

would be little point in doing without it today, since 1%

would influence only the menner of holding the violin and

zﬁﬂoyden, "The Vielin and Its Technique in the 18th
Century," op.elt., p. 97.



not the resultant sound. The same is also true of the
shoulder rest, which was not used by 17th century per-

formers.

Scordatura

Literally, the word scordatura?® means "mis—tuning."27

This Ttalian term was first applied o the lute and viol
nusic of the 16%h and 17th centuries, for, at that time,
both of these instruments could be retuned to better ac-
conmodate the piece of music being played.28 In order that
the strings might contain notes found in the tonic triad of
the key, the instrument is tuned according to the key in
which a particular piece is written. There are several
reasons for using different tunings on the violin: to ob-
+gin unusual chords; to vary %he tone color of the instru-
ment; and most important, to aid in the executlon of diffi-
cult passages (especizlly useful in keys involving several

flats) .29

26mne first recorded use of scordatura in a sonata was
in 1629, by Biagio Marini, in Opus 7, No. 2. Theodore
Russell, "The Violin Scordatura,” Musical Quarterly, XXIV
(January, 1938), 84. .

2Tyi111 Apel, "Scordatura," Harvard Dictionary of Music,

(Cambridge, Mass., 1961).

28prank Kidson, "Scordatura," Grove®s Dictionary of
Music and Musicians, 5th ed., (London, 18961).

2% ugsell, op. cit., D. 84.
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During the 17th century, it was customary to give an
accord at the beginning of each plece of music. The sccord
is & symbol in which each note represents the pltch of one
of the strings of the instrument to be used and gives the
normal tuning for that pieoe.bo Gradually, during the 17th
century, the tuning in fifths (g—d'-a'-e")51 became stend-

ardized,éa

and 1t was no longer necessary to indlicate the
tuning for the Instrument, except when the composer wrote
for another tuning, in which case an accord would be given,

Following 1s & 1list of terms necessary to the under-
standing of scordatura. These brief definitions will be
amplified in subsequent paragraphs.

The normegl tuning of the violin has come to be accepted

as g-d'-a'-e". As such, it does not need .to be merked with
an accord.

Regular fingering is that which is used on normal tun-

ing to produce half and whole steps as directed by the key
signature of the piece.

Kevy signs or key signatures sre devices used to 1ndi-

cate sharps or flamts throughout s pilece, and iIn all octaves,

5OApel, "Seordatura,"”

op.cit.

élThe system used to.designate the pitch octeves 1s
system number one found in Apel, "Pitch Names," Harvard
Dictionary of Music, op.cit., p. B&6.

ey
Russell, op.cit.
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even though they eppear in only one. They immediately
follow the clef signature.

Scordato tuning 1s any tuning other than the normal.

Tt must be marked at the start of the plece with an accord,
which 1s & symbol showing the pitch of each of the four
strings on the instrument. One or sny number of the strings
may be different from the normal tuning. Fingering signs
are included in the sccord.

Fingering signs are the sharps, flats or naturals fol=

lowing the sccord end they indlcate eny change from regular
fingering--only in the octave in whleh they appesar.
Adjusted fingering is that fingering which devistes

from the regular fingering in accordance with the direec-

tions of the fingering signs.

In order for the violinist to perform the music more
easlly, it is written as 1f it were regular fingering on
the normal tuning; that 1s, he plays what he sees, regserd-
less of the resulting sound, which is in turn dependent on
how much the piteh of the string is raised or lowered.
Since esch string may be retuned in any manner, each one
actually becomes & transposing string. Tor exsmple, if
the notes in Figure 1 (part a) were played on normsl tuning
(g string), with normsl fingering, the sounding and written
notes would be the ssme. If, however, the string 1s retuned

to the plteh of &, the resulting sound would be as in
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Figure 1 (part bl}. Although the notes produced are differ-

ent, the pattern of intervals between them remains the same.

=

LT, SR

Fig, 1~~The sa;éwgéggigafiéﬂﬁggwﬁgiEhéﬁd wnole steps
on the fourth string, when tuned es g, in part a, and as
an a, In part b.

If 811 of the strings were changed uniformly so that
the interval of a fifth wes kept constant between each
string, the violin could be trested as & normal transpos-
ing instrument, and musice could be written to compensate
for this echange in tuning. The intervals appearing in the
melody line would keep thelr reletionshlp and sound the
same as they are written, although the melody line would be
written in a different key f{rom that in whiech it sounds. In
scordatura, however, it is probable that the interval of a
P1fth between the strings will not be meintained, since any
or all of the strings may be ralsed or lowered. By writing
the scordato line so that 1t may be played with regular fine
gering on the normal tuning, the Intervals produced by play-
ing that line may not be the same as they appear to be. In
Sonata 6, which has an accord of a-flat, e-flat’, g', 4",

g major third isg produced between the two inner sirings,
while the other two intervals remain as fifths. In Figure
2, the third and fourth notes in the top line appear to be

g ifth apart, from a' down to d'. The pitches produced



23

Fig., 2--"Adsglo" from Sonate 6

will actuelly be g' and e-flat' (bottom line), because the
a' and d! strings are retuned as those piteches. The same
prineiple holds true for the intervals between the fourth
and fifth, the seventh snd elghth, and the ninth and tenth
notes.

Because of this difference in the intervals, that is,
what they asppear to be and what they actuslly are, most of

the music for scordsto violino must be played in the first

position. It is the interval between any two consecutive
stringsthat determines this. If the interval remains a8 &
fifth, the notes may be played in another position (for ex-
ample, third), without changing the notes. However, if the
interval between the two strings is not a fifth, then, for
example, when the notes are played in the third position,
the interval that is normally a fifth will be changed and
the resulting piteches will be incorrect, s circumstance
that would not happen in filrst position. To illustrate
this, if the upper line of Figure 2 were played in the third
position, rather than first, the result would appear as 1in

Figure &, and would give the incorrect sound, due to the
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tuning of the two inner strings to the interval of a third.

i1g. &--The results if the top line in Figure 2 is
played in the third position.

A related problem is that of double-stops, often used
extensively in scordatura. The double-stop appearing to be
a third in the scordsto line may actuslly sound as a fourth,
in agreement with the principle stated above., 3Since one
key may require a note to be played slightly higher than
another, and since the sounding intervel and the notes are
not sctually seen by the performer as they sound, the fin-
gers may be placed in a position that would be correct for
the third the performer sees, and still produce an out-of-
tune fourth. Such chords must be marked and adjusted by
the player, so that he will compensate by raising or lower-
ing his fingers accordingly. In sddition, & sepsrate in-
strument should be used for this music, so that the strings
which are to be retuned may be given time to settle on the
instrument.

In an scecord, there may be signs (sharps, flats, and
naturals) both before and after the symbol representing the
pitches of the strings. Those coming 1n front of the notes
represent the piteh of the string, while those after refer
to the regular position of the fingers on normal tuning, .

and apply only to one string (or octave). They do not
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necessarily, or even usually, show what kevy the plece is
in. The key must be determined by examining each string
and the signs which epply to 1t alone, thereby discovering
what smeccidentals (or raised or lowered notes) are produced
on the retuned strings. To illustrate how this is done,

the sccord for Sonata & will be used.

ﬁf %
Fig. 4--Accord for Sonsta o

The first string, normelly e", is retuned here as a",
one whole step lower. In normsl tuning, the f-sherp and
g~sherp would apply to this first string, as they do here
aiso;-paising the first and second fingers ésch & half-step.
But since the string is now one whole step lower, the notes
produced using these fingers will not be f-sharp and g-sharp}
they will instead be one whole step lower. In Flgure 5, by
indiceting half-steps by small distences (e.f., g-sharp" to
a-natural®) and whole-steps by lerge distances (e.g., e-nat-
ural" to f-sharp") between the names of the notes, the notes
produced by reguiar fingering (using f-sharp and g-sharp) on
normal tuning, and the fingering, may be seen. The symbol
"o" gstends for open string.

Retuned et £ g’#"" a" b
Fingering 0 1 2 o 4

Fig. 5--The fingering pattern which results when
f-sharp and g-sharp are used on the e atring.
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When the string 1ls retuned as d", and the same intervals,
that is, the same fingering pattern are used, the follow-
ing notes result (Figure 6).

Retunad ar e o ot
Fingering V) 1. 2 9. 4

Pig. 6=--~The result when-the finger pattern of Figure 5
1s used and the string is retuned as d".
Only sn f-sherp" is now produced on the retuned string,
whereas the normael tuning produces en f-sharp and & g-sharp.

The second string is ralsed one whole step from the
normel &' to b', and there are no signs applyling to it. By
using regular fingering as if on the normally tuned string,
the notes whose nemes appear in the lowest 1ine of Figure 7
will be produced. The upper line shows those notes which
would be produced on normsl tuning, while fingering appears
between them. On the retuned string, an f-sherp and a
ec~-sherp will result in place of the b-natural and c-natural

of the normal tuning.

it

Normal al bt ¥ ar e
Fingering O 1 2 & 4
Retuned bt ot g" e™ T

Fig. 7=--The results when the same fingering pattern 1s
applied to the normally tuned second string (a'), and the
retuned string (b').

The third string is raised & major third, from d' to
f-gharp'!. Following 1t are two naturel signs, one on f!

and one on g'. They would apply to the third string, normal-

1y tuned as d'., These are reminders that on this strlng,
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the fingers will be in the positions gilven f-natural and
g-natursl, even though an f-sharp and g-sharp may be used
on another string. It must be remembered at all times that
these signs do not represent the gctual pitches, but only
the positions of the fingers. The resulting pitches are
shown in Figure 8. On this retuned string, the pitches
f-shsrp', g-sharp' and c-sharp" will result in place of

the d-netural, e-natural and a-natural.

Normal ar e! f! g! al
¥ingering Q 1 2 ) 4
Retuned ' 7 ANEY bt k"

Fig. 8--The results when the same fingering pattern is
applied to the third string tuned normally as d', and re-
tuned as f '.

The fourth string is also raised a major third, from
g to b. 3ince there are no slgns assoociasted with it, the
pitehes shown in the lower lime of Figure @ will be pro-~
duced, ineluding a c-sharp', d-sharp' and f-sharp!, in

place of the a-natural, b-natural, and d-natural'.

Normal g a b et a
fingering 0 1 2 o 4
Retuned b ck' ate! H

Fig. 9--The results when the same fingering pattern
is applied to the normally tuned and retuned g string.

By combining all of the sharps now produced on the
retuned strings, it may be seen that f-sharp and c-~sharp
are produced whenever f-natural and c-natural appear. In
gddition, g-sharp appears one out of two possible times,

while d-sharp eppesars in one of the three pleces 1t 1is
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possible to play the note d using this accord. It is
spparent that f-sherp and c-sherp are to be a part of the
key signature, because they are provided for each time
these notes are pregsented. But in order to determine
whether g-natursal or g-sharp 1s called for, we mast look
at the implied harmony in the melody. With two sharps,
the sonats would be in D Major or b minor. After investi-
gation, it may be seen that the piece is in b minor. In
order to cancel out the unnecessary g-sharp which results
on the third string, Biber chose to use an accldental
e-flat in the scordato line. In the same way, he used a
b-flet in the scordato line to cancel the unneeded d-sharp
which would be produced on the fourth string. Although it
occasionally happens that both flats and sharps will eppear
in the same aacord,aa it 18 easier for the performer 1f
this does not oceur. The composer may choose, as Blber did
in Sonata &, to use only sharps (or flats, as he did in
Sonagtas 10 and 15), end correct the incorrect notes with
accldentals as they eppear in the saordaﬁo line. The oppo=-
site of this may alsc be true, that is, signs necessary %o
the key may be omitted from the accord and added as acci-
dentals in the scordato line.

One explanation for using higher tuning is found 1in

the following statement: "The old violins had sherter necks,

99566 Sonata 7, Page 58, Figure Ib.
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hence shorter strings, whleh lacked brilliancy because of
less tension. The present strings are long enough to re-

guire more tenslon, and the tone isg therefore more bril-

Scordatura may also glve the violin masic a much rich-
er sound. The meny possible tunings allow passages of
perallel thirds, sixths, and cctaves to be played easlly,
ag well as numerous obher combinations, which would other-

wise be very difficult.

4w, B. Emery, The Violinist's Eneyelopedice Digtion-
ary . . . -(Chicago, 1928}, p. 220%.




CHAPTER IIT1

BIBER'S INNOVATIONS AND
THE 'HYSTERYY SONATAS

Heinrich Biber contributed much to the development of
string music, both as & composer and a performer. He "ig
one of the outstaunding figures 1in the history of the wviolin,
who . . . far surpassed nils Italian co:n“l:emqpoac‘:ra,r:Les.":L Biber
traveled to many of the Euro?ean courts to perform,.receivn
ing honors and recognition. In his compositions, he devel-
oped to a high level several techniques which had already
peen tried, especially those of multiple-stops and scorda-
tura, or the mis-tuning of the violin.2 Extensive use of
these two techniques enabled Biber to write polyphonically
for one violin, as in Sonata 10 of the Miystery" sonatas.5
In addition, Biber used the upper range'of the violin more
than others, and gave directions for pizzicato, as in the

Nachitwiacht Serenade Musik.”

twdnund van der Straeten, The History of the Violin,
» Vols. (Great Britain, 1933), I, 103.

2snoreas Leiss, "H. 1. F. Biber," Die lMusik in Geschichte
und Gegenwart (Xassel und Basel, 1949).

SVariation % of "Aria con Variazioni," Flgure 54, p. 69.

4%. H. Meyer, "Die Bedeutung der Ipstrumentalmusik am
Turstbischoflichen Hofe zu Olomouc (Olmutz) in Kromébiz
(Kremsier)," Die Musikforschung, X (1956), 402.

50
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Bibert!s Passacaglia in g minor (often cslled Number 16
of the "Wystery" sonatas) of 1667 is the first sonata known
to have been wrltten for unaccompanled violin.5 It uses the
normal tuning of g-d'-a'-e", but employs many multiple-
stops, which give 1t its polyphonic character. The €4 var-
iations of the passacaglle are based on a reiterated four
note theme {Flg. 10)}. This passaceglia, along with a sulte

by Johann Peul Westhoff (1656-1705) of 1685,6 and an undated
0, -

Fig. 10--Main theme of Passacaglla in g minor

sonata by Johann Georg Pisendel (1687-1758), are probably
the only works for uneccompanied violin preceding Bach's

six sonatas and partitss of 1720.7 The mein charscterlstics
of thelr works are the emphasis upon polyphony and full
chords throughout the violin part, features rarely present
in contemporary Italian and French.music.8 Bach's sonatas

end partitaes, along with Biber's passacaglie, form an im-

portant pert of the German Baroque school of violin musiec.

5William Newman, The Sonata in the Barogue Era, (Ghapel
Hill, N.C., 1959), p. 19.

6Rudolf Aschmann, Das Deutsch Polyphone Violinspiel im
17. Jahrhundert, (Zuriech, 1962}, p. 8.

r”I\Immxsm, op.cit., p. 269.

831 fred Frankenstein, "Bach's C8then Period," J. S.
Bach » . . Sonatss and Fartltas for unsccompanied viclin,
(Radio Gorporation of America, 1987).




The movements used by Biber may be dlvided into two
large categories. 7The first group, based on the atylized
Baroque dance, includes the glgue, gavotte, sarabande, cour-
ente, and checonne. fAxcept for the chaconne, these dances
follow the customery Barogue binary form including the open
eadenceg {i.e., heving e cadence chord other than the tonic)
a8t the end of the first part. The second group of movements
used by Biber are elther gilven abgtract titles like adaglo,
sllegro, or specific titles of abstract forms like sria,
sonate or prelude, A4s used by Blber, none of these move-
ments had a fixed form. Some of them make use of the fonal
arch {(derived from the dance movement) while others, like
the "vreludium" of Sonate 10, do not leave the tonic key.
Sometimes these sonates are composed of many smaller sec-
tions, linked together to form one contimuous movement, in
direct contrast to the sepsrate two-part forms of the dance
movements. In this way, they resemble the so-called sonatsa
da ehiesa of the mlddle Barcque, and are comparable in style,
for example, to the sonatas da chiesa of Corelli's Upus 6.
(See Number & of Piber's sonstes, which is entltled "Lemento®
and consists entirely of connected short sections.) Bilber,
however, made no effort to keep the sonatas intended for

church use free from dance movements. These appear through-
PR 28

w1111 Apel, "Binary snd Ternsry Form," Harverd Diction-
ary of Muasle, (Cambridge, 1959), p. 86.




53

out the "Mystery" sonatas, freely intermixed with the non-
dance movements described above.

Meny early sonstas featured alternsting fast and slow
movements, as in works by Viveldl and Corelli.l0 Biber also
used the fast end slow movements, but not always in strict
alternation seen in the works of these two composers. A
typleal sonsta is Number 7 of the "kystery" sonatas, which
nas the following movements: Allemande, Variatio, Ssrsbande,
end Varietio, s8ll of which are of a moderate tempo.

The basis of Corelli's sonatas was "formsl uniformity
and underlying form,“ll but for Biber, it was free impro-
visation.12 Many of his sonatas contein fantasia-like
sections, similar to coloratura, as in the first movement

of Sonata 1.t°

The Fifteen "kystery" Sonatas
The "uystery" sonatas, or more correctly, the Rosary
sonatas, by Heinrich Biber, were composed to represent the
fifteen mysteries in the lives of Mary and Christ, thst are
recognized and celebrated as part of the feast of Our Lady
of the Hosary. This feast originated when the success of

the Christiasns at the battle of Lepanto was attrlbuted to

10Donald Jay Grout, A History of Western Music, (New
York, 1960), p. &54. Also, Corelli, Op. V, No. 8., HAM II,
p. 159. _

Mie1ss, op.cit. 127pbig.

laSee Page 40, Figure 1l.




intercession of the Virgin in answer to the prayers of the
somrunicants, on October 7, 1571. Pius V appolnted that
date as the feast of Our Lady of the Rcsary14 (also called
the Fesat of the Rosary of the Blessed Virgin,Mary),l5 and
in 1583, Gregory XIII transferred it to the first Sundsay
in October.l6

The complete Homen Catholle rosary of the present

day conslats of 150 beeds, these being divided into

decades by fifteen beads of larger size. . . . To

each of the fifteen decades is assigned for medita-

tion one of the pringipa} mysteriesl$n the 1life of

Christ or of the Virgin Msry. . . .

The fifteen mysterles are divided 1nto three groups of
five; these three categories represent the joyful, sorrow-
ful and glorious mysterles in the lives of Christ and Mary.
In turn, esch category contalns the following mysteries:
the joyful includes the annmunciation, the visitation, the
nativity, the presentation, and the finding of Jesus 1n the
Temple; the sorrowful includes the agony and bloody swest
of Jesus, the scourging, the crown of thorns, the bearing
of the cross, and the crucifixion; the glorious includes the

resurrection, the ascension, the coming of the Holy Spirit,

the assumption of the Virgin, and the coronation of the

l4g, vBokler, "Rosary," The New Schaff-Hergzog Ency-
clopedis of Kellglous Knowledge, Vol. X (New York, 19Ll).

15Winifred S, Blackman, "Rosaries," HEncvelopsedis of
Religion and Xthics, Vol., X (New York, 1928).

18280 k1er, op.cit.

lvBlaokman, op.clit.
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Virgin.lg Biber composed one sonsta to represent each of
these mysterles.

The manuseript is undated, but it 1s thought to have
been written around the year 1674.19 Eitner's GQuellen-
Lexicon (1904) glves the location of the menuseript as ths
sathedral at Salzburg,zo indicating that Biber may have
been in Selzburg in 1674.21 The DT8, however, locztes the
menuseript at the Hol- und Steatsbibliotheq in Munich (ifus.
lies. 4125), and refers to it as the only known copy.22 The
sonates remained in manuseript until 1905, when they were
edited by Irwin Luntz for the DI8. This edition includes,
in additlon to the fifteen "iystery" sonatas, a pessacaglia
for violin alone, which 1s listed as number 16, although
i1t has no actual connection with the fifteen sonatas based

on the Rosary. It was prcobably written in 1667, for the

Feast of the Guardian Angel,2° otherwise known as the Feast

lgzﬁcklar, op.cit.

1 ) S . .
YConstantin Schneider, "Hel.r.biber," Der Musik in
Geschichte und Gegenwsrt, Vol. I (Kassel und basel, 1549) .

gORobert Eitner, HE,I.F.Biber," Biographisch~-biblio~
sraphisches Quellen-Lexicon der Muslker und Musllk-gelehrben,
Eerlin, 1900-190%; New York, 1946/, vVol. Ll.

i1,

agErwinLuntz, “ﬁevisiqpsbericht," to Denkméler der Ton-
unst der Bsterreich, Vol. #aV, (Vienna, 1905).

Q&Schneider, op.cit.
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of 8t. Michael, the most anclilent angel festival, which 1is
celebrated on September 29.24

In the original mamuscript, a vignette depicting the
aubjeet of the sonata was placed before each plece. The
"mood" of eameh sonats is suggested by the title and the
sccompanying vignette, but they are not true program sonatas
in the sense that they tell a story;gs The movements used
sre of s wide variety, including dance movements as well as
movements of a more abstract nature. Cnly the first two
sectlions of one of the sonatas can be saild to be truly pro-
grammatic--the "Intrada" end "Aria Tubleinum" in Sonata 12,
in which the violin pert is written to sound like a trumpet
fanfare.gG ¥any of the other pleceg, however, do feature
devices like the dialogues in Sonata 2, entitled “Mary's
viglt to Blisabeth."

There are several characteristics oceurring in the
socnatas thet are common to all or most of them. Within each
sonata, all of the movements begin and end in the key of the
sonata. Although there are frequent modulations in each
movement, they ere only for short periods, and alwsys to

closely related keys. All of the movements cast in the form

24 Jomes B. Carleton, "Festivals," dneyelopedia of Heli-
glon and Ethics, Vol. V, (New York, 1928;.

zsﬁchneider, on.clt.

et rareiarertt i,

2€pnwin Luntz, "Einleitung," to Denkmller der Tonkunst
der Bsterrelch, Vol. &iV, (Vienna, 1905). 3See Fage 54.

o e e o A S AU AN



of 8 theme and variations follow a baslc pattern of in-
creasing tension in the variestions by means of increased
rhythmic motion. This is frequently in two phases, the
first leading to a slow movement, after which the second
pert either continues the rhythmic subdivision or begins
again with the principal rhythmiec pulse.gv

Variastlons sare the most common kind of movements used
4y the sonatsg. Twelve of the fifteen sonatas contaln some
kind of variation, appesaring either in the form of a double
(3, 5, 8, 9, 12) or a melodic variation (1, 4, 7, 10, 11,
14, 15) over a stsble (i.e., unvaried) bass and harmonlc

28 The latter oceurs in Sonetz 4, in which an

pattern.
eight-measure theme is presented with twelve variations, 1n
the style of a chaconne. In the DIV editiom, two of the
twelve varistions of this sonate {Numbers 7 and 12) are ac~
tual repetitions of the flrst theme, leaving only ten real
variations.zg
Tn only one of the sonatas (Number 11) does Biber in-
sert words to help in conveying his intention. In this

sonata, he bases the varistlons on "Surrexit Christus heodie,"

Q?See Sonats 1, Pege 41.

28003asiona11y, chords ere changed in some of the veri-
ations, usually only from major to minor, or minor to major.

%94t this point, the DIY and Reitz edltions are slight-
1y different. The first reappearance of the main theme is
miseing in Reitz, but the last is present.



and he writes this title in the ranuscript at that point.
mhe tune is an anonymous Latin hymn which first appeared in
three manuscripts of the 14th century.zo An Baster Carol,
it probably was originally pért of an Laster ﬁlay.31 1t

is found in German as the chorale, tErstanden ist der |
heiltge Christ," and was used Dby J. §. Bach as the basis of
g chorale prelude.32 Tn 1708 it appeared in English in the

Lyra Davidica of J. Walsh (London), as "Christ our Lord is

risen today."33 Although it is only in Number 1L that the
whole tune appears, the melody of the first few notes (i. e.,
head-motive) appears in the opening bass notes of a princi-
pal movement in eight of the sonatas (Numbers 4, 7, 8, 9,

10, 12, 13, 15). It is difficult to ascertain the extent

to which Biber intended for this to be a significant factor
in the organization of the sonatas. 1In addition, there is

a tune (i. e., a cyclic theme) that appears in four of the

sonatas (Mumbers 2, 3, 12, 15).°% In Wumber 15, the last

30Munich No. 143, Prag No. 183, Engelberg Ms. (1372).
James Mearns, tSurrexit Christus hodie," A Dictionary of
Hymnology, (New York, 1957), p. 1104. ‘

3yearns, ibid.

32)py de Porest Payne, compiler, lMelodic Index to the
Works of Johann Sebastian Bach (Wew York, 1928).

33george Arthur Crawford, "Jesus Christ is Risen Today,"
A Dictionary of Hymnology (New York, 1957), p. 596.

S4see Pigure 79, p. 84.




sonates of the set, both of these themes are stressed and
developed together to form the basis of the whole sonata;
in view of this treatment it seems possible that both of
these themes may have been used intentionally by Biber to
connect the sonatas into s unifiled set.

Most of the movementg that are based on stylized
dance forms follow the rhythmle characteristics of the
form; sny siight exceptions are mentloned in the descrip-
tlons of the individuasl sonatas. The movements which are
called "Sonata" are not as representative of a standard
form as are the dance movements. They are loosely dlvided
into a vasrying number of parts (usuelly two or-three),
gomewhat in the style of the sonats da chlesa.

The descriptions of the sonatas are intended to show

how esch sonsta 1z constructed, snd to point out harmonic,

39

melodic and formal points of interest. All examples of the

violin pert will be written for normal tuning, instead of
sgordato tuning, unless otherwise indicated, and are ex-

tracted from the Heltz edition.
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Descriptions of the Sonstas

Sonata l.--"Ankindigung der Geburt Cl"i:c'i.':?t:i.”‘:)5

Praeludium

Aria con vaeriszioni

Finele

The first sonata has three movements, and 1ls the only

sonsta using the normal violin tuning of g-d'-a'-e". The
of-measure "Praeludium” is in d minor and consists of two
large sections containing similer but different material.
The melody of each of these sections may agein be divided
into two Uypes: dne of them is rhythmically strict, while
the rhythm of the other 1s more like that of a coloratura.
The materisl of the first type (i.e., rhythmically strict)

appears in three short sections, between which are inter-

polated the coloraturas. The first section (measures 1-9)

o

40 :
4@ (9

t

Flg. 1l1--Sonata 1, "Praeludiun," messures 1-2

90 pnnouncement of the birth of Christ.”
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oceurs over g tonlic pedal that moves to the dominant in
measzure 12. The second half of the movement, beginning
over a D bar dominant pedal, returns to the tonic by means
of an extended full c¢lose.

The "Aria con veriazioni" begins with a 4-measurs

theme, presented by the bass alons. The repetition of

ru o —— .
- |
ﬁ - | | | " -
P | ! ' ~— e
T Fig. 12--Sonsate 1, "Arie con variszioni,' measures

1-4, ground bass theme.

this theme is sccompanled by a second thematlc idea in the

violin that serves as a bssis for the variatiqns.‘m?ggm@ass

*
-
it —

Fig. 18--Violin theme of "Aris con variazioni," Sona-
ta 1, measures 5H-8.

remains the same throughout; the hermony changes very little
from one varistion to another, the most important difference
being the usge of the Pleerdy third in the final cadence
chords of three of the last four variations (Numbers 4, 5,
and 7). This movement does not modulate from 4 minor.

The "Finale," apperently unconnected wlth the other
gsectlons of the sonata, consista of an extended coloratura
or cadenza-like passage over sz subdominant pedal that cul-

minates in a plagal cadence to a mejor tonic alter 7 measures.



42

This set is typical of Bibers' variations. In the
first one, the melody is broken into notes one~hslf the size

of thoge in the original statement, that 1s, mostly eighth

notes.

?

“¥ig. 14--Sonsta 1, "Arla con variszioni," Var. 1

The second varistion further subdivides the rhythmlie unit

so that there 1s & progression from quarter, to elghth,
0 i _ : » -

_

.‘; 7 [ =S o ézigf%

Fig. 15--Sonata 1, "Arie con veriazioni," Ver. 2

and then to sixteenth notes. In the lasst two veriastions

(Humbers 6 end 7), the violin is given thirty-second notes,

=i

14 ” 3 = EVE.

¥Fig., 16-~Sonata 1, "Aria con varlezloni,” Ver. 6

continuing the idea of dividing the note vealues. In the
fourth and fifth varistions, as & means of giving the work

some veriety, a different technlque 1s employed. Marked

- . i
”b; e —— 3+ rr:q h ' ;g
LS . 1 _’ _—i ‘. 4 . ¥

Fig) 17--Sonata 1, "Aris con veriazioni," Var. 4
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sdagio end andante respectively, these variations, employ-
ing multiple stops, heave contrapuntal violin psasrts.
Although these are not true program sonatas, they
frequently depict the mood suggested by the title. 1In
the Reitz edition of the sonatas, Alfred Heussba sugpests
thet in the first sonata the running passagework in the
first and last movements represents the Archangel Gabriel
appeering to Mary, while the "Arla con variszioni' brings
to mind the words "and He will be a King from the House of
Jecob ebernally end His kingdom shall not end." Reltz, how-
ever, may heve been looking for things thst were not neces-
sarily present, since 1t seems apparent that Biber only
attempts to generslly establish e mood whicech corresponds

to the title, rather than telling the story involved.

Sonata 2.--"siaris Besuch beil Ellsabeth"S’

Sonatea
Modersato

Allegro
Allemande

Finele
This is one of the three sonatas which does not include
a set of variations, and the first of the fifteen to make
use of a scordato tuning. The followlng accord (Figure 18)

1s given, and its choice provides a solid foundation for

96,1 rred Heuss, "frlduterungen der Sonaten," Fiinfzehn
Mysterien, of H.I.F.Biber, {(Vienna, 19158}, p. 2.

37"ﬁary'3 vigit to Elisabeth."
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chords based on both the tonic and dominant of the key of

the sonata (4 Major).ée‘-

Fig, l8~-Accord for Sonata 2

JBThe two upper strings, normelly e" and a', remain
tuned to those pitches. The lower two, however, are each
ralsed one whole step (i.e. from d' to e' and g to a). The
fourth string is therefore made to sound the tonie of the
key, or a (an octave below the second string). The third
string is then tuned s fifth away from a, to &', and gives
the dominant of the key (an octave below the first string).
The open strings are therefore & sound basis for the tonic
and dominsnt chords in the key of A Hajor, allowlng the
performer to pley these chords more saslly.

The signs following the accord 1lndicate the posltion
of the fingers on the respective strings in order to Insure
the proper intervals in the key of A Major. Therefore, they
are not necessarily sll of the sharps required by the key,
and in eddition, flats and naturals may also appear. The
upper F-sharp, the C-sharp and G-sharp, are as normal, since
they refer to the two upper strings, which are unchanged.

The lower F-sharp, applying to the third string, tuned to e',
indicates that the second finger {(normally playing an F-nat-

ural) is to be played at the point that would give F~sharp in
normal tuning. In this case, however, it will give a G-sharp,

Normal d e! o g' al
ITI. Fingering 9] 2 o 4
Retuned e! f%' ot at bt
Normal g a b of a!
iv. Fingering 0 1 £ 3 4
Retuned 8 b o¥ran et

or & major third sbove the open string (e'). Xo slgn 1s ne-
cessary to assure an F-sharp, sinee the first finger would
be placed a whole step above the open string in normal tun-
ing with reguler fingering. No sign 1s called for on the
fourth string, because when the fingers are pleced in the
reguler fingering position, the second finger 1s placed a
mg ior third sbove the open string (g) to glve a Benatursl,
and & Kejor third above the open string (a) gives C-sharp’.
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The first movement, & sonats, is cast into two sec-
tions, each of which is in turn divided symﬁetrically into
two parts. The flrst part, a l6é-meassure loderato, has an
overlapping cadence in the domlnant, at the beginning of
the second part. The ensulng 28-measure Allegro, however,
1s clearly divided with an suthentlc cadénce into the tonic.
The second part of this section begins in the dominant with
the seme material used to open the Allegro.

The Allegro uses ilmitation, iIn the form of & canon, to
indicete that this is intended to be a dislogue between
Mary and Elisabeth. The first four bars of the Allegro are
written in the form of & double canon, two parts appearing
in the continuo and two in the‘violig.l“Striqt imiﬁation

1 | 1 ]
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Fig. 19~~-Soneta 2, "Sonata," Allegro, meas. 1-4

ends after the fourth measure, but the polyphonic nature

of the movement continues. The jioderato and Allegrc are

connected melodically by means of an ascending scale pas-

sage appearing in the bass at the beginning of each section.
The "Allemande™ is & symmetrical binary form and has

an open cadence to the domlnent (E Major) at the end of the
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first section. It exhibits the usual characteristics of
this dance form through the use of 4/4 time, and an eighth
note anacrusis to the firs{ measure.

The "Finale," 22 measures long, begins in A Major.
The first %% measures are for the contimmo alone, after
which the violin enters with a B-measure passage of scales
and broken chords based on a sixteenth note rhythm. The
remainder of the movement continues to increase the tenslon
by extending the rhythmic interest to an arpegplated sexto-
let pettern followed by a serles of sixteenth note chords
containing double~stops. This part of the movement also
continues the diamlogue effect of the sonata by means of a

concertato effect between the solo instrument and the bass.

Sonate &.--"Geburt Christl. Anbetung der Hirten" Y

Soneta
Hodersato
Allegro
Adaglo
Courante
Double
Adsaglo ma non tanto

This sonata, in b minor, has the following accord:4o

-
Fig. 20--Acéord for Sonata &

“9urne birth of Christ. Adoretion of the shepherds.

401n this sccord, all of the open strings are changed.
The first string is lowered a whole step from e" to d". The

AN A
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The first movement, 19 measures long, 1s a gonatsa,
and, like the sonata at the beginning of Number 2, is di-
vided into & slow end a fest sectlon. The resemblance to
the style of the earlier sonata conbinues to the extent

that esch section also uses related meterial. The slow

gecond 1s raised a whole step, from &' to b'. The two low-
sst strings are each ralsed & major third, the d' to f-~sharp'
and the g to b, and they are therefore still a fifth apart.
This sonats 1s in b minor, so in the signature, there
mist appesr an F-gherp and C-sharp, or, with the accord,
provision for them. Applying to the filrat string are an

Hormal e" £ gk gt b"
I. Fingering ©O 1 2 & 4
Ketuned an e" I ad gﬂ a"

Fugherp and G-sharp. Tuned to d", the resulting pitches
would be d", e", f-sharp", and g-naturel". It must be re-
membered that when the string is retuned, the slgns indlcate
finger position for normal tuning, end not a particulsr

Hormal a' bt oM an eh
II. Fingering o 1 2 o 4
Hetuned bt ot gt g" THY

plteh., No sign applles to the second string, although reg-

ular finger position gives a c¢-sharp, with the first finger.
The signs of F-natural end G-natural apply to the third

string, now tuned as an Fegharp. The fourth finger gives ea

Normal dat o' ! a' b!
ITI. Pingering O 1 2 & 4
Retuned X A e a! b! o™

C-sharp, but the first finger gilves an unnecessary G-sherp,
and in order to cancel this, Biber had to write an E-flat in
the scordato line. This occurs on the fourth string, also,
where D-sharp is produced by the gsecond finger. These un-
necessary accidentals occur in the accords of several of the
"Yystery' sonatas, and apparently Biber felt that 1t was
sasier to cancel each one individually than to put another
sign in the accord.

Normel g a b af at
1iv. fingering 0 1 2 O 4
Retuned b off ! ' e o
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section of this movement bexing with the first five notes
of an ascending b minor scale (b-#) that is completed at
the beglmning of the Allegro (#F-b). The binary section-
ing 1s also apparent in both of these ssctions, moving in
the first part to D, and closing In b; the Allegro sec-
tion, ouly 6% bars long, stays in the tonlc key, but ends
with an suthentic csdence in the key of the dominant, thus
preparing for the next movement, which begins lmmediately.
The "Coursnte” is a symmetricasl binary form modulating
to the dominant at the end of the first section, and fol-
lowed by a double., The violin part of the double observes
the main melodie outlines ofthe "Gourante," although the
double melody conslsts mainly of eighth notes, instead of
the quarter note rhythm of the "Courante." The bess line
end harmony of the double remsin the same as the "Courante,”
except for the major tonie chord cecuring at the end of

the double.
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Fig. 2l-~-8onata 3, violiln parts of "Courente" and
double, measures 1l=-35.
The coneluding movement iz an "Adagio," in the tonile
key of b winor. This movement, an exXpressive arla, makes

extensive use of crnamentation and contrapuntal writing.
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The following figure shows the use of imitation within the

violin part.

Ik

L
1 27
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!
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Fig. 22--Sonate o, "idagio," measures 12-18

Although thls movement modulates briefly to G Major
end its relative minor e, it remains for the most pert in
b minor. There is none of the binary sectioning, nor rep-
etitlon of melodic ideas, observed in other movements, and
beceuse of thils, the movement is econsidered to be through-

composed.

Sonata 4.--"Christi Darstellung im.Tempel”41

-Clacona
The whole of tnls sonats is arranged in the forn of a
chaconne. 1t is in the Dorisn mode, snd although there 1is
no key slgnsasture, a b-flat iz often added, giving a feel-

ing of 4 minor. The following accord is given:42

]

-
H#ig. 2&~--Accord for Sonata 4

4ltgnpistts presentation 1n the temple."

4zﬂere, the second and third strings remain unechanged.
ime flrst string is lowered a whole step to d", and the sign
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The chaconne theme is 8 measuresg long. This theme,
appearing in the bass, remains the same throughout, and

the changss in the harmony are of minor lmportance.

'.“\ 41’ . ‘;"“"~,
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¥ig. 24--Sonata 4, bgss line snd main thems, meas-
ures 1-8.

Wost of the varistions are rhythmic, and the melody is

always recognizable in the different variations. Through~
. g . .

L~ P |

fig. 25--Sonats 4, Variations 1 and 2, meas. 1-4

of F-sharp indlcates that the first finger is to be played s

Hormal et ﬁf" %n g p
I. Fingering 0] 1 2 ] 4
Retuned a" e" " g" all

whole step above the open string {as an F-ghsrp in normal
tuning). The resulting piteh is E-natbural, and the follow-
ing half-step is F-natural. The fourth string 1s raised a

Normal g & b et at
Iv. Fingering 0 1l 2 % 4
Hetuned a b cfrd! a'

whole step, from-g to a. Ko sign is given, although an un-
necessary C-sharp 1z then present. Like the unneeded notes
in Sonats &, it is cancelled when the C-natural is desired.
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out the variations, the tension in increased. The mailn
theme, mainly gquarter notes, is broken up in the first snd
second varilations into eighth and sixteenth notes.

Variation ¢ returns to the elghth note pattern in a
running figure thet outlines the harmony, while the fourth
variastion is mostly quarter notes and employs some double~
stops. The fifth variation, essentially sizteenth notes,
uses & coloratura seale in thirty-second notes on the first
beat of each measure. Verlation & is marked Adagio, and,
although it has a basic sixteenth note rhythm, is in a
very ornamented style. The seventh variation, en Andante,
uses & sextolet pattern.

The next three variations, 8 through 10, are all in

sixteenth notes. Nuwber 8 is an arpegglated pattern, and

-
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Fig. 26--Sonata 4, Variation 8, measures 1-4
in this instance, the bass melody appears on the second
half of each beat as an eighth note, preceded by an eighth
rest. Number 9, also based on an arpegglo, increases the
tension by sdding a multiple-gtop on the first beat of

svery measure, while Number 10 has double-stops on every

eighth note.
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Fig. 27--Soneta 4, Variation 10, measures 1-4
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A repest of the main theme appears as an epllog, to
close this sonsta.

The DEB edition gives the chaconne theme followed by
12 repetitions of the bass. The corresponding violin part
in 2 of these (Numbers 7 and 12) 1s an exsct repetition of
the first theme, once an octave lower (in 7), and once in
the same octave in which it originally sppears (12). Reitz
omits the first of these varistions {which corresponds to
the DIO lumber 7), and cells the second an “Epilog," rath-

er than Varistion 11.

Sonata §,-—“Der 4wBlf jenrige Jesus im Temp@l”éﬁ

Prasludium
£1llemande
Gigue
Sarabande
Youble

This sonata is a dasnce sulte in A Major, for which

the following accord is given:44

. 2
F1g. 28--Accord for Sonata 5

QQ“The twelve-year-old Jesus in the temple."

440ﬁly one string remains unchanged in thls sonste, e&nd
that is the second, or a' string. The C-sharp following the
accord gpplies to this string.

The first string 1s lowered from e" to c-sharp”. A sign
of P-nstursl follows, and the result 1s three sharps, on £,
¢, and g". The third string is ralsed to an e', and an
Pegharp indicates = higher second finger positlon. This
gives botn F-sharp and G-sharp.
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The "Praeludium® is 14 measures long, and 1s divided
into two equal sections, a loderato and an Allegro. The
movement begins and ends in the tonic, with an open cadence
in the dominant at the end of the Modersto. The opening
of this movement is essentislly a fanfare, 1ln that it 1s
based on an A Msjor chord through measure 5. The Allegro

uses motivic patterns similer to those of the Moderato.

" Fig. 29--Somats 5, "Praeludium," lioderato, meas. 1-3

The “4llemsnde" 1s a symmetrical open binary form,
beginning in A Major. Its two sections are almost equal
in length, belng seven and nine measures long. The bass
enters in messure three, with the same theme with which the
violin began. The second section, which does not wuse the

sgme materiel ss the first, begins with the interval of s

Normal gt ! g" a pt
I. Fingering O 1 2 & 4
Retuned offr gn e o "
Normal at e! 1 g' a'
IIT. Fingering O % 2 S 4
Retuned e! ke gt al b!

The fourth string is also raised a half-step, to a, pro=-
dueing a C-sharp. There are no unnecessary sharps provid~
ed for by this accord.

Hormal g & b oe! at
Iv. Fingering O 1 2 3 4
Retuned a b cfra’ 8!
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rising fourth, similar to thsat used in the opening of the
"Praeludium.”

Like the "Allemande," the "Gigue" is a symmetrical
open binary form. The followlng dotted rhythm is charac-

teristic of thisg movement. The intervals of the second

Fig, 30--Sonata 5, "Glgue," measures 1-2

half exhibit g change of direction from those of the first
half, in a rether free attempt to follow the normal prasctice.

The "Sarabande" is s8lso a symmetrical open binary form.
In meassures 7 and 8 of the second section, 2 measures of
the opening materisl are used, making this a rounded binary.
The appearance of a rounded binery at this time is very
rare; they do not become common until the latter half of
the 18th century, occcuring only infrequently in the works
of J. 5. Bach. Another rounded binery appesrs in the “Cour-
snte” of Sonata 9. The Initial interval of a rising fourth
is reminiscent of the "Praeludium" end "Allemande." The

material in both sectlions of this movement iz similsr.

—{ I — —:' i 3 : i“"“"' :.N..,:_—i
= = —
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Fig. sl--Sonata 5, "Sarabande" and double, mess. 1-2



55

The following double, in the same form, 18 also rounded.
Filgure &1 shows the flrst two bars of both the "Sargbande"

gnd the double.

Sonste 6.--"Leiden Christi am Olberg. Judas' Verrat“45
Lamento
This sonata 1s interesting in that it is actually one
long movement, a "Lamento," made up of shorter sections.
Although each of the larger sections ends with a fermeta,
the motlon continues without peuse between sections. The

sonate is in ¢ minor, and the asccord 1s given as follows:46

Hlg. bZ--Acédf&zf5§VSonata €

45”The sorrow of Christ on the Mount of Olives. Judas'
tresson."”

46All of the strings ere retuned in this accord. The
first and second are both lowered a whole tone each, to a?
and g'. The K-natural, indicating a low first finger on the
first string, gives an E~flat, needed in the key of ¢ minor.
Without further signs, an A-natural is produced by the
fourth finger in normal posltion. In ¢ minor, however, an
a-flat is needed, so Biber writes a B-flat in the scordato
line.

Normal gt " g! a" p"
I. Fingering 0 1 2 %] 4
Retuned arebH i g a"

Although no signs apply to the second and fourth strings,
the diasgrams show how the normal fingerings on the retuned

Normal al bt e" a" e"
iI. Fingering O 1 2 ko) 4
hetuned g! aloh! ¢ a*
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The first section, 11 measures long, iz marked Andante

molto tranguillo, and is based on & ¢ minor triad. It 1s

followed by & S-messure Adagio beginning in B-flat Major

and ending in ¢ minor (on a dominant chord). The succeedlng
7emeasure Andante begins 1n E-flat Major, but also ends in

¢ minor.

The next section is a binary Allegro based on six-
teenth note patterns; the first section closes in the rela-
tive wajor and after e slight pause returns quickly to the
nome key. The rest of this sectlon, beginning slowly,
gradually increases the tension. For 5 measures, only
eighth and gquarter notes are used. These are followed by
5 messures of predominantly sixteenth notes, which utilize
the technigue of bariolage. One and one-half messures of

gqextolets follow, and sixteenth notes with double-stops

strings would provide for some of the flats. As with the
first string, not all of the needed flats are glven yet, and
furthermore, a d-flat is given on the fourth string. This

Normal at e’ ey g' al
IIT. Fingering © 1 2 & 4
Retuned NA o g‘ab' 1A
Normal 2 a be! a’
IV. Fingering O 2 5 4
Retuned a¥ %b SEL g¥1

problem is solved in e similar manner as the A-naturasl on
the first string: to produce a C-natural, a C~-ghearp would
be written in the scordato line.

The third string is governed by an F-shsrp, which pre-
vents s G-flat from occuring. The rest of the notes on that
string sre then correct.
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are used for the last 4 measures. This is concluded by a
g.measure Adaglo, which serves as a bridge to the next
part,

4 d-measure Andente in ©/% forms the next major sec-
tion. The bass motion is usually by step. The melody of

this aAndante moves vredominantly In quérter notes for 16

o T = é— ] ! i ’E
|
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Fig. So--donata 6, Andante, measures 1-4

measures. L1t 1s interrupted by a section of elghth note
seales, snd then returns to a slow section that resembles
the beginning. Although the material in the first and
last sectlons asre different, the expressive mood isg the
same. This Andante ends in E-Tlat Major and is followed
by a l4-measure section that alternstes between short
passapes of coloratura allegro and rhyﬁhmically strict
adagios, ending 1n C Major.

A G-measure Adaglo in 12/6 follows. Based on outlines
of chords, this section begins in ¢ minor and ends on the
dominent of that key. The closling sectlon, an Andantes,
continues with the dominant from the preceding section and
ends with a C Major chord. It is rather unusual, in that
each 4-note phrase is lmmediately echoed with shorter notes

in the same rhythm (Figure 34).
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Fig. 34--Sonata 6, Andasnte', measures 1-5

Sonats 7.--"Die Gelsselung Christ1"*?
Allemande
Variation
Sarsbhande

Varistions 1, 2, .

Like Sonata 5, Sonsta 7 consists only of dance move~

wents., 1t ig in F Major, with the followlng accord.48

-
Fig. &6--Accord for Sonata 7

4Tnppe flagellation of Christ.™

48Thi$ accord is one of three in which all of the
atrings ere tuned to notes wilithin one occtave. (See Sona-
tas & end 12.) In this case, g tonle chord is produced
on the open strings by playlng the upper three, lower three,
or all four strings.

The first string, e", is lowered & msjor third to c¢",
and by using the signs of F-sharp and Ge-sharp to indlcate
finger positions, notes beglmning on the open string of c"
are produced without saccidentals.

Normal e o g*“ a" b
1. Fingering O 1 2 & 4.
Retuned e a" ' &"

The second string, &', is tuned as nbrmal, and the
sign of B-flst applies to 1t.

Normal a? el f#' g! a
ITI. PFingering O 1 2 9 4
Retuned il g! atbh! cht
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The "Allemande' is a symmetricecal open binary form,
whose opening melody, rhythmically altered, appesars st the
beginning of the second section in the key of the dominant.
The variastion following the "Allemande" ornaments the mel-
ody, but the bass and harmony remaiﬁ unchanged.
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Fig. ©6~~Sonata 7, bass and violin parts of "Allemande"
end its variation.

' also a symmetrlical open binary form,

The "Sarabande,'
is followed by three varistions, all with the same bass end

harmony.

The sign of F~sherp applies to the third string, tuned
up & miner third to f'. It provides for an A-natursl, and
the B~flat, necessary for the key of F-Major, is taken care
of by the normal finger positlon of G-natural.

Normal g 8 be! da!
Iv. Fingering O 1 2 o 4
Retuned c' d' el g!

The fourth string is raised a fourth to e¢'. No signs
apply, and normal finger positions glive the correct scale.

In this sonats, there are numerous examples of multi-
ple-stops based on the chord of f-a~c. When played on a
scordato violin, these would be merely open strings. Scor-
dato tuning, therefore, permits the violinist to play these
chords more easily, thus giving a fuller sound to music
played in this manner.
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Fig. u?—-Sonata 7, ”Sarabande,

" measures l-4

The first verlstion uses g sixteenth-note figure to

outline the melody.
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Filg. 58e~Sonsta 7, Varistion 1 of "Sarsbande,” meas-
ures l=-0. _

Variation 2, although it also uses sixteenth notes,
is more chromatic. The scale patiern appearing at the end
of the first section of this variation is also present at

the same point in Variatlion 1.
phef £ . ¥

Fig. 20m~Sonats 7, Variastion 2 of ”barabande,” mMessw-
ures l=od. ,

The third variastion, marked Msestoso, continues in the
same manner of the others but also seems to serve az a fina-
1e for the sonata. The rhythmie pattern shown in ¥Figure 40
oceurs frequently throughout this variation.

17 e r———
=S5t EEE

£
Big. 40——bonata 7 Variatlon 6 of "Sarabande,
ures 1-Z2. :

meas-



61

Sonata 8.--"Die DorpenkrBnung Christi"*?

Sonatsa
Adagio
Allegro modersgto
Adagio
Gigue
Doubles 1, 2.

Sonate 8 1s in B«flat kajor, and has the following

accord.50

Fig. 4l--Accord for Sonszta 8

4940115t 's erown of thorns.”

6OThis accord, like those of Sonstas 7 and 12, falls
within the range of an octave, and sgeln, by playlng all,
or the upper or lower three open strings, the tonle chord

of the key (B Major} 1s glven.
The first string is lowered e whole step, from e" to
d". There is no reesl need for the F-natursl sign, except

to show

Hormal e " g" a' b
I. Fingering 0 1 2 3 4
Retuned dne? " £ g" a

to show that the F-sharp one octave lower does not apply to
this string. Normal fingering would glve s low first finger
(e™ to £*), here providing an E-flat.

The second string is reised to B-flat'. Since the
C-sherp applies, the second finger will be raised to provide
for two whole steps and then a half-step. This allows a
De-natural, instead of a D-flat (which would oceur 1f there
were no sharp sign), and leaves the E-flat, which 1s neces-
sary in B-flat Major.

Normal 8! bt “‘"d" "
1T, Fingerin 1 4
Het%ned & g’ e™ d" b" £

The third string is raised from d' to f', end the sign
of F-sharp applies to it. This shows that the second finger
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The first movement is & sonata, and is made up of

three sections, Adagio, Allegro moderato, and Adaglo, of

which the third 1s a repetitlon of part of the first; as
such, this movement is the only real ternary form 1n the
whole collectlon. The first part, an Adaglo, is 18 meas-
ures long, and uses imitatlon frequently. The movement
opens with the continuo, which presents the maln theme. On
the third best of measure two, the violin enters, with the

same theme one ochave higher. This imitation is reversed
_ , | -t .
ﬁ - B e e SR S P
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Fig. 42--Sonata 8, "Sonata," measures l-4, violln and
bags.

is to be raised, and wlth the string tuned to f', an A-nat-
Er;l is produced, HNormal fingering provides tThe necessary
- flat. '

Normal af e! o# g! a'
III., Fingering O 1 2 9 4
Retuned £ ! atbhr c"

The lowest string is raised a fifth from g to 4', with
no sign epelying to it. This means that there will be an
Ewnatursl snd en Fesharp with normal fingering, so when
writing the part for scordato violin, it would be necessary
to write an sccldental A-flat in order to produce E—flat.‘
Similarly, a B~-flat would give F-nastural.

Normal & a b et at
Iv. Fingering O 1 3 4
Retuned d’ e! tg! a'
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In the second sentence of the Adaglo, giving this part =
kind of binary sectioning, especlally since the first sec-

tion closes in the key of the dominsant.

P S
Ei;éi : } — | - : ~?—~EjE£Et: - i
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Fig. 4%-~Sonata 8, "Sonata,"

and bassa,

measures 1L2-15, violin

The fast section 1s an 18-measure Allegro modersato

that modulates frequently to F Major. It is predominantly
elghth and sixteenth notes, which glve the section a very
erisp sound, and, of course, provide the necessary con-

trast for the alternating form.
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Fig. 44--Sonata 8, "Sonata," Allegro moderato, mess-
ures 1-2.

The third section is 7 measures long and repeats the
material of the second sentence of the first Adsglo (wmeas-
ures 12 to 17), displascing it one-half bar, and thereby
altering the rhythmical emphasis.

The "Gigue" is & symmetrical open binary form, and is
followed by two doubles. The second halves of the "Gigue"
and doubles exhibit a change of directlon, which, as in the

1

earlier "Gigue," seems to be an attempt at lnversion. In
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6/4, the "Gigue" uses a dotted rhythm; in the first double,
this rhythm is smoothed out to even quarter notes, which,

in turn, in the second double, is glven over t¢ a predon-

inant eighth~note pattern.
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Fig., 4b-~Sonata 8, violin parts to "Gigue™ and 1ts
doubles, measures l1l-2. _
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Soneta Q.--"Christi Kreuztragung. Gang r y G -
T a 2 ' agung ang nach Golga

(Sonata)
Grave
Piu mosso
Adagio
Piu mosso
Corrernte
Doubles 1, 2.
Finsgle

"his sonstas 1s in a minor, and the following sccord

is given:52

-~

Fig. 46--Accord for 3Sonata 9

Sluppe bearing of the cross. The road to Golgotha."

BQThis is one of the few sonatas in which there are no
signs following the accord. The upper two strings remain
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The opening movement is 28 messures long, in 4/4.
The Grave is divlided lnto two parts, the first of which
cadences on the dominant. The second sectlon beglins immed-
iately in the tonic and through the use of slmilar material
moves to a cadence in measure 18. The tonic chord which
forms the end of the Grave ls alsc the beginning of the
Piu mosso which concludes the first movement., The violin
part of the Piu mossoc is toccata-like in its use of rapid
scale passages (thirty-second notes). This 1s interrupted
in measure 25 by a repetition of measures 6 and 7 of the
Grave. The Piu mosso then contlinues, at first with thirty-
second notes, and then with sixteenth-note triplets

;)] __/"‘
& FE
P 1

Fig. 47-~Sonata 9, ("Sonata"), measure 20

-—q:

tuned as normal, e" and a'.

The third string 1s raised a whole step to sn e', on
which normal fingering produces an F-gherp, due to the whole
step between the open string eand the first finger. In order
to obtain an F-nsturasl, an E~-flat would have to be written
in the scordato Instrument's music.

Normal d! e! ! g! el
I1T. Fingering O 1 2 & 4
Retuned e! o' g a' b

The fourth string is reised a fourth to ¢!, and here
normal fingering produces no asccldentals.

Normal g & b e d!
Iv. Fingering O 1 29 4
Retuned ¢! at e!f! g
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culminating in a trill which very effectively slows the

motion at the cadence.

The "Corrente' 1s a symmetrical rounded binary form,
and is followed by two doubles. The rounding is mainteined
in the first double, but is very obscure in the second.

Both follow the same bass line snd harmony of the "Corrente."
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Fig. 48--Sonata 9, violin part of "Corrente,” and
doubles, measures Ll-o.

The lest movement is & l5-measure, toccate-like, "Fi-
nale" in 4/4. The entire wmovement is over an e pedal,

whieh closes with an suthentic cadence in the last meas-

ure to a minor.

¥ig. 49--Sonata 9, "Finale," measures 1l-2
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Sonata 10.--"Die Kreuzlgung Christi"®®

Praeludium
Aria '
Variations 1, £, o, 4, 5.

Sonata 10 is in g minor, and has the following

accord:54

L 3

Flg., 50--Accord for Scnata 10

There are two main movements, the first of which is
o "pPraeludium." It is in 4/4, and is 19 measures long.
Although no repeats are used, the movement is in two sec~
tions, and similar material is used to begin eaech section;
the second appearance, however, l1ls on the half bsr. Fig-
ure 51 shows a rhythmic pattern frequently used in this

movement.

53mpne epucifixion of Christ."

541n this accord, only the first string ls changed,
while the rest remain tuned as normal. The first string is
lowered from e” to d“, which will glve en E-flat, with nor-
wal fingering.

Normal g " g a' b
I. Pingering O 2 o 4
Retuned auepm it g" g"

The only sign, a B-flat, spplles to the second string,
a'.

Since there are two flats in the key of g minor, the
composer must use sccldentals to provide for them in the
scordato line.
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Flg, Hl-~-Sonata 10, “Praeludium, messures 4-5

The second main movement is an "Arila," which 1s fol-
lowed by five variastions. The "Aria;“ in 4/4, is & syme

metrical open binary form, of which the [irst section ends

=t s

Flg. 52--Sonata 10, "Aria" theme, measuréé 1-2

in the relatlive major of B-flat. The second section, how=-

ever, bhegins in d minor, a [eature not characteristic of
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Fig. bé~=-Sonata 10, Veriations 1 end 2, measure 1

the form. Verlations 2 through 4 follow this pattern, but
in Vgriation 1, the second half begins in D Major. Running
passages of even sixteenth notes are used for the first
variation, while in the second, thirty-second note passages,
g8 well as dotted rhythms, ere used. Variatlon %, an

sdagio, is polyvhonic {(Figure 54).
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Fig. B4-~Sonata 10, Varliation 3, second half, meas-
ures 1-9.

Varistion 4, & moderato, 1s developed as a repeated

note varistion, agein making use of the technlque of barl-

¥ig. B5--3onate 10, Variation 4, measure 1

The final varlation, slso s moderato, is in 12/8.

olage.

Tt uses & few chords in the violin part plus many sixteenth

notes, which occur as scale-llke passages.

Fig. 56--3onata 10, Varistion 5, measures 1l-£

Sonatg 11.--"Die Auferstehung Ghristi“55

sonsta
Adagio
Adagio (with varlations)
Andante

This is the only one of the "lystery" sonatas for
which Biber inecluded an inelpit to indicate the source of

his meterial. In addition, this is the only sonata 1n

55,6 pesurrection of Christ.™
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which the entire theme appears. (That is, "theme" in the
sense of a eyelical idea that occurs in all or at least
many of the sonatas. Thls idea 1s fully discussed on

Page 37ff above.) The melody used here 1s "Surrexit
Christus hodie,” a 14th century Letin Easter carol, and

1s used here as the basis for & set of variations. The
sonata is in three sections, an "Adagio," a second "Adaglo"
containing the variations, and an "andante." The sonata,

which is in G Major, has the following accord: C

el

e

¥

Fig. 57--Accord for Sonats 11

©67n1s is very unusual, in that the second string is
tuned to & lower pitech than the third string, and the result
1s two sets of octaves. {That i1s, the two lowest strings
give an octave g to g', and the two upper atrings give an
occtave d to d", with the lower d!' being a fourth below the
higher g'.) Following this accord are gix signs?: four
sherps and two neturals. The higher of the two Fwsharps,
gnd the Ge-sharp, change the normal fingering on the first
string, normally an e", but here lowered to a". As a re-
sult, the notes in the key of & {including an ¥-sharp) are
produced.

Normal al f#n gﬁ" at b
I. Fingering O 1 -3 4
Retu:ned dif e" 1 g" aFl

The seecond string (normally a') is lowered a fifth, to
the d! below the first string. A G-sharp indicates a
raised second finger. As e result, the notes produced are
exsctly one octave lower than those produced on the {lrst
string.

Normal al b! ot ar et
TI. Fingering O 1 2 B 4
Retuned 4! et o g gt
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The 30-measure "Adegio," in 4/4, is in G Major. It
moves over a tonic pedal for 17 measures, at which point
it moves to D Major, for the remainder of the "Adagio."

The violin part ia this movement is llke a toccata.

The third string is raised from its normal d' to g'.
An F-sharp indicates a ralsed second finger (the g-natursl'
means to disregard the other sign on g", & sherp), and the
resulting notes asre the first part of a G Major scale.

Normal d! e! o g' a'
ITI, PFingering ©O 1 2 & 4
Retuned g! a' bt " a

The fourth string remains tuned as g, this belng one
octave lower then the third string. The C-natural shows
that the above C-sharp should be disregsrded, and the nor-
mal finger pattern gives the beginning of the G-ilajor scale,
the same as on the third string.

By using thils secord, Blber could write parsallel octaves
for the violin, which could be played by pressing the two
strings tuned an octave apart with one finger. This is
considerebly easslier than playing them when strings are tuned
in fifths, although it is possible to do so.

When the DT® edition of these sonatas was originally
published, there was some confusion on the editors part as
to exactly what this accord was. They dld not overlay the
tunings, and as & result, the melody wes not correct. When
the error wss reslized, a revision of the sonata was added
to that volume, with the violin part arranged for normal
tuning instead of for scordsto tuning, which does not follow
the format of the DT{ editlon. :

Tn measures 8 and 9 of the first "Adaglo," four beats
show hew Biber used the new tuning. Although it looks as
1f the violinist is jumpling ecross strings, he is actually
playing the fingerings of a descending scale.

RS
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Fig. 58--Sonata 11, "Adagio," measures 8-9
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The second sectlon, also an "Adagilo," is based on
the tune "Surrexit Christus hodie,“ and is in 3/4. The
melody flrst appears in the continuo line, end lasts for
16 messures, although the violin enters in canon with it

in measure 8. The theme is in the bass azain between
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Fig. 59-~Sonata 11, "Surrexit Christus hodie," as
it appears in the continuo.
measures 17 and o4, and then 1n the violin from 54 to 50.
between measures 50 and 81, almost twice the length of the
theme, Biber has given sectlons of it first to the violin
and then to the contlnuo, so that it eventually appesars
in 1ts entirety in both parts. The theme sppears asgain
in the bass from measures 81 to 97, and the last appear-
ance 1s in both the bass and violin in unison, each in oce
taves. 7This section remeins in G Hajor.

The last section 1s an "Andente." In 4/4, it remains
in G Major, and the vioclin part is polyphonie throughout
(Figure 60). Only the head-motive of the "Surrexit Christus

hodie" is used in the bass of this section.
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Sopats 12.--"Christi Bimmelfahrt"®”

Intrads
- Arls Tublicinum
Allemande
Courante
Double
This sonsta, in C Major, is the third one of the fif-
teen to use an accord with all of the strings tuned to
notes within sn octave. (See Sonstas 7 and 8.) It 1s

as follows:58

-2

Fig. 6l-~Accord for Sonats 12

57“The ascension of Christ."

58The first string is lowered a major third to c", and
the normal finger position is changed by the presence of an
F-sherp and a G-sharp. With the resulting fingering, a
scale beginning on ¢", with no sharps or flats, is obtained.

Formel o fﬂ’" g#vn 8t B
I, Fingering O 1 2 9 4
Retuned e a" e" g™

The second string, normally a', is lowered to g', and
since no sign applies, normel fingering 1s used. This pro-
duces a b-flat, however, making 1t necegsary to wrilte a
C-sharp in the scordsto line, in order to produce the piteh
of B-natural.

Normel ' bt o' a" e
IT. Fingering O 1 2 5 4
Retuned ! athb 1 e a"
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The first two movements are the only programmabvic
movements in all of the fifteen sonatass. The first move-
ment is a l3-measure "Intrada," which 1s entirely in
¢ #iajor. In the violin part, there are only 2 measures
which contain notes other then those in the c Mg jor trilad,
and they sre silxteenth notes In a running passags. The
remainder of the movement, 11 measures, 1ls played only on
open strings, that is, when it is tuned to the accord gliven
in Figure 61. This tuning produces a hollow effect that
18 mueh more resonsnt than the sound that the violin would

produce if the strings were stopped. This movement and the

[ ‘ LT : &
& g " -

Fig. 62--Sonata 12, "Intrada," measures 11-12

The third string, raised to e', has no sign applying,
sinee the two naturals of f end g are shown only to indi-
cate that one should disregard the above signa. With normal
fingering, therefore, an F~sharp is produced by Z~natural
fingerlng, so that BE-flat must be indiceted to obtain the
sound of Fenstural in this octave.

Normal at e' ! gt al
IIT. Pingering Q 1 2 S 4
Retuned e! T# g al bt

The fourth string, &, is raised to ¢', and with no
sign applying, normal fingering produces a C Meior scale
without accldentel s,

Normal & a b e! at
Iv. Fingering O 1 29 4
Retuned e! 4! e'f! g'
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one following obviously made progremmetic use of the trume
pet idiom in order to describe the triumph with which

Christ entered into heaven.

The second movement, "Aris Tubicinum," 1s similar to
the "Intrads,” but notes outside of the C Major chord are
used in the melody more freguently. It 1s a symmetrical
binary form, end, except for e few lsolated chords of the
dominant (G Major), remains in G lajor.

The third movement, "Allemanda,” 1s a symmetrical open
binary form. In C Major, the 4/4 meter has many sixteenth
note passeges scattered among notes of long value.

4#4 = j == {

Fig. Gu-wuonata 12, “Allemanda,” megsures 1 2

The final movement, a "Courante,” is a symmetrical
open binary form In 3/4. It, too, 1s In the key of C Major,
and is followed by a double having the ssme bess and her-
mony. Figure 64 shows the violin parts of both the "Cour-

ante” and double.
. . |
] l. ]r, 1
Ww_h,hm

Fig. 64--Sonate 12, Courante and doubla, MmessuUres
1 and £.

1:.
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Sonatae 15.--"Die Ausglessuny des Heliligen Geistes™o?
Sonata
Gavotte
Glgue
Sarabande

The sonats is in d minor, aend has the followlng ac-

cord:so - .
Fig. B5=-hccord for Sonata 1o
59" y L]
The effusion of the loly Ghost.
Orme rirst string remains tuned as e". The second

string 1s raised to & C-sharp", and has a B-flat epplylng
to it. In addltion to the C-sharp, produced by the open
string, this also gives an F-sherp aend G-sharp.

Normal atbh c" a e"
IT. Fingering 0 1 2 o 4
Retuned  c#"a" e" " ol

With the third siring tuned to &', an F-sharp ls pro-
duced, and the fourth string, tuned to &, glves a C-sharp.
At no point on the scordato line 1s the B-flat produced
"naturslly,” i.e., without sccidentals.

Normal daf et {7 g! a'

I7I. Pingering O 1 2 5 4

Retuned et T#t g a'l b!
Normal g a b e d
Iv. Fingering O 1 2 & 4
© Retuned 8 b cfra? o!

As far as producing the key of d minor, thls sccord
seems rather insppropriate. However, when looking at the
violin line, it mey be seen that there are meny C-sharps,
throughout the entire "Sonatse,"” therefore justifying the
tuning of one of the strings as a C-sharp. The Fegharps and
G-sharps brought in by the artificial tuning would slumply
need to be cancelled when those notes appesred in the scor-
dato line.
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The opening movement is a sonata in d minor, consist-
ing of alternating sections in 5/4 and 4/4. Beginning in

3/4, with & three-fold fanfare over a tonic pedal, it
@——AM»——M———H*."T'H —
P

N S
fip. ST Somata 10, "eonate ¥ measeres 14

chenges to 4/4 in measure 15. In measure 21 thils section

¢lozses on the dominant: Returning to &/4, there is a new

%
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melody, followed by a Grend Pause in measure 36. At this
point, the opening melody returns, and 7 measures later

it moves sgaln to 4/4. The remainder of the movement 1s
similar to the first 4/4 section. A Picardy third is used

to end the movement on a VY Major chord.

Tuning the upper two strings in thirds allows passages
of parallel thirds to be easlly played, as in the second
pert of the "Sarabende,” and especially Iln the "Sonata."

~ o .
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¥ig. 66--Sonate 18, "Sonsta,” measures 15-186

Likewlse, parallel sixths are easily produced on the
gecond and third strings, as in the "Sonata," meas. 17-18.



The "Gavotte" 1s & symmetrical binery form.

ning in & minor, the first section ends in D Ma jor.
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Begin-
The

second section begins in A Kajor and ends in 4 ninor.

There are a number of multiple-stops in the violin line

of this movement.

i

Fig. 69--Sconata 13, "Gavotte," measures 1-4

The next movement is a "Gigue" in 12/8.
symmetrical open binary form, end agaeln, the

has polyphonic tendencies.

It is s

violin part

o . v t N #
=== == =
? ST vt vy Fo v = —
Fig. 70--Sonata 1o, "Gigue," measures 4-5

The finsl movement iz & "Sarsbande’ that is caest in

a syrmetrical open binery form.

previous movements, the vlolin line is polyphonic.

mically, each part of the "Sarsbande” may be

twe similar phrases.

It 1is in 3/4, and like the

Rhyth~-

divided into

The first four meassures (Figure 71)

are in the chesracteristic "Sarabande” rhythm, of dotted

P
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Filg, 7l--Sonata 1o,

"Sersvande,” Part I, measures 1-4



guarter, eighth, and querter notes, the exceptions to this
being Part I, measure 1, and Part Il, measure 4. In the
second four messures of each sectlon, the melody is broken

into eighth notes (Figure 72).
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Fig. 72--Sonate 13, “Sarsbande,” Part I, measures 5-8

Of the three dance movements in this sonata, only the
"Gigue™ follows the tonal arch characteristic of the form.

As was mentioned above, the first section of the "Gavotte"

cadences on a major tonic chord, but continues with the dom-

inant; the "Ssrabande"” makes a characteristlc close in the

n

Relatlve lajor (F), but like the "Gavotte," continues in

the dominant. These varietions in tonality give evidence -

that the tonal usages of the late Baroque were not yet fully

formed in Biber's time.

Sonata l4.~="llariae Himmelfahrt“el

(Sonata)
Allegro maestoso
Grave

Adaglo
Aris Eciacona)

Glgue

The fourteenth sonate 1s in D Major, with the accord

shown in Filgure 75.

61"The ascension of leary."
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Fig. 75-*A;éord for Sonata 1462
The first movement is 20 messures long, and ia made
up of three short connected sections in D Major. The first

1s 8 6-measure Allegro maestosg, with a pedal on D through-

out. After an opening whole note, the violin is glven a
passage of slxteenth notes, based on broken chords and
sceles. Measure 7 1s marked Grave, and the vielin part is

now eighth notes, although a Tempo 1 in measure 8 brings

62ppe first string is lowered from e" %o 4", and the
gsigns F-sharp and G-sherp apply. By creatlng two consecu-
tive whole steps, and then a half-step, an Fegharp is pro-
duced by the second finger, anc a G-natural by the third.

NOI‘m&l eﬂ f’“ . gﬁ;l all btf
I. Fingering O 1 é ) 4
Retuned a" e o g 8"

The second string remains as a', end has a sign of
Cwgharp.

The third string, raised from d' to e', has no sign
apolicable, and the first step (o whole sbove e'), gilves
F-gharp.

Normal at e!' ! g! a'
IiI. Fingering O i 2 %] 4
Retuned e! o g! al b!

The fourth string is also raised & wnole step, to a,
and has no silgn, Here, a C-sherp is produced by the second
finger.

Normsl g a b e! a'
1v. Fingering O 1 2 4
Retuned 3 b offrat e!

Unlike the preceding scnata, all of the necessary
sharp's are provided for, end no extras are produced.
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& return of sixteenth notes, which continue until measure
10, At this point, the third section, an Adagio, begins.
The violin part of this sectlion is mostly elghth and six-

teenth notes.

Flg. 74--Sonata 14, ("Sonats"), Adsgio, measures 11-1%

The next movement is called "Aris" and is in the form
of & chsconne. An S-messure theme 18 presented, snd 1s
followed by 20 variations. The bass remains the same eech
time, and this movement is entirely in D Major. There is
2 meter signature of 5/2. The theme as 1t first appears,

with the bass line, is as follows:
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Fig. 75--Sonate 14, "Arie," messures 1-8, violin and
bass.
The repetition of the G at the beginning of bar 7 in the
bass creates a feelinyg of hemiole in the otherwise stsid
triple rhythm. Many tyoes of variastlons follow this theme.
Rhythmically, they include half notes, {Veriations 1 and 12),
quarter notes (2), quarter and eighth notes in various come
binetions (%), elghth note passssges based on broken chords

(5, 8, 19 and 20}, triplets (6 and 9), and others.
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Meloaically, some of them are based on chords, and others
on scale~llke passages, but all maintain the outline of
the originel melcdy.

3ix more variatlions are given but are grouped togeth-
er in a "Gigue." Although they are still in &/2, triplets
are used to unify all of these variations. The final varl-
stion, 26, is especlally Interesting. While the violin
remaing in triplets, the bass in Variation 26 returns to
3/2 without triplets. If the reslization of the continuo
part were to follow this pattern, a feeling of a long,

written-in ritaerd would be obtained.
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Fig. 76==Sonata 14, "Gigue," Varistion 26, measures
4-8, showing change from triplets to &/2.

Sonata 1b.--"larise Krbnung"6o

Sonata
Aria
Variations 1, 2, o.
Canzone
Sarabeande
Veriastion

6911ne soronation of Mery."
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The final sonata, in C Mejor, has this sasccord.

|

64

Fig. 77--&5&6;gffdr Sonata 15
The opening movement is a 2b-measure sonata, and can
be clearly divided into two sections. The first & bers
present s calm melodic line. Beginning with measure 7, the
violin line is polyphenic, and uses a motive based on the
opening phrese. At that point, for 4% beats, there is an

exact 1mlitation in the violin line at the fifth below, one

64Like the sccord for Sonata 14, this one does not
produce extra accidentals for the key. OUnly one string,
the fourth, is left in normal tuning. The flrst 1s low-
ered s whole step to 4", and sn F-sharp indicates that
the first finger should be placed & whole step from the
?ﬁen string. This gilves e", and the next half-step gilves

Normel e" o g" a" "
I. Fingering O 1 2 S 4
Retuned a" et £ g" a"

The second string is also lowered a whole step, to
g's A C-sharp calls for a whole step between the first and
second fingers, and B-natural is therefore present.

Normal al bt M gn e"
IT. Fingering O 1 2 o 4
Retuned gt gl b' " a

Like the first two strings, the third 1s also lowered
g whole stev, to e'. An F-sharp has the effect of ralsing
the second finger, so that sn Z-natural is produced.

Normal ar e! off1 g! a'
III. Fingering O 1 2 3
Retuned e! gt e! 1 g
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veat apart, and two octaves and s fifth below in the bass,
beginning a measure later. Although this use of the motive
is the only real imltation, the polyphonic line is sus-

tained until the end of the movement.

Fig. 78--Sonsta 15, "Sonata," messures 7-8, showing
imitation. :

The second movement is an "Aria," in ¢ Major. It is
a symmetrical open binary form in 4/4., The rhythm of the
first three beats is used at the beginning of the second
half of the form. For the first time, both of the cyclle
themes, the melody (which also appears in Sonatas 2, & and

12}, end the head-motive of the "Surrexit Christus hodie,"

e &
I R B

Fig. 79--Sonate 15, "Aris,” Part 1, measures 1-2

sppear together. The "Aria" is followed by three varia-

tions. The first has sixteenth and thirty-second note

scale passages, as shown in Figure 80.
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Fig. 80--Sonata 15, ﬁﬁéié;ﬁwﬁlfi;%igﬁ”i;m@érf igrﬁeéé—
ures 1-2.
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The scale-like passages and broken chord patterns are
glao g charscteristic of the second variation, but here

saeh beslt alternatss between triplet sighths snd eighth

i
hamhentasstend

P

Fig. 8l-~Sonata 15, "Aris," Varistion 2, Part 1, meas=-
ure 13 Part 2, measure 1.

In the first sectlion of the third varlation, an elab-
orate rhythmic pattern 1s used, but the second section
returns to the rhythmic idee of the first varlation. Theat
is, Lt consists of passages of alternating sixteenth and

thirty-second notes.

.K'

B

Fig. &2--Sonata 15, "Aria," Variation &, Part 1,
measure 1.

A 59-measure "Canzone"™ in 4/4 is the next movement.
Like the "Aria," the "Canzone” uses both the cyclic theme
snd the head-motive of the Easter carol. The violin begins
with the eyclic theme, and is imitated one bar later in the
bags. In the third bar, it appears agaln in the violin,
one octave hlgher than before. After a short episods, thils
theme again appears in the bass, but now in the dominant.

This alternstion between tonie and dominsnt entries of the
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theme continues throughout the movement, gradually be-
coming more complex toward the end.

The final movement is a "Sarabande,” followed by a
variation. It 1s 8 gymmetricsl open binary form, and at
the beginning of the second helf, there is a repetition of

the materiel at the beginning of the first part. While the
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Fig. 83--Sonats 15, "Sarsbende,” measures 1-2
originsl melody is basically quarter notes, the variation

ig mostly sixteenth notes.
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Fig. B4--Sonata 15, Varistion on “Saravande,’
ures l==2. '
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