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ABSTRACT
The intent of this study is twofold:

first, to explore the dramatic

and musical functions of chorus in baroque operas in Italy, France, and
England; second, to identify choral excerpts from baroque operas suitable
for present-day concert performance.
Musical and dramatic functions of chorus in baroque opera are
identified.
the

Fol:!.owing a brief historical overview of the use of chorus in

development

representative

of

Italian,

choruses

are

French,
selected

and
for

English
analysis

baroque
and

opera,

comparison.

Examples are presented to demonstrate characteristic musical use of chorus
in baroque opera; characteristic dramatic use of chorus in baroque opera;
or, the suitability of a chorus for use as concert repertoire.
Musical examples are drawn from a twenty-five year period in the
late seventeenth century, 1667-1692, as represented in Italy by Alessandro
Scarlatti, Antonio Sartorio, and Antonio Cesti; in France by Jean-Baptiste
Lully; and in England by Henry Purcell.
The results of this study indicate that there are numerous choruses
appropriate for concert performance to be found in the English baroque
opera repertoire, the semi-operas of Henry Purcell in particular; there
,are some sui table examples to be found in French baroque operas, although
frequently choruses by Lully are harmonically simpler than those by
Purcell;

and,

there are choruses available for extraction from early

Italian operas such as those by Monteverdi, but very few to be found in
late seventeenth century Italian operas.
The document concludes with an appendix of selected baroque opera
choruses considered appropriate for concert performance.

The appendix

includes only those choruses considered to be harmonically, melodically,

8
and textually autonomous, and of sufficient length to be free-standing.
Selections

chosen for

the

appendix are

drawn from a

wider range

of

composers and a broader time span than those discussed in the body of the
paper.

Information contained in the appendix includes composer,

opera

title, date, act and scene, chorus title, voicing, source, and editorial
remarks.

I
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CHAPTER 1
INTRODUCTION
Purposes of the Study
The intent of this study is twofold:

first, to explore the dramatic

and musical functions of choruses in baroque operas;
identify

baroque

performance.

opera

choruses

suitable

for

and second,

present-day

to

concert

"Opera" is defined, according to The New Grove Dictionary of

l1usic and l1usicians, as "the generic term for musical dramatic works in

which the actors sing some or all of their parts" (Brown, 544).

In this

document, the term "chorus" refers to the music, and the term "choristers"
refers to the singers.

The use of more than one voice on a

part

distinguishes a "chorus" from an "ensemble".
A brief historical overview of baroque opera chorus is followed by
a discussion of specific examples drawn from the late seventeenth century,
as represented in Italy by Alessandro Scarlatti,

Antonio Cesti,

and

Antonio Sartorio; in France by Jean-Baptiste Lully; and in England by
Henry Purcell.

Musical selections, for comparison, date from the twenty-

five-year period 1667 to 1692.
Appended to the study is a catalogue of selected baroque opera
choruses that are adaptable as independent works for concert use.

This

appendix has been designed as an open-ended resource file to include opera
choruses by composers from across the baroque era.
following details are listed:

For each chorus, the

composer, opera title, date of composition,

act and scene in which the chorus appears, chorus title, voicing required,
published and unpublished sources, and editorial remarks.

10
Criteria for the Selection of Musical Examples
The choruses examined have been selected because they satisfy at
least one of three major criteria:
musical

function,

demonstrate

a

they illustrate a

typical

dramatic

potential as independent concert repertoire.

use,

characteristic
or

display

a

Additional considerations

include the number and length of choruses, voicing, range, form, musical
complexity and interest, contribution to overall musical structure of the
opera, and relationship to the drama.
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CHAPTER 2
USES OF CHORUS IN BAROQUE OPERA
Musical Functions of Chorus in Baroque Opera
The choruses in early seventeenth-century baroque operas help to
define the overall form of the operas, frequently framing scenes and acts
with choral openings and conclusions.

Within a scene, choruses provide

textural relief from predominantly solo and duet singing.

The contrast

resulting from the insertion of choruses is particularly significant in
early Italian operas prior to the evolution of structured arias.

However,

with the development of forms such as the da capo aria, the role of the
chorus in Italian opera diminished.

Its importance in French and English

opera remained strong throughout the baroque.
In addition to delineating structure, opera choruses can be either
independent musical compositions or integrated with the surrounding music
in a variety of ways.
to an aria.

One way is for the chorus to provide a conclusion

Such a concluding chorus can present a harmonized version of

the preceding melody, utilizing the same text or a different text, or it
can introduce new musical material.
lines

either

in alternation as

accompaniment.

choruses

in a

dialogue,

or

as

simultaneous

Baroque opera choruses vary in length, ranging from a few

measures to several pages long.
those

Other choruses interact with solo

that

are

Of particular interest to this study are

harmonically,

melodically,

and

textually

autonomous, and of sufficient length to be free-standing for concert use.

12
Dramatic Functions of Chorus in Baroque Opera
Dramatically,

baroque

categories of purpose:

opera

choruses

fall

into

three

general

taking part in the action of the drama; commenting

upon the dramatic action; or participating in an entertainment external to
the drama, as in prologues, intermedii, divertissements, or masques.
Both James Anthony (1973) and Glen Edward Barksdale (1973) have
independently, but similarly, described the various ways in which choruses
are used dramatically in French baroque opera:
individual character or group,
transparent

reference

to

the

to pay homage
composer's

to incite or exhort an
or

reigning

praise

(usually a

monarch),

to

give

information, to clarify or reflect on the action, to pray to the gods, to
depict battle scenes, to portray terror, to show lamentation, to engage in
dialogue between two groups of characters or between a group and an
individual character,

or merely to decorate a

scene.

corresponding

dramatic functions may also be found to varying degrees in both Italian
and English baroque operas.

I

I

I

I
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CHAPTER 3
THE CHORUS IN RELATION TO THE DEVELOPMENT OF BAROQUE OPERA
The Chorus as Used in Italian Baroque

Op~ra

Italian opera originated in Italy in the early seventeenth century
with the development of monody.

This recitative-like solo vocal style

allowed dramatic dialogue to be sung.

Prior to the advent of fully-sung

opera, the chorus was an important element in numerous genres of preoperatic Italian stage works, including comedies, traged.ies, pastorals,
and other courtly entertainments.
Reverting to the use of chorus in Greek drama, sixteenth-century
tragedies followed the Aristotelian dictates that choral involvement must
be directly connected to the action of the play.

The chorus as a whole

could either take part in the dialogue or reflect upon the drama, and it
could therefore function as

either active

participant or

spectator.

Because of the dramatic impact of the chorus in tragedies, the musical
style

was

understood.

kept

simple,

in order

to

allow

the

text

to

be

clearly

Choruses in sixteenth-century tragedies are often found at

the ends of scenes to delineate the action.
In sixteenth-century comedies, the manner in which the chorus was
used was freer than in tragedies.

Besides taking part in the action,

choruses were frequently included in the
acts of comedies.

in~ermedii

These extraneous musical

necessarily related to

the

drama and thus

that appeared between

entertainments were not
could

include

previously

composed pieces such as madrigals and music extracted from other sources.
Both the purposes and styles of these pre-operatic stage forms were
carried into early Italian baroque opera.

"Choruses played an important

I

-;

14
role, offering a break from the prevailing monody ... They commented on
the situation, supported solo roles, expressed a mood, accompanied dance
and functioned as an active participant in the dialogue

(McClymonds,

851)."

In addition to providing textural contrast to monodic solo

singing,

choruses continued to contribute to the architecture of the

Italian opera as a whole.
The

compositional

procedures

employe~

in

early baroque

opera

choruses are much like those found in madrigals of the same period:
dramatic

text painting,

alternation between homophony and polyphony,

paired voices, and limited individual voice ranges.

Monteverdi's £'Orfeo

(1607) provides numerous examples of this type of choral writing.

Figure

1, from the finale to Act I, exhibits Monteverdi's use of a "madrigal"

style

chorus.

This

chorus

calls

for

five

voice-parts,

utilizes

predominantly paired voicing (such as the soprano/alto lines and the twopart tenor lines seen in this phrase), restricts each vocal line to about
an octave range, remains syllabic throughout, and alternates homophonic
and polyphonic writing.

The chorus is also textually and musically

independent of the music that precedes it, and it serves as the conclusion
to Act I.
Since characters are unspecified, the madrigal style of the choruses
in £'Orfeo indicates that either unnamed solo characters or a small group
of

choristers ,would

corroborates

this

be

appropriate

through

an

for

their

investigation

of

performance.
the

Grout

instrumentation,

summarizing that "choruses in early opera are certainly not intended for
large choruses in the modern sense, but are either ensembles of solo
voices, or ... not more than two or three voices to a part" (1963, 153).
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FIGURE 1.

Claudio Monteverdi, L'Orfeo, Conclusion to Act I.

In the foreword to his Dafne (1608), Marco da Gagliano specified that the
chorus should consist of "not more than sixteen or eighteen persons"
(Grout 1963, 151).

In early Italian OpE!raS the terms "coro" or "choro"

were used to indicate an ensemble of unspecified size.
As Italian opera developed throughout the seventeenth century, the
use of chorus diminished.

This can be attributed to two major causes:

the evolution of the aria, and the opening of public theaters.
In the

late seventeenth century,

recitative became more distinct.

Arias

differences between aria and
increased in complexity and

length, and forms such as the da capo aria emerged.

The aria then began

to supplant the chorus as a musical focal point and structural medium.
Furthermore, the importance of the text was reduced as the aria became

16
chiefly a vehicle for the display of vocal prowess.
Concomitant with the musical evolution of baroque solo forms was the
shift away from the patronage of opera by individual benefactors to its
support by the general citizenry.

The first public opera house opened in

Venice in 1637 and was follol'led by the emergence of over forty other
permanent opera houses in Italy by the end of the seventeenth century
(Bianconi, 837).

As opera became a commercial enterprise, the issue of

paying performers arose.

The advent of numerous public opera houses also

prompted the mobility of individual singers, and of entire companies of
performers, who travelled to perform the same opera in various centers.
While machinery and spectacle remained important elements of Italian
baroque opera, particularly in Venice. the number of singers employed
decreased.

Because most ensembles were sung by the solo characters, the

need to pay a chorus was eliminated or reduced.
require a slightly larger ensemble 8.re brief.

Those coro segments that
Placed at the beginning or

end of an act, they are usually made up of decorative assemblages such as
soldiers or revellers.
Throughout

the

baroque,

Italy

was

politically

fragmented.

Musically, too, there were regional centers with independent styles and
tastes.
fewer

In general, the operas written for performance in Venice include
choruses

than those written for Rome

or elsewhere.

In his

discussion of Roman opera, Grout attributes the interest in chorus to "a
heritage from the Florentines and in part a reflection of the traditional
Roman interest in choral music dating from the days of Palestrina and
earlier" (1947, 83).

Early seventeenth-century Roman composers such as

Domenico Mazzocchi, Stefano Landi, and Luigi Rossi did include choruses.
Grout notes, however, that by the middle of the seventeenth century even

17
the Roman operas contained few choruses, concentrating instead on solo
singing.

The Chorus as Used in French Baroque Opera
Opera was established later in France than in Italy.
primarily due
tragedy,

to the

each

This was

strong traditions of French ballet and spoken

considered

fully

developed

and

perfected.

Early

seventeenth-century French composers opposed altering these forms as a
means of producing the all-sung drama of Italian opera.
resistance to the establishment of a distinctly French form of opera,
French composers also asserted that the French language did not lend
itself to that foundation of opera, the recitative, to which the Italian
language was so well suited.
The first operas presented in France, between 1645 and 1662, were
created by Italian composers.

These operas accommodated the taste of the

French audience through the addition of French-composed ballets and the
emphasis on mechanical
Mazarin,

brought

France's First Minister,

spectacle.

numerous

Italian

performances

to

Paris,

Cardinal
including

Cavalli's Egisto (1646), Rossi's Orfeo (1647), and Cavalli's Ercole amante
(1662) for which Lully composed the ballets.
One precursor to French opera was the ballet de cour, or early court
ballet.

This form became firmly entrenched in the sixteenth century and

included dances by professionals and monarchs alike, instrumental airs,
sung verse, mechanical spectacle, mime, and acrobatics, all built around
the same dramatic theme (McGowan, 170-1).
entertainments

included

choral

The sung portions of these

ensembles,

solos,

and

dialogues.

Frequently, music for one ballet de cour was written by more than one

18
composer.

"Choruses for large bodies of singers, often preceded and

followed by tiny instrumental symphonies, abound in most ballets of this
period (1580-1643)" (McGowan, 174).
Choruses were also used to enhance the spectacular and emotional
moments

of Pastorales and Machine Plays,

which included significant

musical portions in conjunction with their emphasis on magic and dance.
The com~dies-ballets of Moli~re and Lully featured choruses along with
spoken dialogue, solo songs, instrumental movements, and dances.

For Les

amants magnifiques (1670) Lully compos8d an :tr>J:exlud", "which opens 'I'!2.th a

magnificent chorus of four Greek heroes, whose song alternates with that
of a massed choir and an instrumental symphony (McGowan, 183)."
The official establishment of French opera began \·1ith the patent
granted by Louis XIV to Pierre Perrin and Robert Cambert who founded the
Academie Royale de Musique in 1669.

Nonetheless, the development of the

seventeenth-century French operatic style was almost entirely the product
of the work and influence of Jean-Baptiste Lully.
been among those who decried opera as
language.

Initially, Lully had

incompatible with the

French

When the success of the form became apparent (with the first

operas staged by Perrin and Cambert), the Italian-born Lully used his
influence with King Louis XIV to acquire a monopoly on French opera.

In

so doing, he became the sole curator of opera in France from 1672 until
his death in 1687.

During this time, Lully produced approximately one

opera per year.

Under this arrangement, all operas were first to be

staged at court,

and only afterward performed in Paris for a public

audience.

The king exerted considerable influence over the

operas

produced, including regulations regarding the performers employed.
times he even suggested the subject matter.

At

With regard to the chorus,

19
King Louis XIV's "Statute on The Subject of Opera Decreed at Marly,
November 19, 1714," Article 21, states:
All the Actors and Actresses, with the exception of those who
have the eight leading roles, are obliged to serve in the
Choruses and to sing there, even if they may be assigned to
some small roles.
After they finish performing them, they
resume their usual places (Shrock, 14).
According to research by Barksdale, chorus membGrs of the French
baroque opera were arranged in two rows along the sides of the stage, with
the women on one side and the men on the other, and with the countertenors and tenors sometimes forming a half circle in the background.
"Usually they stood with their arms crossed and in such a stoic position
[it] could be heard to say that 'the earth was crumbling beneath their
feet,

or that they perish,

tranquilly

in

the

same

etc.,

spot

and during this time they remained

without

making

the

least

movement'"

(Barksdale, 57, citing Masson, L'Opera de Rameau, 1930, 293).

The attire

of choristers in French opera was much like the court dress of the day.
From engravings such as Jean Le Pautre's 1676 depiction of a scene from
Lully's Alceste for Louis XIV at Versailles

(Biblioth~que Nationale,

Paris, reproduced by Stanley 1989), there appear to be between twenty and
twenty-four members of the chorus arranged in this manner along the two
sides of the stage.
In the French baroque opera chorus, women's voices were used only on
the soprano lines.

The alto line was sung by hautes-contre.

These male

high tenors, or counter-tenors, were not the castrati heard in Italian
operas, because French composers and audiences preferred the natural male
and female voices and rejected the Italian castrati tradition.
Lully's monopoly on French opera allowed him to impose a national
style which remained virtually unchanged throughout the baroque era.

This

J
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uniquely French form grew from the country's tradition and taste fer
ballet and spectacle, and from spoken tragedy where words were paramount.
The

intelligibility

objecti ves,
writing.

of

the

resulting in a

text

was

among

the

composer's

primary

predominantly homophonic manner of choral

Lully's musical style also included a manner of setting the

French language in declamation more lyrical than that of the
recitative.

His airs were also usually more conservative

virtuoso Italian counterparts.

Italian

than their

As in Italian opera, the action of the

drama took place primarily during the recitatives, and the airs afforded
moments of reflection.

Choruses filled a

variety of functions,

both

musically and dramatically.
While Lully composed in a variety of genres, he is best known for
sung tragedies he termed trag~die en musique, later to be called tragtdie

lyrique.

Each of these operas, often written in collaboration with court

poet Philippe Quinault,
dramatic
included

consisted of a

prologue and five acts.

The

subject matter was drawn from myth or legend, and each act
the

insertion

of

a

divertissement.

Such

extra-dramatic

entertainments included dances and musical compositions for both soloists
and chorus, and afforded the opportunity to satisfy the French taste for
ballet and mechanical spectacle.

In A Short History of Opera (1947),

Grout describes divertissements as "having nothing to do with furthering
the action but existing solely to furnish pleasure to eye and ear -pastoral episodes, sacrifices, combats, descents of gods, infernal scenes,
funeral and triumphal processions" (122).

Numerous examples of French

opera choruses are to be found in divertissements.
The opera prologue was also unrelated to the dramatic content of the
remainder of the work.

Its function was to pay homage to Louis XIV,

21
although he is not specifically named.

Even the heros within the dramas,

as well as references to the sun, were interpreted to represent the king.
Choruses played a far greater role, both musically and dramatically,
in late seventeenth-century French opera than in its Italian counterpart.
Choristers functioned as active participants in the drama and as objective
commentators.

The

chorus

also

contributed

to

the

uniquely French

divertissements and prologues.

The Chorus as Used in English Baroque Opera
The late seventeenth century also saw the beginning of opera in
England.
spoken

A unique

theater,

form developed that suited British preference for

theatrical

heritage,

and

language.

English

works

identified during the seventeenth century as "dramatick operas" are termed
"semi-operas" by twentieth-century historians.
study,

these

semi-operas

are treated as

the

For the purposes of this
British counterpart to
The primary difference

contemporaneous operas in Italy and France.

between the semi-operas of England and the operas of Italy and France was
the use of

spoken dialogue

in the semi-opera.

In spite of a

fe\,l

seventeenth-century British attempts at all-sung drama, that form did not
take hold in England during the baroque era.
As in France and Italy, opera in England was greatly influenced by
other theatrical forms.

Both comic and tragic spoken plays, particularly

those of Shakespeare, were standard repertoire.

It was common for these

works to call for some music, but this music was decidedly secondary to
the dialogue.
The direct prototype of English opera was the masque.

Parallel to

the French ballet, the masque was a lavish entertainment initially staged
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for

royal

and

divertissement,

aristocratic

amusement.

Similar

to

the

there is no single definition of the masque.

French
It was

allegorical in character and included extravagent costumes, and machine
spectacles such as entrances from a huge seashell or a giant chariot, or
descending from a cloud.

Dance was a popular element of the masque, with

performers sometimes leaving the stage to take members of the audience for
dance partners.

These entertainments also included spoken dialogue, solo

songs, choruses, instrumental music, and comic and grotesque characters
representing animals and supernatural beings (Hutchings, 55).
The masque spread to England from Italy in the early sixteenth
century, and was usually based on a central theme which flattered the king
or royal family.
ingredients

of

"The Jacobean masque possessed nearly all the essential
true

opera

except

continuous music (Holman, 253)."

a

consistent,

coherent

plot

and

A few masques seem to have met these

remaining criteria, but they are no longer extant.
The masque's extravagent form of court entertainment came to an end
in 1640 with the English Civil Wars and the execution of Charles I.
Beginning in 1642,

public theaters were

officially closed,

private productions in houses and schools continued.

although

Theaters reopened

with the Restoration of the monarchy twenty years later, and the masque
assumed smaller proportions.

Plays presented to the public after the

Restoration included music and dance portions, called masques, which were
primarily imitations of the pre-Restoration court entertainments.

These

self-contained musical segments can be found either within a scene of a
play or at the end of the play.

Like the divertissement of French opera,

the seventeenth-century English masque had little or no impact on the
drama, but served a decorative function of sheer entertainment.
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Henry Purcell is often credited for the establishment of English
opera, with his composition Dido and Aeneas (1689).

However, there were

a few earlier attempts at all-sung drama by other composers.

In 1656,

five composers (Henry Lawes, Henry Cooke, Matthew Locke, Charles Coleman,
and George Hudson) combined their efforts in the production of The Siege
of Rhodes written by Sir William D'Avenant.

The music is reported to have

included arias and recitatives, but no music survives (Grout 1947, 134).
John Blow's brief all-sung work, Venus and Adonis, of circa 1683, was
called a masque by the composer, but is described by Dent as "a real opera
both in its libretto and in its music" (1965, 172).
During his exile in France, Charles II became familiar with French
music and theater, including opera.

After the Restoration, he brought

French musicians to the English court, resulting in attempts at producing
an English-language equivalent of the French trag6die en musique.

The

most well-known of these operas was Albion and Albanius in 1685, with a
text by John Dryden and music by the French composer Louis Grabu.

Grabu

had been appointed "Master of the King's Musick" in 1666 (White 37).
describes this work as "a monument of stupidity" (1965, 165).
failure by all standards and received only six performances.

Dent

It was a

The primary

reason for the failure of Albion and Albanius is placed on Grabu's lack of
understanding of the English language,

and the unwillingness of the

English audience to accept the unnaturalness of sung dialogue.
Even Purcell's Dido and Aeneas, recognized today as the first great
English opera,
composition.

received no public

performances

at

the

time

of

its

Because Dido and Aeneas was written for private performance

by the students at Josiah Priest's School for Young Gentlewomen in
Chelsea, Purcell was freer to experiment with musical form and style.
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While

this

one

attempt

at

all-sung

opera

on

Purcell's

part

had no

immediate successor, Dido and Aeneas did est.ablish the primacy of the
music over the drama for the first time in English theater.

Throughout

this short opera, the chorus maintains a pivotal position.

Choristers

portray several

characters,

participate

in

the

action,

and

interact

musically and dramatically with the main characters.
Purcell's main contribution to late seventeenth-century opera in
England consisted of five semi-operas, all composed during the last six
years of his life (1690-95).
extracted from these works.

Many choral excerpts may be successfully
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CHAPTER 4
CHORUSES IN REPRESENTATIVE LATE SEVENTEENTH-CENTURY OPERAS
Late Seventeenth-Century Italian Opera Choruses
The operas of Alessandro Scarlatti (1660-1725) serve as excellent
examples

of

late

operatic

styles.

seventeenthA study

of

and

early

Scarlatti's

reveals little or no use of chorus.

eighteenth-century
seventeenth-century

Italian
operas

Scarlatti's cora segments, such as

the twelve-measure ensemble at the end of Il Prigionier Fortunato (1698),
are usually sung by a combination of designated solo characters.

One of

the few examples of a true chorus in Scarlatti's operas before 1700 is
found in the opening of I1 Pompeo (1683)

in which he calls for seven

measures of Coro di l1ilitie announcing the arrival of Caesar.

In his

eighteenth-century operas, which take on some of the characteristics of
the stile galante,
minimal

dramatic

Scarlatti uses the chorus more frequently, but with
and

musical

importance,

as

seen

in

the

decorative

choruses of crowds and soldiers in II Nitridate Eupatore (1707).
A typical example of chorus in late seventeenth-century Italian
opera is

found in Antonio Sartorio' s

premiered in 1676.
voices

of

Guilio Cesare

in Egitto,

which

The entire use of chorus in this opera consists of the

conspirators

heard

singing

from

off -stage

for

only

three

measures (fig. 2).
An unusual example, one of the most extensive uses of chorus from
late seventeenth-century Italian opera,

is found in Antonio Cesti's II

pomo d'oro, which premiered not in Italy, but in Vienna, in 1668.

its

sixty-six

scenes,

twenty-three sets,

eight-hour length,

With

expanded

instrumental forces, numerous ballets, extensive machinery, fifty-one
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(off-stage)
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FIGURE 2.

Antonio Sartorio, Giu1io Cesare in Egitto, complete chorus.

characters plus choruses of gods, soldiers, servants, ministers of the
temple, and winds, I1 porno d'oro has been aptly described as the "epitome
of Baroque court opera" (Schmidt, 1054).

The work was commissioned in

1666 for the marriage of Leopold I of Austria to the Infanta Margherita of
Spain, but was not performed until two years later, for a celebration of
Margherita's birthday.
Prologue.

Of particular interest to this study is the

Unrelated to the story of the opera, it relies heavily on the

use of chorus to glorify Austria and Leopold I.

Just a few years later,

Lully would also introduce dramatically independent prologues

in his

/tragedLes
en rnusique purely as vehicles for extolling Louis XIV.

The prologue to I1 porno d'oro begins with a three-part instrumental
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sonata for strings and continuo.
chorus,

"Di feste,

e di giubili," sung by characters representing the

Austrian territories.
wi th yet another

This is followed by a large double

After a brief interlude,

chorus,

"Godiamo,

addition of two trumpets.

noi

the Prologue concludes

regni," with the appropriate

The beginning of the first chorus indicates

that the eight vocal lines are to be sung by eight solo characters,
divided into two choirs.
combined.

The second chorus calls for the two choirs to be

From the perspective of independent choral performance,

it

would not be out of the jubilant character of the songs or the grand scale
of the opera for more than eight voices to be used.
lengthy and musically complete enough to stand on its own.

Each chorus is
The two could

also be combined for concert performance as one unit.
"Di feste, e di giubili," in triple meter, is based on a correntelike dotted dance rhythm first presented in the opening instrumental
sonata (figs. 3 and 4).
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Antonio Cesti, Il pomo d'oro, Prologue, Sonata, meas. 10-16.
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Cesti, Ii porno d'oro, Prologue Chorus 1, voice parts, opening.

The chorus begins and ends in the key of G major, with brief
excursions into C major, E major, and D major.

The staggered entries of

the opening are contrasted with homophonic treatment in the second phrase.
This is followed by a series of overlapping phrases, alternating between
the two four-part choirs.

This procedure continues until the final two

phrases in which the two groups combine.
thirteen measures.

Phrase lengths vary from two to

This variety of phrase length and treatment maintains

a high degree of musical interest.
Unity is achieved through the frequent return to the original dotted
rhythm, alternating with the use of hemiola, particularly at cadences.
The individual voice lines are written in predominantly conjunct motion,
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with each voice part encompassing a range of approximately an octave.
"Godiamo noi regni" is also in triple meter.
major.

wnere "Di feste,

It is in the key of C

e di giubili" was written with a quarter note

pulse, in "Godiamo noi regni" the half note becomes the pulse.
like character of this first

chorus is retained,

The dance-

but the addition of

trumpets to the accompaniment in "Godiamo noi regni" creates a more regal
The grand effect of this Prologue chorus is heightened by

character.

combining the two choirs, each part doubled by strings, in alternation
with the trumpets (fig. 5) .
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Antonio Cesti, Ii porno d'oro, Prologue Chorus 2, opening.
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Many of the same compositional techniques found in the first chorus
are also present in the second.
quarter-

Dotted rhythms alternate with straight

and half -note phrases,

phrases

are

oi

varying lengths

and

textures, and hemiolas appear at cadences often with two or three hemiolas
juxtaposed in immediate succession.

Considering the restrictions of the

natural harmonic series of the valveless trumpets, which would have been
in C major, the phrases in keys such as G major, E major and A major would
have

required

Undoubtedly,

great

skill

in

attaining

Cesti had the finest vocal

the

required

accidentals.

and instrumental

performers

available for this performance.

Late Seventeenth-Century French Opera Choruses
Lully's 1677 opera, Isis, contains several representative examples
of the use of chorus in French Baroque opera.

Lully's choruses are

predominantly syllabic, homophonic, and harmonically static, thus enabling
the text to be clearly understood..

There is more emphasis on overall mood

painting than on individual word painting, with most choruses expressing
a single affect.
Isis was published,

in part-books, in 1677, the first of Lully's

works to be published (Rosow, "Isis," 827).

The story is based on the

mythological tale of a nymph named 10, with whom the god Jupiter falls in
love.

Both are punished by Jupiter's jealous wife, Juno.

The numerous

idyllic scenes featuring nymphs and shepherds reflect the influence of the
sixteenth-century pastorale on the development of French opera.

The story

of Isis affords frequent opportunities for the insertion of the popular
divercissemencs.

While chorus is used throughout the opera, it is in

these divercissements that the longest and most independent choruses are
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to be found.

This may also be the result of the care Lully took in the

composition of Isis.

According to Le Cerf de la Vi:ville, Isis was known

as lithe musicians' opera," having been composed in a "learned" style
(Rosow, "Isis," 826).
An uproar resulted from the premiere of Isis.

Io and Juno were

understood to represent the king' s newest amorous interest, Madame de
Ludres, and his jealous mistress, Madame de Montespan.

This enraged Louis

XIV and resulted in the librettist, court poet Philippe Quinault, being
temporarily banished from the court.

As a result, Lully was forced to use

other librettists, Corneille and Fontenelle, for his trag{dies en musique
for two years, until Quinault was readmitted to the court.
The opening of the Prologue to Isis exemplifies the musical homage
paid to King Louis XIV at the beginning of each of Lully' s trag~dies
lyriques.

According

to

James

Anthony,

the

prologue

to

Isis

"glorifies the naval victories of Jean Bart and Duquesne" (1973, 71).

also
The

stage directions describe the setting as the palace of Fame, looking over
all sides of the earth, with the sea visible in the background.

They also

call for trumpets on stage, as Fame is associated with the trumpet and is
often depicted holding a trumpet.

The use of on-stage instrumentalists is

documented through an analysis of the livrecs published at the time of the
original performances, listing the names of musicians who performed on
stage.

Four trumpeters and two timpanists are recorded for performances

of Isis (John Heyer, 104).
"Publions en tous lieux" is a majestic choral tribute accompanied by
dramatic trumpet fanfares.
follows,

The text, entirely unrelated to the story that

translates as "let us proclaim in all places the triumphant

bravery of the greatest of heroes.

Let the earth and the heavens resound
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with the sound of his

splendid glory."

Typical of all of Lully' s

prologues, while Louis XIV is understood to be the hero described, the
king / s

name

is

never

mentioned.

The

trumpet

fanfares

function

as

ritornelli at the beginning, middle, and end of the prologue.
The SATB choral segments are set homophonically and syllabically, in
duple meter.

The form is binary, and the sixteen measure A section

remains in the initial key of C major throughout, rather than modulating
to the expected dominant.

With the exception of a few secondary dominants

found in the twenty-one measure B section, the entire piece remains in the
key of C major.

This accommodates the valveless trumpets that play only

those notes of the harmonic series in the key of C major.

Musical

interest is created by the use of varying phrase lengths from two to seven
measures each.

Each voice part remains within the range of an octave,

except for the bass part which encompasses a thirteenth.
Musically and textually "Publions en tous lieux" stands as a selfcontained composition.

Its energetic character and straightforward vocal

writing make it appealing as concert repertoire,

especially when the

accompaniment is augmented by one or more trumpets (fig. 6).
"Aimons sans cesse," from Act III of Isis, provides an outstanding
example both of a dialogue chorus and of Lully/s use of extended form, in
this case a double rondeau.

This act is comprised almost entirely of

choruses in a divertissement depicting the well-known legend of Pan and
Syrinx.

A dialogue takes place between the accompanied SATB grand choeur

of sylphs, satyrs, and shepherds following Pan, and the unaccompanied SSA
petit choeur of the nymphs with Syrinx.

phrases, occasionally overlapping.

The two choirs alternate musical

Multiple variations in the A section,

meas. 1-8, consist of two-measure phrases sung by the SATB choir "aimons
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FIGURE 6.

Lully, Isis, (period manuscript score), Prologue, meas. 22-28.

sans cesse"

(let us love without ceasing) answered by two-measure phrases

sung by the SSA choir lin' aimons jamais" (let us never love).

The B

section, meas. 9-20, is made up of an eight measure antecedent-consequent
period containing two four-measure phrases sung by the SATB choir answered
by a four-measure period sung by the SSA choir.

This entire segment forms

The next section of the chorus alternates
between solo voices and the double choir.
reprise of the initial rondo.

Then there is a complete

Although the musical and textual phrases

are of equal length, only two of the seven repetitions of the A-section
text employ exactly the same music.

The two soprano parts of the petit

choeur would have been sung by females and the alto part by male hautesc~ntre.

This is reflected compositionally through the pairing of the

upper two voices in a range often considerably higher than that of the
alto (fig. 7).
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Lully, Isis, 1677 (period manuscript score), "Aimons sans
cesse," meas. 1-8.

The SATB choir calls for the use of sopranos on the top line only.
The tessitura of the soprano part is consistently higher than that of the
lower three voices.

As in the Prologue, the bass line employs the widest

range (an eleventh), while the middle voices are restricted to a very
narrow range (a fifth for the tenor and a fourth for the alto).

Voices
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move primarily in seconds or fourths, occasionally outlining a triad or
leaping to an octave.
The triple meter, with its simple rhythms, creates a lilting but
lyrical

affect.

The

text

setting allows

strong

syllables

to

fall

primarily on downbeats, and this creates a feeling of a graceful and
dance-like one beat per measure.
"Aimons sans cesse" leads directly into Syrinx's introduction of the

following chorus

"Courons

~ la chasse."

Like

"Aimons

sans

cesse,"

"Courons ~ la chasse" continues to alternate between the two choirs.

In

this chorus, both groups sing the same text ("let us hasten to the hunt")
and are combined at the end of each section.

The character of the music

reflects the hurrying to the hunt described in the text, as the basic
duration is tranformed from the dotted half to the dotted quarter note
during the meter changes from 3/4 to 3/8.

The melodic motif is a

sixteenth-note melisma expressed in imitative sequences involving most
voices, and tone paints both courons and chasse (fig. 8).
The ternary form of "Courons ~ la chasse" is interrupted by four
measures of solo dialogue.

The entire chorus is, based on the opening

sixteenth-note motif alternating with repeated eighth notes in the style
of hunting signals which fill in the tonic, subdominant, and dominant
chords.

The essentially decorative function of this chorus would be

appropriately complemented by the use of hunting horns, as implied in the
simple harmonic

structure

of

indicated in the string parts.

the

music,

and

the

"double-tonguings"

Lully was an early proponent of bringing

hunting horns indoors to join the orchestra, having included them in his
Air des Valets de Chiens et des Chasseurs avec des Cors de Chasse for a

ballet entr'acte in 1664 (Fitzpatrick, 6, 58; Morley-Pegge, 81-2).
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Lully, Isis, 1677 (period manuscript), "Courons ~ la chasse."

The fourth act of Isis is comprised of a series of divertissements.
The act opens with one of Lully's most famous opera choruses, the chorus
of "Trembleurs" (people from the frozen climates, whose chattering teeth
are heard in Lully's descriptive music).

This

"shivering" scene is
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written for three-part male choir and strings with an accompanying ballet.
As in most dance movements, the music is in binary form.

There are

two stanzas, each sixteen measures in length and made up of four fourmeasure phrases in a pattern of ABCC.

The A phrase is in the tonic, B is

in the dominant, and C moves through a cycle of fifths to return to the
tonic.

The characteristic shivering quality in the voices is indicated by

slurred, repeated eighth-notes throughout all voice parts (fig. 9).
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Lully, Isis (Ms score), "Shivering Chorus," meas. 1-4.

Exemplifying Lully's usual choral writing,
widest range

(a

tenth),

the bass part has the

the middle voice has the narrowest range

seventh), and the upper voice encompasses a ninth.
stepwise motion and the entire chorus is homophonic.

(a

The voices move in
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Late Seventeenth-Century English Opera Choruses
A direct

result

of

the

prominence

of

spoken

dialogue

which

characterizes English semi-operas, this genre bestows a particularly vital
role to choruses.

Because the leading characters in semi-operas do not

sing, all the singing is done by secondary and allegorical characters and
the chorus of attendants who frequently accompany the main characters on
stage.
sing.

The chorus therefore expresses what the leading characters do not
This uniquely English approach increases the involvement and the

importance of the chorus both dramatically and musically.

There is also

an increase of the actual number of choral compositions in each work.
Aside from those composers mentioned in the discussion of the
forerunners to Purcell's works, there are virtually no other significant
English composers of late seventeenth-century opera.

Just as Lully is the

primary representative of French opera in the late seventeenth century,
Henry Purcell

occupies the same position relative

to English opera.

Purcell wrote incidental music for over forty plays, in addition to his
five semi-operas and one all-sung opera.
Restoration theater brought with it a number of changes in style and
approach.
stage.

One such change was the acceptance of women as performers on
Due to the circumstances of its composition and performance,

Purcell's opera, Dido and Aeneas, presented an almost entirely female
cast.

This work has been thoroughly studied and analyzed both musically

and dramatically by scholars such as Ellen T. Harris (Henry Purcell's Dido
and Aeneas, 1987), and will not be dealt with in this study.

semi-operas are:

Dioclesian,

Purcell's

also called The Prophetess (1690); King

Arthur (1691); The Fairy Queen (1692); The Tempest (1695); and The Indian

Queen (1695).

Each of these works employed both male and female singers
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in solo and choral capacities.

This is corroborated by annotations on

extant printed and manuscript editions which give the names of performers
for specific occasions.
for

Because they contain the most suitable choruses

independent performance,

examples from only the first

three

of

Purcell's semi-operas will be examined in this study.
Purcell's choral writing exhibits the influence of both French and
Italian opera composers.
individualistic style.

Nevertheless, his compositions reflect his own

Regardless of the quality of poetry with which he

worked, Purcell was a master craftsman in setting the English language to
music.

Characterization is clearly portrayed through Purcell's music, and

meanings of individual words of the text are imaginatively tone painted.
One similarity to Lully's style is Purcell's interpolation of at least one
masque, the English equivalent of the French divertissement, in each of
his semi-operas.
Italian style.

Purcell professed a musical inclination toward the
This is asserted clearly in his preface to Dioclesian.

Purcell discusses the relationship between music and poetry as developed
i~

France, Italy, and England:
Musick and Poetry have ever been acknowledg'd Sisters, which
walking hand in hand, support each other; As Poetry is the
harmony of Words, so Musick is that of Notes; and as Poetry
is a Rise above Prose and Oratory, so is Musick the exaltation
of Poetry. Both of them may excel apart, but sure they are
most excellent when they are joyn'd, because nothing is then
wanting to either of their Perfections: for thus they appear
like Wit and Beauty in the same Person. Poetry and Painting
have arrived to their perfection in our own Country: Musick
is yet but in its Nonage, a forward Child, which gives hope of
what it may be hereafter in England, when the Masters of it
shall find more Encouragement.
'Tis now learning Italian,
which is its best Master, and studying a little of the French
Air,

to give it somewhat more of Gayety and Fashion.

Thus

being farther from the Sun, we are of later Growth than our
Neighbour Countries, and must be content to shake off our
Barbarity by degrees (Purcell, Dioclesian, 1691, preface).
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Dioclesian

Like Lully's operas, Purcell's Dioclesian is presented in five acts.
Purcell, however, does not include a prologue in Dioclesian.

The first

four acts present the fictional story of a Roman soldier, Diocles, who
becomes emperor after acts of bravery.

Act V consists of a self -contained

masque which is sometimes extracted and performed separately.

It connects

loosely with the story as a entertainment in celebration of the newly
proclaimed emperor.
"Let All Rehearse" is the concluding chorus to Act IV.
finale to the dramatic portion of Dioclesian.

It is the

The text glorifies the new

emperor, exhorting all to "sound his renown,"

"sing his story," and

"raise his glory above all monarchs that e'er blest the earth."
Musically,

this chorus serves as an extension to the preceding

virtuoso alto aria with trumpet obbligato,
Trumpet."

"Sound,

Fame,

Thy Brazen

The accompaniment of the aria displays Purcell's penchant for

the ground bass.

Eliding directly with the aria's final cadence, "Let All

Rehearse" adds a second trumpet and strings to the continuo accompaniment.
The meter changes duple to triple and the ground bass is no longer used.
The movement is in the trumpet key of D major.

Baroque trumpets were

usually built to play in D and could be "crooked" down to C (as in the
preceding Lully and Cesti examples).

Thus, ceremonial scenes, in which

trumpets are utilized, are usually in one of these two keys.

Purcell

often chose specific keys to enhance the depiction of various characters
and scenes, and the brilliance of D major is appropriate for the dramatic
finale of the opera.

When "Sound, Fame" appeared without its concluding

chorus in Orpheus Britanicus (published after the composer's death), it
was transposed down to C major and called for a soprano soloist instead of
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a countertenor.
Farnsworth attributes

to Purcell

the

conscious use

of musical

rhetoric in setting his texts and maintains that the use of particular
figures and keys went far beyond mere word painting.
Just as verbal rhetoric employs every possible technique to
add to an argument or to provide information that will make
the listener or reader respond as well as possible, so does
musical rhetoric use techniques native to itself to better
convey the musical elements, the dramatic situation, or the
poetic text (86).
Of the three formal sections in "Let All Rehearse" only the first
and last call for trumpets.

The first section begins in D major, moves to

A major, and returns to D major, at which point the trumpets enter.

The

first and third sections of "Let All Rehearse" are in triple meter, with
the middle section in duple meter.

The jubilant, dancelike character of

the outer sections contrasts with the more majestic, sustained B section.
Such a depiction of two contrasting emotions is more in keeping with the
expressive qualities found in Italian Baroque opera than in French opera,
with French opera displaying only one emotion per piece.
The middle, or B section, which does not use trumpets, is in the key
of d minor and exhibits chromatic writing throughout the soprano, tenor
and bass voice parts.

Both the use of chromaticism and the minor mode

were "associated with the more passionate emotions" and "a richer variety
of harmonic colour" (Dent 1965, 204).
long,

The B section is only nine measures

but creates an effectively solemn contrast to the surrounding

festive music.

The unusual use of the word "embalm" is highlighted by

third-related chords, A major for "Fame;; moving to F major for "embalm"
(fig. 10).
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Henry Purcell, Dioclesian (1691 printed edition),
"Let All Rehearse," B section.

The final A section is based on the trumpet phrases of the first
section, creating an overall modified ABA form.

The 1691 published score

indicates echo phrases with the instruction "soft" under the trumpet parts
in both of the A sections (fig. 11).

(Soft")

FIGURE 11.

Purcell, Dioclesian (1691 print), trumpet dynamics.

43
The trumpeters who played in Purcell's orchestra were from a family
named Shore, known for their virtuosity on the instrument.

Purcell and

other composers wrote particularly dramatic trumpet parts in works to be
played by these performers.

Such writing is especially appropriate in a

chorus such as "Let All Rehearse," which was intended to portray "mounting
exci tement,

the whol e movement constituting a massive block of sound

calculated to blow the roof off" (Moore, 144).
that in addition to brilliant fanfare

It is interesting to note

passages,

Purcell

also wrote

lyrically for the trumpets, often assigning melodies sung by the soloists
or choir.

In portions of "Let All Rehearse," Purcell uses the trumpets as

equal partners with the voices to create a six-voice texture (fig. 12).
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Dent (1965) describes Purcell's approach to the score of Dioclesian
as sparing no pains regarding workmanship and careful attention to detail.
He

composed

many

elaborate,

contrapuntal

employing obbligato instruments.

accompaniments

frequently

This procedure contrasts with Lully's

method of writing most of his choruses:

he composed the outer voices and

left the inner parts to be filled in by his assistants (Anthony 1973, 88).
The results of these two contrasting methods of composition are
reflected in Purcell's elaborate use of harmony and intricate partwriting, while Lully's simple harmonic structure resulted in basically
homophonic choral voice parts"

style in Dioclesian,

In discussing Purcell's compositional

Moore observes that "the more meticulously one

studies Purcell's theatre scores,

the more astonishing appears their

ability to expand, or better to recreate, the dramatist's text in purely
musical terms" (142).
In 1691, shortly after the completion of Dioclesian, a full score
was published.
time.

This was an unusual occurence for any opera during this

Dent suggests that part of Purcell's motivation for the promptness

of the published edition might have been to prove his equality (or
superiority) in comparison to Grabu, or even Lully, after having been
overlooked as Dryden's collaborator for the ill-fated Albion and Albanius
(Dent 1965, 202).

This had its desired effect as Dryden, England's Poet

Laureate, publicly apologized for having passed him over in 1684.

Dryden

is quoted as saying "we have at length found an English-man, equal with
the

best

abroad

(Price,

"Purcell,"

Dioclesian was both a financial

numerous times.

Grove's

Opera,

Vol.

3,

1180).

and artistic success and was revived
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King Arthur
King Arthur, in 1691, brought about Purcell's desired collaboration
with John Dryden.

This is Purcell's only semi-opera to be conceived as an

opera from the beginning.

In the creation of King Arthur, the music and

the poetry were treated equally, as opposed to the process of supplying a
musical adaptation of a previously written play.

Purcell's title-page

describes King Arthur as a "Dramatick Opera."

King Arthur consists of a spoken prologue and five acts.
centers around good and evil,

The plot

and illusion versus reality,

legendary story of King Arthur.

It also projects a

via the

strong British

patriotism and presents numerous political analogies.
Choruses advance the plot in each act of King Arthur.
example is the Act II chorus, "Corne, Follow Me. "

One such

Musically, choruses are

featured in some of the most interesting and uniquely written music of the
opera.

In comparing this opera with Lully's Isis, Hutchings generalizes

that "French opera did not produce harmony and counterpoint of Purcell's
skill or daring ... we rate Purcell's melodic invention above that of any
French composer before Berlioz (62)."

Similarly,

Dent (1965)

judges

Lully's music to bG "very dryas compared with Purcell's of a few years
later.

Lully's weakness is that he never seems to have any ideas of

suggesting character in his music" (157).
Two choruses from Act II, "Corne, Follow Me" and "We Brethren of
Air, "

are

connected.

stylistically

different

but

textually

and

dramatically

Both of them could be justifiably performed together as a

single unit for concert performance, for several reasons:

neither is

lengthy; both are joined in the opera by an instrumental ritornello; and
they are sung by the same characters in the same scene.

In this scene,
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the chorus of two groups of "spirits" furthers the action of the drama,
engaging in dialogue with the leading characters and their followers.
Musically, "Come, Follow Me" takes a form much like Purcell's verse
anthems, with soloists singing the verses and the chorus singing the
refrains.

Figure 13 shows the text painting via the canonic treatment of

the words "Come, Follow Me," which is carried through both the solo and
choral sections.

This is contrasted by soloistic or homophonic treatment

of the verses.
Of particular vocal interest is the fact that each choral voice-part
is treated in a melodic fashion and encompasses the comparatively wide
The rhythm throughout most of the

range of approximately an eleventh.

piece is based on a pattern of alternating quarter notes and half notes.
The key of D major continues throughout this chorus, and is also used in
the instrumental ritornello that connects

"Come,

Follow Me" and "We

Brethren of Air."
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Henry Purcell, King Art:hur, "Come, Follow Me," opening.
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"We Brethren of Air"

begins and ends

excursions to e minor and G major.

in D major,

Texturally, its homophonic treatment

provides a balance to the polyphony of "Come, Follow Me."
also different.

with brief

The voicing is

While "Come, Follow Me" calls for SSATB accompanied solo

voices, and SSATB accompanied chorus, "We Brethren of Air" uses SSA a

cappella soli, followed by SATB accompanied chorus (figs. 14 and 15).

The

voice ranges are all narrower in "We Brethren of Air," each encompassing
about an octave.

Vocal movement in both choruses is primarily conjunct,
The form of the

with occasional leaps of a third, fifth, or octave.
second piece is ABB.

The alternation of accompanied voices, instrumental

interlude, and unaccompanied voices enhances the textural and overall
formal interest.
In his article about theater architecture during Purcell's time,
Mark Radice (1990, 128) suggests that it is likely that the solo singers
for "We Brethren of Air" were placed with the orchestra in the "music
room" located above the procenium arch at the front of the stage.

This

placement was due to the fact that these supernatural characters are meant
to be invisible.

This would present a convincing argument for separating

at least the solo trio from the rest of the ensemble in a concert
performance.

Such an arrangement could enhance both the musical and

visual presentation of the work.
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Purcell's

opera

choruses

is

the

"Shivering Chorus" found in the Frost Scene from Act III of King Art;hur.
This chorus depicts the "Prospect of Winter in Frozen Countries."
seems

to

be

little

doubt

that,

in writing this

chorus,

There

Purcell

was

influenced by Lully's shivering chorus in Isis, written fourteen years
earlier.

Purcell, however, displays his own approach to fully painting a

tonal picture through his use of chromaticism and extended tremolo.
This well-known scene is the only masque presented in King Art;hur,
as opposed to the inse~t~on of a masque in each act of Dioclesian.
"shivering chorus"

is preceded by a

chromatic aria sung by the

The
Cold

Genius, with tremolo string accompaniment, indicated by wavy lines above
certain notes.

This notation is also used in the voice part of the aria

and in the choral parts that follow.

According to Stewart Carter in his

article "The String Tremolo in the 17th Century," a tremolo indication in
instrumental music of this time meant for the instrument to imitate the
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tremulant stop of the organ.
nowhere fully

explained,

While not a common notational device, and

similar

indications had also been used by

Jannequin and Monteverdi (Carter, 43).

Vocally this can be interpreted in

a variety of ways, ranging from repeated, pulsated eighth notes to a
faster shaking of the tone, perhaps even in the manner of the Caccini-era
~rill0

or rapid, single-pitch reiteration (fig. 16).
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Purcell, King Arthur, "Shivering Chorus," meas. 1-4.

The "Shivering Chorus" is in the key of c minor, set in duple time.
Whereas Lully's chorus calls for three-part male voices, Purcell's is
written

for

four-part

mixed

voices.

Lully

uses

only

continuo

accompaniment to the voices, following a string ritornello that sets the
trembling mood and style.

Purcell, however, doubles the voice parts with

the tremolando strings.
In addition to the tremolo, Purcell uses considerable chromatic
writing in creating his dramatic effect.

This is closely related to the

preceding aria by the Cold Genius in which the singer rises up from below
the earth while singing an ascending chromatic line.

According to Radice

(1990), the theater in which King Arthur was first performed was equipped
with numerous

trap doors

of various sizes,

as well

as considerable
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machinery to allow such effects.
The text is particularly conducive to colorful, dramatic treatment,
using words such as "chatter" and "tremble."

The entire chorus is notated

in eighth notes, with the exception of the word "hold" which is tone
painted by a quarter note value and no tremolo.
Varying phrase lengths add to the musical interest.
phrases range from one to three measures in length.

Individual

Many phrases are

separated by rests ranging from one-half to three and one-half beats.
The Frost Scene concludes with a

soprano aria,

sung by Cupid,

followed by a refrain chorus of a virtually identical text and the same
music,

"'Tis Love That Has Warm'd Us."

By omitting the aria,

the

"Shivering Chorus" and "'Tis Love That Has Warm'd Us" may be joined in a
way similar to "Come, Follow Me" and "We Brethren of Air."

Dramatically

and musically, "'Tis Love That Has Warmed Us" functions as the conclusion
to the "Shivering Chorus."

Although the first could starid alone, the

second is slightly too short for independent programming.
"'Tis Love That Hath Warm'd Us" is in the key of C major, and in
triple meter.

It is written in four measure phrases throughout.

Except

for the occasional secondary dominant, this chorus utilizes no chromatic
pitches.

The "Shivering Chorus" moves primarily by step, but the melody

of ii;Tis Love That Hath Warm'd Us" is more disjunct, featuring descending
fifths and ascending fourths.
Juxtaposed in concert,
rhythmic contrast.

the two choruses also provide effective

"'Tis Love That Hath Warm'd Us" is characterized by

dotted rhythms and sustained half notes, with each phrase beginning on an
eighth-note upbeat.
(fig. 17).

The overall effect is that of a triple meter dance
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Henry Purcell, King Arthur, " 'Tis Love ... , " meas. 14-18.

Dramatically, "'Tis Love That Hath Warmed Us" is intended to portray
the opposite of the "Shivering Chorus" in demonstrating the power of love
to melt even the most frozen situation.

A rich tone quality from the

singers can enhance the lyricism of the vocal lines in establishing this
immediate mood change.
Like Dioclesian, King Arthur was extremely popular when it was first
produced.

Its popularity continued well into the eighteenth century.

In

fact, it still holds appeal today, as demonstrated by the recent issue the
complete musical portions of King Arthur on compact disc, performed on
authentic instruments by The English Concert, conducted by Trevor Pinnock.

The Fairy Queen
"Hush, no more, be silent" comes from Purcell's third semi-opera,

The Fairy Queen, of 1692.
A

Midsummer

Night's

Shakespeare's text.
prologue and five acts.
a chorus.

In this freely adapted version of·Shakespeare's

Dream

Purcell

Again,

Purcell follows

does

not

actually

the format

set
of a

any

of

spoken

Each act concludes with a masque, finishing with

Dent discusses the dramatic invol vment of the choristers in The

52

Fairy Queen in which they had a different set of costumes for each act.
"In Act II the singers appear as attendants on Night and Sleep, in Act III
they are Fauns, Dryads and Naiads,

in Act IV attendants on the Four

Seasons, while in Act V the whole scene is transformed to a Chinese garden
with a chorus of 'Chineses'" (1965, 226).
"Hush, no more" concludes Act II.

Titania, queen of the fairies,

has requested entertainment to prepare her for sleep.

The allegorical

characters, Night, Mystery, and Secrecy, each sing a brief aria, after
which the character of Sleep sings the bass aria "Hush, no more."
followed by a harmonized repetition of the complete aria.

It is

The melody of

the aria remains in the bass part throughout the chorus (figs. 18 and 19).
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Purcell, The Fairy Queen, "Hush, no more," aria, meas. 1-6.

The insertion of a sleep scene is not unique with Purcell.

Most

French operas of the seventeenth and eighteenth centuries contained a

sommeil.

A particularly famous example is found in Lully's Atys (1676).

Anthony (1973) suggests that the initiation of this tradition began with
Luigi Rossi's L'Orfeo, first performed in Paris in 1647.
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Purcell, The Fairy Queen, "Hush, no more," chorus, meas. 1-6.

In such a scene, sleep is usually associated with magic, and brings
about dreams of the future.

Music in a sommeil is usually conjunct, often

moving in pairs of slurred notes.

Frequently the music calls for flutes

or strings, and it sometimes uses pedal points (Wood 1992).
The chorus,

"Hush,

no more," demonstrates Purcell's mastery of

establishing and sustaining the mood in the drama, while still employing
some of the typical sommeil characteristics.

Although the bass melody is

primarily disjunct, the three upper voices move mostly in conjunct motion.
Pairs of slurred notes are particularly effective in the extended middle
section; the many repetitions of the word "softly" are set primarily in
descending two-note slurs.
In measure fourteen,
voices,

Purcell begins

soprano/alto then tenorjbass.

the B section with paired

At the height of the phrase,

measure sixteen, the writing changes to individual imitative entrances,
beginning with the tenors.

This measure is remarkable because of the

manner in which the tenor entrance elides with the expected conclusion of
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the soprano line.

Deceptively, the conclusion of the ascending scale in

the soprano line is delayed by two beats, at which time the soprano sings
in canon with the tenor (fig. 20).
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Purcell makes effective use of silence throughout "Hush, no more."
Within the implied slow tempo, an atmosphere of calm is projected in this
through-composed music.
is maintained.

At the same time, considerable rhythmic interest

Aside from the first six measures, in which all of the

voice and string parts move together, there are very few measures that
display the same rhythms.

Measures 12-13 provide a notable example of the

rhythmic independence of the voice parts (fig. 21).

does fall!

now does

snow

Soft

FIGURE 21.

Henry Purcell.

as fca - ther'd

snow

falI!

does fall!

does fall!

The Fairy Queen, "Hush, no more," meas. 12-13.
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The harmonic writing of "Hush, no more" is as interesting, and as
typical of Purcell, as is the rhythmic writing.

The chorus begins in the

key of E-flat, travels through fragments of C major and G major before
concluding in C.

Devoid of a third, the final chord creates an ambiguity

as to whether the chorus ends in c minor or C major.
From a dramatic perspective,
integral to the action.

the chorus in "Hush,

no more" is

While the argument might be made that the scene

could conclude with the preceding bass aria, the chorus does participate
in moving the drama forward as well as intensifying the mood.
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CHAPTER 5
CONCLUSIONS
A Comparison of the Use of Baroque Opera Chorus
in Italy France. and England
General Observations

There were several styles of opera developing simultaneously in
Italy in the late seventeenth century.

There was one French style, that

of Jean-Baptiste Lully, as influenced by the court of Louis XIV; and there
was predominantly one English style, that of Henry Purcell.

Italian and

English operas were composed for public performance; French operas were
primarily court entertainments.
The French court audiences preferred spectacle and ballet, many
choruses, women on stage, no castrati, classic mythological themes, and
courtly formality.

The Italian audiences lauded melody and virtuosity,

emotionalism, the extended vocal ability of the castrati, and fictional or
historical dramatic themes.

The preference of the English audiences

reflected a synthesis of elements from both the Italian and French styles.
The French spectacle, chorus, and female performers were adapted, as were
the Italian realistic or legendary themes, and a lyrical approach to
melody.

English opera was unique in its resistance to recitative,

favoring spoken dialogue, along with its custom of not allowing major
characters to sing.

The latter is probably the single most significant

characteristic of English opera to influence the prominent use of chorus.
Because Lully wrote only approximately one opera each year, opera in
France was of a repertory nature, with the same operas sometimes revived
many times.

English operas followed a similar pattern, ''lith popular works
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being performed for many years, and with Purcell writing about one new
opera per year.

In Italy, operas were rarely revived.

operas were composed by several composers,

and a

Instead, many new

successful opera was

moved to different cities to be performed again and again.

The operas of

Lully and Purcell, however, were performed primarily in fixed locations.

Musical Comparisons
In the late seventeenth century, formal musical elements such as the
da capo aria dominated the Italian stage.

The French style presented

continuous music-drama with solos and choruses frequently interacting.
The

English

tended

toward clearly separated solos and ensembles

without the complexity of the Italian solos.

but

Choruses from all three

countries were written in characteristic baroque forms such as binary,
strophic, and ternary, and often included dance rhythms.

Dramatic Comparisons
The dramatic form of French opera differed from Italian opera in its
use of prologues and diverCissements.
masques into most acts.

In English opera, Purcell inserted

Prologues, divertissements, and masques provided

additional opportunities for extensive use of chorus in both French and
English opera.

These choruses are the most easily extracted because they

are unrelated to the drama.
In operas in France, and sometimes in England, the drama was as
important as the music.

In Italy, the music was primary, and the quality

of the libretto was often of little importance.

The quality of the poetry

or treatment of the text is a contributing factor in the consideration of
a chorus for potential use as concert repertoire.
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Suitability of Baroque Opera Choruses as Concert Repertoire
Availabilitv of Baroque Opera Choruses Appropriate for Concert Use

From late seventeenth-century Italian operas, only a few choruses
meet

the

requirements

of

displaying

independent

textual

and

musical

interest, as well as having sufficient length to be isolated for concert
use.

The two choruses discussed in this document from Cesti's 11 pomo

d'oro are from the prologue, and therefore contain more easily adapted

texts.

Due to the expansive dimensions of all aspects of this opera,

these choruses are of adequate length and can be extracted for concert
performance.

They are among the few appropriate choral examples found in

operas by late seventeenth-century Italian composers.
The French baroque operas of Lully include choruses of sufficient
musical

interest,

length,

and

independent concert repertoire.

textual

adaptability

to

be

used

as

Most of these come from the prologues and

divertissements found in each of Li.llly's

tragtdies en musique.

Other

stage genre beyond the scope of this study, such as opera-ballets, also
employ choruses.
nature

of the

The somewhat static harmonic structure and repetitive

text

in many of Lully's

widespread selection for concert use.

choruses

could p.J;,event

their

However, a set comprised of two or

more brief choruses could make an appealing group for a program, as was
suggested by the pairing of "Aimons sans cesse" and "Courons ~ 1a chasse"
from Lully's Isis.

Although the late Baroque French operas of Rameau are

beyond the limited time frame of this analysis, his scores, consulted for
possible inclusion in the appendix, indicate that Rameau's opera choruses
display more harmonic and vocal variety than those of Lully and could
serve as interesting sources for choral concert repertoire.
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The late seventeenth-century English operas of Henry Purcell contain
numerous examples of sui table choruses that could stand independently for
concert performance.
each opera.

Many of these are found in the masques composed for

Purcell's adeptness at setting the English language in a

descriptive and colorful manner makes his choruses particularly appealing
to English-speaking choirs and audiences.
In short, there is an abundance of choral material suitable for
concert use in the late seventeenth-century English baroque operas of
Purcell, a moderate quantity in the French operas of Lully, and only a few
choruses compatible for concert use from Italian opera of this time.

The

reasons for these variations stem from the unique functions of the opera
chorus in each country according to their own divergent developments of
this art form.

Presentation of Baroque Opera Choruses in Concert Performance

In terms of dramatic staging, the chorus was deployed differently in
each country.

For example, the chorus in French baroque operas stood

motionless, in t\olO r)ws on either side of the stage, with the men on one
side and the women on the other.

In the English operas of Purcell, chorus

members moved on and off stage, and were positioned on the stage in ways
that reflected relationships and characters portrayed.
This information is worthy of the conductor's consideration in
determining the placement of singers when performing this music.

For the

Lully choruses, an arrangement that places the men's voices on one side
and the women's on the other would most closely reflect the original
intent.

It might also be desirable to separate the two ensembles when

performing double choruses.

Another consideration, when presenting French
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baroque opera choruses, is the possibility of adding one or two high
tenors

to

the

alto

part

to

more

closely

match

the

sound

of

the

seventeenth-century French chorus.
There are many placement options when performing Purcell's opera
choruses.

Since his choristers moved on and off stage, it is possible

that they were not grouped entirely in sections.

In concert performance,

therefore, standing in a mixed formation might be as viable as keeping
each section in blocks.

In pieces such as "We Brethren of Air" it would

be desirable to separate the treble choir from the mixed choir, possibly
placing them in a different location in the hall.

Purcell also wrote some

echo choruses which could be treated in a similar manner.
These considerations regarding choral placement do not mean to
suggest that opera choruses be staged or acted out.
desirable

that

However,

it is

concert performances be informed by an awareness

of

historical practices.

Summary

This study has revealed that there is considerable choral repertoire
to be found in baroque operas.

Many of these choruses are adaptable for

use in present-day concert performances.

Very few baroque opera choruses

have been extracted from the complete operas for publication, leaving most
of this literature unaccessible to modern choral conductors.
is a widespread interest in early music.

Today there

Therefore, it seems particularly

appropriate that this source of repertoire be made available in the form
of practical performing editions.
Baroque opera choruses are also of historical and programming
interest in that they represent the secular choral output of baroque
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composers.

Their use in programming could provide an interesting contrast

to the numerous sacred baroque choruses that already form a foundation of
today's choral literature.
It is my goal, in locating and evaluating some of these baroque
opera choruses, to provide a framework from which interested scholars and
editors can begin to make some of these works available to conductors,
singers, and audiences alike.
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APPENDIX A
SELECTED BAROQUE OPERA CHORUSES SUITABLE AS CONCERT REPERTOIRE
This listing identifies choruses that could be extracted from
baroque operas and edited for use as independent concert repertoire.
Aside from prominent obbligato instruments as noted, there has been no
attempt to designate original instrumentations.
Italian Choruses
Composer: Marc Antonio Cesti
OperajDate: 11 porno d'oro, 1666
Source: Denkmaler der Tonkunst in Osterreich, vol. 6
Title: "Di feste, e di guibili"
Act/Scene: Prologue
Voicing: SATB/SATB
Remarks: double chorus; eight independent, equal voice parts
Title: "Godiamo noi regni"
Act/Scene: Prologue
Voicing: SATB
Remarks: with 2 trumpets
Composer: Claudio Monteverdi
OperajDate: L'incoronazione de Poppea, 1643
Source: Novello
Title: "Or cantiamo"
A.ct/Scene: Act III
Voicing: SSAA
Remarks:
"Coro d' amori," 4-part
alternate with string ritornelli
Composer: Claudio Monteverdi
OperajDate:, L'Orfeo, 1607
Source:
Editions Costallat;
italiani, V. 9

Novello;

treble

Chester;

voices

I

and

continuo

Classici

musicali

Title: "Nulla impressa"
Act/Scene: Act IV
Voicing: AATBB
Remarks: first "Coro de Spiriti," low alto parts, could be sung by
all male voices
Published: Chester ("Choruses from L'Orfeo")
Title: liE' la virtute un raggio"
Act/Scene: Act IV finale
Voicing: AATBB
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Remarks: second "Coro de Spiriti," could be grouped with the first
"Coro de Spiriti," although each is of sufficient length to be sung
independently
Published: Chester ("Choruses from L'Orfeo")
French Choruses
Composer: Andre Campra
Opera/Date: Le Carnaval de Venise
Source:
Pendragon Press (reproduction of manuscript in
nationale)

Biblioth~que

Title: "Si canti, si goda"
Act/Scene: Act III, Scene 5
Voicing: SATB
Remarks: triple dance, melodic interest in all voices
Composer: Andre Campra
Opera/Date: L'Europe Galante, 1697
Source:
Gregg Press (reproduction of Ballard 1724),
d'Oeuvre Classiques de l'Op~ra Fran9ais, v. 4)

Broude

(Chefs-

Title: "Mortels, que l'Amour vois entraine"
Act/Scene: Act I, Scene 2
Voicing: SSATB
Remarks: alternates homophony and polyphony, triple (dance)
Title: "Chantons de si belles ardeurs"
Act/Scene: Act III, Scene 3
Voicing: SSATB
Remarks: alternates SSA and SSATB
Composer: Andre Campra
Operajvate: Tancr~de, 1702
Source: Broude
Title: "Pour un Peuple fameux"
Act/Scene: Prologue finale
Voicing: S(div)ATB
Remarks: triple, frequent changes of

te~ture

Title: "Chantons, dansons"
Act/Scene: Act 3 finale
Voicing: S(div)ATB
Remarks:
"Chorus of Infernal Dieties chasing away affliction by
laughing, singing, and dancing." alternates SATB/B solo/SSA
Composer: Marc-Antoine Charpentier
Opera/Date: l1~dte, 1693
Source: Gregg Press (reprint of original manuscript)
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Title: "Courez aux champs de Mars"
Act/Scene: Act I, Scene 6
Voicing: SATB
Remarks:
choral phrases alternate with string ritornelli, wordpainting on "volez"
Composer: Andre Destouches
Opera/Date: Isse, 1708
Source: Pendragon Press (reprint of 1724 Ballard publication, Paris)
Title: "Aimez, aimez ne soyez plus rebelle"
Act/Scene: Act I, Scene 5
Voicing: SATB/SSA
Remarks: uses petit choeur and grand choeur
Composer: Jean-Baptiste Lully
Opera/Date: A~ys, 1676
Source: Societe de Musicologie de Languedoc Beziers (republished 1709 2nd
ed.), Broude (Chefs-d'Oeuvre Classiques de l'Op~ra Fran9ais, v. 18)
Title: "Cel~brons la gloire immortelle"
Act/Scene: Act II, Scene 4
Voicing: SATB
Remarks: "choeur des nations," violin obbligato, brief
Title: "L'amour qu'on outrage"
Act/Scene: Act III, Scene 4
Voicing: TTB
Remarks: "choeur des songes funestes" (bad dreams), character piece
Title: "Que l'on chante, que l'on dance"
Act/Scene: Act IV, Scene 5
Voicing: TBB/SSAjSA/SATB
Remarks: "choeur des fleuves" (rivers), series of brief choruses,
alternating with instrumental dances
Composer: Jean-Baptiste Lully
OperajDate: Bell erophon , 1679
Source: Broude (Chefs-d'Oeuvre Classiques de l'Opera Frangais, v. 19)
Title: "Quand un vainquer"
Act/Scene: Act I, Scene 5
Voicing: SSA/SATB
Remarks: petit choeur sings alone and with grand choeur
Composer: Jean-Baptiste Lully
OperajDate: Isis, 1677
Source: Broude (Chefs-d'Oeuvre Classiques de l'Opera Frangais, v. 21);
seventeenth-century manuscript copy University of Western Ontario
Title: "Publions en tous lieux"
Act/Scene: Prologue
Voicing: SATB
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Remarks:

brief, martial, with trumpets

Title: "L'hiver qui nous tourmente"
Act/Scene: Act IV, Scene I
Voicing: TTB
Remarks: shivering chorus
Title:
"Ai mons sans cesse"
Act/Scene: Act III, Scene 6
Voicing: SATB/SSA double choir
Remarks:
two choirs alternate throughout, sometimes overlapping,
can be paired with "Courons a la chasse"
Title: "Courons ~ la chasse"
Act/Scene: Act III, Scene 6
Voicing: SSA/SATB
Remarks:
same scene and characters as "Aimons sans cesse," these
two choruses work well paired
Composer: Jean-Baptiste Lully
Opera/Date: Phaecon, 1683
Source: Broude (Chefs-d'Oeuvre Classiques de l'Opera Fran9ais, v. 23)
Title: "A11ez r~pandre la lumiere"
Act/Scene: Act 4, Scene 2
Voicing: SATB
Remarks: magestic, predominantly homophonic, me1ismatic writing in
Sand B
Title: "Echos, retentissez"
Act/Scene: Act I, Scene 5
Voicing: SATB
Remarks: echo chorus, echo created by unaccompanied repetition of
phrases
Composer: Jean-Baptiste Lu11y
OperajDate: Proserpine, 1680
Source: Broude (Chefs-d'Oeuvre C1assiques de l'Oplra Fran9ais, v. 24)
Title: Jupiter, 1ancez Ie tonnerre"
Act/Scene: Act I, Scene 8
Voicing: SATB
Remarks:
"thunder" is expressed in me1ismatic bass line
Composer: Jean Philippe Rameau
Opp.ra/Date: Les Bor~ades, 1764
Source: Sti1 editions (from the manuscript in the Bib1iotheque Nationa1e)
Title: "Parcourez 1a terre"
Act/Scene: Act IV, Scene 4
Voicing: SSATB
Remarks: imitative, melodic and rhythmic interest in all voices
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Composer: Jean Philippe Rameau
OperajDate: Castor et Pollux, 1737
Source: Broude, (Chefs-d'Oeuvre Classiques de l'Op~ra Fransais, v. 30);
Durand & Fils (Biblioth~que de Classiques Fran~ais)
Title: "Que l'Enfer applaudisse"
Act/Scene: Act I, Scene 4
Voicing: SATB
Remarks: alternates slow and fast sections
Title: "Chantons, Chantons l'6clatante victoire"
Act/Scene: Act I, Scene 5
Voicing: SATB
Remarks:
jubilant character, melodic and rhythmic interest in all
voice-parts
Title: "Revenez, revenez"
Act/Scene: Act IV, Scene 4
Voicing: SATB
Remarks: "choeur de ombres," dance-like, brief
Composer: Jean Philippe Rameau
OperaJDate: Dardanus, 1739
Source: Durand & Fils (Bibliotheque des Classiques Franyais)
Title: "Par tes bienfaits"
Act/Scene: Act I, Scene 2
Voicing: SATB
Remarks: march, lengthy, rhythmic interest in all voices
Title: "ob6is aux lois des enfers"
Act/Scene: Act II, Scene 3
Voicir...g: ATB
Remarks: lively, independent accompaniment, texture changes
Title: "Par un sommeil agr~able"
Act/Scene: Act IV, Scene 1
Voicing: SATB/SAB soli
Remarks:
sommeil (sleep scene), alternates between soli trio and
chorus
Published: Broude Br. as "Dream Chorus"
Composer: Jean Philippe Rameau
OperajDate: Les FGstes d'H:bl, 1739
Source:
Broude (Oeuvres completes,
Classiques de l'Opera Francais,
v. 32)
01

v.

9);

Braude

(Chefs-d'Oeuvre

Title: "Eclatante trompette"
Act/Scene: Act II, Scene 5
Voicing: SATB
Remarks: festive, begins with soprano solo
Published: Mark Foster 343, arranged for organ accompaniment
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Composer: Jean Philippe Rameau
OperajDate: Hippolyte et Aricie, 1733
Source: Durand & Fils (Biblioth~que des Classiques Fransais)
Title: "Accourez, habitants des bois!"
Act/Scene: Act I, Scene 1
Voicing: Sl/S2
Remarks: "Choeur des Nymphes," voice-parts treated equally
Published: Durand
Title: "A l'Amour rendez les armes"
Act/Scene: Act I, Scene 5
Voicing: SATB/ S solo
Remarks: 2 Gavottes, each played instrumentally, then sung; on sung
versions, each phrase is introduced by soprano solo, then sung
chorally
Published: Huguenin EB 401
Composer: Jean Philippe Rameau
OperaJDate: Les Indes Galantes, 1735
Source: Broude (Chefs-d'Oeuvre Classiques de l'Op~ra Fran9ais, v. 34)
Title: "Brillant soleil"
Act/Scene: Act 4
Voicing: S(div)ATB
Remarks:
predominantly homophonic,
magestic character

some polyphony in Sand B,

Composer: Jean Philippe Rameau
OperajDate: Les Paladins, 1760
Source: Pendragon Press
Title: "Formez, formez les noeuds les plus charmans"
Act/Scene: Act II, Scene 10
Voicing: SSATB
Remarks: rhythmic and melodic variety in all voices, tempo changes
Title: "Au Dieu d'amour"
Act/Scene: Act I, Scene 5
Voicing: SATB
Remarks: triple meter dance, homophonic, binary
English Choruses
Composer: John Blow
OperaJDate: Venus and Adonis, circa 1682
Source: L'oiseau Lyre
Title: "In these sweet groves"
Act/Scene: Prologue
Voicing: SATB/S solo
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Remarks: Soprano solo sings verse first, followed by SATB refrain
This rather brief chorus could be paired with "Mourn for thy
servant"
Title: "Mourn for thy servant"
Act/Scene: Act III finale
Voicing: SATB
Remarks: slow, imitative, chromatic; theme of "grove" would allow
an interesting pairing of this chorus with "In these sweet groves"
Composer: Henry Purcell
OperajDate: Dioclesian, 1690
Source: Broude Brothers (reprint of Purcell Society Edition); Novello;
original edition, 1691 [Available sources are similar for all Purcell
operas. The Purcell Society Editions, reprinted by Broude Brothers notate
voice parts in original clefs; Novello editions employ modern clefs;
locations of original manuscripts are listed in the prefaces to the
Purcell Society / Broude editions.]
Title: "Let All Rehearse"
Act/Scene: Act IV finale
Voicing: SATB
Remarks: calls for 2 trumpets
Composer: Henry Purcell
OperajDate: Dido and Aeneas, 1689
Source: Purcell Society, Oxford, Novello, Boosey and Hawkes, facsimile,
manuscript in Bodleian Library, (Oxford), Eulenburg, Kalmus
Title: "Fear no danger to ensue"
Act/Scene: Act I
Voicing: SATB/SSA
Remarks:
phrases alternate between SATB and SSA, short, triple
dance
Published: Nordiska NMS 6201, with "In Our Deep Vaulted Cell" and
"With Drooping Wings"
Title: "To the hills and the vales"
Act/Scene: Act I
Voicing: SATB
Remarks: rhythmic dance
Published: Plymouth PCS-88 "Three Choruses"
Title: "In our deep vaulted cell"
Act/Scene: Act II, Scene I
Voicing: SATB
Remarks: echo chorus, designated by dynamic contrast
Published: Plymouth PCS-88; Nordiska NMS 6201
Title: "With drooping wings"
Act/Scene: Act III finale
Voicing: SATB
Remarks: slow, legato, tone painting, based on descending patterns
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and two-note motifs
Published: Nordiska NMS 6201; E.C. Schirmer 308; Bourne B214841-357
Composer: Henry Purcell
OperajDate: The Fairy Queen, 1692
Source: Broude Brothers (reprint of Purcell Society Edition); Novello;
Orpheus Britannicus; Faber Music Ltd. (modern clefs)
Title: "Hush, no more, be silent"
Act/Scene: Act II finale
Voicing: SATB
Remarks: very slow, quiet
Published:
an arrangement (soprano part down an octave) Foster
MF312
Title: "A thousand, thousand ways"
Act/Scene: Act III finale
Voicing: SATB
Remarks: short, primarily imitative, "madrigal" style
Composer: Henry Purcell
OperajDate: King Ar~hur, 1691
Source: Broude Brothers (reprint of Purcell Society Edition); Novello;
numerous original manuscripts as listed in Purcell Society Edition
Title: "Brave Souls"
Act/Scene: Act I/Scene 2
Voicing: SATB
Remarks: primarily imitative
Title: "Come, follow me"/"We breathren of air"
Act/Scene: Act II/Scene 1
Voicing: SSATB soli/SSATB chorus/SSA soli/SATB chorus
Remarks: chorus 1 similar in style to Purcell's verse anthems
chorus 2 homophonic, the 2 choruses joined by instrumental
ritornello
Title: "See, see, we assemble" (Shivering Chorus)
Act/Scene: Act III/Scene 2
Voicing: SATB
Remarks: homophonic, uses choral tremolo
Published: Kjos ED 8748; Plymollth PCS-148
Title: "'Tis love that hath warm'd us"
Act/Scene: Act III/Scene 2
Voicing: SATB
Remarks: homophonic, triple meter, dance-like; would make
an interesting companion piece to "See, see, we assemble"
Published: Plymouth PCS-148
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