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ABSTRACT r

~

- i '\
Handel's cultivation of the English oratorlo represents

the pinnacle of his creatilve achievements. From-among

)

Handel's: eighteen English oratorios Israel in Egypt for

vseveral reasons is a unique work. it is 1n two parts
rather than the customary three; it consists of an almost
unbroken chain of choruses——lts preponderance of choruses
is unparalleled in any of the other~oratorios-—and, it rep-

resents the most extreme application of Handel's practice

of appropriatiné earlier works--his own as well as other

composers--as the basis for new pileces.

| Unlike most of Handel's oratorios, Israel 1in Egypt
'possesses a non—dramatic libretto; it 1is, rather, an epic
work, in which the chorus narrates the series of events
connected with the suffering of the Israelites under bondage
to their Egyptian oppressors, bhe plagues brought to bear
upon the Egyptains, and the ultimate deliverance of the
Israelltes from their servitude. In the ‘literature Surveyed
on Handel's oratorios, Israel in Egypt is, however, fre-

L
quently referred to variously as a dramatic work, a pilece

which possesses dramatic qualities, or a work which carries

a tremendous dramatic impacdt. The central purpose of this

study is to examine these claims. -On the basis of my

iv.
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analysis of the orauorio I have’ concludea-that Isrzel in
ggig_ does possess dramatic ouali*ies and that it can Indeed
~ be called a dramatic oratoqio. e |

Several items of\backgfound material wiil,be considered
befure proceeding Qpr the analysis of the orator;oﬁ an
overview, both historicél and concéptual, of Handél”s
development of the English ofatorio; general,styiistic
'consideratidns; influences affectiﬁg the stylistic charac-
terisbics; and Hanﬁél's practice of appropriation. This
méterial is presented in the first five chapters,.which
constitute Part One. Part Two conslsts of an anélyéis of

Israel in Egypt. ChapBer VI presents historical background

to the oratorio as well asrtwo tables which provide details
or. the sources of the appropriations. Chapter VII deals
with the recitatives, arias, ana duets, and Chapters VIII,
'IX,“and X constltute a diséussion of homophonic'qhoruses,
v&cél preludes and fugues, and contrapuntal choruses, .

.

respectively.
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CHAPTER'T "

S N\,

. INTRODUCTION

I
)

"To a great majqrity of people, the term oratorio is
synoﬁymous with the name Ggorge‘Frideric Handel.l It is,
however, somewhat ‘baradoxical that Handel's significance as
a composer rests primarilylon a musical genré he never origi-
nally intended to create or.ﬁhrsue, a geﬁre which finally :
resulted in hls abandopning a lengthy operatic career, and a
genre which became eminently popular during Handel's day.
_In’spite of more than forty operas which Handel wrote and

2

produced over a thirty-six year period (1704-40),° it is his

cultivation of the English oratorio which represents the apex

of his 1llustrious caréer. | . o A
Several work53 frequéntly designated in the liter;t?re

on Handel as oratorios were never referred to as such by the

composer. Jullan Herbage has used the term Tsecular oratorio"

lrhe Anglicized spelling which Handel adopted in England
will be used in this paper. The original spelling of his
name was Georg Friedrich Hindel. ,

.
2w1n'ton Dean,\ﬁandel's Dramatic Oratorios and Masques
(London: Oxford University Press, 1959), p. 24. .-

[ o

3Acis and Galatea, Alexander's Feast, Semelé, Hercules,
Ode for St. Cecilia's Day, L'Allegro, and The Choice of
Hercules. ' :

i
*
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in his discussion of these works;u during Handel's lifetime,
howe'rer, they were usually referred to variously as masquecg,
serenatas, odes, or musip’dramas. ‘Although;these camposi-

tions were pﬁésented "in the manner of an oratorib"5 they

should noi;be included in the oratorio category of Handel's

- output, because they contradict both’ the generallyhaccepted.

»

’ concept of the genre in the Baroque perlod and Handei's
application of the tepm, Howard E. Smither, in his recently
published volumes dealing with the history of the-oratorfo,°

has suggested that "the oratorio [throughdut the Baroque ‘

period] is_nearly‘always a sacred;'unétaged wprk kith a text
- % t 3

that is either dramatic or narrative-dramatic;"6 moreover, .

- Smither knows of "no . . . application by any composer in
. . . .
the entire Baroque era" of t..e term oratorio to unstaged

secular dramatic works.7 -Smither has, I belleve, clarified
l

and defined the genre known as oratorio as 1t applies to ‘-,

Handel's works:

For Hand- L .~ England the word oratorio normally desig-
nated a ausical entertainment that used a three-act -
dramatic “ext based on a sacred subject; the musical
. setting employed the styles and. forms of Italian opera
(N . _

T

4Julian Herbage, "The Secular Oratorios and Cantatas,"
in Handel, A Symposium, ed. by :erald Abraham (kondon: Ox-
ford University Press, 1954), pp. 132-55. Cf. Jens Peter
Larsen, Handel's "Messlah,": Origins, Compositions, Sources,
2nd ed. (New York: W. W. Norton &'Co., 1972), pp. 21-22,

°Dean, Dramatic Oratorios, p. 39. '

) 6Howérd E. Smither, A History of the Oratorio, vol. 1:
The Oratorio in the Baroque Era: Italy, Vienna, Paris
(Chapel H1l1ll, N.C.: University of North Carolina Bress,

1977), pp. 3-4. See also pp. 5-9.

WIbid.,-p. 8. )



L and Englisk sacred choral music, although a%-times ~ }
" modified in their new confext; the chorus was con-
sidered essential and was -usually prominent; and the
manner of performance was that of a ceéncert, usually
at a theater or concert hall, often with concertos.
performed between the acts. The greater prominence -
of the dhorus and the division into three acts
(Handel usually used act, rather than part, for an
oratorio's structural divisions) are among the fea-
tures that distinguish the Handelian English oratorio
. from the characteristic Italian oratorio. Among
‘Harldel's exceptions to his usual meaning of the word
oratorio are its ude for Israel in Egypt/ Messiah,
and the ®casional Oratorio, all of which have non-
dramatic librettos; another-exceptjon is his benefit ..
concert in 1738, announced as "Mr. Handel'& Oratorio,”
a miscellaneous program with no unifying plan. The
Triumph and Time of Truth (1757), a revision of an.
Italian work, might “also be considered an exception,
since 1t is more ethical and moral than religious,
even though act 3 includes an anthem of petitiog to-
the Lord and closes with a "Hallelujah" chorus.” '

k]

According to the criteria articulated by Smither, the
elghteen works listed beléw constitute Handel's English‘ora¥/ :
. torios (the year of cdmpgﬁition is showﬁ in parenthesis):
Esther (1718, revised 1732), Deborah.(1733), Athalia (1733),

Saul (1738), Israel in Egypt (1738), Messiah (1741), Samson

(1741), Joseph and His Brethren (1743), Belshazzar (1744),

Oc¢casional Oratorio (1746), Judas Maccabaeus (1746),

J) -
“Alexander Balus (1747), Joshua (1747), Solomon—~1748),

Susanna (1748), Theodora (A?UQ), Jeptha (1751), The Triumph

of Time and Truth (1757). .

hd »

N
Apart from the fact that the oratorios were unstaged

~works, the single, most important feature which distinggishes

\
- . \
\

4

A 8Howard E. Smither, A History of the Oratorig, vol. 2:
" The Oratorio in the Barogue Era: Protestant Germany and
England (Chapel Hill, N.Cw: University of North Carolina’
Press, 1977), pp. 349-350. ,
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Handel's_English'oratorios'both from ais earlier Italiaﬁ

_ oratorios and from his Itallan operas 18 the dominating

rpositiOn of the chorus, both,musically and dramatically,

'The promin nt position of the chorus ia never more evident

than in Israel in Egypt; twenty eight of the thirty—nine

movements in this oratorio.involve the chorus.

s

‘ £y Although most of Handel's oratorlos are. dramatic works

involving human conflicts centred around a plot which uns-

f'olds and develops by means)of.recitative (dialogue) among

.the various characters, Israel in Egypt is not a dramatic

L\

‘4

_piece in this sense. 'It is, rather an epic work in which
the chorus, functioning as a narrator, describes a series'

of events,'nevertheless Israel in Egypt has been referred

to as "an intensely dramatic oratorio. 9 Webster's. New -

World-Dictionarv suggests that a drama is, among other

n

/ 3
things, "a series of events s0 interesting, vivid, etc., as

w10

to resemble those of a play Something which 1is dramatic

is described in the same source as belng "filled with action,

emotion or eXCiting qualities, vivid, striking, etc

while to dramatize is "to regard or present (actions, one-

-«

self); gilve dramatic quality to." One writer has: commented

that "though thé‘texts'. . . chosen [for Part One of; the

i : ' _
oratorio] constitute a narrative, Handel has treated them

9Manfred F. Bukofzer, Music in the Baroq~e Era (New

York: W. W. Norton & Co. 1§h7), p. 336

"'JJ i

_ 10Webster 's New world D ctionary,,2nd college ed
(Toronto: Nelson, Foster,f& Scott, Ltd., 1970) UZM

[}

d.\_,



~

- /’/.::_,43_,
, dramaticaliy. S It has also been stated that Israel
in Egypt "containms some of the most magnificent muslc ever

nl2

“written and carries a tremendous dramatic impact. It is

Fo4

my intention in the presént study to attempt to show, by

means of an analysis o the oratorio, that Israel in Egypt

25

‘does indeed possess dramatic qualitles, and that its muslcal

etyle creates a dramatic'impact.

a

llGeorg’Friedrich Handel, "Israel in Egypt"; an
Oratorio [the libretto] with an Analysls of the Oratorio
written expressly for the Sacred Harmonic Soclety, by
G. A. Macfarren (London, 1857), p. 7. All subsequent
references to this source will be cited as Macfarren, .

Analysis.

: 12Richard Strunsky, Record jacket notes to the Handel
Society Recording of Israel in Egypt, conducted by Walter )
Goehr (Record No. HDL-1, no date given) .

~



' PART ONE

A

BACKGROUND TO HANDEL'S ENGLISH ORATORIOS



! : CHAPTER II
HISTORICAL AND CONCEPTUAL OVERVIEW

Handel's careervas a composer of oratorios belongs to
what Bukofzer céi}s "the English master period"l which dates
from 1711 to‘hiﬁ death 1in 1759. The first twgnty—five to
thirty years of this English maste{ perioa were not, hch(er,‘
devoted to the production of English oratorio; raﬁher, , \J//
Handel'"s intentioﬁ was tc produce Italian operé, the popular
muéiqal'entertainment in vogue at the time. Undoubtedly the
experiences of the years spent in Italy (1707-1710) exerted
a profoundvinfluence on the directién of Handel's musical
career. The German-born Handel first set foot on English )

soil 1in the autumn of 1710, haying been granted a oné-year

leave of absence from his recent appointment--16 June 1710--

as”éourt conductor to the Elector of Hanover. During this

first visit to London, Handel composed--in fourteen days--

the opera Rina.do which was produced on 2% February 1711 at
the King's Theatre in the Haymarket with(éonsiderable

xccess.2 When Handel took up permanent residence in London

a

lBukof‘-zer, Music in the Barogque Era, p. 315.

2Eric Blom, ed. Grove's Dictiondry of Music and Musi-
~clans, 5th ed. (London: MacMillan and Co., 1954), L4:39,040

and 7:179. } \{




in 1712 he became actively involvedrin composing and pro-
ducing Italian opera. The various successes ‘and failures
associated with the production of Handel's operas, which
] cdncludea in 1741 with Deidamia, have been well documented
'”élsewhere,3 and need not be dealt with here in any detail.
Although most of;handel's oratorios belong to the
~last twenty-one years of his life (173841759), the embry-
onic stagetof his English oratorios dates from 1718. “
Esthér is ghe first work referred to as an dratorio: "The
Oratorium Composed by George Fredefick Handel Esquire 1n
London, 1718."u Esther was first presented in 1720 for the
Duke of Chandos at Cannong where 1t was produced as é masque

with the title Haman and Mordecal.

Twelve years later (1732) three private performances

of Haman and Mordecal were given, one of which was in honour

of Handel's birthday. AltHough these performances were well

received, and Handel was dellghted with thelr success, he

sti1ll had no intention of abandoning Italian opera.5

as he was concerned, Esther could again slumber for another

b

twelve years. Little did Handel reallze that two

3The Handel bibliography 1s extensive, and perhaps two
socources will suffice here. For a dlscussion of the operas
see the account by Winton Dean, Handel and the Opera Seria
(London: Oxford University Press, 1970). The most recent
and extensive account of Handel's 1life and work is by Paul
Henry Lang, George Frideric Handel (New York: W. W. Norton
& Co., 1966).

uCited by Smither, History, 2:189.

5Handel compgsed twelve'operas subsequent to the.
successful perfofmances of Esther.

. p.-278.

"So far -



months later he would te reviéing Haman and Mordecal in

retaliation against an unidentified pir-ate whp somehow
procured the work and presented an unauthorized perfoermance
on 20 April 1732. Handel yas not one to gllow his authority“‘
and independence to be challenged. 3Sir John‘Hawkins re-
ported that Handel "had a fixed resolution never to admit
a fival."7 Twelve days after the pirate peffcrmance,
Handel's new and renamed version (1t was called Esther

rather than Haman and Mordecai) was produced at the King's

Theatre in the Haymarket, not, however,vwithout some Oppo-
sition from Dr. Gibson, Bishop of London. The Bishop for-

bade %he theatrical representation of a Biblical étory,

—

considering such presentations to be sacrilegious. Newman
Flowér's report cconcerning the Bishop's edict and Hande's
response 1s worth quoting here:

Dr.- Gibson, Bishop of Londen, forbade the performance
[of Haman and Mordecal], and, since he was .Dean of the.
Chapel Royal, the children there [who participated in
the performance on Handel's birthday] were put out of
Handel's reach. The -obstacle only stiffened Handel's
resistance. He acknowledged no Bishop as he acknowl-
edged no King, as dictator of his performances.
Névertheless, the Bishop's edlict originated the ora-
torio. Finding it impossible to produce Haman with
dramatic representation, Handel made Samuel Humphreys
write ‘some additional words, . . . and instead of the
masque 1in six scenes crowded into one act, 1t became

a full-length work, which Handel renamed Esther.
Esther was the first [English] oratorio, and the
Bishop had caused it. On 2 May 1732 1t wgs performed,
but without costumes, scenery, or action.

7Quoted in Lang, Handel, p. 278.

,_8Newman Flower, George Frideric Handel: His Personal-
1ty and His Times, rev. ed. (London: Cassell & Co., 1959;
Panther Books, 1972), pp. 199, 201.
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From all accounts, Esther was a success: the publ:ic re-
ceived the work favourably (four additional performances
were given within a three-week period), and Handel .
profited fihancially from the production.? In addition to
the perfdrmances of the revised Esther, Handel also pre-
gented in June of the same year a revised version of Acls

and Galatea (1718). As with the Esther-%erformances,

Acis and Galatea was prcduced in retaliation against an

unauthorized production of the work. The revised Acils and'
Galatea was also well received. "Thus was born the English

oratorio, a pilece de circonstance compounded of homage,
9
n

pifacy, rétaliation, and ecclesiacticel fiat.
The successful performance of the revived works promp-’
ted the composition, in 1733, of the oratorios Deborah and
Athalia; but Handel-did not yet appear ready to abandon
Italian opefa. Indééd, during the years from 1734 until
his final opera of 1741, eleven new operas were produced.
The decade of the 1730's was, 1in many respects, a dif-
ficulé period in Handel's 1ife. Hils operas falled more
often than they succeeded, he experienced a number of finan-
cialAcrisés aésociated with the management-of various
theatres, and finally, in April of 1737, he suffered from
a physical and emotlonal breakdown.‘ The depressing circum-
stances stemming from the chronic failure of the operas were
Mmajor factors*}n Handel's turﬁing from opera to oratorio.

. v .
The fallure of the operas resulted not from inherent musical

)

9Lang, Handel, p. 280.



weaknesses ("his opera§ contain an abundance of‘suberb
melodic and harmonic writing, of -brilliant orcheétration
and of sharp chatacter delineation”lo) but from the
dimihishing interest in a foreigﬂ art-on thé:part of the
London publlice. Winton Dean has pointed out that "Italian
'opera seria' wad an aristccratic luxury; 1t was the Eng-
lish oragorio . . . that captured the rising London middle

nll Bukofzer sugzests that Handel's turning to ora-

class.
torio from opera should not be construed 4s "a tacit admis-
sion on ‘his part that the opera was an artistically defi-

‘cient form. Rather does it represgﬁf a .change 1in the social

background to Handel's art: he turned from the nobility ¢

to the middle class, the class from which Handel himself

had;sprungfdz

Apart from any musicszl considerations, the fact that

Iandel employed the English language in his oratorios.énd

t7*% most of these oratorios were based on Biblical stories, .

2ccountec for their popularity among the London middle class

.on g That the Biblical Dramas of the 01d Testament
We Low ~-Wn .5 the British people has been alluded to
by Fue "rs when he suggests that "perhaps Handel's

lOE @ " FPrugerstoom, "The Dramatic Function of the
Chorus 1ir E:. s+  atorioc from 1880 to the Present" (Ph.D.
“dissertati ony -7 and " ‘terature, Northwestern Univers-
ity, 1964%), » .. :

llQuoﬁec - “cger W. Arirey, "The Influences of the
Extended La®in tacred Works of Glacomo Carissimi on the
Biblical Oratoriv: of Gerrze Frederic Handel" (Ph.D. disser-
tation, Musicology, Cathc ic University, 1964), pp. 1li-15.

12Bukofzer, Musi~ in the Baroque Zra, p. 331.

o

11



principal reason for turning to oratcrio was his astute obser-

vation that the British public was better acquainted-with the

English Bible than with Tasso and Home> and Virgil."l3

The Biblically:based oratorios §ﬁould ho;, however, be
regarded as some sanctimonious form of music intended for
church use. Lang has pointed out that

the biblical texts and the frequent mentioning of the
Lord do not change the preoccupation with human matters
and sentiments. . . . The art of the Handelian oratorio
is an eminently theatrical one. . . . Lilke Shakespeare
and other great dramatists, Handel took any known story"
-and plot 1in which a usa?&e idea was present and worked
it out for the theatre.

Winton Dean sheds additional 1light on the theatrical concept
of the oratorios. The evidence, he asserts, is clear from

the autograph scores as well as other contemporary evidence.
Except for those taken verbatim from Milton, Dryden,
and the Bible, the librettos are cast 1n the form of
actable dramas. Most of them proclaim the fact 1n
their titles ('oratorio or sacred drama', 'sacred
drama', 'musical drama', etc.). . . . Several are
based directly on plays. Even when there appears to
be no intermediate step between scripture and ora-
torioézlove stories and other theatrical materials are
imported In setting them to music Handel often
shortened or omitted passages that contributed nothing
to the development of the plot. Furthermore, he fllled
his autographs with elaborate stage directions.
We know that after 1732 he had no stage performances
in view. He therefore had no need to copy §tage direc-
tions, still less to amend or add to them, unless he
found the act of visualizing a performance in th~ 1ideal
theatre of the mind a valuable accessary to the process
of composition. The evidence strongly suggests that
in the heat of creation Handel saw Saul, Hercules,
Belshazzar, and the rest striding the boards, and that

.

ay

13Robert M. Myers; Early Moral Criticism of Handelian
Oratorio (Williamsburg, Virginia: Mancon Park Press, 1947),

p. 1

luLéng,‘Handel, pp. 360-62.



<
\

such a vision180ntrolied the form and gestures of the
mysic itself.

7
It 1is worth noting here that, with one exception (apart
from the commencement in 1750‘of annual charity performan-ces
of Messiah in the chapel of the Foundling hospital), the

nearly six hundred oratorio performances given before Handel

died took place in the theatre.16 ~

Jens Peter Larsen, in his study of Messiah, has classi-
fied the oratorios according to type: heroic, anthem, a d

narrative.

In the [heroic type]. . . , the fate of the Israelites
1s placed to the fore; the guidance of the individual
is viewed in the light of the guldance of hils nation,
the hero belng seen less as a hero per se than as a
champion of his people. In a few oratorios [the anthem
category]. . . the efforts of a human being are not the
theme; the oratorlo's subject 1s the relation between
God and Man--mankind. In some others [the narrative
type] the fate of the individual--or o£7some individu~
als~-becomes the central figure. . . . :

The follrwing table shows the oratorios 1n relation.to

one of the three types (see page 1u>.18 .

Jephtha (1751) is actually Handel's last new oratorio.

The Triumph of Time and Truth (1757) 1s an Engllsh version

of the earlier Italian work Il Trionfoc del Tempoc e’della

Verita (1737), this latter being a revision of a 1707 score

15Dean, Dramatic Oratorios, p. 36.

16Ibid., p. 41. The "one exception" was the perform-
ance of Messiah in Bristol Cathedral in 1758, a performance,
however, with which Handel was not involved. . ’

17Larsen, Handél'g "Messiah", p. 21.

l8The-table:i,s adapted from that shown in Larsen,
Handel's "Messiah", pp. 21-22.




Table 1.

HANDEL 'S ENGLISH QRATORIOS

Year
Composed Heroilc Anthem Narrative
1718/32 Esther
33| pebern
1738 Sauls Isgzgétin
1741 Messiah
1741742 Samson
1743 Joseph
1744 Belshazzar )
1746 Judas Occasional
Maccabaeus Oratorio
. Joshua,
1747 Alexander
Balus
1748 Saanons
1749 Theodofa
1751 Jephtha

14



known as Il Triohfo del TempO‘e del Disingannd. The 1757

versioé does not, according to Dean, contain any new music

. excepf for the overture (Dean Suggesfs that even this 1s
doubtful) and possibly séme recitatives.19 The absence of
any new works following Jephtha was the result of Handel's
blindness, the onset of which he expéggenced while composing
this work. In spite of his bliﬁdness; Handel continued to
conduct his oratorios and perform at the organ. Hfs last
appearance in public was on 6 April ;759 to conduct a per-
formance of Messiah at Covent Gafdén§3 H: died at his home

eight days later, Saturday, 14 April 1759.2O

l9Dean; Dramatic Oratorios, p. 589.

200¢to Erich Deutsch, Handel, A Documentary Biography
(London: Adam & Charles Black, 1955), pp. 813, 816:

N
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CHAPTER III

GEYZRAL STYLISTIC CONSIDERATIONS

The vital factor in the distinction between Handel's
oratqfios and his operas 1s the greater significance of the
crhorus, both mﬁsically and dramatically, in the oratorlos.
Handé;'s operas consilst primarily of solo singing: reclta-
tive '‘and aria. ;Enéembles and'choruSes are rare; 1n fact,

with the exception of the last three operas (Jupiter in

Argos, Imeneo, and Deldamla), "the 'choruses' in- .
Handel's operas were actually ensembles of theroloists."l‘
These so-called operatid choruses usualiy serve as conclu-

sions to the acts of an opera, and they do not carry any

-

significant dramatic welght.
It was in tﬁe‘ﬁhree oratorios of 1732-33, Esther,
Deborah, and Athalia, that Handel laid the foundation for

the chorus to serve as =a functioéal dramatic and musilcal

4
device.

The two important functions of the chorus were now first,
. to serve as g masslve frame for each of _he three parts
‘of the oratorio, and then to animate the dramatic,and
" musical development by tdking part in the action.

Faugerstrom has listed fourtéén dramatic functions given

. ) 4
to the chorus in Handel's oratorlos:

BN

lFaugerstrom, "Dramatic Function of the Chorus," p. 28.
Q)

2Larsen, Handel's "Messiah", p. 66. -
| 16°
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1. It brings to thevdrama a set of beliefs sharedAby
“théaudlence. '

2. It represents the feellngs and reactions.’of the
spectator.

3. It brings a religious tone to the drama. , ;

L. It furnishes the histcrical background for the plot.

5. If forms the structural framework for the drama. ,

5. It sets the scene.and describes the scene of action.

7. It initie s or triggers the action of the plot.

8. It takes a specific role as a collective character.

9. It narrates,

a. describing th- ¢vents of the plot as they occur;
b. reporting action which has takeri place betyeen
acts; :
c. telling about events which are happening else-
where . o .
10. It comments on the actlon.:
11. It serves as a moral and religious 1nstraictor.
12. It sp&aks for the author, ‘
a. to emphasize the main point of the drama;
b. tg warn the llstener to reserve Judgment
until aﬁi the information is known;
¢. to express reactions he considers appropriate.

. 13) It identifies itself with one of the leading

o characters as supporter or antagonist. :
14. It takes the place of the stage curtain or ingtru—
mental interlude. and suspends or passes time.

~

Although the above-lis*.u dramatic functions of the
chorus comprise a significa’t ‘eature of oratorio librettil,
the animating force which brings the cbaracters and dramatic
situations to life resides in the actual music. Bukofzer\

v

attributes "the drastic dramatic impact of [%andel'sj ‘
choruses . . . to-the unique flexibility og\his choral style,
achieved primarily by the interpenetfatiouiof polyphonic and
chordal'textures."u In additionuto the choruses in which
Handel juxtaposes homophonic aﬁd polyphonic textures, choruses

which are strictly contrapuntal do exist (e.g-, "They loathed

N
' BFaugerstrom, "Dramatic Function of the Chorus., " p%. 295~
96.

»“Bukofzer, Music in the Barogue Era, p. 3;9.
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tively rare 1i. tne ‘oratorios.

s

. 7

to drink" in Israel in Egypt). Bukofzer has pointed out,

nowever, cnat ”consistently oolyohonic choruses are compara-'

iE The choruses encompassing B

2 wide range of moods and dramatic situations, illustrace"
Handel as a master of choral i;ylesx\\lndeed a considerable
number of stylistic types can be distinguishea Co //

_the richly worked canto fermo, a product of’ Handel 'S

German,heritage {'Your harps and cymbals sound' in
Solomon), the vocal prelude and fugue (carried to its

‘highest elaboration in Belshazzar), the motet-madrigal,
‘often with unaccompanied sections and incorporating

the Vemetian double chorus ('Immortal Lord' in Deborah,
'Recall, O King' in Belshazzar), the short angular
contrapuntal chorus of Carissimi ('Awake the trumpets
lofty sound' in Samson), the dramatic ensemble ('All
your boast' in Deborah, 'Fix'd in his everlasting seat'
in Samson:), the Purcellian action piece ('Cease your
vows . in Semele, 'Mistaken Queen' in Alexander Balus),

" the. Choral da capo ar ('Love and Hymen' in Hercules),

the melodic and. hqmopnbnic choral dance, generally

reserved for pagans (Athalia, Semele, Theodora), the
choral ‘recitative, sometimes in eight parts . (Athalia,
Israel in Egypt), the concexrto grosso extension with

vocal and/or - instrumental concertino ('Glory to God' in ~
-Joshua), the massive chaconne, generally enforcing a
moral truth (*Envy, eldest born of hell' in Saul), and--

in Bukofzer's words--~'the airy texture of the scontinuo
madrigal, paralleled only by works of Fux and Caldara

in the Viennege oratorio! ('Wanton god of amorous fires'

“in Hérgula§)

While the chorus rose to a preeminent position in Handel's

AN ]

7. Englishhgratorios, we must nc“ overlook the significance of

the orchestra.j It too fulfi“q a prominent role as a device

for dramatlic expresslon. "Winton Dean cons derstandel to be

57b14d.

R 4

6Dean, Dramatic Ord&torios, p. 65. .Cf. Bukofzer, Music

in the Baroque Era, pp. 338-40, and Ardrey, "Influence of
Carissimi on Handel", pp. 31-32. » - -

-
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"one of music's supremely greét orchestrators.”7 Often
Handel's adept orchestration creates the mood or sets the
scene iIn the mind'$ eye and ear.
Handel was ever alive to modernity and he was conspicu-
ous in invelving new colour effects 1in his scores. Thus
we discover that opportunities for colouring his scores,
often in striking anticipation of the nineteegth and
even twentieth centuries, were avidly seilzed.
The most freqhently encountered scoring consists of
"strings, oboes, bass$oons, and continuo (organ and harpsi-

9

chord), to ‘which are often added trumpets and timpani. For

épecialveffects,vHandel used instruments that were not (nor
did they ever become) a part of the typlcal eighteenth-
century orchestra. Somé of the ﬁncommon instruments used
included the harp (Esther), a carfllon k§é&l): a mandoline

(Alexander Balus), and a side drum (Semele).lO ”Horgg, clari-

nets, trombones and double bassoons were among those 1instru-
ménts added to the orchestra during the course of the cen-
tury, Handel} being one of the first to use them in his

nll

orchestrations. The oboes and bassoons, however, appear

to be the wind instruments most frequently used, the former

' TWintor Dean, "Hahdel Reconsidered " The Score 9
(September 1954): 53

8Percy M. Young, The Oratorios of Handel g§ondon
Dennis Dobson, 1948), p. 217.

.9Ebenezer Prout, "Handel"s Orchestratlon," Musical Times -
25 (1884):13. See also Adam Carse, The History of Orchestra-

tion (London: Kegal Paul, French, Trubner, & Co., 1925;
reprint ed., Dover Publications, 196U), pp . 123-12u.
10 ‘

Young, Oratorios, p. 218.

llFaugerstrom, "Dramatic Function of the Chorus,”" p. 54.
See also Dean, Dramatic Oratorios, p. 75.

Y
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\
usually doubling the violins, tr2 lz-ter generall§ doubling

the violoncellos and string basses. The flute appears rather
infrequently. Horns, trumpets, and trombones are generally
treated melodically and often soloistically, rather than as

mere harmonic fillers. Timpanl are used most often with
12

trumpets in tuttl sections.
\
\

The way 1in which the continuo instruments ar 1sed in
the oratorios cons:itutes an importént stylistic element
relating to performance practice. In general, the hafpsi—~
chord (strengthened by a violoncgllo and string bass),‘is
employed for recitatives and arias. The ergan 1s used only
in tﬁe choruses to amplify the harmeny. It 1s usually silent
in concertino passages, and, in many instances, the Eéggg ~\\\
solo designation 1s applied. The organ also reinforces

13

important entries in contrapuntal choruses. A harpsichord

is often ﬁéed alcne with the organ in accompanying the

choruses "to add »r°"lllance and drive to the orchestra,"lu
In Handel's treagment of the orchestra,Lthe ~ncerto

grosso style is evlident. The large group, the ripieno,

usually'introduces the arilas, and accompéanies the choruses.

Conversely, thg small group, the concertino, introduces

“

1"

12Ebenezer Prout, "The Orchestras of Bach and Handel,
Proceedings of the Musical Association 12 (1885-86):34-35.
See also Carse, Orchestration, pp. 1204-125: _

13Thurston Dart, '"Handel and the Continu®," Musical
Times 106 (May 1965): 3&9 See also Dean, Dramatic Ora-

torios, p. 112. (/* -
' 14 , < ‘

Ibid.
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the choruses, and éccompanies the arias.15 Handel's method
1llustrates his keen sense of texture and balance and cropo:
tion in combining voices and instruments. "The purpocse of
the whole scheme [the concerto grossc principle] was to set
up a perpetual play of light and shade"16 whereby g&% voi%e&
and instruments complement eac” other without obscuring of
detracting from the text, but :zther, enhancing it--making
it come alilve.

It is perhaps worth noting here that for h per-

formances of his oratorios, Handel employa2d an orchestpa
consisting of from.twenty-five to thirty-five instruménta_-
ists and a chorus involving approximately an equal number
of singerle-—a marked contrast with mary twentieth century
performances Which frequently employ considerably more
musicians than in Handel's performances, the greater number
being singers.

Formally, the oratorios share with opera the three-act
divisions.18 The da capo aria, so prevalent in the operas,
is encountered much less frequently in the oratorios,

although i1t 1s 'not altogether abagmdoned. 1In Larsen'. s vudy

of Messiah there 1is a table which lists the toral numcer of

lSDean, Dramatic Oratbrios, p. 72.
16

Ibid., p. 73. .

7E. van der Straeten, “"Handel's Use of Uncommon Instru-
ments and Combinations," Musical Times 67 (July 1926):6p7f

1BIsr-ael in Egypt, to be discussed later, 1s an excep-
tion in 1ts final form, although it was originally projected
as a characteristic tri-partite structure. (See below, pp.

49, 50.)




arias In each of the oratorios and how many of that total
utilize the da cap> form. 12 The number of da capoc arilas is

¥ expressed as a percentage of the total, ranging from 0 percent

(Israel in Egypt) to 77 percent (The Triumph of Time and

Truth) for the oratorios listed earlier on p. 3. There is

a total of 395 arias in the oratorios of which 148, or 37

. percent, use the da capo desigr. Handel was ng, longer bound

by the traditions of Italian opera and this emancipation

resulted in a freer'"formal and technical procedure [which]

expanded with the range of emotional and dramatic expression!
With regard to Handel's harmonic vocabulary, Hugo

Leichtentritt points out that, in general, Handel's harmony
. ®

is diatonic unless, of course, the drama of the moment

suggests otherwise. It appears that
combliéated chromatic harmony and bold modulations had
a meaning for Handel only in assoclation with texts or
situations, only when he was writing a lyric passage
for a cantata or a dramatic scene for an opera [or an
oratorio]. Then harmonic devices were Invaluable to

him in his application of dramatic psychology; in his
detalled, profoup?, and precise delineation of human

character. . . .
The whole matter of attempting to express in music cer-
tain emotlons, moods, scenes, and dramatic situations is

inseparably linked with the concept known during the Baroque

as Affektenlehre, or, the Doctn}ne of Affections. 1In a very

»
19Larsen, Handel's "Messiah," p. 39.

20Dean, Dfamatic Oratorios, p. 317.

21Hugo Leichtentritt, "Handel's Harmonic Art," Musical
Quarterly 21 (April 1935):219.



broad sense, the doctrine states
that music, though it could imitate physical nature,
more properly ought to imitate human nature by repre-
senting in specific musical figures the discrete,
classifled and stereotyped human feelings and emotions
which philosophers had isolated and i1dentified. The
purpose of such musical imitations of the affections
was elther a kind of Aristctelian purgation of the
emotions, or stimulation of them for elevation of the
soul, or Sontemplation of them for intellectual satis-
faction. :

An affection can be defined as "a state of mind that
coulq occupy & character's thoughts and sentliments ovef a
Eeriod of time until he was moved by dialogue or action to
another state. . . ."23 The obvious question 1is simply this:
to-what extent, if at all, ;as Handel a practiﬁioner of this
aesthetic philosophy?

2~ his rather intensive 1nvestiéation of this matter,
H. J. PFink has conclusively shown -that Handel did follow the
Baroque convention of expressing a single basic affectlion
for each unit or section of a musical work; The manner in
which Handel expressed the affecte——Fink has listed forty
“affections (some.of'which have as many as twenty-three
individual gradations) that are called for in the oratorio
texts2u--ié the important point to understand:

il

Lo v

22Harold J. Fink, "The Doctrine of Affections and
Handel: The Background Theory, and Practice of the Doc-
trine of Affections; With a Comprehensive Analysis of the
Oratorios of G. F. Handel" (Ph.D. dissertation, Western
Reserve University, 1953), p. 20.

23c1aude V. Palisca, Baroque Music (Englewood Cliffs,
New Jersey: Prentice-Hall, 19638), pp. 174-75.

[}

2“F1nk, "Doctrine of Affections -and Handel," pp.114-15.



[Handel] did not employ a rigid schematic organization
of expressive means. He did not assoclate particular
"~ musical configurations with the individual affectlons.
. Rather, he expresses the affections and ampli-
fies the intent of the word symbolization of Ege texts
by means of freely-chosen musical technigues.

Although Handel's oratorios utilize technicgues which
typify laté Baroque music in general--wide-ranging diatonic
and chromatic melodles, the thorough-bass princliple, tonally
and harmonically conceived counterpoint, terraced dynamics,
pictorialism, metrical rhythm, stylized dance 5;rms, and
conventional operatic forms--he adopts and adapts them
freely. The end result is "music wh{ch is vibrant, fresh,

dynamic and in its own right intensely dramatilc. .”26

25Ibid., pp. 169-70. For a thorough treatment of this
subject, see Fink's dissertation, particularly chapter five.

26Faugerstrom, "Dramatic Function of the Chorus,"
p. 56.
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CHAPTER IV
- INFLUENCES AFFECTING THE STYLISTIC CHARACTERISTICS

Handel's English oratorios. are unique works; no oratorioc
tradition had existed in Ergland prior to Handel. There are,
nevertheless, several influences, both dramatic and musical,
which are significant 1n Handel's development of the genre.
The oratorioé represent Handel's

remarkable synthesis of elements derived from a variety
of sources: the Itallan opera seria and oratorio vol-
gare, the choral style exhibited in hls Latin psalms
composed during his Italian peglod, the German ora-

N torio, the French classical drama, the English masque,
\%\ and English choral music. This synthesis resulted in
‘ri a type of oratorio that differs emar%ably from the

genre as cultivated on the contiient.

Reference has already been made2 t¢ the oratorios of

1732-33 (Esther, Deborah, and Athalia) as establishing a

pattern for the new musical-dramatic function of the chorus.
‘A significant influence which affected Handel's treatment of
the chorus in these, and subsequeﬁf, oratorios was the French
classical drama Esther by the French playwright Racine.
Racine's play 1is pattefned after the form of anclent Greek

" drama: ‘

Handel's edrly operas and cantatas had classical plots
according to the current fashion, but they  contain
virttally nothing of the true Greek spirit. It was

Racine's treatment of the chorus, dellberately modelled
on-that of the Attic dramatists with their conception

lSmither, History, 2:178. 'ZSee page 16.
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of drama on two levels, cne enacted by the characters,
the other carried by a chorus operating AT once within
and above the action--and they derive thelr pecullar
power from the fact that they are participants before
they are commentators--that transformed the fragmentary
elogquence of the Italian operas into the sublime unity
of the oratorios. ~This pivotali position of the chorus
is fundamental. . . . Very oftkn it 1s 1tseif the real
dramatic herc. . . . Even when 1Y does not gulde the
plot, it holds the reins taut by +t%s power of concentra-
ting the main isiues and forcing them intoc the minds

of the audience.

In addition to the flexible role given to the oratorio
choruses, Handel's choice of subjJect matter 1s also worth
noting. In a number of 1instances, ﬁhe subject matter fol-
lows the tradition’ of the anclent Greek dramatists.

The central themes of Sal, Belshazzar, Hercules, and
Jephtha, round which the whole plot revolves, are
envy, . . . sexual Jealousy, and submission to des-
tiny--all favourite subjects of the Jreeks--and 1t is
no accident that these works are conspicuous both for
the grandeur of their choruses and for the overriding,
uni+y of their style. Handel inuthis temper remirds
us agalin and again of Aeschylus.

Apart from the dramatic influence of the Greek dramas
on the role of the chorus in the oratorio librettos, there
are musical infiuences to be considered. As a result of
Handel's cosmopolitan career, the musical forms and styies
he encountered during his 1ife were both numerous and
varied. Handel has been‘described as "one of the most

eclectic of all composers, absorbing most musical influences

which presented themselves to him. . . "2 The musical

3pean, Dramatic Oratorios, p. U0.

4Tp1d., p. 41.

5Charles L. Cudworth, "Handel and the French Style,"
Music and Letters 40 (April 1959):122. A

L §
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traditions of Germany, Italy, France, ard England were in-

fiuential in the development of Handel's own personal style.
Friedrich Wilhe.m Zachau (1662-1712), organlst at the )

Liebfrauenkirzhe in Halle, and‘Handel's only teacher (from

ca. 1693-1696), is considered by Dean to be oOne of the most

important influences upon Handel. Not only did Handel ac-
quire his "mastery of the German art of . ° fermo, and
perhaps also his improvisatory treatment ‘ue"6 from

Zachau, but he also shares with his teache: - ra- Dean calls
a "temperamental affinity." Commenting on Zache ' cantatas,
Dean suggests that "apart from a strong Itallan .57 .71, (they]
suggest by their eclecticism, their extrovert temper, and
their love of strong contrasts, whethe% of mcod or texture,
a temperamental affinity with his pub&l.”r

Handel had been well educated by Zachau in the German
church music tradition, but he did not, in contrast witﬁ
J. S. 2a:h, make extensive uie of the chorale as such;
Handel used several chorales, however, 1n his setting (1716)
of the Passioh text by Barthold Heinrich Brockes of Hamburg8
as well as in the Funeral Anthem of 1737.9

The two German Passions composed by Handel, the

Johannes Passion (1704) and Brpckes' Der flir die Slnden der

Weltgemartete und sterbende Jesus (1716), possess certain

6Dean, Dramatic Oratorlos, p. 13.

TIbid.

8Abraham, Handel: A Symposium, p. 75-76.

?Larsen,'Handel's "Messiah," pp. 69-70.




,bharacteristics akin to Handel's concept of English oratorio.
Faugerstrom has polnted out that "both works reveal his lack
cf Interest In the meditative aspects of the text and his
strong inclination toward the dramatic."lQ The traditional
role of ;he Passion chorus as a representative of the voilces
of arcro;h affords a parallel with the oratorio chorus which
oggg% functions as a collective character representing the
Israelite nation. |
Early in the eighteenth century, there began tc appear
sp-called Passions, the texts of which were "reflections and
comments about the subjéct rather than its true and faithful

w1l ‘

narration as had been the’practice, for example 1n the

Passions of Heinrich Schutz (1585-1672). Reinhard Keiser
(1674~1739), with whom Handel was associ;ted at the Hamburg
opera, composed, in 1704, a Passlion which was the first work
to abandon completely the Gospel narrative for lyrical poetry.
Kelser, in 1712, also set Brockes' Passion text, this same
text being used by Handel in his Passion of 1716 mentloned
above. Brockesf fext comblnes both Bilblical passages and
non~biblical contemplative material. Brockes' Vtheatrical
rather than devoticnal interpretation of the Passlion affords
a pérallel with Handel'é,qoncept of English oratorio.
Brockes and his circle interpreted the passion as an

individual tragedy that could'be told 1In the poet's
own words in a series of edifying experiences. Thus

lOFaugerstrom, "Dramati® Function of the Chorus," p. 28.

1151 Henry Lang, Music in Western Civilization (New
York: W. W. Norton & Co., 1941), p. U80.




deprived of liturglcal objectivity the passion became
suitable more to the concert_hall than the church..
The semi-secular oratorio had a direct btearing on
Handel's ethical conception of oratorioc which inter-
preted biblical s&%iects as great examples of eternal
human experlence. ‘ '

Winton Dean has also pointed to the Abendmusik can-

tatas of Buxtehude (1637-1707) as an early influence on
Handel. Stylistically, their clarity, massiveness, and

"often homopho%ic style rather‘fhan the. elaborate polyphony
of his [Buxtehude's] church and organ music”l3 all fore~
shadow characteristics of Handel's oratorios. &additionally,
Bux%ehude did not regard these works as liturgical %@;ic;
rather, he presented them in concerts, and thus they share
with Handel's oratorios the purpose of providing an evening's
entertainment. |

Westrup ‘has suggested that the foundatiqns for the

style of the anthem type choruses found in the oratorios

result.-not &c much from the English choral'tradition put
nlu

.

from the "stern discipline of the Lutheran music on

which Handel was railsed.

Moving on to Italy’in 1706, Handel, during his four-
year sojourn, met many of the then leading musicians, inclu-
ding A. Scarlatti, Corelli, Lottl, and Steffani. He also
became thorodghly acquain%ed with the greai baroque musical

achlevements: opera, oratorio, chamber cantata, and the
: N

12Bukofzer, Music in the Baroque Era, p. 313.

4 13Dean, Dramatic Oratorios, p. 13. ,

. luJ. A. Westrup, "Purcell and Handel," Music and
Letters 40 (April 1959):106. N '
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variousAinstrumental genres, particularly the concerto
grosso. Undoubtedly, sthe artistic development of the
eclectic Handel was prbfoundiy'influenced and nourished by
nis Italian experiences. "The supremzcy of sensuéué mélod&
supported by cleér,hdiatonic, though sometimes richly splced
harmony, and théﬂhomophonic galante and ggﬁgg,styles; aé
well as tbe da capo ariarand the secco and accompanigd reci-
tatives"15 ali derive from Héndel's musigal expefienées in
Italy. |

Although Handel's two Italian oratorios.of 1707 ahd:

1708, Il Trionfo del Tempo e del Disinganno and La Resurrezi-~ .
one, hear iittle~resemblance to the English oratorios——tbe
Italian oratorios, like Itallan opera, primarily consist of

‘3 succession cr solos--they should not, however, be regarded

as inferior works. La Resurrezione, iﬁvﬁhfch Handel—11llus-
trates a fluent Itallan cantabile‘stylé combined with his gj
contrapuntal skill acquired 1in Germany, is a work which.
”placéd nim at the age of twenty-three in the forefront of
the composeré of his time;"l6 |

The =mooth and highly melodious vocal duets ~f Agos@ino
Steffani (1654-1728), and Alessandro Scarlattl's "fugues

that diverge into harmonic flourishes"l7 are thought by

15Alex Harman and Anthony Milner, Man and His Music:
Late Renaissance and Barogue Music (London: Barrie &
Rockiiff, 1959),-p. 241. . | 53

l6Abraham, Handel: A Symposium, p. 73.

17Dean, Dramatic Oratorios, p. 13.




Winton Dean tg\?ﬁye influenced Handel. Scariatti (1660~

1725), in a;;itipn to his significance as an operatic cqm;
poser, also composed more than twenty or'ator'ios.l8 It'is;
however, the extended Latin sacred composiéioné of:Giacomo
'Carissimi (l60ﬁ—l674) which, although anbedating Handel's
Egglish'oratorios by almoét a coﬁpléte century; foréshadow
the characteristic which distinéuishes Handellan Qfatorio:
the dramatic functlon of the chorus.
Carissimi's choruses, like Handel's, are not merely

commentatorsjon the action which has taken place, but some-
.times serve as the narrator, énd, freqdehtl&, participate
in the drama as;‘ché,protagonist.19 Ardrey has pointed out

that Carissimi, "in the non-staged, dramatic, Biblical

presentaticns with which he was concerned, . . . dlscerned
=

the effectiveness of the chorus as . . . [a dramatic]

element and gave it a place of pfominence."zo

Carissimi accepted the chorus as a medium representing
people--a congregation composed of human belngs ex-
pressing basic human emotions. These feeliggs werea
realistically portrayed through structured musical
devices such as simple implied fugues, the solo voice

" in conjunktion with the choral song, melismatic pass-
ages coupled with long-note values and the cantus
firmus technique. Also, & design for wh%ih he was
famous was the use of antiphonal chboirs.”™

18Homer Ulr -h, A Survey of Choral Music (New York:
Harcourt, Brace, Jovanovich, 1973), p. 1l2. ‘ :

19Palisca, BaroquevMusic, p. 117.

20Ardrey, "Influence of Carissimi on Handel," p. 24.

2l1b1d., p. 110. - .
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Although there are- these similarities which exist between

Carissimi s and Handel s concept of the chorus it should be

.noted that Cari581mi's works dc not fall into the same general

category as the oratorios of<Ha@del. Whereas Carissimi's

/:

works were wr: “tten for and performed within the context of a

solemn, rellglous service,)ﬁandel S worKwaere intended to

provide an evening's entertainment at the theatre. ‘There are,

. .
moreover, some notable differences in their respective WOorks:

Handel's oratorios, usually two hours or more in duration,
contrast markedly with the twenty to thirty minutes needed to
perform a Carissimi score; Handel S works are scored for a

large orchestra which included (in addition to, the ineVitable

strings) winds brass and percussion, Carissimi's works, by

contrast, .are scored mostly forpone or two violins and con-

tinuo.22

That Handel knew something of Carissiymi's work is'evident

from Handel's appropriation of twelve measures from the chorus

Plorate filii Israel" from Jephta, which he
chorus "Hear Jacob's God" in Samson. Ardrey has ¢ cluded///

that there 1s no evidence of anyﬁpther direct approﬁr tion

from Carissimi; he does, however, go on to say that because ~—

‘;

'a few of Carissimi's works Wwere published during his lifetime

and shortly after his death the possibility does exist that

r\

Handel was familiar with——and influenc 4d by~—works other than

’
4 S

°°1vid., p. 10. - . N e
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Jephta 3
}
. -\ T2 s e . ‘.
Paul Henry Langeconsiders the appropriating ol musica-
material from another ccmposer as "a pearticular form of
. - 1 22“' - o0 . -
"influence'.” Thus, the Italian composers Dionigil Erba,

Francesco Antonio Uric, and Alessandro Stradella are signifi-
cant influences in that Handel appropriated from thelr works

in Isrzel 1in Egypt. tradella’s Serenata 1s a good example

of what Lang ca_ls "Italilan choral 1lyricism.

Magnificat, which utilizes a double-choir technicue, exer-
cises a significant influence upon Handel's ~iting, particu-

larly in Israel in Egypt.

Although Handel's thoral writing doces not assume a promi-
nent position until he turned his attention to the English
oratorios, hls mastery of the choral idiom 1is particularly

evident in Laudate Pueri Dominum and Dixit Dominus which date

_from his Italian period. Larsen has succinctl) summarizéd

Handel's choral development from the Johannes Passion of his

23Ibid., p. 110. Ardrey suggests (Ibid., pp. 22-23)

four possible sources of Carissiml's works with which Handel
_ could have been familiar: Carissimi's manuscripts in the
archives of the Jesuit Collegium Germanicum of Rome; Athanasio
Kircher's Musurgia Universalils sive ars magna consonl et dis-
~ soni published in 1650 which contalns the complete score of

"Plorate filii Israel™; a manuscript (No. 310) dated ca. 1730-
40, which contains a score of Jephta, in the library of S..
Michael's College in Tenbury; and a manuscript probably dated
prior to 1741 (British Museum, Add. 31477) containing a tran-
scription of the final chorus of Jephta. ‘

2”Lang,\Handel, p. 563. For a more extensive considera-
tion of thé practice of appropriation, see chapter filve.

25See*chapter six for tables of the specific approprilations.

26Lang, Handel, p. T7TH.



German period to the psalm-settings composed 1n {taly: .

Handel's style has changed considerably and has become
much more varied. The simple chordal movement has

developed into a powerful sound-consclous, harmonically-

governed texture; and the linear counterpolirt has become
sat&gated by harmony. An entirely new feature 1s the
strchg tendency towards concerted writing, on a large
scale as well as in detail. The music has risen to a
h?gher level, borne aloft by the Italian baroque sense
of pathos and shapeliness, and 1t has grown in sonorilty
by means of the use of choruses in more than four parts.

The Dixilt Dominu328 is indeed oné of the masterpieces of

choral literature worthy of every chorzl conductor's atten-
tion. That Handel thought highly of this work 1s evident

from the fact that about thirty years after its compositicn

he extractedr from it the chorus Tu es sacerdos in aeternunm

and rewcrked it as a double chorus "He led them through the

deep" for Israel in Egypt.29

The impact of Italian music and musiclans on Handel has
been well stated by H. F. Chorleyr

from Italian music, Handel acquired the love of suavity,
grace, and roundness of period, which from its earllest
period distinguished the Itallan school of music. .
Handel never lost sight [of these quallties] in his:
‘works, however grand might be the theme, hoggver rude
the character, however awful the situation.

27Larsen, Handel's "Messlah," p. 47.

28For additional discussion of this work as wellgps the
Laudate Pueri Dominum see A. Craig Bell, "Handel in I aly,"
Music Review 28 (May 1967):85-101. The author refutes the
all-too-common notion that Handel wrote nothing worthwhile
unti} he went to England.

29The details of this appropriation will be discussed
later .in the paper. S ' :

3OH. F. Chorley, Handel Studles (London: Augener & Co.;'

1859), p. 6.
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Notwithstanding the dominating influence of Italian
music and musicians on Handel, and before considering thefy
influence of the music and musicians of Handel's adopted
country, some French traits observable in Handel's oratorios
should be noted. Reference has already been madé ¢ the in-
fluence on Handel of the dramatic position assigned to the
chorus in Racine's plays mcdellcd on Greek tragedy.3l Musi-

cally, the most significant French characteristic to be

noted in ghe oratorios is =2 almost exclusive use of the

French overture. ' Athalia, which 1s accoutred with an .Itallan

overture, and Israel ir -zypt, which has no overture at al’ .

are exceptions to Handel's usual practice. Although Hand..
never lived in France, Lang points out that the French ove.
ture was widely used outside of France. Handel undoubtedly
had encountered it both in Germany and Italy.32
Notwithstanding Handel's propensity for the French over-
ture, there exlsts, according to Lang, very little evidence
to goc&mqu specifichrench influences. The only first-hand
account comes from Sir John Hawkins who, writing in the
eighteenth century, claimed that "Mr. Handel was ever Jsed’
to speak of Rameau in terms of great respect."33 Sbme‘traits'

common both to Rameau and Handel have been noted: "the use

of the free, highly dramatic accompanied reclitative, the

31See pp. 24-25 above.

32Lang, Hahdel, p. 635. See also Dean, Dramatic Ora-

torios, p. 251.

33Quoted in Lang, Handel, p. 635. s
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blending of recitative with arie, tbg cembination of solo
wrd 3 - . ~ - o I y) . - 713)"!
with chorus, as well as the flne sense for fthe pastoral.
Marc-Antoine Charpentier (1€34-17CL), a pupil of

Carissimi, established the oratorio in Frande; His ora-
torics have been referred to as "eminently draratic [works
in which] every glement aspires toc capture and project the
affections and the 'actions' implicit in the texts,"35 but
the influence of these wofks oh Handel's 5ratorics was not
significant; Charpentier's oratorios Wwere not published
during his lifetime nor for twé hundred years' after his

death, and "Handel was probably unaware of Charpentler's

n 36

contributlons.
To these German, Italian, and French influences must be
added the’'English traditlon of choral music which provided
"3 new musical stimulus"37 in Handel's developmenf of ora-
torio. Although Handel concerned himself primarily with
I*alian opera durigg his first few years in England, he un-
'ddubtedly became acquainted with Some of the traditional {
English musical forms. Bukofzer considers the English
masque, the odes and welcome songs, and the choral anthem as

the primary "points of contact with the English tradition."38

K

34

Ibid., p. 637.

35y, Wiley Hitchcock, "The Latin Oratorios of Marc-
Antoine Charpentier,'" Musical Quarterly 41 (January 1955):62.

36

Ibid., pp."61,63.

37Bukofzef, Musig in the Baroque, p- 333.

381p14.



The chorus in English theatre served, like the chorus in ,

re
A S

9]
M

French tneatre modelled on ! k tragedy, a dramatic pur-
pose, and, accordirg toc E. J. Dent, Handel turned to such

English works as Dioclesian, Sonduca, ,Dido and Aeneas and

King Arthur by Purcell in order toc find models for the lay-

out and construction of his oratorios‘.39 Henry Purcell
(1659-1695), 1s perhaps the most significant English influ-
~ence on Handel. Lang, in commenting on the significance of

the anthem ¥nfluence in Handel's oratorios, refers to

4o

"Purcell standing there as a revered godfather." Specifi-

cally, the verse anthem, with the'oftgn dramatic solo-chorus
alternation, "greatly appealed to Handel."u‘l Purcell's an-
thems were "the mainstay of English church service—lists"uz
and Handel, who regularly attended St.‘Paul's cathedral, had
undoubtedly absorbed, both consciously and subconsciously,
the spirit and style of English choral music by t%&;time he

began composing English oratorios.

Handel's early English choral woérks, the Ode for Queen

Anne's Birthday (1713), the Utrecht Te Deum and Jubilate

}(1713), the twelve Chandos Anthems (1717-20), and the four

Coronation Anthems (1727) also suggest Purcell's 1nf1uence.u3

39Edward J. Dent, "English Influences on Handel,"
Monthly Musical Record 61 (August 1931):227.

i
40Lang, Music in Western Civilizatlon, p. 525.

ulArdrey, "Influence of Carissimi on Handel," QG 28.

uzDent, "English Influences," p. 227.

«

u3Faugerstrom, "Dramatic Function of the Chorus," p. 28.
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Purcell's occasional quasi—fuga; texture, and his brilliant
and varied vocal ahd instrumental writing anticipate ce~tain
aspects of,Handel’s'Style in his anthems and oratorics.

H. H. Wintersgi-l attribute= tc the 1nfluence »f English
music what he calls "Han._l'= * -leng-n Sar."5  The refer-
ence here 1s to Handel's use >f hemic a2, wherehy two measures
of three-four meter assume tre rh’thmic character of one
measure of three-two metef. This technique was used princi-
pally, although not excluzively, at cadence points. Dean
-has pointed out that thils rhythmic device 1s not an English
tralt excluslvely, but was also utilized by continental com-

posers. He goes on to say, however, that "the fact that it

occurs 1in nearly all Handel's works from the Queen Anne

Birthday Ode onwards . . . but seldom durldng his Italian

period does suggest that he may have acqulred a taste for 1t
in England."u6 - |
‘Handel's assimilation of the tradltion of English
choral music combined with his background in Germany and
Italy manifests itself in an unprecedented manner in the
English oratorio. Having consldered Handel's background'

and some of the many and varied Influences on hils music,

and, with all due respect to the scholars attempting to

\

uuHarman and Milner, Late Rena..3ance and Baroque
Music, p. 275.

MSH. H. Wintersgill, "Handel's Two-Length Bar,"
Music and Letters 17 (January 1936):2.

L6

Dean, Dramatic Oratorios, p. 66.
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trace specffié influences in hls music, we must consider
these words:
Most important of all . . . 1s Handel himself, who 1n-

vested everything he wrote wilth a spaclousnégs and a
majesty that came only fromwhis own genlu¥-

u7Archibald T. Davison, Bach and Handel: the Consum-
mation of the Baroque in Music (Cambridge, Mass.: Harvard
University Press, .G51), p. 43.
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CHAPTER V
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HANDEL AND THE FPRACTICE OF APPROPK

3

It is no secret that Handel‘ﬁeliberately and systema-
tic=lly appropriated musical material from other composers
as well'as from his own works for many new ccmpositions.
That Handel's procedure was indeed deliberate and systematic
has been admirably demonstrated by Sedley Taylor. Based on
a compafative-analytical study, Taylor, quotinggparallel
musical passages from Handel amd those from whom he appro-
priated, concludes that "the similarities are much too

o

minute é%d extensive tc be accounted for either by fortui~
tous coincidence or by gnconscious reminiscenc"e.”l
Handel's practice, while condoned by the majority orf
musicologlists writing on the subjJect, has been condemned g
by some. In a letter dated 19 October 1808, the renowned
English organist, Samuel Wesley, accused Handel of plagilar-
s
1sm.%° Writing in 1950, Archibald Davison expresses-the
opinioﬁ3that while Handel may be pardoned for aesthetic

reasons, there 1s no moral or ethical Jgstificatiod‘for his

lsedley faylor, The Indebtedress of Handel to Works by
Other Composers: a Presentation of Evidence (Cambridge:
Cambridge University Press, 1906. New York: Johnson Reprint,

1971), p. 172.
2

A portion of the letter is quoted in Taylor, p. xi.
3Davison, Bach and Handel, p. 40. !
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“w
appropriations. But if Handel i1s to be censured, so must

her RBaroque comp-ser because "borrowing,

<t

virtually every o
transcribing, adapting, re-arranging, parodying (in the

same sense as 1in the Parody Mass of the sixteenth century)

was a universal and accepted practice in the jaroque."u

As far back as the first century, Quintillianus (3@?—96? A.D.)
stated as "a universal rule that we should wish to copy what
we approve in others [and in addition] improve upon the good

things and vie with the original in the expressibn of the
. [~ £
same thoughts."” William M. Ivins, Jr., in an essay about

drawing, discusses the question of originality 1in art. His
- €
conclusions are as pertinent to music--Han ., in particu~

lar--as they are to drawing:

"Originality" in art is very much like originality

in sin, for we should always bear 1in mind that
"original sin" 1s the sin, or at least the kind of

sin, about which we poer mortals can do nothing at all.
We haye 1t simply because we are .descended from Adam
and Eve. In the same way, draughtsmen who are original
are . . . [unique] no matter how much they may attempt
to copy or emulate something that someone else has
.done before them. . . "Copies" and imitations made
by men who have this ineradicable quality of origin-
ality are infinitely more origiral tr=r "coriginal
drawings" made by men who lack it . . The test way

Y

uDonald Jay Grout, A History o. Wes <in Music, rev. ed.
(New York: W. W. Norton —.d Co., l1¢7,), p. B5. The words
"borrow," "borrowing," and "borrowed," have been observed
rather frequently in the literature dlscussing Handel's com-
positional procedures. In my opinion, however, borrowing
implies returning. To the best of my knowledge, Handel
never returned--or even acknowledged--his purloined materials.
It 1s my intention, therefore, to avold--except 1n direct
quotation~-using this someﬁhat misleading terminology and to
replace it with something closer to the truth--stealing,
appropriating, purloining, pillfering, etc.

?Quoted in Franklin B. Zimméfmanf "Musical Borrowings
‘ﬁg the English Baroque," Musical Quarterly 52 (October 1966}




to find out how much originality a man has 1is to see
what he can do with another man's idea. I belleve it
is scmething of this kind that explains why the great
masters--the most original men, that 1s,~~have always
come out of long llineages of other great6artists, on
whose shoulders and triumphs they stand.

C. C. Colton in "Lacon" has stated

There are two modes to obtain celeBrity in-authorship;
discovery and conquest. Discovery, by saying what
none others have sald, with the proviso that it be
true as well as rnew; and conquest, by saying what
others haveYSaid, tut with more point, brevity and
brightness.

Paul Henry Lang discussés a2 similar concept 1In terms of
"invention" and "imégination."8 It ig the mode of '"conquest™"
or concept cof "imagination" which typifies Handel's procedure
in the mej~rivy of fhis agbropriations. Most Handellan schol-
ar59 have =ener 'ly :2greed that the'materafl whi~h Handel
appropris ed. v < .¢” niz own or that of others, hé utilized
in a more f=li~itcus manrer. "It has been said of
(Handel] that whatever he touched he turned to gold; but it
might with more correctness be affirmed that his Jjudgment

rejected what was not originally good, -and that the gold he

borrowed he refined."lO

6William M. Ivins, Jr., "Some Disconnected Notes about
Drawing," Harper's Magazine, December 1949, pp. 84-85.
Cited by Grout, History of Western Music, p. 445.

7Quoted in Constantin von Sternberg, "On Plagiarism,"
Musical‘Quarterly 5 (July 1919):39.

8Lang, Handel, pp. 562-566.
9 _—

10From'Paul H. Lang's "Forewar: to the reprint edition .
of Taylor, Indebtedness of Handel, p. viii. For a thorough
discussion of the moral and ethical issues involved in
Handel's appropriations, see chapter VIII of Taylor's book,
and pp. 559-569 of Lang's Handel. ’ "

cf. Lang, Larsen, Dean, Youn_ =t al. -

1
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One may well ask the question why Handel would spen&’the
time transcribing, refurbvishing and patching earlier works.
Only Handel could answer such a qguestion with autkority. At
best, the musicoiogist can onl& suggest hypotheses 1n attemp-
ting to provide an answer. Indeed, a number of reasoné have
been suggested for Handel's practice. The appareﬁt_haste
with which Handel composed some of hils oratorios suggests
that he may have been forced, because of the exigéncies of
meeting a deadline, to base portlons of hls new works on
earller models. The short period of time taken to compose
the works cited below would seem to impart some degree of
crediblility to the preceding statement, especially when one
realizes that each Bf these works occuples between two and

three hundred pages in full score:

Israel in Egypt (1738) [279 pp.] twenty-three day$
Saul (1738) [286 pp.] sixty-seven days
‘ (interrupted by 1llness)
Samson (1741) [796 pp.] about forty days
Messiah (1741) (317 pp.] swenty-four days
Belshazzar (1744) "2€67 pp-] thirty~four days
Joshua (1747) (199 pp.] thirty-two days i
Alexander Balus (1747) [213 pp.] thirty~four days

Handel's physical and emotional breakdown in 1737, re- .
sulting in a temporary dgtérioration of his inventive powers,
1s an hypothesis suggested by Edward J. Dent. The more

coplous' appropriations observed in ‘he works of the late

12

1730's would seem to Justify Dent's hypothesis. Chrysander,

. ’ q .
llArdrey, "Influence of Carissimi on Handel," p. 30.

lsz. Gerald Abraham, "A New Approach to Handel," .
The Score 26 (January 1960):50. ' R _
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in his Life. of Hance., claims that "1t was the impulse of hié
artistic nature to save from perishing musical‘ideas which he
saw lyling half developed or in én environmentjforeign to
them. . . . He instantly recognized where they belonged
and saw them in complete form and full of digpified péten-
tialities."l3_ Lang shares a similar view; hevstates that
perhaps "something in the composer's subconscious flashes a
memary'that.suits the modd, the affective requirements of the
. moment; it generates a creative spark, and since the age
placed little value on absolute newness, the composer re-
worked a good and usable iGea. ntY
It seems unnecessary to labour the® point. ﬁThat Handel
did appropriate earlier works in his new compositioﬂs'remains
a fact regardless of the reasons suggested. It i1s perhaps
important ﬁo hote here that in all of Handel's output, the
quénfitative’relationship of appropriated material to en-
tirely original works 1s small "even 1f allowance 1s made
for a gogd many [pilferings] still undetected."15 Bukofzer
suggests, moreover, that we must remembér that Handel appro-
priated more from himself than from others.l6
The techniques of appropriation used by, Handel range

from the development and expansion of a small melodic and/or

rhythmic motive to the wholesale appropriazépn of an entire

13Quoted in Taylor, Indebtedness of Handel, p. 183,
14

Lang, Handel, pp. 568-69. A » (/

15Dean, Dramatic Oratorios, p. 51.
16

Bukofzer, Music in the Baroque Era, p. 345.




section or movement with little or no déange. Tt has been |
suggested that "even when he used ancther composer's ﬁus;c

without altering 1t Iin any way, he d1d in effect alter 1%t by
the very fitness of the new context in which he set 1t."+7

Handel does not hesiltate to alter a performance medium when

appropriating materlal; thus, in Israel in Egypt, for ex~
ample, we find him‘transfgrming keyboard'fugues into choral
fugues on several}occasions. Often, dnly g few minof altera-
tions were made 1n the process of appropriating a pieée: a
transposition; a rhythmic—adjustment to sult the text; a re-
arrangement of parts; perhaps the omission of a few measures;
'and the impressian created 1s such that the altered piéﬁe

4

sounds as though it had been conceilved origtnally as 1t now

§%ands.18

Thematic ldeas from secular works, are also iﬁcor»
porated into sacred compositi;ns. Sedley T£§lor discusses
th secular-sacred relationship, and polnts out the fact k
that most of Handel's mtisic was not published in his ownjday;
thereby preventlng ”any.fixed association growing up between

music and words such as would make & fresh destination given

45

-0 . .
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to the former appear incongrucus or even lacking in reverence."

Bukofzer made an important point when t? stated that what 1s

"remarkable 1s the fact that the borrowed sections always fit

17John Tobin, Handel's "Messiah": A Critical Account of
the Manuscript Sources and Printed Editions (London: Cassell

& Co., 1969), pp. 157-58.

180f. Lang, Handel,.p. ?67.» o f

l9Téylor, Indebtedness of Handel, p. 165: P

.
.



: into the whole'without any stylistic in. -gruit
We may never know ;ith'certainty the' full

which Handel based his Qorkﬁbn eaflier MOdefé,

flikewise,_be aole,to 1list all of the conposers

Handel aporopriated Handel ~id not, boWevef

oilierinas to a select half dozen or so comoose

yMNEO” -
extent to
nor will we,

from whom

limit‘his

rs. In 1831, -

Dr. William Crotch, a Professor of Music at Oxford Univer-

sity, publiShed a 1ist naming twenty—nﬁne'composers to whomi

ot
- o

'Handel 1s- indebted

=

_Handel guoted or copied the works. of Josquin de Pr'ez,21

Palestrina, Turini, Carisgimi, Calviskius,
Corelli, Alsssandro and Domenico- Wcaglatti

Yrin- (sic)
Sebastian

Bach, Purcell, Locke, Caldara, Cdlonna, Clark, Cesti,

Kerl, Habermann, Muffat, Kuhnau, Telemann

Graun,

Mondeville, Porta Pergolesi Vlnci Astorga, Bonon—

cini, Hasse, etc.é
Crotch's use of "etc." implies either bhat furt
gation would reveal additional names, oOr. that 1

-

disclosed additional names. Crotch ultimately

her 1nvest1—
t had already

compiled a

list of thirty-five composers, to whichnseyen more names.had

been added by others. Dean points out;;however

, that many

of Crotch's "examples can be termed far-fetched because they

are nothing more thari mere coincidenceﬁor‘conventionalvmusi—

cal formulae of the age rather than ccnscious and deliberate

appropriations. Rejecting, then, thejﬁenuous eiamples, a

20pukofzer, Music in the Barogue, p. 3447

_2lShoul be'ﬁrio;

22

Citdd in Taylor, Indebtedness of Hanhel,
Cl

/‘\/ | '

p, xi.
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4
working list of about twenty composer; remains.23
From Crotch's 1list given above, and from the 1list In
the appendilx fo Sedley :aylor's study, there 1s one name
which is conspicuous bebause of its absence, that of HandeL's'
‘teacher, FriearichVWilhelm Zachau. Although Handel does not

seem to,have'appropriated specific works or thematic ideas

from his teacher théfe are,- according to Lang,

4 *
many traits we consider typically Handelian . . . present
in Zachow's music; it is spacious, euphonious, 1its
melody sturdily designed yet sensuous, it can be ?F
suave but also monumerital. Above all, this music ‘

is healthy and communicative; Zachow too had the o
ability--and the power--to be simple yet effective.

L

'23Dean, Dramatic Oratoriés, p. 52.

24Larrg?’Handel, p. 12.
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CHAPTER VI

1

HISTORICAL BACKGROUND

At the King's Theatre . . . this bPay [4 April 1739
. . . will be performed a New Oratorio, call'd '
ISRAEL IN EGYPT. With several Concerto's on the
Organ, and particularly a new one. . . . To begin
at 3even 0'Clock.l

v» Thus appeared the advertisement 1in the London Dally Post

for the first performance of Israel in Egypt, a work which

1s unigue in all of Handel's oratorio output. There are two
primary factoré which contrilbute to the uniqueﬁess of this
Work: 1)-except for four secco recitatives, four arias, and
three duets, the entire oratorio consists of a chain of
choruses, twenty-eight to be exact, nineteen of .which are
double chorgses; 2) this work représents the most'pa§§Cal
application of Handel's practice of‘apﬁropriation.

Israel in Egypt 1s in two parts whereas most oratoriocs

are in three, although Julian Herbage contended_ghat Israel

in Egypt "consists of the second and third parts'Of-aiﬁarﬁ7fZ§§§;,f
f&g which Handel never provided a satlsfactory first part."2. A

The work, as 1t now stands, begins abruptly wilth a secco

v )

1Deutsch, Documentary Blography, p. 478. The new organ
concerto was Number One, in F, of the second set, which
Handel had completed on 2 April 1739.

2

St
S

Abraham, ed., Handel: A Symposium) p. 92.

u9. . . . \‘;th



recitative. Because ather oratorios of Handel usually begin
with an overture, we can assume that it was probably not

Handel's intention to begin Israel in Egypt 1n a dissimllar

manner. In fact, what 1is now referr.d to as Part One 1s
‘headed "Ac. ye <" in the autograph manuscript.3 According
to Dean, Handel intended to precede "Act ye 2" with his

r s

Funeral Anthemy written in 1737 o~ the death of Queen Carol-

ine.q This, then accounts for the nonexistence of the over-

ture. Handel retitled the Funeral Anthem when incorporating

it as a first act for Israei in Egypt, calling the work

—

Lamentations of the Israelites for the Death of Joseph.D

The revival of Israel in Egypt in 1756 seems to indic%te

that Handel was nct completely satisfied with the adapted

Funeral Anthem as a first act. The performémce of 17 March

1756 (and most likely the performance éne_week later on
24 Mar-h) consisted of portions from Act One'of Solomon

serving as a substitute for the Lamentations.6 According to

Sir Malcolm Sargent, Handel on anotr- ~»ccasion dispensed

with the Funeral Anthem and prececz2d Laie »pening secco

—-

recitative with the overture to Sa.l '~ .or purposes of this

3George Frederic Hande{{/;;;Zelvin Egypt (Autograph

manuscript housed 1n the Britl Museum, R.M.20.h.3.)
4 .

Dean, Dramatic‘Oratorios p. 312.

i

S1p1d., p. 92.

6Deutsch, Documentary Biography, p. 862.

76. F. Haridel, Israel in Egypt, The Huddersfield Choral
Society and the Liverpool Philharmonic Orchestra conducted
by Sir Malcolm 3argent (Angel Records, Album 3550B, 1957),
Descriptive Notes, p. 4. , )

9



study, the analysis ‘to follow deals only with Parts One and

Two as published posthumously. .

Handel began composing Israel in Egypt on 1 October

1738, and completed the work one month later. Part Two,

a straightforward anthem-like setting of Exodus 15:1-21, was
composed first, and is titled "Moses Song." Part Two has
been described as "an Israelitish hymn of triumph over the
destruction of Pharaoh and his host. . . ; [it] leads to a
climax of jubilant devotional rapture. . . ."8 'Part One,
the narrative of which is found in the first fourteen chap-
ters of the book of Exodus; 1s titled "Exodus"; however, the
texts us®d in the oratorio are taken from Fsalms 78, 105, and
106 ana various verses from Exodus.9 Part One presents the
st“ferings and oppressiOns of the Israellites, the ﬁlagues
brought to bear upon Pharaoh and his Egyptian host, and the
miracle of the Israelites' deliverance from their bondage.

While the identity of the compiler of the above-

mentioned scriptures of Israel in Egypt 1s not certain, 1t

is possible that Handel assumed this responsibll_ty.

-

Winton Dean, however, suggested that Charles Jennens, the

libretﬁigt of Handel's previous oratorio, Saul, nfay have been

, 8Chorley, Handel Studies, p. 14.

9For the specific biblical sources of the individual
numbers see Handel, Israel in Egypt: A Sacred Oratorioc. .
Edited and the pilanoforte accompaniment by Felix Mendelssohn-
Bartholdy (London: Novello, Ewer, N.D.) pp. 1-1ii. The
biblical references are also given in the notes to Handel,
Israel in Egypt, Musica Aeterna Orchestra and Chorus con-
ducted by Frederic Waldman (Decca Recordings DXA- 178). In
this study, the biblical sources are given in the precils
which precedes the discussion of each movement.




responsible for the textual arrangement. Dean's hypothesis--

which exclains why Part Two was composed first--is "that some-

cne else (?Jennenslsic]) was not ready with the text of Part I,

which . . . would have taken longer to prepare. On this

supposition, Handel was sO seizel with the music that he could
- nlo ‘

not wait for the full text.

Israel in Egypt was not a well-received work in Handel's

1ifetime. Only eleven performances have been accounted for,
eight.of which were given by Handel.ll Percy Ygung has
stated that "the very qﬁalities which‘commend it to choral
socleties today were those which kept away the contemporary

patron: unadulterated choral music was fitting for the
. s
AL

) .
church but not the opera house.

The nature of the text,
however, suggests a choral treatment in that 1t deals with a
company of people and their ultimate déstiny.13 Because

Israel in Egypt 1s an account of "the progress of a people

from subjJugatlion and despalr to liberation and victory

‘ndividuals are absorbed 1into the mass so recitative and
14 '

" arias form a very small part of the whole.” A more

lODean, Dramatic Oratorios, p. 312. Dean also suggested
that perhaps Part Two was originally intended to stand alone
as an anthem, and that only subsequent to its composition
Handel had the idea of setting the account of the plagues 1in
a similar manner.

111p14., Appendix D, p..640. See also Deutsch,
Documentary Biography, pp. 478-80, u8L, 497, 597, 771,
783, 7904, for specific dates and places of performance.

12

Young, Oratorioss.p. 223.
13Abraham, ed., andéit\\$’5ymposium,vp. 95,

‘ The Chdral Tradition o(London: Hutchlson
Co., 19§2. New York: Y} W. Norton & Co., 1971), p. 125.

o



significant factor contributing to ~hé rejection of Israel

in ngg; in Handel's day--a factor often overlooked, 1f,

indeed, even acknowlepged by twentleth-century audiences--

was the literal use of the sacred scriptures within the con-
fines of the theatre. Alfhough biblical stories form the

basls of the libhrettos of Handel's 5ther oratorios, Israei e
in ngét 1s the first Handellan oratorio in which the text |
i1s taken verbatim from scripture.15 Manj of the religious,
pietistic people of the day consldered such a-practiée to

be sacrilggious, énd it became, therefore, a highiyAcontro-

- 16

versial 1issue. In spite of bitter opposition, there Qere

those who sought to defend Handel. An excerpt ffom an anony-

mous letter published in the London Daily Post the morning

after the third performance of Isras_ 1n Egypt (17 April

1739) will suffice to illustrate such defences of Handel and

his new oratorio:

And if People, before they went to hear it, would but
retire a Moment, &nd read by themselves the Words of
the Sacred Drama, 1t would tend very much to raise
their Delight when [they are] at the Representation..
The Theatre, on thig occasion, ought to be enter'd
with more Solemnity than & Church; inasmuch, as the
Entertainment you go to is in itself the noblest
Adoration and Homdge paid to the Deity that ever was

in one. . . . It/is the Action that is done in 1t, .,
that hallows the 'Place, and not the Place the Actlon.

15Dean, Dramatic Oratorios, p. 134. See also Smither,
Historx,‘2:2277n: / - -

Upor a thorough discussion of this issue, see Myers,
Early Moral Criticism, -

l7Deutsch,,bocumen’cary Biography, p. 482. The letter
is signed R. W.' It hds been suggested by Chrysander
(cited by Deutsch, p. 483) that the writer of the letter
might have been Richard Wesley. .

e ‘ - . o



Not only did Handel's use of scripéure within the
theatre resuX¥t in controversy, but also, as discussed in
chapter five, his practice of appropriation received its
share of criticism. While 1t 1s true that the number of .

Handel's appropriations 1s small in comparison to his entire

output, the oratorio Israel in Egypt representé his most
concentrated example of the practice. Perhaps, as Percy

Young states, Israel in Egypt ought to be considered as
w18

"an anthology, cGrastically edited. What follows
here 1s a summary of the appropriations which are founa in

Qhe oratorio.

Of the thirty-nine numbers in Israel in Egypt, nineteen
are baséd, either in whole or in part, on earlier works of
Handel and othér composers.lg' To be mathematical for a
-moment , one’could say that 48.72 per cent of thils oratorio's
movements can bé traced to earlier sources. Part One con-
sists of sixteen numbers of which nine, all choral pileces,
are based on earlier rks. Part Two, consisting of twenty-
three numbers,,éontains.ten pieces which defive from other
works. Of these ten pileces, seven are for choral forces;
the remaining three are.duets.- Earlier works of Handel
account foy four of the nineteen appropriated numbers, the

rem@inidg fifteen being predicated upon other composers'

.

works. The composers upon whom Handel drew are

18Young, Oratorios, pp. 92-93.

l9For' a comparative study of the appropriations in
Israel in Egypt see Taylor, Indebtedness of Handel,
chapters six and seven, pp. 47-163.
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Johann Caspar Kerll (1627-1693), Dionigi Erba (2=2),
Francesco Antonio Urio (1660~7), and Alessandro‘Stradella
(1642-1682). Their works which Handel used in Israel in

Egypt are an organ canzona from Kerll's Modulatio Organica,

a Magnificat by Erba, a Te Deum by Urlio, and a Serenata,

"Qual prodigic e ch'io miri,” by Stradella.?® The works

" which Handel appropriated for Israel in Egypt from his

earlier output comprise two fugues (nos. one and five) from

theA51x Keyboard Fugues (ca. 1720), a section from the Dixit

Dominus (1707), and the tenth Chandos Anthem, "The Lord is

My Light" (1717-20). The four works by Handel, Kerll's
- canzona, and Stradella's Serenata are used in Part One of

the oratorio. Erba's Magnificat, Urio's Te Deum, and a five-

note motive from Stradella's Serenata are appropriated in

Part Two.

2OPercy Robinson, 'in his book Handel and his Orbit
(Manchester: - Sheratt and Hughes, 1908), and in other publi-
cations--"Handel, Erba, and Urio," Musical Times U6 (December
1905):800-801; "Erba, Urio, Stradella, and Handel," Musical
Times 65.(July 1924):607-608; "Handel, or Urio, Stradella and
Erba," Music and Letters 16 (October 1935):269-77; "Was
Handel a Plaglarist?" Musical Times 80 (August 1939):573-77~~
has attempted to show that the Erba, Urlo, and Stradella
works are earlier compositions by Handel. Stradella's"
authorship has, however, been convincingly substantiated by
Edward Allam in "Alessandra-Stradella,"'Proceedings of the
Royal Musical Assoclation 80 (1953-54):29-G1. Winton Dean
inDramatic Oratorios, pp. 53-54, dismisses Robinson's argu-
ment on the basis of the Tack of solid and convincing evi-
dence. J. Merill Knapp, in his introduction to the republil-
cation of R. A. Streatfleld's Handel (London: Methuen & Co.,
1910; Reprint ed., New York: Da Capo Press, 1964), p. xv,
concludes that Robinson's thesis "has generally been dis-

counted."” :




The following tables list the specific pieces in Israel
in Egypt which are indebted fo earller models. To facllitate
referénce to these earlier models, the published sourceé of
the earlier works are given, including title, volume, and
page numbers. In additlon, page references are given for the
parallel szical @uotations in Sedley Taylor's study. Théh

following abbreviations are used;

-

HW2 Handel's Werkea; Vol. 2 Keyboard Music
‘Hwi6' " " Jol. 16 Israel in Egypt
HW35 o n Vol. 35. ° Anthems II

HW38 " " Vol. 38 Latin Churbh_‘

Music

HWS I Supplements: containing 52
Sources to Handel's Works Vol. T Erba's Magnificat

HWS II " " " Vol. II Urio's Te Deum
HWS III " " " Vol.III Stradella’'s
Serenata

HAWK II Sir John Hawkins' A General History of the Sclenceis,
and Pracnice of Music, Volume II of the reprint
edition.

21Fr1edrich Chrysander, ed., Georg Friedrich Hindel's
Werke, 96 Volumes. Vol. 49 not published. (Lelpzig:
Breitkopf and Hartel, 1859-94; reprint ed., Farnborough,
Hants, England; Ridgewood, New Jersey: Gregg Press, 1965-66).

22Friedr1qh Chrysander, ed., Supplements: . containing
Sources to Handel's Works, 6 Vols. (Leipzlg: Breltkopf and
Hirtel, 1888-1903; reprint ed,, Farnborough, Hants, England;
Ridgewood, New Jersey: Gregg Press, 1968).

\ 2381r John Hawkins, A General History of the Science
and Practice of Music, 5 Vols. (London: T. Payne and Son,
1776; 2 Vol. Reprint ed., New York: Dover Publications,

1963).
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e ! CHAPTER VII

*

%

’GENERAL CONSIDERATIONS, RECITATIVES, ARIAS, AND' DUETS

(..

'Israel in Egypt is scored for two four- -part choruses,

six solo ‘volces (two sopranos, contralt-, ten®r, and two
LB

) basses), and an orchestr- onsisting of 'strings (violins
violas, violoncellos and aSSes), winds (paired flutes .

oboes,, and bassoons) brass (two trumpets and three trom— :

-

"boneS) timpani, two ¢. ~n.is and a harpgichord - It shéuld be
i
noted that the flutes are not regular participants in 'the

wind section of the orchestra, appearing in only one movew

‘ment in the entire oratorio (No. 10, "But As For His Peopie>)
where they function at times independently of the oboes \\AAS
notable feature of the orchestration is Handel’s employment\\vf

. in thirteen choruses, of three‘trdmbones, instrumen* s from

o

9
&
-\’/ .

which little 1s heard in orchestras of the eighteenth cen-

tury 1 Indeed with the exception of Saul Israel in Egypt

- and Samson, trombones do not appear at all in Handel's ora-

torios, perhaps due to a 1adk<of skilled players.z_'

-
*

lW F. H. Blandford "Handel's Horn and Trombone Parts,"
Musical Times 80 (1%39): 79M " See also Adam Carse, Musical
Wind Instruments (London, 1939; reprint ed. s- New York: Da
Capo Press, Inc., 1965), p. 256. ,

2

Dean, Dramatic Oratorios, p,‘79.
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The main tonal centre of Israel in Egypt 1s 'C, with each

of the oratorio's two parts’beginning and ending in the .same
_tonality“(Part One, in C minor, anc 2  Two, 1in C major).

The*fdﬁali ty. of m1nor rarely occurs 1n Handel's output;

"1t 154?V01&bd fn the keyboan@ muslic¢, in the organ col ‘rtos,

_#
ﬁwfinfeCLS bnly one of the concerti grossi, and stands 1in .the
Ancrg%érios in notable isclation. "3 The oratorio Saul, .com-

~" Vpleted only our days before Isrzel in Egypt was started,

&&¢so utilizes the tonality of C minor. Although C mincr
OccUrs infrequently, Handel showed, according to H. J. Fink,
d preference fO“ C rinor in situations involving grief and

' distress 4 The first chorus of Israe. in Egypt the text of

which deal s/with the bondage, distress, and opnression of

the IsraeTi*es, clearly illustrates thils cénnection 5 Addi-

v ©

sional coma.onts pertaining to tonalitygand tonal"’ relation—

ships, both inter- and intra-movemental, will bg:made within

the context of'the analysls of the various musical categories

outlined below.

X s W

_ e ’
Each.of the thirtyiﬁine numbers6 of Israel in Egypt

)

Y ml s ra Or OS po 9 .
Y? g ,

uFink ”Affgttiqns and Handed}," p. 138.

SPercy Young in QOratorios, p. 92, mentions other ora-
torio choruses of lamentation and mourning which are in C
minor: "Ye Sons of Israel Mourn" from Esther, "Mourn Ye
Afflicted" from Judas Maccabaeus, and. "How Dark, O Lord,

Are Thy Decrees™ from Jephtha. o u}&,“mﬂ

G 6The individual movements of Fsrael in Egypt a¢g‘uﬁhum-
bered in yolume 16 of Handel's collected works. The némber-
ing of the movements adopted in this study corresponds %g:the
numbering used by Dean (Dramatic Oratorios) and Taylor (Ig:
Debtedness of Handel), ds well as several other sources. -

7 ' : L
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belongs to one of s°x musical categories: (1) sg:gg recl- .
tative, () aria, (3) duet, (%) extended hgmﬂghonic
chorus, (o 311 prelude and fugue, and (&*2§ﬁntraountal
chorus. Each of the movaments in the or57",if will be ana-

lyzed under one of these six categories for whatever signi-

ficant relationships as may exlst both»within a given ' 3

“classification and between the familial types anis~

involves the recieatives, arias, and duets, the chaoters‘cehu{

follow are devoted to a discussimiof the various types of

charuses. . L e , AN
{%‘ . : ‘ efn . R -

Recitatives - - e . .

:

) There are four recitatives in Israel in Egypt, two in

each part: Part One, NosR 1 and 3; Part Two, Nos. 36 and
38. All four recitatives ‘are of rhe .§ecco type. Theodor
G8llner has suggested that the few recitatives and arias--
and’' I would include tne duet:%%ere as well--serve almost as
artificially attached periods of relief from the prevailing
choral writing. 7 This is, perhaps, not an unreasonable'
suggestion with respect to Part Two of the oratorio, which
contains, in addition te fifteen choral numbers, three of )
t-the oratorio's four arias allithree of the duets, and two

“of the recitatives. When considering Part One, however,

-the ‘two recitatives and one arla occur early in the work
e ‘

= 7Theodor G8liner, "Zur Sprachvertonung in- Hindels
ChBren," Deutsche Vierteljahrsgehrift flr Literaturwissen-
“,43chaft und Gelstesgeschichte T3 YDecember 1968): 481.

a
’
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(Nos. 1, 3, and 5, respectively), and they ¢an hardly be con-
sidered as points of relief, unless they are preceded by

other choral numbeés. The only plausible interpretation of

, -

.G8llner's remarks 1s that he 1s recalling the fact that when

. Israel in Egypt was originally presented, the now-referred-to
. Co -5 ‘ L

first part was preceded by the FUneral_Anthem'Whichjgonsists

of én’unbroken chain of twelve choruseswi',i _" . .

-

[N -q

Tne nar“ative texts of the recitatives are¢set in the

customary declamatory style. The last three Ekaeures of the

A

. second recitative are, however, dram%ﬁically disgincﬁ
any other passage 1n the oratorio's ;ecitatives (See
example 1). There are three factors which contribute to the

i
;;g? | am

Example 1, Recitative, "Then Sent Heqﬁases," meas. 6-8

(p. 17, ‘system 2, meas. 3-5). 8 4 A
i+ — : } -
T —F : £ E,-u,

B He  turn-ed +heir Wa -ters in - 4o blood.

l t P — —
E - &
Y -
’ K ®
}‘ = - . " -
;l" -~ - —a

"
I .
: ‘.

8G F. Handel, Israel in Egypt, Vol. 16, Georg
Friedrich Hlndel's Werke, ed. by Friedr#ch Chrysander
{Leipzig: Breitkdpf & Hir.el, 1863; reprint ed.
Farnboreugh, Hants, England; Ridgewood’ New Jersey, Gregg
Press, 1966) Unless otherwise indicated, all musical
examples will be taken from this wolume. - To facilitate the
reader's use of the score, the captions foruall examples %éﬁ'
will indicate the following information: type =nd title of
the movement, measures of the plece shown, pags rumber in
16 with the measures for the given page wheie the
e can be located. Where musical exaﬂﬁles gre drawn

-
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'z . ‘
uniqueness of these three measures: (1) the insertion of a

~—
~

tonal Signatg,re_d,_.‘;\r\:’_gggs‘{;;re 6 of the recitative-(the recita-
tives, otherwise, do nét éontain goﬁ;l Sigﬁ&tufeé%valong;witﬁ
the resta meter signature (C);4(2) a very emphatic rhythm
at ‘ fds-"He turned their watefé into blood" which con-

trasts with the%ﬁreéhvmore declamatory style which otherwise

prevalls in the recitatives; and (3) the absencefof instru-
mental support. The suppressihg of the basso continugvin
these measures should not be construed as an oversight by
Handel; rather, I believe, Handel's dramatic inspinct;éan be
observed here. Instrumental suppqrt here would havg produced
an unnecessary distraction-from the dramatic character of the |
text, the stafkness of whiph is undérscofed by the vocal line,:
which is confined to the notes of the G piqu triad. Har-
monic continuc support would have.regulteé‘ei§h§r in a | ’ wg‘
(needless) dﬁplication of Ehese notes, or in a compliéated

Ay . N

weakening of the effect which they produce. The intense

“/impact of Handel's writing here has been referred to as '"one

of his greatest strokes of musical rhetoric.éﬁv Decisively

enunciated in thistfinal recitative from Part One 1s the

_f%ﬁé&ﬁgf’theAten horrible plagues which ultimately result

Ta By

K- B

R A ,
from’otﬁﬁr;vp§¥mbs from the collected works of Handel, the

-appropriate: ydlume riumber and title, preceded by the desig-
‘nation HW,®POr*Hindel's Werke), will be shown as well as
»page number and measures from that page shown in the example.

Examples from any other’%gurces_will be documented ' a

- footnote. 4

i

, '9Dona1d'F. Tovey, Essays in Musical Analysis,. Vol. 5,
Vocal Music (London: Oxford University Préss, 1937), p. 9.
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in the victorious deliverance of the Israelites.. The opening\

recitative and chorus, which Macfarren refers to as the Pro-

logue, and which recounted the bondage, sorrow, and oppression
| nl0

-

of the Israeiites, is now over,'and the "real action has
begun (in the second recitative).

As mentioned earlier, Handel avoided consistent use of
specifilc musicdl formulae to represent specific affections.
Névertheless, according Eg Fink's studyﬂ Handel shows a ’
preference for the diminiéhed seventh‘chordDOr diminished
triad to express dramatic words, phrases, or the more intense
. emotional situations.ll. Three of the four recitatives in

Iérael in Egypt utilize such chordal structures. Diminished

seventh cherds occur in NHS\J at the words "made them serve"
' : Wk ' :
(p. 1, meas. 5), and No. 3 =t "servant, and Aaron" (p. 175
. : : A
meas. 2). Diminished triads are found in No. 3 at "these:

.'.

éhéw'd H1d sign" (p. 17, meas. 3), and No. 38 at "women w;nt
out after her with timbréls"'(p 5257, meas. 4-5). Perhap;
the Israelite's emotions of grief and distress implied by the
~words "made them serve," and the Egyptian's fearfulness be—

; cause of the signs 'shown to them called forth these disgﬁﬁf
énces; otherwise, there does not appear to be ény speciﬁic

C éffective“r%}at;onship between these chords and the textual

material

Tonally, the first and last two recitatives emphasize

the pillars, the dominant and.the subdominant, of the main

\

loMaéfarfen, Analysis, pp. 7-8.

llFink, "Affections and Handel," ppﬁflGu-6§.

-
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'tonal centre o: the oratorio. Nco. 1 begins on an F major
triad and ends on a G major triad, the latfer functioning as
the dominant of the C minor chorus which follows. No. 36
(see P. 257) begins in C major, the tonality of the preceding
‘ chorus‘("The Lord Shall Reign Forever"). The recitative |

terminates with a G major triad which functlons as the domi-

nant of the repetition of the chorus which preceded the reci-.

tative. The final recitative (p. 257) bvegins with an E majof
triad in first inversion, sogewhat distant from the C major
conclusiom of the thorus (alghough the triad could be inter-
preted ﬁs v or vI in' C), and arrives in the final measure on
an F major triad, the subdominant of C. The concluding move-
ment of the oratorio, in C major; ehsues.

An analysls of the contiﬁuo bass lines of the four reci-
tatives reveals no significant ﬁelodic relationship; but an
examination of\the chord roots and their related harmonic
functions shows a pattern common to all of the recitatives
(see the, V- I - IV - V - I functions bracketed in examplé 2
below). The figures notated beloygghe bass lines in the
example do not appear in the autoé;éph manuscr;pt, but are
provided here on the basis of the reallzation of the bass
shown in Chrysander's editlon of the orafgrfb. The forward
drive of' the strong hargonic‘movement which results from the-
preponderance of descending perfect fifth-root movemeht:(see
the bracketed pitcheé in the- example) 1ﬁpafts a‘séhéé‘ofﬁg
urgency and direction to the recitatives. Because of the

violoncello aoubling of the bass line (producing a sustained

S

23

3

67
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legato effect), the listener would tend to be extremely

conscious of thils line.

Example 2. Continuo bass lines and corresponding chord roots
of the four recitatives in Israel in Egypt. (pp. 1, 17,

-
No.1 (p-1)
Bass ‘;7L: b - - 2] L S—— =
Lina,. [Z o : : '
’ © 4 6 6 HE A &
2 b ‘;% #R #u

Cherd

Line

Chord

Bass
Line

Chord
Roots’

Line

Chord
Aosts

%
¥y
2



Arias

No. 5. "Their Land Brought Forth Frogs"
Contralto Solo
Orchestration: first and second violiné and continuo
Tonality: E~flat major
Meter: 3/4
Performance Deéignétion: Andante N
Textual Source: Psalm 105:30, Exodus 9:5,10
This aria, whlch recounts the se&ond of fhe ten plagues,
is the first extended movement in the ore rio in a major ,
tonality, E-flat, the relatilve majér of the princ;pleatondl
centre of Part One. Ité submediant tonal relatlonship toﬁthe
preceding chorus in G minor 1is the first of seven ! termove-
ment tonal relationships involving a shift of a descending
ma.jor third. 12 S i
= . The most significant element of this movelfent is the
orchestral acpompanimgnt. Handel has writ%en a disjunct,
dotted-note pattern for‘the violins (see exampie 3) to repre-‘
sent the leaping of frogs. Tovey feels that Handel probably
enjoyed lettingnthe orchestra "hop in a pretty pattern through

" the shocking tale"!3 and sdggests that he wanted to create a

humorous quality to the aria.

lch Nos. 11- 12(E toC), l2- 13(6 to E- £1at),
22-23(A to F), 23-24(E to C), 28-29(G to E-flac), and
34-35(E tg C). a

13povey, Essays, 5:89-90. g




Example 3.

-

Aria, "Their Land Brought Forth Frogs,"
meas. 1-10. Intrcduction {(p. 23, meas. 1-10).

70

Andante.
e =
johno i. - y o e = t ) e ve —— Xt > o X

[ - \-E' i m ™ . r & N >
Violtwo II. s et TR : e =
"7 LA Ld 4 hi d * #
y-y VUGN JPPL . A -~ .
B ey S ¥ X e F= ——F X
T + — -~ T - -~ =
S e .
=== 3 = S e 2 SSimms s
Notwithstanding tlie su~ncessful imitation by the wviolins of
( . L e
leaplng frogs, Handel's choice of texture and ogchéstrationg
~in this aria results, I think, ndt from a desire to be
humorous, but to provide a contrast with the preceding biéces
and the chain of choruses which fellows. - |
This is the first plece in the oratoriohin simple triple
CEE : '
meter. Example U4 below 1llustrates the typical hemiola pat-
tern observed cadences not only in this aria, but also in
Example 4. Aria, "Their Land Brought Forth Frogs," o
meas. 56-58. A typical use of hemiola (p. 25, meas. 11-13).
. »
—— T
AH”" 3 3 : ¥ | g—'
| 1 A e
s blaing broke! forth| on___ | man and | beast,
; v } r :
(. £ 4 1
) ra Ll +
e I : ,




other movements in triple meter.14 The most striking non- #

: cadentlal shifts of metric stress occur in mea?ures 18 and 23 &

at the word "their"'(see example 5). Notice, as well, the

”,gradual reduction in motion from J to J to J (meas. 1-
) ) ' 9

2 of example). The purpose nere 1s that of word emphasis--

not even the kihgs were exempt from the plagues.

Example 5. Aria, "Their Land Brought” Forth Frog.. ' meas. 18-
20. Shift of metric stress (p. 23, meas. 18- -20).

c

Ul

1 8
L L8

in  their  Kingd’ cham- - bers,

. With the exception of four melismatic passages in théﬁ
aria (meas; 25-29, 42-45, 65-68, and 76—80),~the primary puf—
pose of which appears to be gzsmattering of wvocal diSplaﬁ,
the text is set syllabically to a melody which is diatonic

’
within the tonalities through which it moves (E-flat , B-flat,

G minor, F minor, C minor, and E-flat). The rather unexpected

tonal shift down a second (G minor to F minor) which occurs
in measures 50-54. (see example 6) accentuates the change in
textual matter which occupies the remainder of the aria. The
}silencing of the violins in measures 50-58 also serves to

emphaslze the_first complete statement of the new text, which

luEight ofasna”oratorio s thiwty~n1ne movements are set
in triple meter (se '4lso Nos. 7, 10, 16, 22, 28, 32, and 34);
except for No. 2, which is in compound meter, the remainder

.~utilize duple ‘meter or multiples thereof (predominantly c,

| occasionally ¢)

e
T - Lo
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Example 6. Aria, "Their Land Brought Forth Frogs," meas. 50-
54. Tonzl shift from G minor to F Minor (p.25, meas. 5-9).

%

¥ _ I
¥

A \

{ Z

(11438

3

}
He | gave their cat-tle 0 - ver tuthd pes-ti '-N lence;

Basi [, L B a —%
: ‘

' F
(») #g 3 6 |

no longer deals with frogs, tut «!'h rhte pestilence of blotches\‘
and blains that affected bcun man and beast. Once this new
textual material has beeh stated completely (meas. 50-58),
- Handel reintroduces the leaping violin figﬁré, first as accom-
panimené (see meas. 59-62, and 71-76) and then asrconcluding
coda material (meas. 85-90), thereby unifying musically the
second half of the aria with the first half. |
No. 28. "The Enemy Said"
| Tenor Solo

Orchestration: strirgs and continuo

Tonality: G major

Meter: 3/8

Performanée Designation: Andante

Textual Source: Exodus 15:9

-Not until the mid-point of Part Two of Israel in<Egypt

do we reach the second aria, the most spirited and animated
of the oratorio's four solo pleces. The Red Sea hadfbggngf7ﬂ

divided (in the previous chorus), and Pharaoh now ﬁfodia}ms~~



destroy the Israe€lites as they pass ﬁhrough the divided
waters. Apart from the textur: -Ntrast this movement
affords, the aria is significa-* .. cause it is the only:piece
in the oratcerioc which répr~ nts the veice of the enemy, the
text emphasizing the first person singular: "I will pursue,
I will overtake, I will divide."

B The sixteen-measgﬁgforcheStral prelude, of which_the
flrst seven measures are quoted below (example 7), gpntains
thé essential melodic, harmonic, and rhythmic material of

“he entire meyement. The vocal line of Pharaoh's aria shareg

.
similar melodic and rhythmlc patterns derived from the

Example 7. 'Aria, "The Enemy Said," meas. 1-7. Introductory
material (p. 205, meas. 1-7). -

Andayte. . R m

.
£a4 i~ _l======_._2====' AR e
v 4. + ity m— s
Yiolino I. e > i R e S Ss —— e
1 | S——— v
o e R—
Violino II. X e e e e P —
e A R R v N TN ST
e | e | 2 aA__la

Viola, == = et : =
TENORE. E: x = = =
Tatti Bassi. PR = = = e

-orchestral prelude. These pattéyns are [ "equently ‘treated
4 i -

in-a freely imitative style as iilustrated in example 8 below.
The melodic line 1is characterized by a number of colora-

tura passages on partiéularly significant words such as "over-

Perhaps thgse sixteenth-note

take," "divide," and "destroy."

vocal melismas as well as fhé.:wyy‘o:chestral playing--the

) B ‘3:‘.») ,
LI

73



" Example 8. Aria, "The Enemy Said," meas. 20- =31, SI*SM.

Vocal=-orchestral imitation (p.v205, meas ~ 22 p.'206,v

meas. 8-14;p. 207,meas. 7-10).

[
a:i pop P {(‘ g( —] Al
— ) -
Vn1 < L -+ T —
me——— | ——

-y F— - y N j‘ I> Or#- rf —

- + - T -3 o LL_'A‘F—F
enor H N i 3 -

t N1 ]
(por)'- sve I will o-ver-take, J Cover) - tnke 1 will di-
G

Yre, 'f"7 "-m '

I

— - e ——
— — — —

Tenor - ¥ T 1 -
2a., - ; L
V|de, '
2 [ b L.
Vn 1 v 3 1 T
O L S— T LA
B e L _— !
i i' ) k _——d _.J
M A
T - s L ™)
. TS BN 25> 2 -1 T
Yoo e ;L P
- s ,.’ :i:.; 73
Y T ‘J ;',q:-v.&
~— - _ o g
y » =T §
1 1 i K 2 y 1
Va. 7 I i 4 . -
= FF Y
r~ ~— ’ <A B
i =~ ﬁ' g : — "*: -
—t A = ar - —p—
Tenor i F = DO ] e | it
said: I will pur-x.sue, I will a-ver—m‘f

majority of. the aria s 111 measures consists in one part or:*

another of sixteenth notes——represent "tthe enemy aSﬁﬁierce

q

o

Sy

7U

o
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in Part Two in G mador——stanc i-  dominant relatlons

' the main tonal centre of Part . .There appears, t

‘with the rapid'melodic'rhythm 1s the considerably slower

and 1impetuous, impuls;vely giving vent to hie powerless

P - 3

l - :':,; . - oL »!
anger. . . ." 5 o _ o LT

2

‘According to Hugo Leichtentritt, Rudolph Stgglich "has

observe&'ln many opeéras and oratorios an apoarently planned

Architektonik der Tonarten, extenﬁ&ng over whole acts. n16

Such matters, then, as the order of tonalitles and tonal
o :

"contrasts are considered by Steglich to be of vital signifi-

cance 1in the desﬁgn or structure of many WOTKS . The G ma36;

tonalit y of the arta under di- asion--this is the only plece

to

be a macrotonal plan underlying Part, gOAOf Israel in Egypt,

a tonal plan’which begins in the toni "mpves’to the'dominant

at the mid- point——the aria is the twelfth piz=ce of Part Two S

twenty th;eevmovements——and returns to the tonic for the con-

«

J -
clusion. Epe aria is ‘preceded by a chorus, the D major

tonality of which®functions as.ﬂominant of the solo plece,

-and 1s followed by a chorus in E-flat major.

’

‘The rather conventional harmonic structure of the aria--
with 1ts typiCal nodulations to'the‘dominant and subdomi-
nant-—does not appear to ‘have any 1ntrinsic expressive

function, rathefﬁ 1t serves as the underlying support for

‘the anieizid‘melodic and rhythmic activi y. Contrasting ,°

' B o
15Macfarren;yAnalxsis; p. 23. s

lsneichttﬁtrité,L"Hanqglis Harmonic Art," p. 213.

o
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W

._*harmonic rhythm. . Usually one c¢hord per measure is implied,

Jitéasmonally.one chord is exterded so as -£o last for two

FW.c measures. : _ -

.ﬁ’ . S -
With two exceptions, the rhythmie strésses of the text

~

well adapted to the triple meter of the plece. ffThe

exceptions occur at the words "The enemy sald " the first 3
word ijwhfch in measuresq&] and SO is set to. a. metrically

stgong beat. Tovey has suggeSted ”however;, that in addition& o

- to the. hemiolic patterns found in tpiple fime cadential

Example 9. Aria, ”The Enemy Sa&d fr measﬁil? ‘Ostensibly '
’ faulty word accentuation (p. 205, meas. 17).

s‘.f’

R

The ?”a . - my ea-hlz , —~

' fopmulae, "there 1s a téhdeney‘: .o %%r duick triple time © o~

to éuggest the grouping one,5TWQ, three, one, TWO, three,

rather. than. s two,‘three."17. Aécording to Totey, then, -
R .

n of the t#o measures in question "1s not.as o
28 AR o o
" - . . 4 I .

The climax of the aria occurs in measgres 92~ lOl the .

faulty as 1t looks.

vocal part‘emphatically "and dramatically reiterates that the
Israelites will be destroyed (see exampl- 10 below). The -+

intensification of sixteenth notes to triplet sixteenths

1§govey, Eséazs, 5:108- 109

laIbid
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&

”'ﬁﬁichqbccurs in measure 94 and+95 has been prepared earlier

in the aria.(see meas. 69-70, éhd meas. 83). In measures

92;100u'however, the vigorous Orchesfra%Eactivity ceeses;“

-~

“and the vocal part is supported only by the continuo. The

-2 .
sudden textﬂral‘cbgtrast coupled with'the melisma at the

word."destroy" ﬁroguoes a dramatic conclusion to the arda
\a " ,~.' +

“An orchestral coda based on the introductory material

IS

w’.‘.
concludes the piece.

S " - :; R ’;/

L 77

The>corona 1r me, °£% nd the rests which follow, pro-
7 ?) [
.vid@ an opport : he performer to improvise a brief
‘vocal ®adefiza. - Vo e L ke PO
, e L, » K ¥ )
3 SR . w : : :
2SR gy ‘ oy L - R
Example lO " Aria, "ThedEneﬂ§ Said," meas. 92 lOl Climax,ofm.
the movement (p. 209, meas. 4= 13E. A L
‘g‘: L i . &H . ) @ ) ’ . . M -&:'
SR - 1 Py  —— hr
" ¢ ¥ | K3
Teror — 1Y _ ayg 74+
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My [hand shal dey fetroy_c, 1 N\ them, my
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fid

io. 29‘, "Thou Di?( )
Soprano Solw

Orchestration: paired dboes, bassoons 1n unison, viola,

-
&

violoncello, string basses, and organ.

Tonality:” E-flat major

Meter: C.. |
Performance Besignation- fAndante‘larghetto < v
Textual Source: m}odus 15:96 - ' e

Although tigis aﬁla Lssiﬁe shortest of the four (37

measures), it 1is, becaube of its unique orchestration and
- C

istructure, the most distinctive solo in the oratorio. The

kind of musical pun here, in thus illustrating the words

-twoﬂﬁpper parts of the accompaniment are. assigned to oboes-— P

'.~\.v

Ebenezer Prout suggested that perhaps»Handel intended
"19 _

_and the baSS‘léfe, a four—measure ground bass patte@n which

. {
occurs seven,tiﬁes in the’dria, is allotted to the violas,

'violoncelli bassoons, and organ. The appearance of the

‘string basses is lﬂmitej to the four-measure introduction

eletal versdon of .the ground bass in
et

*here they present a sk

- a rhythmic pattern which 1is used Iater in the piece both by

~and bass line is essentially contrapunt~l.

-8 u‘&
the oboes and thé’;oprano voice’, The primary functiqﬂgﬁ#ﬁ ég

the string basses is to emphasize the harmonic structure oé%
6

-

- VI- v116 -I-V-1I).

wr

tnefround bass (I - VI - IV -V - I

The rour-part texture of,the two oboe parts,-ﬁocal line,"v

~
)

.
.

» I?Pscun, "Handel's 0rchestrati6n;ﬁ p. 258.

o



Example 11.' Aria, "Thou Didst Blow," meas. 1-4. Introduc-

tion (p. 210, meas. 1-4). o
] ;. = = ——
boe-" 3 L ¥
Oboe 2 7
—R——f‘?‘ -
Obae 11 X : ¥ e
=2
SOPRANO. - —
o o N v;'D‘l' u?.l“l
Violoncelli,
Fagoti B e
e Yiola. - . )
Contrahassi. 2 : AT ' e ;
. b . T ,‘ & *
s g s = z ,
¥ L o y L ] F3 X
g‘ il _ } | o
J/) N S e - Thou didst
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* ' : '.' = ¥ ' -
' SR JRCr a3
- et ¥ .
. . R === =
[
o : D wIy

ﬂH (1]

) f
| : LJ'
a s
. a4

Unlike the othen arias, -this movement is non-modulatory,
> .
and with the e;ceptidﬁ of onq note (A-natural for the second
oboe in meas. 20) 1is completely diatonic Two:chords{ﬁer

L g

measure are implied except at the cadences whene the harmonic
';pao&.quiokahs'ﬁageue!ample 11 above) The bass line, and
ence the cadence, 18 slightly altered ;hen the voice is pres-
ent (rrom V116 - I ~V -I to II [II -II] -V -1I). Compare_
"pthe cadences in example 12 below with that of the 1naﬁ'ument31;
‘1ntroduction shonn above (example 11) In two 1nstances -
ii(gega. I3‘1h and 18-19), this. altered cadence (hee example 12)-



ous- sixteenth—note motipn in one or another of the parts not =

80

avoids what would otherwise “be exposed direct octave movement
between the voice and the bass, and in another case (ms&s. -

*

8-9), paraliel octaves. Perhaps more signiﬁf’ant isathe

(3 . ’ B “"~_.\

Example 12. Aria, "Thou Didst, Bloﬁg .me¥s. §- 9, _ang meas,.
13-14, Cadential formula of thé” é%ound bass when used in
‘conjunction with the solo voice (p. 210, meas. 8-9;

. b 211 meas -5y, - , 5 E%

L

constant OVerlapping of the vocal phrases both with the ggound
bass and oboe parts. The overlapping phrases tend to de--

emphasize the cadential feeling -Indeed, the almost - contiqp~

e

‘—only tends to conceal the cadences, but creates a feeling of -

K

f contrast. -

' perpetual motion, symbolic, perhaps, of. the undulating waters

which consumed the eneqy . To provide textural contrast,
Handel silenoes thggﬁboes in measurea 22, 23, 25, 29, and 30
Five beats of silence between each of the first four appear-

anqgs of the ground bass pattern provide additional textural

» .
R

~



At he w- is "they sank as lead" Handel employs a des- \Qgi\g\
cénding pattern for the volce and oboes, the fhythm of which
comes from the string bass material of the introduction.‘ In .

the example Eeiow, notice too, the overlapping of the vocal

4

phrase with the ground bass cadence

k4

Example 13. Aria, "Thou Didst Blow," meas. 17-19. Rhythmic
relationship of voice .and oboe parts to orgning double
bass measures (p. ?ll meas. 7 to-p. 212, meas. 1).

-

@;:,;
losd io themighty wa..
. Blei uluunchgu”n- .-
\.. 4
There is a relationship which exists between this aria
~and f%e double chorus, "The depths have cover'd them" - - 7 .

(No. 23) A comparison of example 13 with the illustration ’
below from.the double chorus reviels similar musical treat-‘

ment (a descending pattern) of words expressing the same.idea.-?

. ‘ : ) . g | Y 'g .
. .
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Example 14. Double NC:Horus., "The depths have cover'd them,"
meas. 1l-4; 9-12 (p. 16%, meas. 1-4; p. 171, meas. 1-4).

2
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a LT - < »—
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C—— —
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o i The
Die
ALTO I =
= £ I\ e s
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No. 34, "Thou Shalt Bring Them In"
éont;alto Solo
Orchestration: first and second violins, and continuo
Tonality? E major ’
Meter: 3/8
Performance Designatiohs: Largo; e mezzo.piaﬁﬁh_

Textual Source: Exodus 15:17 v“;g'; L

The texts of the three previous arias deal with destruc-

tion or the threat thereof, but upon reachiné this final aria,

a marked contrast is evident We encounter here a. te&t which

P

>
’.”'r' : P R . ! - g
. e g

\‘{veness of this aria lies$in the cantabile,

diatonic melody which is characterized by predominantly con-

Junct motion and sequential patterns.  Leaps exceeding a third

=Y

~are rare.  Throughout the entire aria the orchestra and the’

alto voice ‘share the same melodic material Seld0m, &owever,

”“"Q Qﬁf 2

‘ do the violins double the volce; rather their role is that of

'1ntroducing the movement, and echoing, in shars interludes,

{

ka previously stated vocal phrase. The ‘voice, then, is accom~

panied primarily by the continuo , More.than mé harmonic .
,suppo is provided by the continuo, it is an 125

‘.ment 1\*th contrapuntal texture of the piece. E;ample 15#

£

below shows the cont' untal relationship of the continuo

N both to the. vocal line and the violins

Tonally, the choice of \E maJor for this aria may have.
.symbolic significance, Winton Dean has pointed th that

. v .
~ RS

ortant épe-»-

a:'(

84

.‘;romisgd Land, : land of peace, love,

2

;.



' from C major symbolizes that . fact that the ultimate posse§s-

' &
ion of the land of promise 1s in the distant . fubu2§-~the

entering tme Promised Land,

K

>

Example 15. Aria, "Thou Shalt Bring Them In," meas. 68 82
Participation of continuo in contrapuntal texture
(p. 252, meas.. 12-26).

e
@ . -
x

/8 a2

a2 on, y L ‘“F"—_f'l ="

. A .
Handel favoured E major for setting texts suggesting seren-

20Q.E Major and 1t: Qminamt, B. maLJor, to which the ‘ s

3

piece modulates, represent the most distantly related tonali— '
,k,/ .
ties from the principal tonal centre of the oratorio. Per- o,

L

hapa Handel's choice .of tgopalitles somewhat. far removed .’ - Ly

CAen

-
N

\ , B “_‘ .ﬂ§3

‘Israelites, in ppite of their deliverance from the Egyptians,;;

‘had yet to endure a rqtty~year wilderness experience berore

fZOD,gn, Drgggtic'oratoriog, p. 60.. .,

3.
2y
7




86
" The 3/8 meter of the aria provides a contrast both with
the precedlng chorus and with the remainder of the ofatorio
which is in U/H Measures 95-98 of the aria represent not L
g

only another illustration of the hemiolic cadence, bAf
R
_the climax of the movement. Vocally, the higheaﬂ note

the movement oceurs in measure $5% and textually, we are -

"Example 16. APria, "Thgu;Shalt Bring Them In," meas. 95-98.
Ciimax of the movemen® (p, 253, meas. 12-15).

4 P
w *

¥
&

e e o

L A TT— 3 i— e s
a o ——n g | - ,
" which ‘thy [ hands hq.vt\
= —4
Cont. - : 1
E:—::'—:-_——.Hﬁmm_

e .
e oR Al

8.

reminded Df the omnipotent One responsible for the estéblish~

ment of the land which Hiﬁ peopleywill enJoy The . syilabic’j

treatment of ‘the text,_the use of continuo- only as aCcompanib f7>

" ment; the shift 1in rhythmic stress, and-the descending |

. ’ﬂ meleeic pattern create a feeling of-climax and finality in :
ggese measures whieh are followed by the orchestral coda. A

The aria is particularly instructive as to ﬁhndel's sfill e s

at creating variety within a prevailieé unicy. Measures 60~

62 69-T71, and 79~-81 derive from meASures 10 12 or the ;



A'eicerpts 'v', 'e', and 'd'"Shown-in the example results

'later arias.-

coptin@oﬂlxpe (excerpt 'a' in example 17). The unity of -

from the identigal pitch structureé, while the variety is

achleved by subtle rhythmic alterations’.

Example f’L Aria, "Thou Shalt Bring Them In, héas -10-12,
" 60%62,.69-71, 79-81. Illustration of variety within

a prevailing,unity (p 250, meas. 10~ 12,hp, 252, meas.
h=6, 13 -15,, 23 25), = . v

>

. S ‘ -~L - .'Q"’ L F‘ . r‘ i A

@ g e O .
2 > - 2N A,
; ' -
< r_________.;—' ) s
11 7 4 —
o 1 LI B S | ! T
1 ;

.o —
[ ) I . ] I
s Je T i
T - » ﬁ
have e -sta — — — — .
= T " P e 8 -

R oo ' in- the rans — ——'A‘“fA ~—
.o S .(i‘ . , ‘ - 03? . .
@ -~ The three arias of Part Two' provide, along with the

duets and recitatiVes, a welcome respite from the choruses

,-which dominate the oratorio The solitary aria of ?art One
occurs early 1n ‘the oratorio, too eizﬂy 1ndeed to be able to

‘providg the textural relief which is felt on hearing the

21 - . . . ~~ -

LI . ' »

:“ , , . .
2lSee p.63 above.

/A‘ : S
. ' ¢ . . ) .

L

o
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" .."The Lord Is a Man of‘War.",. o B _'v .~

el

.
Duets

88

The ensuing‘discuséion of the dﬁets from“Israel in Egypt =

netessitates, for the first &ime in this chapter, a considera-

- - &
tion of Handel's purloining of other composer's ideas. The

rationale’behind Hardel's methodology in deciding which. move-

- \

ment< should be based on. earlier works is perplexing, for

example, the four arias diSCUSSed earlier derived so far as

we, khow, from Handel's own conceptions, whereas all of the -

\

due&s rely heavlly on one apprOprlated work: Erba;s ?

Magnificat. In additlon to the Magnificat, Handel's only use

of Urio's Te Deum 1s observed in the second duet, No. 22,

No. 19, "The Ldrd Is My Strength and' My Soggﬂ

Soprano Duet» iy

_Orchestration:. Qiplins)id unison,.égg/ég;tiﬁ

i

fTonality A minor
Performance Designation Larghetto " -
{.’ri‘ ’ o . ‘ "

Musical SQurcezi-a duet, "Et exultavit " from Erba s -

Textual Source: Exodus 15: 2

4

Magnificat . : ’ ,”

L The light four-part texture of this duet provides a most

weloome relief--both for the audLence and the choristera—d

-

Y

frOm the secumulated effect ofiﬁhe thirteen consecutive N

cﬁdﬁhses which precede the piece. .

. .
I . A
..«‘ | . R E S

S
i
.

o0



A comparison of the Handel and Erba scores igluStrates
the former s ingenuilty at improving an earlier model 22 The
most significant stroke of Hardel's skill in re-working this
duet is hi§ one-measure. addition to Erba's four measure intro-

- duction (see example 18)._ Erba's conventional diatonic har—
mony 1s transcended by Handel's startling introduction of a
Neapolitan first inversion The Neapolitan chord bestows
upon the duet what Macfarren calls "exquisite tenderness. "23
Certalnly the poignancy of the chord--it occurs four more
times~in thevpiece--impresses the piece on- us more than if
Handel had been content with Erba s duet in 1ts original
form. Example 18 also shows Handel's extension of Erba s

'vccal.parts (see meas. b-6 of the example); moreover, the

“extension creates asymmetry, which tends to be more intered'
esting than symmetry; Handel's violin part here also repre~

sents a refinement upon Erba- the descending triadic figure

in measure 2 conforms to the pattern already. announced in

T meEs urtﬁermore, Handel's violin Tigure + measure,B,hr f

beat 3, allows for imitatlion one beat later by tnencontinuo. .
In'addition, Handel's textural change (notice 1in measures

1-3, for example, taie cne octave transposition——and, as well,
in measures 2 andt3 the melodic and rhythmic alteration--

of the motive on beats 3 and 4) allows far much greater

melodic disti ctiveness to the parts than in Erba's arrange-

ment. These changes, thoug@ minute individually, result

223ee Taylor, Indebtedness of Hande]. pp. 92- 113

~

3Macfarren Analxsis p. 18.



Example 18. ~Duet, "The Lord is My Strength,"zﬂeas.~l—6t

Intrdduction and opening vocal measures,

_Unison
Viodins.
- Handel.
Basy, ‘ - -
Vicla. = — ~—
Erba S S I } 2
. ' Y o- NY
. - ‘y:q:q:#éij;ggg44t—
Bass. + +

~D /

N w ‘.
2l}See-’I‘aylor,'Inclebt:edness of Handel, pp. 93—95)

meas. 1—62

90
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1st Treble. = =5
&

The

2nd Treble.
The Lord is my

A

Hahndel. ¢
Unison =
Violins. =
.3
T 3 t 2
Bass. ; = = I :
—
f- - $' : —
Soprano I. [i{As—™ e -
[ MR — T
. ' Et ex - ul . tu-ouvi,
)ﬂ‘ nd -
j | = == ﬁ
Soprano II. Tb",} - K“ “—
. Et ex - ul -
< |
Erba ’
A o
Viola. =3 : =
. 4 1 J d
¥ <& b4

9]
4
‘--»
.JFH
iy
"y

el (I
Bass. A
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cumulativgiyAih 2 much mdre:interésting, indéed captivating,
‘piece. | ”7 | B |

The use- of ‘two equal voices ;n.almoSt conétant imité--
tion results in a contihugl crossidgfandiré%rossing ofgparﬁs.
The melodic 'ine of the basso cohtinuo as stated in fhe“
intfddddtion fféquenfl& serves a. a counterpsint to the voices .

}

(cf. examples 18 and 19). The bass, then, enjoys melodic

Example 19 . Duet ‘"The Lord is My Strength, ”‘meas 17-20.
The continuo as counterpoint to the voices (p..139,

mea; §‘9)

Y A 24 e Ry ,
‘ = = = == )
J — ) e
s R o T . o
i T T e
T : = =
my |strength, my |seng. , He it be.
nein | Heil, ‘ metn | Lied, K7 ward ol |
1 Ny N
5 A AR i AT
wy sal . va.tien, my sal.va.liea,
, mein Er. IB'.uv',w -cuEr.b ser,
— oo, o
—t
E Y
o — =

my salva _ tiea,

g’l Er.ls . ger, ’

1 4 .
| my sal.ea . fiew,

| meia Br.la . ser,

L £ o p £
dh==-t=§3§§5

&

distinction as opposed to providing merely harmonic’ support;
'méredver, the several statements of this béés'line,.both in
complete and abbreviated versions, serve as the principal

unifying devlce in the duet.
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N

| Tovey regards the sé?tigg of this tegt, which expresses
confidence in God, as sémewhat nathetic i1n charactér.25 Al-
though he does not Jﬁs%ify his point of view, he is, perhaps,
basing ﬂis opinion on two criteria: (1)~the€ﬁinor tonality, .
and (2) the lérghetto performance désignaticn. Tovey has
overlooked, or chosen tc ignore, hoWeyer, the frequent use

of spirited.meiismatic passageé which, 1in spite of the minor
tonality, suggest Jjoy, exaitation, and exhilaration'(see
meas. 10414,119, 27, 33-35, 37-38;.MO—U1, and especially

meas. 45-18 [example 20 below]).

Example 20. Duet, "The Lord is My Stréngth," meas. 45-48.
Melismatic passage (p 142, meas. 3-6).

T

- — v -

- T x - o
=

=
:
F- ‘- y

my mlew . . . . VLT o oL
meinkErld .- . . . . . . . .

- R - - & « lten,
- - PO e e e e . e e e o o omerm
- - i
e - .
PR PO PN (I VPN P tien.
- PR - - a b - - - - - . - - - - - - - SrT.
B2
e  a——
- v r— - v a i
=  : x Y =

2

25Tovey, Essaxé, 5:167. ' | 2
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The passage quoted above, with its rh&thmic vitality,
is anything but pathetic. The expression of thée duet is, in

Macfarren s words, "of meekness and’ dependence, supported

however by steadfast reliance n26

No. 22. "The Lord Is & Man oﬁ_War"

L

* : oL
i

Bass duet

Ogchestration:.fPaired oboes, bassoons;in unisen,

}.b strings and@continno |
’,Tonaiity: A major

Meter: 3/b . : , - S

Performance designation: Andante Allegro

Textual Source: Exodus 15}3,u‘

Musical Sources: a bass duet, "Quia feclt," from Erba's

Magnificat, and the orchestral introduction to the

chorus "Te eternum Patrem" from Urio's Te Deum.
Not. only is thils duet the longest movement of the ora-.

torio (252 meas.), but it 1s, as one writer has remarked,

na7

"an extremely ingenious pastiche compoundéd from the

sources cited above. Sedley Taylor also mentions that the

©

opening vocal phrese\of the duet 1s "modelled on a lead for

* .
‘the vocal Altos in the Dettingen Te Deum chorus 'All the .
’ n28

‘Earth Doth Worship Thee'. Handel did’ not, however, com-

. pose the Te Deum‘until 1743, five years after Israel in

B . ; \' N ;
26Macfarren, Analysis, p.-18.
. J : , : .
'7Abraham, Symposium, p. 94. For a thordugh discussion
and presentation of the appropriations in this hybrid piece, ' C

‘ see Taylor, Indebtedness of- Handel, pp. 117-136.
28,

Taylor, Indebtedness of Handel, p. 121.
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95
§5X23}?9 _Itrwould seem, then, that the vbcal‘opening of the
duet served as .the model for the Te Deum chbfué rather than
the antithesis. ' .
Examinatidnwof the duet reveals_five clearly distin-
guishable sectilons; (1) a fofty-meqsure orcpeétral introduc-
tion; (2) a lengthy‘vocal section accompanied by the orchestra
(meas. 40-144); (3) an\;nstrumental interlude (meas:.l60f212)} -
(4) a second vocal—orchéStralbsection’(meas. 16Q;éi2); énd:
(5) a cdhcluding instrumental secfién which is an exaét re-
staﬁemeﬁtiof the in%roduction. The instrumental interlude is
a2 note for nbte restatement of measures 20-36 of the intro-
duction. Using letter A to refer to the instrumental sections
reveals a design that corresponds té the Rondo: ABACA (see
example 21 for a schematlc overview of ﬁhe duet. Upper case

» letters designate the main divisions of the pilece; lower

case letters refer to individual units).

Example 21. Duet, "The Lord Is A Man of War." -Schematic
overview and thematic materlal of the pilece.

»

A: Instrumental introduction (meas. 1-40)

Al (meas. 1-6); derived from Urié's Te Deum

’ \'iolin.t‘: I =3 ~
Violino 1. [ =3
" Yiola. =3
Organo, : ‘ g =
e Bassi. .

29Deutsch, Documéntary Biography, p. 570.




A2 (mees. 6—22);'der;vedvfrom Erba's Magnificat
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A3 1nvcduntérpoint with Al (meas. 225@6),-derived

from Erba's Magnificat

R - .
. . : . U
o —}: .
e L ] i g 4
: £ , .
L}
- < 1 N N
— o ¥ = = e
! . J =
PPN ) 22222
— m—m———
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TS e e =
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] P x =
) T S
bl R N
= == ~ + > +
<z : o : -
¥

A2 (meas. 26-36) -
cadential extension: méas. 36-40
This opening secqtion essentially remains in A

[

. majoer.

Vocal section (meas. 40-141)
Bl (meas. 40-65), accompanied by Al and A2
3 » y

~ &
material successively.

A major to E.majof.

ettt E N =
A m[ S e . ——x : X P
The Lord is. & mau of [war, the [Lord, the

r'ﬂ‘
3
b
h

gggt-?

Leed is | & man of




B2 (meas. 67-92); derived from Erba's Magnificat;

A

accompanied by A2 materidfﬁ,E to A to F-sharp
s RTINS - .

- [

: . LT T et
minor to C-sharp minorJ ;[ \_ : : .
o ‘ R Y ~ ;‘i" CL \\.‘; ) !
Lord is bis 1;&(.____. is  his |same.
CHerr | st sein [ Nemlo = |t sein Nom: .
” 3k ] — .} - ~ —r—i
. — - - L3
28 “
ot >~ - Pa rf ‘h
ferdis his  |mams. i |__ is  his |pame, S
Horrist sein |Namy___ | i sein | Nem) I I
_le , £ |pfole 2 | —~ . .
X —— — = el —r
Lerd. Lerdis  his |name, is_—— his |oame..
Herr, Aerrist  anin | Newm, |0t — sein | New),

~

B3 in céunterpoint with A3 (meas. 93-110); derived

from Erba's Magnificat; orchestral dbubling of

. ‘ . .
voilce parts; C-sharp minor to A major.

. ] 2L 3a |
x == ¥t = ITJ: = ¥ —
Pha . raells | chariots, and his [hest, :
Pha . rads [fla.gen uad 3ein | Hoer )
e e e e
- Pha_raels | rhariots, and bis " [hest, hathhe |cast in.te  the

Bla (meas. 111-123); melismatic elaboration of BI;

supported primarily by the continuo; in A major.

" The |Lordis a man of [war,
Dvr \Biervist dar star_ ke Held, ; ‘
iE %_1 — = At crae G i s sw———
———— — T ) " The
Yy {
— - - b —
. i . - ’Vﬂ"‘-“‘

Leedis o man of | wur,
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B2a (meas. 124-127); much shorter than B2 above;

apqompanied'by Al material; in A major.

-1

Lordis his juame: - ) » -

[ Herrist srin F\'nm',- P
= = i E— = = :
Lurdis_ his  |neme: v

Herrist swin [ Naw:

B3 in counterpoint with A3 (meas. 128-1LL); orches-

Al

tralldoubiing of voice pérté; in A major (passes
through C-sharp. minor) _ ) .

A: Instrumental interlude (méés. 144-160); repeti~
8 | . .

tion of meas: 20~36 (A2 and -A3 material).
N i - . 9

WVocal Section (meas. 160-212)

€1 (meas. 160-212); derived from Erbals Magnificat;

accompanied chiefly by A2 material, except for

—

me11§matic passages where the continuo alonefiﬁ

employed; F-sharp minor to E major to A major.

-

His cha.sen | esp.tains s.oe are
Al sei_ne | Hel den, o . le wer.

EE==c=x

| His che.ses cap_tains

=== et

e

Mrowned, : e fdeaen . .| . - . . =
_M’ oer g 4R . - - - - - - -
sen . i - P o - Qgﬁ £ a
== e s e

are drewn .| .

deven . . . edin |the Red
henin | dem Schilftmoer,
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A: Instrumental Conclusion (meas. 213~ 2h2): an exact

repetition of the fipst section
»The'text of the first vocal section deals with the des-
\\

- truction of Pharaoh's chariots and his hosts; following the -
. instrumental interiude, however, we are told that even ’
:Pharaoh, '"chosen caﬂkains" were destroyed The use of both
. a half diminiShed seventh chord (meas. 188 18@) and a full

diminished seventh chord (meas. 191-19!5 tends to impress
iupon the listener the -doom of Pharaoh's captgihe, especially

>

beoause this 1s the first %time in the ‘duet that such %ense
harmonic stfuctures have been used. In the followingiexample,

‘notice QOO, the 1ntensity of the A natural upper neighbouring

'Example 22. Duet, "The {ord is a Man of'War," meas. 187-194.
Chromatic chords fo textual emphasis {p. 164 last
meas. to p. 165, meas.* 7). _ .
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tone in the second bass, part (meas .3 of the example) agalnst
'the Aesharp of the bassod} and conxzinuoc parts, and, two

measures later, “the B na\Nral against‘the Brsharp‘(result;ng'

from the - igquential treatment) In measures 205—212 the”

‘
same passake, transposed up a perfect fourth is repeated
‘although-the_diminished seventh;chord is replaced.yith a yg
. chord | o
5,
‘ " The duet 1is preceded by four ‘choruses 1n quaduple meter »

V(C) and one movement in duple (&); the use of triple meter

for the duet affords a refreshing metric contrast. In agdZL

tion to the usual hemiolic cadences, there'are several four- - .
- measure phrases (meas 22-26, lOlalOS, 137-141 1”6 ~150, and -

7&\ 234 238) 1in. whiah the strong beat of. the measure is shifted .

\

to the second beat ‘This syncopated figure in. opposition to-

the regular rhythmic stress averts the rhythmic monotony
, that otherwise might bemproduced 1f all 25( measures of the 5

,duet conformed £0-the typical arrangement of strong and weakc

~ -

,beats

Example 23. Duet, "The Lord 1s a Man of War," meas. 101—105
SyncOpated rhythmic figure (p. 159, meas. 6 10) :

=3

- I "m ‘ o N




The frequenf melismatic passages-of this dueb/é?Tord the
performers ﬁany oppgrtunities for vocal disbiay;'this'oppor-
tuhity for yirfﬁoéiéylis not » however, an end in itself.
Howard Smither suggests-that the "fanfare-styled melodiés"30

-
7 -

of this duet are a type of imagery; fanfare, of course,'beiné
characteristically associated with war. Moreover, the florid
vocal writing cdﬁpled with the brisk tempo are 1mporé%nt'
elements of contrast with the more severe framing chorﬁses;

Saﬂeyibylor states, quite properly, that this duet
éxemﬁlifies "Handgl's power of welding together-heterqgeneodg
materials into a perfectly homogeneoué whole, imbued with far
grander spirit than dwelt in its original elements. ;ﬁ31
No. 32. "Thou in Thy Mercy"

Alto and Tenor Duets

Orchestration: first and second violins arl continuo

Torda ity D minor

Meter: 3,4

Perf-r nance Designation: Larghetto

Téktual source: Exodus 15:13

Musical Source: the duet "Es@rientes implevit. bonis"

from Erba's Magnlficat

We have heard from the sopranos and. the basses ih the
duets, and now, the alto and tenor soloists unite to perform

the final duet of the Qratorio and, as well, the final plece

3%smither, History, 2:246.

= 31Taylor-, Indebtedness of Handel, p. 136.
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indebted to the Erba Magnificat. Handel demonstrates agailn

‘his "uncanny knack of making what he borrowed so completely -
his own that; without: the necessary clues, no-one would Sus-
pect the musiq of belng é?ything but true Hapdel."32 The:
E:ba duet coﬁtainé no introduction; intérludes, 6r postlude,
and the volces are accompanied byvthe contingo only. Hande;'s
version 1is eXtended.to 116 ﬁeaéure§'(theAthird longest pilece
in the oratorio) by means of an ingtrumental introduction,
two interludes, and a postlude——Haﬁﬁel uses first and second
violins and adds additional vocal material. Taylor avers
that the added vocal material is "not taken from the Magni-
~§£g§£."33 -This claim will be considered presently.

The principal thematic.matefial on which the entire duet

is based is shown in example 24 below.

Example 24. Duet, "Thou In Thy Mercy," meas. 11-21. _
Principal thematic material (p. 221, meas. 11-21).

Sy At 2= s = G |
e g X g
d Thou in thy 9 mer . - . v |bast led forth thy
B g
T e o L g =SS S £
i ‘;oo.'plevhiehlhw bast .deem _| ed,which thou |hast re . deem | ed, \

%

32Charles Cudworth, Handel (London: Clive Bingley,
A1972), p. 31.

33Tay10r, Indebtedness of Handel, p. 162. (
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Invmeasure 58, at *-e words "Thou hast guided them in thy
strength," we discover the material which Taylor claims does

not derive from the Magnificat. Example 25 shows; however,

that there is a relationship between this new theme and the

theme shown in example 24 above; the new theme 1s, to dis- |

agree with Taylor, derived from the materlal of the Mégnificat.
The ostensibly new theme apbears to be a transposed retro;
grade version, with rhythmic alterations, of measuies.ls—iB

of the opening vé}él statemeht; The example presents the

N

‘material as 1t appears 1in the score,‘which is then followed

by a presentation of the pitches only to facilltate a c}ggii;//

Example 25. Duet, "Thou in Thy Mercy."
Thematic relationship between ostensibly new theme and

the opening theme. \
AE L
1] l'} |
— — ]
Pao-Pk which fhou hast re — deem —qd
AR T A an ',-
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=
) i

T Thou hast guid-ed them in lthy shenghin thy  Btrength
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A 2

comparison. Notice how,’by displécing the strong accent and
lengthening the note to two beats,vHandel drawg particular
attention to the word "Thy". Commencing in measure 84, a
modified veréion of the matérial shown in'example 25 above
is presented, first by the tenor, then followed by the alto
(see example 26). Whereas in the previous stétement of this
textual matter the voices werg{accompanied by'énly the con-
tinuo, Handel employs3 fhe violins as‘accompaniment in this

subéequent statement. The use of the opening measure of the

. . A
Example 26. Duet, "Thou in Thy Mercy," meas. 84-91.
Altered version of previous example, with orchestral

accompaniment (p. 224, meas. 15-22).
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principal theme as *“he basis £or the orchestral accompaniment

thtoughout this passage 1s a felicitous means of achieving

unity.

H

also derives from the opening material shown in example 2%4.

The complete canonic passage 1s quoted below, with its rela-

[ 4

106

The vocal material of measures 69-79, treated canonically,

tionship to the opening themefalso demonstrated.

Example 27. Duet, "Thou in Thy Mercy,"

Al

Tenor

" Thematic relationship .between canonic passage, meas.

69-79 (p. 224, meas. 1-10) and opening theme.
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The formal organization of the duet resembles an abbre-:
viated ternary pattern:' A(meas. 1-58) consisting of the
material»shown,in.example 24; B(meas. 58-100), c@ntrésting
vocal material dérived from and accompanied by material of
the first section; A(meas. 100-116). The final section is,

in fact, a repetition of only the orchestral introduction

?
of the first section.

The ha?monic vocabular& 1s primarily diatonic in the
tonalities through which the piece moveg (D minor, A minor,
D minor, G minor,' D minor, A.anor, F major: and D minor);
the NEapolitan chord, however, reappears 1nlthis movement,
the most notable exampie occurring in the final vocal phrase

of the duet (see example 28). In example 28 below, notice

.
// too the hemlola pattern typical of pleces in 3/4 meter.

Eiample 28. .Duet, "Thou In Thy Mercy," meas. 101-106.
Chromaticism in the concluding vocal phrase (p. 225,

meas. 8-13).
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‘The dramatic impact of the fbliowing chorus, "The People
Shall Hear," can be éttr;buted in part to the duet which we
have Just considered. The duet affords a kind of qﬁiet re-
pose prior to the energlizing and tension—cregxing rhythmic

figure J fj J 7-] L ij -ﬁ with which the strings introduce

th? chorus. Most. noticeable, of course, 1s the marked tex-

tural contrast between the two movements{ but the abrupt
transition ffom the D minor tonality of fhe duet to the E
minor ﬁonaliﬁy of the chorus 1s also striking. It is, per- _.
haps, significant to note that Handel, in appropriating
‘Erba's duet, transposes the piece from E minor to D minor.

" On' the basis of my examinatioh‘of Efba's duet, there is
nothlng excessive about the vocal ranges to warrant the trans-
position; Handel's violin accompaniment could, as weli; be
perférmed in E minor. It is possible that Handel's trans-

position was an afterthought in order to intensify the.dramatic

impact here.



CHAPTER VIII

HOMOPHONIC CHORUSES

£

In addition to six brief homophonic, preludial chorusesl

in Israel in Egypt, consisteht;y homophonic chdruses account
for only six--one of qhich is repeated té create thereffect
of a seventh--of the remaining twenty-two choral movements
of the oratorio. Rarely is Handel consistent in his tr=at-
ment of texture in the choral movements. .Moét often, 1t
is primarily the Juxtapocsition of homophonlec and polyphonic
textures within a given chgrus which contributes t¢ the .
dramatic effect. Nevertheless, the homOphénic choruseé to
be discussed presently, clearlx.demonétrate Haﬁdel's capac%ty
tc create vivid aﬁd impfessive musical poftraits, the impact
of which 1is no lesslsignificant than that of the remaining
choruses of the oratorio. | '
No. A, "He Spake the Word"

Two four-part choruses P

Orchestration: Paired obces, bassoons 1in un;son,

three trOﬁbb es, Sstrings, and-pbntlnuo
Tonality: B—flat.major
Meter: C

Performance designation: Andante Larghetto

1For a discussion of these choruses, see chapter IX.
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Té*tual source: Psalm 105:31, 34, 35

Mgﬁical source: The tenth mqvemenﬁ, Sinfonia, from

| Stradella's Sé}enata

The Stradella sinfonia is eséentially a piece of chamoer
music éomprised of two instrumental groups: one group con-
sists of two violins and a bass, the other a string quartet
with an indjeation that the parts be doubled. Undoubtedly3
tﬁé alternation of the twb instrumental groups in the sin-
fonia influenced Handel's arrangement of the plece for th=
twb four-part choruses. The opening measures of the chorus—T
and Handel gets down to vocal writing iﬁmbdiately—-cgnfain
the thematic material on which the movement is based (see
exémple 29). Two of the three motives (a and b) are
assigned to the voilces and derive from_Stradella's piece;
the third 1dea (c), intended obvicusly to deﬁict the buzzing
of insecté, originates with Handel.

Handel's scoring of the various phrases of the texﬁ
1llustrates his senSitivityvto textual implications. The
resoluteﬁsolemnity of the cnening words, "He spaké the word,"
1s realized not only by the reiteration of pltch and the
pompous dotted rhythﬁ, but also by sco;ing tge opening three
beats for male voices in unison accompanied only by the
violoncellos,‘string basses,'aﬁd organ, also 1in unison.. The
t?ombones, oboes, and bassoons repeat ahd harmonize thg

- rhythmic f‘igure nlj which reinforces the effect of the

vocal utterance (see example 29 below) .

110
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Example 29. Double Chorus, "He Spake the.WOrd," meas. 1-3.
Thematic material of the movement: motive_a, meas. 1;
metive b, meas. 2; motive ¢, meas. 3 (p. 27).

Andsate Larghetto.
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This 1s the first plecé in the oratorio i which trom-
‘bones ére used. They are restricted--with two‘brief excep-

tions (meas. 10, 35-36)--to accompanying the 'He spake

motive. Trombones are not suitable to accompany the ;fly’

motive because of the iow tessitura and slow-speaking
properties of the instrument. The lighter, more delicate
texture of measure two, achieved By using only female volces
accompanied by the organ, as well as the acceleratedxgecla-
mation in elghth and sixteenth notes (there are no welghty
quarter notes or energetic dotted notqu;gureg here), seems

well sulted to the text.27 In subsequent éppearances of the

'f1y! motive for mixed volces, the simdlation of buzzing

insec¢ts by violirs in thirty seconds and violas in figurated
elghths and quarters creates a "picturesque sound éffect."3
Lest one's attention become unduly focused on the orchestral
writing, which unquestionably shows Handel's rather ingenious
programmatic tpreatment of the subject, Chorley reminds us that
"the Retfibutive Power who called the Plague fofth is never, i
for a moment,.to be left out of memory."u The 'He spake'

motive not only opens the movement, butvalso recurs several

. times (meas. 5, 8, 12-13, 17-18, 22-23, 24-25, 30-31), its

recurrence constituting a significant unifying factor of the

movement.

—

2cf. G8ilner, "Zur Sprachvertonung in Hindels Choren,"
p. 484. .

31b1d.

uChorley, Handel Studles ©o. 18.
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Following the final declamation of "He Spake" (meas.
30-31),/new textual material--the pl?%ue of the 1ocu$ts——is
taken up by the chorus (measure 35-36). To endow the -new
text with character, Handel_in}%oduces 2 new sixteenth-note
motive for the violonqellcs, string basses, and bassoons (see
example 30). The violins and viliolas continue with thelr

Example 30. Double Chorus, "He Spake the Word," meas. 31-35.
Locust motive (p. 37, meas. 3; p. 39, meas. 2). ,

. - . )
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characteristic figuraéion. Apart from reinforcing the

st
{

volces and trombones on the 'He spake' motive, the violon-
cellos, string basses, ar® bassoons are sident, until meas-
ufe'3l. The introduction of these instruments, particularly
the violoncellos and string basses with thelr Heavy——overtovne--
rich—-sbund, results in a much tgicker texture than encoun-
tered heretofore in the plece. This,passage suggests, in

Macfarren's words, "the thought of the darkness of the
cloudlike comlng of the winged host that veiled the face

of heaven."
. o

5Macfarren, Analysis, p. 11.
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many of Handel's choruses:

1

\ \

Measures 35-36 i1llustrate a‘typical device observed in

and harmonic rhythm at final'cadences;

BN

114

the broadening of ﬁhe melodic

Notice in example 31

below the augmentation of the rhythmic values of the second

half of measure 4. (J“H‘J‘.H'll becomesJ JIJ PﬁJ

and the retardation of t'ic harmoniec Thythm.

These devices

underscore the finality of the concluding cadence fox the

chorus but do not result 1n a slackening of tempo

thus, the '

momentum which charactgrizes the pilece can be maintained

_throughout the five-measure orchestral coda.

.. .

Example 31. Double Chorus, "He Spake the Word," meas. 34-36.
<Concluding choral<measures with broadening of the . £y
rhythm (p. 39). — ‘
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baria mentioned above

<

-

- .No. 7. "He Gave Them;Hailstones For Rain"

Two -four-part- choruses -7

y Orchestration: paired oboes,fbassoons in unison, two

trumpets, three trombones, timpani

"\-uifv\_; strings a?d continuo . o ;,r”/\

T e e

o Tonalitgf c. major o Lo . - | -

Meter':‘§/4'
Performance Designation : Allegro
. Textual Source: Exodus 9:23, 2, and Psalm 105:32

Musical’Source: the opening Sinfonia, and the bass
= / ' : ~arla, "Segulr non voglio piu" from “%
S . Stradella's Serenata, MQual prodigio"

The movement opens withﬂ%&twenty one-measure orchestral

%

1
introduction (see example 32), the substance of which derives

from‘the sinfonia and orchestral agébmpaniment to the'bass
~6 . 2 b N

\ N
-
N

° : “ .
1l in the,intnoduc—‘

£ -
S Handel's manipulation of the ma

tlon vividly depicts an approaching storm. Several factors

115

contributeifo‘this pictorialization' the dialogue--separated,‘

2
measures l- =7 symbolizes the incermittent: drops1of rain qith

gy ll ?/ats of- s;lence-rbetween the winds and strings in

which the storm begins, the commencement in ‘me asd?e 8 of -

Ve

unbroken eighth-note motion suggests that\the indrops are o

falling continuously;’fhe increased melodic ac vity (descen~'

ding sixteenth note passages in measures 13, 14, and 21) and

the quickening of the harmonic rhythm (chord changes with

: 6See Taylor; Indebtedness of Handel, ppx/3§:70,/, '
J . - - l' . .




each eighth note 1n meas. 16—20) from measures 9-21, coupled

with a thickening of orchestral texture, depict the 1hten$ifica-

1]
[\]
N

ticn of the storm; and, in measur , the hallstones begin

to fall at the entrance of the chorus, trombonesj and timpani.

Example 32. 1Double Chorus, "He Gave Them Hailstones For Rain."
Orchestral introduction and the cpening four measures of
choral antiphony (pp. 41 and 42).
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Example 33 shows the principal thematicgmaterial of
the two four-part choirs. The antiphonal presentation of
motives a, b, and c respectively, constitutes an important

=~

Example 33. Double Chorus, "He Gave Them Hailstores For

Rain." Thematic material of the two choirs. b
i J’_ {
. 72— ] -1 {

He gave +hem daﬂ-skmurﬁr rain

| — T -
£ £ 1 19 N "
b , r - 7] ” ——
I ¥ J 74 1 T C 2 % > Vi
J 1 14 l. N : . J A' - l
fire mln-gkd with +he hail Fire min-gled with +
)= r——2 . '
7
c. ﬁ' :
J )
A .. & - lons up -on the arounol
3 - - ': 2’:— - P :-— 3 _ -
‘i s. Py . ’ s
d‘ ) = 3 . . a 3 1 %
. +‘H —

mina-ld with____ +he h-.il,m - -la\a.___ up-on the sroud

factor in the strbng dramatic impact which this .chorus
~,carries (fhe antiphony of measures 22-25 in exampie 32 1s
typical). Several other elements contribute to the dramatié
effect of this,chorus: the jgrringctransition up a maior
second from B—flat major of the pre&ious plece to C A;j;r;7
thé antiphbnal shouts of - 'fire' in measures 394ﬁ2; the
choral interjections of the words 'hail,} 'fire' and 'hail-

stones' by the sopranos, altos, and tenors of both cholrs

over a running eighth-note passage for the basses 1in

. Tef. the transition from No. 32, "Thou in Thy Mercy" in
D minor to No. 33, "The People Shall Hear" in E minor.
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measures 63-66 (see example 34); and, the orchestral repre-

sentaticn of the storm. .

“

A i
Example 34. Double Chorus, "He Gave Them Hailstones For
Rain," meas. 63-66. Choral interjections over a
running bass figure (p. 50, meas. 1-=4).

|
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hail - stones
il .
7
Kt T
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Compargd‘%ith the(highly chromatic and tonally nebulous
'darkness; chorus which follows, the harmony and tonal |
‘scheme of!the 'hailstone'.chorus is exceedingly diatonic

and conveLtional——pfimary triads prevall in the tonalities
through Mﬁich the plece moves (C to F to G to C). The

power and energy of thé‘storm 1s underscored by the strength
inherent !in the harmonic and tonal structure of the movement.

The 'plece concludes with a nine-measure orchestral

coda composed of material presented In the intnoducti&n.
‘ »



‘No. 8. "He Sent a Thick Darkness"

Four-part chorus

Orchestration: Paired basscons, strings;‘and continuo

Tonality: Nebulous; ending, however, in E major ¢

Meter: ¢C

Performance Designation: Largo

Textual Source: Exodus 10:21, 22.

In a.radical departure from the generally accepted prin-
ciples of eighteenth-century tonality and harmonic movement,
"Handel has [brilliantly] accomplished the seeming [sic]
impossible by deﬁicting in sound a soundless thing like
darkness.n® Tonally, this isbthe most baffling biece in
Ehe entire oratorio. Dean\states that "Handel makes
Egyptic~: of us all"9 suggesting, of course, an analogy
between the groping Egyptians and the floundering musical
analyst. I have attempted, neverthelésé; to indicate my
interpretation of the movement's harmonic scheme on the fol-
lowlng pages where the chorus isi quoted in full. One cannot
percelve with certainty whether the beginning of the pilece
is in C minér,'A—flat major, F.-minor, or D-flat major.
Because F minor is--however obliquely--suggested in measures

8-11, the opening measures have been interpreted in this

tonarity. The analysis reveals essentially three main tonal

s

8Josephine Thrall, Oratorios and Masses, unnumbered
volume of The Imperial History and’Encyclopedia of Music
(New York: Irving Squire, n.d.), p. 85.

9Dean, Dramatic Oratorios, p. 318.
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Example 35. Chorus, "He Sent ‘a Thick Darkness."  Harmonic
analysis.
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areas, F minor, E-flat (major and miner), and Eminor, with
: $ ‘
a number of secondary relationships. she modal interchamee

frcm E-flat majof to E~flat minor in measure 20 is especlally ‘

M

striking becaﬁse 1+ 19tensifies the text which refers here

_ not Just to darkness, but®to a "thick" darkness. The- ver-
tical structure of each chord and the harmonic progfessions
appear to be the result of the linear mov -t of the:parts.

. 4
Handel anticipates--by a century-~harmonic¢ rr- =dures associ-

ated with Wagner.lo

The slowness of the ha:~on..: rhythm--~
pfedominantly one chord per measure, occasiona.ly sne chord
in two measures--underscored by the slow tempo an¢ th¢ sus-
tained'orchestral‘texture together depiét tﬁe oppres.: > 2ness
of the darkness which engulfed the land. =

- An examination of the violin and viola‘parts reveals
that the majqrity of the respective parts can--indeed,
ofteﬁtiméé must--be pgrformgd on the lowest string of the
instrument. The "darker" or richef quality of notes pro-
'duced on these strings is particularly apg'for this text.
‘The. timbre of the "sepulchral bassoons"ll characterizes
the ominous atmosphere of the pilece. By measure six of the
movement, the‘darkness has completely enveIOped the Egyptians;

Handel does not permit any light (silences) to break through

the darkness (the sustained orchestral chords).

10cr. Wagner's Prelude to Tristan and Isolde.

llDean, Dramatic Oratorios, p. 319.

P~



After the text has been declaimed by the full chorus
(meas. 9-22), Handel fragments the vocal writing by employ-
ing the hocket technique. This tossing ¢f the melcdic line
from one ﬁart to another is symbolic, perhaps, of the
Egyptians consténtly losing thelr way in the darkness. As
Lelchtentritt aptly states,

music of this kind would be pointless without the

text: 1t 1s inseparable from the words. The

apparently planless and illogical staggering into
various distant keys _as well as the movement of

the melodic material from voice to voice] is full

of meaning. Evidently it was Handel's idea to have

the music lose its way in tonality [and melodic

direction], as the Egyptians lost theirs in the
darkened land of Pharaoh.l2

, .
The dramatic impact of what amounts to be a choral
recitative results notonly from the movement's inherent
characteristics, but alsd because c¢f the marked contrast'
with the pleces on eithef side. Several aspects of the
framing choruses ‘contrast wiﬁh, and hence, helghten the
effect of the 'darkness' chorus: their harmonic vocabulary
1s conspicuously more dlatonic (primary triads predominate);
they ére scored for'thé full orchestra; contrapuntal tech-
| niqués are employed; they are to be performed faster and
more vigorously; and, the plagues which their texts recount
(hail; fire, and death) are much more devastating than 1is
darkness. The only relationéhip between these three move-
ments is that the darkness chorus begins on C, the ténality

of the previous piece, and the {inal chord (p major) func-

tions as dominant of the chorus which follows.

lzLeichtentritt, "Handel's Harmonic Art," p.k216.



No. 14. "But the Waters Overwhelmed Thelr Enemies"
Four-part chorus |
Orchestration: Palred oboes, timpani, strings,
| - and continuo
Tonallty: C minor
Meter: C
Tempb Designation: A tempo gilus<o
Textual Source: Psalm 106:11
Musical Source: The orchestral accompaniment to the
aria "It 1s the Lord qhét Ruleth the Sea" from

-

S TN
Handel's tenth Chandos Anthem, "The Lord is my\*

‘ Light" (See HW 35, p. 198). The accompaniment for
the anthem aria appears to be basei on the aria
"Venti, fermate, si" from the cantata Armida

abbandonate (see HW 52a, pp. 158-159).

This movement concludes a2 series of three choruses
concerned with thé Red Sea. In No. 12, the‘waéers had been
divided, thus alldwing the Israelites to cross in No. 13i
The Egyptians,ﬁunaware of their imminent destruction, \\\\“
follow the Israelites into the divided waters (No. 14);
Handel, 1in this climactic chorus, r¢¢ounts the doom of the
Eggptian host. In addition to the close textual relatlon-
ship of No. 14 to the previous two movements, the chorus
also represents the climax of the first part of the ora-
torio. The cumulative tension of the chain of choruses

which comprise Part .ie reaches a peak in this movement.

The two choruses which follew, functioning as a kind of coda



or postlude to Part One, allow for a dissigatiocn of this

AN

accumulated tension.
The most striking feature of this chorus i1s the promi-
nence given to the orchestra. By writing a continuocus

ascending and descending triplet figure for the string

basses-~frequently réinforced by the viclins and violas--as

well zs indicating numerous timpani rolls, Handel has

created a stupendous presentation of the unduwlating waters

consuming the Egyptians (see example 36).

{

Example 36. Chorus, "But the Waters Overwhelmed Their
Enemies," meas. 1-4 (p. 105). - .
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The orcheétrélly.depicted.power‘and strength of the surging
watérs. is reinforced by powefful fundamental ciégrcut-har~
moﬁiesv(only7£\3§p v are_usedlduring the first six andgonén
half measures), and by the strong harmonic prqgressionSA*A
up a foﬁrth——which prevall in thls movement. Additionally,
the ﬁarmonic vocabulary is characterized py frequentfghains
of seventh chords which maihtain'a dertain degree,of har-
monic tension, Symbolic, perhaps, of the Egyptians' intense
struggle for their lives. vExample 37 below illustrates the
Example 37. Chorus, "But the Waters Overwhelmed their

Enemies." Bass line and harmonic analysis of the
entire movement (See HW 6, pp. 105-108).
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. \\

overail:tonal plan of the cmOr s 'as well as botH the strength °

of the harmonic progressi 'amd‘the enchaimmeﬁts of seventh
chords. \\ LT , e N

S

In spite‘of'the'ﬁredominance of the orchestra in this

e

. : . : oN : : : . . . -
bdece, Handel's treatment of the Iibrefto is not withgut

signiﬁ;eance; Particdlarly striking is the reiteratiqn'of

the words "not one." Whereas}the phrase "the Waters;dver~

whe lmed fheir enemies" ddcurs only four times,‘the words

"not: one" are declaimed twenty-five times. Without.a doubt,.

the emphasis on ”not one" is meant to convey‘that the destruc; ;

tion ofithe pursulng Egyptians was complete--no one escaped. .
A rather interestdng contrast exists between the -

setting of the words ”not one" in this chorus and in No. 10,

"But As For His People," where trwvrepetition of "not one"

ngj:‘(/;:)l-gg{s,j.--~

cal strength, certainly a marked contrast wifth the utter

emphasized that none of the Israelites was lac

helplessness of the droWninnggyptians. In "Buk As For His -

People" the orchestral duplication of the voice p

creates an atmosphere of steadfastness, whereas the 1in ense,

indeed, almost overpowering, orChexﬂral writing-—trig;eg\\\\

figuration for the strings and thunderous timpani rolls~—of T

"But the Waters Overwhelmed Their.Enemies;? is™ntended to

-

‘suggest impending and ultimate doom. , : x;
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No. 23. "The Depths Have Coveréd Them"
Two four-rart choruses
A Orchestration: Pairgd oboéS; bassoons in unison, N
‘ | strings and continuo
Tonality: F major ending on V/I3I
Meter: C
Performance Designation? Largo
Textual Source: Exodus 15}5
‘Musical Source: The chorus '"Quila respicit" from

Erba's Magnificat

Donald Tovey held the view_that this ch.rus is mis-
' placed and wéuld have a greater dramatic effect following
No. 14, "But the Waters 'Overwhelmed Their Enemies."13 To
réposition this chorus would,rhowgver, weaken the musical
ﬂcontra;t itlcreates in Part ?we (1t 1is preceded and fol-
7'lowed by more animated piece;), 1t would fragment the tex?—
: uai narrative of the Exodus acpoupt which Handel follows

¥

consistently in Part Two, and it would also weaken the

impact of the brief homophonic chorus "And Israel Saw That
Great Work" (No. 15) which follows the destaxiction of the
Eéyﬁtians. Tovey'é Suggesfion,to reposition "The Depths
Have Covéred,Them"Ywas an‘attempt to solve what he con-

sidéreéfto be "thevgreafgproﬁlem in performing the genuine

~essence of Israel in Egypt, [which 1is] not merely tofget

rid of Erba, but po;arrange a coQgrent whole of what remains

l3Tovey, Essays, 5:105.



nld To get rid of Erba,

of the Song of “oses [Par% Two].
however, would mean excluding "The Depths Have Covered Them"
a chorus which Tovey admires. Nowhere in his discussion did

Tovey mention that the chorus is appfopriated from the

Magnificaté He was éipher Unaware of the source of Handél's
cherus, or ge chose to ignore the mgtter in order to support
his position.15

Althéugh the'roal parts. of measures 3-5 are treated
imitativély,'the remaiﬁder of the »iece 1s homophonic in
texture, and I have chosen, therefore, to include this

chorus among‘the extended homophonic choruses. Perhaps the

word "extended" 1s here itself extended; the chorus is only
N

‘seventeen measures in length; the slow tempo, however, pro-

vides aural contradiction of what——visuaily——might appear
to be a brief chorus.

- Apart from the opening four measures, this piece'par%;,
lels--with improvements--the first nine measures of Erba's}

w16

"Quia respecit humilitatem. Handel's original material

in measures 1-4 depicts, by means of descending arpegglated

M1514., p. 108. '
15The published evidence of the appropriations appeared
scra2 forty-nine years earlier than Tovey's essay as Volume
One (Erba's Magnificat) of the supplements to Handel's works.
Sedley Taylor's detalled comparative study illustrating
Handel's indebtedness to other comp¢sers 4lso antedates

Tovey's work by thirty-one years.

16gee Taylor, Handel's Indebtedness, pp. 137-141 for
the parallel quotation.

131
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figures in the violins and violas, and a descending sixth
l2zap on the words "the depths o the descent of the drown-
ing Egyptilans to the bottom of the Red Sea A comparison
of measures 11-16 (see example 38) of Handel's setting,
1llustrates the improvement on the corresponding section
(measures 7-9) of Erba's pilece.’ Again, the descending
arpegglated figure--not in the Erba score--illustrates
Handel's symbolistic response to the text.

The pilece contrastsfnot only texturally with the
preceding movement (the bass duet "The Lord is a Man Of
War"), but also in meter, tempo, implied dynamics, and
harmonlc -vocabulary. The tonal movement from F major'at
the beginning te the closing E major chords (actually
functioning as dominant of the A minor chords of measufe<
14-15) represents, along with the brief homophonic chor%;es
and the 'darkness' chorus, one of the more chromatic mo€e-
‘ments in the oratorio. The most striking contrast occurs
with the inflection from the C major triad (at the end of
mees. 5) to the C minor triad with which measure 6 begins,
the<darkne§s of the latter depicting the blackness of the
depths of the sea. This same modal interchange was com-
mented on earlier in relation to "He Rebuked the Red Sea"
(No. 12) which derived, perhaps, its harmonic character
from the same Erba plece with which we are presently cont

cerned. Notice, too, Handel's use of a diminished seventh

chord.(vii7 of vi) in measure 3 of example 38, which in-

tensifies the Harmonic colour as well as the text; Erba - -

was content with the milder vé of vI.

o
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Example 38. Double Chorus, "The Depths Have Covered Them,"
meas. 11-16 (p. 171, meas. 3-p. 172, meas. 3) with a
parallel quotation from Erba's "GQuia Respicit"

(HWS 1, p.

11, meas. 4-p. 11, meas. 2)17
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In Macfarren's words, the movement represents

- the profound stillness of the mighty deep, no longer
‘raging in the active immensity of 1ts destructive
power [the reference here is to No. 14, "But the
Waters Overwhelmed Their Enemles," from Part One],
but passively engulphing [sic] as a vast sepulchre
the countless victims cf its own terrible gnergy. .
The figure of the accompaninm i.-, “re phraseology of
the volces, suggest -. e “hriht of an ever,.ever-
descending motion, graduzl, solern . .nereal, and
inevlitable. . . .18 )

No. 35, repeated as N%. 37. "The Lord Shall Reiganorgyer"
Two four-part choruses
Orchestration: Paired oboes, bassoons in unison,
two trumpets, three trombones,
strings and continuo
Tonality: C-major |
Performance Designation: A tempo gilusto
Textual Source: Exodus 15:18
Although this movement employs two four-part choruses,
tﬂere are only six real vocal parts; Handel wrote identical
parts for the sopranos and basses of both choirs, respect-
ively. The first phrase 1s scored for the altos and tenors
of both choruses in'unison, accompanlied only by bassoons,
violoncellos, string basses, and continuo, also in unison.
This first phrase 1svthen harmonized by the entire double
chorus and full orchestra.

There 1s a marked change of mood from gloom, oppression

and bondage, which was expressed in the opening C minor

G

18

Macfarren, Analysis, p. 20.



chorus of the oratorio, to majestic and Jjubilant exclama-
tioni of praise. The chdrus, having been preceded by the
prophetic aria "Thcu'Shalt Bring Them In," expresses with
grandeur the Israelites' confilidence in their cmnipétent and
eternal God.

Several factors contribute to the majestic quality‘of
tﬁis piece (see example 39): the full homophonic texture
for the voilces reinforced by crchestrzl doublings in tke
oboes, bassoons, trumpets, trombones, and continuo; the
pompous J—Trfj figuratic ciirzcteristic of the somewhat
more independently scored vic .ins and violas; the broad,
declamatory setting >f the text; the emphasis given to
important werds ("Lord," "reign," "ever") by assigning them
to strong beats of the measure; the ufilization of a major
toﬁality (C major); and, the diatonic harmonic vocabulary
‘within which strong chord progressions prevall (for example,
meas. 6-11: I - VI - IIg vl oI -vaavI-1? vy,

Additionally, the textural and dynamic contrast between
the first phrase (in unison and accompanied by the continuo
only) and 1its restateme: * (harmonized and accompaniel by
the full orchestra) endows the chorus with strong dramatic
qualities."

Following a brief recitative (No.-36)19-recount1ng the
crossing of the Red Sea and theé destruction of the Egyp-

tians, the chorus 1s repeated.

19See p. 67 for a discussion of the recitative. .

(WS}
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Example 39. Double Chorus, "Tne Lord Shall Reign Forever,"
meas. 1-11.
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CHAPTER IX

VOCAL PRELUDES AND FUGUES

~

Six of the twenty-elght choruses in Israel ;g ngptl

possess in common a number of qharacteristics which set them

-
3

- apart from the other choruses in the oratorio: their brevity

(the averagé length of the six choruses 1s 12.7 measures);
an eight-part homophonic texsure with the orchestra primarily.

doubling the vocal parts (2xcept for four a cappella measures

in No. 12. and ar orchestral accompaniment of‘%reater indepen-
deﬁce in N¢. 18); a slow tempo 1n ﬁ time; the syllabic, decla-
matory setting o  the text; a relati&elf’static melodic line;
their chromatié,harmony (Handel's harmonic vocaqplary appears
to be more consistently chrométic in these brief homophonic
choruses than elsevwhere in the oratorio, perhaps beqause of
the restricted melodic activity); and, their preludiallrunc~
tion. PFor the fact 1is that eaéh‘of(these choruses presents

only a portion of a larger textual unit which is completed by

lNo. 12, "He Rebuked the Red Sea" (p. 93); No. 15, "And
Israel Saw That Great Work" (p. 109); No. 17, "Moses and the
Children of Israel” (p. 115); No. 20, "He Is My God" (p. 143);
No. 25, "And In the Greatness" (p. 28:); and No. 30, "Who Is
Like Unto Thee" (p. 21l). :
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a consequent fugal, or quasi-fugal, movement. The texts of
.these‘paired movements——suggesézng a ﬁfelude and fugu arrange~
ment--evince a kind of cause andﬁeffect relationsh

Three of the pfeludial choruses (Nos. 15, 20, and 25)
terminate on the dominant of the ensuing fugal movement there-~
by strengthening the antecedent-consequent relationship of
these movéments; Nos. 17 and 30 conclude on the tonic of the

piece to follow which allows, as well, for a smooth tonal flow

-

from the prelude fo the fugue. The final chord of No. 12, al-
though the dominaht of the prelude, stands in a medliant rela-
tionship to the tonality of the opening of the fugue reéulting
in a more startling transition than takes place between the
five femaining pairéd movements.

In each of these preludial movements there is a "pre-emi~
nent solemnlty and emphasis to the portions of text they
'ueclaim which creates a pecullar character of dignity and
majestic eai‘nestness."2

The discussion which follows deals with each of the

paired movements in chronological order.

No. 12, "He Rebuked the Red Sea" ///

Two four-part choruses

. ) ’ e ’
Orchestration: Paired ob&ég and bassoons; stripgs, and

continuo -, e

°Macfarren, Analysis, p. 2b.
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Tonality: C major, ending in G minor

Meter: C

Performance Designation: Grave, e staccéfo

Textual Source: [Psalm 106:9

The first preludlal chorus illustrates Haﬁdel's capa-
city for using‘essentially‘simplelmeans to convey a most
awe-inspiring event: the dividing of the Red Sea. Thg
vocal parts of the entire moyement are éhown in example U40.
The piece consists of tw0'antecedent-co;sequent phgése re-
lationships. Phrases one and three; which are acsompanied
gy the orchestra, function as antecedents to fhe unaccom-
panied second and fourth phrases. The a caggella conse-
quent phrases~declaim the result of the 'rebuke' DPronounc-
'ed in the antecedent phrases. Undoubtedly the words "and
it was dried up" influenced Handel's a cappella setting of
phrases two and four. Several.additional factors set
phrases twc and four apart from their¥antecedents: a
change in texture from eight volce parts to four (cf. meas .
1-2 and 5¢6vwith meas. 3-4 and 7-8); a subétgptial drop 1n

P 2

the tessitura (see first soprana part, meas. 2-3, and rirst
and second soprano, first‘alto, first tenor, first and

' second bass parts, meas. 6-7); a change of mode from major

to minor; and three beats of sllence. Although not’indicated

141

in Handel's manuscript, a sudden dynamic contrast—forte topiano—
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Example L40.

Doub.e Chorus,

"He Febuked the Red Sea." .

Vocal parts of the entire piece (pp. 93-94).
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is implied. The sudden contrasts een'toe phrases'of this

brief chorus create a tremendous dramatic impacg Notice B
A. , .
W

too, how Handel has paid particular attention to textual muSi-

cal relationships in phrases one and three, emphasizing in two

ways the one responsible for the miracle not_only is,the~wor

"He" articulated on the strong heat of the measure, but {t is

also further intensified and. set apart by the eighth rest

which follows - } .
e o ? LB

Friedrich Chrysander feels that the third movement, "Quia

respicit humilitatem," of Erba' s’ Magnificat (see examplerl)

'inspired Handel's setting of "He Rebuked the Red Sea ThereA

are, certalinly, similarities between the-harmonic progressions

—

in the opening four measures of‘the Handel and Erba scores -

;‘(compare examples 40 - and Ml) The modal inflection, C major

to C minor (meas 2-3 of example 40 and meas 1-2 of example

41), 1is particularly striking- Notice, however, Handel's use

- _»\

in measure 3 of A-flat in the bass and D-natural in the alto,

Erba uses A natural and D- flat. The harmonic organization of

Handel's phrase (and hence the choice of notes) is conspicu-

ously different from Erba's plan; Handgl‘s harmony involves
the chord progressions VI - IIg.- v - l%in E flat, whereas
Erba's piece uses V6/II - II -'Vg -1 in A flat. Furthermore,

'both the melodic and rhythmic organization of Erba 8 piece

differ from Handel's.and additionallp, there is little

a -

/

14

0

< -



resemblance in either work between measure four and what

follows. With the exceptlon, perhaps, of

~

the C major to C

minor modal inflection (which, invéach instance, supports

the character of the text), I am inclined to view any other-

similarities as being fortuitous.

3

Example U41.

from Erba's Magnificat, meas.
(HWS I, pp.
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~. 13, "He Led Them Through

Two four-part Choruses

Orches<ration: Paired oboes, bassooﬁs in

Me-er: C

«and continuo

Tonality: E-flat major, ending in G minor

unison, 'strings,
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Textual Source: Psalm 106:9

‘Musical Source: The chorus "Tu es sacredos in Aeterrum"

from Handel's Dixit Domlinus

The rgsult-—or effect--of the miraculous event described

in the prelude constitutes the textual substance of the pre-

sent chorus. This movement, the second 1n a serles of three

¥

choruses dealing with the Red Sea experience, contrasts *“=x-

\]

e

i

turally with the homophonic pieces on either side. The c- ..

puntal writing averts what otherwlse would have been textural

monotony. The principal theme of the chorus (see example 42)

is treated fugally, the order of entries being bass (subject),
tenor (answer),.alto (subject), and soprano (answer). To

emphasize the One responsible for the miracle, Handel alters

the first note of the sqpranoientry (meas. 13) frdm a quarter

note to a half note. Not only 1s the duration of "He" twice

-

. ’ T lﬁ’g.
as long as in the other statements, but the alteration moves

Example U42. Doublelcﬁorus, "He Led Them Through the Deep."

146

meas. 1-5. Principal theme (p. 95, meas. 1l-p. 96, meas. 1)
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the entry from a weak to strong beat of the measure.” The
descending leap of a seventh at the words "the deep" (meas.
2-3 of example 42) is a significant modification of the

3
origlnal subject as 1t appeared in the Dixit Dominus more

than' thirty years previously (see example 43). The plunge
down a seventh 1s a rather obvious éxample of symbolism,
the leap depicting the Israelites' descent to the floor of

the divided Red Sea as they begin crossing to the other side.

&

Example 43. Chorus, "Tu es'%aoredos in Aeternum,”
meas. l-4. Principal theme (HW 38, p. 79, meas. 1-4).

T ' — 2 [
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Additional word emphasis is apparent - he final entry of

the subject. Compare the final four measures of the plece

(see example 44) with the'opening stalement (see example U42).
Notice in this final entry the two drops of 3 seventh at the
words "tﬁe déep" Wheréas the opening statement’contains only

one.

Contrasting with the rather stately, march-like quality

of the subject‘is;thellively'counteréubject (see example U5).

Berhaps Handel 1ﬁfended the sixteenth-note totion to depict



Example UL4. Double Chorus, "He Led Them Through the Deep,”
meas. 28-32. Final entry of the subject (p. 103, meas.
2-p. 104, meas. 3). '

4 , -
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— ; -

+ . J Y » v 1; ? ,fL
H‘”"ﬂ" the deep as through @ wil - der -ness.

the urgency and swiftness with which the Israelltes crossed
the Red Sea. The countersubject material first occurs in
the violins against the first'abpéarance of the answer in the
~tenor part (meas. 6-9). Its first statement by the volces--
doﬁbled by the violins, string basses, ahd bassoons=--0ccurs
in measure 10 (see example 45). The almost constant éix—
'teenth-hote activity in one or another of the1;FItS from

measure 6 to 30 results from the continual preSence of the

countersubject.

Example 45. Double Chorus, "He Led Them Through the Deep,'
meas. 9-11. Countersubject against subject (p. 97,

- meas . 1-3).

I




Although Handel has employed two four-part choruses,
the sonority of the plece most chafacteristically involves
only four or five real parts: a result of doublings. The
bass line of both_choir;, for example, is the same through-
out the plece. fnrfact, untll measure 13, the respective
partstof each choir are identical. This concentration of
vocal forces during the expositionkstréngthéns the individual
melodic lines, reinforqihg the statements of the subject and

the ‘answer.

Whereas the Dixit Dominus chorus from which the present

movement derives begins ans endg in the same tonality, "He
Led Them Through the Deep" begins in E-flat major and ends
in G minor. Perﬁaps the shift in tonal centre could be con-
sidered symbolic of the transition of the Israelites from
one place to another. Nevertheless, the conclusion on G
allows for a smooth trénsition to the concluding plece of
the Red Sea ﬁrilogy, No. 14, "But the Waters. Overwhelmed
Their Enemies" (in C minor). |

That both the prelude and thg fugue énd,on G is not,
I belleve, withodt some dramatic significance. G'is the
dominant:of ﬁhe'principal tonal 9entre'of the-oratorio,‘and
tona11¥} the°dom1hant implies movement rathér than repose.

In both instances, the movements which ensue from the termi-

nation on G suggest activity; indeed, the most important
. Q .

.
o 3



150

actions of Part One are narrated: the Israelites' excit-
_1ng crossing of the Red Sea (which begins, appropriately,

I'd
in the relative major tonality of Part One); and the destruc-

tion of the Egyptians (in C minor).

No. 15. "And Israel Saw That Great Work“

T™wo four-part choruses

Orchestration: Palred oboes and bassoons; strings and

continuo

Tonali*y: C minor ,

Meter: C

Performance Designation: Grave

Textual Source: Exodus 14:31

Although this pilece functions as the prelude to the en-
suling fugal movement, it>possesses, as well, a direct tex-
) tual relationship to the chorus which precedes 1t (No. 14
"But the Wafers Overwhelmed Thelr Eneﬁies"). The.preceding
movement has déalt with the destructién of phe Egyptlans,
following w£1ch the Israelites stand in awe of the event
which they‘haire'witneséed.~ The striking musical conprast
between’Ngl 14, with its thunderous timpani rolls and inces-
sant triplet paﬁt?fﬁ for ghe strings, and the prelude, which

i1s declaimed 1n'chara¢teristically solemq,choral—orchestral

homophony, constitutésfan intense dramatic effect. In the
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prelude, notice, too (see example Uif), thelemphasis imparted

to the word "feared" by the use of an augmented sixth chord.

Example 46. Double Chorus, "And Israel Saw That Great Work,"
meas. 8-11. Tension creating chromaticism. (p. 110,
meas. 3-6). -
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In addition to the expressiveness of the harmdhy, the 2 4
half-measure silences between the phrases are dramatically

significant.- The effect of the first silence (after the
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words "And Israel saw that great work") is that of the Is-
raelites stopping briefly and reflecting upon what has just
transpired, then realizing, as expressed 1in the second
phrase, that 1t was the‘work of the Lord. This realization
engqnders in the Israelites a holy fear of tagir God which
is expréssed in the final phrase of phé prelude. The pre-

lude closes on the dominant, tlhre resolution of whieh en-

sues in the opening chords of the fugue. _

No. 16. "And %slieved the Lord".
- Four-part Chorus.

- - Orchestration: Palired oboes, bassoons in unisoh, .

strings and continuo . o

'Tonality: C Minor

3
2

Performance Designation: Larghetto

Meter:

Textual Source: Exodus 14:31

Musical Source: Soprano-aria "Che S'atteri" from

Stradella's Serenata‘QualyProdigio.
‘This cantrapuntal.movement functions nof only as a
postludial COmp;nion(Andfa ﬁuSicé1 reéoiution) to‘the'pfé-
41ude but’also'as the ésﬁgzgsion to the whole of Part One.
'From the beginning to»tﬁe énd of the plague‘mg@ements, and
_in_the choruses reéouﬁting the deliverance of the

[N
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‘Israelites ahd the destruction’of the Egypﬁians, the drama-
tic tension and power increases, reaching a peak in "But
the Waters Overwhelmed Their Enemies" (No. 14). This drama-
tic tension is abated in the final chorus of Part One, a
plece of quiet affirmation of belief in God.

The,uniq;e feature of No. 16, by contrast with any
other contrapuntal plece in the enfT;e.oratorio, is the
departure from the conventional tonic-dominant relationship
between subject and answer .as eaeh volce enters. Notice in
example 47 below that each volce enters with the subject 1in N
the tonic; the order of entries being bass, tenof, alto, {i-
and soprano. The first exposition 1is succeeded immediately
(ieas. 13-22) by a seriee of entries--a ceunter exposition§~
‘which presents the answer 1n the domihant as well as revers-
ing the order in which the volces ehter (soprano, alto,
tenor, and bass). Except for Handel's ten-measure inser- %
tioe (meas. 22-31), the piece follows both the melodic and
tonal scheme of Stradella;s haterial without any sigﬁifi~
cant alteration.

Although the piece contains few direct textual-musical

" relationships, there are two that are worth mentioning be-
cause of thelir relationship to other movements Eoth of

4

these relationships occur in the section of the chorus
‘\ .
(meas. 22-31) which involves‘Handel's addition tq.StradellaJs

o~
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Example 47. Chorus, ."And Believed the Lord, " meas.

1-12.
Canonic presentation of the principal thefle (p. 111,
meas. 1-12).
; .
" SOPRANO. == x = = e
And be. .
{od or. .
AT — e
L _ . Asd be. .lGev.od the lardind bis
- '.'nl‘cr - b te donBrrrnondsy nen
AN et =
. . : e e T -
Loy o “Aod be. _[liev.ed the Lordeodhis  [ser . . | _vaat, bin
- Lk s . . L ('af er. lbaan.te luﬂerﬂald.m Dr. L |- n.?nl'-m
T N ' - £ iL; -_ﬂ;”;_&i-—.r--r *_Tia 5! '=‘! EEEEE
SRR . i I 4& Lieved the [Lordaod Kis | | ser - vant[Mu_ves, his  {ser . vant [Mo_ses,
) SR I . erdhann_te dea|Parrnamiseinen | (e . mer |Meo_ses,wi-men |Ihe . ner|blo_sm,
4 N 1 - 1 L
Tuiti Bassi :z:':‘.:f:?ﬂ:i:w—};—-— g
Tasle selo, =S S B x =
f. .
T
: et
ot Mo.' J ses,
A mr Mo, ]ia,
e e ——
- 3 —pa-
' Jvact Ne. .|ses,
m’“. -] 303,
gl
_[wat Mo . ] ses, N
n{‘h- - 873, ]
e
. v
Mo . .|,
-—-‘l‘- -] 38, .
y— |
EEgEE

material. Firstly, the change to a homophonic texture In

- measure 22 symbolizes the Israelites as a group rather than

Y

asvindividuals. The text "and.the people feared the

Lord"

\5 ‘in measures 22-25 was presented in the prelude and its re-

statement hei; not only emphasizes the text ("people"
~ l‘;‘f"’ 1

gests a colleetive-—homophonic—-treatment), but also

sug-

relates

texturally to the preceding movement which was avowedly

154
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“homophonic in character. No% only the homophonic texture,

~

put also the textual repetition strengthens the antecedent-
consequent reiationship of this prelude and fugue. Sepond~.

ly, the drop of a seventh (C tc D) for the basses in measures

23-24 at the words "people feared" recalls, perhaps & certaln

fear which the Israelites felt upon’crossing the Red Sea (cf;

with the descending seventh at "the deep" 1n examples 42 & L),

Example 48. Chorus, "And Believed the Lord," meas. 22-27.
Textural and textual relationship to the antgcedent

chorus.
a

: % 3 e
x(t T e
——rr v~ = . o
- . . l
Viotias - 2
zix a .~ —» =
Yisla X : > =
pop_gtpg—a g 1
Sep [P === e
po_ple |fewr-od the |Lord,snd by | licy.ed the Lord
| e ..ol a. g g Pt L 2 o o !
Athe === : = — == 2
.« Ii. _radd [firch o . x| ihsy wad er .|kunn . tr den |Herrn
= - —e e
e
wd e P2 Far_ed the |Lurd,and be |liev.ed the | Lond
T 3 ——q-Eu:q:::-_g::g:;‘ *
Bass T e == T — ! S ——
"F‘" fs . reel  flrch _te _ s i‘a, wd o . hn:-lc en Hr:n
Tutth z =
“d N 7 [ e M . [) . " e
[ Y 14 32

Following the homophonic episode, the contrapuntal maﬁﬁg
. N Ly T

terial returns ﬁ%r the remainder of the plece. The closing

vocal cadeﬁcé 1ncdfporates the hemiolas which are

4od
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characteristic of triple~meter movements. A four-measure
instrumental coda brings the movement and Part One to a

serene close.

[

No. 17. "M.ses and the Children. of Israel”
Two four-part choruses

Orchestration: Palred opoes, bassoons in unison, EWO
\ ,

-

: trﬁmpets, three tfombones, timpani,
_f; _ 'strings, and continuo |
Tonallity: ¢C Majdf : ’

Meser: C . S ' ff o
'Perfqrmance;Designatggn: A tempo‘giﬁstoi .

'Textual Source:’ Exodus 15:1°

This chorus, given the sheading "Introitus" in the manu-

s;ript, openstart Two ("Moseé Song") of the'éraﬁorio. A

ten-measure introduction prefaces the enfrance of the'voipeS'

in measure ll.f-Handel'withhold; the’trumpetsjvtrombones,

/ .
and timpani until measure 11, thereby underscoring the en-

trance of the volces. v .

' 1.
Part Two of Israel in Egypt might well be considered

an anthem of praise and thanksgiving; and Handel captures,
. N

1mﬁéd€gtely, the Epirit of joy and exultation both in the

rhythmic and harmonic treatmént of this plece. The charac~-

teristic dotted rhythm J 7’)’ J j], j in the strings,

jgxnds, and éontinuo impartgevitality to the movement. .

-
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Handel's use of several secondary dominants (V/IX3 N/,

.

. 6 i . o
V/VI, VII /V) results in a rather intense, but bright, har-

monic structure (see.example 49).

.

Example 49. Double Chorls, "Moses ‘and’ the Children of
Israel," meas. 1-10. 'Harmonie structure of the 1nstru—
mental introduction (pp. 115 and 116). :

. A tempo insto. . ) '
" J.P g"tr‘r. x < %m PO I N—
S ey g e e SETTEIAS
DI AN U S i S § T AR e )
e : oyt R e
RNt Jeerr ot
3 , =t - P
. et BN s s e I T
{U —r 7:?."" {%fvx ¥ %:1—;;;.;:1 .’I_i_r' “.; t?:'ﬁ{_
g o T B et T o e E== =
25;%&%;2555Ezzizf—v-T—i¢=£.¢= » = =: =7
V . T . : - -
Yo W 7 Yy TRy LY i

Example 50 shows the cha“acteristically restricted
melodic activity which tends to focus attention upon the .

tension~-creating harmonies. The text of this piece is cer-
4

tainly incomplete and requires the subsequent movement com-

. F ) )
mence without a pause.

v

Pl

Example 50. Double CHorus, -"Moses an% fhe Children of
Israel," meas. 11-24. First soprano melody (p- 116

meas. 6 to p. 118, m%es 6). ; 4
oW R
~AA tqmpo‘giuatp ' E
Ty T -
Mo - -ses, ~ and the 4 ®hil-dren of  Is-rael

157
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. SUng th‘is so;,g'" on — to the® Lord, o )

o
»“- N‘ . - . _ - . ' “ ‘
=1 = - by

2 i

Pofé Y Lng: : Ra.nge
' ':‘_6;»‘.
.‘w Iy
£8
No. 18. "I will Sing v .he Lord"- - . :

. Two four-part éhQPUSESQ% : ' ' I "

Orcggsfration: Pai. ~. oboes, uassogksvin.unison,‘two
trumpets, three trombones, timpéni,

' 4
- strings, and continuo

Tonality: C~majorii?

Meter: C :
Performance Designation: A tempo glusto b
" Textual Source: Exodus 15:1 N g

Musical So{lr"ce: According to Taylor,, "8 older material

has been detected save, indeed, an

1

’
t w .

ascgpding and descending SCale,paigkgé,

. of four Hotes--a regular locus cémmunis éf

of contéapuntists;33l See, hbWever:uthe

discpssion below: N

3Ta&lor;ﬁgnd§ptedness of Handel, p. 92.

s
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Three different ideas form the basis for this stupen- O

~dous chorus. The thematic material shown in example 51 1is

presentéd in the first 15 measures, af<.r which the motives

‘are comhiﬁed and ppesented antiphonally 11 measure 45,

"

whereupon @he twﬁ ghoirs unite rggulting in a four-part tex-

[P AR - £

tufé’to the;end of the movement # oy

.f’-

u'g'.
<

Double Chorus, "I.Will SingnUnto the Lord,"

® m\ .

Exanple 51
B4 Thematic material cf the movement: (a) p. 119, meas.
1-4; (b) p. 119, meas. 4-p. 120, meas._l; (¢) p. 112,
meas. 3-p. 123, meas. 1.
(‘bz p—r—x—p 2LAy By tu—n
== T Y et
rd for he hllhtnnnplid gle. . - e - -
the [Lo 'denn or hat gehol_ forlwun_ . %:- - - -
:‘4 + 7 < > F LL- 2 ¥
dem |Herrn, . for be [hgthtrinmphed gle . .
draner lhat grhol . femwwn_ . .
— — e
L
4
= .
/ y W
- - - - 'i“’l" by " A,
« - e = = ‘(f.hf, " = :‘G, W
. . S . riewly,
e e e wgderbar, .
=
? . a t’
e (c) "ﬁ'"‘ ' N N )
e = %ﬁh‘w
 the herse aod Nis 7. dor hath be throwain {o the ses;
e e et er—
@ des Rass sndden Reiter Aet gu_stirst or in desMoer,
. - —— —¥ ﬁ?{ x & R
vy, -m)hm snd bis #i ,der hathhe | thrownin . to .theses, 5 - . AT
oLl : PR o
3 [Ress und dex Reiter het go.i stirst or in ln&;nr; i ) .'}_ f::.
. . . v ‘ -i.‘
- . Wy



excerpt‘from Ti.2

Tn his essay "Tne Church Music” Basil Lam duotes an

horus "Let God Arise“ from Handel's

n,\‘wr
eleventh Cha A n*thé The triumphant anthpgaggprus is
P

preceded by another chorus -the text of whieh

at Thy rebuke the chariot and horse are fallen

&

mic structure of the motive in the 'C

opening motive from the Isnael in Egzg chorus under dis-‘?

Example 52.

-

Dean suggests that "the finale

' cussion (compare»examples 51, motive

"t

Melodic excerpt.

" a certain similarity both between the melod

o

LW

There is

‘a’, and)52)

Chorus, jlet God Arise," from Ch@ndogkﬁnt em.

" bless -ed be  God

i

. by
¥
J X, L =d
8|¢ss d be God,. bless -— ed
"J“).Q“.'J : .
: : ' m}f

[or the oratorfo--this chorus

s repeated‘at the end-{kould have begun 1ts days as a

Chandos anthem on its own

. ({".

o

RV

uQuoted in Abraham, Syngosium; o

22,

174.

\firmus like theme contrasts markedly with the second and

Stk

'tes "0 God,

ic and the rhybhﬁ

-

n5 This broad and majestic cantus

160

©

e

handos Anthem and thels] f*é"@\
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third ideas shown in example 51 above. Handel ingeniously
combines the-first and third'of the motives shown in example

51 (see meas. 17-23 and 30-33) and intersperses statements

of this combination with the second motive (see meas . 24-28

and 37-42). | . B

-
oL
o

Example 53 Double Chorus, "I Will Sing Unto the Lord," B
meas. 36-32. Combination of thematic ideas (p. 127, -
meas. 1-3). R PO

- ra y—

the [horse and his E.dcr, the b,’,‘, sod his ri.der
(d-) das | Ross wnd den Rei_ter,das Boss uad deadiei_ter
= g

;‘iﬂﬁ;g
(a)i will{sin . . . . o o . . - - -

] will | sing %ﬁ, }
e n . . ‘ . . - - fem_ 3 dem
{Cz . ba * _a £ o U - r___P P s,
: the herse and his ri_der, thé horse and his ri T ¥e bath he thrown ig - te l‘h

Until measure 46, the trumpets and timpani are sllent;
tne suppression%ef these instruments illustrates’Handel's
keen sense of timing in approaching the climax of the move- g
ment. The introduction of the trumpets (with their charac- qx?
teristic brilliance) and the timpani-—emphatically stroked—-
’coupled with the added powef resulting from the concentration

.

of the vocal texture’to within four parts (beginning in

‘ < .
meas. M5)<neates "3 fine specimen of Hangel S triumphal rhe-
toric."6 Measures_52-56, whereln potive 'a' 1is .treated in
< . . . Tt
, , . e

# STovey,.Essaxs, 5:107.

e e e
i"v > il : . . .‘
. *@%E% . L =, .
-« 1
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strettdz represents the beginning of a gigantic climatic sec-
' tion in which each of the three thematic ideas is presented
in succession by the chorus suppOrte& by the full orchestra.
l
The presentation of the material in- measures 52— 56 1s subtly
introduced in the four preceding measures by using the text
--and the rhythmggﬁfigures associated with--"the horse and»

‘'his rider," but using the melodic shape of the cagtus firmus

which‘opened'the movement (see example 54).

Example 54. Double Chorus; "T wWill Sing Unto the: Lord" k
Comparison of melodic shape of meas. U8-49. with 52-55.

. A 3 ’ . .‘

P ﬁ : , -

: 0N (0 J 1 1\ ' ' J I.N A "
‘ S~ ' 3 {@-

r__l_..‘ .

T
:

. i e
= 1  ——
s~ T >

l . N j

B
e
)

'Te

' ;The rhythm of ‘the last two measures of the choral parts

3

illustrates the augmentation technique which andel charac— ‘

,tekin&ically activated for the conclusion of choruses, The

iﬁ?, 4 ._”ﬁﬁion of the last vocal phrase results in an emphatic
. v R Y .y b
‘ enunciat}on aﬁﬂ%he text. There 1s, as well, a symbolic re-
. . -’9‘3‘/ zs
100 ; iy v A ‘4
3 ";*ference .ofthe text 1mplied by the downward arpeggiated fig-

ure in-the orchestra £o118wing the ‘final .choral phrase.
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Example 55. Double Chorus, "I will Sing Unto the Lord,"
' measf63-66. Augmentation of the closing vocal phrase
(p.hlgj, meas. 1-3).

— > —C — -
' 11 JF {' 1 4
hath | he thrown o . . to :E. sea.
> - > ‘!‘ l
hat | er ge . stirst  indas  [Meer. *
y 1 8.
S
z : = S
bath | he thrown in. . to the | sea. ‘
- .

The harmonic;vocabulary and tonal mdbvement are extreme-

ly conventional in this movehent.' Tonelly,_the plece moves
from C to G to C to F ro‘C. The harmenic progressions mcst_
frequently encountered consist of movement among the pri-

. mary triads, and most often from tonic to subdominant to

dominant and back to toniéﬂ&grmomy The emphasis upon pri-

g

!

mary triads used in primary tonal areas, as weiﬁtas the pre

4

ponderance pf strong—-tonally definitive—-harmonic progres-
sions, symbolizes; I believeLA%petomnipo%ence of God--which
is implicit in the'text-fin delivering his people from the

Egyptians.

No. 20. "He is My God" .

Two foun—part choruses
* J

J

Orchestrétion:, Paired oboes, bassoons in unison,‘three
4.?‘;-‘:l ﬁi ..
' trombones, strings, ard continuo

Tonality: A minor to A major . v . g’

Meter: C.

S
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Performanc Designation: Grave -

Textual Source: Exodus 15:2

Musical Source\\/The opening chorus, "Magnificat Anima",

from Erba's Magnificat
™~

- ~.

N— "

"This is the only preludial chorus ‘that is, without

question, based on an earlier work. Handel_has appropriated
almost note for note the six-measure opening'chOrus/of Erba's’

Magnificat to which he “has added four measures, two at the

at the beg}nning apd twd at the end. Handel has aiso added
trombones anﬁiﬁassoons to the orchestra. The most unusual
feature of this'movement'is tﬁe meiodie‘flourish for the
second tenors 1n measdre 7. This melodic eccentricity, in
conjunction with the somewhatsindependent part-writlng,

and the absence of rests betweee the phrases, all of thch
derive from Erba, resulfs in a texture which 1s more dense
than that of the other five»préludial chorusee (compare
'examplefSG below with example 40 on ‘page iuz).

Handel's initial two;measure?%%ditieﬁ to this chorus
simply thunders out a repeated A minor chordmdn the words
"He 1is my, God. " Meas?re three (Erbajs opening) coritinues
to reinf;}ce the A minor chord. 'VThat the harmohy is un-
changing for the first three measures, symbolizes, perhaps,
_ the sustaining power and omnipresence of" the Israelites' .

3

God. Sedly Taylor has referred to—thevconcluding two
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Example 56. Double Chorus, "He is My God," meas. 3-8
Soprano parts and second tenor part of measures based
on Erba's Magnificat (p. 143, meas. 3-5, and p. 144,
meas. 1-3). . )

AGn.u 1
Ez; p, s e S L —p— y -
q-ncl. I will pre—pare him an ha - bi - ta-tion, 1 will pre-
n N \ . ) v
S L } p- 1% - } : ' i i
3 BCEST T SEES SE8 s
ond L wilpe-pare____ him an ha — b Qa, — tion,and I will pre-
. | l .
2l A . -y y 13 17 )] b1
; N S — 12 —& ) T
and T will ' hi an ha-bi — ta — tien ad T wil pre-
| wi PR—PC'Q m : y &
S === ——0
. —~— ‘ .j?ﬁ / ”
P‘:n him - lan h“'fzf - bi — ta —tion,
s y M - :
x , 7
J . ~ _
pere him an ha — - bl - 4o —tion,
T H 3 : L W y
b 4 ra -

pare h:&i, I will pre pare iman____ ha — — u-tu-tto;a,
measures of this chorus as'"the closing_flash of geﬁius
which we have learned to gxpect”from Handel when he has
finished working up a piece of old material."-7 There'ére

three factorf’which contribute to the climactic termination

TTaylor, Indebtedness of Handel, p. 114. - gﬁ%

g v )
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‘of this chorus: the one beat of silence between Erba's

Sl

material and Handel's additional measures; the high G foféﬁihﬁi"
the first soprano on é strong beat of the measure (this is

the highest sopraqovnote in the piece); and the 1ntensity

of the Phryglan cédence. Therdondluding three chords of

the preludé effect a smooth transition to the ensu;ng‘fﬁgal

movement in D minor. Aﬁalyzed in D minor, these chord§ are

I- IV6 -V, the dominant resolving to the tonic in measure

one of the fugue. Although the part”writing‘is somewhat
\\-." )

awkward here--note especially the first - to, first_tend:b

@ .
K4

Example 57. Double Chorus, "He Is-My God,"'meaé. 9-10.
Handel's two-measure conclusion, the climax o7 the
movement (p. 144, meas. 4-5).

~ N
L | N !1_ # 4

| T
“|  my fa-thes God.

y fa ~ther's  God.

NE
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-
~

and both bass parts-fthese two meésures, becauee ef the‘
silence which’separetes them from the previous material and
_particularly because of the poignancfﬁef the Phrygian cad-
ence, seem to "burst thrbugh'Erba's fog like the sun through

the clouds."8 ' . N

No. 21. "And I Will Exalt Him"
53“ Four-part chorus
Orchestration: Paired oboes; thfee trombones,‘strings“‘
and continuo. _~f-
Tonality: D Minor . - . - R
 Meter: '¢
Performance Designation: None
Textual Source: Exodus 15:2

/

Except foré twelve-measure episode in the middle of

m".l./

this chorus, and the concluding seven measures, both of
Which episodes are decidedly homophonic, a contrapuntal tex-
- ture based on fugal procedures prevails in this chorus
The subject of this fugue 1s divided into two parts with
each part respecti@ﬁay;being presented as an exposition
(see exemple 58ibelow)."The effect, ‘then, 1s that of a

\ fugue. To distinguish between each part of the sub-

_,‘I'wiil refer to the firs%ypart'as,subject I and the

-y
3 LY

'8 Tovey, Essaya, 5:107: o

P ] . AN ° . )
. » ~ - - PR}




Example 58. Chorus, "And I Will Exalt Him," meas. 1-20.

Exposition (p. 145, meas. 1-20).

S1 ,
T 1 19
T 1 1 1 11
v ‘ " 1 ¥ ?
SIL ~ .
oF—= e »
.S - 1
I
2 m ——
' - hl —
/' i 1‘ f
-7 F i L

L
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Y ‘
second part as subjJect II, although the latter seems merely )

o

to be a continuation of the former. In example 58 I have
indicated the entire subject (subjects I and II) as a com-
plete unit, then shown the opening twenty measures of the -

piece. . The second half of the subject (subject II) derives,

in fact, from the cohjungt motion and perfect fourﬁh 1eap oo

4 a

of the second half of the first part. .

o

In measure three (see examp.e 58 above). notice the C

natural, whiéh, according to Macrauiaen, furnishes the sub-

e

ject with a modal quality. The presence of B naturals sup- "

ports, as well, Macfarren's modal interpretation. Macfarren °'
held the -opinion that "for the sake of investing the text

]
with all possible ecclesiastical association"9

Handel set

this plece in the Dorian,mode—-perhaps the fact that the

opening twenty measurep are accqmpanied 6nly by the organ
contributes to the‘ecclesiastical qua;ity. Iﬁ ﬁ& opiﬁion,
however, the modal quality of tﬁe subject 1s somewhat tenu- .
ous. An analysis of the subject (see example 58 above) re-
veals only,ope appearance of the sqbtoniq, in measure three

The C natural in‘the bass voice'of meashre~15 is no longer

a subtonic, but rather, the mediant of A hinor, there is,

P

moreover, a very definite shift to F major in the middle or

‘the piece (see meas. 33—43) which weakens the“case;rog;g LS

—4-

9Macfarren,“Analysis§ p. 19.
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modal interpretation. Additionaliy; thefe is a preponder-
ance of C-sharps and B-flats, especially from measure 78

to the end of the plece. TFor ta- _i=ce as a whole, 2 D

minor interpretation, with/a’lowances for Dorian inflections,

" seems entirely plausible.

4As alluded to above, the orchestra 1s withheid during
the first twenty mea§u€§§ of the plece. The effect of its
ent;ance in meééﬁ?e 21515 startling--ahother indicétion of
Handel's dramatic- instinct at work. The orchestral .entrance
¢raws one's atténtion to the reappearance of Subjec£,I (sil- .
ent.since meas. 11) 1in the bass voice. Moreover, this»is

N

the first time in the piecé that Subjects I and II are com-

bined as a kind'qf counter-expositicn. The role of the

orchestra 1s that of doubling thezvbice parts.

Handel's prgpensity for juxtaposing contrapuntal and

hdmophonic textures is also evident. A 5% measure homo-~

o]

phonic'orchestril interlude in the relative major tonality' .
of F major (meas. 39-42) is followéd by eight measures of

choral-orchestral homophony. Not only does this homophonic

eplsode proviée,tgxtufal contrast, but tonally it returns
o o i - |

to D minor from F major. Furthermore, there is a close

relationship between the episode and. the previous preludial

;chqrus;‘ The text of the episode is based upon measures 1-2 .

o

. and 9-10 of the preludé; add#t%iFalry‘thevﬁﬁst tﬁree,

‘(}" o,

T S et S
N L T
. :" .’ o . ) ) . L s %
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measures af the episode reiterate the Phrygian dﬁﬁenoe.which
concluded the prelude (compare examples 59 belc -2Z 57 on
\J col . . ' "" ’ v
p. 166). - / B .
| | PR o
Wxample 59. Chorus, "And I Will Exalt Him," meas. 48-50 of
“homophonic episode (p. 148, meas. 7-9). )
a——+ e, A
L J e ﬂyif'fa - ther's | God, .
: * - \ <+ £y
4 [ '.D

a

is my fa - thers | F,Go&,

2 p —
- !
~ - .
- R ;3 T -~ . -
¥ 2

)
’.:

o ey [Fa o e Gl
iﬁ;ﬁ__a o
Cr : * - —— {1
’ s my  fa o ther¥esgad,
Y | - S ,
- Folloying the homophonic episode,ﬁﬂhe two subjects . -

‘undergo further elaboration, the most thable of which is
AeTm“”&” g

the application of. stretto to the last five notes of Sub-

v Ject II. ) 133” ‘ >' ey o o _ o
 Handel concludes the movement.a%th a cﬂaraeteristic

stroke, evoiding the'eipected duthentic cadence in%measures.

. o _ - d
92 ~-93, and substituting V6 - V6- of‘ Iv, leading thence ,,_to’agf

six measure restatement of the text in a broadened melodicn

Q

and harmonic rhythm, as if to reaffirm that God will QQSeed

be exalted ‘c. ;“ : : l f“ qy
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Example €0._. Chorus, "I will.Exalt Him," meas. 91-99. -
Clonclusion of the piece (p. 152, meas. é}ll‘)“ R
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Q_Nof 25. "Aq@-in the Greatnessfof Thine* Excellency"”

<

;?, Tﬂb four—part choruses-

Q w ' “. : - qT ) - N ) . R
Fphestration: Pgired oboes, bassoons ifi unison, ;

@ o . . . .o
L & ' L

gegformance Designatiqg, Adagioif,

* ’ e - g
e o ¥

Y Textual Source Exodus fS T . . '
. ﬁ-\v e - o : .

"\f

A rather striking parallel euistsvseé%een this chorus

““'4, 2.

] - . ..

mate piece from Part One ; Like'No 15, é%e present chorus
not only serves as eﬁprelude to.a fugsz movement but also
possesses a direct ;ext!fdsrelationship to Ehe mOVemeht
‘f’,-.fwhich ﬁreceded it 'ﬁ:i

<

*;-evious piece (No 2U) has dealt.

~ with the Egyptians’ dessruction. In@ﬁhe prelude, we have a

: r
o change of expression "from the Jubilation of the last plece

e--a true “sense of Omnipotence, and a feelling
l T

to-profoun_

that they%

,sbration are in 1ts hands ;- and may, at the moment become

.. ,'its sacrifice.n1°

Tbe musicai contrast here cayrfes a tre-

mendouz drqmatic 1mpact. NOt only$1sngmere a contrast of

07 i 43‘ &
P 2 $trings and continuo. e
'v/ . ) . . : ) . 1 ) . - . .-» B . ;v b.
Tonality: A minor. - - o : ' .
i - s te T L
Meter- C ' g - fs S A _ S

and~No; 15% "And Israefd!;w Th@t GreaQ Work" ‘the penulti—ﬁ

now rejoice in the consequences of* its demon—

vl
D e

Ay

—

¥

~
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A TR ' ~
e harmony of this brief p}ece is more chromatic than in the pre-
. o 6

- ‘ceding movement "In example 62 below noctice the biting "d1s-
'so‘na%ce on theu word "greatness" as’ well as the ‘use of a dim-

o fnished seventh chord in measure three aﬁ the ﬁords "of, thine

. v

g-?,. The cono@.usion‘ of the prelude on the dominant engenders a .

h -

-' .'53",) " o . L ":' . '
; sﬁr‘ﬁ‘o:ﬁh transitian "t"f) the ensui'ng f‘ugue. } ‘
& : my o .
_ e e ' . \.
FA fA. _.‘ "
: E;tample 6’1‘ Do .ufs% "Thy Right Hand, O Bord " mea;’:
Sz W 33-35 (p. 1By a@sv,»;i-p 183,meas 2), and’ MAind in the Great-
' . . ness,"meas. 1-4 (p- "183,meas 3- p@BM myAS.. 1). Contrast
Ly, _' of" zemﬁo, rhythndc activﬁ:y, a.nd @e Lodic activity. .
P
L]
AnJ, in the g"‘* nes d’ ﬂn u-ulolu-‘y,
Example 62°. ~Pouble. Chorus, "And In the Greatness,"me s. 1-14.' )
""?,1;:. - Tension creating dissonances (p 183, meas._3-p 184 rwas l)
v _ -rﬂ
i

e

’~
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No. 26, "Thou Senoest Forth,Tnylwfath"‘

R e

Orchestration: Paire-'Oboes, bassoons in unison,- three 5
trombones,&strings,'and continuoj
. .Tonality: A Minor
5o : s
P 'Meter ¢ : . o
~ Performance Eesignation None S T
s - S . o j_"'
- Mextual Source: Exodus 15 7 - o, N
. : ) 'y . ) . L
Musical Source: "Feckt tentiam" from Erba s . F
;x’ N L. o \5" 0 ? zﬁl Nk A . ’ it
A - Magnificat 4§? T
L oo - . : N Y L]
X | This fugal movement is an almost eompleQE1y unaltered Ah
LR .
; purloﬂning of the musical source mentioned above ~The -

9J‘ changes consist primarily of minor rhythmic adjustments to_i‘

. 3 suit the text (e g5 J may b;’ altered to J J or J J) J1

Or vice versa) ‘id occasionally, the use of passing fones

- - .

or neighbouring tbnes in order to embellish the original
4 \

material Handel's use of'three trombones and bassoons in
) » .
Lo the orchestra is the only)signifieant addition;to Erba's

.\v _ . : ' B o .

) ‘orches tration )

— Y

g The first thif’; measures of*this fugue are score%;&gg-#ﬁfa.

-

,4*

’»._VChoir é aécompanied by the organ only, measures 1-26. .c'onsti-
gzoxute the exposition. ;A B% ' measure epiaode (see meas,
26~39)s tntolvins soprano, alto, and tenor voices. and

orltn, lnptrttes the exposition zron the rurst appearance

gx) *
’ ‘ N -“" e . o ’ )0 . ’



of the combined cholrs and full orchestra. The basses of

both choirs, reinforced by the third trombone, bassoons,
. K

violoncellos, and string basses, restate the fugue subject

in counterpoint'with the sopranos, altos), and’ tenors of

both choirs Which are sgpported by the rest of the orches-'

?  tra. The textural change from measure 30 to 31 1s indeed

- #. . | .
startling (and not unlike that encountered earlie® in No.

21, ‘"And I Will Exalt Him"). Erba, however, must be given
: b

' o
the credit for the- impact created by this textural change

Fa Q

e
(see also measures 1U4 ;4 end SOff for similar contrasts)
u '_ ‘90 L.

o _'Han&e1§¥ tromﬁ'nesﬁfwith their sonorous tone qua
. v . . ’

Vpassobns, in- additﬁ%d tggreinforcing th@ voc

‘part perhaps, a degree of sGVerity to the piece underscor-

ing ‘the funereal quality of “fhe text. The text of the fugue

_constitutes alﬁgflection gpon the wrath of God Which con-

. sumed, .or as the preludq~states, ovgpgbrégfthe\enemy_

‘The'chords contains little of the descriptive quali-‘

: ) %
- ties characteristic of‘many other pleces in the oratorio

<

Essentially, the- piece is important for the textural a@p-~

Y.

. ﬂ.trast it provides with the predominantly homophonic:texture

I VN 4, ,,a- o cq‘ . . . )
«.jf--'wor the two: prececﬁw movements. - e

y 30. ”Hho-Isﬂiike Unto Thee} 0 Lord" .
‘rno rour-part charuzes S o .
L lif"'A.Orcheatratiqn:» Paired oboes and,bassoons, strings andf

°

176



- Like Unto Thee"

rich Chrysander S editorial addition of four measures whig%‘/

54
- do ndtggppear in the autograph manuscript'

.
"’

measures are surrdundgd with-bracketspin example 63 below&ei

Exampie 63.
.14-20.

&

Tonality:
Meter:
Perforhagge Uesigpation:.
Textual Source:

The last of these brief homophonﬂg cho@uses

4

o
.-

k.

c

v

@

'g»

(No.

~ Chrysander
preceded and follo

PR

-

0

s

.

C minor to A minor

..Grave

Exodus 15:11,12

({

i

i

s w ™
"Who'?s

- = % 4 -
30), raises a question concerning Fried?

o

The qﬂbstionableA'

Suble Chorus,h"Who 1; Like Unto Thee," meas.

ﬂﬂtorial addition (in brackets)
hy Handel's autograph materlal

(p 536, meas. 1- 8) —_ -
: i‘;“; j_zq;_",’:f:,_, E} gﬁ‘ = bt
':.-‘:s, ‘fm.fnl in prai L ve, de . iog | wes . ders! Thou stret_chest | sut  thy | right hand:
ful o, b :
e =e==
hi . 6g, | | schrecktich wnd | ko Bieh,|  wemoder | tha . tigs Du streck.test | ans die | Bech _ tas
== 3 e
wonders,| | four 0w Jprai o gdn, | do-ing |wee.derstl] | Thoustreiohent | oai Thy | right bepd,,
Y = 3 : TI N 2 2
b oy, | | sbrecktich wad | hore. ick, | (wun_dor ] thi . 1| D ek’ bt | wen dic | Bech _ 10
= =+ T
wosdors,| | foe ful dn |pevioves, | do.ieg | Su derst[l | Thoustrtbens | cnt thy |right dand,
5. wan Ber:|bd dgt | Destrechiteo | wm g |Reck Cto:
PR R i - S
weben |t S b i |piiion,| b leg wou_dota! 1 Thewstratrbest | ot thy [ripbthaed. |-
iy 00, || it [Sirr. k| - omeder 83t ] Dv siveedi | o Ko alnh e
AR, T PRy : L KA § . . : -
‘ ‘ - > Al
- -~ . - LA
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In the preface of his edition of Israel 13 Egypt Chrysander éw |
) . v .; ca

states that L ‘ - cE, - G o

in tha, original [the autograph manuscript] at.the words
* "doing wonders", Handel puts .a /A\over the last E in the
continuo [meas.’ 1 of example 36], and in the conducting
score “drew his, pﬁncil_}hrough the three following bars
"Thou sfretchest out’ thy right hand" [meas. 6-8 of exam-
ple~” 36], and curiously wrote the following bass under

. them ; v .
| Lo gt .f, ) —— 7
B - : 1 — 1 1 - co
. ——— —r I L A B :
e L0 | fear flkin praises  doing wonders
S ; - . » R . . B . . :-,, ) ! R N
. C o e ~- = : n
I AR T (1"0915'4’ : o
T - "

A later gopy taken by Smith ‘doubtless not t111° after

‘ ‘Hahdel's, dea%h, suppresses ﬁhe cancelled bars and winds
*. o{ip.in E.major with "doing wonders", and thus leaves us @
in the dgrk -about the enigmatical addition. This omis- &
sion of ﬁhe three bars certainly-rests on a misconcep-

~"tion; ‘for Handel doubtless only cancelled them in the

_year 1746, when, on emp}eying the V;;ement for the so-
~jake no use ol

called Occasional Qratorio, he co

these last three bars leading to hé following chorus - _%;
. (in C major]. - On.the same occasion he also probably e
'+ sketched the bass Just quoted, and was only prevented -

from filling in the other parts by an interval of ten-
years which elapsed before the next performance . 11°
This filling 1n I myself have now supplied - ..

4

)

S lle 16 p. i Having examﬂned thé autograph.manuscript-~ ,
Chrysander' Toriginal'--score, I am gblé to find no trace of
. his f\ "gver the last-E in the continuo.” ,A corona does,
‘lhowever, ex{st over the last E in the continuo .part of the .
condicting score. . Perhaps 1t is worth mentioning here that ,
. the onducting.seore was . a workins sgore. copled from the auto- -
. graph manuscript by a copyist. So. far as is known, Handel's
-'aau#dﬁraph nanﬁlcripts were not used in performance; moreover. .
o they. - ‘abe extyremely difrlcult to.read because of Handel's ra-
therly tlnnn‘ly meical notation. I 'susps € tkmt eyen Handel
s et ey had Aiffiowlty reading his mariuscripts. ‘because. of .
oo thelr. mm mtidinen.‘ ” ugim uorkinc aopin- vbre, there—

R




The p nultimate statement int

o »

C 179 .

?{ quotatipn ‘above sug-

gests that Hande% intended to insert the four measures in

e
question into~subsequent peé%%rmances of theéoratorio.

There is no. conclusive evidence, however,

~ T

sander's hypothesis,{%

PR N

"?”’

to support Chry-’

est out thy right hand" took place when Handel decided to

use the chorus in the Occasional Oratorio 1s enuirely plau—

sible. - Berzﬁgs Handel in penciling in the bass laag,shown
& £

ifhdown a gossible solution for use in .the

Example 6& below shows the’bass 1ine

’ of Ehe last four measures in this chorus as it is used in

the. Occasional Oratorio

m ) }

i

Chrysander’s assertion that'the;omis-
)
sion of the 1a5t three measures at the - words "Thou stretch—

,\

" There 1s, certainly; a similarity '

Example 6& Double Chorus, "Who “Is Like. Unto Thee," meas.
14-17 of bass line as used in the Occasional Oratorio
(HW 43) | L4 : )
% . e
oy o "He Qun +HWE - gyp - ‘hm d:a"nl! -For rain.
. o m‘/‘z T

I X

AS

12,

. . . .
It is ;lrhaps worth noting here that the Deutsche

Gramaphone Archi¥ *produstion of Israel in Egypt omits

Chrysander's rournmeasure editqpial addition in’ their per-_
formance. c.f, George ‘Frideric Handel, Israel in Egypt,
' Charles Mackerras ‘conducting the Leeds Festival Chorus and
- .the English: chanber Orchestra (Archf% Production,
historisches Studu% der Deuténhen urammppnon Gesellachart,

S fz?oaoao.‘1970) .

L. o [N
_.'ﬂ- 4 -1 | 7 27 R v
R PR S
Tl e o C *
. /
. . P

I~

Cdtkakaz



‘between the first: 2% measures of example 6& and the bass\’“

line showﬁ in ‘the quotation above from Chrysander S pre,'a

. to Israel in E 1t does not seem unreasonable thg
. < ¢ - , ’w
sequent to the pa tly illegible addition in the conduc-f

‘score of- Israel 1n Egypt Handel decided upon the.bass line

shown in example 64 above and modified the‘%éxt to "He gave

+ 0 N

the Egyptians storms for rain"--the 'ha:tl:stone\‘~ chordf from

Israel in Eszg follows "Who is Like Unto Thee" in the
,‘ .D . .

Occasional. ratorio}3

e

™~

The tremendous impact oggthis pfece results, Iin large

measure, from the expressivegess of the harmony. Example
) ’ w

65 below shows a harmonic analysis of the'entire movement ,
minuS»Chrysander’s editorial addition. The modulation to

E minor in measures 7-9 1s especially striking, the chord

~ in measure 7,.YLI§A;Y in C, 1s treated enharmonically

Bb- K’) as VII /V in E and resolves . Iﬁ in E m%nor in

*

measure 8 Certainly ‘these measures draw attention to the

L J
.d

ewords "glorious in ‘holiness." )
The silences between the phrases also contribute signi-

~

ficantly to the dramatio quality or this pieee Perhaps

: 13Add1tiona1 movaments from’Israel 1n ggzg__which
'Handnl used in the Occaaional QOratorio (frst performed :
14 ‘Pebrusry 1746) were the douple chorus ."I Will Sing Unto
the Lord," and the ariaa *Thou Shal%ubring Them Inﬂ nnd
"'l'ho Rnemy sua. L.

‘e

A\



only are shown

-~

Example 65. Double Chorus,
Harmonlc analysis of the entire plece. Outer parts

(pp. 214-216).

"Who is Like Unto Thee,"

9
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ness" to B minor on. *fearful"" o ‘

TR T Qg ww;w-wmww-mrm.rwwm.w»,--~r'.-..,.. — . O
-
¥
'#, . - §
% * ‘\ . s 1 8 2

> ’ : T .

the most ‘awesome of these silences occurs 1n measure 10~be-“

~ tween the words "holiness" and "fearful", aweésome because qf

the modal change from B majdr on the last syllable of "holi-

.

The consequence of the last phrase of the prelude, the

~

text of which states,i"Thou stretchest out %ﬁy right hand,",

©

is taken upbiu;she ensuinggfugal'chorus.

He. 31. "The Earth Swall"":f“' Th

. Two four*part ehorusfi'.

¢ Orchestrﬁon

*

| Todelity: A ‘minor’ | ) o -
i | | .
er: C : - s ’ ',,p R R
M?t ' e TR - & .
' . Performance DeSignatio%gu'Nanej TR
4 " \
TGIZsal,Source. Exodus 15:12 - | .
Musical Séurce: "Sggggeeraﬁ” from: Egba s Magnificat RO

Thia is the 1ast chorua in Israel in ggzgg; based On

»Erba a Maggificat. Handel has treated this piece 1nra manner

similar to. Ho: 25 ":l'heu Sen%est Forth 'I'hy Wrath&" 8 compari-.-::' ',

2

_— 4son of the tvo muunta reveals 1dent..tea1 perrormirg forces, R

’ tomuty, a.nd met:er. M 1;:; uo 26 uua novement eﬁsﬁgﬁa of"- ,'a

¥ the -wholcnle wp%dpuuq,wn of‘ Brha'a chorun plus the additian

«occuionnly ct ubcu;lslun; mtn u nl?s u the expmion or




. A - . .
A . " ‘ -
-MJ-.,‘,‘ - .
P « ’ . Y -

The text of-ﬁhe*fugue("The Earth Swallowed Them") consti-

Ay v
[
/

)

tutes the consequent phrase to the words of the closing three

measures of the prelude; "Thou stretchest out thy right hand."

L

Examined injits surroundings, this fugue 1s rather pa 1

there ds, moreover, no direct relationship between the woﬁ',j:

e

183

and the music. Textural and harmonic contrast with the prelude

»

.‘are the most significant aspects of this chorus - We have,

Y

otherwise, a’ movemént of relative neutrality There are, per-~ d

.o . -_.

‘haps, two alternative explanations fot this ostensibly neutral

g

and somewhat insignificant piece l) Handel S. usual creative

abilities were, temporarily, “$n"a state of 1imbo,'or 2) he. was5

fully dbnscious of the neutrality of the piece and placed 1t e
“ v

-

. \
here along with the.duet which follows- lsoﬁquite neutral,

to provide a period of. repgserbéfore th
' ¥

uchorus "he People Shall Hear" (No. 33).

intensely>dramatic
We can never\know

s s correct, or
=~ .,. - u

]

'with cértaintq which of the two explanati

indeed if either constitute an accurate assessmentﬂunut on p

.;‘,:

_the basis of Handel s manipulation of material elsewhere in

-the oratorio, I am: inclined éowards the second expdanation

. h

AW S

M
vy
S

«*
-~
]

IR TR

14

2 e

,."(‘

~.See‘cheptqf VII,:p;;OQ.forlafdiﬂhuiaion‘of thiefduet.,-f.

.‘.§

.-
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8



_‘-“""!"_.: ©
o ‘ ,ﬂf
- ai
A
£ &
. - . -
CHAPTER X B - o
. ' CONTRAPUNTAL CHORUSES - ) )
2 : . ‘ e T .
. ‘-« . . | . : - S .
‘The,ninEfchoguses to be discussed ip thisg chapter'cgmp— H
. T 2o
o [ 2

‘Prime not only str;ctLy contrapuntal pieces, ‘but also move.

. ménts in which there 13 a ﬂongfstent juxtaposition of coé%y%
puntal and homophonic textures; the 1a§ter typical of Handel*s
fiexible and often dfémat;c cﬁonal‘technique; Seven of the
nine charuses are modelléd,'eiwjer in whole or_inipart,‘on

ENY - o . .
previously Qomposed pleces, five of which have been attribu-
ted bo composers other than Haﬁdel. -

y r’ N ‘ v . » Ca

No. 2. "Ahd the Children of Israel Sighed"

.a’f‘ ﬂ‘ . . o ﬂ:f . . . )
o Two four-part choruses iz R -
\:Orchestratiop. Pairﬁd oboas,'bassoons in. unison,

' strings, and~cont1nuo"' o B
. . - i

Tonality< C minor D /[- |
L g £

Pérrormance Designation iLargo;"

- Meter, ’ﬁ, T v;. R . |

‘ 'mt:uarl-"Source; Exotlus 1:117 13, Exodus 2:23, and ‘ |

N C o \l’&i 9 . : Lo
Exadus 3., ' - a .
L There are three textual 1doas upon which this first |
1313 SR
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. And i , chi 18 -7 sigh'd,
k . ' o v

\___"' : DL.,,:v llt % " - .' - . ‘ g >
. | Avd,...._.....-l'ku-} ery’ " uwp  wn- ;}v/\ God ’ '

o _ | 185 ¢

oy

cRorus of"the ofé&orio ié predicated: the sighing of the .Is-

raelites, the oppression by the Egyptians and the Israel—'“ﬁ

ites' cry to God and Handel has provided each of these tex—

tual ideas with a musical eQuivalent motives 'a', 'b', and\J

-

te', respe&tively (see example 66" below) AlthOugh each’ of

as
Y
T [

Example 66. Double Chorus, "And thetChildren of Israel
. Sighed." Thematic material -of the chorus '

n i Y '

vt 7 [ - %li' ' PRI -
-
W B

I
E :

N
& —6-* T .

the musical’motives is distinct closer examination neveals -

- J

that the relationship which exists among them 1s as tangible o

"as 18 the relationship which unites the 11terary ideas Inr

) "Examplé 66, I have 1nd1cated both with soiid ‘and broken

1inea melodie material in moti?é b whigh clearly derives
from motive a' Notice toﬁ-the similar rhythm;c treasment

e . : :} - . <« . _
i . ’ s : . c . : R . u

-—
C e,



186 -
of-motives ‘at and et ‘With regard to motive 'a' - Arnold
Schering, on pages 3H 35 of his article "Handel und der

protestantische ChoraW" (Handel lah;_ggg 1928), points.out

that Handel has quoted a phrase (the first) from the chorale

_Christ 1 ag in Todesbanden which in turn is based upon the

Easter Sequence Victimae paschali laudes. My comparison ofA\

the chorale melody with the chorus under discusSion verified

l

Schering s assertion. Handel used the ‘entire first phrase

i

_ of. the chorale three times (meas. 38-45, 64~75 in an expand—:

. . ]
ed quotation, and 82-89), and the first half ofy the chorale .
«phrase four times (meas. 12-16‘ 23-26 28-31, and 36-39).

The first phrase of the- chorals and measures 38-45 from the

chorus are shown below (see example 67) In five of the

Exampla.67 First phrase of the chorale Christ lag in Todes-
' banden and corresponding quotation in the opening chorus,
"And the Children of Israel Sighed, " meas. 38-45 (p T

meas. U-p. 9, meas.-2).

e Christ “3 in - To -des Ban den
t\ . ;.‘, ] . ‘
) J — \-d- -v: .o-. N ry L -9‘
, up un-te Gud

Ani.._.__.. -.Hﬁi cry ceme u-P, come

1cited in Abraham, Symposium, .92, n.3,
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>

seven quotations (meas. 12-16, 28-31, 36-39, 38-145,.82-89),
Handel lowered the second note of the chorale a semitone

thereby reintroducing the original modal quality character-

istiec of the Easter 'seque.ce m: nt: oned above (p. 186),‘ Un-*%
doubtedly,-this‘quotaticn .. . 7= than fortqitous, and
was "probably evoked by t.-~ - . 'bondagef.in,connexion with .

YTAnq their cry came up to God'."3'EXCept for the final quo-
tation from the chorale,-thisvphrése-—or'an excerpt from;it--:.
is élways heard in counterpoint with motive 'b’ both in the
chorus and the orchestna. This consistent Juxtapos® i n of
motives'b' and 'c! represents.the opposing forces imp]‘cit |
in the text: the'Egyptian‘taskmaSters and the cantive Isra-
elites. Inevitably; the burdens inflicted upon the Israel-
ites resulted in4a simultanéous cry for deliverancet° The
. Israelites' final hnitéd'"éry"-ain eight-part homophony |
(meas. 82-89f;-dominates the conclusion of the movementggthe
prayer doss notlgo unheeded, anc, as Chorley,states, "from
'this’point_to‘the endvof the work, we have~only signé‘and;wonf -
ders vouchSafedvin answer to 'the cry' for the humiliation, TJ-
of the tyrant* and ‘afterwards thanksgiving for the marvels

~ wrought by.thekMost.High for His chosen people\"u

The opening nine measures of the piece (motive 'a )y

and the subsequent restatement ‘of this material (meas 48-62)

[4

w 2Cf, No. 21, "And I wiil Exalt Him" (see HW 16 P. 1&5)
3Abraham, Symposium p 92, n. 3: )
l;

Chorley, Handel Studies, p. 16.
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possess expressive qualities which vividly depict the Israel-
ites' feelings of grief,‘ Except for the orchestrai‘interf

-Jections in measures 4-6, the orchestra 1s silent dﬁring

v

& : .
the ofening nine measures, the volce being supported only by

the;orgaﬁ. 6he silences 1in the vocal part bétween the utter-
ances of the word "sigh'd" (see exémple 66 abo#é)‘and the in- . .
" terjections of the &ioliﬁS~and;violés duringathe Break in°

the vbcal'line créate"cnomatopoetically the sigﬁs of éhe af-
flictéd.’f5 The poigﬁancy of the ascending diminished seventh
leapv(meas. M~5)-al$o inteﬁsifies the emotion of gr_ef.-lThé
ovérwhelming diséress and bondage experienced by the Iéraei—
ites reaéhés a peak in the middle of the plece (;eas. 4g-62)
wheré the material 1s presented cbntrapuntall§ iﬁ;a multi- .
voiced'choral-orchestral texture. Severél factors contribute
to the exbpessivenes; of~the passage (see erxample 68): the
silences affer the word "sigh'd"; the descending chromatic
line for the basses in measures 51-53 as well és thé‘desgénd—'
ing diminished seventh leap from meésufe 54 into measurév55 i
(which projects the chromatically descénding baés a semi-

tone further); the overlapping‘statements'of.motive 'é';

the orghespral "sighs" (especially meas . 51-56);'and the

chromatic harmony, particularly in measures 51-57, a

5Young, Oratorios, p. 94.
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 ~Example 68. :Dodble'Chorus; "And the Children of Israel-
Sigh'd", meas. 50-62. (p. 10, meas. l-p. 11, meas. 5).

- (586)
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"modulatory passage 1lnvolving a tonal shift from the sub- o

-

dominant to the dominaht}“ The harmony here is the most

¢

. chromatic and intense in the entire movement (see exam-

. 2 v , . .
- ple 68 for a harmonic analysis of this passage). - Althou

the. diminished ggwenth chord in measure 55 (v117 of V in G) -
. ] ' *
- could be singled out for 1its peculiar expressive qualities,

I find the rather urorthodox succession of domfnant seventh

 sonorities in measures. 52 and 53 (vg of IV in F to V' of G)

to be even more extraordinary because of the'uneXpectedness

1

of its appearance in a movement in which typical eighteenth-
LT

century harmonic relationships prevail @

N
o

'This 1s the only ‘movement 1n the entire orator§p~in

.
compound. time: i . Motive 'b', with its characteristic

quarter-note motion, emphasizes tne triple’subdivisioﬁ of

- ' .
. Al

the beat, which, especially because the tempo is slov, seems
well‘éuited to convey the throbbing sensation of the Israe1~
'ites distress. Motive 'b'; incidentally, no.doubt oppresses

the singersvoccasionally with a musical burden '~ the execu-
e

tion of a descending octave leap followed immediately by an

ascending,minor ninth,vthe latter frequently in the extreme

\
&

part of, the voice range (see, for example, the soprano 1in
: e . : ' - : ' S
meas. 24, and the bass in meas. 33).

" Though the piece 1s scored for two four—part’choruses,

o

‘the vocal texture up to measure 22 never involves--as a

‘



v

result of doublings--more than three parts soprano, alto;

. and tenor; The basses of both choirs enter in measure 23 -

’-

with motivé"' thereby thickening the texture to four parts;

Beginning in measure 27, choir II no longer doubles choir I,

and the texture, "therefore, becomes much more dense than

[

- heretofore in the movement.

A}

Percy Young uses the term "stage management"6 to refer .

.to the manner in which the volces are intrdﬁuced in this

-

piece. Perhaps we could think for 'a moment of the three .

ideas upon which the pilece is'constructed'as the main char-
acters 1n a scene from a'drama. Handel Introduces each
character (motive) in succession thereby permlitting us to’

observe the uniqueness of each one: motive 'a' for alto in

«

measures 1-9, accompanied by the organ and the orchestral ‘
. . ' , , g

"sighs" (meas. 4-6); motive 'b' for first violins in meas-

ures 10-11, accompanied by the organ; and mgtive 'c' for

sopranos; altos and oboes infun1SOn in measures 12-16,,ac-

companied by imitative statements of motive "' in the

-~
>

strings, baSSOOns, and organ. Motive 'b"treated imitative-'

'ly by the chorus and orchestra, constitutes the substance of

,1

“the next six measures. In measure 23, with the reappearance

of-motive 'c' for the -basses, the conflict between the. char-

AY

" acters intensifies; the blot thickéns (as ddes the texture)

-

‘ 6Young, Oratorios, p. 93.

"~
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and*becomes more complex,(the contrapuntal'combination of the !

i

#:”motives). Ultimately,;victorf for the Iéraelites appears; to
be 1mminent (the homophonic "cry" in meas. 82»89) and” the

_scene concludes. with this anticipation of deliverance In~

? : ’

deed, the;first of the~series of miracles that eventually |}

: resulted in the Israelites' escape 1s announced im the reci-

tative which follows this chorus.,

No. 4. ™"They Loathed to Drink of the River" "

4

‘ Fourfpart chorus .

drchestrationfstriﬁgs:and contiiﬁo

Tonal;tyr G mihof \

Meter C .
Performance Designation?"Largo’édéai

.-Textual Souroe;‘ Exodus 7 r8 19 and Psalm 105: 29

EE | . ﬁusical éource: the,fifth fugue of Six Fugges for

Organ apd Harpsichord" compooed by

Handel ea. 1720

-

-

This chorus and the five movemenbswhich follow (a duet

and foyr choral pieces) "encompaSS’the proqess of.narrative 7

Tt

The actions of the Lqrd are portrayed by Handel in

v

R .
‘Thevmiracle of the watep becoming-blood had. been

v fYArdrey, "Influences of Carissimi," p. 59.

r

A ) . o
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enunciated in the preceding recitative, wﬂeneas in the chorus,

the’ text conveys the consequence of that horrifying supernat~

ural event

orthodox fugal manner

try I (tenor) meas .’

the structure of the- fugue is as fol-

A
lows: exposition, meas.

16 18, episode II meas.

e

l 12 (voices enter as follows

ehtry II (bass, incomplete) meas.

2“-33; final entry (bass,

"meas. 35-42.

incomplete),

_alto,‘soprano, and.bass); episode I, meas.

Handel has set this text in a strict, rather

!

tenor,

12-16; midale en-

19-22; middle

22-24; episode lII, meas.

meas.

33-35; Coda,

The plece sounds anything but dry or pedantic

because of the several characteristics of the fugue subject

Which contribute to the dramatic expression of the text

o

2

dhromaticism, the descending major seventh leap at the'words

; "they loathedﬁ, and the descending'dininished seventh leap

'“at_the-nords "to drink (sge Example 69). On subsequent

-

Example 69.
‘ meas . l 3.

4

./,,_,J

\__/ :

P

”

Chorus, "They Loathed to Drink of the River,"
Fugue Subject (p. 17).

7

P

- ’

l

'-n\ey 'oe.‘l'h—ci to

*

drink oF'Hne rd -ver: He fum-od +lm.- wa -

~

" “entries of the subject or answer the first interval 1s not
\\\_/,;leays a diminished seventh s The exceptions are as follows

‘at’ "they loathed " entries two and four use major sixths,h
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and entries'fiVe:and six use minor :eVenths; at "to drink"

entries five and six use minor seven*hs These interVallic

;/ _/

.alterasions are 1in accord with~the concept of the ton&l’g -
swer relationship Ardrey suggests that these wide and
awkward intervallic Ieaps Qnich characterize this - fugue sub-
Jeet create .an impression of anguish through dissonance."
In rearranging hils earlier keyboard fugue IorAehbrus,
Handel has -made subspantial deletiens and revisions: the
plece has been transposed down a whole tone (resulting in a_
more comfortablecfessitura for the voices); measures 18-42
and 58-66 of #he 73-measure ke&board work have been omitted
--as a result of a two-beat link which allows fo: a smoeth
‘transition from measure 17 to U3 of‘the appropriated mater-~-
~1al, a metric shift occurs.in measure 18 of the vocal set-
ting~(beat 3 of the roal piece now correspon&s to beag\l_
of the keyboard work); andz'significant redistribution"Of
the volces has created a more evenly.balan;ed sonority.
There 1s a certain linerating effect (Tf the chorus) of get-
ting away from a hand position approgag to‘counterpoint,“
generally inherent in keybdard—writihé% A parallel quota-

ﬁidn (see example 70) from Taylor's study i1llustrates Handel's

process of revision.

8Ardrey,:"Inf1uences of Carissimi}"
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Example .70. Chorus, "They Loathed to Drink of the River",
meas.936-h2 as reworked from meas. 66-73 of the keyboard
,fugue”. ° : . . ~

. \ V : :
Especially notewor*hy in example 70 are the modifica-t
3 .

tions be@inning in measure 36 of the choral fugue with the

descending chromatic“figurq in the soprano voice which is

imitated in the next measure by the alto voite and subse-

)

quently by fhe basses and temors. Not onlyfareothe

oy

Taylor, Indebtedness of Handel, p. 52.
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3

r

A

keyboard parts redistributed so as to create a balanced~

vocal sonority, but the texture 1s altered significantly in

L

measures 36 38. Whereas the texture of the keyboard piece,

(see the quoted passage) is essentially four parts, the vo- -

e
cal texture thickens from two parts in measure 36 to three

)
parts in measure ‘37 and .finally to four parts in homophony
i

&
o

from measure 39 to the end of the piece (measure 42). The

® Y

four beats of silence for the altoi%oice (meas 36-37) and'

the 3- measures of silence in the tenor part intensify the

\

-

"volces (meas. 37 and 39, respectively) The elongation of

the harmonic rhythm in the last: three measures - coupled wlth

the poign'ancy o&‘the diminished ‘seventh chord (VII /\Vﬁ) in
measure 40 intensify as-well the impact of the conclusion

3

of the chorus.

37

Q\ v

B pungency of the chromatic figure when 1t does enter .in these

‘The descending‘chromatic 1ine with which the fugue ends

and’ which also plays a dominating ro;e throughout the piece

L

. Brows out of the fugue subJect itself (note the C, B~natural

e

B flat, A progression in example 69 above). This terse, fourg

)

note motive dominates episEdefIII where it 1s treated sequen-

tially by ascending major seconds--the "loathiﬁg" seems to

reach a peak here (see example 71)

The orchestration of this movement has nO’SpEcial signi-

ficance; the scorTng merely duplicates the vocal parts. ‘In

. , ‘_' 2v' ' Y .
BN T >
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Example 71. Ch rus,‘"They Loathed to Drink of the Rivef'"

meas. 25-28% Sequential treatment of a four=note:flgure
from the fugue subject (p 20,_meas.v8—p.,21, meas. 3).,
: - . kS L
o i e )
7y e ( ,
e e e e e . PR P - - .. - - A e . - - - . ‘d.ll‘lv"v"-
’ Y - - - - B . - - ket |-
3 - | RV NN LY .
e — :
=2 = = == .
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L:, " % T T g L e P )

S T E R N B

- the words of Percy Young, this movement-"is minétory"in

r

«

”that 1fs subject’(cpf. "And with his stripes", also the Ky—'n

-]

rre from\the Mozart Reguiem) was an accepted symbol of the’
_1' horrific, but it 1is not overpowering in emotional signifi-

cance. It forms the first stage of an emotional crescendo

-Just as 'He smote all_the first born of Egypt"is tne 1astﬂlo.

N ®

No. 9. "He Smote All the First- born of Egypt"

Four—part chorus T

.,
)

Orchestration:» Paired oboes and bassoons,/;hree trom—‘

L
- . bones, strings and continuo
PO e AT o B ¥
' . BRI R :
105, oy . o

Young, Oratorios p. 95.-.

[
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Tonality: Aminor ‘

‘Meter dC

Performéhce Designation A temoo’giusto, e staccato‘

Tgxtual Source: Psalm 105 36 (Cf Psalm 78:51 and

Exodus 12 29)

o

‘Musical Source: the first fugue ofz;Six Fugles for

g

Organ or Harpsichord” composed by

_ Handel ca. 1720

»

TﬁislieSt of the piague choruses depictsp—Withigraphic
veheﬁence——the”Wreth of Almighty géh as ail the'first—born'

j of~Egypt‘ere siain.'GDespité:the severity ofithe previous‘
oalaﬁities, none is.ﬁore absoiuﬁe than death\itself; The
emotional crescendo which began with the turning of Qateri
to blood reaches its oulmiﬂ;tion point - this movéﬁaot.

fompared with the appropfiations from‘the fifth key-
toard f igue used in the“first'olague chorus, ‘Handel's treat-
me . of thematic material'from the{first keyboard“fdgue is'v
much freer in the cﬁorus presehtly'underldiscussioﬁ;d.The
generél tonal piap of the keyboard,pieceihas been adooted
(transposed\up one tone) as well as the essential themaﬁief'
meterial,,although not without significant.modification (see
examoleu72) ' Because Handel'has exercised considerabie free—ﬁ
o> o -

dom in his. adaptation of the keyboard fugue, a note for note

comparison of the two compositions is impracticable after
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Example 72. Chorus, "He Smote All the First-born of Egypt,"
meas.  1-8 compared with the correSpondin passage from

the keyboard fugue 11 - , \ o
WAl . . i i :
1 } v J i ] - : i |
Strings E%i ‘é -i. |
. E K . \.aa-ﬁ A t '
i . N l a. ~
\__'_./T I b !
: I | | . 1
| | I . the e?xic.f ] ' N

‘“'V . l 0 = I . & - -y
() e T
v T He smote all the | first-born of E - |gypt, ;—:Tﬁ
Chorus. I, 5 - o The chief ¢ all
. i P -
’ !
- s
. T _
Pugue No.l. = )
(Transposed
one Tone
up.)-
\ ‘ -
l . 4 1
g 7 ——¢ +—r
£
| | ‘9
\ l 1 |
thl | t h ' :
en
eir ' sir ‘1 u ‘
> T
: e ]
1 7 ] }” r 1
Chorus.
> ) o
et
1 1,
Al ) 4
smote all the ;ﬂrd - bYorn of ¥
1; m— 7‘:
T t
Fugue. . ‘
" b ol
et ——
1 3 '

11, . - | .
Taylor, Indebtedness of Handel, pp. 72-73.
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Chorus.

the opening phrases (meas.’l-lS) In example 72 above, which
1llustrates tHe relationship between the two compositions,
I have indicated above the chorus parts what I consider to
be the most %mpohtant'dramatic factor of this cho%us: the
quarter—note’chords for trombones, strings, and continuo oh
beats one and three, chords which are separated by sillnce
on beats two and four. The orchestra in this'piece depicts
the act of smiting (the voices here are reinforced by the
oboes and bassoons). - e

These orchestral'depictaons of death b;ows continue un-
“‘ceasingly to measure 12, and recur sevéral times throughout
the remainder of the piece; the most emphatic recurrence be-
gins in measure 45. For eightrmeasures the voices and all

instruments (except the viol ns) unite homophonicaliy in an
Ve ,

—
-
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-

episode of extraordinary étrength. 'The accompanying
violin parts derive from the countersubject of the fugue.l2

The'vocal parts, too, are based on this material, although
]

“his 1is perhaps a paper effect which would not be as appar-
ent to the listener because of the augmentation and the si-

lences on every other beat. The following example shows

I'd

this relationship. Two additional factors contribute to

3

Example 73. Chorus, "He Smote All the First-born of Egypt."
Comparison of the countersubject with the soprano part
of meas. U6-49. (p. 67, meas. 2-5).

-  Countersahjact

-
Violin =X
1 _{? ?Yr \j\\ : \
} f < =Y P - ' ” t
Sopram Frr Aty
J N
the chief of all their tbnqﬁh

\

the strength of this episode: the reintroduction of the
trombones followingva silence of twelve measures, and the
strength of the harmdnic progressions (I-V-I-V—I—iV-V/III-
III—Vi-II-V-I-V—I—V). In the keyboard piece, Handel employ-~
ed the technique of,strétto ocnly once (in the conéluding

measures), but in the chorus, two stretti of the subject
Fdi )

¢

-lZSee example 72 above, measure 3 alto' voice.
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oceur:  invthe bass and soprano voices (meas. 40-42), and

in all four parts (meas. 53-56). This contrépuntal proce~

/

" dure brings about a significant increase of density andlin—

tensity..
- An important factor in contributiﬁg to the impact of
this movement is the dramatic contrast with the preceding

'darkness’ chorus (No. 8) in texture, tempo, dynamici, har-

-monic vdcabulary,\melodic and rhythmic style, and orchestrél

participatioanbPerhaps‘a comment about the harmony will suf-
fice t0»1llustrat¢ the énfithétical relatiénship between
these two movements.as:well as .the degreé to whicp textual
content influences Handel's choréllsﬁyle. ‘The strong dliato-
ﬁic harmonicﬂprogfessibns in the 'He Smote' chorus, the ma-
jority of'whidch involvé® primary tr'yiads, as well as the COI;I-?
ventional modulations £o the dominénﬁ, subdominant, and re-
létive major fonalities reinforce the strgngth,and power
impiicit in thé text. In airect contrast, ié thevextreme
chromaticism and vague ténal écheme of the chorus depicting
\Ghe groping, stumbling, ahd aimlessness suggested.by dark-

5935. Tovey likened the contrast between thesg two move-

ments to daylight following darkn¢§s,13

From a musical view-
point, I find Tovey's likening quite suitable. Textually,
however, the analogy 1s inappropriate; unfqrtunately for

the firstborn of Egypt, daylight never arrived.

I3Tovey, Essays, 5:97.
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~

As 1f "o provide one last opportunity for Divine ven-
. e ' , )
geance—--to be absolutelywcertain’that all first born are

//smitten-—Handel, in the last three measures of the seven-
measupe}orchestral coda (meas. 66-72), re-intrbduces the
orchestféllx deplcted death blows~1n';he strings>éhd coﬁtin-
uo. MeIodically, the first'violin pért here restatqs, a%—

belt in augmentation--quarter notes separated by quarter

rests--the opening four notes of the subject which textually
\ . ) -

consists of ‘'‘He smote al11." '//\\”\\\

No. 10. "But As For His People"”
Four-part Chorus

*

"Orchestrafion: Paired oboes, flutes, and bassoons;

3

~ strings and continuo

Tonality: G major
Meter: 3/4

Performance Designation: Andante

rTéxtuaiﬁSource: .Psalhs %8;52 and 105:37

Musical’Source; The soprano aria "Io pur seguiro"

- from Stradella's Serenata |

With this tenth movement from Part One of the oratorio,
‘We enéounter a dramatic change in textual content.‘ No long-
er does the text deal with oppressive bondage or terrifying

plagues (as it has through the preceding nine pleces); in-

stead, the libretto indicates that the Israelites' 1long
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i |
7 »

awaited moment of deliverahce from the Egyptians has arriv-

ed. . After some 430 years in the land of Egypt}g the Israel-
- .
ites' antidéipation of inhabiting the land of promise is.now

. 2
in the process of becoming a reality.

B

This is the longest chorus of the entire oratorio: 168

measures. The thematic material upon which the pilece is

based is shown in example 74.' of thg four motives shown in °

" the example, only motive 'b' derives from the Stradella
source referred to above, accounting for 51 measures of §he
chorus (meas. 7-46 and 119-131). Tge femaining 70 percent
of the ﬁovembnt has‘dot been traced to an éarlier source.
Tovey féfers to the openihg chords bf fhis plece as be-
ingv"one of the most perfect tranéitions, both in mbdd and

1
2 Tovey, I think,”is alludling to

harmony, in all mﬁsib."
‘ ﬁhe change in mode (from A minor to G majdr), the change in
‘meter (froﬁ 2 to 3), the spirited tempo (J = 112 is'sﬁggesf—
;d in the Kalmus edition), andlthe dexterit% Withlwhich the
3k tonel shift d&%n a sgcond from A minor of the previous
xs-tovG major gf this movemént is effected. Rather
he  zommer :ing ihe chqrq& wilth tonic.harmony,»Handel emphé-

size® “~ »minant in the opening seven measures; the tran-

sit.or tnen, betw=¢n the two 'choruses 1s treated like a

14 -
Se: Rxodus 12:40.

15Tovey, Essays, 5.98.

1Y
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'a ritornello, recuﬁring

" verso. While the alto voices sustain the word "sheep" for

[
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Example T4. Chorus, "But As For His People," thematic material
of the movement. . :

"ﬂ“*’dA ‘ : 3 !

J But as for His  peo-ple

b
-
ot

¥ = > x : b
5 ) - —3"
c.rﬁ » — '11 ll ’[r ‘% JL i : .
He L,-o.qH‘H»m od’ ert snl— ad goH- —.
- )i - - — = —
4. 7 1 ,1 F —? {

‘ ’ . . .
There wos nt  one, net one fee-ble per -son a.-maﬂﬂ\nr +r-b¢5.

- conventional double subdominant modulation.

“Motive 'a', with which the movement opens, functions as

n nea ures 47-51 nnd 115-119. These
appearan T ritornéllo separate the extended
contnapuntal sections based on  otives 'b' and }c' respec-
tively.

;

Q:E;is is the only'movemenp in Israél In Egypt where Handel

has stipulated the use of“fluﬁés. In measures 11 and 12 under

the first and second violin parts Handel wrote\e Flauto tra-

four meésures‘(meas. 11114), the first and second violins

(doubled by the respective flutes) present imitatively the
' J

— . B
"vocal material of measures 7-10 (see motive 'b' in example

'
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74 above). In Stradella's plece this moﬁive (meés. 1=10) .
remainsAin one tonality ﬁC major);'Handelfs extended sequeﬁ-
tial treatment of the material (meas. 7-46), héwever,'pre—
éénts the motive in the majof tonalities of G, C, G and D
respectively. Characferistic of this 39-measuré passage are

\

the'sustainéd tones over several measures for the violoncel-

1los and string basses (G, meas. 8-15; C, meas. 16-27; G,

meas. 29-33; and D, meas. 35-46) freguently reinf rced by
f ) . -.. . o
the other instruments and voices (see example 75). The sta-

tic bass--and the correspondingly slow harmonic'}hythm——as

ve

"well as the subdominant emphases of this passage (for exam-

ple, meas. 8-15 stand in a subdominant relatiohship to meas.

1-7, and meés. 16-27 possess a subdominant relationship to

' meas. 8-15)'pfoduce a mood of tranquility which 1s suggested

by the .astoral nature of the text ("He led them forth like

sheep"). The imitative treatment of this motive both in
the volces and the ~rchestra, as well as its extended "tonail

treatment illustrates the manner in which Handel skillfully

developed an eilght-measure pilfering into an extended pass-

age of ekquisitg beauty.16 Tovey 1likens this passage based

on Stradella's theme to "a 'sublime vocal pastoral sym"phony."17

-

16See Taylor's Indebtedness gg‘Handel, pp. 73~-75 for a
complete presentation of this appropriation.

17

Tpvey, Essays 5:100. -

I4
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Example 75. Chorus, "But As For His Peonle," meas. 8-17.

3

Handel's employmene of Stradella's material (p.72, 5

&
- meas. 8-1T7). - oL
. ’ ”»
) [O] . o 1 | ng D = N, B N
Qi“x £ y = e f = : » 3 '1 ol - ; 4
»P \__—MF '\.——'F‘\———" r ? o
sn. =y < f§;:—~~4r"“—~5 <+ Al {0 )
1T z St e : BB
" Al el al —~
Vn.x === — SE===iEs==as =
: 7 7 g efetavene ~ ol ~ 7|7
o3 oiee Kl -
Va.X Ty —r =7 ==t ==
5. 3 3 ¢ Flauto lraverso i x
Va AW '
= Pt EFe—r -F’”’"_ = ¥2=?==
sq s >~ . o - 2 > — > e ,‘K
: He|led, He . |ledthem
—, Py ’r——\}’q\g\ L zor| Br da . ‘llg‘lrfr‘
At E==== : : = = =
led, He|led them | forth like [sheep,
Br  dahiagirich | wis «in |Hirt,
Tenor > —~ —— - —— = = =
e’
Gass = e = > —w e =
Tuth ;ggg;;, = = — 7 = == ==
a . - F ? ﬁ= : 7 b ? fl v
) 2

Following a restatement. of motive 'a' in m=z=sures 47-51,

Handel continues the plece with a 64 measure fugL ‘meas. 51-

3

14) based on motiVe"c'.as.shown in example 7&; The fugue

subject and answer are frequently presented in stretto, which

g

1y ‘rom all parts of the detested land of their servitude."

-~

-Macfarren suggests--is representative of "the tumultuous

athering of the treasure-laden tribes, who throng exulting-
18

Measures 115-146 constitute a condensed recapitulation

"of measures 1-114: motives a, b, and ¢, are presented respec-

tively in meas. 115-118, meas. 119-130, and meas. 130-146.

>

S

- 18
R

Macfarren, Analysls, p. l3§
= ’ ” '
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A 22—measureggoda, based on motive d, ensues. Except for the
brief ritornello (motive ‘') the texturé up to measure 146 is
codtrapuntal; beéinning with motive 'd' in measure iu7, how-
e&er, and“ta“the end of the chorus, the texture is'homophon—
ic. The simultaneous declamation of the text by all voice °©
parts (doubled by the full orchestra), symbo;ic of the fact
thht all of thé tribes of Egypt have been reﬁnited, the repe-
Ttition—-six times--of "not one", aﬁd tgé secondary excursion

to the subdominant (the consequence of sequential treatment)
, N ;
in the penultimate phrase (meas. 155-158), together produce

a dynamic conclusion to the movement (see example 76).

Example 76.‘ Chorus, "But As For His People,' meas. 147-166.
Conclusion of the movement, based on motive 'd' (p. 80,
meas. 11 - p. 81, meas. 15).

a4 | | ' ! ! ! ! II \ L !
L —4 —f - ——s Yy e
Oboss T T3 e S e = {v§EEE
RO ‘ — 1 Je |
- o - - b AR G -y > 3 ——
R — —
Ban. ? =
s s 2 £ £ 12 a 2z 2z 2 |2 2 4 T _»
e = =
Va.X "
0.g 2 A a -v_—l:‘? P A 4 Y S b
Vx ————x = o L =2
L Y £
% = === e e e T —
e T = —
= — e

s - = - —
&% = = 7 T e
T > g v t ! T -
there was not | one, et ;| eme fee_ble | per . 500 2 .| mongtheir
m . P P s AR ;- x -
Sukr te das | gan . 20 | Hoer aus Ao .} gyp.ten auf | Ei_ nen
r s A . . P _—
Tlllf — — x- - - 2 - Sessan

there was yot | eue, not oae fee.ble | per_son a . mo;pgiheir

Bam B e
Sikrte dos | gan. 3i | Heer ans Ao .| gyp . tin anf | Ei. xen
~r 51 =
e T —p——x —— —F
Totti = = = T -
1 Y
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'Ng. 11. "BEgypt Was Glad When«They'Deﬁarted"‘

Four-part chorus ~
| Orcheétratiog: Paired oboes and bassooﬂé, three trom-
bones, strings and continuo
Tonality: A minor, beginning with a dominant platform

4

o _ #nd ending on '

) e . A - Vr’\—
ZlMetef: :C
. _ o e
Performance Designafion: A tempo giusto
, Textual Source: Psalm 105:38
Music#l Source: '"Cahzona" in Modulatio O;&anica super .
i /Magnificadt by Johann Caspar Kerl ~

<0

£

a

Of the three choruses in Israel in Egypt based on earli- -~

er keyboard works, "Egypt Was Glad," a double fugue, consti-

tutes the most nearly unaltered appropriationxlg Most of

Handel's changes in clve minor .vhythmic adjustments to ac-

commodate the text.zo Although Handel has provgged an or-

_ , , |
chestral accompaniment, the orchestra merely duplicates theﬂ

vocal parts. _ ‘ P
[ )

The two subjJects. upon which the piece.ié based are

shown in example 77 ,below. Part of the second subject

l?See Taylor, Indebtedness of Handel, pp.. 76-81.
A .
20This technique of wholesale pllfering with only min-
‘or rhythmic adjustments has already been mentioned 1r con- /
nection with No. 26, "Thou Sendest Forth Thy Wrath"
31, "The Earth Swallowed Them" (see 32:1]5, 182).
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, Example'77 Chorus,,"Egypt Was Glad When  They Departed s
Pugue subjects of the movement‘ :

. ’ Subject I: . . S , N :
lfﬂlL v e : PR 4 "
s

N .
$5E;EI%/(,
Fa) L L\ Y s

\Z - AN 74 3
LY L | 3 T

for the fear of. +hem «{"?'dl,- ;P..—o‘n ‘Ekcm

=
-

J

e 4
9
-

! 1 ~ I
E -gyet #6  qlad when they de - par - £
|

v . e N

const;tutes a rhythmic varlant of a portion of the initial

o

™~

subject. fhe cJ J J rhythmic figure with which the first sub—

’Ject,begins is typicel of seventeenth—century keyboard canzo-‘
nas. Measure 1 tqﬁheét one of .measure 30 aré predicated
solely upoﬁkthe first subject; the second subjéct appears

/ger the first time in measure 30 (commenclng on beat two),
. o « \ \

/ ) .
and- on suh§equent appearances 1s usually in cougterpoint.with

-’ =} ~

c;the]first'subject.' The movement reveals Kerl's‘skill as a:
'cohtrabuntalist~—there are several stretti the subjects are

frequently bﬁesented in inverted form, often in stretto with )
the orlginal version, and. as mentioned above, the two sub—‘

jects are presented simultaneously,
Ser Sy

"Handel's manipulation of the |grchestra in this plece is
- . ’ . - o ] L
not unlike“his handling of the orch¥stra in several other

fugal movements ﬁn the’oratorio.21~-1n "Egypt’Was Glad" the .
. G

| 21 No. 21 "And I Will-Exalt Him," No. 26,  Mhou Send-
est Forth Thy Wrath " and No. 31, "The Earth Swallgwed Them.?

-

5

* r - -
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exposition of subjeof one (meas. 1-12) 1is accompanied b&ﬂtho
organ only; from measures 13-30 the four vocal parts are re-
inforced by the oboes, bgssoons, violoncellos, sﬁring bass~
es and organ. The 1ntroduction.of trombonés and’violas'com~ ~
menclng in measure 30 underscoreé the initlal abpeéfénde of
éhe second subjeot in the tenor part. The violins appear for
the first time in measures 33 (violin II) and 34 (violin I),
réinforcing the etontrapuntal Jjuxtaposition of sub&gg}s ooe
and two. In spite of the someWﬁat startling effect producecd
by the introduction of the orchestra in measure 13 and the
' subsequent build up of intensity fesultz (S both from the )
thickening of the ozohestral texture én the combination of
subJects one and two, there 1s no direct,relationship bé§ween
the words and the music as there hés been in the pfoced{gg
choruses. » ) “ _
A P

Dramatically, this movement, like Nos. 26_and 31; con-
otit es /a perlod of relative neutrality. Macfarren sug-
gested ﬁha the piece creates a feeling,of repose aftég the
’succossion of descriptive’choruses representétive of the
plagues.22 .In my opinioh; howéver, the movemént seems to
interrupt the drama and excitement both of the Israelites'
deliverance--which- began in the previous chorus (No 10,
"But As for His People") and continfes’ in: Nos. 12 and 13
(He Rebuked the Red Sea" and "He Led Them Througﬁ the

Deep")--and the destruction of the Egyptiahs (No.‘lu, "But

. 22George A. Macfarren ."Handel and Bach," Proceedings
of the Musical Association ll (188H -85): 75- 76
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toé'Waﬁers Overwhelmed Their Enemiegf). fhat'Handel deleted
"Egypt Was Glad" from “he second per;ormance of the oratdrio‘
--10 April 1739--suggests that he may not have beeo entirely

satisfied with this chorus.23

”

No. 24. -*Thy Right Hand, Oh Lord is become Glorious"
TwWo four-part choruées‘
Orchestration: Paired oboes, bassoons in unison, two
trumpets, three trombones, -timpani,
/«L strings and continuo
s Tonality: C major'
Meter: C
Performance Designation: Andante
Textual Source: Exodus 15:16
Musical-Source: the doubie chorus "Qula respexit

73

humilitatem" from Erba's Magnificat

By meahs both of motivic répetitior 1in antiphony and
by contrapuntal elaboration, Handel has extended a seven-
measure pilfering into_a thirty-five-measure movement of
considerable dramatic intensity. The powerful impact of
Handel's chorus derives hot only from the prevalence of'

antiphonal writing--also characteristic of Erba's pilece--

23Hans Dieter Clausen, "Handel's Direktionspartituren
(Handexemplare)," Hamburger Beitrage zur Musikwissenschaft,
Band 7 (Hamburg: Verlag der Musikalienh??dlung, Karl Dieter

Wagner, 1972), p. 160.
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and the Juxtaposition of homophonic and{contrapuntal textures,.

but also from the brilliiance of the truépets, the rescnance of
' }

the trombones, and the emphatic strokes;of the timpani, none
of which appears in Erba's score; Erdﬁ/s piece i1s accompanied

by oboes, strings, and continuo Only.)

/S
Commenting on this chorus, Mac¢farren suggested that "it

J
bursts forth from the J.eamy, indefinite, vague termination

o

of the last chorus ['The Depths Have Covered Them' (No. 23)]
like a young lion starting cut of sleep, quick with impulse,
vigorous with power to fulfil it, knowin%/ho bound to his

desires, feeling no bound to hils intense means for their fu.-

filmenﬁ."zu
Example 78 (see pp. 216 and 217) shows the essential
melodic, harmonic, rhythmiz, and textural characteristics

of the movement. The opening l% measures of Handel's pilece

parallel the first 1% measures of the pllfered material.

. P
Typical of Handel's manipulation--extension--of Erba's ma-

terial are the Bg'measures which follow (see exahple 78,
meas. ¢, beat 3, to meas. 5, beat 1): +the antiphonal de-
clamation in méasuqe 2 of the word, "glorlous ¢ty Choir II
(ﬁotice; too, that this 1s echoed by the trumpets 1iIn measure
3), the restatement--with slight modification--in measure 3 N
by Choir i and II respectlvely of the material presented by

]
Choir II and I in measure l,\and the broad declamation in

2“Macfarren, Analysis, p. 20.



Example 78. Doutle Chorus,
Become Glorious," meas.

Andaate.

Right Hand, Oh, Lord, is
(p. 173-174).
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measures ﬂ—S of the phrase ”glbrious in power" Wwhich 1is ac-
companied by four drchestral statements of the sixteenth-
note motive heaTd earlier in conjunction with the word
ﬁglorious" (see meas. 2).

"~ The homophonicjtextune and antiphonal writing which oc-
cuples measures 1-14 are interrupted by a contrapuntal sec-

h

tlon in measures 15-22 which introduges the second half of

“

the text, "thy right hand, oh Lord, hathk dashed in pieces

the enemy." The material of this section is derived in part

218

from the bass line of measure -1 o@gﬁhe chorus (see example 79).

—

Iy

Example 79. Double Chorus, "Thy Right Hand, Oh Lord." The
relationship between the contrapuntal motive and the
base part of the opening measure.

—F—=~—h— - 21T
Y . L f

T T 1 1

P . 7 ., 1

Thy cight hand,oh Lord, hetk deghed in preces thee ne - my
D | )
[ ‘ 1 14 q

Y u
) -
1 4

L4 .
" Thy righ band oh Lord hath be-come  glo - risss

In mea&lUre 22 there i1s a return to antiphonal hémophon—
ic declamations of the text which are supported by an anti-
phonal orchestral accompaniment; and, in measure 33, the two
choirs unite in four-part hombphony—-reinforééd by the full
orchestré-~%o bring the movement to a close in a surgé of

dynamic power.
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The text ofhthis>chorus expresses sentiments which
were afticulated‘earlier in Part Two of the oratoriq, and
which will again be treated in the final chorus. A co@-
parison Qf th; musical treatment of the phrase "is become
glorious" in this chorus with tﬁe treatment of "triumphed
gloriously" from Nos. 18 and 39 reveals a similarity; the

sixteenth-note figure of "gloriously" is, however, invert-

ed and extended sequentially (see example 80). .

Exampie 80. Similarities between No. 24 and Nos. 18 and 19.

o No. 2%
13 =
T f
y |1 'f 1 - X}
o . :
is be -come glo rious
o ﬂo‘-l‘n‘ﬁ? - :
' 0-1. F—x f 1

+ri -vmﬂ-d slo

K\ - These movements also have in common the tonality of
\
C major, which, in this oratorio, 1s the tonality of tri-

5

umph and victory.

No. 27. "And With the Blast of Thy Nostrils"
’ .
Four;part Chorus
4Orchestrétion: 'Paired‘obbes, strings, and continuo
Tonality: D major

Meterﬁ C

Performance designation: none
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Textual source: Exodus 15:8

~

Musical source: the alto aria "Deposuilt potentes™

frdm Erba's Magnificat

. of the several movements in Israel in bEgypt dealing

with the sea, the present chorus contains the most extra-
ordinary example of musical'piétorialization. Textually
(and musically) the plece elaborates on the miracle of the
dividing of the waters announced in ﬁhe chorus '"He Rebuked
the Red Sea" {No.'12)ifrom Part One. Although thé~brief
chorus from the first part carries a tremgndous 1mpa¢t, it
doeg pot depict or deécribe the miracle. The graphlc repre-
sentation of tﬁe event 1s provided in No. 27--after the fact,
upon recollection of fhe incident. t ’
The chorus is basea on five thematic ideas, two of
wgich ('a' and 'd' in example 81) are Handel's; the remainf'
ing three come from Erba's aria. Pe?haps; though, the re-
peated notes at the words$"gathered together" (see motive’
'b') suggested to Handei the use of reiterated-tones,élbeit
in a different rﬁythm, fo: "the floods stood upright as an
heap" (cf. example 81, motives 'b' and 'd{). ﬁ

The vivid portrayal of this astounding supernatural

7
o

'event results from the;felicitous'manner with which Handel

has adapted andifus::/ﬁpefsubstance of Erba's plece with 0
his-own original matérial. Example 82 constitutes a
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Example 81. Chorus, "And With the Blast of Thy Nostrils,"
Thematic material of the piece.

/\‘\'\
"\ : //——-\_ . ~ Hande }
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_ R 1 e (Erba)
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The  depths ware con -geal - ed.

quotation of thirteen measures (meas. 19-31) from the chorus,
& cuotation which shows Handelian features both Juxtaposed
with and superimposéd on the basic Erba material. Macfarren

has aptly expressed the symbolism inherent in the various

thematic components of the piece, several of which caﬁAbe

observed 1n example 82:

The breathing of Omnipotence is represented by the
streaming, gradual, accelerated motlon of instru-
‘ments and voices with which the Chorus opens; the accu-~
mulation of waters, by the close and constant imita-
tions in answers at the period of half a bar, of
- [motive 'b'], which are interrupted by this conspicu-
ously contrasted phrase [motive 'c'], suggestive of
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EXxample 82.

( measures 19-31. (pp. 198-199).

Chorus, "And With the Blast of Thy Nostrils,"
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: /
the sudden paralisation in one rigid mass of the ever-
moving fluld; the towering, inflexibPe, impassable wall
of waters is depicted by the slow,_measured always dis-
tinct, monotonous enunciation, on a high note for which-
ever of the voices utter 1t, of the eight emphatic syl-
lables, "the floods stood uoright as an heap:" opposed i
to.this is the representation of extreme 3depth by the
low note of the bass voices accompanied with the reso-
nant tone of the open string of all the bow (sic] in-
stfuments and the deep pedal.pipe of the organ [at the
first appearance of the words "anc the, K depths were 25
_congealed in the heart of the sea" (see meas. 21~ 2“)]
n - ‘ )
Additionally, the cessation of harmonic movement in
measures 19-24 1s intended\to poftréy what Macfarren called
"the towering, inflexible, impassable, wall of waters."
According to one Bible commentary, the words "the depths
were gongealed" should be interpreted as "not solid as ice ¢
[(which the word 'congealed' implies], but in a wall-like
27

formation contrary %to nature" The long sustaineﬁ}oboes

 tones (see example 82)-—ané the breath'suppoft<required to
ﬁerform them——are symbolic, perhaps, of the sustaining

forces of Omnigotence. Extept during the instrumental coda,
the choes appear only in conjunction with thk- éhrase "the
floods stood upfightﬁas aAheap." .Perhaps here, as was sug-
gested in connection with,t@e arla "Thou Didst Blow" (No. 29),

a kind of musfcal'pun was #ntended.

25Macfarren, Analysis, p. 22.

26
Ibid.
27F Davidson, A. M Stibbs, and E F Kevan, eds. The
New Bible Commentary, 2nd ec. (Chicago: Intervarsity Chris-

tian Fellowship, }gsu), p. 116.

' ‘\~"'
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Notice in example 82; above, the combination of motive
'd' with motive 'b'vin measures 26-35, the appearance in

_ﬁ;eaguresb28—35 of motive 'e' against motive !b' and 'd',
and the sixteenth notes cf‘the violine which derive ffom
the openihg measures of ;he plece. The symhplism here-of
the waﬁer towering ever higher ae the.waters gather and con-
geal by the force of Divine wind becomeé even more vivid as
the result of a rising melodic-harmoriic sequential passage
As~a result of the tonal shifts engendered by the séquence,
the harmony at this point becomes more chromatic as the o
plece leaves G major {the subdominant) and passes through
A minor and B minor to C-sharp major (V/V in B pinbr),

- which functione as V of F-sharp minor, the tonality of
several measures to follow (see measures 35-40 which are :
based on mofive ue'). Measure§&42—60 are similar to
measures 25-40, except fof the tonal movement, which‘re—_
turns to the tonic from the mediant,hthe charaeteristic
broadening of the concluding vocal phrase of the piece
(which explains the three-measure differential between
me?sures 25-40 and ué-so;;a two-measure link [meas. 40-41)

,\ foi the alto voices'eonneeﬁs‘the two sections), and the

polgnancy of the half-diminished seventh chord in measure

57. Handel has given Special emphasis in measure,‘ 0

the word ‘congealed," not only by the cholce of chord

(VII7 of V),.but also by having all four voleé parts sus- .

‘tain the strong accent of the word for three beats. Fol-

lowing the authentic cadence for theé sehorus in measure 60,
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S
a twelve-measure contrapuntal coda for oboes, strings, and

n28 on the twelve concluding

- v

continuo "closely mcdelled

measures of Erba S piece ensues.

No. 33. V"The People 6hall Hear" . '&.- ‘
Two four-part chorusés ,'@ / G -
-Orchestration:, Paired oboes and Easeoons; strings,

and continuo v
Tonaliﬁy: E minor »" _ ) 7
Mgter: C ‘ o ) “?é‘ ' L // -/

Al

‘Performance Designation:. Largo e‘%taccato

Textual'Source: Exodus 15:14-16 .~ : .

MusicalfScurce: Aafiveenote mSEiQe from the duet
"Amiche Nemiche" in Strﬁdella S !

egenata generéte easures 25-56,
thé\nggll/qalt a&;j‘ section.

Thie chorus has been referred to as "probabl& the '
greatest of all Handel's polyphonic compositioni "29 '
Tovey stated that in this piece "all the noblest aspecte
of. Handel's genius’ arezfoncent*ated\agf/ﬁggfrgsted with a
power unsurpassed and . °. . unequalle ,‘eVen in .- . -
Messiah."30 GrOut also speaks highly &F this moVement:

its "profound and moving symbolism 11ifts this chorus to an 3

— S - A . . - @ N ' : . ‘l
28, | e o ' o

Taylor; Indebtedness of Hardel, p. 152. '
*91614., p. 162. . G o

. - . r' N . - ' N .
30Tovey, Essays, 5:110. A
: . ™ ‘\
/7 I »
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eminence hardly equalled elsewhere even by Handel himself."3l

\

A.comijpﬁson-of the text of this chorus with the texts
of the previous sixteen movements of Part Two reveals a

striking contrast: whereas the texts until this point have
o

been.in the past tense, the text of "The People Shall Hear"
constitutes a sudden, shift to future tense.32 Macfarren
comments on this grammatical about-face: ¢

The rejoicing and thanksgiving of the prQsent, on
account of the glorious wonders >f the most recent
past, are here suspended for the contemplation of
the no les$ glorious if less awful wonders of, the
future, that Divine promise has assured to the en-
franchised people. The happy g--. of all their
desire is but to be gained by mezns of the still
further miraculous intervention of the same Power
which has brought the Israelites thus far towards
it; and their only prospect of the land of promise
is through the idea of the total overthrow of the
nation that now luxuriates in its rich fertility.
The vague apprehension of a coming event is a re-
motely different feeling from the definite recol-
lectlon of one we have witnessed, and the dreamy,
‘mysterious foreboding is the feeling the composer
here embodies, in opposition to the living cons-
ciousness he has realized in the foregoing develop-
ment of his subject.33 '

4

In addition to the shift in textualeemphasis, the tex-
tural, tonal, and rhythmic contré;ts with the'precediﬁé
alto and tenor duet (No. 32, "Thou in Thy Mercy") heighten
the impact.of thia'chorus. "The tonal shift from D minor

of the duet tovE”minor of the chorus certainly defiles the

‘

31Grout, Histor&‘of Western Music, p. 1i4,

O

32ﬁeeal‘so the discussion of No. 34, the alto aria
"Thou Shalt Bring Them In," on p. 84. ' .

33Macfarren, Aﬁalzsis, p. 25. - -



conver. ~ >nal tonal schemes typical of thié perioa; indeed,‘
this shift up a'maJor secbnd;creates a startiing effect.
Movéover, with the exception of the 'darkness' chorus

(No. 8) from Part One, the harmonic vocabulary of the
piece 1s more chromatic and the modulations more far

reaching than in any other movement iq the oratorio. The

J '7?] ?'j rhythmic figure, coupled with the chromatictsm

"of the harmony, constitutes another important factor in

creating what Dean calls "dramatic tension."3u

- This chorus consists of four sections which follow
the four divisions in the text: measures 1-15 ("The
peg;le sgall hear. and be afraid"); measures 16-23 ("Sorrow
shall take hold on them"); measures 24-6Q ("All §h‘%nhabi—
tants of Canaaq shall meit away by the greatness of\?hy

arm"); and measures 61-105 ("They shall be as still%™as a

.stone, till Thy people pass over, O Lord, which Thou has

purchased."). The J 77] ‘?'j figure is repeated almost
unceaéingly in the orchestra throughout the first sixty
measures, thereby bringing unity to the movement .

In addition ﬁo the accompanying rhythmic figure in
the orchestra, Handel hHas employed several musiéal devices
which enhance the ominous quality of the text: the broad
declamatory setting of "the'people shall hear," the in-
éreasingly loﬁger silences in the vocal parts after each

utterance of "and be afraid" (see measures 12-16), ex-

pressive and poignant harmony'(diminished seventh ghords

3uDeam, Dramatic Oratorios, p. 115.
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in measures 12-13 at "and be afraid' "and 1in measure 18,
beat: 3 at "hold“), suspensio?é (measures' 17-19 at
"sorrow shall take hold on them™), and dynamic contrast.

\
_The transition to the third section of the move-~ -

ment is indeed dramatic. Thé\last four measures

'(meaqures 20—23) of the second section ére clearly in

E minor, ending (in measure 23) on a dominant chord. ,.
This dominant chord is nog, however, resolved conven-
tionally; rather, Handel simply lowers the third of  V

(in measure 24), ar in eight-part homophony the voices
thuﬁder forth with "all th'inhabitants of'Canaan" on a

B minor chord which resolves to its dominant (Fasb¢"p : ;/
major) in measure 25. The ensuing "shall melt awzy"
section commences in B minor.

| Example 83 below shoWs the relationship of the
motive in Stradella's Sefenata to that usegfin the "shall
melt away" sectioh; In Handel's chorus the motive under-
goes extensive imitative treatment as“Well as modification
for expressive purposes. Rathgr than retaining the basic
melodic shapé of the motive as first presented in measures -
26-29, Handel modified it as shown in example 84. The
resulting squensions (6-5, -U4~3, 9-8) at the wordé;”melt"
_and the second syllable of "away" intensify the harmony

of the passage, thereb& emphas;zing §he’1mportant woras of
the phrase. ,

Tonally, the movement moves farthest from E “minor
4

in this section, touching, in measure 45, on C-sharp minor.

Ve ]
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Example 83. Double Chorus, "The People Shall Hear,"

meas. 26-27. Motive at 'shall melt away' based
on Stradella's piece (p. 231, meas. 3-4).35
55 b L
ot N H N
o +- é
all melt - a3 -] way
Choir L. == N
) 2 s, a
‘I‘ '1' —) -
= £
. melt a - way *
Handel. ] 1
‘ h N h N i
S ———— S 8 Y SU S S i m—1
- ——— S y———
z AL
shail mell a - wa
Choir IT. l[\ &
7 e £
v & —- Y e ¥ .-
Iastr. Bass. . shall melt
A - mi.che, a - mi.che a pie - ta
P : N .
< D { . ol T D ) —
Soprano. — F———m —— g3 et
AN "4 Ak, ) SRS ¢ b 1 e
Stradella. o N !
Serenata p.24%. Ne | mi-che, ne | mi-che a pie |- ta
(Transposed Bass. /
a Tone up) . o = éx dey, J .
+ Instrumental [H}—§—d— & A e ——
Baxs. ° == A : T —+— T a
Inftr Bass.

Example 8Y4.

e

Double Chorus, "The People Shall Hear,"

meas. 32-34. Handel's modification of Stradella's
motive (p. 232, meas. 3 - p. Q33, meas. 2).
, - /
x5 === e
dall [t ¢ wy,  ohall|melt 4 .wey.
‘\.Q_ greift die Angrt, or . ‘mﬂ die An'pl.
thelt . .n;. IT“&E!-"YI.{LH;;TC (;;._ .. '- - . ;I_ —
st die Angst, all din Einge bormea Re . . . |. . . :.::‘:
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987 43 /’ 6 % zi
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35Taylor, Indebtedness of Handel, p. 163.
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Particularly expressive here is the aséending chromatic

| line from D sharp to G sharp (see example 85). " Other '
instances 1n this chorﬁs where a éhromatgpally moving bass
is used occur at measures 3-6, 11-12, and 77-92.

-

Example 85. Double Chorus, "The People Shall Hear."
Harmonic fmvement in meas. 40—&5.36

. . _—
z *
= .
T6 6 rao $2x 71 -
— s 4 re # 4+
—_—
GEF— A ,
V4 1 i | ¥ o)
-7 -r { 4 bl
¢ s ,, 6 s 5
Saa® [ 6 L7 sale s
e .

In measure 46, the mode chénges from the C-sharp minor
six-four chord of measure 45 to a C-sharp major tr}ad
which functions as V of F sharp, the F-shag@@gajor chorad
in turn sefﬁing as a dominant and bringing this section of
* the movement back to B minor in measure 50. In measures
52-55, the melodic shape of the Stradella motlve reappears
for the last time.
| In measﬁre'57—60, the chorus--in eight-part homophorny
and accompanied by the full orchestra (markéd'forte)—-

emphatically proclaims the way in which all the inhabitants

36The F-sharp accidental in the fifth measure of the
example should be interpreted in performance--as it 1is in
certain editions--as F-double sharp, because F-shaprp 1s
already implicit in the key signature and has not been
altjped in the previous measures to F-natural.
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of Canaan shall be destroyed: '"by the greatness of Thy |
arm." In measuresr61 and 62, the entire orcﬁestra‘and all
. of the voices éxbept/tﬁe basses of both choirs anc¢ the
tenors of choir I are s®lent. The final section of the
plece commences *ere with t~e aforementioned male Qoiées
singing in unison (mez_o wlanco) "thrv shall be as étill aé
a stone," set to a repeated nets with an octave drop at
"as a stong," the octave drop '"echoing" as:Dean suggests
"the stone that 'sank into the,bottom'f'37 (see No. 23,
"The Depths Have Cover'd Them™). The contrast in texture
and;dynémics is nowhere in this chorus more dramatic than
between measures 60 and 61 at the transition to the final
section of the movement. This depiction of stillness, the
stillﬁess’df death, 1s repeated again in measures 70 and
71, although without an octave drop.

s

In his comments on this final section of the chorus,

-

Winton Dean states that "the physical image [of the

Israelites crossing over the Jordan river inte Canaan] has
n 38

been translated into a perfect musical metaphor. Dean's

reference ié especially to the first\yhree measures shown
in example 86 (see p.233 where "the basses of both choirs

hold the word 'stone' for two and a half bars, whille first

trebles'and altos and then the tenors and basses pass over

I

in thirds to the other side."39 Lang points out the

37bean, Dramatic Oratomics, p. 318.

381p14., p. 319.
391b14.



Example 86. Double Chorus, "The People Shall Hear," meas.
242,

71-74.

meas. 1-4).

Symbolistic treatment of the text (p.
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subﬁlety of the symbolism here as one pair of voices

literally passes over another in a plece of "eye music."uO

This type of melodic motion (ascending minor scales) and
the overlapping of voices characterizes the entire final
section, not, however, without several brief homophonic-
gi§sages at the words "which thou- hast purchased" to pro-
vide textural contrast see meas. 68-70, 76-77, 93-94, 99-
101, and 1Q2-105).
An additional important characteristic of this final
segment of the chorus 1s the frequent use of a static
bass line. for the ?3;5 instruments: measures 63-68, 72-75
(see example 86), 77-80, 81-82, 83-85, 86-87, 88-92, 95-96,
and 97-99. The static bas& lines--quasi pedal points-- |
not only contrast dramatica}ly with the restless orchestral
figure of measures 1—60, but they also possess extraordin—‘_
ary symbolic significance: "ideas of sti%}ness and of a
bridge (?stepping stones) over which the people shall !
pass. . . ."41 An exaﬁination of the respective pitches
employed for each of the nine sustained bass tones reveals
a éhromatically ascending melodic progression (A to C—sha:p)f fﬁa%y
from measures 77-92 (the third through seventh sustained L
tones). This chromatic line results as well in polgnant  ° ##

chromatic hgrmony (see example 87 for the chords invoived).

4

ﬁ°Lang, Handel, p. 633.

41

Dean, Dramatic‘Oratorios, p. 318.



Example.87.
77-98. Chromatically ascending bass llne.
B ‘ \\
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Handel's ingenuity in avoiding & recundancy by changing the
Y .

Double Chorus, "The Peopie Shall Hear," meas.

A comparg son of measure 63 with measure 83 reveals

mode of the scale from minor to major (see example 88).

E

Example 88. Double Chorus, "The People Shall Hear."
Comparison of measures 63 and 83.

: @ ! 4 #w ) m * * ‘
Gl thy peo.ple pass | o . ven ok Lord, il :I, poeple puse o . ver, shlord,
bia vor.i. bor dein | Folk viekt, o Harr, bis vor . bor dein | Volk xiskt, o Herr,
| o.wer chlerd,. o . ver, éhLeri,

fill thy pos.ple puse

-

till thy poeple pass
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Tovey has commented upon the "gratuitously major" 2

scale;

S

although the minor version would work equally well here,
the major quality of the scale allows for a refreshing
contfast in colour. '

Fallowing a Binal statement of "t111l Thy people pasé
over" by the sopranos in unison (meas. 101-102), the move-
ment concludes in the typical Handelian style with a broad

declamation of "which Thou hast burchased."

-—

No. 39, "Sing Ye to the Lord"
Soprano solo
Two foﬁr-part choruses

Orchestration: Paired oboes, bassoons in unison,
o~

»
]

tWO trump‘ts, three trombones,
timpani, strings,'and‘continuo
Tonality: C major
‘ r's
Meter: C
Performance Designation: A Temg>giusto
Textual Source: Exodus 15:21

Musical Source: See discussion below

The movement 1s preceded by a six-measure secco reci-
tative based on Exodus 15:20, 21. The recitative concludes

with the words "And Miriam answered them:" whereupon the

)

final plece of the oratorlo ensues. The movement Begins"

with an unaccompanied soprano solo for Miriam, the proph-
{

etess, in which she Instructs the Israelites to "Sing.

[ . . -~

hzTovey, Essays, 5:112, ‘ s '
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to the Lord, for He h%ph triumphed gloriogsly,& Miriam's
solo (measures 1-8 and 13-18) constitutes the mélody which
is repeated and haymonized by the choirs ahd orchestra in
measures 8-13 and 18-23, the choraiforchespral material
comprising a restatement of measures 6-17 of the chorus
"The Lord Shall Reign Forever and Ever," héard earlier
‘(Nos. 35 and 37). Tﬁe remainder of the final movement
(beginning in measure 23) conslsts of a note for note repe-
- tition of all}but the first four measures of No; 18, "I Will
Sing Unto the Lord." Although the movement contains no new
musical material, the juxtaposition of an unaccompanied
solo soprano voice and two four-part choruseg accombanied
by thebfull orchestra (see measures 1-23) creates a stupen-
dous impaét hardly equalled elsewhere in the oraﬁorio.

The Jjubilant quallity of this terminating movement. of
the oratorio contrasts markedly with the somber quality of
the opening chorus (in C min-~r)- there is, thever, a
subtle musical.relationship bet&een the two choruses. The
relationship extends beyond the fact thaf both choruses
have the same tonal centre (although with a contrast in
mode). A comparison of the melodic maferial used for
"thgy oppressed them with burdens apd-madé them serve"
froﬁ the opening chorus with measures 1-8 of Miriam's solo
-reveals a striking similarity in intervallic‘structure, as.
'shéﬁn 1n\example 89. " (I consider the octave drop of the
'oppreésed' mqyive to be 1nconsequential here, because 1t

introauces no new pitches into the structural design and

also because 1t arrives at a weak beat in the measure,
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Example 89. The relationship between the first and last

-.choruses.
NO. 39 . B “'
. .
A T T —v ‘
A i i e e o —FH T
iy ] I T 1 " T T T T —1
Sing  ye o +the  Lord, for he hath tri-umph -ed
(44 A : foo BED-N N
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having the efféct of avrebound.) The next toné (the A-flat
in thehexamble) functlons as an upper neighbouring tone and
does not effect the structure of the‘motive. What 1s left,
then, 1s a éeries of pltches coﬁmon to both of the move-
ments, allowing, of‘coursé, for the modal alteration. The
alteration of mode—nahd it 1s a very telling one--from
minor to major, the.tgxtual mgtter, the broad and majestic
rhythmic. structure, and the emphasis on 'gloriously’”(tgg
high G), togethe} result in a dramatic change in mood from
'the oppression of the beginning of the- oratorio td the

triumphant and glorious conclusion.



N CHAPTER XI

CONCLUSIONS

v

Israel in Egypt for several reasons 1s an unusual work:

it lacks a convincling beginning which Handel endeavoured to
resolve--but not, it Eeems, with any satisfaction--by using

uhe I?’uner-al Anthem; it consists of a preponderance of choruses

which results in a certain textural imbalance; gnd, it rep-
resents tpe most extreme manifestation of Handéi’s practice |
of appropriation. In splte of these ostensible shortcomings
"there 1s" és Lang points out, "an impressiveness about

Israel in Egypt that . . . satisfiesgl_ The impressiveness

derives, I believe, from Handel's flexible cporal téchnique.
Bécauge there are so;few solb‘ﬁieces in.the {oratorio;
the textural vartety which would\anmally result from the
alpern;tion of recitative, aria, ;;d chorus must be achleved
primarily by contrasts betweén the choruses. The analysLst
pre;ehted in the foregoing chaoters-—especia’ly chapters VIII,

IX, and X-—reveals considerable variety in Handel's choruses.

As pointed out in-chapter ‘I, Israel in Egypt is not, in

any strict sense, a dramatiﬂ cratorio; it evinces, neverthe-

less, expressive dramatic qualities—» As- Dean observes, "it

-

Lang, Handel, p. 311.
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~

is t.e manipulation of the chorus [in.Ierael in Egypt] that /i

stirs the dramatist§in Handel. ne ﬁuch»of the dramatic, ¢
effect depends on the juxtaposition of different types of
choruseq brief homophonic prelude, extended homophonic
chorus, fugue, double fugue, antiphonal chorus,'cantus firmus-.

- type movement and choral recitatiVe : Characteristic of the-
dramatic oualities referred to in the foregoing sentence are,
for example, the contrasts between-the choruses in Part One
dealing with the Israelites' crossdng of thé Red Sea, the
destruction of the Egyptians, and the israelites reaction’
to these events (Nos. 12-16). | “

Many of the striking effects achieved in Tsrael in

" Egypt result not only from the contrasts from one movement
to another, dut alsc from Handel'sfresponse'to the influence
of the Words. More offen than notn'we’See Handel's vivi#t

imagination at work. Word painting, pilctorialization, and-

|
¢ B

scwlbe the plagues. Some typlcal illustrations include the

B .
symbollism abound, fdr example, in‘:the movements’which de-

drop of a séventh at the words "tne deep" in "He led Them
.Through the Deep" (No. 13), the chromatic harmony and neb-
ulous tonal structure of the 'dar&ness; chorus (No. 9),
-~ orchestral depiction of hoppiné éroés (No.5) and buzaingfin-
sects (No. 6), and the'alcappella?settiné,of the words "gnd‘
1t was dried up" 1n the pﬁeludial’chorus "He Rebuked the

Red Sea."

Y . .
-

2

Dean, Dramatic Ora@orios, p. 317;1
. N . > |



. Israel in .Egypt demonstrates Handel's remarkable dex-

teritj.at manipulating appropriated naterial from whichvg
derives almOSt half of the oratorio's movements. Apart from
the threg appropriated fugal movements which underwept almost
no change (Nos. 11, 26, and 3l) the nineteen pileces which
-deriVe either in whole or in part from earlier sources are
. _ _
loratorio; and often with dramatﬁc‘results (Nos. 7, 9, and
14 from Part One, and Nos. 20, 24, and 33 from Part Two i;e
good examples). ) " '
‘gart’dne divides, textually at lea§t, into four sec-
" tions: l)'Nos. 1-2,°which reveal thq)oppression of the Is-
raélites; constitute the prologue; 2) Nos. 3;9 recount the
splagues brought to bear upon the Egyptians, 3) Nos 10-14
_ deal with the deliverance of the Israelites and the des-
-“truction of the Egyptfans, and U) Nos. 15—15, which acquaint
‘us with the Israelites' cqntemplation of the dramatic events
which they_have witnessed and ex;érienced, serve as the post-
lude. In Bart One, Handel succeeds, I believe, in depicting
"the'underlying feelings and emotions of a mass of people-
sometimes with the most dramatic results "3 Part Two, the
Israelites' anthem of praise, evinces a greater degree of

musical unity than Part One because of the repetition at the

* end of the chorus "I WIll Sing Unto thefLord" which was pre-

sented earlier (as the fugal consequence to the opening
N R e o _ v
H : "2_‘\ , | | .
3hr¢rey,. "Influences. of Carissimi," p3

2 e

~F

. ' Lo . LRy

skillfullyfimproved-and woven‘in_to the entire fabric of the :

2h1



preludial chorus). Part Two posseSses, as well, a satis-

- fying balance between chpral and solo movements because of
the fact that three of the,oréiorio'svfour arias, all of the
duets, and two of the four fecitatives are contéined herein.

Israel in Egypt as a whole may b~ somewhat unbalanced

because of ghe prepondérance of choruses, but it 1s Just
this fact~which imparté uniqueness to the oratorio. que-
over, because of the numerous apprbpriations in the ora-
%orio,,we are_prpvided with COnsiderable insight into the

o . . .-“‘/' .
modus operandi of Handel, the composer of whom Beethoverd
it .

once remarked: he is "the master of us all."

¥
I

‘ uQuoted in William H. Harris, "The Organ Works of Bach
and Handel," Mugic and Letters 16 (October 1935):304.
\ - : ] .

L
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