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INTRODUCTION

During the latter part of the seventeenth century the
opera house in France was at once the home of the arts and
a state institution. Its influence was so great that the
church mﬁsic of the period tended to borrow from the drama-
tic and the ceremonial. 1In the last years of Louis XIV the
taste of the people began to chénge; the majestic giamour of
the opera as a state ritual in the time of military reverses
did not seem appropriate espscially when eminent theorists
and divines were denouncing this form of art as offensive to
- both reason and morality.

Consequently, we find the works: of Couperin expressihg
intimate and human qualities. Painters adopted the same .
ideals; architecture, though still preserving some of the
previous external magnificence, was planned for a more inf
timate society; the life of Paris superseded the autocracy
of Versailles. Values which were once important becéme
~less ciearly defined anﬁ, in many ways, less impressive,

In 1733, the year in which Couperin died, Rameau pro-
duced his first opera. Couperin had been essentially arisn

tocratic in taste and style; Rameau succeeds in fusing an

iii




inﬁerited aristocracy of style with the new, more middle-
class spirit of the Enlightenment. He was a friend of
Voltaire and his patron was the finaﬁcier, Le Riche de la
Poupeliniére, one of the best known members of the new
bourgeoisie, = who later was a patron of Stamitz and the
Mennheim symphonists. |

Jean Philippe Rameau was born in Dijon in 1683, His

1
|
fathef, a}church organist, ins tructed him in organ, harpsi-
chord and theory. At the age of sixteen he was allowed to
leave the Jesuit college where he was studying law so that
he might travel in Italy and become familiar with the more ‘
fashionable musical‘techniques of the day. He did not stay
long in Italy. In'1702 he was organist in a church in
Avignonfand shortly after took a similar post in Clermont- ' |
Ferrand where he composed several church cantatas.

In 1705 he moved to Paris where he published his "Premier
Livre de piéces a clavecin.," He served as an organist but,
failing to make a name for himsel f, returned to Dijon in 1708
to take the post vacated by his father. He worked at Lybns
in 1714 and then returned to Clermont Cathedral. There for
seven years he lived quietly and worked on the "Traite de
1l'harmonie.® In 1722 he returned to Paris where the "Traité"
wés publishéd and bitterly attacked by the academic musicians
of the day. However, the publication of the second book - of
harpsichord pieces in 1724 brought recognition and Rameau

became a fashionable teacher of harpsichord playing and music




theory.

He began to realize a life-long ambition when he com-
vposed incidental music to a number of plays of Piron. Al~
though this venture was not successful, he began seeking
libretti from well known poets, but not until he met Le
Riche de la Poupeliniére did he succeed. Through Le Riche
he met Vbltaife, who at that time refused to produce a
libretto, but another poet, the‘Abbé Pellegrin, did write a
work called Hippolyte et Agigigrbased on Racine's play
"Phedre." The music was rehearsed with the private orchestra
of Le Riche, but despite the great énthusiasm of ﬁhose who
heard the score before its first performance, the opera met
with hostile reception from the critics and the professional
musicians who accused Rameau of imitating the Italian prac-
tices to excess.

The public, however, liked Remeau's theatrical music

and demanded more. Les Indes galantes was produced in 1735

and was highly successful. Castor gg Pollux was heard in

1737 and Les Fétes d'Hébed and Dardanﬁs in 1739. All were
very succeszul. \- | |

For five years Rameau produced no new operatic works.
He published some music for harpsichord, part of which was
dances arranged from his operas. He worked at his newly
founded school of composition and conducted at the Opéra-

Comique.
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In 1754 he staged La Princesse de Navarre based on a

libretto by Voltaire, a work commissioned to celebrate the
marriage of the Dauphin to the Infanta. New stage works
followed in rapid succession and books dealing with the theory
of music were published.

In 1752 an Italian company presented Pergolesi's La

SerVa'Padrona in‘Paris and touched off the now famous

nguerre des bouffons" waged by the supporters of the new

italian_style of opefatic writing and those who clung to

the old fashioned French style of Rameau. Paris was split

into two rival cambs and Rameau, admitting the merit of the
new style and still not forgetting that his detractors had
accused him of being too Italianate in his first ventures in
operatic writing, continued to insist that harmony was the
basis of all music. He was attacked for his theoretical
position as well as his music. He replied in a series of pam-
phlets based on scientific arguments - not on rhetoric - and
still found time to create new works for the stage. His
popularity increased, he was ennobled by the king and honored
by the City of Dijon and by the Academy.

Today there are few full-fledged performances of the
dramatic works of Rameau; The vocal demands are excessive
and the staging reqﬁires mechanical aids not easily availa-

ble. In the spring of 1952, more than two hundred years

after its first performance, Les Indes galantes was revived

in Paris with all the original features familiar to the pub-
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lic in‘Rameau's day, and, at this time (1955) is still a
favofite of the patrons of opera. |

As a part of the transition from the aristocratic
style of music to that of the new bourgeoisie, Rameau's
works for harpsichord and the "Pieces de clavecin en con-
cert™ must be mentioned. Rameau's music for harpsichord is
more harmonic, less linear in style, more virtuoso and thea-
trical in treatment than that of Couperin. It is more
brilliant and, at times, emotional, but not necessarily more
profound. The "Piéceé de clavecin en concert®, published in
1741 though written earlier, use the clavecin not as a
continuo instrument, but as a solo instrument exploited in
a manner which suggests the way in which Haydn and Mozart
treated the combination of piano and strings. The form of
the Italian concerto is used with its pattern of fast, slow
and fast movements. These movements are based on the usual
binary principles, but they are not exclusively monothematic,
since secondary themes are often introduced and'developed to
some extent in the second séctions of the movements.

It is significant, too, that Rameau, a man of the En-
lightenment, could bring his creative genius to‘full fruition
only after he had achieved a convincing scientific explana-
tion of the principles governing his art. In his theoretical
work he does not seek to evolve a set of rules which are to

be obeyed without question; he merely tries to rationaligze

and to systematize the practices of composers oVer'ﬁﬁéi"




hundred years.

There are two main aspects of Rameau's theory, the
first of which deals with the mechanics of music in an
attempt to establish the dominance of harmonic thought and
diatonic tonality. Rameau established the pre-eminence of
the major and minor triads by deriving them from the har-
monic series and from combination tones; he was first to
recognize the fact thatveach chord had a fundamental root,
no matter how the tones of the chord might be arranged; he
rationalized the technique of building up dissonanceé by
the superposition of thirds; anavhe demonstrated to his own
satisfaction the logic of the cycle of tempered fifths. The
fact that his explanation of tonality and harmony was not as
scientific as he thought it was is unimpértant. It was true
while it lasted, and that was for more than a hundred years.

The second aspect of Rameau's theoretical work deals

with the relation of this new teéhnique and the expressive

purpose for which it was intended. He believed théﬁ the

purpose of art was communication, that music aimed to ex-
press human emotion, nature, and to reveal Truth through
Reason. He charted the precise and particular expressive
functions of both harmony and tonality, dissdnance, inter-
vals and chromatic passing notes. He believed each key had
its peculiar expressive aptitude. He practiced his system
of harmony and tonality with remarkable consistency.

Although Rameau's tonal languge is more systematically




ix

planned than thaﬁ of any other late Baroque composers, his
use of keys and harmonic and melodic formulae is not radi-
cally different from that of his contemporaries. His em-
phasis on tonal order, however, did preclude the audacious
type of voice leading so often characteristic of Bach's
polyphony. | |
Rameau insisted he was the successor of Lully; he was
actually looking to the future. Precedents can be found in
the works of Lully for almost all the aspects of his operatic
style, but the interpretation Rameau gives to traditional
techniques stems from a new conception of the role of music

as an art and a means of communication.




CHAPTER T

INSTRUMENTAION AND ORCHESTRATION
, Instrumentation

Rameau's orchestra included at most about fifty musi-
cians. In 1756 at the revival of Zoroastre the orchestra
had one élavecin, four basses du petite choeur which could
substitute for the musette and tambourin, sixteen violinists,

one of whom played the timbales, eight basses du grand choeur,

seven guints, of which. one of the instrumentalists played
the musette, four oboes, two flutes, five bassoons, one
trumpet and the "beater of the measure.™ This list does not
mention the horné which Were prob ably piayed by supernumer-
aries.
The use of the clavecin gives the brchestra a rather
"archaic appearance, since that instrument not only dominates
the recitative but is prominent in the ensemble. Although
its metallic quality tended to cut through the tones of the
ensemble and did not blend well witﬁ voices, it could
indicate full harmony and act as a stabilizer for the
orchestra. In many instances, though, Ramesu directs that

the clavecin shall be silent even though the score still

1
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contains the figured bass line from which the clavecin part
is realized.

The strings are the basis of the orchestra. They in-
clude the violins, the basses and that group of instruments
desighated by the general term "parties." In his use of
the strings Rameau introduced new techniQues for the sake
of color and pictorial effects. He did much to spread the

popularity of the use of pizzicato, a manner of playing

practically unknown in France at that time (Ex. 1).
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He made extensive use of double stopping (Ex. 2)land his

figurations exploited the high registers of the instruments.
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He, too, fealized thefyaluéfbf;théycolor of the lower
strings of the violin and refused to limit himself to the
use of the "chanterelle" (the string with the highest
pitch). He multiplied the use of repeated notes and rapid
arpeggios, practices designed to produce more harmonic
fullness or to provide dramatic effects. Unfortunately,

this excessive emphasis on the use of the orchestral strings

luippolyte, Act IV, scene 4.
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and the resultant neglect of the other instruments robbed
the ensemble of some of its potential color.
The bass of the orchestra is the bass viol, abetted by

the violoncello and the contrebasse. In the 1736 edition

of Les Indes galantes Rameau mentions the violoncello as
the normal bass of the orchestra,vbut he stills continues
to use it for the continuo and, occasionally,‘in octaves

to support the harmony. The contrebasse, an import from
Italy, was used to double the continuo in loud passages and
for its pictorial qualities in scenes representing super-
natural or awful events. On occasion, it was given special
notes to mark the bass of the harmonic structure.

The "parties," which correspond to the present-day
violas, have a fill-in role. At the beginning of the cen-
tury three instruments were used to perform these parts:
the haute-contre, the taille and thé quint, all of which
had approximately the same range. Masson states that
after 1750, the music of the "parties" was written only
in the alto clef and performed by the>quint which was some-
times called the alto after the Italian custom.l Rameau
usually writes only two inner parts for the strings which
are called haute-contre and taille. There were two instru-

ments in Rameau's time whose names corresponded to these

lMasson: L'Opéra de Rameau, p. 517.




orchestral parts. The haute~contre was a bowed string in-

strument of the violin family; its’lowest tone was A below
middle C. The taille was either a tenor viol or the viola.
The term "taille" was originally a name for the tenor voice;
instrumenﬁally, it is most often used to distinguish the
tenor viol from the smaller haute-contre, but the name may
be applied to both instruments. Rameau neglects the color
of this register of the strings, but, at times, he does
assign the instruments florid figurations.

The wind instruments had less variety and flexibility
than the strings and were not able to be used so constantly
because of mechanical imperfections. Because of their |
clearly defined colors, they are of ten veserved for some
traditionél usage. Rameau observes these customs, but he
expands the practices, and, in addition, introduces certain
wind instruments new to France.

The transverse flute is ordinarily used in Rameau's
operas. The "fldte & bec" and the "basse de fldte™ foﬁnd
in Lully's works had been abandoned. Rameau uses the flute
brillianﬁly whether for expressive or pictorial purposes.
It is often used in the "airs tendres"; it creates the
Elysian‘atmosphere in which the happyMShadows of Castor

move; it spreads its melancholy charm in the "delicious

gardens"; in Les Indes galantes the male lovers are repré~

sent ed By the’#ioiins and the females by the flutes. The




virtuosity of one Blavet who appeared at the Concerts

Spirituels is said to be responsible for the increased

popularity of this instrument.
The piccolo is used almost entirely for descriptive

effects such as the twittering of the birds or the super-

1
natural mobility of the wind (Ex. 3). It is used to sup-

plement the piercing sounds of popular instruments in such

dances as the tambourin; it may be used to supply the effect
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of noisy rejoicimg. Rameau even uses the flageolet, the
small member of the "flate % been family, to picture the
commotion of the birds on seeing‘the owl in the second act
of Platee,

The biting color of the oboe is used to reinforce thé
sonority of the orchestra in joyous or energetic passages,
to doublé« the strings or to alternate with the violins in
the form of an oboe trio (two oboes and one bassoon). The

oboe is used for brilliance and, also, for its'pastbral

qualities, being considered a rustic instrument along with




the musette. In exploiting its pastoral character, the

oboe is sometimes used alone or with instruments of the same
type; a trio of oboes may be contrasted with the trumpets.
Rameau first sensed the use of the oboe for pathos in opera.
The musette is a rustic instrument often used in con-
trast to the trumpets of war to mark the return of peace.
In the time of Rameau there were two kinds of musettes. One
wa s a sort of rustic oboe with very limited musical pos- |
sibilities; the other was an instrument constructed along
the lines of the present-day bagpipe. The chanter was an
oboe~like instrument with a soft tone quality; the bore of
the instrument was a narrow cylindrical one and the drone
was in the form of a rackett about six and one half inches
in height, in which the boré ran up and down twelve times
or more. The length and pitch of the rackett could be
changed. At the middle of the seventeenth century a second
chanter was added for the highest notes. The range was
about two octaves (f' - 43 )o The supply of wind waé sup-
plemented by a belloﬁs held under the left arm., This form
of the musette was used by Lully, and it seems feasonable to
assume that Rameau did the éame, since the parts written for
the musette in the Rameau operas could not have been executed
by the simple form of the instrument. The musette is ordin-
arily used in combination with oboes and in two parts.

Rameau does not always make a clear distinction between the




oboe and the musette except through'the inclusion of the
drone bass which is provided by another instrument of the
orchestra. |

Rameau treats the bassoon in a particularly original
manner. He may use it to play the bass of a trio of oboes
or to increase the volume of thg cont inuo, but he also
assigns it independent mel odies which exploit the high
register of t_he instrument. In the final chacomne of
Dardanus (Ex. 48) there is a éouplet whose melody is as-
Signed to the baésoon alone. Most frequently, the bassoon
is a part of the mass of the orchestra, but in accompanying
voices, Rameau may use the bassoon alone because of its
blending qualities. Before Rameau the bassoon was an in-
strument valued for its volume alone; he treats it as an
instrument capable of pleasing the ear both in solo passages
and in ensembles.

The orchestra of la Poupliniére from 1748 on contained
two clarinetists, and Rameau, who was nearly sevenly years
of age at that time, was s0 captivated by the new instru-
mental color that he made a place for it in some of ﬁis
works. Clarinets were first used in Zoroastre in 1749,

although they only doubled the oboes in certain places, no

new parts having been written for them. TIn Acante et Céghise‘

two clarinet parts have an important placé in the score:

clarinets in C in the overture, and in D and A in acts two
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and three. There are twelve instances of their use in this
work, eitherAdoubling the oboes or tﬁe violins, ér forming

a quartet withvtwo hoﬁns (Ex. 4).1 Rameau seéms to have
used the instrument for its puré tone and its vibrant energy,
but he valued it most for its possibilities of expressing
sweethess and tenderness.

After Acante et Céphise Rameau used the clarinets on

one other occasion and this without special notation for
the instruments. In Borédades there is this note on the
score: "if there areﬁclariﬁéts, they will play the violin
parts.” His disuse of the instrument may be attributed to
his break with la Poupliniére, a break that deprived him
~of an orchestra with which he had been able to experiment
in achieving new effects.

The only brass instruments used by Rameau are the
trumpet and the horn. The trumpet is the instrument of
war and of heroism. It is suitable for battles, triumphant
occasions and solemn ceremonies. It is used in the dances
of the martial scenes as well as in the sung airs of the
sane type. Rameau used only the instruments in D and G,
the latter less often. They are assigned parts which demand V

agility and often double the violin and oboe parts.

Licante et Céghise, Act II, Entr'acte.
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At the time of Rameau the natural horn was in use.
It was improved in construction and the use of additional
parts allowed the performer to change the key of the in-
strument to suit thé music being played. Performers were
developing skill in the use of the horn and composers were
able to write more complicated parts for it. At this time
the horn is no longer a picturesque instrument associated
primarily with hunting scenes, but is used to accompany
certain airs, and with the clarinets, at times, to form
a quartet capable of sentimental or brilliant effects.

In the minuet which forms the central part of the
overture to Boréédes, the horns are given the principal

melody (Ex. 5). A mare typical use is illustrated in
.
Example 6.1 1n Hippolyte, Act IV, scene 3, in addition to

W

s
g e

| -

i3
O
ﬁﬁ_
-

)

B 1)

ﬂf\r

P e
3

lHiEEoizte:AAct IV, scene 3.




14

¢ - q
TRTI®
I ¢
A [ A!l..nﬂ. -
b <
TTe o — 4
1114 PECK 3
.|Il.\- 1Y '
BEK
—N | (R
L||j..1- .Lvr;.“ N
. Lriv_lll 4
h V < /
'n!dl.': [ , A » .
D
o ¥ s
T8 . < g .
- n\.Wv p
2 3

®

»w

~

>~ la

N

Av

—




15

using the horn with the chorus and the orchestral sections,
Rameau adds its color to the air and dances which make up
the divertissment. The horn in F is used in Les Fetes
d'Hebe, and the four dances added later contain parts for
two horns in D. The overture to La Temple de la Gloire uses
horns in E in a majestic manner (Ex. 7). After 1750 Rameau
used the horn with increasing frequency, often writing parts
for the instrument which, because of range, demanded real
virtuosity on the part of the performer,

The "timbales" or timpani, which were used in the
Middle Ages for military fanfares and were introduced to
French opera by Lully, are the most used among the percus-
sion instruments; Rameau uses them for thelr power of'rhy-
thmic articulation in vigorous passages and he also appre-
ciates the harmonic'significance_of the two tones which
they produce, the essential sounds of the fundamental bass.
In spite of his knowledge of their harmonic resourceé,
Rameau failed to use the timbales elsewhere except in
scenes of martial character_(see example 7).

The other percussion instruments used by Rameau are
the "tambour," the "tamboﬁrin" and the "tambour de basque."
- The tambourin used by Rameau is the "tambourin de
Provence," a very long drum but with a small diametef. It
was used for dance accompaniment in the Middle Ages and was

exﬁremely popular during the time when Rameau was producing
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;1his operatic works. Because of its simplicity -- it usually
was played in a sustained'nmnner only on the accented beats
of the measure -- parts were not always in the score for this
instrument, but its use was assumed. Rameau sometimes indi-
cated its omission with such notes as these on the score:
"Without tambourin, gentle", or "With tambourin, hard."

' The tambour-de Basque'is the equivalent of the modern
tambourine. It was used on the stage rather than in the
orchestra and was a favorite instrument for accompanying
certain dances.,

There is a curious use of the cannon in the fireworks
scene which forms the first part of the overture to Acante
et géégigg. The gunshots, simulated by fire-crackers or a
handgun, are indicated on the}score by the word "cannon" or
the abbreviation C. placed on the desired point above the
bass part. Written on the score is this notation: "The
gunshots mﬁst go off exactly on the bass notes marked with
a C, always on the first or second beat of the measure. !

In Acante there is also a part for a "tocsin" (a bell sound
which reverberates) in repeated eighth notes to the uﬁison

of the bass continuo.
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Orchestration

One of the most characteristic traits of Rameau is the
variation of instrumentation for expressive purposes; he
not only varies his combinations of instruments, but he
plans instrumental coloring independent of the customs of
his time,

The number of parts in French orchestration at this
time is not determined in such a fixed mammer as in the
Italian writing. Extended passages in two parts are
sometimes found such as the duet of the flutes and the
violins in the "Air au rondeau for the Cupids" in the pro-
logue of Higgoli&g (Ex. 8). In this passage the duet is
punctuated with passages for full orchestra. A minuet from
Castor (Ex. 9)1 is written almoSt entirely in two parts with
vafied instrumental groupings featuring contrasts in color
and pitch;

Trio writing may or may not include the use of the
clavecin. Performance with the clavecin, which permits an
easy conception of the harmonic structure of the music, had
been known since the beginning of the century and is used
by Rameau for pieces of light character and for accompani-

ments. In writing without the clavecin, Rameau is particularly

lCastor, prologue, p. 59.




19

vloitns

£







21

e

.
o o




EX . q (Qo n-\-; nueé ) :

-
+e

-
.

LA Le




23

Ex. q; &cm-\‘m ua:h

l
A ( { \
s "
C " A
A ) U nu NA
) B 179
L4
-
y
0 C x-d




2

E*L . q Q.fféonlf\ nUEA.)




25

Ll n V
g n
—~ 4 | ul
y il | i
Hn\m 7 344 \F....\ [k
) 5 TR\ T JuN
£ C -
0
fﬂ\» \ ] ”1 ‘b
\._ e vt (1p
et < |
o dan ("t fh= "INV Y
vm o o /44 Ll \ J 11
(2} \.+=.....H N%.r al 4 )




26

fond of a trio of violins whose upper parts can be doubled

1

by the flutes (Ex. 10). The bass part may be played by

the basses of the petite choeur or the haute-contre.
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Writing in four parts is the most ordinary division of
voices in the orchestration of Rameau. The strings may be

divided in this fashion: violins, two parts of haute-contre

1. .
Hippolyte, prologue. Prelude to air and chorus "Quel
doux concerts.”




and tailles, and bass, with or without clavecin. Rameau
also wrote two violin parts, one part of haute-contre and
tailles, and the basses. The last arrangement became the
rule in the later works of Rameau -- probably because of
the Italian influence -- and thus forms the modern quartet.
Other quartet formations are used. Three oboes may be com-
bined with violins, or two clarinets and two horns may play
four-part harmony. In Dardanus we find the use of a quartet
of oboes and bassoons aﬁdva qﬁartet of strings used as an
accompaniment (Ex. ll).l Rameau uses the current forms but
he reserves the right to vary the instrumentation according
to his inspiration or fancy.

This is also true in the writing for five parts, a
rather wornout heritage from Lully. In his Traité, Rameau
discusses the tradition of Lully and enumerates the five
string parts which were almost sacred from long use, but,
from Hippolyte on, he adopts the new order popular since
the_Regency:' first violins, second violins, haute-contre
and tailles, and bass. This division, with the uhiting of
the haute-contre and tailles, permits the formation of the
quartet which is the basis of present-day orchestration.
Writing in five parts, however, did appear in the later

works, but in other forms. Scoring for violins (doubled

lDardanus, Act IV, scene 2, p. 364.
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by the piccolos), oboes, "parties," bassoons and basses may
be found. ” | 4

Orchestration in more than five independent parts is
foand only in rare cases, since the multiplication of parts
was not necessary for the projection of the musical expre s-
sion. In the second act of Hippolyte there is an ensemble
of eight\parts, seven of which are Strings. This example is
a descriptive symphony of the "shuddering of the waves" and
the adding of instrumental voices is, no doubt, an attempt
to picture the confused murmur and disordered agitation of
the water (Ex. 12).l

There is freedom in the combination of orchestral
colors, although Rameau does not discard the old custom of
grouping instruments of the same family in trios and quar-
tets. The string group, in four or five parts, often |
alternates its color with that of the oBoe trio, or with
the full orchestra. Actually, there is less al ternation of
instrumental families in the music of Rameau than in that
of Lully. Flutes or trumpets in four or five parts are no
longer found in the orchestra as they were in the seventeenth
century. A new taste in orchestration has developed, a taste

for the less massive and more varied.

The most simple form of this new technique is doubling,

'Hippolyte, Act II, p. 255. "Frémissement des Flobs. ™
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which consists of having the same part played in unison or

at the octave by two or more instruments. Th;s ﬁractice is
not new; there are many instances in the works of earlier
composers of the doubling of violins and oboes, violins and
‘flutes, violins and trumpets, basses and bassoons. The
overture to La Temple de la Gloire has parts for flute and
piccolo, oboes, bassoon, trumpets, horns, percussion and

strings, but, in most cases, the harmony is four-part with
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doubling at the octave or unison. Instances of this practice
found in Rameau that are not so usual are the combinations of
violins and piccolos, oboes and trumpets, horns and trumpets,
horns and oboes, clarinets and oboes, and clarinets and
violins. This doubling was, no doubt, used only for the
reinforcement of parts, and not for color or expressive
possibilities. We do find this note on the score of the
first act of gggééggg: "Everywhere there is 'Doux' or D,

it is always hecessary to exclude the oboes, Bassoéns‘and
piccolos unless that is written for these instruments."

The custom of dividing several of the principal ihstru-
ments into parts was already widespread at the time of Ram-
eau., This is especially true in the case of the violins,
the obbes, the flutes and the trumpets. The division into
three parts, which is rather frequent in the last‘operas
of Handel, is often found in the works of Rameau beginning
with Hippolyte, where the air of Phédre is accompanied by
the violins divided in such a manner (Ex. 13). There is
also an instance of a division into four parts in the final
scene of Le temple de la Gloire. 1In this scene, "Ramage de
oiseaux,"vRameaﬁ seéms to be actually looking for instru-
mental color. The same is true in the scene of the "Annonce
du géblier" from Paladins in which Rameau directs thét half

the violins use the bow and the other half play pizzicato.




32

~u v -
Ex.\3
_ 11 . :
] \ { - > " g
1 | i - Pt
) ] r) F &
- r—
- N L~ = L
> . R
-+ e s
® ot I 0 hsr 2 P
o v 4 1 { Y & { P
& y - — t ——— e
o 7 T i AR ——_
& L/ Pe— — LI
~ S
et <y T : y.4 ya -
= ' = =
T i ;, . ~ 1':‘ —;-
> 1= - - "
ot & l'. Y g {A F_L__"f_%.__‘
Y. — 1 et —X ; 4
P —— L} »— X i 1
V | V ) il ]
__# ’i I hl ﬂ' F
— —%  — t — i o >
Y I W B AN | B & s & LY
- I R - s—o —*
-~ e ‘E: —
Iy I} T | ¥ ‘
y i 1 i ™ »”
)" e 1 v - t X S—
[y 1 '} g et
~ - Lt

Semetimes instruments ordinarily used in single parts
are divided. In the "Frémissement" of Hippolyte (Ex. 9),
the basses are divided. This is found agéin in Zoroastre
and in Boréades, but in rather brief passages. The bassoons
are so treated’more often and in longer passages, but
writing for them in a single part is much more frequent.

There is often found a counterpoint of colors, in which
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instruments of the differént families are assigned to the
varibus levels of the harmonic structure, or one familyrmay
play sustained chords while the melody is given to a con-
trasting instrument. At times the instruments interweave
freely in a kind of delicate counterpoint, téking the form
of instrumental dialogue, flut es with violins, violins with
oboes or trumpets, or even the bassoons with the basses.

All the instruments in Rameau's orchestra have more
independence in their relation to ihe full ensemble than that
commonly found before his time. This independence is due in
part to Rameau's subtle use of polyphony. He was not a
great coﬁtrapuﬁtist} but through the use of this form of
composition, he was able to attain more variety in color and

melodic development.




CHAPTER II

RAMEAU'S USE OF HARMONY AND COUNTERPOINT

Rameau's interest in the theoretical aspects of the
harmonic préctices of his day is reflected in his operatic
works. Although he clarified the principles of harmony, he
actually added little that was new to the materials of music
and to the harmoniec preocedures current in his day. But we
do find exceptional originality in his use of modulations
and his acceptance of certain chords not generally in use
at this time. Rameau's construction of music is based on
the principles set fofth in his writings. Most of his
practices are not new -- almost all of them had been used by
composers prior to his time -- but he was the first to
coordinate them into an idea which depends on a system of
harmony based on the physical phenomenon of resonance.

His system of tonality and modulation is deliberately
plannéd with reference to the expressive function of keys;
it might be said that modulations control the whole musical
and dramatic structure of his works for the stage. Although

he was a firm supporter of the system of equal temperament,

3k
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Rameau believed that ecach diatonic key had its own expres-
sive aptitude,'peculiarvto itself. In the major, the keys’
of C, D and A are suitable for picturing happiness and re-
joicing. The keys of F and B flat should be used for ex-
pressing fury and stormy emotions; G and E may be used for
the '"chants téndres et gais"; D, A and E contain elements:of
the magnificent. In the minor, the keys of D, G, B or E are
suitable for the "douceur et la tendreséé"; C and F may be
used for "la tendresse" and M"les plaintes™ while F and B
flat are appropriate to "les chants lugubres.”

The basis of Rameau's tonal pattern is the relation-
ship between tonic, dominant and subdominant, or, in the
minor, between tonic and the relative major. Modulation
toward the dominant indicates an increase in animation,
joy or serenity. A modulation to the subdominant usually
implies an increase in gloom, solemnity or intensity.

Most of the dramatic effects are accompanied by a modula-
tion downward such as found in the musical setting of the
appeérance of the monster in Hippolyte.

Moments of great dramatic stress are often accom-
panied by a modulation to the key of the major submediant.
An instance of this sort is found in the music accompanying
the metamorphosis of the statue in Pygmalion where the

tonality changes from G to a radiant E ma jor (Ex. 14).l In

lgxgmalion, Pe 25
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the eighth measure of the overture to Zais (Ex. 30) there
is an abrupt modulation from the tonality of F shafp minor
to F minor, an apt bit of pictorial representétion of the
chaotic state of the elements which have been separated.

In the "Trio des Parques" of the second act of
EiEEQlZEE, there is a modulatéry passage which was so
extfeme in its day that the memb ers of the orchestra had
difficulty in performing it. In the beginning of this
passage (Ex. 15),l the pattern'of chords is D major (the
dominant of theukey), F sharp minor, C sharp ma jor and F
minor. To our ears this is not too radical since there is
an enharmonic relation between the chords that is quite
logically exploited. In Rameau's time, the use of such a
sequence was startling; indeed.‘

Chromatic passages are often found. When in ascent,
they convey a senée of mounting excitement; in the descending

\ 2
form, they suggest moods of sadness (Ex. 16).

Lpippolyte: Act II, scene 5, p. 184.

2castor: Prelude to Act I (the funeral of Castor).
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In Rémeau's‘8ystem of harmony, the greatest interval
found4in the cﬁord'is the faétqr that determines its use
and its place in his harmonic scheme for expressive pur-
poses. Chords with diminished intervals serve one pdrpose;
chbfds which contain enharmonic tones serve another. The
basic major and minor triads liﬁk these in the framework
of modulations and cadences.

Writing in uhison or octaves is used at times for
expressive purposes. The "prelude of the basses" (bass
instruments and continuo) énnqunces a statement or a
dramatic situation qf imﬁortance. A unison passage in a
chgrus may emphasize’ionrtant phrases of the text or
underline exceptionally dramatic moments. Orchestral
unisons appear in such situations, an example being found

in the frenetic postlude of the "Act of the Incas" in Les

Indes galantes.

| ARémeau éonsiders the fifth as the smallest interval
which can contain a real chord. This interval is used for
expreésive purposes only when it is altered. The diminished
fifth denotes trouble and anxiety. But it is in his use of
the augmented fifth that Rameau shows the most originality
(Ex. 1’7).l It may be used in the minor mode without sug-

gesting a modulation, and the leading tone is often in the

lCastor: Aét III, scene 2, p. 171.
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upper voice. At times, a seventh may be added to this chord,
a tone that is a part of the dominant chord of the key to
which the accidental of the augmented fifth seems to sug-
1

gest a modulation (Ex. 18) The diminished fifth is

explained by Rameau as a chord made up of two minor thirds

lDardanus: Act III, scene 3.
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hence its tendency to create a mood of sadness.l

The chord of the added sixth is the greatest innova-
tion to the harmonicvsystem devised by Rameau. The term
ﬁaddedfsixth" is applied to all major sixths added to major
éhords. The'added interval is most often used with a sub-
dominant chord to bring about a conclusive cadence since it
has in its musical content ;n expression of waiting or
preparation which comes from its tonal function and its _§
characteristic interval., (This particular chord is most ]
commonly identified as the supertonic seventh chord at the ‘
present time.) Rameau considers this chord a basic one (as
Rameau says, ﬁprimitive“), even though the added sixth formsb

a dissonance within the chord. Although the chord may be

lrraitd, page 55.
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inverted to form a seventh chord, he does not consider it
rel ated to the chord of the seventh. In the minor mode the
chord has a striking appearance because of the augmented
fourth which appears between the third of the chord and the
added sixth when the chord is built on the subdominant

(Ex. 19).l Rameau also used the augmented sixth in which
the twovleading tones of the chord resolve to the octave,

2
but he used it rarely (Ex. 20).
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lDardanusi» Act I, p. 192. Chord Sequence.

Castor: Act I, scene 4, p. 84. Chorus of warriors.
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The chbrd of the seventh is used by Rameau with greater
frequency than by his predecessors. It is the principal
source Qf prepared and unprepared dissonances which Rameau
recommends for either tender or vehement expreésions.v The
ma jor seventh appears without preparation in the dominant
chords; in other chords, it is usaally prepared (Bx. 21).l
Progressions of sevenths may be found in his music. Seﬁenth
chords may be used for‘expressive purpoées or the seventh
may be added to increase the sonority of the chord.

The major seventh has its own individuality and the
chord that contains it is "hard and noisy" according to

Rameau. The use of the chord is rather-ekceptional, since

it requires careful preparation. The seventh most often

lpardanus: Act I, "air vif," after chorus of the
warriors. - ) S N
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accent of the dialogue -- a cry of terror, a plea, or a
' 1

violent moment in a descriptive passage (Ex. 22).

appears in the form of a suspension marking a particular :

lLes Indes galantes: Act I, scene 2, p. 86.
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The diminished seventh chord is often used, without
preparation, and usually for the purpose of modulation.
Like other chords which contain the interval of the minor

third, its principal expressive purpose is to suggest
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sadne ss (Ex. 23).1
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Rameau made the chord of the ninth a part of the
harmonic vocabulary of his time. He used the ninth and
the eleventh chords without preparation according tq his
own rule that "ninth and eleventh chords always need to
be prepared, eXcept when they accompany the leadiﬁg tone."2
In Example 24,3 there are two successive ninths, each |

prepared. The first is on the subdominant and resolves

lpardanus: prologue, p. 49.

2Nouveau.systéme de musique thébrique‘(l726), P. 7h.

3Les Fétes d'Hébé: Act II, scene 4.
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itself to the chord of the seventh; the second ninth is

actually a suspension.
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Because of the intervals formed by the outer tones of

the eleventh chord, Rameau liked to relate it to the

int erval of the fourth., This chord usually appears as a | |

seventh chord of the dominant placed above the fundamental

tone of the tonic of the key and is frequently analysed as




48

a dominant seventh chord over a tonic pedal. It is used in
moments of agitation in scenes of the operas. An example
may be found in Hippolyte in the music which describes the
appearance of the monster (Ex. 25).l In chords of the

eleventh, the ninth may or may not be omitted.
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There is one instance of the use of the chord of +the

thirteenth at the beginning of the earthquake scene in Les'

o

Indes galantes.

Hippolyte: Act IV, scene 3, p. 306.
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Despite the fact that these chords, unusual in the
time of Rameau, are used in his works, the harmonic pat-
terns which are most typical of the composer are rather
simple; since, in the rules that he made for himself, the
greatest power of expression does not lie in hafmonic com-~
plexity, but is found in the observance of the tonal func-
tions of harmony and the manner in which its materials are
used,

Rameau's use of counterpoint will be discussed to some
extent in tﬁe chapters dealing with the orchestral music
and the music for choral ensembles.

His major interest was harmony and the contrapuntal
devices which he used were for the sole purpose of adding.
interest to his harmonic structures, or for the observance
of traditional uses of’polyphonic writing in certain mus-
ical forms such as the overture.

Traditionally, the second part of the French overture
is fugal. Rameau used this style of composition to intro-
duce that seétion of the overture, but not according to
the rules of strict counterpoint. The entrances of the
voices may be regular, or they may be altered in whatever
ways sult Rameau's fancy. In the first answer to the sub-
ject of the fugai beginning of the second part of the

overture to Hippolyte the sub ject appears in inversion.
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In the "Prelude for the Adoration of the Sun" from Les Indes
galanteé, what seems to be a fugal passage bécomes éhiy‘an
instance of imitation which is strict in no sense of the
word (Ex. 27). The fugal sections of the choruses ére only
brief stateménts, in fugsal styie, of subjects which are

never developed contrapuntaliy.

1Higgolxte: Overture to the opera.
2

Les indes’galantes: Act of the Incas.
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The use of contrapuntal techniques enriches the music
of Rameau, but hi s medium of expression is found in his
system of harmony and he never allows himself to stray too

far from it.




CHAPTER I1I

ORCHESTRAL MUSIC

At the time of Rameau orchestral music was much more
important in French opera than in Italian, which placed the
emphasis on the aria. There are two kinds of music for
the orchestra alone found in the operas of Rameau: that
which is related to the action of the opera, and the musiec
for dancing. The dramatic music for orchestra may be
divided into three classifications: overtures, descriptive

music, and preludes and interludes.

The Overtures

In the beginning of the history of opera there was no

relation between the overture and the opera itself, but,
more and mdre, the overture was inspired by the drama. The
French overture was compqsed of two sections: the first
slow and majestic and with a dotted rhythm; the second;
fugal and in faster tempo. A slow section was sometimes
added to conclude the movement.

In the overtures to the operas of Rameau there is

pL
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usually found a relationship to the opera whether the
thematic material appears later in the opera or not. In the
overture to Castor, the theme of the first section is the
same as thaﬁ of the "Entrée des Astres™ which opens the final
scene of the opera (EX. 28).l In Platée the first part of
the overture is similar to the scene of the second act which
announces the arrival of the "Folie" thus indicating the

buffoon nature of the opera (Ex. 29).2 The overture to Zais

paints the development of chaos and the shock of the ele-
ments after they have been separated, thus anticipating the
first two scenes of the prologue (Ex. 30).3 In this scene
Rameau uses the kettledrums and brusque juxtapositions of
dissonant tonalities in a Beethoven-like manner. The second
part of the overture is polyphonic and polyrhythmic.

The overture to Nais is linked to the dramatic action
of the opera without pause. It paints the noise of war and
the tumultuous movement of,Titans and‘giants climbing up to
the sky in a most effective manner. The second part of the
overture, which is characterized by abrupt rhythms and

harmonic hardness, is used to accompany the Titan chorus

which'opens the prologue with the cry "Let us attack the

lOverture to Castor.
2Platée: Overture.,

'I.O i
Zais: OQOverture.
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heévens," thus linking the overture and the dramatic pre-
sentatioﬁ.

The omission of the prologue to Zoroastre (1749) gives
the overture more importance and allows it to replace the
prologue. Instead of using it as g prelude, Rameau con-
ceives it as a resumé of the whole opera, a kind of program-
matic symphony which suggests the scenes of the plot.
Rameau, himself, suggests the program. The first part is
a strong and moving demonstration of the barbariec power of
Abramens and the moaning of the people whom he oppresses,

A sweet silence follows; hope is born again. The second part
is a lively and laughing image of Zoroastre and the happi~
ness of the people whom he has delivered from oppression.

The development of these ideas is not extensive, but the
debails'are rendered clearly and in g nusi cal manner.

Acante et Cébhise, produced two years after Zoroastre,

also has a programmatic overture. It makes reference to
the event which was the occasion for this heroic wbrk, the
birth of the Duke of Burgundy. This overture has three
parts: Thé Vows of the Nation, a kind of prelude, in a

slow tempo and seventeen measures long; Fireworks, a section
in binary form for large orche stra and preceded by five
measures of tocsin and punctuated by cannon shots; and a
Fanfare, joyous and martial with a rhythmic repetition on

the same note of the cry "long live the King."
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The last two works of Rameau also connect the overture
to the main body of the works. The overture to the Paladins
contains a gay air which is found later in the Chinese

divertissement of the third act. The overture to Boréades

ties up directly with the beginning of the action. The
final allegro of the overture is a characteristic hunting
air and the first scene begins with the words of Alphise,
"Follow the hunt." One also hears the call‘of the horns in
the middle of the recitative which follows. In scene two,
when Borilee returns from the hunt, the orchestra recalls
the allegro theme of the overture.

The one act operas are so short they do not always have
real overtures} instead, they may have a ritornelle which
precedes the beginning of the opera béllet. However, three

of these works do have overtures: Pygmalion, Daphnis et

/
Eglé and La Naissance d'Osiris. The overture to Pygmalion

(Ex. 31)lis a brilliant one and is, to some extent, pic=-
torial since it imitates the noise of the sculptor's work-

shop.. La Naissance d'Osiris uses the rondeau of the over-

ture for the final contredanse.
In the ballet-opera, the overture would not be linked
with the action since there are as many subjects as there

are acts, At most, it might be linked with the prologue,

lngmalion: overture. Oboes, bassoons and strings.
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vaich may include ideas common to all the acts; however,
the subject of the prologue is generally insignificant and
without dramatic interest. The overture to the ballet-

opera may be brilliant, but it is usually purely decorative.

Form in the Overture

The form of the overture varies according to Rameau's
fancy and its suitability for use. He did not imitate Lﬁlly
in the use of a standardized form; In his first operas
Rameau often used the form of Lully, but he introduced new

ideas foreshadowing future devélopments.

The overtures to Hippolyte and Les Indes galantes
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(Ex. 32)l use the Lully model -- the first part slow and
in recitative style, the second part rapid and in poly~
phonic style. Hippolyte and Castor have allusions tovthe
action of the opera. bThe second part of the overture to
Castor contains three themes combined in g happy fashion and
is one hundred mea sures long.

Rameau has made some use of the Italian overture in

’ /
modified form. Daphnis et Egle has an overture constructed

in this fashion -~ a "lent" of fifteen measures and a pair

of minuets. La Naissance d'Osiris has an overture made up

of a rondeau,4an andante>ahd a brilliant allegro for a
finale. ggiggiég begins with a lively movement followed by
an adagio of twehty measures ending on the dominant and,
finally, a minuet en rondeau which is rhythmically inter;
esting. The overture to §g£é§gg§ is trite in nature; but
includes a minuet and a hunting éir which leads directly
into the action. The Italian influence is found in these
overtures, but the thréebpart form is used with great
iiberty.2

Rameau did the most important orchestral writing in
France before the time of the French symphoni sts and the
influence of his innovations méy be seen in their works.

Before this time overtures had been somewhat indifferent

lres Indes'galantes: overture. Flute, oboe and strings.

2Masson, Paul-Marie: L'Ogéra de Rameau, pp. 317-326.
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compositions. Now they begin to challenge the imagination

of the composer.

Deseriptive Music

Descriptive music is written to accompany the action of
the drama. It complements with sound that which is seen on
the stage. The characteristics of descriptive music stem
from the Court Ballet music which underlined the action of
mute dramatization on the stage. Such music may represent
a subtle imitation of nature, natural phenomena, or simple
acts of movement on the stage.

Music describing storms has always fascinated the

French composer and Rameau is no exception. He has a fine

description of a marine tempest in the first act of Les

Indes galantes which, although it covers only sixteen mea-

su*eé, is filled with foaming tones, tremolos in triple
quavers, and some exciting modulations near the end (Ex.
33),l In Hippolyte there is a section of eighteen measures
which is entitled the "rembling of the Tides" where eight
different types of instruments are joined to f)roduee a
confusion of‘sounds. The fourth act of Hipgolzbé contains

another "Noise of the Sea and thé Winds" which announces the

lLes Indes galantes, lst Entrée, scene 2, p. 82.
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appearance of the monster and uses melodic figurations more

A ¢
or less like those described above. In Les Fg%es d'Hébe the

agitation of the river is pictured by a design df the same
type played by all the orchgstra and accompanied with a
chorus of mariners_singing "Heaven, O Heaven ! The river is
agli tating its wave." 1In ng Egggg de l'meeh it is a flood
of the Nile which is pictured first by the growling of the
cataracts (a noise similar to thunder), then by a cascade
of notes which accompany the air of Canope and the double
chorus "Impetuous currents.™

Fihélly, among the natural phenomena which inspire
terror, Rameau has pictured an earthquake. This scene from

1
Les Indes galantes (Ex. 34)  is an interlude of about

éevehty mea sures containing two bits of choral work sung by
the terrified people. The melody is mostly made of tremolos
ard repeated patterns of chords which are combined with the
threatening rhythms of the bassoons and basses. The har-
monic patterns used give this passage unusual depth,'since
they contain, especially in the passage between the two
choruses, modulations of extraordinary audacity for that

period coupled with much chromaticism and dissonance.

’lLes Indes galantes, Act of the Incas, p. 205.
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Rameau also likes to picture the less terrifying

aspects of nature such as the "Clearing up of Chaos™ in
the overture to Zﬁiﬁ (Ex, 30). The movement of peaéeful
waters is suggested aécofding to the traditional procedure
by subﬁle diatonic designs which form the prelude and the
acecompaniment of the chorus of divinities of the sea in the
last act of Nais. The rising of the sun has been the in-
spiration fof séversl pictures of unusual instrumental and
hafmonic coloring. In the prologue to ggig there is a sec-
tion of seven measures entitled "L'Aurore" (Bx. 35)l where
the dawning light is suggested thrsugh the successive
entrances of sevéral instruments. The picture is continued
in the following scene by the "Lever du soleil" (Ex. 36)
which is accompanied by scintillating arpeggios of detached
notes played by the violins against a sustained backgfound
of instrumental color.

The concerts of the birds are included in the pictures

of the awakening of Nature. "Amorous nightingale, respond

to our voices" from Hippolyte et Aricie is a dialogue
between the voice of the shepherdess and the warbling of
the flutes. 1In the Temple de la Gloire there is a similar

section of twenty measures for orchestra alone and it con-

lZaEs: prologue, L'Aurore, p. 28.

27ais: prologue, Lever du soleil, p. 30.
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tinues as the accompaniment of the air of Trajan "These

birds by their éinging." The "agreeable locations™ and the
"delicious gardens" imagined by the poets are also>musically
described by Rameaﬁ in his operas.

Pauses in the action of the drama or the movement of
groups of people involved in the action are responsible for
other purely orchestral music. These sections are usually
brief, but, at times, there may be a long dew}elopment of the
musical material. In scenes depicting events of marvel ous
character, they may distract the attention of the audience
from the stage. In the fourth act of Dardanus there are
two bits of orchestral music to accompany the apparition of
the monster. The first one (the mon ster coming up from the
waves) is fourteen measures long. It ends'on the dominant
and pfoceeds without interruption to the second (the

ravage of the monster), thirty-one quick mea sures (Ex. 37).

The threatening rhythms, the rapid figurations of the

strings and the inevitable drums underline this tense situa-
tion in a very plausible manner.

Sudden changes of scene, dictated by supernatural

powers, are also accompanied by appropriate music, the

length of which is determined by the needs of the situation.

Dardanus: act IV, The ravage of the monster.
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Music is also used during certain violent actions on the
part of persons on the stage to reinforce the animation
and the noise. Fights, be they individual or collective,
are the most natural inspiration for music bf this sort.
When Dardanus fights the monster, kills it and brings
Antenor on the scene, seven measures of "tunes and batter-
ies"™ accompany the exploit. The collective fights, diffi-
cult to represent on the stagé, usually take place behind
it and the music evoked by such situations is designated
by the titleg“Noise of War.m
The noise of war (Ex. 38)l is a part of the tradition
of battles in music and has béen used in French opera from
its begimning. In the fourth act of ngggggg, a work of

great dramatic pdwer, the noise of war which is heard

toward the middle of scene four plays an important part in

the entire finale of the act. These echoes of the fight

which come to the doors of the prison are combined with

the moving dialogue of Dardanus. After the end of this
scene when Dardanus again joins the fighters, the noise of
war is heard and developed in a purely symphonic manner

for more than fifty measures. The first aét of Castor ends

with a double noise of war. First there is a section of

1l
Dardanus: '"Noise Qf War" for entr'lacte.
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twenty measures entitled "War," after which the voices of the
invisible warriors announce the death of Castor; then for an
entrtacte, there is a noise of war of thirty measures sug-
gesting the battle fought by Pollux to avenge his brother.

The use of music during the entr'acte posed several
pfoblems in theltime of Rameau. At this time it was cus-
tomary for the orchestra to continue playing during the
intermissions, most often repeating a dance borrowed from
the preceding scene until the beginning of the next act.
During the first entr'acte, the overture was often played
again., Under such conditions, the spectators had to con-
sider this interlude as a continuation of the drama, and the
music performed did not always agree with the dramatic situa-
Ation. A’joyous dance might follow a sad scene and destroy
the desired effect of the action. In most of his operas
Rameau follows the customs of the period, but in Dardanus,
as we have mentioned before, he aétually composed music for
the entrtacte which was original and which formed a con;
tinuation/bf the spirit of the drama.

Rameau does not achieve the fusion of orchestral music
with the drama found in the works of the composers of the
nineteenth century, but he did anticipate the use of form
_and thematic development whicﬁ found a place in the works

- of subsequent composers,




CHAPTER IV

THE DANCES

Most of the dance forms used by Rameau were those

which were popular in his time. The choice of a dance for

a particular scene was determined by the expressive need of
the moment. Each of the traditional dances had a general

character; its use was determined by the dramatic situation

and the nature of the characters involved in the action.

The individuality of the dance depended on its meter,

tempo, and certain details of constructim.

The dances of two beats employed by Rameau are, in

increasing order of speed, the gavotte, the bourréé, the

rigaudon, the tambourin and the contredanse. To these may 5‘

be added those dances in which each of the two beats has a
“ternary diﬁision, the loure, the forlane and the gigue.

The gavotte is the slowest dance in two beats
(modéré). It is usually written in 2/2 meter and, in its
normal form, begins on the second beat of the measure., Its
normal expression is one of vivacious and sweet gaieﬁy.

The speed of the dance may vary to some extent according to

the notations on the score such as "gavotte un peu lent,"

80
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"gavotte legere et gracieuse,™ "gavotte gai™ and "gavotte
vive." These veriations of speed correspond to certain
secondary nuances, but they are never strong enough to

alter the character of the expression to a great extent.

In the prologue to Zéiﬁ, Rameau links three gavettes which
alt ernate between minor and major tonalities and have subtle
variations in mood (Ex. 39a/end 39b).

The bourrée, a faster dance than the gavotte, is used
less frequently because it can express little else than pop-
ular joy. For such purposes, Rameau prefers the rigaudoﬁ
which is quite similar to the bourree. Both have the same
meter, they start on the last quarter of the measure and
often use syncopation on the second half of the first beat
of the measure (Ex. 40).

In the Rameau operas the rigaudon is the most frequent-
1y used dance in two beats and in quick tempo. It appears
in French opera toward the end of the seventeenth century,
but Lully did not use it. It is written in 2/2 meter or
2/h and starts on the lasﬁ beat of the measure. It is suit-
able for animated expressions of joy which may vary in |
character as do the first "rigaudon au tambourin" in the

third act of Hippolyte, which has the robust viger of

1

Les Fétes deébé, prologue, p. 39.
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Handel, and the two "rigaudons en rondeau™ from the first

)1 which are filled with

entré%.of’Les Indes éalantes (Ex. 41
graceful joy,-or the rigaudons in the last act of Dardanus

which express pure and celestial joy.

lles Indes galantes, first entrée, MThe Generous Turk."
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The tambourin (EX. Lp2),l which originated in Provence,
is more animated than the figaudon. It is especially adapt-
able to the expression of wild joy, the accompanying dance
being filled with leaps. It is written in 2/4 meter, and
may begin on either beat Qf the measure (more often on the
second). The bass uses a repetition of the same note as
much as possible to simulate the striking of the tambourin.
This dance form is peculiar to the eighteenth century. It
is not used by Lully and makes its appearance in opera at
the time of the“Regency. The tambourin apbears in the
greater part of Rameau's operas and always with the same
character of frantic jﬁbilation, but the melodic varia-
tions suggest varied interpretations to the dancers.

The contredanse is similar to the tambourin except
that the repeated bass notes are omitted; however, it does
have a more popular character. In the ballroom it was
danced by four, six, or eight people, usually following
the dancing of minuets which involve more participants.

In his operas Rameau uses it to express popular rejoicing,
often after the singing of a chorus. Its melody is always
simple, intriguing and easy to remembef. Because of its

less serious nature, Rameau uses the contredanse only in

lFfom Castor, prologue, p. 53.




87

-

Y

[

o |~g 'y -

&

]

Ex. 4

Z

]

d

vt

)

\»

24

7L ANTE

-3
-

]

ra

T LA

oo

1l




88

o) ° - , !
1) o_J. \ L | o .
T olaf. .ﬁ o Okh— M A v
-9 ¢ y T I |
\4— 0_ %\\Il SH] L . mm
v «
! 4 I
o al bt M
3 o o .r.w |aT
\ivm Oﬁ i ADT . @1 I\Jl&
# | |
\a.ﬂ\._ oballl oploll] Mt e |
s il
M oot
e Q 4.
% ol = [ A
"N 4 i .v N >
0 oLH- & 11 é FH— 9
L 9 4L g W
) ¢ T
| [ g Bl
% 1 2 1l
< KT .\ _ 9 \m ) (9 1o |
B2 8 s ~ | 2 " s |4 L |
< Y h B S 2 L | 3 sl 25 il il
_ ] h S ey D _ AN JA 2 DI




89

his lighter works (Ex. 43), except for one instance in the
second act of Zoroastre. The chorus often sings the séme
melody as the dance is performed.

These dances discussed so far are apparently re}ated.
There are certain nuances of tempo and melodic distinctions
which are characteristic, and it is possible to find the
same air designated by a different title. The finél Ccon=-

2 Z
tredanse of the first version of Les Fétes d'Hebé becomes

‘the "gavotte en rondeau" which ends the series of dances
added by Rameau tb the second entrée for the "Act of the
Barbarians." There are a few isolated instances in which
Rameau divides the beats of the contredanse into triplets;
however, this division: occurs more often in the loure,
forlane and the gigue,

| Of the dances written with two compound beats in each
measure,'the loure is the slowéét in tempo. It is usually
in 6/4 meter, though the signature may vary. It ordinarily
begins with a pickup note before the beginning of the mea-
sure and may use some syncopation,. The character of the
dance is not always the same. One fine example is found

in the scene of the Rising Sun in the "Act of the Incas" in

Les Indes galantes (Ex. hh);l another is the "loure un peu

1l 1es Indes galantes, Act of the Incas, p. 197.
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gai" from the "Ombres Heureuses" (Castor). There is a loure

of religious character in Zoroastre. The "Loure grave" of

Les Fétes d'Hébé has three beats to the measure.

Rameau uses the forlane in three of his operas: Les

Indes galantes, Le Temp e de la Gloire (Ex. 45)l d Les

Szbarltes. The dance was imported from Italy at the end of
the sévénteenth century. It is more rapid than the loure
but somewhat similar in its rhythmic character. It is "beat
out" gaily and the dance 1tself is very lively.

. The gigue (Ex. 46), ~.of Engllsn origin, is the mo'st
rapid of the dances, but Rameau tends to make it more
languorous than gay. The meter is gemerally 6/8, although

the use of 6/4 may be found. Its characteristic rhythm may

maoke it monotonous if it is used too often. A very ef-

fective use of this dance is found in the setting of the
subtle antics of the wedding feast of Zoroastre.

The dances in triple meter used by Rameau, in increas-
ing order of speed, are the sarabande, the chaconne, the
minuet and the passepied.

The sarabande is of meditative character, somewhat like
a slow minuet, and in some ways is related to the largos and

adagios of the classical symphony. Its execution is marked

‘lLa Temple.de la Gloire, p. R27.

2Les Fetes de 'Hzgen et de l'Amour first entree,

p. 125,
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with nobility and grace. Along with the gavotte, it is one
of the most ancient dances used in opera. It probably ori-
ginated in Spain and appears in France at the beginning of
the seventeenth century. By nature it is adaptable to a

small number of situations for operatic purposes. There is

a fine sarabande in the second act of Castor. Zoroastre has

two sarabandes which are little masterpieces, one in the
nuptial ceremony of the second act, and the other at the

beginning of the figufed ballet of the third act. Two sara-

bandes are in the short score of the Princesse gg Navarre

(Ex. 47),l two are in Zéphire, and Les Fétes d'Hébe contains
va'sarabénde of dramatic character. "

The tempo of the chaconne is midway between that of the

sarabande and the minuet, and its uniqueness stems from its
form which included an indeterminate number of couplets
placed end to end, which are, at least in principle, based

on the same harmonic pattern. The measure has three beats

and the dance starts on the second beat of the measure.

,ACCording to Rameau's Traité: its speed is between that of

the "grave" and the "vite" and its nature is light. It is

used in opera for prélongéd and important dances and to

‘accompany sceniec evolutionszand collective pantomimes which

1

La Princesse de Navarre, Act II, p. 37.
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require a long ihterval of time. To avoid dullness Rameau
uses changes from the major to the minor in the couplets so
that variations in moéd may be suggested without altering
the tempo of the dance.

Most of the important works of Rameau contain cha-
connes. In Hippolyte the chaconne appears in the final diver-
tissement, the graceful character of the dance being en-
hanced by a most appropriate instrumentation. The astro-
nomical aphtheosis culmlnates in a vast chaconne of two

hundred measures, flex1ble in construction and w1th a brilliant

and expressive melody. The first version of Dardanus

ends with a still longer chaconne of two hundred and twenty
measures (Ex., 48), whose rather simple theme is enhanced

by a sensitive orchestration. The most celebrated chaconne,

Les Indes Galantes; its change of mood, now vigorous; now

soft, then warlike or pastoral in turn, is reminiscent of

the style of Handel

In Rameau's time the winuet was a rather rapid dance,

though, is found at the end of the "Aet of the Savages" in 2

expressing alert grace rather than the noble simplicity so

often associated with it. In his Traité; Rameau designates

the dance as one of six beats to the measure, but in his

lDardanus, p. 438.
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operas'he writes it in 3/4 or 3/8 meter, and the nature of
the dance requires that the melody be divided into phrases
of four measures, beginning on the first beat.

The minuet became popular in France as a ballroom
dance about 1670 and was at the height of its popularity
when Rameau's operas began to appear, None of his dramatic
works»lack minuets., The latter usually appear in ?airs in
ma jor and minor with the first minuet repeated. The use of

the dance is made to correlate with the action. In the two

minuets at the end of Les Fites de Polymnie, the first de;
picts the rude eagerness of the hunters who wish to pléase
the nymphs, while the second expresses the tender abandon

of the nymphs, who, éfter hesitation, give themselves over
to love. The mood of the minﬁet may be tender or graceful;

. : . { s
there is even one minuet in Acante et Céephise marked "un

peu lent." Ordinarily the minuet is rapid and animated in

the operas of Rameau. The minuet in the second divertisse-

ment of La Princesse de Navarre (Ex. 49)% contrasts the
strings of the first minuet with the oboe trio of the second
Jminuetﬂ The interesting use of contrasting tone color of
the minuet from the prologue to Castor (Ex. 9) has already

been mentioned.

1L§ Princessé de la Navarre,<nd divertissement, p. 33.
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The passepied is a kind of minuet in very quick tempo.
It is in 3/8 meter beginning on the third beat of the mea-
sure, is embellished with sixteenth notes, and usually con-
tains some use of syncopation which makes for more rhythmic
interest. Most often, this dance is used in pairs. In
Platée there is an interesting example of Rameau's ability
to fit the dance into the dramatic scheme of thefopera. The
air accompanies the dance of the nymphs of Platée who re-
joice~at the approach of the storm which Juno is planning to
release over the marshes. The nymphs, saYs a note on the
score, form different dances in their character, the bur-
lesque character being reflected in the unevenness of the
rhythm'and the ungraceful melody. The passepied cited from
Castor (Ex. 50)l shows an interesting use of syncopation.

Thé air, as used in the operas of Rameau, has no set
form and serves to enhance the dramatic expression accord-
ing to the needs of the composition. The march and the
musette are also used in a similar manner. An interesting
use of the air is found in Castor (Ex. 51).2 In this "Air
for the athletes," Rameau has suggested their activities

through the use of melodic runs and leaps.

lCaStor,’p. 218.
ZCastdr, Aet I, p. 98.
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The mﬁsette (Ex. 52)l is a pastoral dance which either
uses the instrument of the same name or suggests it through
the drone bass. It may have a two or three beat measure;
it is naive: and sweet in character and slow in movement.

As a musical form it is not necessarily a dance, but in the

1

Zais, Act I, p. 126. Musette lente.
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opera it is always danced and, sometimes, sung by the chorus.
The use of the musette in opera marks the return of pastoral
taste in all the arts and its flexible character is noted
in the use of its di stinguishing features in other dances
such as ™minuet & musette" in Le Temple de la Gloire, and
"gavotte'é musette" in ﬂiﬁgglzgg; its name is even applied
to the march. “ | |

The march accompanies scenic movement. It may be
heard as a group of characters change positions; it may
include the participation of dancers. Its pattern is
similar to that of the dance airs. It is not always in
tWo beats, although that is usual. Marches in Hippolyte

and Les Indes galantes (Ex. 53)l are found containing three

‘beats suggesting a rhythm for dancing. Rameau uses the
| . Ex.§3 o
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“Iles Indes galantes, "La féte des fleurs,® p. 267.
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march for triumphant entries and solemn processions. There
is a solemn march in the second act of Zoroastre, a martial
march in Castor for the entrance of the victofiéus Pollux

(Bx. 54)l and a joyous march for the people of Provence in

Les Indes galantes. The term "entreée" may also denote a

. o A o ,
march, usually of a processional character. An "entree

may be the first of a suite of dances, too.

The Form

Despité the fact that the dances must fit the drématic
needs of the opera, Rameau uses exact patterns in their
construction, All the dances, including the éirs; are in
binary form or in the pattern of the rondeau with one ex-
ception, the chaconne. In the binary pattern the first
part is terminated by a cadence on the dominént (without
modulation) or by a real modulation, generally to the
dominant of a closely related key. The second part, after
"diversions™ which may contain secondary modul ations,
leads back to the tonic conclusion. The length of the
first part is not specified, but the second part is gener-
ally more developed than the first. In most cases, each
of the two parts is repeated, though at times a part of B

is used for a coda when Rameau does not want to repeat the

loastor gg Pollux, Act I, p. 79.
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whole section.

The second part of the binary form as used by Rameau,
sometimes has its own independent melody, but, toward the
end of the section, may recall the melody of_A. Usually
this involves only a fragment of A, but, at times, all of
A is repeated, but with a modulation to the tonic.

A mono-thematic binary form is most often used in the
instrumental dances of Rameau. Part B has no especial
theme and does little except to utilige mel odic and rhythmic
elements borrowed from the first part. The relationship of
the two parts is maintained only through the use of char-
acteristic rhythms, or, in some cases, a secondary melodic
fragment from A may be more fully developed in B. ‘Most
frequently, though, B begins with the theme of A in a dif-
ferent key, generally that of the modulation, and this
theme is stated in several keys, finally ending on the
tonic of the initial key of A.

The entire melody of A may develop from a single idea.
On the other hand, A may conﬁéin'two equally important
ideas which will be utilized later, thus making a bi-~
thematic homogeneaus form,

When B is made up of a very simple development, it may

use the two themes of A. In the second minuet of Act i1,

Les Fétes d'Hébé, the secoﬁd theme of A forms almost all
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the material of B (Ex. 55).1 When B ends with a tonic
repetition of entire phraées of A, the following usage is

the one most often found: at the begiﬁning of B, the first

~idea is used for a modulating development and the second idea

of A is repeated in the principal key as the second half of
B. The two ideas of A are seldom repeated on the tonic at
the end of B in addition to the modulating development.

This form is found in the clavecin pieces of Rameau, and

may be related to the allegro of the classical sonata.

The rondo form lends itself less to thematic de?élgp—
ment. In the grouping ABA, the couplet B differs from the
couplet'A and contrasts with it. A, ending in the principal
key, is usually repeated without change, its return being
effected through the modulation or harmonic rest which

marks the end of B, This return is indicated on the score

e

by the notation "en rbndeau," by a simple repeat sign, or,
after 1750, by the Ttalian words "da capo." The instru-
mental rondeau may be found in mofe complex forms. It
invelves three couplets, ABACA,and@may be expanded into
ABACABA as found in the "Tambourin en rondeau" of Les Féte
d'Hébé. Rameau does not sacrifice thematic unity in the
réndeau. The theme of the refrain is suggested in the suc-

ceeding couplets, making a kind of homogeneous rondeau.

lres Fétes d'Hébé, Act II.
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The rondeau form may apply to all dances, evidence being
fouhd in the titles "minuet en rondeau," "gavotte en ron-
deau" and M"tambourin en rondeau."

.The chaconne is employed in the operas of Rameau in
'preference to the passacaglia. According to the primitive
rules, the chaconne form is characterized by a bass pattern
of four measures, constantly repeated with elaborations on

the melody with each repetition. Interest is maintained

through melodic and rhythmic invention and the only modula-

tion permitted is from major to minor. Rameau disregards
the classic rules and avoids monotony by modulating to

nel ghboring keys, changing the bass line and writing in
periods of eight measures. The chaconne of Les Indes
galantes is divided into ten sections, some ma jor, some
Minor;'the bass line changed in figuration, and the number
of measires in each section varying, but always divisible
by four. The chaconne of Castor is even more freely con-
structed, the melody no lohger being divisible ihto groups
of four measures, but containing groups of four, eight,

six and even two. The final chaconne of Dardanus (Ex. 48)
changes the bass, modulates to distant keys ahd uses uneven
periods with the greatest of freedom. Toward the end there
is a literal repetition of the fifst thirty-four measures
followed by a brilliant ending built on the initial har-

monic scheme, but introducing an entirely new melody.




CHAPTER V

THE RECITATIVE

The recitative of the Rameau operas is the part which

the public found hardest to accept and which the critics

jﬁdged most severely. At the time of Les Indes galantgs'
the opposition was such that Rameau published the scorés
in the form of "concerts," omitting the récitatives.
Fulogies published after Rameau's death, while praising
his work, avoided discussing thé recitative, or, still
mindful of the practices of Lully, suggested that he had
failed té carry this aspect of operatic composition to the
point of perfection achieved in the arias.

Rameau used three forms of the recitative: the simple
recitativea the accompanied recitative, and the rather
ambiguous form which is known in French opera as “measured
recitative.™

The expression "simple recitative™ is employed by the
critics of this peridd to designate the recitative which
is not accompanied by the orchestra, nor is it measured in
a regular manner. It is the most common form of the recita-

tive in French operé from the time of Lully to that of Gluck.

116
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The recitative in operas of the Rameau period is
clearly distinct from the air, but not so much as in the
Italian opera. The airs have definite dimensions and are
of more or less fegular construction, while the recitative
is modeled freely on the infleetion of the dialogue, or on
the details of the action, mdthouﬁlbeing limited in any way
in its form and extent. In most instances the simple re-
citative is supported by continuo alone, while the airs are
accompanied by a relatively full orchestra. However, small
airs with only the accompaniment of the continuo are’%o be
found in the works of Rameau. There is a more clearly
marked difference of air and recitative to be found in
Italian opera than in the dramatic music of the French,

The French recitative is relatively melodic, and the airs
retain some of the characteristics of the recitative.

The simple recitative has two principal functions in
the opera. It serves to clarify and to unify the plot,
to fill in the undramatic yet necessary moments which pro-
vide understanding of the drama, and to assure cont inuity
between the lyric and the more dramatic portions of the
opera. It may be employed in explanatory dialogue or
narrative discourse to relate events which could not have
been presented on the stage. It may be used to translate
musically the sentimental or passiomte dialogue, the con-

fession full of trouble, tender farewells, and the expres-
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sions of rage, jealousy and desperation. Through the use

of subtle melody it can follow the elusive shades of senti~-
ment and the smallest degrees‘of emotion. Such scenes were
considered the finest parts of operas, since they most
nearly approached the ideals of the French classical tragedy.

The contemporaries of Rameau sometimes accused him of

being less successful in the writing of recitatives than in

other phases of his composing. "He has shown contempt'for

his words, and he has neglected his recitatives."l "He
wanted to make music, and with that idea he has put eveéry-
thing in ballets, in dances, in violin airs, and did not
want scenes."l It is possible that Rameau did not choose
his librettoé carefully, which would be reflected in the
recitatives, and that he was not always at ease in the
purely orchestral movements where his musical genius could
have been given full rein, but there is evidence that he
thought with Luily "that the recitative should be con-
sidered the principal and fundamental part of the opera
and tﬁe rest merely ornaments.™

The recitative is a particular typeyof melody which is

modeled on the rhythms and inflections of the spoken

Quoted from Masson's L'Opéra de Rameau, p. 135.
Masson is referring to works of Pidansat de Mairobert (ng
proph&ties du rand proph&te Monét, 1753) and Colle
(Journal, Sept. L, ed. Bonhomme, II, 375).

2L'am1 des arts (1776), p. 178. (Quoted by Masson in
L'Opéra de Rameau, p. 135.
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language. 1In this regard the aesthetic conception of Rameau
is the same as that of Lully: "The song must imitate the
speaking in such a way that it éhould seem one is speaking
instead of singing."l The musical recitation, foundation

of the recitative, is basically rhythmic. To this rhythm

is added a special melody, more or less tied to the accents
of the speech, and, finally, a harmonization appropriate to
the movement of the phrase and the succession of thoughts or
sentiments.

As far as rhythm is concerned, Rameau looks first for
an exact prosody, a rhythm. The musician must devote him-
self, he says, especially to éxpressing "the long syllables
of the text by notes of comparable value, so that one can
understand their number as easily as by the pronunciation
of a text, although one might use notes of equal value on .
long and short syllables, provided one can mske his long
ones heard at the first moment of each period, and, above
all, in the first period."l For Rameau the essential con-
ditidn for an' appropriate rhythm is to underline the

syllables accentuated by the text whether it be by long

notes or a special place in the measure. In order that he
may accomplish this, he does not allow the meter in which

he places the irregular recitative of speech to remain to0o

lhamean: Traitd de l'harmonie, p. 162,
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long the same, a practice that can be observed in classical
French opera from the time of Lully. It brought about the
necessity of placing the ends 6f ver ses and the important
pauses in the first part of a measure, without altering the
rhythm and adding rests which would rob the recitative of
its momentum. This may be illustrated by a phrase from
vggig, of which the eleven measures all have a change of
meter (Ex. 56).l

The French recitative used a more complicated form of
notation than that currently in use in Italy. Most Ttalian
recitative was written in 4/4 meter and the singer was
allowed a great deal of freedom in its performance. The
French recitative was not tied to the same metrical pattern,
énd, although the singer was allowed some liberty within
the measure, he was strictly guarded by the precision of
the notation.

All the practices of Lully are utilized in the recita-
tive of Rameau. Actually, he used the Alexandrian metrical
patterns, but there is always evidence of an eagemess to
determine as exactly as possible the value of every syllable
of the text according to the natural rhythm of the recita-

tive, or according to certain expressive intentions. The

Loais: act I, scene 2, p. 92. Recitative of Zélidie.
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effects thus obtained are not too different from those of
Lully, but, certainly, Rameau is more meticulous in the
precision of his notation (EX. 57).l

Rameau was accused by his contemporaries of "strangling"
French prosody. Certain disconcerting passages that may be |
found are not the result of negligence, but must be explained
as processes of expression employed consciously. One ex-
ample is found in the stopping on "de" on a high note (Ex.

2
58);

When words with feminine terminations are placed at the end

another is his treatment of finél mute syllables.

of a period or a recitative, the last syllable is underlined
and lengthened by thé carrying of the voice. Rameau some-
times used terminations of ﬁhis soft, but he often used for
the final mute syllable the classic process of repeating
with a lesser value the note before the last. Rameau, in
most cases, solved such problems in the simplest manner :i@
possible; he asked his librettists to tefminate their songs
with masculine endings.

Rameau's change of meter to assure the placing of
principal aécents of the text on metrical accents which
are considered strong musically sefves to point up the

effectiveness of his ability for securing expressive ef-

fects through the intentional placing of accents on weak

lies Indes galantes: Act I, scene 1, p. 76.

2_Qgr'dénus: Act IV, scene 5, p. 385,
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syllables. Syncopations and unusual meters underlined by

the use of accents emphasize certain words, generally of

one syllable, which mark acaesura or a sharp change in
thought. Syncopations and odd measure divisions are used

to give impetus to the dialogue and the action. The interval
which separates the words of two speakers may be minimized

to give the conversation more naturalness and liveliness.

In rare instances, the words of two characters may even
éverlap (Ex. 59).l

If it serves his purpose best, Rameau may treat verse
as prdse. Instead of making a pause at the end of a rhyme,
he pauses ohly if it corresponds to the actual ending of a
phrase, independent of the verse; in this manner, he neg-
lects the Alexandrian metrical pattern.

French operatic recitative has two principal\aspects;’
basic is the use of the classic rhythm with accents appro-
priate to the spoken word, but to this rhythmic pattern are
added melodic elements derived from sources other than the

accents of the chosen words, the melody being used for

Héightening the elements of expression. In writing recita-
tive, the interval used in approaching an accented beat

from an unaccented beat is of great importance. The Italian

recitative, in following the natural inflection of its

lHigEolzte: Act V, scene 2, p. 335.
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language, used smaller intervals than those of the French
recitative, which modeled its inflections after those of

the Comédie—Frangaise. The interval groupings found in
Rameau's recitatives are similar to those of Lully; but the
use ofvthe large interval is more frequent, since it is used
to heighten expression and to give a deeper and more varied
picture of the musical thought.

Repeated notes, so frequent in Italian recitative,
are used by Rameau for passingAquickly a small number of
syllables to an accented syllable. Minor seconds‘and -
chromatic ascending intervals, underlined with repeated
notes, are employed with more frequency in moments of
drématic intensity, and with resultant modulations (Ex.
60).l Rising fourths are often used to provide a melodic
deéign productive of mounting intensity (Ex. 61).2 A
pattern of falling fourths is much rarer. The interval
of the fifth is usually used in descending form (tonic to
dominant ), but, on occasion, the rising form is used in
energetié passages giving the effect of a ninth (Ex. 62).3

Tﬁe diminished fourths and fifths are used in passages

éxpressing tenderness and for the purpose of initiating

Ires Indes galantes: Act II, scene 3, p. 164,

2 _ — o
Les Indes galantes: Act II, scene 3, p. 164.
3

Castor gg Pollux: Act IV, scene 4, p. 260.
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harmonic development. The diminished intervals are rare in
the ascénding form.

The descending major sixth (considered in the time of
‘Rameau as difficult to sing) is used only for great dramatic,
emphasis (Ex. 63).l The aséendingvsixth is used for ex-
pressing»violenﬁ emotion (Ex. 64).2

The major seventh was not used to any extent before
the tiﬁe of Rameau in French recitative. Rameau uses it
for violent and descriptive effects. In some instances, a .
major and a minor seventh may appear in the same phrase of
an air. Sevenths are used only in descending form, as is
the octave which is rare in Rameau. The expressive power
of the diminished seventh is familiar to Rameau and he often
uses it (Ex. 65).3 The octave_is somet imes used in the
 final cadence for bass voice, or between two unaccented
syllables, to underline an accent of particular intensity. .
This interval is found more in the airs.

Intervals greater than the octave seldom‘appear in the
fgcitative of Rameau, but the melodic range may be that of
a ninth, a.tenth, an eleventh or, occasionally, even
greater. The use of large intervals is one of the most

radical introductions made to French recitative by Rameau.

lHiEEolzté: Act I, scene 7, p. 108,

Hippolyte: Act IIT, scene 3.
3pardanus: Act II, p. 160.
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Ex., 63
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The basis of Rameau's recitative is that of Lully
modified by the rules of.classic rendition of poetry.
Phrases are often based on one chord. The combination
of the intervals of the chord, used in different order
and sequences, the reptition of'certain notes and the
addition of passing tones can provide, in such a cése,
many varied melodic patterns.

The use of the dominant seventh chord is related to
Rameau's theory of modulations, since it tends to sug-
gest a»change in tonality and in mood.

Rameau makes a much greater use of the accompanied
recitative than did the men who came before him, usually
introducing it at the more solemn maments of the drama.
His use of the accompanied recitative may be compared with
that found in the Passions of Bach.

There are three principal types of the accompanied
recitative. First, there‘are the prayers and invocations

such as the Invocation to the Sun in Les Indes galantes,

AIsmenor's Lament in Dardanus (Ex. 65), and the recitative
gf Phidre in the fourth act of giggolxte.. In Ismenor's
Lament one finds an interesting use of bold leéps and.dis-
sonanﬁ suspensions which serve to intensify the dramatic
import of the scene (Ex. 65a). Each of the three examples

cited attains a dramatic power and a grandeur more sug-

gestive of Gluck than of Lully.
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The second type of accompanied recitétive is what
Rameau calls the "rdecitatif accompagné pathétique" whi ch
is related to the Italian "recitativo obbligato." Such
passages ordinarily portray doubt, trouble or fury and
vintroduce various "sensational" instrumental techniques
such as tremolos,vtrills, syncopations and extreme modula-
tions. The arrival of the monster in Dardénus provides an
opportunity for a recitative of this sort. In Tirtée's
"rdcitatif pathétique" in the second entree of Les Egﬁﬁé
d'Hébé we find aﬁ almost complete repertory of the Mannheim

formulae: rapid scales, arpeggios, repeated notes often

én a diminished seventh chdrd, and sudden'pauses and'many
effects of rubato (Ex. 66).l

The third type of reéitativé is the "re%itatif}mesuré"
and there is little distinction between it and the "air de
dialogue™ except that the melodic lines are not quite so
lyrical and the dissonances have more of an element of
harshness than sadness. Such recitatives are indicated in
the score with the word "mesurd, " They bear some relation
to the monody of éarly Ttalian opera with its tendency to
adopt for a few measureé a lyric form neither as lyric as

the airs ner as declamatory as the recitatives. Perhaps

]

lLes Fétes d'Hébe: 2nd Entree.
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the nearest equivalent in Italian opera is the arietta.
The Italians who heard French opera in Rameau's time
often failed to distinguish the airs from the recitatives,
so closely were they related in style and spirit. This
achievement was the ideal and goal of the operatic composer
of that time, and in the best operatié works of that age
we find what is probably the closest realization of the
ideals of the Camerata which the latter had formulated as
basic in the combination of music and drama. Except in
the prologue, the function of music is to serve as a meahs
for developing the dramatic ideasvof the plot and never as

a vehicle for individual or unnecessary showmanship.




CHAPTER VI

THE AIRS

The distinction between the air and the recitative of
French opera is not so clearly defined as it is in the
Italian operas. The French recitative is relatively melodic
and it is sometimes difficult to tell when the recitative
ends and the air begins, since the air is conceived in the
spirit of the recitative. There is, too, much more contrast
in the accompaniments of the Italian recitative and the aria
thgn there is in the French counterparts. The air, in the
French form, is employed much more frequently than ds:the
Italian, which is reserved for climaxes of scenes.

There are two kinds of airs found in the operas of
Rameau: the airs which occur when several persons are on
the stage, and the monologues which are ordinarily heard

when a character is on the stage aione.

The first type, the dialogue air, emerges quite natur-
ally frém the recitative and may be little different from it {
in style. This combination of air and recitative serves to
heighten the effectiveness of the scene through the contrast

of stylé and the use of regular and irregular measure patterns.

139
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Airs of this sort may be designated only as "mesure™

‘or they may be called "airs tendres" or "airs gracieux,"
the latter being a bit more serious in nature than the
first. The charécter of the air may differ according to
whether it is a part of the drama (announcements of general
ideas) or a part of the immediate action; in either case, it
is generally preceded by’a recitative which serves as an
introduction. |

At times, two airs may be placed together, either
sung by one person or by two of the characters in the form
of dialogue. There is one example of three airs in succes-
sion found in the second act of Castor in which Pollux
sings an "air tendre" and Tellaire responds with an "air
gracieux" and an "air tendre" (Ex. 67).% These airs —-
the "air tendre" and the "air gracieux" -- are all linked
to the recitative in such a way that one is indispensable

to the other.

~Occasionally, we find an air of the type known in
French opera as the maxim air (air-maxim), one which is
not indispensable to the action, and even intended to be
so complete in itself that it would be appropriate for

inclusion in a concert performance. They are most often

loastor: Act'II, scene 1, p. 122.




141

(
- €@ Op vain

Ml |

f

[0 )
N L&L‘ LAY

-
i,

o

G\m - mev, Eﬂ

=i
le’ e

r -
—r
)l

b —

A\

'1!"'_ #—iﬁh j\

{

x. 6"

1

TV’& siev i

c

%‘ﬂ ”\o,. RO o~ - -

{

dre

{ -

eut  on  Dieu n'est pos

4 £

\

(e

.

A

)

1]

Lovs 1)9‘9\1 Dieo sest laish s

o

Avr Fendre Poll vy
Te Haive

A

LY PN

+

AR e

=

AT

g

de ses

.
i

'S

Y

33

Y Fas

Vil




L]
24
[+
"
* \
N ) o A
e | SW L 1 _ A ol
a7 ) c NIk
L PRs L
| . 'Y * DIII-
, * T oRy
. i 4 h
| 2 Ilﬂjv - 4 N
| ¥ 9 ) ﬂm N
i - ] M
; w l..u K] e
o~ s
3 m K
7] A it
\M e e T
{ <
! — ottty o L
! 7} d .\m 18 | IREN Ll 44
< o 4 vﬁ | .
I W ) oL :
m - g — Awl\lnﬂﬁ O 0 | —r , Hy
et t
T, H § 2 N N s_D 27 X
-9 - \r-w - .1 1 B ik
< b .
1 v» LIJ. m\ el H
! w4 = .| | ﬂ“o ’
m S Tt pHt . | Lo
M 14 v m jT ;f\‘c » »
| b
, % ) ¥ Vil
N N\ s\“ LI\P NAJ al e
U
s ¥ 7 - ﬁUvume
I Aw. ag Y L
- !ﬂ.\lu 1 T RE Y 1l L
. »

L U» o in g
7
pe 1
'y *o \qz
t\.!ﬂ | | duote
© T
Bt £ ;...,.L
&
"
s IM T4
R e L
S
£
TR 8 T o, | L
HES:
3
Y .
A [ Ty
LNl 2
B> Y '
<8
ERE “
PIIRAS
'
i ] oLl
LD E

|
i
i




143

e ra

—— - b N !\ )
Ry J‘r i) T/ T e ¢
e e e i a P
U - ¥ 1} ~ 1 ¥
Ly : N d fe bon-h re-
No -dre  dvan %ut\\l—\'e se on- de sor le bow-ievr p
% ‘ |
1 & 3 ;'r
s —
' |
- -y P S—
/ J
e
- [ — "
- - - s -3
] i i 7 P4 7 o]
E 1% "/ ¥ ‘! 3
' i . .
sen’ & sov Vark  d'en 4ov- e
; —J t \ \ i N
‘“‘ 3‘ L ,l Al \ Al"*l - \‘
{ e - v 4 po "
1 vl Py o
: 2 T T
i i
——F | m—
- N d L .
T N o P
J :,(,i‘__g_%—_! e Vv __f
sSons Aq.ﬂ\s une Y\u’\\‘ Vro_
(7 —Hr *——& \
¢ 3 ; 4
< Vol
p |1 o Y
! 1
] 1) —
SR =




144

found in the divertissements, but a few may be found in the
main bodies of the operas themselves (Ex. 68).l They tend
to retard the action and are most often assigned to minor
characters. There is some evidence of public reaction against
thié—type of aria in the time of Rameau, but the taste for
the Italianate in opera was slowly gaining.ground.in France.
When such airs usé texts necessary to the drama, they can |
be justified on the grounds that they introduce variety and’
give increased intensity to an evident emotion. They often
inclﬁde repetition of words, but this préctice can be ‘ex-
plained as a means of'emphasizing the sentiments of the
dramatic situation.

The airs which are a part of the dialogue emerge from
the recitative in an effortless fashion without interrupt-
.ing the continuity'of the thought or the action. The
melodies arévnearly always syllabic and ére patterned after
the accents of the téxt~to which they are set. The use of
the air in the dialogue is determined by the dramatic situa-
tion. In intense situations they may be omiﬁted; in less
tense situations, they may be used liberally. The character
of an air may vary according to its place in thevopera.

The prologue, most always in the character of a divertisse-

lzais: Act II, scene 2, p. 165.
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ment, allows a freer use of any of the usual forms. The
simple "air gracieux" of the scene from Castor cited in
example"74 is in violent contrast to the airbof the same
title found in the prologue to Dardanus which has a theme
based on scale-like passages and leaping octaves, a slow
middle section and a final section which includes a rococo
cadenza and a ritournelle (Ex. 69).

The length of the air varieé, although the average
is not more than twenty measures. Some are accompanied by
continuo alone; others use the full orchestra. "

To the airs which appear in situations involving
more than one person may be added another classification,
ﬁhe air of appeal'or exhortation. It is addressed to an
absent person or to the audience and is not really a part
'of.the dialogue. A persoh may call on a divinity, as in.
the scene in Castor in which Phoebe éalls demons who try to
stop Pollux at thevgate of Hell., Usually such airs are
addressed to the chorus which replies in ensembles inde-
pendent of 'the air. These airs are closely linked to the
action of the dfama, and though not the same as the other
airs of the dialogue, they do not lack musical interest.
They are often based on short musical motifs and sometimes

contain rather long flights of vocalization.

lDardanuS: Prologue, p. 51. Oboe, bassoon, strings.
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In Rameau's time thé monologue was the song of the
actor who occupied the stage by himself, It might be an
air or a recitative, or a combination of the two. The’
monologue of Thesde in the third act of Hippolyte includes
a simple recitative, a recitative and air preceded by a
preludé, another passage of simple recitative, a descriptive
orphestral interlude with recitative, and, at last, an air
which marks the end of the act.

The monologue is the heart of French opera. It is
always lyric in character and is most deeply sentimental.
It is the French eqﬁivalent of the great arias of the
Ttalian opéra. The brief airs which appear in the more

involved monologﬁes are often closely related to the
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nréeitatif mesurd," but the depth of feeling evident in both
text and misical sétting give them a lyrical quality which
is not a part of the style of the true recitative (Ex. 70).1

The form of the'monologue may be binary, but it is most
often that of the rondo with couplets. Themelody is not
strictly measured, but is closely related to the intonations
and accents of the spoken word. It is conceived in the
spirit of the recitative. This lack of strict adherence to
a fixed meter i1s, from the French point of view, what makes
it such fine music. |

The monclogue is most frequently found in the lyrical
vtragedies, Hippoelyte alone containing five. It is also
found in the lightér works with the axceptich‘of the heroic
pastoralés. Opera-bal lets which had dramatic sub jects were
able to use them. The monologue of Emilie in the first act

of Les Indes galantes, "Great empire of the seas) is a

dramatic declaration of>superb effect. The monologues of

Les Fetes d'Hébé and Pygmalion are equally effective.

The airs of the divertissements are the ariettes,
the sung dance airs and the airs which are for the purpose
of vocal display and entertainment. The divertissement

is naturally less serious than the drama itself, but it is

lDardanus: Act III, scene 1, p. 232. Air of Iphése.
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still intended to be a part of the entire dramatic work,

It does allow the action to be interrupted so that it may
became é spectacle of pantomime, vocal ensembles, airs and
symphonic interludes.

| The tradition of sung dances is an old one, but their
use in operas is more refined in character. The dance
air is usually announced by the instruments alone, and then
the words are added. The vocal melody may differ from the
instrumental melody to such an extent that it amounts to a
paraphrase. This is necessarily true since the librettist
musﬁ fit words to an already devised tune, and the accents
of the melody must be fitted to the accents of the text. ‘ i
Sometimes the dance is not sung entirely by the voice; the

orchestra fills in the missing phrases (Ex. 71).l However,

the rhythm of the dance is preserved.
These sung dances are among the most pleasant fea-

tures of the divertissements. Forms found in both vocal

and instrumental versions are the sarabande, the gavotte,

the rigaudon, the loure en rondeau and the tambourin,
Some of the airs used by Rameau are original and
independent of the action., One of these is the ariette

which has a new style. Some are small airs with a bass

1 ’
Castor: Act II, scene 5, p. 155. Air for Hébe.
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continuo; others are airs inserted into a chorus. The
accompaniment, whatever it may be, is light and restful,
and the melody is generally charming. The melody may Be
derived from a neighboring dance, without copying the
original tune in an exact fashion. A dance which follows
may reemphasize the relation of the air to the preceding
material. In such cases the air may be considered a type
of sung danée.

Sometimes these airs furnish the thematic material
for that which follows them; this is often true of the
airs which are followed by choruses. In Platée the air of
the Folie "Chantez Platee" becomes the’melody which the

chorus repeats as a round, thus providing an instagge of
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a dance originating in a vocal chorus instead of an instru-
mental composition.

The airs almost always form a complete unit in them-
selves, ending on the tonic; however, they may be of vary-
ing degrees of éomplexity. Modulations and variations of
the melody are nét uncommon. These airs are related to
the airs of the dialogue but the melodies and the instru-
mental accompaniments are more appealing from the standpoint
of pure entertainment.

The ariette is a form of the vocal solo which became
popular in France about 1700 when the Italiaﬁ cantata was
introduced. The name itself is a contradiction, since it
would normally indicate a "little air"; it is actually the
longest and musically the most elaborate of the French
forms of the aria. When it was first used in French opera,
it was sung with Italian words and known as the "Air
Italien." For Rameau, it is the great air in Italian style
and is génerally constructed in the Italian da capo form.

The usage of this large form of the aria differs in
Ffance and Italy. In Italy, it is reserved for the end of
é scene where its purpése is to sum up the emotions and
state of mind of a principal character of the drama. The
French use it only in the divertissements where a long
break in the action does not matter. The words themselves
are not ordinarily too important. Florid melodic lines and

repetition of phrases are allowed since the purpose of this
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form of solo performance is for entertainment alone. Rameau
follows the fashion of his day and caters to the new taste
of his audience by including the ariette in his dramatic
works. This marks oﬁe aspect of operatic composition not
found in the operas of Lully.

The melody of the ariette is quite different from
that of the air. The words are allowed to be obscured and

the style of vocalization used permits the creation of
1

mel odies which are more instrumental than vocal (Ex. 72).
In the use of the ariette, Masson states that the”
model used by Rameau was derived from the operatic styles

, ) 2
of Pergolesi and Alessandro Scarlatti. From the former

he received his ideas of flowing and simple melody sur-

rounded by harmonic figurations of great variety. From-

the latter he obtained ideas of musical elegance, refined
expression and polyphonic accompaniments. The Pergolesi
influence is seen in his later works.

. v . .
The ariette "Regne amour" from Pygmalion is one of

the best examples of Rameau's use of this vocal form.
Here we find what had started as a Baroque technique is
being translated into rococo terms; the florid melody is

accompanied by percussively repeated rhythms and arpeggio

lpardanus: Act I, p. 138. With oboe, bassoon &
strings.

2Mfasson: L'Opéra de Rameau, p. 234,
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figures (Ex. '73).l It should be noted that the term
"ariette" may be used at times to designate any air which
eontains"a florid vocal line.

In discussing the forms of the vocal airs, it should
be mentioned again that Rameau's'melodies may stem from the
accents of the text and its inflections, or they may be
copied or derived from the melodies of instrumental dances.
Rameau used the forms current in his time, but he varied his
treatment of them to create variety and interest.

Rameau uses three principal patterns of construction
in his airs: the binary, the rondo and, less frequently,

a division into three parts. The pattern of the binary
form is the usual AB division with A ending on the dominant
or a modulation to a closely related key. UEach or either

of the two parts of the binary form may be repeated, but B
is repeated most often, ending first with a dominant cadence
or a modulatien to a neighboring key, and having the final
ending on the tonic. The repetition of B is most logical
pecause it is usually lenger than A and is more interesting
musically. OSometimes the repetition is only the second

half of B, making it a small binary form within itself.

legmalion: p. 91. With bassoon and strings.
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The rondo form is as old in usage as the binary. It
might be termed ternary since in its simple form it has
three parts, the third being a repetition of the first.
Most often this form iS‘designated as an "air en rondeau.™
The first part ends on the dominant; the B part ends on ‘
the dominant or ﬁhé“rélative minor, then A is repeated
textually and melodically as it first appeared. Rameau
varies his ending of the B section quite often by modu-
‘lating to the mediant;°afhis three-part form is a favorite
of Rameau for the simplest air or the most fully expandéd
monbiogue. Even if there should be several sub-divisions
in the air, they stili appear in the framework of A and B.

In contrast to the binary form, the A section of the
rondo is the most fully developed. Rameau may repeat the
/words with two different melodies of which only the second
ends on the tonic, or he may make a little rondo of A by
repeating at the end the melody of the beginning. The B
part is often reduced to a very simple form; only in the
_ariette does it retain its equality with A. It is often
much shorter and may be only a resting place between the
repetitions of A. If A has full orchestra for accompani-
'ment,’B may have only the support of the continuo. After
1750, the Italian sign "da capo' replaces the French nota-

tion "en rondeau."
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The monologue of Pollux which opens the second act

of Castor may be cited as a splendid example of Rameau's
use of the ternary form of the air (Ex. 7b,).l Here a de-
claimed but lyrical melody is combined with an orchestral
accompaniment that has a beauty which might be compared to
the creations of such a modern composer as Ravel. The A
part is the more fully developed with its rather long
introduction which serves as a ritournelle and also as the
accompanimentiof the air. The B section uses only the
continuo for accompaniment,ibut the vocal line is still in
keeping with the style of A. The repetition of 4 is exact,
being indicated With‘the sigﬁ "da capo."

In rare cases, the rondo has more than one couplet;

usualiy there are no moré than two. In the latter case,
the refrain is repeated after each couplet giving the
scheme ABACA. This fofm is most used in the small dances
and airs, but it can be found in the monologue "Ah,
faut-il en un jour" in Act IV of Hippolyte. 1In the rondo
with several coupléts, the rrefrain is often sung by the
ehorus alone. In a few cases, the rondo is irregular with
the A sections altered to provide variety. In other in-

stances, the second A may be expanded in length.

lcastor: Act II, Scene 1, p. 117. With flute, oboe,
bassoon and strings..
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There is a three-part form, ABC, but it is seldom used.
The melodies of each section are dif ferent, and each sec-

tion maintains its own independence., The unifying factor

is found in the use of modulations. Rameau ends A and B
with modulations which lead logically to the final tonic
jconclusion of C. OSometimes the words of A are used with

the new melody of C,

The accompaniment to the air may be only the continuo,
but the air is expected to be more melodic than the reci-
tative and its accompaniments to have more elaborate
figurationss . The continuo was always subordinated to

the vocal line and ornamentations were used only when their
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expressive values seemed to justify them,

The most frequently used ensemble for accompanying
the air is the four-part string orchestra, of which the
violins are the most important. The bass line is often
doubled by the bassoons, and the flutes and oboes double
the violins. At times, Rameau directs that the clavecin
be omitted from the ensemble. Solo instruments may play
obbligatos to the voice part (x. 75).l In these in-
stances, their‘partskmay‘be derived from the melody as-
signed to the voice, they may be based on figures taken
from the accompanimént or they may be given figurations
of a pictorial nature.

The accompaniment may be harmonic, supporting the
melody, it may be syllabic or independent of the vocal
part, or it may be contrapuntal. If it is contrapuntal,
the device used most often is imitation. In quick tempi
the accompaniment is sometimes in unison with the vocal
melody; this occurs most often in dance airs. Repeated

chords and arpeggios are occasionally used, but never
through the whole air. Later, the use of the arpeggio in

‘accompaniments became very popular.,

1

Les Indes galantes: lst Entrée, Pe 1h44.

BT ———
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CHAPTER VII

THE VOCAL ENSEMBLES AND THE CHORUSES

Generally speaking, Rameau followed the traditions of
French opera in his use of the various types of vocal
ensembles, The use of these groupings 1is almost alwaxs
dependent.on.the dramatic needs of the moment, and, with
few exceptions, seldom are they used for decorative pur-
poses alone. Ensémbles not only point up the dramatic
elements of an opera, but they provide variety and relief
from the constant use bf the solo voice,

The use of the duo is varied in the works of Rameau,
but there are no important innovations in his usage, Sincé
he followed practices current in his time. The duet is
most often used in fragmentary fashion in the middle of
other dramatic songs, taking the form of exclamations of
surprise and gestures of supplication or exhortation. It
is dependent on that which surrounds it and generally lacks
a tonal conclusion. In the divertissements, it may have
the form of an air, unified through the development of its

thematic material and through its having definite formal

166
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construction. In the first act of Les Indes galantes, the
)l

duo "Volez Zgﬁhirs" (Ex. 76 is in three-part da capo form

and is followed by‘a chorus based on the same text.

- In the duets, most often the characters express the
same idea or sentiment. Love, oaths and conjurations are
often the ocdaéién?for the use of this farm. There are
rare ihstancés iﬁ which two characters must express senti-
ments which are divergent. In such cases, Rameau was
rather original and, perhaps, made his only contribution
to this form of operatic expression. In Hippolyte there
is a duet which involves Thééée and Tisiphone, a Fury§
one is singing "content yourself with a victim" and the
other "g victimhis not enough." Rameau treats the two
speechés in counterpoint so that each has a different

2
character (Ex. 77).

Many of the duets are not sung from beginning to end

by both voices; there are'passages of varying lengths

in which one voice is heard alone. The most interesting

form of the duet is that which approximates dialogue. In

form, the duet is most often binary, with the dialogue

s, 555505,

and the actual duet making the A and B sections, or in

rondo form with the duet as a refrain.

lLes Indes galantes: Act I, p. 119.

“Hippolyte: Act II, scene 1, p. 120.
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Trios are found less frequently than duets, but

Rameau treats them in a striking manner. They are in
about the same classification as the duets in theiryform
and usége;' In some instances, the harmonic structure was
so unusual that the Siﬁgers found them difficult to execute.
Masson thinks that the?“TriQ des Parques™ in Hippolyte
(Ex. Yé)l was beyond thé §hi1ity of the chorus of the Opéra

: 2
because of its enharmonic passages. The trio, when inde-

pendent of the action cf‘ﬁhe drama, had for its purpose
the presentation of a rés&mé of the dramatic situation.”
There are few of such nature to be found in the Rameau
bperas, but, on occasion, he did use them. This form of
the trio was new in Francé“atrthat time, and was included
in the opera, no doubt, as a concession to the growing

popularity of the Italianate in dramatic music.

The writing for three voices may be harmonic or

éontrapuntal, but in most cases, it is a mixture of the
two styles of composition. The accompaniment may be con-
fined to the continuo or, again, it may involve a fairly
large orchestra. At times the combination of trio and
orchestra may be joined by the chorus and the result is a

sort of symphonic ensemble, with the words of the singers

lHiEEolzte: Aet II, scene 4, p. 126. (Continuo only).
“Masson : L'Opéra de Rameau, p. 279. |
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so obscure that they are unimportant in the mass of tone.

The quartet has the same numbef of voice parts as
the chorus,-but in the quartet each of the four voices
has an equal melodic interest. - It is essentially poly-
phonic ih its nature and, as Rameau pointed out in his
Traité, it lends itself to imitation and fugues. There
is only one real example of a quartet in the dfamatic works
of Rameau (Ex. 79),l although a short quartet of a comic
nature and only nine measures in length is found in the
first act of Platée. ‘ e

The quintet, called the "quinque® éﬁ the time of
Rameau, doesnot appear as a complete number for five
individual voices; it is found only in the choruses.,
However, there is a combination of five s lo voices and
‘the chorus in Le Temple de la Gloire in the scene in which
the five chained kings thank Trajan for his m@r@? (Ex.
80)."

At the time of Rameau, the operatic chorus was still
considered the glory of French opera, even though the
Italians had not used it to any great extent since the
end of the seventeenth century. Rameau especially liked

the chorus because it gave him an opportunity to unleash

61Les Indes galantes: Entrée des fleurs, scene 8,
p. 263.

“La Temple de la Gloire: Act III, scene k4, p. 279.
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the force of his harmonic principles and his techniques
of expression. These resources, plus his ingenuity in
mel odic inventioh, give his choruses their own distinctive
character.- '

The use of the chorus, derived from Greek drama,
involves both music and drama. The chorus may take part
in the action as a real character; it may enter the dia-

logue with an exclamation or a reply to a short speech;

it may explain the answer to a question; it may be

divided so there is dialogue in the chorus itself, Tt
may contribute movement other than that of the dancers
as in the second act of Castor when the Heavenly Pleasures
try to hold back Pollux with a chain of flowers. The
chorus never fills the role of a moraliszing spectator;
most often it is used for exhortations, iﬁjﬁﬁ@%iéﬁ&:and
prayers.

Choruses of exhortation often follow an air of thé
same sort, and may address themselves to a person, but
the command is usually general. The prayers may be spon-
taneous expressions of collective sentiments or they may
be prepared prayeré sung during a religious cel ebration.
Certain aspects of the drama may be explained to the
audience by the chorus; the outcome of some bit of action
may be announced by this group. In a few instances, there

is a combination of statement of fact and exhortation.
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‘The "decorative chorus" is rare in the main body of

Rameau's operas, but may be found in the divertissements.

The text o numbers is limited to a statement of

the characte eople who form the ¢horus,

be borrowed fro

but the place of 1 the opera is always 3

sonable and dramatic n which it is used.

When the melody of an or dance is used in

a chorus, the new settir iried by slight

changes in the melodic 1 aw sort of poly-
phonic treatment.

Used in a fragmentary

a role more important from the dpoint of dran

ides palantes,
chorus of invisible sailors sings two short verses which

1

music. In the storm scene of Les

indicate the direction the dramatic action will take.
The chorus may repeat the melodies of brief dances, or
it may sing the refrain in a vocal rondeau,

| The chorus in Rameau's time normally had four voice
divisions, one for women énd three for men. The men are

the haute-contre (the male alto), the taille (tenor) and

llLes Indes galantes: Act I, scene 2.
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the bass. The women are the sopranos, or, to use the
French term of the day, "dessus." In 1760 at the Paris
Opera, there were twelve women in the chorus and only
nineteen men, with%the~ﬁpper voices evidently predominat-
ing. The use of the male alto gave the chorus an element
of color impossible tbgdﬁglicate today with the quartet of
two women's and two men's voices. |

The musical structﬁre of the operatic chorus depended
on the number of voices used, and the manner in which they
were grouped in relation to each other. There were two
general divisions of choruses in Rameau's time, the little
chorus (petite choeur) which used less ﬁh&ﬁ four parts and
the big choruses which had four or more volices,

The unison chorus is used in an episodic manner,
most often within another chorus. It involves the use
of only one type of voice (Ex. 81).l

The little chorus in two parts ("en duo") is found
more frequently. It is usually scored for the sopranos
divided into two parts, although there are instances of
the combination of soprano and haute-~contre., This form
of the chorus is appropriate to graceful expression of

sentiments and its natural place is in the divertisse-

Loastor: Act IV, scene 2 (with flute, oboe, bassoon
and strings). :
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ments (Ex. 82).l

The chorus in three parts allows more varied combin-
ations and variety of expression. In this form it may be
made up of the divided sopranos and the haute-contre (Ex.
83),2 soprano, haute-contr@ and taille, the three men's
voices, or even soprano, haute-contre and bass. It may
be used in the body of a big chorus as a "petite choeur"
for a short period (usually four or five measurss) for |
the purpose of contrast in choral texture and ﬁﬁlﬁ&z(Ex.‘
84).3 _

The chorus with four voice divisions is the §§§f;

found most often in the Rameau operas. It may §§§§f§ é
form of a refrain which punctuates an air, it @%ﬁf%éltﬁe
repetition of a dance melody, or it may be a fﬁl%?k::f;
developed number full of all the harmonic and polyphonic
resources at Rameau's command. In most cases the %&xﬁﬁre
of the chorus is a ni:ixture of polyphony and harmony, much
in the style of the choruses found in the works of Handel

(Bx. 85).%

lCastor: Act II, scene 2 (With flute, oboe, bassoon

and strings).
zgipgolzte: Act I, scene 3, p. 66.
3pardanus: Act I, p. 149.

4Higgoly_te: Act‘III, scene 8, p. 217. (With strings,
oboe and bassoon.) o
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The fi is reserved for religious music.

Rameau in his partique published in 1760
says "It is al wose in five parts,
since-harmonica : five voices except in
suspensions which 4 to four parts eventu-
ally." Five parts . often in choruses wﬁi&ﬁy;
have a temporary divi :*§ that creates the @fféct
of a chorus with soloi, a double chorus (lx.
86).l Such a chorus is hide the lack of
action on the stage, a si yﬁﬁ is ereated normally

when the cherus sings for al of time.

2

The choruses may be ei nic or polyphonic in

texture. In Rameau's time the nie chorusss were

called "syllabic," since all the voless sang the same

syllable of the text at the same‘§§§§§ In this form the
melody is the important part and the immer voices are only
filler. Rameau liked the harmonic ferm of choral writing
because of its simplicity and the fact that the clarity

of the text made it valuable in any scene of great dramatic
intensity. It also gave him a chance to demonstrate the
power of his harmonic principles of expression in which
modulations produced effects independent of the melodic

designs.

lDardanus: Act III, p. 243. Chorus with dance.
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The mo) arate choruses are often more poly-
phonic than i i% in thelr conception, the independence
of voices im yse of every contrapuntal device
from the simplaﬁ fonis to the most complex forms
of polyphony. T ‘ muake use of imitation
and the fugue. Rame L style freely and
without any of the da, but there is no

chorus in his operas :1y centrapuntal. In

writing in this style, h

tions which eventually

e
=

the use of strict canon; 1 sxample is only nine

measures, In the chorua ssenniens found in the

third act of Hippolyte, wa
of the exposition of a fu; The first part of

the chorus is the exposit: veond part, written

in imitation, is superim %l on the theme of the first
part.

Counterpoint is a 1 regnion to Rameau,

not a point of procedure., In his most important choruses,

&

he combines, at will, veruil sny with any type of
polyphony.

The orchestra most ol ten doubles the volces of the

lHiEEolee: Act IV, scene 3., The chorus of the
hunters.
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