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Morley, Max L., The Trumpet Arias in the Oratorios of 

George Frederic Handel: A Lecture Recital; Together with Three 

Other Recitals. Doctor of Musical Arts (Trumpet Performance), 

August, 1979, 23 pp., two appendices, bibliography, 51 titles. 

The lecture was given on April 23, 1979. The discussion 

consisted of an exploration of the history and derivation of 

the Baroque idiomatic technique for trumpet to which Handel 

was heir. Consideration for Baroque performance practice is 

included along with stylistic and formal analyses of the 

trumpet arias that were performed. Four works were rendered; 

they were selected on the basis of their adaptability to the 

recital situation. 

In addition to the lecture recital three other public 

recitals were given. They consisted primarily of solo 

literature. 

The first recital was presented on April 24, 1970, and 

included solo works of Giuseppe Torelli, Geoffrey Robbins, 

Marcel Poot, Halsey Stevens, and Fanfares Liturgiques by Henri 

Tomasi which featured Mr. Morley as conductor of a sixteen 

member brass choir. 

The second recital, on February 18, 1971, featured solo 

works by von Oskar Bohme, Roger Goeb, Robert Weast, Merrill 

Ellis, and the Septet fur Biasinstrumente by Paul Hindemith. 



The third recital included solo works of Paul Hinderoith, 

Kent Kennan, Georges Enesco, and Marcel Bitsch, and was 

presented on August 16, 1973. 

All of the recitals were recorded on magnetic tape and 

are filed, along with the written version of the lecture 

material, as a part of the dissertation. 
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Tape recordings of all performances submitted 

as dissertation are on deposit in the 

North Texas State University Library 
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N O R T H T E X A S S T A T E U N I V E R S I T Y 
S C H O O L O F M U S I C 

p r e s e n t s 

MAX L. MORLEY, Trumpet 
assis ted by 

HOWARD JOHNSON, Piano 
in a 

GRADUATE RECITAL 
Friday, April 24, 1970 6:30 p .m. Rccital Hal l 

Concerto in Dfor Trumpet and Strings . . . . . G i u s e p p e Torel l i ( 1658 -1709 ) 

Allegro* 
Ad agio-Presto-Ad agio . 
Allegro D u A n n c s P c n c c r » v l o l a 

Becky Thurmond, violin Marilyn Rietz, cello 
Barbara Molinare, violin Howard Johnson, conlmuo 

Mont Saint-Michel G e o f f r e y R o b b i n s 

Etude de Concert M a r c e l P o o l (1901- ) 

I N T E R M I S S I O N 

Sonata for Trumpet and Piano - H a l s e y S t e v e n s (1908- ) 

Allegro moderato 
Adagio-tenero 
Allegro 

Fanfares Liturgiques H e n r i T o m a s i (1901- ) 

Annonciation 
Evangile 
Apocalypse (Scherzo) 
Procession Du Vendredi-Saint 

Mr. Morlcy, conductor 
Robert Lanese, t rumpet Joe Cox , t r ombone 
Gary Dobbins, t rumpet Jack C o b b , t rombone 
David Cowperlhwaite, trumpet Don Gi lmore , t rombone 
Russell Gloyd, t rumpet Dave R o b c n s o n , bass t rombone 
Maurice Rhyna rd t born Tucker Jol ly, tuba 
Joel Duskin 'horn Dale Piess, percussion 
Lawson Hager , horn P^ula W illiams, percussion 
Sterling Procter, horn Doug Parmalee , tympani 

Presented in partial fulfillment of the requirements for the degree 
Doctor of Musical Arts 



PROGRAM 

Concerto in D for Trumpet and Strings (J6S8-1709) r £ l 1 1 

Allegro 

Adagio-Presto-Adagio 

Allegro 

Becky Thurmond, violin Du Anne Spencer, viola 

Barbara ?vfolinare, violin Marilyn Rietz, cello 

Inward Johnson, continuo 

^-^nsisr-sss s: 
llnlZlZllllliTtT ••c:ncerto°"th rTr U m Pef 

most lrtquent on tne o n g u - i r . words con tromba 
vould be wore correct, for not only did Torelli use the wor s — 
in all the titles of his work* for the trumpet solo, but al 
L s t brilliant passage-work is pot to be P * r t ' 
rather in the part assigned to the violin! unlsson^. 

Al though the ordinal manuscript of t h i s v o r V i s n o t t o h e ^ u n d ^ o n g 

the rich collection of Torelli's manuscripts In the Basilic 

Petronio i f Bologna, it is conceivable that its original function was 

that of a church sonata played as part of the r.ass. 

The three middle oover-ents are set in the relative ninor and a r e quite 

brief. The trumpet remains tacet throughout these novements. One unique 

aspect of this co=position, not. normally found in the works of Torell , 

concerns the accompaniment of the trumpet. It l s ' " " J " ' % 5 

Torelli and his contc=porarles to oppose the sound of the full body of 

KTrincs and continuo to that of the trumpet a c c o m p a n i e d solely by the 

continue! Xn the present work, however, the trumpet is always accompanied 

not only by the continuo but by the strings as veil. 

Mont Saint-Michel G e o f f r e > ' R t * b i n S 

Connected to the K o r e a n d y coast of France by a jnile-loog threadlike 

causeway is ttont Saint-Michel, an implausible and spectacular rock 

surmounted by an abbey which was founded in 708 A.D. The mount is cove 

v U h a spiral of ancient fortifications. The tides are high and murderously 

swift; in fact, one caught at the edge of the flats oust run for hi. 

at the tide's turn. 

The magnificence of Mont Saint-Michel inspired Geoffrey Bobbins to compose 

this work for trxur.pet and piano in 1954. He uses a E1nple t h r e e-part song 

for® in an Impressionistic style, often utilizing parallel seventh and 

ninth chords. 

V I 



_ , , r rr^r-t Marcel Pool 
Etude de Concert (1901- ) 

Born in Belgium, Marcel Poot first studied music with hie father and 

later furthered his study at the Brussels Conservatory and Flemish 

Conservatory of Antwerp. After studying composition with Paul « l s ™ 

and Paul Dukas, he wrote musical criticism and taught at the Brussels 

Conservatory. He became director of that conservatory in 1949. 

Etude de Concert, published in 1933, is tonal and notable for its wit, 

rhythmic vigor and preciseness. The solo was originally written as a 

contest piece for competitions at the Brussels Conservatory. Poot 

displays his competence in idiomatic writing for the virtuoso trumpeter 

by utilizing such effects as multiple tonguing, flutter tongue, mute 

effects, intervalic leaps and a lyrical melodic style. 

INTERMISSION . 

Sonata for Trurpet and Piano Halsey Stevens 
(1908- ) 

Allegro moderato 

Adagio-tenero 

Allegro 

Ealsey Stevens has bpen chairman of the department of musical composition 

at the University of Southern California since 1946. A native of Scott, 

Kev York, lit received his formal compositional training from Ivilliasi 

Berwald at Syracuse University and with Ernest Rloch in California. 

Br." Stevens is widely know as the author of The Life and Work of BeTa 

published in 1953 and recently revised in a new edition. His musical 

compositions have been heard throughout the United States as veil as Europe 

and South America. 

The present sonata, published in 1959, is characterized in the first and 

last raoveiaents by erratic yet unobtrusive changes of meter and frequent 

occurrence of the melodic leap of the fifth or seventh. The melodic interval 

of the fourth characterizes the more metrically stable second movement, 

Of the three movements, only the first is based upon a prtestablished form. 

This movement follows the sonata-allegro design, of the classical period in 

both thematic development and tonal re-letionships. The ad aglo-tcnero is 

remeniscent of a chorale setting. Pour asserting half notes constitute 

the opening, theme which is expanded throughout the movement. The third 

movement is through-composed, approaching a memo thematic style of expansion 

and development. While contrasting themes do exist in this movement, it 

is unique in that the thematic material is constantly being developed. 

vxx 



Fanfares Liturgiques Henri Tomasi 
(1901- ) 

Annonciation 

Evangile 

Apocalypse (Scherzo) 

Procession Du Vendredi-Saint 

Max L. Morley, conductor 

Robert Lanese, trumpet Joe Cox, trombone 
Gary Dobbins, trumpet Jack Cobb, trombone 
David Cowperthwaite, trumpet • Don Gilmore, trombone 
Russell Gloyd, trumpet Dave Robertson, bass trombone 
Maurice Rhynard, horn Tucker Jolly, tuba 
Joel Dusk in, born Dale PI ess, percussion 
Lawson Imager, born Paula Williams, percussion 
Sterling Procter, horn Doug Parmalee, tympani 

One of France's most popular and successful composers, Henri Tomasi has 

enjoyed a long and varied career in the musical life of bis country. He 

studied at the Paris Conservatory, working there under Paul Vadal in 

composition. 

fanfares Li turgicues, published in 1952, is one of the most challenging 
compositions for the brass choir in that the composer Has exploited every 
instrument in the ensemble for its virtuoso capabilities. The trombone 
solo in the "Evangile", the trumpet solo in the "Apocalypse", and the horn 
parts throughout are notable for the demands placed upon them in the 
extrase ranges of the instruments. 

Each of the four sections bears a title drawn from idt:as found in the 
New Testament: "Annonciation" (Annunciation) — "Evangile*1 (Gospel) 
"Apocalypse" (Apocalypse of Book of Revelations) — "Procession Du 
Vendredi-Saint" (Good Friday Procession). 

"Annonciation" in three-part song form, presents an opening fanfare for 
the horns in unison. After a short development section, a contrasting 
theme is heard in a chorale style with horns alone. The opening naterial 
then returns to complete the movement. "Evangile", in extended three—part 
song form, features a solo trombone with an underlying tremolo in the horns. 
"Apocalypse" deviates from traditional forms. At least six different motives 
and their inversions and modifications develop continually in this through-
composed movement.. "Procession Du Vendredi—Saint" presents a variation 0x1 
two ground-bass subjects. Tne first: ground is heard in tympani and tuba 
and serves as a unifying element throughout the movement. The second ground 
is also offered in the tympani and tuba under a soft chordal tutti section* 

This ground functions later in the movement as an ostinato line in the trumpet. 
An interruption by a short quiet development of a motive heard earlier in 
the movement precedes the final culmination of the two grounds with notivic 
fanfares taken from the first and last movements. 

V l l l 
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NORTH TEXAS STATE UNIVERSITY 
SCHOOL OF MUSIC 

presents 

Max L Morley, Trumpet 

assisted by 

Shirley Watterson, Piano 
in a 

GRADUATE RECITAL 

Thursday, August 16, 1973 6:30 p.m. Rccital Hall 

Sonale fur Trompele in B und Klavier Paul Hindemith 

Mil Kraft 
Massig bewegt 
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PROGRAM 

'With honour let desert be crown'd" 
horn. Judas Maccabaeus Handel 

Mark Myers, tenor 

"Revenge" 
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'Let the bright seraphim" 
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THE TRUMPET ARIAS IN THE ORATORIOS 

OF GEORGE FREDERIC HANDEL 

With the opening "Toccata" for five trumpets in 

Monteverdi's L'Orfeo (1607) and Girolamo Fantini's Modo per 

imparar a sonare di tromba (1638) the trumpet had become an 

instrument with artistic potential. Monteverdi's use of 

trumpets was a signal occurrence in scoring, but it did not 

set a firm model for those that followed. 

Prior to 1650 the trumpet's contribution to the opera 

score was no more than improvised signals, fanfares and 

flourishes, and it was not used with enough consistency to 

establish any idiomatic tradition.^ By about 1660, however, 

the brass instruments, namely, trumpet, horn, and trombone, 

had begun to be valued for their tone color in passages 

2 

contrasting with strings. This type of color contrast had 

formerly been used in differentiating moods of the various 

operatic acts and scenes, but scores from this period display 

an increasing use of trumpet and strings in alternation or two 

trumpets of equal import echoing each other. 

Peter Ciurczak, "The Trumpet in Baroque Opera: Its Use 
as a Solo, Obbligato, and Ensemble Instrument," unpublished 
doctoral dissertation, School of Music, North Texas State 
University (Denton, Texas, 1975), p.6. 

2 
Philip Bate, The Trumpet and Trombone: An Outline of 

Their History, Development, and Construction, 2nd ed. (New 
York, 1978), pp. 222-223. 

3 . 
Ciurczak, op. cit., p. 8. 



Simple continuo accompaniment of arias began to diminish 

toward the close of the seventeenth century, and the orchestra 

gained prominence as more than just ritornello filler. The 

trend brought with it an increasing prominence of concertizing 

obbligato instruments commencing gradually in the operas of 

Cavalli, Cesti and their Venetian followers. The trumpet 

became an early and popular choice in these arie d'imitazione 

because of its ability to suggest heroic and joyous qualities, 

and in the trumpet arias lie the roots of the soloistic-

concertant manner which was dominated later by the violin, 

4 
flute and oboe. 

The Venetian opera composers who followed Monteverdi were 

the ones to discover the artistic possibilities of the 

trumpet. In their works "...the trumpet figures either as a 

rapidly moving soloist or as a soaring duetist that shares and 

5 

echoes a virtuoso melody with another trumpet or voice." 

Among those who participated in developing a clarino style for 

trumpet that would reach its summit with Bach and Handel were 

Antonio Cesti (1623-1669), Francesco Cavalli (1602-1676), 

Antonio Sartorio (ca. 1620-1681), Alessandro Stradella (1642-

1682), Marc Antonio Ziani (ca. 1620-1684), Carlo Pallavicino 

(1630-1688) , Giovanni Legrenzi (1626-1690), and Carlo 

Pollarolo (1653-1722).6 

Rudolf Gerber, "Arie," Die Musik in Geschichte und 
Gegenwart, Vol. I (New York, 1966), translated by David 
Lively, p. 617-618. 

^Ciurczak, op. cit., p. 9. 
6 
Ciurczak, op. cit., p. 9. 



By the turn of the eighteenth century Italian operatic 

influence had spread to Germany, England, and later to France, 

carrying with it the idiomatic trumpet technique. In Germany 

the clarino style appears in the scores of Reinhard Reiser 

(1674-1739), Johann Joseph Fux (1660-1741), Georg Philipp 

Telemann (1681-1767), and others, while in England the 

influence occurs singularly in the theatre music of Henry 

Purcell (1659-1695). The French operatic tradition, 

influenced more by Lully than by foreign models, favored 

choral and balletic scenes rather than the solo aria of the 

Italians. Nevertheless, there are some examples of the 

clarino style in a few French composers such as Pascal Colasse 

(1649-1709) , Marin Marais (1656-1728) , and Andre Campra (1660-

1734)P 

With the development of the Italian opera seria, the 

florid style of writing for trumpet languished in favor of 

simpler parts utilized strictly to support the general effect 

of the orchestra. The trend was a result of an exaggerated 

interest in the singer: "The singers themselves, what they 

sang, and how they sang, interested the public more than the 

8 

actual drama..." Centered first in Naples after 1700 and 

dominating western Europe after 1720, the trend was fostered 

7 7 — 

Ibid, generally summarized, pp. 11-12. 

8 
Adam Carse, The History of Orchestration (London, 

1925), p. 129. 



by Alessandro Scarlatti (1660-1725) , Leonardo Leo (1694-1744), 

and Nicola Porpora (1686-1766).^ 

It is precisely this Italian operatic tradition that 

becomes an essential element in Handel's oratorios. "Most of 

the arias in these works differ in no important respects — 

neither in form, musical style, nature of the musical ideas, 

nor technique of expressing effects — from the arias in his 

operas."1^ Chiefly, Handel found his models in the operas of 

Alessandro Scarlatti. However, he was able to bring 

gratification to his audiences by presenting his oratorios in 

English and with a subject matter that was known throughout 

middle-class Protestant England, the Old Testament of the 

Bible. But it is the expansion of the role of the chorus that 

makes his oratorios a significant departure from the 

traditions of the past. Heinrich Schiitz's Christmas Oratorio, 

in which the orchestra became a more equal partner with the 

singers, influenced Handel's increased use of the orchestra. 

Other factors that influenced his general style were the North 

German Biblical operas, the music of the Catholic Church 

combined with the tradition of the Anglican Church anthem 

(especially those of Henry Purcell) , the passion, cantata, and 

12 
instrumental music. All the important musical genres of the 

g 

Cxurczak, op. cit., p. 13. 

^Donald Jay Grout, A History of Western Music, revised 
edition (New York, 1973), p. 442. 

"^John Tobin, editor, in "Preface" to Messiah, Georg 
Friedrich Handel (New York, 1968), p. X. ~ 

12 
Ibid., generally summarized, p. X. 



time formed the basis of Handel's oratorio art-form which 

developed with increasing impetus from 1738 onward. 

To assess the ability of Baroque trumpeters and to 

appreciate their skill in meeting the demands of Handel and 

others, an overview of the trumpet as it existed during its 

tenure as a solo and obbligato instrument will be helpful. 

The design of the trumpet in 1500 remained basically 

unchanged throughout the Baroque period except for a few 

13 

unessential details. The instrument used to the greatest 

extent in all areas of Baroque composition was the natural 

trumpet (G. Trompete, Trommet or Clarino; F. Trompette; It. 

Tromba or Clarino). Two other notable trumpet types were the 

hunting-trumpet (G. Jagertrompete), an instrument coiled in 

the manner usually associated with hunting horns, and the 

slide trumpet (G. Zugtrompete; F. Trompette a coulisse; It. 

Tromba da Tirarsi), an instrument resembling the natural 

trumpet, but having a mouthpiece pipe that could be telescoped 
outward to accomodate additional tunings. 

Drawing solely on the notes of the natural harmonic 

14 
series to form its scale, the natural trumpet was bound to 

J3 — — 
Adam Carse, Musical Wind Instruments (London, 1939). d. 

228. 
14 
When specific pitches are cited in this commentary, the 

reference will be to the natural harmonic series on D with 
middle-C being labeled C'. 



the acoustical anomalies inherent in the series. The first 

partial (or fundamental) is practically non-existent in all 

the literature because of its profound flat tuning tendency, 

while the seventh partial lies about a quarter of a tone below 

C'', and the eleventh partial is by nature a very sharp G''. 

Trumpeters were expected to "lip" down to G-natural'' and up 

to G-sharp'' as required, and the notes were used freely 

throughout Handel's trumpet parts. He often requires the G-

natural1' to be held for long periods while the G-sharp'' is a 

short note. Nodal venting, a practice using finger holes to 

aid control of pitch, was not known in Handel's day,15 making 

embouchure control vital in this respect. However, special 

mouthpieces were designed with a sharp edge or shoulder at the 

throat of the mouthpiece which aided in correcting the natural 

tendencies of the harmonics.16 The slightly flat thirteenth 

harmonic B " was also freely used by Handel but never as an A-

sharp which is found sparsely in Bach's trumpet parts. 

Curiously, Handel limited his use of the flat seventh 

harmonic C " to eight accidentals in five oratorios, with the 

significant exception of the trumpet aria for tenor, "With 

honour let desert be crown'd," from Judas Maccabaeus, 1746.17 

The aria is cast in the minor dominant of the trumpet's home 

15Robert Minter, editor, "Introductory Notes," G. F. 
Handel: Complete Trumpet Repertoire. Vol. I (London, 197477 
flyleaf. ' 

16Ibid. 
17 

Handel never used the seventh harmonic in works other 
than those mentioned here. 



tonic D, thus allowing the use of the seventh harmonic as the 

mediant tone (See Figure No.l). Placing the trumpet in the 

minor mode is not without precident in the Baroque period, 

although it is extremely rare. The practice is not found in 

the works of Bach and Purcell; in fact, Bach used the seventh 

harmonic in only twelve accidentals throughout his works, and 

Purcell never used it. 

Figure No. 1 (The opening measures of "With honour let 
desert be crown'd," from Judas Maccabaeus. 

Late seventeenth-century composers Paul Vejvanousky 

(1639-1693), a trumpeter, and Franz von Biber (1644-1704), a 

virtuoso violinist, both in the service of the Furstbischof 

Leichtenstein at Kromerfz, may be credited with having written 

the earliest examples of the practice extant. The Sonata a 4 

(ca. 1674) , and "Sonatae tam aris" from Sonata X a J5 (1676) , 

respectively, are written in the minor dominant to the 

trumpet's home tonic, and both take particular advantage of 

the flat seventh harmonic. 18 Although the exact source of 

^0 
Don L. Smithers, The Music and History of the Baroque 

Trumpet Before 1721 (Syracuse, New York, 1973), generally 
summarized, pp. 187-188. 



Handel's influence cannot be ascertained, we may conclude from 

these early examples that the practice was generally 

recognized. 

Handel wrote Judas Maccabaeus and Alexander Balus to 

please a group of Jews who had aided him in some financial 

19 

difficulties in 1745, therefore it is possible that he 

wished to accommodate the Jewish predilection for the minor 

mode in "With honour let desert be crown'd." The aria's 

solemn reflective setting in A minor dramatically enhances the 

plunge into D major in the middle section of the aria at the 

words, "The willing nations fly to arms." Barbour suggests 

that "...the entire style and scale of this obbligato part 
20 

suggests the cornetto." u However, the task of lipping the C-

natural in tune was not an unusually difficult one for a 

trumpeter. The pitch is no more difficult to control than the 

eleventh harmonic G'', and, as already stated, and as will be 

seen in "The trumpet shall sound," Handel freely used the G " 

interchangeably with the G-sharp" throughout his works. The 

enigmatical aspect of this aria is not that Handel used the 

trumpet in an unusual harmonic setting, but why he and his 

contemporaries did not use it more often. 

29 — — — 
Ernest Walker, "Oratorio," Grove's Dictionary of Music 

and Musicians, 5th ed., edited by Eric Blom, Vol. 6 (New York, 
1955), cited in footnotes, p. 254. 

J. Murray Barbour, Trumpets, Horns, and Music fEast 
Lansing, Michigan, 1964), p. 70. 



Handel scored for trumpets in C and D in the oratorios, 

the former being used only in Saul and Israel in Egypt, both 

written in 1738, using C trumpets throughout, and The 

Occasional Oratorio, 1746, where he required the D and C 

21 

trumpets alternately. All trumpet arias call for the D 

trumpet. Terminology is consistent in his works, with the 

term Tromba being used most often to signify from one to four 

trumpets. 
It was Handel's regular practice to write for the trumpet 

as non-transposing, i.e., to write in the same harmonic series 

22 

as the key of the instrument. Actually, notation was not a 

major concern to the trumpeter of the mid-eighteenth century 

as long as he knew which crook to use, for he was confined 

entirely to the notes of the harmonic series. 

To acquire the classification 'trumpet aria,1 a movement 

must contain solo voice with one or more trumpets that 

generally play throughout, although the trumpet may not play 

21 
Other tunings are not to be found in the entire 

repertory except for one case of the higher tuning of F in the 
aria, "Alzo al volo" in the opera Radamisto (1720), and 
according to Minter, its authenticity is questionable in that 
the part is marked Trombin I and II in F with an alternate 
version written for two horns in D. 

22 
The only exception to this practice is in his first 

opera, Almira (1704), in which he treated the trumpet in D as a 
transposing intrument writing the part in the harmonic series 
of C. This is the only time Handel referred to the trumpet as 
Clarino. 



10 

during particular sections of the piece. The trumpet part 

must be recognizable as obbligato to the voice, not just 

complementary to the orchestral fabric. 

23 

There are eleven trumpet arias in the twenty-five 

oratorios, with three leading directly to chorus, which 

precludes their use in a recital situation. Two of these 

follow the typical Handelian concept of voice in alternation 

with trumpet obbligato. However, the bass aria, "To God our 

strength," from Occasional Oratorio uses the trumpet and oboe 

in an exchange of figures as a double-obbligato. The 

combination of trumpets and oboes was a regular practice in 

the orchestral palate of Handel and his contemporaries, but 

here, at least, Handel provides a unique combination of 

trumpet and oboe with voice, first in passages of alternation 

in strict imitation, then in delightful phrases of parallel 

thirds which lead to the vocal entrances. 

Four two-trumpet arias constitute a second area of 

classification, and from the textual incipit of two of them, a 

facet of the commonly regarded character of the trumpet may be 

inferred. They are: "Destructive war," from Belshazzar, 1744, 

23 
"It is almost impossible to define it [oratorio] 

without excluding famous works that go or have gone in the 
catalogue for oratorios." Winton Dean, Handel's Dramatic 
Oratorios and Masques (London, 1959), p.l. To arrive at the 
list of oratorios used herein, I have taken a somewhat 
subjective consensus of Bukofzer, Chrysander, Dean, Grove's, 
and Heyer. 
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and "Mighty love now calls to arm," from Alexander Balus, 

1747. Perhaps the most immediately recognizable aspect of the 

trumpet's character is its martial quality. Handel exploits 

that character and most effectively accommodates his text with 

a march-like presentation of the trumpet in "Destructive war," 

and with fanfare figures in "Mighty love now calls to arm." 

There exists a balance between choruses and arias in 

Handel's mature oratorios, and the aria types often differ 

significantly from earlier forms. The four trumpet arias 

remaining to be considered show signs of Handel's move away 

from the hallowed da capo aria. The aria "With honour let 

desert be crown'd," already discussed, is designed with 

harmonic divisions of A minor, D major, and a written out 

return of A minor. The formal scheme is reminescent of the da 

capo form, following the simple arch of A-B-A, but the text is 

not repeated in the return of A minor; it is stated in a 

continuous narrative. 

Out of ten arias in Alexander's Feast, 1736, only two are 

in da capo form, and one of those, the trumpet aria, 

"Revenge," is irregular. It is cast in two parts with an 

optional da capo repeat and a written out ending at the close 

of the B section which Handel added later. The two sections 

are strongly contrasting in almost every element of their 

composition. The andante-allegro, set in D major, expounds 

the furies of Timotheous' cries for "Revenge," and is scored 
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for trumpet, oboes, and strings with typical clarino rhythmic 

figures. The B section drops from D major to G minor in a 

cogent largo setting of dotted rhythms scored for three 

bassoons, divided violas and cellos, double basses and organ 

tasto solo, while the text mysteriously speaks of "...a 

ghastly band of ghosts, each a torch in his hand." The da capo 

here should be taken; not to do so will alter the perspective 

of the harmonic scheme. The B-flat chord of the following 

recitative sounds tame after G minor in the optional ending, 

but convincing after the D major of the da capo repeat.^ 

The second half of the twentieth century has witnessed a 

revival of interest in Baroque trumpet literature and 

technique. Each year more and more works are being exhumed, 

adding to a lengthening list of original trumpet music. 

Unique in its place in Baroque trumpet literature, the famous 

trumpet aria "The trumpet shall sound" was never laid to rest 

because of the enduring popularity of Messiah, written in 

1741. Handel used the trumpet here in a manner often 

characteristic of its role in Baroque sacred music, that of 

the last trumpet on the day of judgment. The oratorios 

contain no musical moment that is more dramatically suitable 

24 . 
W m t o n Dean, Handel's Dramatic Oratorios and Masques 

(London, 1959), generally summarized, p. 273. 
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to the trumpet than this one, and the power of that drama is 

affirmed by the expansion of the musical form. It is Handel's 

only trumpet aria with an introductory ritornello, and the 

trumpet is featured in this long prelude, ranging 

soloistically over the orchestra declaring its significance in 

the aria. Each time the voice proclaims, "The trumpet shall 

sound," the trumpet retorts characteristically with open-fifth 

fanfare figures. There is little imitation between voice and 

trumpet, and that independence causes the aria to function 

more like a duet, again exalting the trumpet to a higher 

position of importance. To close the A section, the trumpet 

and orchestra again function as a ritornello after which there 

is a lengthy B section without trumpet. A dal segno brings a 

25 

repeat of the A section with its final ritornello. 

Two significant performance problems faced Baroque 

trumpeters in "The trumpet shall sound." Endurance was a 

problem that remains a challenge for modern trumpeters because 

of the long phrases and relatively small amounts of rest, but 

the natural trumpet, bound to the anomalies of the harmonic 

series, presented a challenge unique to the Baroque trumpeter. 

This trumpet aria is an appropriate model for demonstrating 

what the trumpeter faced with regard to tuning. 

25 
In the three original manuscripts available to 

Chrysander, two called for a da capo to include the opening 
ritornello. He concluded the dal segno to be the most 
authentic. 
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In an account by Burney, after a performance in London, 

1785, we read: 

The favorite Base song, "The trumpet shall sound," 
(I Cor., XV, 52) was very well performed by Signor Tasca 
and Mr. Sarjant who accompanied him on the trumpet 
admirably. There are, however, some passages in the 
trumpet-part to this air which have always a bad effect, 
from the natural imperfections of the instrument. 

Mr. Sarjant's tone is extremely sweet and clear, but 
every time that he was obliged to dwell upon G, the 
fourth in D, displeasure appeared in every countenance; 
for which I was extremely concerned, knowing 9how 
inevitable such an effect must be from such a cause. 

Handel's unrestrained use of the G'' and G-sharp'' 

demonstrates either his trumpeter's complete mastery over 

these dubious notes or that audiences and composers alike 

relished the sound of the trumpet so much that they gladly 

allowed its imperfections. It is noteworthy that unfavorable 

comment regarding accuracy in execution and intonation is rare 

during this time. Not until late in the eighteenth century 

when florid trumpet playing was on the decline does criticism 

in this respect appear in Burney and others.^ 

Handel's use of the sharp eleventh harmonic G'' 

interchangeably with the G-sharp'' is readily demonstrated in 

the opening ritornello to "The trumpet shall sound" (See 

Figure No.2). 

26 
Charles Burney, An Account of the Musical Performances 

in Westminster Abbey and the Pantheon, in Commemoration of 
Handel (London, 1785), pp. 86-87. 

27 
Anthony Baines, "Trumpet," Grove's Dictionary of Music 

and Musicians, 5th ed., edited by Eric Blom, Vol. 13 (New 
York, 1955), p. 565. 
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Figure No. 2 (The opening measures of "The trumpet 
shall sound," from Messiah.) 

The use of dotted rhythms in "The trumpet shall sound" 

make it reminiscent of the French overture, and a look at the 

music will show that Handel notated the dotted rhythm only in 

the first two measures of the various sections of the aria. He 

was probably engaging in the Baroque convention of notating 

the rhythm only in the first few measures and afterwards 

writing the notes as simply as possible. The performers were 

expected to continue the rhythm at their discretion. A 

stronger case may be made for continuing the dotted figures by 

coupling another Baroque convention of performing equal notes 

28 
unequally. Thirdly, it was often the practice of Baroque 

28 • 
Michael Collins, "Notes Inegales: A Re-examination," 

from "Three Further Views on Notes Inegales," Journal of the 
American Musicological Society, (Fall, 1967). This article 
affirms the practice. 
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performers to render these notes in the processional character 

of double-dotting. The dotted note is held longer and the 

OQ 

subsequent short note is shortened. The use of Baroque 

practices like these must always be tempered with good taste 

and empirical knowledge of how much or how little to use. To 

continue the dotted rhythm or double-dotting throughout the 

piece would produce a performance that would be stilted and 

dull. It should probably not continue beyond the seventh 

measure at the beginning, and through the remainder of the 

piece used only when the character is reminiscent of the 

opening. 

The delightful trumpet aria for soprano, "Let the bright 

seraphim," from Samson, 1741, represents the epitome of 

operatic style of the period and is characteristic of Handel's 

mature oratorios. It immediately precedes the final chorus at 

the conclusion of the work. Handel originally ended the 

oratorio after the dirge and requiem for Samson's death. 

Recognizing that the work ended on a note too depressing for 

his audiences, he later added an introductory recitative, the 

29 
Michael Collins, "A Reconsideration of French Over-

Dotting," Music and Letters, Vol. 1 (January, 1969), pp. 111-
123. This article affirms the practice. 
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aria "Let the bright seraphim," and a final chorus that 

together celebrate Samson's death. Handel felt dramatically 

justified in adding an uplifting ending because Samson's honor 

had been redeemed by his destruction of the temple, the 

30 

Philistines, and himself. 

The change of mood is prepared in a shift not unlike 

Beethoven's manifesto in the D minor Symphony, "0 friends, not 

these tones, but let us rather sing more pleasant and joyful 

ones." Handel's recitative announces: "Come, come! no time 

for lamentation, no cause for grief." With that announcement, 

he prepared the way for perhaps his most joyous and virtuosic 

paean of triumph and exultation. 

The aria is cast in a bipartite form that meets the 

essential criteria for a da capo aria but without the repeat. 

The A section, in the trumpet's home tonic of D major, beckons 

the seraphim (those celestial beings hovering above God's 

throne in Isaiah's vision), "Their loud, uplifted angel 

trumpets blow." The B section shifts to the relative B minor 

for a serene and concordant summons to "Let the Cherubic 

hosts, in tuneful choirs touch their immortal harps with 

golden wires." 

Had Handel called for the da capo in this aria, he would 

have usurped the uplifting move from B minor in the aria to D 

o 0 
Dean, Handel's Dramatic Oratorios, generally summarized, 

p. 344. 
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major in a finale that he had already deemed festive and 

joyous by recomposition. It is this type of intellect that 

marks Handel as a dramatist, yet, one with an eye on brilliant 

virtuosic technique. This has in no small way contributed to 

his lasting appeal. 

Taking this aria out of the context of the oratorio and 

placing it in a recital situation frees the ending of the B 

section and allows a most effective da capo repeat. "Bright 

seraphim" is standard repertoire for the concertizing soprano, 

and it is always performed in recitals as a da capo aria. This 

permits the indulgence in the Baroque practice of ornamenting 

and embellishing the da capo repeat. The strongest evidence 

that the practice was employed and indeed expected by Baroque 

audiences may be taken from a description of the practice by 

the Italian singing teacher Francesco Tosi in 1723. 

Among the Things worthy of Consideration, the manner 
in which all Airs divided into three Parts are to be 
sung. In the first [the A section] they require nothing 
but the simplest Ornaments, of good Taste and few, that 
the Composition may remain simple, plain, and pure; in 
the second [the B section] they expect that to this 
Purity some artful Graces be added, by which the 
Judicious may hear, that the Ability of the Singer is 
greater; and, in repeating the Air [the da capo], he that 
does not vary it for the better, is no great Master. 

So that the modern performers might authenticate their 

renditions of this music written in a time so far removed from 

31 . 
Pier. Francesco Tosi, Observations on the Florid Song 

(Bologna, 1723), English translation by Galliard, 1743, p. 93-
94. 
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our own, we must turn to eighteenth-century writers on 

performance practice for instruction. As a genre, the trumpet 

aria was not composed in great enough quantity to have 

received instructional attention from the recognized 

references, i.e., Joachim Quantz, C. P. E. Bach, and Leopold 

Mozart. We must therefore look to genre having similar 

characteristics. Trio sonata texture closely resembles that 

of the trumpet aria in that it was written for two upper parts 

32 

of similar range supported by a figured-bass accompaniment. 

The similarities are immediately recognizable, and we find 

that Quantz had some very specific instructions regarding 

propriety for both the upper parts. He states: 

In a trio [sonata], little ornamentation must be 
used, and the second part must not be deprived [by 
excessive ornamentation in the first part] of the chance 
of displaying himself too on his side. The ornamentation 
ought to be such, that it not only suits the subject, but 
can also be imitated by the second part. It should only 
be used in passages which consist in imitations, whether 
at the fifth above, or at the fourth below, or at the same 
pitch. If the two parts have the same melody one against 
the other, in sixths or in thirds; nothing should be 
added, unless it has been agreed beforehand to make the 
same variation. 

If in a trio one of the parts starts to make a 
variation, the other must make it in the same manner; and 
where the latter is in a position to add something 
further which is suitable and pleasing, it can do so. 
However, it must do it at the end of the variation, so as 
to show that it is capable of imitating simply, as well 
as of varying further. It is easier to make a variation 
in the first place than to imitate it in the second. 

32 
"Trio sonata," Harvard Dictionary of Music, 2nd ed., 

edited by Willi Apel (Cambridge, Massachusetts, 1972), p. 
866. 

33 
Joachim Quantz, Essay, Berlin, 1752, XVI, 24, cited in 

Robert Donington, The Interpretation of Early Music (New York. 
1973), p. 178. 
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The rise of the Baroque scholarship in recent years has 

brought with it the assumption, based on citations like 

Francesco Tosi's and others, that the da capo aria was always 

freely ornamented on the repeat. If we concede Handel's 

elevation of the trumpet's role to that of duetist with the 

singer, and accept the similarities between the two-voice 

texture of the trio sonata and that of the trumpet aria, then 

Quantz's principles may impose some restrictions on 

ornamentation practices in the da capo repeat of the trumpet 

aria. 

The 1966 recording of Messiah, with Colin Davis 

34 

conducting the London Symphony Orchestra, is notable for its 

use of authentic Baroque performance practices. In this 

recording the dal segno repeat in "The trumpet shall sound" is 

presented with extensive ornamentation in the voice and very 

little in the trumpet part. Armed with the knowledge of what 

was acceptable as well as what was objectionable in this kind 

of two-voice texture, the rendition will be perceived as 

stilted and awkward. Further, in an aria where the trumpet is 

so obviously an equal partner with the voice, the trumpet is 

relegated to a very secondary role. Had the trumpeter chosen 

to ornament more, he would have created a performance of 

excessive ornamentation. Had the performers chosen to share a 

34 
Messiah, Colin Davis conducting the London Symphony 

Orchestra, produced by Harold Lawrence, Philips recording, 1966, 
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given amount of virtuosic ornamentation, the performance would 

have again been awkward. The instructions from Quantz that 

apply to this trumpet aria are: "It [ornamentation] should 

only be used in passages which consist of imitation..." As 

already stated, "The trumpet shall sound" is not imitative. 

We may infer then that other than the obligatory ornaments, 

such as trills at cadences, appogiaturas, mordents, and double 

dotting, highly florid ornamentation would not have been 

practiced in this trumpet aria. 

The Quantz principles may be summarized thusly: 

1. Highly florid ornamentation should not be used. 
2. Both parts must be allowed to ornament. 
3. The ornamentation must suit the subject matter and 

must be such that it can be imitated by the second 
part. 

4. It should only be used in passages of imitation at 
the fifth above, or the fourth below, or at the same 
pitch. 

5. Nothing should be added to melodies where both 
parts, one against the other, are in parallel sixths 
or thirds unless it has been agreed upon in advance 
to make the same variation. 

6. When one part is in a position to add further, 
perhaps in a cadenza, it may do so at the end of the 
variation. 

What Quantz has given us is not a refutation of ornamentation 

practice but workable guidelines for ornamentation within a 

two-voice texture. The verification will emerge upon hearing 

the music performed using the Quantz principles. 

With guidelines established, an ornamentation of "Let the 

bright seraphim" commensurate with Baroque practice is 

possible. This trumpet aria is very imitative, allowing a 
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coordinated ornamentation in both trumpet and voice in the da 

capo repeat. An ornamented version of this trumpet aria is 

offered in Appendix B of this document. 

Much of the Baroque trumpet repertoire has been made 

available to modern trumpeters through research and 

publication, notably, the ensemble music of the guild 

musicians and the solo sonatas and concerti from court and 

ecclesiastical situations. However, less is known about the 

use of the trumpet as a solo and obbligato instrument in 

combination with voice. Recent editions35 of Handel's trumpet 

arias have appended spurious suggestions for ornamentation, 

and carry the inherent understanding that performers were free 

to ornament da capo repeats with minimal consideration for 

propriety. The Quantz principles should aid in authenticating 

modern renditions of the trumpet arias of Handel and his 

contemporar ies. 

Within a period of about eighty-five years, the noble art 

of florid trumpet playing had run its course and had reached 

its summit with Bach and Handel. Handel's oratorios are a 

3 5 — — 
Gerald Endsley, editor, Handel: Bright Seraphim 

(Denver, Colorado, 1973), offers suggested ornaments for 
trumpet and voice. While the suggested ornaments are not 
unlike those^ that might have been used by Baroque performers, 
the two voices are not coordinated. Perhaps the safer 
approach was taken by James Ode in his editions of "Let the 
Bright Seraphim" (Nashville, Tennessee, 1976) and "The Trumpet 
Shall Sound" (Nashville, Tennessee, 1977). He offers only the 
suggestion to over-dot in "The Trumpet Shall Sound." 
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representation of the maturity of the Baroque style rather 

than an anticipation of what was to come from a narrower 

mainstream flowing in a different direction and away from him. 

The trumpet aria represents the culmination of the Baroque 

trumpeter's ascent to nobility, a position perhaps never again 

to be attained. 
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APPENDIX A 

HANDEL"S TRUMPET ARIAS 

FROM THE ORATORIOS 

Trumpet arias which lead directly to chorus. To excerpt 
them would inappropriately truncate the work. 

"Since the race of time begun" from Joseph, 1743. Bass 
voice. 

"These delights if thou canst give" from L'Allegro, 
il Penseroso ed il Moderato, 1740. Bass voice. 

"To God our strength" from The Occasional Oratorio, 
1746. Double obbligato for trumpet and oboe. 
Bass voice. 

Two-trumpet arias. 

"Destructive war" from Belshazzar, 1744. Contralto 
voice. 

"Desserratevi, oh parte d'averno! from La Ressurezione, 
1708. Soprano voice. 

"Mighty love now calls to arm" from Alexander Balus, 
1747. Bass voice. 

"Vedo il ciel" from La Ressurezione, 1708. Two trumpets 
unison. Alto voice. 

Trumpet arias (one trumpet). 

"Let the bright seraphim" from Samson, 1741. Soprano 
voice. 

"Revenge" from Alexander's Feast, 1736. Bass voice. 
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"The trumpet shall sound" from Messiah, 1741. Bass 
voice. 

"With honour let desert be crown'd" from Judas Maccabaeus, 
1746. Tenor voice. 

Spurious 

"Raise your voice" from Susanna, 1748. Brief introduction 
to chorus. One trumpet lies mainly within the 
orchestral fabric. Bass voice. 
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APPENDIX B 

Ornamented version of "Lelj the bright seraphim." 

tt 
trumpet 

S 3 

& 
ZZZ 

I22Z 
»# f » 

-V tn-

ffiffufT f'ii f j | m 
WW 

i* trumpet /V 

soprano 

4 

/V 

Lei -rt»e bnjW b«r<\ — vmj TOO) 

t r t f 

M £ 

E E w 
# 5 i 

i n 

-H\e\r \ooA up - K"$"V- el 
•o rTi. t>v 

&r\ - gc\ Vronv-̂ s Wou> 

p l 
Jfl 3 

3 

A Pt fr t f r 

i* 

-H* WujtA S6r-4- |>V\̂\r 

i -0" L f [ f j l P 
lr\ bom - ttkO. \w tvm - iv\̂  bocn 



27 

~ raw IWW lo j i op l i f ted b\o«J 

+Ue'if loi/Jl op l \$W Qrv^el 4rUmp-e\s t>\ow 

H H 
« * * f f 

s | x 

•Iktir loui 

i p r i f i f i f f i f i i i 

tit 
B P 

$ 

# I i 

H 

5 

IK. 

£ £ P 
- +Kt\r \oufll Up tottr-ed cm- gel "trump - «-K blou) 



28 

at 

* P i " . ^ •^1 1 I I I 5 

£ 
l t | bhgl>+ Str-a.pkim IA bofn — t*V} 

r \ 

? 'i' J Em E 
riWJi r?i 

^ n j J j i)-j n 
Wiv — iv*J Wn 

£ i 
- I'wj fow) +ketT \ooi 

* r r 'j 
r = = = ± 

5 
u p -

t V J1 [jj H f e 5 

£ n 

i [ ^ [ j r y 
i~TT 

§ 
lit* - ei. 

^i frdT f t e r 
mmmmmmm a J R I - ~ ~ J W W W l i.i. 

Qiny-ej 4rampek Uov*) -VUeir \<n>J - - Up - ^ ^ 

f t r ' S r t 
& 

i = l 

# — # • 1pJ jf Mm m # » 

3 i 

a«v- q<L\ Wow -"" -fheic 



29 

r\ 

I 
riVcicd . . . 

1 
- lev/i "IrWcur lrur\-j>e^s blov*>-

F LLLJ ^ 1 
1A. 



30 

BIBLIOGRAPHY 

Books 

Barbour, J. Murray, Trumpets, Horns, and Music, East Lansing, 
Michigan, Michigan State University Press, 1964. 

Bate, Philip, The Trumpet and Trombone; An Outline of Their 
History, Development, and Construction, 2nd ed., New 
York, W. W. Norton and Company, 1972. 

Burney, Charles, An Account of the Musical Performances 
in Westminster Abbey and the Pantheon, in Commemoration 
of Handel, London, T. Payne and Son, 1785. 

Carse, Adam, Musical Wind Instruments, London, Macmillan, 
1939. 

, The History of Orchestration, London, Kegan, 
Paul, Trench, Trubner and Company, Ltd., 1925. 

Dean, Winton, Handel's Dramatic Oratorios and Masques, London, 
Oxford University Press, 1959. 

Donington, Robert, The Interpretation of Early Music, new 
version, New York, Charles Scribner's, 1973. 

Grout, Donald Jay, A History of Western Music, revised edition 
New York, W. W. Norton and Company, 1973. 

Menke, Werner, History of the Trumpet of Bach and Handel, 
London, William Reeves, Ltd., 1934. 

Smithers, Don L., The Music and History of the Baroque Trumpet 
Before 1721, Syracuse, New York, Syracuse University 
Press, 1973. 

Tosi, Pier. Francesco, Observations on the Florid Song, 
Bologna, J. Wilcox, 1723. 



31 

Articles 

Collins, Michael, "A Reconsideration of French Over-Dotting," 
Music and Letters, Vol. I, no. 1 (January, 1969), pp. 
111-123. 

Collins, Michael, "Notes Inegales: A Re-examination," from 
"Three Further Views on Notes Inegales," Journal of 
the American Musicological Society, Vol. XX (Fall, 
1967), pp. 481-485. 

Encyclopedia Articles 

Baines, Anthony, "Trumpet," Grove's Dictionary of Music 
and Musicians, 5th ed., edited by Eric Blom, Vol. 13, 
New York, St. Martin's Press, Inc., 1955. 

Gerber, Rudolf, "Arie," Die Musik in Geschichte und Geqenwart, 
edited by Freiderick Blume, Vol. 1, New York, Barenreiter, 
1966. 

"Trio sonata," Harvard Dictionary of Music, 2nd ed., edited 
by Willi Apel, Cambridge, The Belknap Press of Harvard 
University Press, 1969. 

Walker, Ernest, "Oratorio," Grove's Dictionary of Music 
and Musicians, 5th ed., edited by Eric Blom, Vol. 6, 
New York, St. Martin's Press, Inc., 1955. 

Unpublished Materials 

Ciurczak, Peter, L., "The Trumpet in Baroque Opera: Its 
Use as a Solo, Obbligato, and Ensemble Instrument," 
unpublished doctoral dissertation, School of Music, 
North Texas State University, Denton, Texas, 1975. 

Modern Editions of Excerpts and 
Full Scores 

Handel, G.F., "The Church Music," Vol. 3 of Complete Trumpet 
Repertoire, edited and compiled by Robert Minter (in 
4 volumes), London, Musica Rara, 1974. 



32 

Handel, G.F., "Miscellaneous," Vol. 4 of Complete Trumpet 
Repertoire, edited and compiled by Robert Minter (in 
4 volumes), London, Musica Rara, 1974. 

/ "The Operas," Vol. 1 of Complete Trumpet Repertoire, 
edited and compiled by Robert Minter (in 4 volumes), 
London, Musica Rara, 1974. 

"The Sacred Oratorios," Vol. 2 of Complete 
Trumpet Repertoire, edited and compiled by Robert Minter 
(in 4 volumes), London, Musica Rara, 1974. 

Handel, George Frederic, "Let the Bright Seraphim," transcribed 
by James Ode, Nashville, Tennessee, The Brass Press, 
1976. 

_ t "The Trumpet Shall Sound," transcribed 
by James Ode, Nashville, Tennessee, The Brass Press, 
1977. 

"Bright Seraphim," edited by Gerald 
Endsley, Denver, Colorado, Tromba Publications, 1973. 

Handel, Georg Friedrich, Messiah, edited by John Tobin, 
New York, Barenreiter, 1968. 

Handel, George Frideric, Alexander Balus, 1747, Vol. 33 
of Works of Georg Frederic Handel, edited by F. Chrysander 
(93 volumes plus 6 volumes by other composers), Leipzig, 
Breitkopf and Hartel, 1858-1903. 

Alexander's Feast, 1973, Vol. 33 
of The Works of Georg Frederic Handel, edited by F. 
Chrysander (93 volumes plus 6 volumes by other composers), 
Leipzig, Breitkopf and Hartel, 1858-1903. 

, Athalia, 1733, Vol. 3 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Belshazzar, 1744, Vol. 4 of The 
Works of Georg Frederic Handel, edited by F. Chrysander 
Breitkopf and H&rtel, 1858-1903. 

Deborah, 1733, Vol. 29 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 



33 

Handel, George Frideric, Esther, 1720 version and 1732 version 
under one cover, Vol. 40 and 41 of The Works of Georg 
Frederic Handel, edited by F. Chrysander, (93 volumes 
plus 6 by other composers), Leipzig, Breitkopf and 
Hartel, 1858-1903. 

, Hercules, 1744, Vol. 7 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Israel in Egypt, 1738, Vol. 16 
of The Works of Georg Frederic Handel, edited by F. 
Chrysander (93 volumes plus 6 by other composers), 
Leipzig, Breitkopf and Hartel, 1858-1903. 

Jephtha, 1751, Vol. 44 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Joseph, Vol. 42 of The Works of 
Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

, Joshua, 1748, Vol. 17 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Judas Maccabaeus, 1746, Vol. 22 
of The Works of Georg Frederic Handel, edited by F. 
Chrysander (93 volumes plus 6 by other composers), 
Leipzig, Breitkopf and Hartel, 1858-1903. 

La Resurrezione, 1708, Vol. 39 
of The Works of Georg Frederic Handel, edited by F. 
Chrysander (93 volumes plus 6 by other composers), 
Leipzig, Breitkopf and Hartel, 1858-1903. 

, Messiah, 1741, Vol. 45 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by othercomposers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

L'Allegro, II Pensieroso ed II 
Moderato, 1740, Vol. 6 of The Works of Georg Frederic 
Handel, edited by F. Chrysander (93 volumes plus 6 
by other composers), Leipzig, Breitkopf and Hartel, 
1858-1903. 



34 

Handel, George Frideric, Occasional Oratorio, 1746, Vol. 
43 of The Works of Georg Frederic Handel, edited by 
F. Chrysander (93 volumes plus 6 by other composers), 
Liepzig, Breitkopf and Hartel, 1858-1903, 

Samson, 1741, Vol. 10 of The Works 
of George Handel, edited by F. Chrysander (93 volumes 
plus 6 by other composers), Leipzig, Breitkopf and 
Hartel, 1858-1903. 

Saul, 1738, Vol. 13 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
columes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Semele, 1743, Vol. 7 of The Works 
of George Freder ic Handel, edited by F. Chrysander 
(93 volumes plus 6 by other composers), Leipzig, Breitkopf, 
and Hartel, 1858-1903. 

Solomon, 1749, Vol. 26 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

Susanna, 1748, Vol. 1 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

, Theodora, 1749, Vol. 8 of The Works 
of Georg Frederic Handel, edited by F. Chrysander (93 
volumes plus 6 by other composers), Leipzig, Breitkopf 
and Hartel, 1858-1903. 

F Trionfo del Tempo, 1708, and Triumph 
of Time and Truth, 1757, Vols. 24 and 20 under one 
cover, edited by F. Chrysander (93 volumes plus 6 by 
other composers), Leipzig, Breitkopf and Hartel, 1858-
1903. 

Recordings 

Messiah, Colin Davis conducting the London Symphony Orchestra, 
Produced by Harold Lawrence, Philips recording, 1966. 


