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I. Purpose

This presentation is a demonstration of practical, efficient ways of working with orchestras, especially string players, to achieve balance and stylistic unity with voices in the choral orchestral works of Bach, Handel, Mozart, Haydn, and other 18th century composers.
II. Thesis

Two of the most valuable contributions of the authentic performance practice movement to the presentation of 18th century choral-orchestral works are:

1. the observation that most 18th century music derives either from French courtly dance rhythms, calling for a light, elegant approach to the music, or from Italian motor rhythms, calling for an energetic, declamatory approach;

2. The assertion that a transparent texture, avoiding a thick, heavy sound and excessive vibrato, allows the various musical lines to emerge;

therefore, achieving rhythmic elegance or rhythmic excitement and a clean, transparent texture should be among the goals in our rehearsals and performances of 18th century music.  This presentation focuses on texture.

III. Practical Decisions

A transparent texture is achieved by developing a repertoire of choral-orchestral articulations, whether or not modern instruments are used; these involves decisions about:

1.  the degree of separation between notes (legato, pulsed, leggiero, portato, marcato, staccato);
2.  the degree of stress on individual notes (phrase shaping, syllabic emphasis);
3.  onset, duration, and release of individual notes.

IV. Style Suggestions: Baroque

A.  As in Renaissance music, emphasize interplay of phrase shapes and rhythmic groupings in various voices.  Swells (messa di voce) are appropriate on sustained notes.  Stress important notes.  Phrases are often shorter than in Renaissance music.  As stated above, French courtly dance rhythms (minuet, sarabande, gavotte, courante, bourée, allemande, gigue, etc.) are common, often stressing the first beat of the measure (although the stress may fall in different places in the measure); the stress is a graceful lift, not an accent.
B.  Avoid dynamic extremes, but abandon the idea of "terraced dynamics" (a fallacious interpretive notion deduced from the limitations of the harpsichord and the common use of echo effects).  The Baroque period is a romantic period, with abundant use of ornamentation and with expressive delivery of text.
C.  Notes are often separated, though not overly short.  A brief space often takes the place of the dot of a dotted note, or of the tied part of a note tied over the bar line.  Texture is light and transparent, though without inhibiting the requisite energy and vigor.  Avoid creating a thick, heavy texture.
D.  String Articulation: slightly detached, usually at the middle of bow.  Avoid heavy strokes at frog as well as overly light strokes at tip.  The bow usually stays on the string (not bounced).  Use a narrow vibrato: avoid a lush, romantic sound.

V. Style Suggestions: Classical

A.  Similar to Baroque, but there are more frequent general changes of affect within a movement.  Vigorous, energetic bow strokes are required, but still not heavy strokes.  Rhythms are dance-oriented, using stylized peasant dances as well as courtly dances.  There are more dynamic extremes, greater use of gradual crescendo and diminuendo, sudden dynamic changes, messa di voce effects.
B.  Rapid passages usually need to be well articulated, but singing legato passages abound, more so than in Baroque styles.   Texts should be delivered expressively but cleanly.
C.  String Articulation: detached in non-legato passages; more bouncing, spiccato in rapid passages.  Legato is smoother than in Baroque styles.  There is more brilliance in the sound.  Still avoid a lush texture.

VI. Balancing Choir and Orchestra
A.  Place choir in front of orchestra when possible.
B.  Strings: avoid thick, heavy, full vibrato “conservatory” sound, especially in Baroque and Classical works; work for energetic beginnings of notes followed by less sound in body of note, or possibly separation between notes; use fewer players at times if necessary; help string players to breathe with the choir.
C.  Winds: pull back on long, sustained notes; f = mf; mf = mp, etc.
D.  Orchestral articulation similar to choir’s articulation, but may also be shorter.
     VII. Excerpts

The following descriptions include a sound concept and an explanation of how the concept could be executed by string players:

Vivaldi: Gloria


1.  Gloria – ms. 1-18


8th notes: 

Sound – separated, air between the strokes, energized

Execution – quick, light bow strokes, upper-middle part of bow, on the string

16th notes: 

Sound – long, clinging

Execution – quick, weightier strokes, upper-middle part of bow, on the string

7.  Domine Fili unigenite – ms. 1- 50

Dotted 8th-16th figures:

Sound – energized, galloping 

Execution – quick, hooked strokes, upper-middle part, on the string; played like 16th
note-8th rest-16th note; possibly separate bow strokes for experienced players

12.  Cum Sancto Spiritu – ms. 11-36

Long note motif: 

Sound – stressed but separated and transparent

Execution – slightly marcato onset, then less sound – middle of bow, on string

Handel: Messiah


1.  Symphony – ms. 1-38


Dotted quarter-8th figures:

Sound – separated, slightly accented, weighty but not dragging

Execution – hooked, middle and upper part of bow, on the string, weighted; possibly

separate bow strokes for experienced players

Allegro section: 

Sound – energetic, light, separated

Execution: light strokes, short quarters, long clinging 8ths, mostly middle, on string

4.  Chorus: And the glory – ms. 1-18

Quarters, dotted quarter-8th figure: 

Sound – light, separated

Execution – light marcato strokes, middle of bow, on the string, slight stress on down beat (feels like lift)

39.  Chorus: Hallelujah – ms. 1-39


Sound – energized, separated, stressed


Execution – notes light to weighted, separate strokes, middle of bow, on string

Haydn: Creation
14.  Chorus: The heavens are telling – ms. 1-34

Sound – short, busy, energized

Execution – separate 8ths are bounced, lower middle of bow, off the string; slurred 8ths on the string, pairs stressed and separated

26.  Chorus: Achieved is the glorious work – ms. 1-14

Sound – grand, majestic, energized

Execution - short 8ths, off the string; long 16ths on the string, lower middle of bow
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