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ABSTRACT 

 
"He was despised" in writing and performance: 

A study of vocal ornamentation in one aria from Handel's Messiah 
using objective and subjective listening practice 

 
Misoon Ghim Silverberg 

 
Doctor of Musical Arts 

 
Temple University, 2010 

 
Doctoral Advisory Committee Chair:  

Dr. Christine Anderson 
 
 
 
 A two-fold analysis of the vocal ornamentation in Handel’s aria, “He was 

despised” from Messiah, was conducted employing objective and subjective forms of 

listening practice associated with the analysis of recordings methodology.  

 It is this author's hypothesis that prosody, born of the semiotic processes of 

rhythm, pitch and accent, and which is also reflective of the subjective understanding of 

the performer, will be present during the moment of an ornament—if it is present at all in 

any performance. Ornamentation is shown to be an entry into the world of subjectivity in 

Baroque vocal performance practice as well as a window into the oral tradition and the 

primacy of the singer’s expressiveness that relates back to the Italian school to which 

Handel subscribed.  

 The method of study in this monograph consists of examining scholarly writings, 

scores, notations and most importantly, applying listening practice to 38 different 

renditions of “He was despised,” executed by female altos or male countertenors, under 

the direction of various conductors, dating from 1927 through 2006. 

 The first of two listening practices is an analysis of recordings to identify and 

review the nature of the non-notated sung ornaments found in the recordings. The 



iv 
author develops a system of defining and categorizing the types and units of non-

notated, aurally observed vocal ornaments executed in each performance. 

  In the second phase of this study, the author incorporates a postmodern 

philosophical approach and notes her own subjective experiences during the analysis of 

recordings. This phase examines the idea that prosodic elements are associated with 

the subjective experience of emotional meaning, elucidation of text, and illumination of 

subtext in this aria from Handel's Messiah. Results include noteworthy findings about the 

interplay of the singer’s subjectivity with ornamentation in affecting the listener’s 

subjective reaction to the performance (e.g., narrator viewpoint, beautifying versus 

emphasizing subtext).  

 In conclusion, the author explores the relationship between a performer’s 

prosodic and non-prosodic executions of ornamentation and proposes specific 

recommendations to singers who wish to execute ornamentation in a manner that is both 

historically informed as well as prosodically expressive of subtext.  
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CHAPTER 1 

INTRODUCTION TO BAROQUE VOICE PERFORMANCE PRACTICE 

 

1.1 Problem 

 

 The most fundamental problem in Baroque voice performance practice is that 

there is neither an existing human instrument nor voice recording to verify the past 

realities that the singer aims to acknowledge in an historically informed performance. 

However, whereas actual and authentic Baroque instruments created and played during 

that period can be found in many museums and heard today on some concert stages, 

the voices of that time, their owners and the sound which emanated from them are long 

since gone, and can never be retrieved.  

 Because there are no recorded examples of what a Baroque-period singer 

sounded like or what shades or colors the Baroque voice possessed as a musical 

instrument, Baroque performance practice today is a conjectural realization at best.  Or 

is it?  

 Is there a window into the past, through which we can sharpen our historically 

informed Baroque voice performance practice while simultaneously allowing in the 

performer's subjective vibrancy from the present moment? That is the question will be 

explored in this monograph, and to which this author is proposing an answer.  

 It is my proposition that the enlivening characteristics of vocal ornamentation 

provide a window into the past and help realize an historically informed yet emotionally 

compelling and relevant Baroque vocal performance. As a matter of fact, I will go so far 

as to argue that the very presence of vocal ornamentation creates a timeless moment, a 

moment during which the performer is not required to be obedient to the treatises and 
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texts, not tied to the written notation of pitch and meter alone, and can choose to 

transcend time periods by incorporating his or her own immediate and vibrant subjective 

understanding of the music and meaning into the Baroque era piece. Furthermore, I 

propose that when there is a prosodic moment in a performance of George Frederic 

Handel’s aria "He was despised"—a moment that goes beyond mere text and music, 

and speaks a "language beyond language" (Kristeva, 1989, p. 97), it is likely to take 

place during the execution of an ornament. As will be explained later, it is this author's 

hypothesis that prosody, born of the semiotic processes of rhythm, pitch and accent, and 

is reflective of the subjective understanding of the performer, will be present during the 

moment of an ornament if it is present at all in any performance. Ornamentation will be 

shown to be not the only entry into the world of subjectivity in Baroque vocal 

performance practice, but, with regard to the expression of the emotional subtext of "He 

was despised" in particular, it is this author's contention that the ornaments will provide 

an accessible window to the soul of this great aria of suffering and transcendence.  

  

1.2 Method of Approach 

 

 Using a single aria from Handel's Messiah (1868), written in 1741, as the point of 

departure for this discussion, the method of study in this monograph will consist of 

examining scholarly writings, scores, notations and most importantly, listening in an 

exacting manner to many recordings of this aria.  If the hypothesis about ornamentation 

presented in this monograph is correct, this study may provide singers with a key to both 

understanding the past and informing and enlivening their performances in the present 

through their execution of ornaments. 
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 In order to accomplish this study and to reach my conclusions, it was necessary 

to carry out the following tasks: 

 

• review scholarly writing on vocal ornamentation and on Handel's Messiah; 

• review scores and the notations contained in the scores, to develop a system of 

defining, recognizing and categorizing the various types of vocal ornaments used 

in the renditions of this piece under study as there is a lack of definitive writing 

about the clear identification of vocal ornaments, although much has been said to 

define instrumental ornaments;  

• research and gather together a broad sample of recordings of the aria, "He was 

Despised" from Handel's Messiah and to devise and apply a system of analysis 

for defining ornaments to each of those recordings. 

• research previous systems of listening analysis of recordings, and adapt and 

modify those systems to suit the vocal Baroque subject under analysis, which 

means, creating a new system of analysis of ornaments. 

• research previous writings on the topic of subjective listening practice and 

subjectivity in musical meaning. 

• return to listening practice to use the instrument of the author's own subjectivity 

to determine if the moments of prosody occur during an ornament or elsewhere 

in the recorded performances under study, and if there is evidence to support the 

idea that the prosodic elements of pitch, rhythm and accent are associated with 

the subjective experience of emotional meaning, elucidation of text, and 

illumination of subtext in this aria from Handel's Messiah. 

• and, finally, to make an initial foray into interrelating the subjective analysis of 

recordings with the identification of ornaments during the analysis of recordings, 
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and discuss possible recommendations to singers who wish to execute 

ornamentation in a manner that is both historically informed as well as 

prosodically expressive of subtext during this Baroque aria. 

 

 I chose this particular aria from Handel’s Messiah, not only because Messiah is 

one of the most performed and recorded pieces of Baroque music, but because the aria 

under examination, "He was Despised," is a setting of a very emotive text put to a 

similarly moving score. As such, it is an ideal subject to use for this study of 

ornamentation and performance practice. Messiah's libretto was selected by literary 

scholar Charles Jennens from both the Old and New Testaments. Prior to Messiah, 

Jennens had worked with Handel on libretti for other oratorios such as Saul (1738) and 

Belshazzar (1744) (Roberts, 2005, p. 159). 

 Handel's aria "He was Despised" uses these moving Biblical lines as text.: 

"He was despised and rejected of men,  
a man of sorrows and acquainted with grief" (Isaiah 53:3). 
"He gave his back to the smiters, 
and His cheeks to them that plucked off the hair: 
He hid not His face from shame and spitting" (Isaiah 50:6). 

 

 Vocal ornamentation plays a central role in the pedagogy and history of Western 

music voice performance and is important to the communication of musical meaning 

itself. According to Robert Donington (1973), ornaments “were common in medieval 

music, where signs for them existed”  (p. 189) and during the Renaissance, some 

sixteenth century treatises described ornamentation, although in rather vague ways. But 

it was during the Baroque period that ornamentation and the associated ornament signs 

reached fuller development. It is interesting to note that ornamentation, which enhances 

the emotional communication of vocal music, rose at a time that coincided with the 
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increased appearance of the female voice in performances that heralded the beginning 

of what Pier Francesco Tosi called “a more humane age” in music (1986, p. 129). 

 It is the contention of this author, in keeping with Tosi's proclamation of that more 

"humane age" (Tosi, 1986, p. 129) and consistent with the basis of this monograph, that 

some of the highest musical expressions of our humanity are tied to the moments of 

vocal ornamentation and, as such, ornamentation is a legacy of singing's "oral tradition" 

(Taruskin, 1995, p. 179)—a tradition that can be inferred from an analysis of modern 

recordings and that may help to enlighten and enliven our present generation of singers.  

 

 
  



 6 
CHAPTER 2 

APPLIED AND SCHOLARLY BAROQUE ORNAMENTATION RESEARCH 

 

2.1 Status of Related "Applied" Research  

 

 The study proposed in this monograph is an outgrowth of the literature on 

Baroque vocal ornamentation and is especially inspired by three preceding recent 

scholarly works: those of Karen Anne Greunke Brittain (1996), Eitan Ornoy (2006), and 

Dorottya Fabian (2003). But, equally influential in shaping the present study is the 

application of a recent method for scholars of classical music, although a long-standing 

one for ethnomusicologists: the study of voice recordings in addition to the use of texts, 

scores and treatises. This "analysis of recordings" method brings a present vitality along 

with a living breathing remnant of long-past vocal traditions not available with the study 

of texts and scores alone. Like the yeast starter in sourdough bread that reportedly dates 

back to antiquity, isn't it possible that a link to the oral tradition of vocal performance, the 

striving to express emotion through singing and the "Text and Act" of doing so [as 

Richard Taruskin (1995) so nicely puts it in his title] can be heard in modern recordings 

along with in-the-moment elements of the performer’s own subjective interpretation? 

 Brittain (1996) described an historically sensitive method designed to help 

singers to ornament Handel's arias based on her understanding of stylistically 

appropriate "Handelian ornamentation techniques," (p.4) and focuses on the style of 

Handel’s ornamentation for opera, oratorio, and cantata. Her D.M.A. dissertation, “A 

Performer’s Guide to Baroque Vocal Ornamentation As Applied To Selected Works of 

George Friderick Handel” is a practical resource for “stylistically appropriate information 

concerning ornamentation in Handel’s solo vocal works" (Brittain, p.1). In her 
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monograph, Brittain describes the types and history of ornaments that were documented 

in the eighteenth century, and shows the written ornaments that she added to some of 

Handel’s solo voice works. 

 But, what is striking in my opinion, is Fabian's (2003) leap ahead in studying 

ornamentation technique through her recent "analysis of recordings" method of 

examining Baroque ornamentation. That method inspired the listening analysis of 

recordings method that is employed in this monograph.  

 Approaching her listening method from the perspective of a musicologist, Fabian 

adapted a recording analysis approach that was pioneered in the late twentieth century 

by ethnomusicologists and applied her adapted method to Baroque music. Fabian’s goal 

was to analyze performances of Bach by listening to sound recordings made between 

1945 and 1975.  Her analysis of listening entailed studying the detailed criteria of 

performances in regard to their various aspects—voices, size of ensembles, balance, 

tempo, dynamics, ornamentation, rhythm, and articulation. Fabian noted and examined 

details of each of these aspects of performance. Her interpretation of the results led her 

to conclude that historically informed performance of Baroque music allows individual 

performers to utilize their own vibrant feeling and their own analysis of the Baroque 

composer’s intention. She contrasts this with a more standard performance approach 

that would not include as much personal feeling and would apply strict rules of Baroque 

performance.  

 Though Fabian (2003) included the use of ornaments as one of the elements in 

expressing an individual performer’s own vibrancy, she did not particularly emphasize 

the importance of ornamentation amongst the various elements she identified in the 

“baroque style” (p. 52). In this monograph, and contrast to Fabian, I will argue that 

ornamentation is a key element, possibly the key element, in both opening the door to 
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historical elements about a piece and its performance while also providing the 

opportunity for the artist's own subjective emotional contribution to the performance. It 

will further be argued that such an approach of combining the score with ornaments and 

emotion regarding the aria under study is very much an expression of Handel's ideas 

including his high regard for the Italian style of singing. After all, as I will point out later in 

this paper, Handel's choice for the alto who sang "He was despised" in the original 

performances of Messiah, had such an effect upon the audience that it was noted that 

she elicited "the tears of the audience" (Myers, 1948, p.99) during her performance of 

that aria. 

 In addition to being a frontrunner in the analysis of recordings method, Fabian 

(2003) contributed to the movement away from "authentic" performance and towards 

"Historically Informed Performance" (HIP). Fabian (2003) clearly saw the mission of 

musician-scholars of our time to set out to “trace the twentieth-century history of the 

gathering of lost knowledge about Baroque ornamentation and dispute 

recommendations in relation to specific graces as musicological understanding 

developed during the designated period of 1945-75” (p.135).  

 According to Fabian (2003), the principal value of placing ornamentation in music 

is to show emotion or “improvisatory-expression” and to convey the emotion's 

“spontaneous character” (p. 139) through “rhythmic freedom” (p. 193). She criticized 

those musicologists who 

...believe that being true to the score is the same as being true to the 
composition, for scores are just as imperfect in terms of pitch, duration, 
and tempo and do not display the spirit of the music.…it is not the score 
that is the work but what is behind the notes; the musical sense is the 
work (pp. 4-5). 
 

 The correct usage of historical treatises is, according to Fabian, when the 

performer uses them as a reference and not as a dependant source. In contrast to an 
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approach of strict or even mechanical obedience to rules of Baroque performance, she 

emphasizes that historically informed performance of Baroque music allows an individual 

performer’s own vibrant feeling and fosters an analysis of the Baroque composer’s 

intention.  

 Fabian's (2003) sentiments can be seen as a modern-day reflection of Tosi's 

(1986) writing on ornaments published in 1723, wherein he suggests that the execution 

of an appoggiatura is recommended without written signs on the score by a singer or 

others. Tosi "insists that the composer should not even use signs to indicate these 

ornaments since… this would detract from the feeling of improvisation” (Smiles, 1976, 

p.44). This idea of the enlivening effect of ornamentation is consistent with the sensibility 

of the Italian unwritten ornamentation tradition to which Handel subscribed, and, 

moreover, it plays a central role in the arguments I will soon make in this monograph. 

 Ornoy's (2006) article, “Between theory and practice: comparative study of early 

music performances” is another key example of listening practice applied to recordings. 

Ornoy conducted a detailed and painstaking analysis of pitch, intonation and 

temperament, tempo, rhythmic interpretation, and ornamentation. He looked at 

performances that were identified as historically informed and, using detailed criteria, 

compared these with performances identified as mainstream.  

 A melograph was used to analyze pitch, intonation and temperament. 

“Meticulous auditory examination” (Ornoy, 2006, p. 234) was used to analyze tempo, 

rhythmic interpretation and ornamentation. He found that there were noticeable 

differences in “diachronic changes in performance practice, practice conventions and 

canonical authorities” (Ornoy, p. 234). Ornoy argued that this is because HIP performers 

were influenced by the opinions of Baroque music scholars, whereas mainstream 

performers did not “connect” to the early music movement agenda (p. 234). 
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 Ornoy (2006) describes a “a multitude of performance parameters which had 

been lost….” (p. 233).  For example, among the lost factors were the usage of period 

instruments, reading written comments by performers and theorists, the use of 

improvisation, and rhythmic interpretation of the notation.  

 In addition to the analysis of recordings, Ornoy (2006) surveyed many 

“performance parameters” and the performers' “attitude and choices made in practice" 

(p. 233).  His "parameters" included the use of critical editions, period instruments, as 

well as original pitch and temperament. He also looked at the attitudes and thoughts of 

contemporary early music performers and conducted a survey to gather information. The 

extensive survey was done through interviews and a questionnaire sent to performers 

worldwide. As a result, Ornoy found out that the major attitude among the surveyed 

performers showed them to be "traditional" (p. 233) in their thoughts that the wisdom of 

the performance came from historical treatises and the usage of period instruments. He 

additionally discovered that the performers generally felt that the “use of intonation and 

temperament relevant to the historical period performed" (Ornoy, p. 233) was important. 

Yet when it came to his study of performances, he did not systematically find that the 

HIP and mainstream groups always differed clearly in matters of intonation, 

ornamentation, and tempo in Early Music performance. 

 Ornoy (2006) conducted a “comparative analysis of a selection of recorded 

performances of Baroque compositions, made by prominent early music performers of 

different periods" (p. 234), and looked at the differences in performances over time. In 

looking at orchestral ornamentation, Ornoy noted some evidence of a relationship 

between the date of a recorded performance and the number and types of ornaments 

found in the performance. The later the performance, it seemed, the more and more 
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types of ornaments were performed. Ornoy attributes this to the influence of scholars, 

early music players, and audience expectations as the HIP movement progressed. 

 In his ornamentation analysis, Ornoy (2006) examined all ornaments used in 

each piece, especially the type and manner of trills and mordents, and he focused his 

observations on the written symbols in the original score. Since Ornoy was analyzing 

Bach, however, his conclusions may not be representative of the entire portfolio of 

Baroque music. This is an especially important point when it comes to looking at vocal 

ornamentation, since Bach’s instrumental music, in the case of the music that Ornoy 

analyzed, indicated the sign for ornaments in the score, whereas in Handel’s vocal 

music, there is generally no sign for the placement of vocal ornamentation. 

 Therefore, upon my review and analysis of related previous research, it became 

clear that to further deepen our understanding of ornaments when looking at vocal 

performance, and of a vocal performance of Handel in particular, a clear system of 

identifying the ornaments needed to be set forth. It is just such a clear system that I 

strive to present in the upcoming chapters. Furthermore, in looking at the methods for 

studying ornaments that were employed in previous research, it became clear to me that 

a next step in the analysis of ornaments requires that we go beyond looking at the 

performance of ornaments that were already present in the written score. Instead it is 

essential that analysis of ornaments moves toward incorporating an analysis of 

recording method of identifying all ornaments that were executed in the performance—

whether written into the score or not.  That is the direction I chose in my method of 

analysis later in this monograph of the ornaments in "He was despised." 
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2.2 Scholarly Resources on Baroque and Handelian Ornamentation 

 

 One window into the vocal ornamentation of Handel's time is Tosi’s 1723 treatise, 

Opinioni de' cantori antichi e moderni, o sieno osservazioni sopra il canto figurato, the 

most influential vocal arts writing of the entire Baroque period. Joan Smiles (1976) stated 

that:  

The most comprehensive statement of the Italian practice is contained in 
Tosi's Opinioni de'cantori antichi e moderni, o sieno Osservazioni sopra il 
canto figurato, which although written in the early part of the century must 
be considered authoritative for the entire eighteenth century (p. 15).  
 

According to Smiles, because Tosi's treatise was translated into Dutch, English and 

German, vocalists and instrumentalists across Europe followed his Italian style as the 

supreme "authority" (p.43). 

 Tosi, who was a castrato and a renowned voice teacher, provided direction for 

the art of singing on the basis of wisdom from his experience as a performer and through 

his observations of other successful singers at that time. Though no musical examples 

are provided in his work, he provides great philosophical and pedagogical input and 

discusses ornamentation at length. Tosi believed that the ability to ornament was the 

true measure of a singer. He was particularly interested in ornaments called "graces" or 

the small ornaments such as the trill, appoggiatura, and mordents. According to Tosi 

(1986), any singer who "lacks this grace...or has it imperfectly will never be a great 

singer, let his knowledge be ever so great" (p. 111). 

 In the time of Handel and Tosi, da capo arias (such as "He was despised") were 

the pieces for which audiences waited with delight and anticipation. Handel, who 

ascribed to this Italian school, therefore expected his singers to embellish, improvise and 

ornament spontaneously during a performance. The da capo section of an aria was the 
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place targeted for such ornamentation. While indicating that the A section of an aria 

should be sung as written, wIth regard to the da capo, Tosi wrote that the singer who 

"does not vary [ornament] it [da capo] for the better is no great Master" (Tosi, 1986, p. 

60). The ornamented da capo served to display the singer's artistry and provided the 

singer with a chance to convey to the audience his or her interpretation of the deeper 

meaning of the music. So common was such improvised ornamentation in da capo 

sections of arias that Tosi went so far as to caution singers of his day not to overdo it 

and to attempt to ornament tastefully rather than excessively. These sentiments, 

cautioning the dangers of excess, were echoed in regard to today's Handel singers, in a 

more recent critique of singers in Handel operas (Dean & Knapp, 1995). 

 Evidence of Handel's ornamented arias are, for the most part, as irretrievable as 

the voices that sang them long ago, and very few notated ornamented arias in autograph 

survive (Hall & Hall, 1957, p. 31). Still, Handel did leave some written evidence that 

supports the idea that he was an advocate of the Italian school. James and Martin Hall 

(1957) note that there are some manuscripts of arias from Handel’s opera Ottone (“Alla 

fama,” “Affanni del pensier,” and “Benchè mi sia crudele”) and one from his opera 

Amadigi di Gaula that show notations for ornamentation in the da capo section written in 

Handel's own hand. Whether these were written for the benefit of singers from other 

schools of training or for a singer who was otherwise unfamiliar with such improvised 

artistry, the fact remains that Handel himself wrote out ornaments in the da capo section. 

 The Italian school became synonymous with artistic heights of expression and 

ornamentation and was the most advanced among European schools of vocal music. In 

the German, French and English schools of voice training, notated ornamentation could 

be found on scores in an attempt to capture what Tosi's Italian school colleagues and 

students were creating through vocal training and improvisation.  
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  German treatises like Johann Adam Hiller’s 1774 Anweisung zum musikalisch-

zierlichen Gesang (Treatise on Vocal Performance and ornamentation) (Hiller, 2001) 

and Friedrich Agricola’s 1757 Anleitung zur Singkunst (Introduction to the Art of Singing) 

(Agricola, 1995) were either direct translations of or were strongly influenced by Tosi’s 

treatise. In documenting Tosi's ideas a step further these works also contained musical 

notations.  According to Suzanne Beicken (2001), “Hiller’s goal was to educate German 

singers in the elaborate traditions of vocal art emulating the superior achievements of 

the Italians” (p.1).  And according to Charles Burney (1957): 

In 1757, Agricola the composer to the King of Prussia published an 
excellent translation of Tosi's treatise, with additions and notes. This is 
still regarded as the best book on the subject in German, as Tosi's 
original is in Italian (p. 950). 

 
  Without Edward Foreman, a contemporary scholar of historical Italian vocal 

pedagogy, who translated into English and published many Italian vocal treatises, much 

of the modern day research regarding Baroque vocal music, including this present 

monograph, would not have been possible. In his book, The Art of Bel Canto in the 

Italian Baroque (Foreman, 2006), he included translations of Italian vocal writings 

spanning the years from 1592 to 1862 including works by Francesco Maffei, Lodovico 

Zacconi, Nicola Conforto, Giovanni Battista Bovicelli, Tosi, Francesco Mancini, Giuseppe 

Aprile and Anna Maria Pellegrini Celoni, and transcriptions of Domenico Corri and Isaac 

Nathan. The Art of Bel Canto in the Italian Baroque is compiled according to each type 

of ornament.  For instance, under the title “Specific Ornaments" (Foreman, 2006, p. 

283), Foreman refers to the commentaries of Tosi, Mancini, Celoni, and Corri. According 

to Richard Wistreich (2007), Foreman's insistence that “reading the treatises is an 

important part of developing historically informed performance, the English-speaking 
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singing community owes Edward Foreman a debt of thanks for making the materials 

available” (p. 458). 

 Handel scholar, Winton Dean (1976) published Handel’s manuscript of Three 

Ornamented Arias from Ottone (1723), one of the rare works that examined Handel's 

own ornamentation style.  German Scholar, Hellmuth Christian Wolff (1972) also 

published Handel’s few ornamented arias mentioned earlier in this monograph, but 

transcribed them in a slightly different way than Dean with regard to notes and rhythm. 

According to Brittain (1996): 

Dean’s edition provides no text setting for the embellished line, but rather 
prints the embellishing notes and passages directly above the original 
melodic line. Wolff’s edition prints both lines in full (ornamented and 
unornamented), each with text setting... Dean is a noted Handel scholar 
and appears to be have less editorial manipulation than that of Wolff (pp. 
83-84). 
 

An interesting point over which Dean and Wolff differ is the question of whether the 

performer or the composer should be credited with authorship of the ornamentation. 

Wolff considers the castrato Gaetano Guadagni as the author of the ornaments, 

whereas Dean supports the authorship of Handel. 

 In preparation for the listening practice study conducted in this monograph that 

appears in the upcoming chapters, it was necessary for me to settle upon a complete 

and consistent system for defining and recognizing the various types of Baroque vocal 

ornamentation. In order to best research and prepare a dictionary of ornaments that will 

be precise and applicable in differentiating the embellishments found in "He was 

despised," I designed a manual that is based upon a combination of the definitions found 

in the several monumental books on Baroque ornamentation that were published during 

the last century. This manual can be found in a later chapter of this monograph. The 

scholarly works upon which my manual is based are those of Arnold Dolmetsch (1946), 
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Putnam Aldrich (1942), Frederick Neumann (1983, 1993), and especially the work of 

Donington (1973, 1982). 

 To arrive at the exact definitions of vocal ornaments proposed later in this 

monograph, it was important to take into account different perspectives on 

ornamentation. For instance, Neumann (1989) presents a viewpoint that differs from 

Donington’s, and gives more credit to the performer's freedom of interpretation of the old 

music by suggesting that: 

The aim of being true to the creative will of an old master is the focus of 
the young discipline of performance practice that set out to find out how 
composers wished their music to be rendered, and therewith to provide 
advice and direction to today’s performers (p. 18). 

 
Donington (1973), however, suggests that performance practice solutions can be best 

found by relying on textural scholarship. Donington posited that: 

It is because baroque composers did not spell it all out in notation, and 
because we have no unbroken tradition of how it used to be bodied out in 
performance, that we have to dig some of it out again now with the tools 
of modern scholarship (p. 15). 
 

 Regarding ornamentation, Neumann’s (1989) performance practice approach 

guides the singer with "greater sensitivity" (p. 18) in dealing with the subject of the 

ornament table and writings on ornamentation. In order to avoid the pitfall of 

oversimplification, and to allow the singer more expressive freedom, Neumann (1967) 

recommends the use of ornamentation charts only for the purpose of “presentation of 

rough outlines” and “memory aids,” but not to use as “exact designs” and “definite 

models” (p. 323).  

 A final area of research that serves to underscore the importance of my 

contentions about ornamentation as an enlivening element to the performance of 

Baroque music that is a living window into the oral tradition of voice pedagogy, is 

discussed by Robert Toft (2000) in Heart to Heart: Expressive Singing in England 1780-
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1830. Toft focused his view of Baroque ornamentation on the means of expressive 

device rather than stylistic device in ornamentation. In his book, ornaments are not 

viewed as a mandatory accessory simply to comply with the quest for Baroque 

authenticity, but instead as the sincere means of emotional expression to convey the 

feeling of the piece to the audience. Toft provides music examples for the ornaments 

along with the texts, and this differentiates his work from the majority of authors of 

scholarly books on ornaments. Most notably, Toft emphasizes the importance of the oral 

tradition of ornaments and voice pedagogy in the Baroque music period in England that 

reflected the traditions of voice teachers such as Corri, Gasparo Pacchierotti and Nicola 

Porpora who established the "messa di voce" singing technique. 

 Although Toft’s (2000) book traces the history of expressive singing from 1780-

1830, it should be here noted that the oral tradition to which he refers is traced to the 

eighteenth century. “Domenico Corri (1746-1825), for instance, transmitted the teachings 

of Nicola Porpora (1686-1768) to a younger generation of musicians, most notably Isaac 

Nathan (1790-1864), and Manuel Garcia (1805-1906)…” (Toft, p. xiii). 

 As an additional note, the matter of ornamentation as improvisation is discussed 

in a doctoral dissertation by Smiles (1976) who collected documentation of improvised 

ornamentation in Europe from the mid- and late- eighteenth century. While Smiles' paper 

is not a manual about ornamenting period music, it is a general investigation of the 

treatises that points out the important element missing from much of the scholarly 

work—the "unwritten tradition" (p. 177). Smiles’ article, “Directions for Improvised 

Ornamentation in Italian Method Books of the Late Eighteenth Century” emphasized her 

research on the Italian method in the late eighteenth century with regard to the unwritten 

tradition. Her work returns us to the idea that composers who subscribed to this Italian 

vocal tradition, such as Handel, were not only advocates of the performer's freedom to 
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improvise but expected singers to improvise and ornament in order to "complete" (p. 49) 

the composer’s work and bring to fruition its art.
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CHAPTER 3 

BACKGROUND OF “HE WAS DESPISED” 

 

3.1. Messiah by Handel: Review of Scores and Notations  

  

 The investigation of ornaments in Handel's music begins here with the various 

versions of scores for Messiah, which appear in one of two forms. The first is in the form 

of a “copy” (Tobin, 1969, p.1) that was thought by scholars to have been hand copied 

from one of Handel's manuscripts and the second is in the form of a “publication” (Tobin, 

1969, p.11) that was printed as a published edition. See Table 3.1.1 for a list of copies, 

versions and printed editions of Messiah. 

 Even though Handel subscribed to the Italian school in regards to ornamentation, 

Jacob Maurice Coopersmith (1947), Watkins Shaw (1965), John Tobin (1969), Peter 

Wishart (1974) as well as Ott and Ott (1997) have all published scores of "He was 

despised" that include written ornamentation. Coopersmith claimed that his edition, 

otherwise known as the "Goldschmidt Score" (Tobin, 1969, p.101) is based upon 

Handel's direct dictation that was taken down in writing by Handel's friend and 

amanuensis J. Christopher Smith (Coopersmith, 1947, p. iv). In his book, Handel’s 

Messiah, Tobin (1969) includes his own ornamented edition of the da capo from “He was 

despised" (p.102-5), which he states "is based largely upon that in the Goldschmidt 

score (p. 101).  

 Still, there is little in the way of documented vocal ornamentation for "He was 

despised," and, according to Tobin (1969): 
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With the exception of Arnold’s, practically all the editions issued within a 
hundred years of Handel’s death contain the minimum of 
ornamentation—just some instrumental trills on the penultimate note in 
transitional and final cadences in addition to those ornaments written by 
Handel. There is almost no additional vocal ornamentation (p. 31). 

 

Table 3.1.1 Versions/Copies and Printed Editions of Messiah 

1. “The Source Manuscript” (Tobin, 1969, p.1): 
 
1741 “The Autograph Score” 
1742 Dublin Version, “The Tenbury-Dublin Copy,” Premier  
1743 London Version 
1749 London, Covent Garden Version 
1750 Foundling Hospital Version “The Foundling Copy” 
1751 London, The Foundling Hospital Version “Other Foundling Manuscript” 
1752 London, Covent Garden, Foundling Hospital Version 
1754 London, The Foundling Hospital Version 
 
2. The copies that have unclear dates due to the shifting of ownership: 
 
The Hamburg Copy 
The Granville Copy 
The Newman Flower Collection 
The March-Matthews Copy 
The Townley Hall Copy 
The Mann ‘Dublin’ Copy 
The British Museum RM 18.e.2 and RM 18.b.10 Copies 
The Barrett-Lennard Copy  
The Rowe Copy 
The Goldschmidt Copy 
The Needler Copy 
The Barclay Squire Aylesford Copy 
A Contemporary Eighteenth-Century Manuscript, Harpsichord Part 
The Gerald Coke Copy 
The Sterndale Bennett Copy 
 
3. “The Printed Editions” (Tobin, 1969, p. 11) 
 
Full Scores 
Messiah (1767)  Randall and Abel (ed.) 
Messiah (1785)  Wright (ed.) 
Messiah (1788)  Mozart (ed.) 
Messiah (1789)  Arnold (ed.) 
Various Messiah (1809-1835) Clarke (ed.) 
Messiah (1831)  Goulding and D’Almaine (ed.) 
Messiah (1850)  Rimbault (ed.) 
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 With regard to ornamentation, John Spitzer (1988) stated that:  
 

It is clear that singers and instrumentalists did add improvised 
ornamentation to Handel’s music during his lifetime—sometimes in 
performances under his direction. This is borne out first by contemporary 
observers like Burney and also by written-out ornamentation for Handel 
arias that has been transmitted from the 18th century. Ornamented 
versions have been preserved of arias from Amadigi, Floridante, Rinaldo, 
Messiah, Radamisto and Ottone (p. 520). 

 

Dean (1976) stated that the Ottone embellishments were written into the score by 

Handel, perhaps to accommodate "an English substitute, no Italian would need it" (p. 5). 

 

3.2 Redisposition and the many different "copies" of Messiah 

 

 The fact that many different "copies" of Messiah appeared during Handel’s time 

reveals something about the nature of vocal music and the need for score adaptation to 

accommodate different solo voice types. The process of adapting scores to fit a different 

voice type or different singer than was originally envisioned is called “redisposition” 

(Coopersmith, 1947, p.3). In fact, it is possible, even likely, that these are not "copies" of 

the score at all, but are instead stand-alone individualized and customized versions of 

the score designed for a particular performance and the better term would be "version," 

not copy. 

 Adjusting the range of the music to the available voice from one performance to 

another performance is sometimes an unavoidable and inconvenient part of the nature in 

vocal music entailing a “reworking of the musical structure to accommodate a 

redisposition of the voices” (Coopersmith, 1947, p.3).  The nature of the voice 

performance endeavor is that the music itself has to be flexible enough to 

“accommodate” (p. 3) the instrument of the performing singer's voice.  
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 This perspective is quite a different understanding from the point of view that is 

required in instrumental music performance where a Stradavarius violin, for instance, is 

just as likely to follow the written line as a Guarnarius del Gesu without requiring any 

special accommodation. Such accommodation and its association to the Italian school 

was the subject of a ridiculing quote by Christoph Willibald Gluck (as cited in Einstein, 

1964) who stated: 

When I undertook to write the music for Alceste, I resolved to divest it 
entirely of all those abuses [accommodations], introduced into it either by 
the mistaken vanity of singers or by the too great complaisance of 
composers, which have so long disfigured Italian opera and made of the 
most splendid and most beautiful of spectacles the most ridiculous and 
wearisome (p. 99). 
 

 In spite of Gluck's objections, in performance practice with singers, a sense of 

flexibility may be required, and it is the process to “accommodate” (Coopersmith, 1947, 

p.3) during Handel’s time, which led to the creation of many versions. To say that there 

is an authentic version is to imply that the music that fitted only one specific singer was 

the "authentic" one, whereas an informed understanding of the facts may show that what 

is authentic is to "mutually" accommodate between singer and score. As a matter of fact, 

it could be argued that the composer's intention in a performance of "He was despised" 

was to create a listening experience that would “penetrate the heart” (Burney, 1785, pp. 

26-27) as will be discussed later in this monograph. 

 We tend to think of scholarly research into historical versions of scores as the 

process of discovering some sort of immutable and definitive meaning about the music. 

Yet, sometimes, as seems to be the case with these Handel scores, the opposite is 

discovered. Rather than finding a lesson in "the right way" to perform the piece from an 

historically informed point of view, we find a variety of "right ways," each one suited to an 

intended performer. So, instead of finding a definitive historical guide in the many 
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versions of Messiah, we discover the historical truth of a vibrant, fluid and interactive 

relationship that existed between composer, score and singer. 

 In applying Coopersmith’s (1947) notion of “redisposition” (p. 3) to Messiah, I 

hold to the view that the various Messiah scores are not so much different "copies" of 

the music, but are instead different customized and redisposed fittings of the music to 

accommodate certain specific performers. I believe this supports my contention that, as 

we look into becoming historically informed regarding Handel and his music, we move 

towards reclaiming the importance of the singer’s unique contribution and the long-

standing oral tradition. The singer not only served the music and the composer, but the 

composer and the music also served and accommodated the singer.  

 

3.3 Early Performances of “He was despised” from Messiah 

 

 The first alto soloist to perform “He was despised” was Susannah Maria Arne 

Cibber, a British actress.  Cibber sang in both the 1742 Dublin and 1743 London Covent 

Garden performances of Messiah. Not known as a singer, Cibber had a reputation as 

“London’s most accomplished tragic actress” (Myers, 1948, p.100). This casting was 

quite unusual because to be hired as an oratorio singer, just as at present, a trained 

musical background was required. But Handel seemed to forgive Cibber for what she 

lacked as a musician in favor of his fondness for what she brought as an actress who 

could communicate with the audience with "natural pathos" (Burney, 1785, p. 26-7). 

Burney noted that Handel "was very fond of Mrs Cibber, whose voice and manners had 

softened his severity for her want of musical knowledge” (p. 35). So moving was her 

performance of "He was despised" that some in the audience were driven to sob.  
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According to Robert Manson Myers, Handel composed "He was Despised” "expressly to 

suit the limited range of Mrs. Cibber’s voice" (Myers, 1948, p.100). Although reviews did 

not mention Cibber's ornamentation, if any, during the performances, Burney (1785), in 

reviewing her aria stated that:  

In a manner so truly touching to an Englishman, as by Mrs. Cibber, for 
whom it was originally composed; and whose voice, though a mere 
thread, and knowledge of music, inconsiderably; yet, by a natural pathos, 
and perfect conception of the words, she often penetrated the heart, 
when others, with infinitely greater voice and skill, could only reach the 
ear (pp. 26-27). 
 

 Others suggested that Cibber’s emotional intensity produced an indescribable 

sadness in her singing” (Myers, 1948, p.99-100), that she had "brought the audience to 

tears" (Barber, 1994, p.49), and Sheridan's (1756) review stated that:  

No person of sensibility, who has had the good fortune to hear Mrs. 
Cibber sing in the oratorio of Messiah, will find it very difficult to give credit 
to accounts of the most wonderful effects extraordinary powers of voice 
(whereof she has but a very moderate share) nor to a greater degree of 
skill in music (wherein many of the Italians must be allowed to exceed 
her) that she owed her excellence, but to expression only; her 
acknowledged superiority in which could proceed from nothing but skill in 
her profession (p. 306).  
 

 Reflective of the soloist's dramatic effect upon the audience was a comment from 

a pastor who attended Cibber's performance: 

 
From the depths of her tragic (and notorious) life she sang this famous 
aria with such tender grief that during the first performance the Reverend 
Patrick Delany found himself enthralled beyond his usual discretion by the 
pathetic beauty of her voice. Despite his old-fashioned prejudice against 
public singers, that worthy divine so far forgot himself (and his Bible) that 
at the close of Mrs. Cibber’s aria he rose in his place and in an audible 
voice solemnly addressed that not altogether immaculate lady: “Woman, 
for this be all thy sins forgiven thee!” (Myers, 1948, p. 100). 
 

 Although Cibber's performance may have been unusual and unusually touching, 

in general, emotional communication with the audience was expected of singers who 

were to use spontaneous ornamentation on stage. For instance, one of Handel’s favorite 
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castrati was Francesco Bernardi, known by the stage name of Senesino. A review of one 

of Senesino’s performances noted that “Senesino… brought out the essential ornaments 

with the greatest fitness” (Quantz, as cited in Nettle, 1951, p. 292). Senesino had a 

reputation for applying ornamentation in a genuine manner, rather than as a showman. 

On the other hand, Carlo Maria Broschi, a contemporary of Senesino, was a castrato 

known by the stage name Farinelli who employed a very elaborate bravura style. This is 

exemplified by the ornaments he applied in "Quell'usignolo" from Geminiano 

Giacomelli's Merope, written in 1734, as seen in the music example below (Donington, 

1974, p. 175).  

 

Example 3-3-1 Farinelli's bravura style ornamentation (in "Quell'usignolo," mm. 

57-58. from Giacomelli's Merope) 

 

 Senesino, who was favored by Handel, displayed a more natural and genuine 

style of vocal ornamentation. In contrast, Farinelli, with his bravura style, was hired only 
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once by Handel and never hired again. Quantz’ review (as cited in Nettle, 1951) 

explains:  

Senesino had a well-carrying, clear, even, and pleasantly low soprano 
voice (mezzo-soprano), a pure intonation and a beautiful trillo. He rarely 
sang above the fifth line ‘f.’ His way of singing was masterful, and his 
execution perfect. He did not overload the slow movements with arbitrary 
ornamentation, but brought out the essential ornaments with the greatest 
fitness. He sang an allegro with fire, and he knew how to thrust out the 
running passages with his chest with some speed. His figure was quite 
favorable for the theatre, and his acting was quite natural (p. 292). 

 

 

3.4 Three Ornamented Arias by Handel  

 

 A window of insight into Handel's ornamentation may be found In Dean’s G.F. 

Handel: Three Ornamented Arias (1976), a rare document of Handel’s autograph of 

notated ornamentation. The autograph was created due to the “illness” (Burney, 1957, p. 

747) of the Italian singers, Francesca Cuzzoni during a performance of Handel's opera 

Ottone. Cuzzoni's illness resulted in the substitution of an English singer in her place. 

The substitute, “presumably for a contralto, possibly English, who was not well versed in 

the Italian style of ornamentation” (Brittain, 1996, p.84) led Handel to write the notated 

ornaments. Handel, who believed in the Italian unwritten ornamentation tradition, would 

not have left any evidence of hand-written ornaments without the intervention of such 

urgent circumstances. These three ornamented arias are very important documents that 

can be drawn upon to help modern day performers understand what Handel may have 

intended with regard to embellishment. 

 The number of ornaments in these autographs of opera arias was substantial. 

For instance in the aria "Affanni del pensier,” there are thirty ornaments added by 

Handel. However, as noted by Brittain (1996), it is important to keep in mind that the 
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sheer quantity of ornaments would be higher in an opera, and slightly less in an oratorio 

aria such as "He was despised." Brittain noted that there was “considerable 

embellishment” (p 82) in the three operatic arias, but that they are added in such a way 

that the sounds naturally flow, they add fluidity and integrity, and do not seem at 

overloaded or artificial. Brittan describes this as a, “free-sounding nature of the 

ornaments when sung” (p.89-90).  

 In studying the autographs of opera arias in regards to ornaments, I believe that 

there are 5 important points: 

1. Frequent usage of the division group;  

2. Wide leap ornaments in division;  

3. The length of ornaments; 

4. Ornaments returning to the original note; and, 

5. Ornaments starting on the original note. 

 

 In examining Handel’s autograph of three opera arias (Dean, 1976), it is clear 

that the division group is frequently applied. These divisions can be recognized as small 

beautiful melodies that reflect the main melodies, flow naturally, and fit into the piece as 

a whole. 

 In "Affanni del pensier” from Ottone, as shown in Example 3-4-1 (Dean, 1976, p. 

3), the original melody (b) is given to a simple melody line. But the ornamented melody 

(a) is beautified with changing notes ornamentation on the accented syllable of "pa-." 

The issue of placement of the ornamentation is important. Such placement relates to the 

text setting—which is a reflection of the natural flow or intonation of a word. In this case 

the ornament is placed so that it follows the natural accented syllable in the Italian word 

pace. 
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Example 3-4-1 Changing notes ornamentation (from "Affanni del pensier," m. 10, 

in Handel's Ottone) 

  

 

In the example above, the singer repeats the vowel "a" of the syllable "pa-" four times on 

the four different notes, d” c” b’ a-flat’, instead of only upon the one original note of f’. 

This division provides the singer with an opportunity to reinforce the importance of the 

emotional meaning of "pace" by repeating the vowel on four different notes. 

  

 Handel's autograph use of the division group appears both on the accented 

syllable, a placement in which he seemed steadfast throughout the three autograph 

arias, and fills in the interval between two original notes. For instance, Example 3-4-2, 

also from "Affanni del pensier" (Dean, 1976, p. 4), shows a division that fills the gap 

between two original notes, c” on the word "poi," and e flat’ on the syllable "tor-." The 

interval between the two notes is a major sixth.  
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Example 3-4-2 Division that fills the gap between two original notes (from "Affanni 

del pensier," m. 12, in Ottone) 

 

 In Handel's autograph we can also find many examples of wide leaps within the 

ornaments. For instance, the following ornamented example in "Affanni del pensier” 

(Dean, 1976, p. 4) contains a dramatic minor ninth that jumps from d’ to e-flat”.  

 
Example 3-4-3 A wide leap ornament (in "Affanni del pensier", m. 16, from Ottone) 

 

 

 
Another example of Handel's wide leap ornaments in "Benche mia sia crudele" from 

Ottone can be seen in Example 3-4-4 below (Dean, 1976, p. 18), between two syllables, 

"sa" and "rà" in the word "sarà" (which means "to be"). Here the ornamentation boldly 

drops one octave from f” to f’. 
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Example 3-4-4 Another wide leap ornament (from "Benchè mi sia crudele," mm. 

38-39, in Ottone) 

 

 

 

 With regard to length, ornaments in Handel's autograph do not extend beyond 

the length of the original beat nor do they shrink to less than the length of the original 

beat. The length of Handel's divisions remains the same length as the length of the each 

original note as can also be seen in the previous Example 3-4-4. 

 After all of Handel's free sounding and lengthy ornaments, the ornamented 

melody inevitably joins the original melody and returns to the original note at the end of 

each division. For instance, in the autograph of the aria "Affanni del pensier," as seen in 

Example 3-4-5 (Dean, 1976, p. 5), the extensive division on the syllable "na-," from the 

word "tornate" (which means "return" in English) returns to the original note g’ on the 

syllable "te." After embarking on the long journey of such a division, the ornament then 

returns to the original note. Brittain (1996) aptly states that it departs on this division “yet 

swiftly returning within the original melodic framework” (p.87). 
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Example 3-4-5 Return to the original note (from "Affanni del pensier," mm. 21-22, 

in Ottone) 

 

Interestingly, even when ornamenting above the beat where a rest exists in the original, 

Handel returns to the original note in that the following division starts on the original 

note. In the following Example 3-4-6 from "Benchè mi sia crudele" (Dean, 1976, p. 19) 

the division on the syllable "no" continues to the end of the bar, and then returns to the 

original note upon beginning the division on the syllable "non" starts on the same note of 

a’.  

 
 
Example 3-4-6 Another return to the original note (from "Benchè mi sia crudele," 

mm. 70-71, in Ottone) 
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 For the most part, Handel's ornaments start on the original note, but there are 

exceptions found in this autograph.  Ornaments are seen to start on a note other than 

the original note only on weak beats such as on the second or on later beats in a 

measure, or upon weak syllables and unaccented syllables.  

 In the above Example 3-4-6, the same starting note a’ is shown clearly in both 

the ornamented and original versions. The first note of the long division in the 

ornamented version and the original note in the original version are the same—as is 

usually the case in a division.  

 However, in Example 3-4-7 below (Dean, 1976, p. 4), we see Handel's use of a 

starting note in the ornament that differs from the original when the ornament is on a 

weak or unaccented syllable. When looking at the ornamented and original versions, 

different starting notes appear on the syllable "tor-"— c” in the original and e-flat” in the 

ornamented version. The explanation is due to the text setting of the Italian word tornate, 

which has an accent on the syllable "na-," while the syllable "tor-" is unaccented. 

 
 
Example 3-4-7 Ornament on a weak or unaccented syllable (from "Affanni del 

pensier," m. 17, in Ottone) 
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 Handel’s own vocal ornamentation in operatic arias differs from the vocal 

ornamentation in the oratorio aria on the recordings of this study. Possibly due to the fact 

that the two sets of ornamentations fall into different categories of music genre, the 

number of Handel’s vocal ornamentations (30) in one aria, "Affanni del pensier,” is much 

larger than the average number (approximately 20) found in the recordings analyzed in 

this study. Furthermore, even the shear number of added notes in Handel’s vocal 

ornamentation of the operatic arias is substantially larger than the number found in the 

recordings of "He was despised" analyzed in this present listening practice study. 

Unfortunately, no example of Handel’s written ornaments in an oratorio aria is readily 

available, but in opera arias we can see his tendency to ornament substantially. 

 Music examples 3-4-1 through 3-4-7, above, are examples of Handel’s own 

operatic ornamentation and exhibit his frequent usage of division groups throughout 

"Affanni del pensier.” These divisions appear to be both flowing and intricate notation, 

but as a credit to Handel's artistry, they fit into the main melody very naturally. 
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CHAPTER 4 

COMPOSER’S INTENTIONS AND PERFORMER’S INTERPRETATIONS 

  

4.1 Honoring the Composer's "Intentions" 

 

 According to José Bowen (1993), the movement to attempt to discern and honor 

the intentions of Renaissance and Baroque composers began in the nineteenth century. 

However, the interest in historically accurate performances really grew over the course 

of the twentieth century and become increasingly prominent towards the latter half of 

that century (Haskell, 1988). The relatively recent phenomenon of the Early Music 

Movement facilitated a renewed interest in the "authenticity" of instruments and 

performance styles earmarked by a revival of the use of period instruments, authentic 

scores, and a renewed study of period treatises leading to an embracing of principles of 

performance from the era in which the music was written and originally performed.  

 The original goal of the Early Music Movement was to bring to a modern 

performance the essence of the way that such works might have been played during the 

period in which they were conceived. However, even within the half-century since its 

inception, there has been a shift away from literal and dogmatic adherence to recreating 

a copy of the past based on texts or scores, and more of an interest in informing present 

performances and aesthetics with authentic elements. This has come to be known as 

the Historically Informed approach. Even the very notion that a copy of the past 

performance could be attained has been relinquished in the face of criticisms that gaps 

in our knowledge and many other factors would cancel out such a possibility. 

 Since its inception, the Early Music Movement has placed more emphasis on the 

realization of instrumental performances than on the realization of vocal performances. 
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Whereas examples of early instruments could be found and heard, there is no method of 

retrieving the sounds of early voices as there could be no similar method of attempting 

vocal restoration. Scholarly research focused on restoration on period instruments, their 

pedagogical methodology and the historical study of those instruments that was 

pioneered by Dolmetsch and his family (Campbell, 1975). It could be said that the Early 

Music Movement itself sprang from the restoration of period instrumentation. 

  The Early Music Movement (also known and the Authentic Performance 

Movement) began with a search for authenticity as if the "composer's intention" could 

somehow be channeled using texts, scores and treatises to recreate the past. However, 

this very literalist approach to performing early music that competed with mainstream 

performances reached a transformative point in the 1970's—possibly due to the 

problems inherent in a literalist approach. As Smiles indicated in the 1970's, "With some 

exceptions, the great majority of musicians today are being taught to play music exactly 

as notated” (Smiles, 1976, p.1).  

 The problem with playing exactly as notated was identified by Theodor Adorno 

(1981) who stated, “The musical score is never identical with the work; devotion to the 

text means the constant effort to grasp that which it hides..." (p.144). Adorno wrote about 

some of the more philosophical aspects of performance, such as the mission to express 

the meaning of the work—an idea that echoes the eighteenth century Italian tradition of 

unwritten ornamentation in making music and widening creative freedom. 

 The question of what constitutes a departure from the "spirit" of a Baroque work 

has been hotly debated, extensively discussed and critiqued subjects in the scholarly 

writings of the Early Music Movement. According to Fabian (2003), Nicholas 

Harnoncourt 
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…deemed it a mistake to believe that being true to the score 
(Notentexttreue) is the same as being true to the composition 
(Werktreue), for scores are just as imperfect in terms of pitch, duration, 
and tempo and do not display the ‘spirit’ of the music... for it is not the 
score that is the work but what is behind the notes; the ‘musical sense’ is 
the work (p. 5). 
 

 In Adorno's (1981) mention of "that which it hides" (p. 144) and in Harnoncourt’s 

notion of "what is behind the notes" (Fabian, 2003, p. 5), we can sense the search for 

that something deeper than the written notes about which history can inform us. This is a 

point I will investigate further in the listening practice sections of this monograph 

regarding issues of subtext, prosody and subjectivity. There is an increasing feeling that 

history should not necessarily dominate and control us to the point that it robs today's 

performers of the kind of creative control that Handel gave to his singers. As will be 

discussed later in this monograph, it is my belief that such creative control can be 

reclaimed by singers during the moment of an ornament, if that moment is used wisely. 

 It is not surprising that in recent scholarly writings, even the scholarly basis of 

authenticity has been critiqued. Not only the imperfect nature of the literal music score 

itself is placed under scrutiny, but the imperfections of treatises are criticized. Treatises 

and autographs, especially if taken out of context, are subject to fallibility when used as 

an overriding and sole reference to the interpretation of a composer’s work. Fabian 

(2003) criticizes the imperfection of treatises even by luminaries such as Carl Philipp 

Emanuel Bach, Johann Joachim Quantz, Friedrich Wilhelm Marpurg, Leopold Mozart 

and Daniel Gottlob Türk, when those treatises are used as “solutions applied directly to 

the interpretation of J. S. Bach’s appoggiaturas” (p.137).  I will approach the issue of 

obedience to notation and score later in this monograph when discussing "orthographic 

performance"—which, for the purposes of this monograph is defined as a conventional 

performance that follows all the notated signs but may exclude, or even disallow, the 
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performer's subjective expression and emotion from accenting or embellishing in a 

manner that communicates his or her own subjective understanding of the meaning of 

the work. 

 In the case of Handel's vocal works, factors such as the improvisation by singers 

and the autograph ornamenting for the use by a particular singer only, are among the 

many complexities to be taken under consideration rather than taking each historic fact 

as a literal instruction for performance practice. Altogether, the evidence shows that 

famous treatises and autograph scores do not always provide direct answers as to 

performance practice. On this subject, Fabian (2003) concludes that performers 

endeavoring to be historically informed use a “mixture of sources” (p.137) to arrive upon 

a performance solution.  

 By focusing too literally on texts and historic data in the realization of a 

performance, without also listening to recorded performances, important elements that 

could only arise from the listening practice might be lost. Some elements of performance 

practice that can be best gleaned from the oral (or in terms of listening, the "aural") 

traditions are the more subjective, interpretive or subtextual elements of a work. For 

instance, among the multiple sources recommended by Fabian (2003) are the important, 

but more subjective elements of “personal involvement, memory and judgment” (p. xi).  

 This suggestion resulted from Fabian’s personal experience of two contrasting 

performances of Baroque music. The first experience came from listening to Baroque 

harpsichord performances by students who applied the strict rules of Baroque 

performance and obeyed the treatises during the 1960's and 1970's. Fabian experienced 

these performances as “boring and sentimental” (Fabian, 2003, p. xi). On the other 

hand, these lackluster performances contrasted starkly with a second experience that 
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occurred after 1980 when Fabian was dramatically affected by listening to a Nicolas 

Harnoncourt performance of Baroque music that engaged her thoroughly.  

 As I contend throughout this monograph, there is a key to vocal performance 

practice that harkens back to the Italian tradition and goes beyond the written score. 

Non-notated ornamentation is a departure from performing the music score as written, 

so a performer must arrive at his or her understanding of the composer’s intention in an 

effort to grasp and convey not only the text, but also the subtext of the work. Listening 

practice can stimulate the performer's imagination and creativity in a way that hints at 

something from the past and possibly that carries a grain of the composer's intention. An 

approach to the composer's intention that allows for the artists vitality, is historically 

informed without being historically constrained. Such a sentiment, although integrating a 

modern understanding of performance practice with an historic one, is totally consistent 

with treatises from the Italian school. For instance, in 1791, Francesco Galeazzi states: 

The ornamentation should aid the expression of the principal sentiment, 
not spoil it; hence the most skillful performer is one who knows how to 
enter the mind of the composer, be fully conscious of the character of the 
composition which he is to perform, increasing its energy, uniting his own 
sentiment with that of its author, so that a perfect whole may result, as if 
he were part of the same mind (Smiles, 1978, p. 505). 
 

 Taruskin (1995), an early and important proponent of the non-literal approach to 

historic performance and a harsh critic of the literalist authenticity approach pointed out 

that unlike musicologists, performers, by necessity, need to create answers to 

unanswered questions in the score because they cannot wait until more research is 

conducted to fill in the gaps before performing the next bar or phrase. For performers, 

such gaps must be filled with "a vital impetus born of intuition" (p. 101) in the moment of 

the performance. By the act of so doing, performers bring their own reactions and their 

own era's "modern aesthetic" (p. 141) into the mix. 
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  Taruskin (1995) criticized a literal interpretation of treatises and scores as an 

"impersonal" approach (p.167). In his opinion, the striving for authenticism that overrides 

the contributions of the performers and their modern viewpoints can produce a 

performance that is ultimately "drier, brittler, more uniform in every way... less 

individually characterized, less particularly memorable, less consequential" (p. 363). He 

also alludes to the idea of listening practice when he suggests that the improvement in 

performance is related to the fact that the performers "are listening to and competing 

with one another. In short, the movement has spawned a viable oral tradition” (Taruskin, 

p.194). With regard to the execution of vocal ornamentation, it seems that the oral 

tradition and input of pedagogical technique from voice teachers, as well as the 

awareness of the recordings of performances of others is a balancing element that is 

needed to offset the pressure to perform as written.  

 

4.2 Listening Practice Roots in Ethnomusicology 

  

 Incorporating a listening practice (or viable oral practice) into the Historically 

Informed venue is a very recent method of research among Early Music scholars. This 

method of research stems from the field of ethnomusicology that has been used for 

decades to study living music of the oral tradition such as folk music. The term 

ethnomusicology can be ascribed to Dutch music scholar Jaap Kunst (1950) who 

developed a method to study indigenous music of a remote island in Java. The use of 

analysis of recordings of folk and indigenous music dates back to the employment of 

Edison phonograph cylinders and has been an earmark of ethnomusicological research 

for more than one hundred years. Of course in the ethnomusicological study of folk and 

indigenous music, there is little in the way of textual material to research and oral and 
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auditory analysis is required. Composer Béla Bartók, an early ethnomusicologist, "used 

the Edison phonograph in Hungary, Romania and Transylvania" to make transcriptions 

of recorded folksongs, dating back to as early as 1905 (Myers, 1993, p.5). However, 

despite this long history of the method in ethnomusicology, the scholarly analysis of 

recordings method has only very recently been employed in academic musicological 

research. 

 Even within ethnomusicology, there is little consensus about a method or system 

of analysis that is universally applicable to many types of folk music and a division 

between those who "believe that detailed analysis of music leads to understanding and 

those who believe that music can be understood on its own terms through performance" 

(Myers, 1993, p. 11). It is understandable, therefore, that the very new and infrequently 

used application of analysis of recordings methodology has no well-used system in 

general, and is uncharted territory when it comes to applying a system of listening 

practice analysis to recordings of vocal Baroque music.   

 In a way, this monograph continues the pioneering efforts of recent research in 

that I have constructed a system of analysis of vocal ornamentation in the form of a 

manual that is intended to define, identify and categorize the types of vocal 

ornamentation that occur in this study of Handel's aria "He was despised." Such 

identification is necessary as a prerequisite for the more subjective examination of the 

relationship that these ornaments may have with a singer's emotive expression of 

subtext that will be described later in this monograph.  The proposal and creation of this 

innovative system of analysis was required to enable the study of vocal ornamentation to 

move beyond the use of treatises and scores and into the broader territory of the current 

evolution of Historically Informed Performance that includes the newer methods of 

listening practice about which Taruskin (1995) has written.  
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CHAPTER 5 

LISTENING PRACTICE METHOD AND MANUAL 

FOR ANALYSIS OF VOCAL ORNAMENTATION IN RECORDINGS 

 

 

5.1 Why Listening Practice? 

 

  Since the advent of recording technology started in the early twentieth century, 

twenty-first century listeners are able to hear the performances of twentieth century and 

twenty-first century vocal performance. In addition to the wealth of information to be 

gleaned from contemporary vocal recordings, through the lens of recorded performance 

from early in the twentieth century, it is conceivably possible to comparatively illuminate 

the performance styles of the late nineteenth century and reasonable to develop the 

“belief that early twentieth century recordings can shed light on the performing styles of 

the nineteenth century” (Philip, 1992, p. 207). 

 From the listening practice conducted in this monograph, this author can 

document that there are very few vocal ornamentations apparent in renditions of 

Messiah that were recorded between 1927 and 1966.  While, with regard to recordings 

made after 1966, the listening practice revealed increased instances of vocal 

ornamentation in the recordings. Therefore, if holding to Robert Philip's (1992) belief that 

early recordings of Messiah can “shed light on the performing styles of the nineteenth 

century," (p. 207) it becomes possible to surmise that during the late nineteenth century 

very little vocal ornamentation was applied to performances of Handel's aria “He was 

despised.” 
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5.2 Precisely Defining Ornamentation in Execution 

 

 Tosi wrote that ornaments are the "most praiseworthy part of him who knows 

how to sing, and the dearest delight of him who recognizes it..." (Tosi, 1986, p. 111). 

Now the question in the following sections of this monograph becomes, exactly how 

does one go about this praiseworthy enterprise of recognizing, categorizing and 

executing these delights? 

 For the purposes of the present monograph, this author clarifies that the term 

"ornamentation" is defined as the process of imagining, creating and placing ornaments 

into a musical performance or score for the purpose of enlivening, beautifying or 

deepening the emotion at a particular moment, and the term "ornament" (also known as 

an "accenting" note) is a final product that results from this ornamentation process. 

Within each grouping, the definition presented for each member ornament of the group 

provides detailed information on factors such as pitch relationship, rhythmic relationship, 

the placement of a syllable in relation to the original note (also known as an "accented" 

note), in addition to dynamics, accent, legato or tie. 

 According to masters on vocal ornamentation, defining, documenting and making 

a system through which to recognize ornaments (as will be carried out in this 

monograph) is no easy feat. Roger North stated: 

But to sett them [i.e., ‘graces’] downe in the musick book is such paines… 
The Italians who I thinck may be our masters, never express [that is, 
commit to the paper] graces, but write the true note which governes in the 
harmony, and leave the gracing to the skill and capacity of the 
performer... had better performe plaine, than make excursions (Wilson 
1959, p. 150). 

 

Furthermore, when it comes to vocal ornamentation, and the definitions to be stated in 

this section are no exception, the masters strongly suggest that these embellishments 
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be brief. For instance, Quantz instructed, "Those for the Voice or Wind Instruments 

ought to be short and so manag’d that they may be perform’d in one Breath” (Shaw, 

1982, p. 209). Despite the challenge, a clear and consistent system for defining and 

identifying ornaments is a critical prerequisite to the listening practice study of 

recordings. 

 The four groups of ornaments to be defined, explained and exemplified in the 

present study are:  

1. Appoggiatura Group;  

2. Trill Group;  

3. Division Group; and,  

4. Cadenza Group. 

 

1. Appoggiatura Group  

 

 The word appoggiatura is derived from the Italian word appoggiare, which means 

to lean. However, rather than a leaning upon, it is, better characterized as a leaning into. 

An appoggiatura is already moving in the direction of the important note to be 

accentuated by its embellishment. The principle reason to use an appoggiatura is to 

warm up to the expression of the feeling of the word that is expressed by the accented 

note. These accenting notes, which occur on the beat, lean into the important emotional 

syllable. The ornament here is "an auxiliary note, more or less stressed, and commonly 

although not necessarily dissonant to the harmony on to which it resolves" (Donington, 

1973, p 181). 

 By using an ornament from the appoggiatura group, the singer can choose to 

emphasize and/or build up to the upcoming emotion in advance in such a way that the 
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expressive motion of the combined effect of ornament and ornamented notes will seem 

to the listener to flow from one through the next.  The effect that can be created is an 

emotional flow that begins with the appoggiatura and leads directly into and then through 

the resonating vowel of the original accented note that follows. Therefore, a vowel will 

continue to be pronounced from the added appoggiatura through the original note. From 

my perspective, it is the combined effect of the ornament and the ornamented that 

creates the emotional emphasis.  

 When the ornamenting note/notes come into play with the original note, the 

beginning of the sung syllable moves to the accenting note or to the beginning of the first 

accenting note as the case may be. In other words, the syllable that would have been on 

the original note now moves its position to slightly earlier in the bar and aligns with the 

accents now preceding the original/accented note. The accent notation, <, goes on the 

accenting note or the first accenting note as the case may be. 

 The appoggiatura is one way that the singer's feeling about that moment in the 

sung text can be communicated to the audience. His or her emotion pours from the 

accenting note/notes and then into and through the pure vowel of a syllable which 

continues to resonate the emotion that travels across appoggiatura, acciaccatura, and 

passing appoggiatura, and the three notes in slide and double appoggiatura. It is through 

travel across the notes that this embellishment communicates emotion. 

  

a. Appoggiatura: Involves an accenting note which leans on the original note—a note 

gives up half of its length to the accenting note. The accenting note that leans into the 

original note is a standard appoggiatura if:  

 (1) it is a tone or a semitone above the original note; (as seen in       

example 5-2-1 below), or 
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(2) it is a tone or a semitone below the original note; (as seen in         

example 5-2-2 below), or 

(3) an accenting note replaces the original note completely (as         

seen in example 5-2-3 below). 

 
In either case, the syllable of the original note moves to the accenting note, earlier in the 

bar. In other words, an appoggiatura accenting connects a now divided syllable that is 

split between the accenting note and the original note. However, when there is a 

replacement of the original note with an appoggiatura note (which can be seen in 

recitatives, for instance) there is no division, just a replacement and the syllable remains 

intact. 

 
Example 5-2-1 Appoggiatura a tone or semi-tone above (m. 11) 

 

 
 
Example 5-2-2 Appoggiatura a tone or semi-tone below (mm. 55-56) 
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Example 5-2-3 Appoggiatura replacement of the original note (mm. 66-67) 

 

b. Acciaccatura. An acciaccatura (sometimes called short appoggiatura), or “crushed 

stroke” (Donington, 1992, p. 222) comes from the Italian word acciaccare, "to crush." An 

acciaccatura is basically the same ornament as an appoggiatura except that the length 

of an acciaccatura is much shorter—sometimes so short that its delay of the accented 

note is barely noticeable. The sound, as opposed to the leaning into, of a standard 

appoggiatura, is instead more of a quick collision and a quick release into the original 

note. 

 
 
Example 5-2-4  Acciaccatura (mm. 50-51) 

 

c. Passing Appoggiatura. A passing appoggiatura is basically the same ornament as 

the appoggiatura, except, the rhythmic value of the original note is divided into accented 
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and accenting notes, and then one of the notes gains a dotted length. The dotted note 

can be either an accenting or an accented note that resulted from the division. 

 
Example 5-2-5  Passing appoggiatura with dotted original note, followed by 

passing appoggiatura with dotted accenting note (mm. 10-11) 

 

d.  Slide. A slide is two notes leaning on the original note/syllable creating a division of 

one into three notes. The rhythmic value of the original note can be divided into three 

notes of equal length or to an unequal length with dotting. These three notes can be 

displaced in either an ascending or descending scale. Donington (1982. p. 122) 

indicates that a slide is "a short section of a diatonic (or sometimes chromatic) scale, 

ascending or (less often) descending." In instrumental music slides can occur before the 

beat, or as a "lead in" as Donington states (p. 122) to the original note. 

 Additionally, these ornaments can occur on the beat to add emphasis at just a 

certain moment. However, in vocal music, as opposed to instrumental music (which has 

no syllables), the singer must be in accord with the syllables and therefore cannot 

ornament before a syllable. The singer can only ornament once the syllable has begun. 

For the purposes of this monograph, and with implications for all vocal music possibly, 
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this means that in vocal ornamentation the definition of a slide entails ornamenting on 

the beat only and not before the beat.  

 To avoid confusion, it should be noted here that if there is an instance of two 

accenting notes that occur in vocal music before a syllable, these two notes are a 

continuation of the previous syllable and not an early onset of the upcoming syllable—

therefore these cannot be a slide before the beat.  

 
Example 5-2-6  Instances of a slide in ascending scale, on the beat (m. 9)   

 

e. Double Appoggiatura. A double, or doppia (in Italian), appoggiatura consists of two 

notes leaning on the original note, but, unlike in a slide, the three notes left by the 

division do not present as an ascending or a descending scale.  When it occurs in vocal 

music it appears on the beat and has the written appearance of enclosing the "main 

[original] note from above and below with two auxiliaries" (Donington, 1982, p. 118) 

either in steps or as a leap adjacent to the original note. As was the case in defining the 

vocal slide, this ornament has another presentation in instrumental music (where it can 

also occur before the beat with a slurring effect) but in the case of sung syllables the 

only presentation is on the beat. 

 According to Türk (1982), like other appoggiaturas, this type of ornament is used 

“in order to provide more continuity, charm, vitality and lyricism in the composition, to 

give the harmony more variety by intermingling dissonances, and the like” (p.  218). In 

stressing the idea of increasing the lyricism of a moment, Richard Mackenzie Bacon 

(1824) stated that:  
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As [appoggiaturas] are applied under the influence of every emotion or 
passion indiscriminately, it is difficult to assign any other reason for their 
use, than that in certain situations they enable the singer to dwell longer 
upon a word or express it with greater force. (p. 104) 

 

Example 5-2-7 Double appoggiatura with accenting notes "enclosing" original 

note (m. 28) 

 

 

 

2. Trills:  

 

 The trill is also known as a trillo (Italian), triller (German), tremblement (French) 

or shake.  The trill group is a style of ornamentation that is typically characterized by a 

fast alternation between the original note and an accenting note that is a tone or 

semitone above it, otherwise known as the shake. However, it is possible to view the trill 

as a three-part process in which there is generally a preparatory appoggiatura leading 

into the original note (or the trill's principle note) from an upper accent note, then the 

shake or alternation between the two, and then the termination back into the 

original/principle note.  Although the mordent does not function as trill or half-trill, the 

mordant is included in the trill group for the purposes of defining ornaments in this 

monograph, because a mordent's sound brings to mind the image of fast alternation, 

even if it is only a one-time alternation (a sub-portion of a trill so to speak). 

 The rhythmic function of the trill and half-trill can be felt in the transition between 

ornament and the conductor’s returning to carry out the tempo after the trill or half-trill. 
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The process of performing a trill requires that the conductor and singer have an 

unspoken agreement that the responsibility for continuing the tempo after the ornament 

is fully on the conductor. This is because, once the trill starts, the singer has fully 

committed into the trill—there is no going back there is no alteration possible once the 

ornament begins—I liken it to the unalterable course that unfolds when an expert figure 

skater leaps off the ice into a spinning quadruple toe-loop turn. Since the singer is 

committed to the trill, the responsibility for observing its unfolding, and then, for resuming 

the tempo and continuing the music becomes that of the conductor. A good trill produces 

a beautiful and exciting sound, and to show off the trill it is up to the conductor to leave 

space, in order to allow the ornament to unfold in real time, and then resume conducting.  

 A trill consists of repeated alteration between two pitches—those of a major or 

minor second. While the trill and half-trill’s alternating note is a tone or semitone above 

the original note, the mordent’s rapid but single alternation is seen between the original 

note and one that is a tone or semitone below it.  

 Trills, according to Donington (1982) serve two simultaneous functions. These 

ornaments add "rhythmic decoration and color" (p. 125) but their primary purpose is to 

intensify the harmony through the accenting note (usually the upper neighbor) with 

resolution on the original note. In its effect, a trill creates a moment of tension, a sense of 

a suspended moment in time, or of anticipation in the listener and plays upon the human 

desire for resolution of the diverging effects of the two, alternating, forces created by the 

interplay of the accenting note and the original note. 
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a. Trill. A trill is a fast alternation between the original note and a tone or semitone 

above it. 

 

Example 5-2-8 Trill (mm. 41-42) 

 

  

b. A Half-trill. A half-trill is the same as trill except the tie spans the previous note and 

the first alternating note of the trill. 

 

Example 5-2-9 Half-trill (m. 38) 

 

 

 

c. Mordent.  A mordent is an ornament that alternates the original note with an 

alternating note that is a tone or semitone below it. However, unlike a trill, a mordent is 

brief and involves a single alternation rather than repeated alternation. The mordent 

emphasizes the syllable/word with an effect that appears sudden to the listener. 
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Example 5-2-10 Mordent (mm. 53-54) 

 

 

  

 According to Tosi (1986), the trill is the showpiece of singing, "And he who lacks 

it (or possesses a defective trill) will never be a great singer, even though he knows 

much” (p. 25). 

 

3. Division group: Changing notes, Passing notes and Turns 

 

 The principle purpose of the use of division group ornaments is to color a note 

more beautifully and sympathetically. To color a note, the note is divided into multiple 

notes, therefore, the multiple notes are sung in a manner which can create different color 

than just one note. Whereas, in the appoggiatura group the ornament is added in the 

front section of the division, in a division group the accenting notes are located after the 

original note. 

 

a. Changing notes  

The divided notes from an original note flow in any direction toward the following original 

note and the changing notes are located after the original note. Therefore, the changing 

notes continue to be sung on the same vowel from the one on the original note. 
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Example 5-2-11 Changing notes (m. 11) 

 

 

 

b. Passing notes 

The divided notes from an original note flow towards the following original note in one 

direction, which can be in an ascending scale, or in an descending scale depending on 

the height relation between the two original notes (as seen in Examples 5-2-12 and -13). 

 

Example 5-2-12 Passing note with the syllable at the end of the ornament (m. 32) 

 

 

Example 5-2-13 Passing note with the syllable before the end of the ornament (m. 

32) 

 

 

 



 54 
 

c. Turn 

The divided notes from an original note flow toward the following original note in a 

turning shape direction which is composed of an ascending, descending, and ascending 

scale, or descending, ascending, and descending scale. The turn, according to 

Donington (1982) "encircles its main note with... upper and lower auxiliary notes, in 

effect changing notes..."  (p. 123). Turns require a minimum of three accenting notes 

plus the original note. Thus a total of four notes in a turn, could "turn" as follows: the note 

above, the note itself, the note below, then the note itself again. Or, (as seen in the 

example below) the turn descends and then ascends: 

 

Example 5-2-14 Turn with original note, descending accenting note, ascending 
accenting note, descending accenting note and original note (m. 40) 
 

 
 

 

4. Cadenza group 

 

 Cadenzas, which occur at the end of a section or a piece of music, put the singer 

in complete charge. The singer's choice of tempo can mark a noticeable change from 

the tempo that precedes the cadenza. Most often the tempo becomes slower during a 

cadenza, and then upon conclusion of the cadenza, the tempo returns to one deemed 

apropos by the conductor. Upon its return to the conductor, the transition in tempo can 

be facilitated by a trill. 
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Example 5-2-15 Cadenza (mm. 41-42) 

 

  

5.3 Method and Procedure of Analysis of Recording 

 

 The performances of "He was despised" to be studied in this analysis of 

recordings are 38 different renditions executed by female altos or male countertenors, 

recorded either with a chamber ensemble or with a large orchestra under the direction of 

various conductors. These recordings of both live and studio performances, dating from 

1927 through 2006, constitute the "subjects" under investigation in this study. A 

complete list of the conductors, orchestras, soloists and recording dates and label 

information for each of the 38 subjects appears in the discography/ID# key that appears 

in Appendix A of this monograph. The selected 38 recordings were purchased in market 

places or borrowed from music libraries depending upon availability. The earliest 

recording obtained was of Beecham's 1927 performance (ID# 38 in this monograph) and 

the most recent was of Butt's 2006 performance (ID# 1 in this monograph). 

 The method of listening practice was a variation of the method of “meticulous 

auditory examination” suggested by Ornoy (2006, p. 234) during his study of pitch and 

tempo in addition to aspects of instrumental ornamentation. The version of a meticulous 

listening practice method employed here was designed to be a good fit for the purposes 

of studying vocal ornamentation and was applied in order to consistently recognize the 

types of vocal ornaments in execution and keep a record of such findings. By 
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constructing and applying the definitions in section 5.2 of this chapter according to a 

consistent and precisely repeated procedure, the number of each type of non-notated 

vocal ornament found in each performance became discoverable. A complete record of 

the list of ornaments found through this method in each of the 38 performances, 

including a count of the type of ornaments found, appears in Appendix C of this 

monograph. 

 To begin the procedure, the first step was for this author to transcribe the sung, 

non-notated, executed, aurally observed ornaments heard in a particular performance of 

"He was despised" into musical notation. By identifying ornamental notes, added by the 

performer and previously absent from the written score, the recorded notes were thus 

transformed, ornament by ornament, into musical notation on the music staves. During 

this transformation, each syllable of the text was transcribed from the recording of the 

ornamented line, and placed in its appropriate position under the newly noted 

ornamented musical notations as well in an exacting process for each occurrence of an 

ornament. In a sense, the author took the position of amanuensis, albeit remote in time 

and space, to the performer's "dictation" of previously non-notated ornamentation. The 

standard edition of Schirmer's Messiah score of "He was despised" (Handel, 1912) was 

used as the original note reference, not simply because this edition is based upon the 

1741 autograph, but also because the vocal line of "He was despised" in this edition 

contains no added ornaments nor any changes in the rhythmic values as checked 

against a facsimile (Handel, 1868) of the autograph. This was additionally checked 

against Clifford Bartlett's critical edition of Messiah score (Handel, 1998) and the same 

result was found. A photocopy of the Schirmer score appears in Appendix D of this 

monograph, and is included with a permission letter from the publisher. 
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 An interesting challenge that arose during the initial listening practice portion of 

this study was due to the interplay of syllables and ornamentation. Such interplay 

brought into clear focus the importance of syllable placement in vocal ornamentation and 

how this has an impact on the identification of particular ornaments. 

 To identify the type of ornament was another challenge that required increased 

time and effort in the analysis than was originally anticipated at the outset of my 

research. It was during this process that this author realized the degree of importance of 

recognizing placement of a syllable in vocal ornamentation. It became clear that just a 

slight difference in the placement of a syllable with regard to the ornament can alter that 

ornament's definition and transform it into a different type of ornament—even if an 

ornament without text owned the same notes as the ornament with text. Even 

authoritative texts, such as Donington's (1992) The Interpretation of Early Music neglect 

to point to such an important discriminating factor in the identification of ornamentation. 

Important omissions from the literature, such as this crucial relationship between 

syllables and notes in ornaments, emphasize the need for more work in the area of early 

vocal music and ornamentation—an area that this author seeks to illuminate further. 

While conducting this analysis, it became increasingly clear to me that listening practice 

helps to cultivate one's ear to become more capable of recognizing the style of 

ornamentation and placement of syllables in ornamentation.  

 

5.4 Recommendations for Listening Practice in Identifying Units of Vocal 

Ornamentation in Relation to Syllabic Placement 

 

 As a result of devising a consistent and repeatedly applied system of listening 

practice for identifying ornaments in accordance with the definitions constructed earlier 
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in this chapter, the following recommendations were arrived upon and adopted for use in 

the analysis of recordings portion of this study. These recommendations may be useful 

to anyone interested in the study of ornamentation in applying a listening practice: 

 
 1. To best discover the correct type of ornament under examination, the listener 

must repeat the accenting note as well as the original notes by singing out loud after 

listening to the specific ornament, and then enter the notes and the syllables in a 

separate musical staff. 

 2. Listeners must educate themselves to define the types of ornaments by using 

reference books such as Donington’s (1992) and other sources. And where such 

sources may fall short or lack consensus, the listener may be required (as was this 

author) to precisely identify the definitions of ornaments under examination, in a 

consistent and repeatable manner, for the purposes of their particular study and to aid 

future studies. 

 3. Listeners must meticulously analyze and compare the original notes and the 

ornamenting notes, and circle the ornamenting notes to make their contributions clear. 

Repetition of this process to check and double check until certainty is achieved will 

reinforce correct discriminations and offer the opportunity to revise incorrect ones. 

 4. Listeners must become skilled in understanding the interplay of texts and 

syllables in relation to the recognition and categorization of vocal ornamentation as well 

as determining "units" of vocal ornamentation. When vocal ornamentation such as an 

appoggiatura, trill, or cadenza occurs in vocal music, each unit of vocal ornamentation 

takes place on one vowel of a syllable. Therefore in this objectively-oriented portion of 

the listening practice, the number of vocal ornamentation units to be counted is 

equivalent to the number of embellished syllables of the words. In this paper, syllables of 
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sung text assume an important role in helping delineate the units of vocal ornamentation. 

In one unit of vocal ornamentation, both the original notes and the accenting notes 

coexist and share their value within one single syllable to constitute one unit of 

ornamentation.  

 
 The following discriminations and definition refinements were arrived upon 

specifically in regard to the listening practice in this monograph: 

  a. A vocal ornament appearing before the original note belongs to the 

appoggiatura group as defined earlier in this chapter. Example 5-4-1(a), below, shows a 

slide from the appoggiatura group. When the slide appears before the original note of g’, 

but on the beat with an accent note, it belongs to the appoggiatura group. In this case, 

the syllable "spis-" is placed on the first ornamenting note, requiring that the ornament 

be identified as a slide. 

 b. A vocal ornament appearing after the original note belongs to the division 

group. Example 5-4-1(b), below, shows the division group ornament type of changing 

notes appearing after the original note of d’. When the syllable, "spis-" is placed on the 

note g’ as notated in the example, the type of an ornament can be identified as changing 

notes. 
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Example 5-4-1 Noting the relation of syllables where the ornament is performed as 

a slide in [a] and as changing notes in [b] (mm. 8-9) 

 
 

 
 
 
 c. An exception to the general rule that one syllable is yoked to only one 

ornament is possible in the case of the division group ornamentation of passing notes.  

When a division group occurs through a single word that has two syllables, that division 

group, though spread over two syllables is counted as one unit of ornamentation. For 

instance, in Example 5-4-2 below, which demonstrates this singular exception for the 

division group, the text of "sorrow," counts as one unit of ornamentation, even though 

the word has two syllables, "so-" and "-rrows." 

 

Example 5-4-2 Passing notes exception, two syllables as one ornament (m. 32) 
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 Once the transcriptions were complete, by exactingly applying the system of 

definitions constructed in part 5.2 of this chapter to the newly transcribed, now written, 

executions of the previously non-notated vocal ornamentations the type of each 

ornament could be determined. Then, this author made a frequency count detailing the 

number of each type of ornamentation and calculated the total number of ornaments in 

each performance of the Handel aria.  
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CHAPTER 6 

Subjective Listening Practice 

 

6.1 A Postmodernist Approach to Understanding Ornamentation and Subtext 

 

 A postmodern understanding of performance practice explores alternatives to 

traditional and scholarly musical analysis, and takes into account subjective experience 

as an important factor. Postmodernism encourages a search for a vibrant, subjective 

individuality that is inseparable from the performance and indefinable within traditional 

systems of musical analysis. With regard to vocal performance, this vibrant element is 

what postmodern theorist Roland Barthes (1977) considered to be le grain de la voix, or 

the "grain of the voice," (p. 180) that presented "meaning in its potential voluptuousness" 

(p.184). 

 A non-notated ornament with its "slight inflection away from what is predictable 

introduces a feeling of individuality from the soloist..." (Cumming, 2000, p. 144) and 

likewise introduces the singer's subjective experience. The performance, then, is not 

only the melding between score and singer, but also between the singer's individuality 

and the individuality of the work itself. In this way, the singer's authentic and human way 

of experiencing the music, text, semiotic content, and most especially the underlying 

meaning, or subtext, guides the improvisational ornamentation while the work's 

individuality also reciprocally guides the singer. 

 While part of the singer's experience arises from scholarship and the mixed 

sources about which Fabian (2003) spoke, through listening practice and personal 

experience the singer can communicate a very human understanding of the meaning of 

the music or the subtext of the music that is even deeper than the words themselves. In 
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"He was despised," for instance, the subtext of suffering, being scorned and cruelly 

mistreated as well as the attempt to transcend such maltreatment, is prominent in the 

passages chosen by Handel's librettist, Jennens, from Isaiah 53:3 and 50:6, words in the 

Old Testament that have been interpreted by some Biblical scholars as a prophecy of 

the torturous Passion of Christ.  

 In Handel's choice of Mrs. Cibber to perform the aria, he was casting someone 

who had experienced tragedy and public disgrace (even lawsuits) as a result of a 

scandal a few years prior to the Dublin premiere. As if in parallel to the text, despite 

public disgrace, Cibber "hid not her face from shame and spitting." It is possible to 

surmise that such a casting choice reveals something of Handel's interest in conveying 

subtext and pathos. This author will make the case that, if the ornament may provide 

more freedom of expression to the performer than any other aspect of the performance, 

then the performer's understanding of subtext would be most expressively conveyed 

during moments of ornamentation. The ornaments may not only serve to accent and 

convey emotion, but possibly, they simultaneously serve as a portal through which the 

subtext of the work and the experience of the performer meet and enter into the 

subjective experience of the listener as well—a point that is central to this second phase 

of listening practice (see section 6.3). 

 Having researched this aria in text and performance, it occurred to this author 

that ornamentation provides a fertile moment wherein there is an opportunity to connect 

the subtext of the work, as subjectively experienced by the singer, to the execution of the 

sung line. What reaches the listener, and is reflected in the listener's subjective reaction, 

depends upon the breadth of the performer's historically informed understanding in 

combination with the depth of the performer's ability to relate to the expression of the 

human condition inherent in the work. Yet such a subjective component is not only 
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compatible with an historically informed understanding of treatises and scores, it is 

enhanced by such understanding. This is consistent with Charles Jencks's (1991) 

postmodernist notion of 'double-coding' (p. 12), which, according to John Butt (2002)  

"refers to the combining of some historical allusion with something from the present" (p. 

148). 

 Thus, a double-coded understanding of the score, enhanced by both information 

about the intention and origination of the work, and by the humanity and experiences of 

the singer, seems to me historically informed, yet unconstrained in communicating 

relevance and vibrancy.   

 According to Naomi Cumming (2000) who viewed performance from a 

postmodern perspective:  

The performer's individuality is thus expressed in the moment that she 
becomes the vehicle for giving 'character' or 'life' to the work. Her 
character in performance is inseparable from the sounds she makes, as 
appropriate to the style of the work, or even transforming its perceived 
limitations unexpectedly (p. 27). 
 

From this postmodern perspective the ideas and performance practices that have 

emerged in the world of historically informed performance are re-envisioned, in the 

words of Cumming, as a new entity formed of the unique living synthesis of text and act: 

This interpretive identity can only exist in the way that they form sounds 
with interpretive nuance, and is not identical with their personalities 
outside the arena of performance....a new level of subject appears, 
emerging from the interaction of performer and a text that forms part of a 
performance tradition. The subjective identity heard in a performance is 
not fully contained as part of 'the work,' but seems to point back to the 
person performing it, as a reflection of their interpretive character. (p. 27). 
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6.2 Subjective Inquiry and Reflections about Ornamentation, Prosody and Subtext 

 

 In the language of postmodernism and linguistics can be found some terms that 

became the centerpieces of my subjective listening practice in the second portion of this 

study. Now that the ornaments had been identified and noted, I would return to the 

listening practice and use my own subjective emotional reactions as an instrument to 

determine if the moments at which a performance spoke to me of the subtext of Handel's 

"He was despised" and moved me to an emotional reaction of one kind or another. Such 

a listening practice, with subjective listening, is based on the very inspiring work of 

Cumming (2000) and the postmodern philosophy of Juila Kristeva (1989).  Kristeva 

writes about a "language beyond language" (p. 97) that speaks to us through a medium 

that linguists call "prosody." Prosody consists of the non-verbal cues that direct us, 

through details such as rhythm, stress, accent and pitch, to understand an important 

meaning behind the words. Acoustically, this involves variation in syllable length, 

accenting, loudness or intensity, pitch, and the formant frequencies of sung or spoken 

sounds.  According to Frank Boutsen (2003):  

Language has traditionally been considered a function so advanced that it 
sets the human race apart from our animal counterparts. But prosody—
the melody of language—does not lag far behind in making us unique as 
well. Prosody is a tool of human expression that is conveyed acoustically 
by way of duration, intensity, and frequency cues. To these conventional 
cues, one could add linearity (e.g., abrupt vs. smooth changes in pitch, 
loudness, or duration) as a possible fourth dimension. ...Broadly 
speaking, prosody serves to aid the transmission of linguistic and 
paralinguistic (emotional and attitudinal) information in a manner that is 
efficient and appropriate in a given language community (p.7). 

 
 Prosody is a vibrant thing that only exists in executed performance and cannot 

be sensed fully through notation or signs. In music, the signs for prosodic 

communication involve those notated conventions that serve as a substitute for prosody, 
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just as those conventions appear in written language. Emotion is conveyed through 

prosody, and in this subjective portion of this monograph's listening practice, I am 

positing that emotion will be conveyed through such moments of prosody and that these 

moments will be apparent during the execution of an ornament, if prosody is apparent at 

all. It is possible, according to Andrew Mead (1999) that when performing music 

prosodically, the listener can experience "a form of kinesthetic empathy, and 

identification with the embodiment of a sound" (p. 10).  

 Caroline Palmer and Seab Hutchins (2001) describe prosody that occurs in 

musical performance as follows: 

Musical prosody is a complex, rule-governed form of auditory stimulation, 
and it can move listeners emotionally in systematic ways. The acoustic 
cues in which musical prosody is instantiated are shared across 
performers, and performers share with listeners ideas of what constitutes 
appropriate prosody. Although musical prosody contains individual 
components of interpretation and prominence, it also reflects constraints 
based on shared cognitive principles of perceptual organization, 
emotional response, and even motor production. Thus it is partially 
influenced by the structural ambiguity of music that individual 
interpretation addresses, but it is also determined by cognitive structures 
that arise from human perceptual and motor biases. Sensitivity to 
prosodic cues aids listeners in identifying commonalities and differences 
in sources of musical sound (Palmer & Hutchins, 2001, p. 269). 
 
 

And, John McClelland (1990) in specifically referring to Handel's manner of setting text 
to music stated:  
  

...there exist levels of relations that are perhaps not intellectually obvious 
on a single hearing of the piece—though they may be aesthetically or 
emotionally intuited; and that the nature and functioning of these relations 
can be discovered through a process of analysis, but analysis of a type 
that has not frequently been practiced either from a musicological 
standpoint or from the standpoint of literary criticism (p. 196). 

 

 The path of my research seems to have led me back to the importance of the 

underlying communication of a performance, and has made me think that ornamentation 

could also be seen as "signs" (Tarasti, 2002, p.185) that enhance underlying meaning. 
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Such conjecturing has been alluded to previously (Cumming, 2000; Meyer, 1956; & 

Yano, 2002) and now comes to the forefront in this present investigation of the possible 

connection between ornamentation and the expression of subtext. 

 In returning to listening practice, I narrowed my focus to analyzing the 30 

recordings of performances of "He was despised" which contained added 

ornamentation, in search of clearly identifiable examples that revealed the performer's 

more ephemeral and subjective use of ornaments to enhance dramatic subtext.  

For some musicologists, such as Leonard Meyer (1956), this qualitative role of 

ornaments is central to performance. Meyer emphasizes the importance of 

ornamentation as follows: 

We must revise our attitude toward ornamentation. Ornaments are of the 
essence of music. Indeed, since music is architectronic [as in 
architecture, forming a structural whole out of many levels], it is possible 
to consider even the largest sections of a composition as being 
essentially ornamental, though of course this involves a special use of the 
term (p. 205). 

 

It is important to note that although Meyer's discussion of ornamentation is from a 

Schenkerian (Pankhurst, 2008) analysis viewpoint, and therefore differs slightly from the 

discussion of ornamentation in this monograph, it is still quite relevant. Meyer (1956) 

believes that ornaments are central in performance due to their role as an expressive 

device in performing:  

Ornaments, then must be considered as inseparable from the structural 
tones and basic plan which they ornament and to which they give 
meaning. They themselves are likewise inseparable from and 
meaningless without the basic substantive tones, harmonies, and rhythms 
which they ornament. From this point of view, the basic structural 
framework of a passage or composition may be considered as a norm, 
and the ornaments which breathe meaning and feeling into this plan may 
be regarded as deviants (p. 205). 

 

 Naomi Schor (1987) explains that ornamentation in the Schenkerian sense either 
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supports or detracts from the whole piece and is important in context since "the bad 

detail is a good detail that has gone bad by completely detaching itself from its support 

to become an end in itself, a detail for detail's sake" (p. 46).  In regard to the current 

monograph, rather than examining the ornament’s "architectronic" (Meyer, 1956, p. 205) 

relation to the whole piece, instead the focus is upon certain aspects of that complex 

whole, that is, examining the ornaments in relation to text, subtext, prosody and 

subjectivity. 

 The inextricable relation between emotion and ornament is mentioned by David 

Lidov (2004):  

Ornamentation, especially in slow tempi, has a continuity of value in 
music, from the Renaissance to Beethoven's time and after. 
Ornamentation represents eloquence of expression. It represents the 
freedom of the musical line to give voice to the passions which motivate it 
(p. 47). 

 

For a voice performer, expression of emotion could follow easily or could encounter 

difficulties depending upon the performer’s life experience and emotional depth and 

character. A pedagogical view recommending the usage of emotion as an expressive 

device, and as a medium for subtext as well, appears in Christine Yano’s (2002) Tears 

of Longing: Nostalgia and the Nation in Japanese Popular Song:  

One record producer commented that new singers, who are often very 
young, have little in the way of life experience to draw on in order to sing 
enka [indigenous ballad or "mood song"] convincingly. Instead, they rely 
on their teachers to tell them how to impart some sense of life experience 
and lived emotion to their singing. Thus, behind what is meant to sound 
like heartfelt emotion is the discipline of a patterned and practiced 
technique (p. 67). 

 

 Yano (2002) describes that in teaching enka: 

Lessons consist of intense sessions of vocal warm-ups and careful 
phrase by phrase instruction. At the one professional lesson I observed, 
the teacher first spoke a phrase of the song as poetry and then asked the 
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singer to repeat it before singing it. As he put it, 'What's best is if you have 
a sense of the feeling of the song; then your voice will come forth 
naturally [Kimochi o te ne ireba, shizen ni koe o dashita ho go ii] (p. 67). 

  

 Ornamentation, if viewed as an improvisation and the singer's interpretation of 

subtext, can be seen as a courageous self-expression of emotion in the service of 

communicating the musical work. In terms of performing Baroque music, if indeed the 

singer can access and develop, in his or her own subjective reaction to the work, Yano's 

(2002) "sense of the feeling of the song" (p. 67), then ornamentations could "come forth 

naturally" (p. 67). Insuring that, as performers, we concentrate on developing that 

subjective feeling sense, "reinforces the importance of lyrics, the narrative, and emotion 

over the music itself" (Yano, 2002, p. 67). However, putting forth a subjectively driven 

and improvised execution of an ornament also requires more courage than putting forth 

an ornamentation that is driven by musical convention, beautification or showmanship, in 

that it demonstrates to the audience something very personal about the performer's 

internal experience. The performer must take a leap of faith in the moment of such 

ornamentation, since there is no way to assess in advance how the listeners will react 

except a faith in the common human experience being communicated if the 

ornamentation reveals a sincere emotion, reflective of subtext. According to Eero Tarasti 

(2002), such improvisation is: 

...a sign of the courage to enter into communication without certainty 
about whether the improvisation—on any level, be it an action or a 
particular product of this action—will be received, understood, or 
accepted. In improvisation the existential, temporal, and spatial situation 
of the improviser always comes to the fore. In linguistic terms, 
improvisation as an utterance is always deictic, that is, an act that points 
to the moment and place of utterance. Improvisation is a trace of a 
performance situation in the performance itself (Tarasti, 2002, p.185-6). 
 

 It seems to me that subjectively experiencing the personal emotion which relates 

to the meaning of the lyrics and the mood of the work may be the basis of expressive 
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ornamentation in a performance. It may be the performer's courageous expression of 

subjectivity that produces a communication that affects the listener's response in a 

manner that serves the meaning of the music. Thus, in my revisiting this listening 

practice for a second time in the deeper study of the performances of "He was despised" 

used in this monograph, I listened not just for the presence of added ornaments, but this 

time, for the depth of emotional meaning that such added ornaments generated in me 

subjectively. Now in this subjective portion of this monograph's inquiry, the depth of 

emotion from which the ornament sprang was noted by examining the depth and quality 

of my subjective reaction.   

 Consistent with the position stated in this monograph, another way of viewing 

vocal ornamentation is to see improvised ornamentation as an "internal gesture" 

(Cumming, 2000, p.34). Instead of the sung performance serving as an act that puts 

forth the lyrics as a form of presenting or discussing the subject matter of the text or the 

work, improvised ornamentation can be conceived as an emission from the performer's 

subjectivity. As posited in this monograph, if such an emission is likely to happen 

anywhere in a piece, it is most likely to be noted during the execution of an ornament 

and the moment of freedom ornaments can provide.  

 Cumming (2000) differentiates between ornaments that have the aspect of 

spontaneity from ornaments that are "standardized" (p.143). She uses the word topoi  

(p. 143) in referring to the conventional aspects of ornamentation, to identify common  

or conventional themes or gestures, such as a trill ornamentation that may serve the 

commonly seen purpose of "an increased intensity, often signaling immanent end to the 

phrase" (p. 143).  But Cumming (2000) warns us not to confuse stylistically determined 

topoi ornamentation with ornamentations that contain an aspect of freedom and 

improvisation: 
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Such generalizations are useful in dealing with the third level of gesture—
its conventionalized aspect—as it shows that gestures can become 
standardized as replicable “symbols” or “topoi” within a style. To jump 
straight to the conventional aspect of ornaments, as expressive devices 
which take a familiar form, could, however, be a maneuver that overlooks 
an aspect of spontaneity or freedom in their execution, made possible 
through a momentary breaking off from the more formal purposes, or 
regular tempo, of a phrase (Cumming, 2000, p. 143). 
 
 

 In the subjectively-oriented listening practice portion of the present study, 

the difference between ornaments that are considered reflective of the 

performer's own subjective experience of the emotional subtext  (and 

communicative of that experience to the listener) are referred to as prosodically 

executed ornaments versus conventionally or orthographically executed 

ornaments. Cumming (2000) referred to performed ornamentations that have 

prosodic qualities, or qualities of "gestural signification" (p. 142) as "inflected" 

ornaments (p.  142): 

 
An inflected performance is the means by which gestural signification is 
realized, and without it—even if only as a potentiality—the sense of 
“gesture” in a figuration is lost... A performed inflection is a singular event, 
and an appoggiatura is a conventional ornament, with gestural 
potentiality, but between them come many degrees of stylistic 
determination. If it is accepted that “gesture” can be applied appropriately 
to some musical events, the next issue is to clarify how its limits might be 
defined musically. Lidov suggests that any short grouping of notes, such 
as a melodic figuration, could fulfill the role. One way to pursue this idea 
would be to look to ornamentation as a source of short, expressive 
figures, which give the performer some freedom of execution even while 
taking a familiar from. It is well recognized that, in a Baroque composition, 
spontaneous ornamentation (or application of the “graces”) by the 
performer is an important means of injecting expressively into an 
unadorned melodic moment (Cumming, 2000, p.142). 
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6.3 Illustrative Cases from Subjective Listening Practice: 

 

ID# 1. Case of soloist Clare Wilkinson with conductor John Butt in 2006:  

 In observing my inner reactions, it came quickly to mind that the singer's vocal 

ornamentations were smoothly executed and all carried out with what seemed to me to 

be a beautifying effect in terms of sonority. Unfortunately, given the amount of sadness 

and suffering implied in the text and which I believe to be in the underlying subtext of this 

piece about the Passion during which Jesus suffered and was tormented, in this case, 

the ornamentation seems to run counter to the meaning of the texts. Although the text 

setting used verses from the Old Testament, which some have interpreted as a 

prophecy about the future trials of a Messiah, clearly Handel's placement of the text in 

the “Passion” section of his oratorio referred to the Passion of Christ.  In addition, I firmly 

believe that ornamentation needs to be placed intelligently to accent the emotional 

subtext, and conversely, that ornamentation which is placed to accent and emphasize an 

unimportant aspect of the text can confuse the listener about subtextual meaning. 

 An example of beautifying a difficult emotional feeling that stood out in my 

listening, is found on “and his cheeks to them that plucked off the hair” mm 57-8. A 

terrible event is musically beautified through the adding of a smoothing ornamentation:  

 
Music Example 6-3-1: Wilkinson's smoothing ornamentation (mm. 57-58) 

 
 

 During the da capo, m.11, the vocal ornaments on the syllables of "pis-," "and," 

and "re-" were again executed in opposition to what prosody might require in order for 
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the meaning of the text to be transmitted to the listener's subjective experience. Rather 

than for emotional accent, the vocal ornaments seemed to be used to the purpose of 

beautification of sonority or, in a conventional manner, to fulfill the maximal opportunity 

for an appoggiatura and not to communicate anything that the singer may have 

interpreted or experienced internally about the meaning of the piece: 

 
Music Example 6-3-2. Wilkinson's Anti-Prosodic ornamentation (mm. 10-11) 

 

 

Again, in m.17, the text coloring vocal ornaments, changing notes on the word “sorrows,” 

and in m. 18, on the word, “grief,” were sung beautifully but seemed not to underscore 

the textual meaning. Although appoggiaturas, as a class of ornamentation, add harmonic 

tension per se when properly executed, the additional tension could seem generic or 

vague without the clarifying acknowledgment of singing reflective of, or in sympathy with, 

the relevant emotion of grief: 

 
 
Music Example 6-3-3: Wilkinson's Beautifying Changing Notes (mm. 17-18) 

 
 

 In m.40-1, the cadenza occurs on the syllables of "quain-ted," and places a 

strong emphasis on this word, despite the fact that "acquainted" is not a very important 

or emotive word of text in the phrase, “a man of sorrows, and acquainted with grief.”  It 
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seemed to me that, even among verbs, the notion of being acquainted has a more 

passive and intellectual meaning rather than a dramatic meaning. Drawing attention to 

"sorrows" alone would have been more communicative of subtext without watering down 

the effect by misleadingly drawing the attention to "acquainted" as well: 

 
Music Example 6-3-4: Wilkinson's Textually Misleading Ornamentation (mm. 40-43) 

 

 

ID#2. Case of soloist Patricia Bardon with conductor René Jacobs in 2006:  

 In my subjective listening to Bardon's performance, one moment of 

ornamentation that stood out dramatically, was in m.51, as seen in her execution of the 

acciaccatura on the syllable 'smi-" from "smiters." This syllable was sung very briefly, 

almost in an aspirated fashion, and it caught my attention. Unlike a typical acciaccatura 

ornament, this contained something more expressive that was so quickly executed it 

seemed almost subliminal—almost below the level of conscious awareness. While this 

was barely perceptible to me on first listening, it was perceptible nevertheless and my 

curiosity about what caught my imagination made me go back and re-listen until I felt 

that I understood Bardon's subtle ornament. It revealed the subtext of aspiration from the 

emission of the smiting action. This almost subliminal, but highly prosodic, ornament by 

Bardon clearly hinted at the subtext through the manner of execution of the acciaccatura 

and made me believe that she was imbuing this word with her own subjective 

experience of its meaning. The split-second of vocal ornamentation made a sound that 
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brought to mind the sudden pained exhalation of the lungs brought to their breaking 

point: 

 

Music Example 6-3-5: Bardon's subtly aspirated acciaccatura (m. 51) 

 

 In m. 63, Bardon's choice to place a the diminuendo over the word shame 

seemed to match the subjective experience of shame and the feeling of being smaller 

and lesser during the experience of shame. In m.67, Bardon applies some 

onomatopoeia and sings the word as if she is spitting, while at the same time, I sensed a 

feeling of disdain for those who spat upon a suffering person (See the music example 

below).  

 

Music Example 6-3-6: Bardon's aspirated acciaccatura (m. 67) 

 
 

This singer's sudden and seemingly intentional aspiration acted as an expressive device 

in her execution of the ornaments. It seemed to me that Bardon communicated the 

subtext by sounding, at points, as if she were feeling physically weakened and wounded. 

Her aspirations were reminiscent of the kind a person might makes when being 

punished in a way that affects lungs and breathing—the sound of a human exhalation 

with pain. 
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 In my listening to Bardon initiate the da capo section, I noticed that her first 

phrase was sung pianissimo which immediately brought to my mind the emotions 

evoked in me during the previous B section. In response, I felt that I was listening to 

someone who was in a very weakened state and therefore, I thought that her addition of 

the pianissimo here (where there were no dynamic marks indicated) was a very effective 

choice: 

 

Music Example 6-3-7: Bardon's opening pianissimo (mm. 8-11) 

 

 

 Additionally, when listening to Bardon’s performance, I also noticed a sound that 

seemed to remind me of sobbing. This sound was revealed during her execution of 

ornamentation on the word “rejected” (m. 11). Bardon's execution of these sob-like 

embellishments filled me with a sadness as I listened. It even made me realize that such 

a sobbing sound could be internally experienced as a rhythmic expression of sorrow. 

Meyer (1956) mentioned that just such a rhythmic and "vibrato-like ornamentation can 

produce and effect much like stylized crying" (p.43). 

 As her performance continued, I noticed that another pianissimo on "sorrows" (m. 

20) affected me and I sensed not only a weakening person, but more of a sorrowful 

emotion through this second pianissimo (See music example 6-3-8 below). 
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Music Example 6-3-8: Bardon's sorrowful pianissimo (m. 20) 

 

 However, I noticed that even after these two effective pianissimos, in m.17, 

Bardon's execution of ornament on sor- from sorrows served an anti-prosodic function. 

Upon reflection, I believe that the addition of an ornamental note that is a minor third 

higher (B-flat) than its original note (G), had an effect upon my inner reaction that 

lightened rather than deepened the emotional meaning of the word "sorrows:" 

 

Music Example 6-3-9: Bardon's lightening added note (m. 17) 

 

 In m. 27, the vocal ornament on "was" stood out to me, Bardon performed it in a 

subtle piano which, given that the past tense was emphasized, gave me an impression 

of a distant memory and that the action being narrated was completed some time ago 

(See music example 6-3-10 below). It dawned upon me, with some feeling of upset, that 

the subject of this narration had already suffered and had already been crucified. It 

seemed that, perhaps, the narrator was not bound to particular point in time with the 

action being narrated, and that the torment was being sung about in retrospect. These 

vocal ornaments, as executed by Bardon, seemed to belong quite fittingly or 

prosodically, with the story of the Passion (and it is in the Passion section of Handel's 

oratorio that the aria "He was despised" resides). 
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Music Example 6-3-10: Bardon's accent on the past tense—"was" (m. 27) 

 

The rhythm of the added ornament, occurs on the syllable of "jec-" from the word, 

"rejected" and thus, this appoggiatura prolongs both the word and the emotion 

associated with rejection:. 

 

Music Example 6-3-11: Bardon's prolonging appoggiatura (m. 35) 

 

 Toward the end of her performance, in m. 41, the changing notes vocal ornament 

performed in pianissimo expressed to me the inevitable dying out and disappearing of 

life at the end of the Passion, as seen on Bardon's faintly sung changing notes on the 

word "sorrows." And then, fittingly, the following phrase of the text, “and acquainted” is 

performed with a cadenza on the syllable, "quain-" (m. 42). Rather than detracting from 

the mood of the work, this angelic cadenza reminded me of  the mood that is expressed 

in the aria “Lift thy eyes” from Mendelssohn’s Elijah. I could almost hear the sound of an 

angelic spirit going to heaven during this cadenza and appreciated Bardon's ability to 

communicate so prosodically: 
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Music Example 6-3-12: Bardon's faint changing notes and angelic cadenza (mm. 

41-42) 

 

 

ID#4. Case of soloist Michael Chance with conductor Jürgen Budday in 2006 (a 

matter of perspective): 

 During my listening to Chance's performance of "He was despised," another 

important issue in the execution of improvised ornamentation arose that requires some 

discussion here. That issue is the point of view of the singer's narration of the aria, in 

other words, from what perspective is the singer's narration being delivered, and is this 

perspective consistent throughout?  

 In listening to this very emotional work, it became clear to me that there are at 

least two, if not three possible points of view that can be assumed by the singer in his or 

her narration of the work. For instance, there is the possibility that the singer can 

assume the role of the rejected and tortured person, either of any suffering being or 

specifically the suffering of Jesus during the Passion, and express the suffering endured. 

There is also the possibility that the singer can assume the role of the hate-filled and 

despicable smiters who cruelly tortured and punished an innocent person. A third 

perspective that is also possible is more of an overview narration, either from the 

perspective of a narrator who views the events from an overarching point of view that is 

separate from a particular role or from a particular point in the timing of the events being 

described. From this perspective the narrator can be either be a compassionate witness 

or a neutral reporter. 
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 In conducting the subjective portion of the listening practice in this study, it struck 

me as very evident that performers seemed to choose either to assume the position of 

empathy and suffering along with the tortured and rejected Jesus or to assume the 

position of being appalled and reactive to the hatefulness and cruelty of the smiters. And 

furthermore, it seemed to me that performers, once assuming one or the other of these 

points of view, maintained the point of view for an entire section, such as for the entire B 

section or the entire da capo section.  

 Listening to Chance's performance brought this point into very clear perspective, 

since he seemed to alternate between two perspectives during the same section of the 

aria (da capo). It became clear to me that such alternation of point of view created a 

confusing emotional or subtextual reaction subjectively and such mixed messages may 

work against successful communication with the listener.  

 Without applying a subjective listening practice, I believe it is unlikely that this 

point would have been perceived with such clarity. This brings to mind the questions 

asked by David Burrows (1989) when discussing Purcell's music, "...where is the viewing 

point? Whose voice is describing and demonstrating in it the power of song?" (p. 396). 

For instance, it was clear to  me during my listening to Bardon's (ID# 2) performance of 

the da capo that she was singing her narration from the perspective of the suffering and 

rejected person. The shared subjectivity is with the suffering person, the innocent and 

tortured Jesus during the Passion and the empathy that any sympathetic person would 

have in the face of such suffering. The smiters are consistently objectified, and an 

expression of their evil does not enter into the subjectivity being expressed and 

communicated to the listener. The consistency of this perspective allows the listener to 

be affected by and absorbed into the subtextual feeling.  
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 Carol Jacobs and Henry Sussman (2003) point out that there are two distinct 

ways that the narrator can tell a story that affect how we listen to the story in terms of the 

identification of subject and object. In one way, the narrator is looking at a character in 

the story and "into a character's mind" (p. 102). On the other hand, the narrator can be 

telling of the story from the point of view of the character, where "the character is the 

perceiver and the world is perceived" (p. 102).  In the case of the narrator in sections of 

"He was despised," in one viewpoint, looking into the mind of the tortured but spiritual 

and dignified soul, the narrator telling the story from this position will sing with pain and 

dignity, maybe even transcendence. However, the narrator looking at the world, either 

from the position of the character or of a witness that is present, may look at the smiters 

and sing with disdain for their cruelty and describe in the manner of singing their sadistic 

actions. The emotions associated with these two viewpoints, though both potentially 

valid, are incompatible and confusing if the singer alternates back and forth between 

them in the same section of the aria. 

 Whereas Bardon's performance, in retrospect, seemed to me quite clearly and 

consistently narrated from the perspective of the good, rejected and suffering person, in 

my subjective listening to Chance's performance, the relation between two views 

seemed to me like a conversation between two speakers with opposing viewpoints, 

going back and forth until there came a moment in which I was not able to grasp the two 

views at the same time, in which one view blocked the other. The resultant choppy 

nature of my inner reaction to the ornamentation in the da capo section, alternating from 

emotionally describing the "rejected" person and the 'rejecting' persons, made it 

impossible to hear it as a related whole. 

 The point of view of the narrator is a very compelling piece of information that, 

whether we are aware of it or not, affects our reaction to the lyrics being narrated by the 
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singer. Jacobs and Sussman (2003), in discussing the weight of the narrator in literary 

works emphasize that it is possible that the message of the words being communicated 

can take a secondary role to the importance of the point of view of the narrator by whom 

those words are said: 

 
'Point of view' is a visual metaphor that, for a hundred years and more, 
has worked to elide or negate the importance of voice, of narrative fiction 
in the sounds of words. Moreover, if its more colloquial effacement of the 
how rather than the what of what is being said, the term has also carried 
with it a powerful set of assumptions about the unity of the speaker or 
thinker whose 'point of view' is being 'expressed' (p.101). 

 

 In my subjective listening to Chance's performance, in addition to the confusion 

which had built up around the issue of the point of view of the narrator and the emotions 

that changed within the same section of the aria due to the back and forth points of view, 

I found some other aspects of his ornamentation confusing. For instance, in m. 55, a 

strong emphasis was placed on the word "and," with an emotionally 'choked up' sort of 

sound that drew attention to this word in the phrasing. However, placing a strong 

emphasis on an unimportant and unemotional word this seemed a random choice of 

emphasis to me as I could not see what it had to do with the communication of the text 

or subtext: 

 
Music Example 6-3-13, Chance's dramatic "and" (m. 55) 
 

 

 
 It seemed to me that in m.13, Chance's ornaments on the syllable "-ed" from the 

word "rejected," brought the feeling of the word to an end quickly and closed down the 
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possibility of an emotional reaction to the word. Furthermore, beyond closing off the 

painful feeling, the ornament here beautified and lighted the emotion in my subjective 

understanding, possibly accomplished by adding notes that were a major 2nd higher than 

the original note: 

 

Music Example 6-3-14: Chance's lightening of rejection (mm. 12-13) 
 

 

 

A similar lightening up of emotion that occurred as I listened to Chance's performance 

took place on the word "sorrows" in m. 17 and just as before in this performance, it 

seemed to me that this was accomplished by adding two higher notes, in this case C 

and B-flat which are perfect 4th and major 3rd higher than original note (G). The 

ornamentation rose upward and lightened up the emotion, beautifying the sonorities just 

as in the previous music example, at the cost of sacrificing the option to add deeper 

meaning to the text and subtext: 

 
Example 6-3-15: Chance's anti-prosodic "sorrows" and prosodic "grief" (mm. 17-
18)  
 

 

Even though Chance's ornaments on the word "grief" (m.18) were executed with what 

sounded to me like the correctly sad emotion, it was not enough of a prosodic correction 
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for me to counteract the rising changing notes on “sor-“ of "sorrows" and for me to feel 

the sad subtext of the whole line. 

 I noticed yet another example of two contrasting narrative points of view 

occurring in the same section of the aria, and I will make a brief mention before 

completing my discussion of Chance's performance. For instance, on the words 

“despised” and “rejected” (mm.25-6) Chance executes acciaccaturas on the syllable 

"pis-" from "despised" and his appoggiatura on the syllable "jec-" from "rejected" are both 

hit with what seemed to me as a mean and forceful emotion—bringing to mind prejudice, 

thoughtlessness, carelessness and anger. Clearly Chance's performance suggests that 

the narrator is viewing those who are perpetrating the cruelty by either from the 

perspective of one who is being victimized or a third party who is witnessing the cruelty 

or is taking on the point of view of the emotions of the abusers in order to express them:  

 

Example 6-3-16: Chance's Perspective of Despising and Rejecting Men (mm. 25-

26) 

 

By way of comparison, to show that the performer has some freedom of choice of 

viewpoint for narration, Bardon (ID# 2) applied pianissimo dynamics in these same 

places as a narrator who is deeply empathetic with the sufferer and sees into the mind of 

the main character. As I continued to listen, I sensed that Chance also demonstrated this 

sort of empathy. However, because that empathy seemed to co-exist in the same 

section as the more harshly descriptive narrative perspective, the contrasting 
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expressions created a visceral confusion for me about the emotional subtext. For 

instance in mm. 40-41, the ornaments are executed in a manner that seemed to me to 

soften and open to the emotions of sadness as seen during the downward direction of 

the changing notes: 

 

Music Example 6-3-17: Chance's Empathic Ornamentation (mm. 40-41) 

 

 It occurred to me while observing my reactions to the countertenors to ask 

whether there was a difference between the male and female performers in the way I 

experienced my emotional reactions and in terms of noting prosody, consistency of 

narrative viewpoint and empathy. Although certainly not within the scope of this present 

monograph, I wondered whether an interesting topic for future study would be in regard 

to asking if gender has any bearing on the performance of this aria. I was reminded that 

the singing of kagok, a traditional Korean singing form with which I became familiar as a 

child, reveals a double standard about emotional improvisation. While it is common for 

male singers to pride themselves on following the written notation precisely, in 

performing kagok, female singers more typically add improvised ornaments and through 

doing so, can be heard as more emotional in terms of poignancy by the listener. This 

finding is described by Coralie Rockwell (1972) as follows:  

It is interesting to note that Korean musicians such as Lee Dong Hyong 
and Lee Dong Youp [males] regard a singer's ability to reproduce exactly 
what is written in the notation as the highest quality of excellence. If this is 
the case, one again wonders where the validity of kagok perfromances 
lie. While Lee Jo Wan reproduces almost perfectly the ornaments and 
vibrato written on the printed page, his performance does not seem to be 
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as "poignant" as the incredibly "liquid-sounding" female voice, which often 
enhances the basic pitch with additional unwritten ornaments (p. 49). 

 

 

ID #7. Case of soloist William Towers with conductor William Boughton in 2003: 

 In the case of my subjective listening practice with Towers, as opposed to most 

of the performances discussed in this section, I was surprised to find absolutely no 

emotion in my reactions at all and no evidence of any subjective contribution or 

interpretation by the singer. Furthermore, Towers' performance made me acutely aware 

of the deleterious effects that misleading ornamentation can have on communicating the 

text and subtext of a work.  

 Instead of noting ornaments or emotions that enhanced my understanding of the 

work I found myself thinking, 'something is amiss here' and that the soloist's approach to 

the piece was not only lacking in proper mood and understanding, but that Towers may 

have misunderstood or had approached with a mood that is contrary to the text and 

subtext of "He was despised." The subjective sense that something was amiss, upon 

closer examination of the ornamentation that Towers applied, seemed related to his 

ornamenting in a manner that would lead the emotion communicated in his ornaments to 

be diametrically opposed, or what I call anti-prosodic in this monograph, to the emotion 

that I would think appropriate to the text and subtext at those moments.  

 For instance, I was struck by the feeling that something was amiss during my 

listening to the ornamentation that Towers placed on the word “sorrows.” As shown in 

music example 6-3-18 below, the changing notes ornamentation on the word “sorrows” 

(m.20) struck me as charming but trite sounding embellishments—and seemed lacking 

in any sympathetic emotion. Higher note changing notes added to this effect and made 

me believe that he was not sensing the sadness of the words in his own subjective 
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reactions. The upward direction of the changing notes on the first syllable of "sorrows" 

seems to drive the emotion in the opposite direction from sad and sorrowful to pleasant 

or even happy: 

 
Music Example 6-3-18: Towers' anti-prosodic ornament ('charming but trite' 
sounding) (m. 20)  
 

 
 

The result for me as a listener was that sweet ornaments were heard, instead of 

emotionally deep and painful ornaments heard in some other performances. These 

sweeter ornaments certainly seemed as if they should be experienced as more 

comfortable at the moment, but instead they seemed disconcerting because there are 

painful emotions in music. This performance, devoid of deep feeling, made me reflect 

upon the fact that often the most beautiful and transcendent music contain painful 

emotions, such as the passions, funeral marches, requiems and elegies.  

 It occurred to me once again, since this was an even more confusing 

performance than Chance's (ID# 4), that there may be some gender issue at play, and 

this is something for future study. What seemed clear to me in my subjective listening, 

disturbingly so at times, was that Towers' decision to add such cute ornaments on 

"sorrows" struck a wrong chord in me and stood out to me as starkly anti-prosodic. As 

opposed to Chance's performance wherein I felt see-sawed between two opposite points 

of view that resulted in a confusion in subjective reaction, in the case of Towers, the 

manner of execution of the ornaments, the stresses and emotions presented in them, 

seemed to be totally misleading and obstructive to the listener's emotionally 
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understanding the work. Because of the contrast with other performances in this 

listening practice, it occurred to me that in this case, it is possible that there is something 

about the singer's personality reflected in the vocal ornaments. Perhaps, his choice of 

vocal ornaments were applied to avoid the sad emotion of the painful music, text and 

subtext of Handel's aria, whereas some other performers did not need to shy away. But 

clearly, the cute and light mood that I sensed in my subjective reaction was unlike a 

Pagliacci-like laughing while crying—instead, there was no crying at all nor the 

expression of any other painful emotion present in this performance. 

 

ID# 9. Case of soloist Ingeborg Danz with conductor Helmuth Rilling in 1997: 

 In the case of Danz, my reaction was that, over all, I was listening to a beautiful, 

soothing and lovely performance, wherein no noticeable moments of emotion were 

found throughout the aria. I thought that the B section of the aria was an extremely 

"orthographic" performance that complied closely with the notation. In looking back upon 

this performance, noticed that in the initial part of my listening practice, only 10 

ornaments were found in the entire aria. And even those few ornaments were pleasant 

to listen to and relatively unremarkable. 

 However, although I did not find that any moments of emotion stood out in my 

subjective experience, and that the ornaments blended in unremarkably with the notated 

singing, I would not say that this was an unemotional performance. Instead, I 

experienced Danz as approaching the work with consistently mildly melancholy mood, 

and that this feeling of mild and unchanging melancholy was noticeable in my reaction 

during this subjective listening practice. It was like a taking a warm bath when feeling 

sad, everything is bathed in the same thing and no moment, no ornament, no portion of 

the text became noticeable—nothing stood out. As opposed to Tower's (ID# 7)  
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emotionless performance (as described above), I appreciated what Danz did with the 

performance in bringing to it a consistent mood, but I could not help feeling that the 

opportunities for deeper expression of the subtext and to show more relationship with 

the specifics of the text, were lost. 

 
 
ID# 12: The case of soloist von Otter with conductor Marriner in 1992: 
 
 Like the performance of Danz (ID# 9), I found that the general mood of von 

Otter's approach to this aria was consistently still, pianissimo and had an empathic touch 

to the performance. On first listening, I wondered if there was something impersonal in 

the approach, but then it became more apparent that a subtle undertone of empathy 

seemed present in her performance.  As in the case of Danz, the mood was lightly 

carried throughout with no particular word or text or ornamentation standing out.  An 

example of von Otter's subtly empathic ornamentation appears in her execution of the 

appoggiatura on the syllable "pis-" from the word “despised” (m.25) was pianissimo: 

 
Music Example 6-3-19: von Otter's subtle appoggiatura (m. 25) 
 

 
 
 
 
ID #21: Case of soloist Fassbænder with conductor Marriner in 1984: 

 In listening to Fassbænder's performance, I noticed that the mixed emotions of 

anguish and rage, especially during the second half of the middle section of the aria, 

seemed dramatically increased and were clearly heightened by the manner of execution 

of the ornaments that were applied towards the end of the B section. The emotions of 

anguish and rage, and the image of someone who is seeing inhumane torture and 
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brutality right in front of her face were vividly delivered from the performer to me during 

this section. The repetition of the same text allows Fassbænder to elevate the intense 

emotion—little by little—and eventually, on the last repetition of the text, the emotion 

bursts into expression through the medium of cadenza ornaments.  

 What struck me as particularly compelling about Fassbænder's delivery of the 

subtext to the listener through her use of ornaments was that her performance's singing 

of the text was done in German, not English, and yet the subtextual messages were 

comprehensible in my subjective reactions even more strongly than most of the English 

language performances of "He was despised" in this listening practice. Whereas I had 

mentioned sensing that in the other performances I sensed either a coloration of mood 

during ornamentation or an overall approach with a certain mood, in Fassbænder's 

performance, I sensed the presence of both. There was an overarching dramatic tone of 

acute emergency throughout the aria, and the moments or ornamentation affected me 

and seemed to me to reveal even deeper feelings as well.  

 The core subtext was delivered by Fassbænder's expressive singing, especially 

during her added appoggiaturas. In the B section, the dramatic tone of acute emergency, 

seemed especially poignant to me on "Schmach" and "Schande" (disgrace and shame) 

and in addition, on m. 65, Fassbænder's quavering delivery brought to my mind the 

quavering of a person's lips that sometimes occurs immediately before, or when trying to 

hold back, tears and crying. 

 
Example 6-3-20: Fassbænder's poignant delivery (mm. 65-66) 
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But, as I noted earlier in the case of Bardon, here too there is an orthographically applied 

ornament, the Cadenza at m. 42, which is conventional and unemotional in execution 

(as defined in Chapter 4 of this monograph). In the midst of what I experienced as this 

urgent performance, this cadenza is orthographically applied where no good textual 

meaning or reason, and all I can think is that it is here because of convention and it fits 

into the location. It struck me as odd that even in a performance that I subjectively 

experienced as expressive of deep emotion, the performer felt a need to add, what 

seemed to me to be an orthographic cadenza on a word that adds no meaning to the 

work: 

 

Music Example 6-3-21: Fassbænder's orthographic cadenza (mm. 41-43) 
 
 

 

 

Despite this momentary drawback, Fassbænder's performance of "He was despised" 

maintained a high intensity for me while I listened and stood out in my mind as a very 

dramatic performance. It captures the core meaning of the Passion, with pain and 

suffering and compelling urgency. In my opinion, the two most clearly prosodic 

performances that most affectied my emotions during this subjective listening practice, 

were those of Bardon (ID# 2) and Fassbænder. 

 Yet the two performances seemed very fundamentally different in some way and 

upon reflection I think that it is because the Fassbænder rendition expresses suffering 

from the perspective of earthly and humanistic viewpoint, whereas, Bardon’s 
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performance captures the suffering along with a dignified and transcendent sadness that 

is, in a way, religious or spiritual. Although I was moved by both, if pressed to answer, as 

I tend to gravitate towards the more spiritual, I would say Bardon's performance seemed 

just slightly more prosodic and most moving to me. 

 

ID #28 Case of Janet Baker with Charles Mackerras (1966): 

 After listening to Fassbænder, I observed myself experiencing just the opposite 

subjective reaction in the case of performance ID# 28 with Baker as soloist. Although 

Baker applied an abundance of ornaments (in my opinion an overabundance, as I 

counted 70) her performance ultimately struck me as emotionally flat and uninvolving. 

 In listening to this performance, the subtext was simply not communicated to me 

and I was left without deep emotional reactions. The beauty of the performance and the 

high frequency of vocal ornaments that were applied seemed to obscure rather than 

convey the emotional meaning of the aria. And, as far as I could tell in observing my 

inner reaction, I could not determine any overarching or consistently emotive tone as I 

was able to do with performances such as Danz's (ID# 9) for instance. Therefore, 

Baker's use of ornaments, though very beautiful and adept on the surface, came as 

somewhat empty gestures and seemed, during my listening experience, neither 

communicative of subtext nor deeply meaningful in comparison to some of the previous 

performances discussed. This raises the consideration of whether "detail for detail's 

sake" (Schor, 1987, p.46), especially in such frequency, has the effect of obscuring 

meaning and detracting from subtextual or subjectively felt prosodic fluency. 

 Baker’s application of the appoggiatura on the words "gave" and "his" (in m. 50) 

is an example of orthographically sung ornamentation in a flight from one ornament to 

the next. Though beautiful and artful, the choice to ornament both adjoining words 
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detracted from the possibility of accenting only the more meaningful one in the text—

"gave."  The over-ornamentation even obscured that meaningful word as a result of 

Baker's addition of a consonant sound [H] which results in a broken legato (slur) 

between the appoggiatura and the main note creating the two syllable "ga-hav:" 

 

Music Example 6-3-22: Baker's broken slur appoggiatura on "gave" (mm. 50-53) 
 

 

  

In m. 59, Baker similarly applied an appoggiatura on the word "hid" and again, in my 

listening practice I noted the break in the connecting slur between the ornamenting note 

and the main note resulting from Baker's addition of the consonant [H], which 

transformed the sound to "hi-hid." As a result, the meaning of this important phrase in 

the aria was now nowhere to be found during this subjective listening practice, 

suggesting that the ornament caused a break in the prosodic fluency, so to speak, of the 

performance.  
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Music Example 6-3-23: Baker's broken slur appoggiatura on "hid" (mm. 59-62) 

 

 This brings to mind the recommendation stated by Agricola (1995), published in 

1757, that: 

If the goal is to better connect the melody, the appoggiatura should be 
bound in a legato fashion to the following note, so that no space remains 
between them. Thus, all appoggiaturas must be slurred to their main note 
(p. 97). 
 
 

Possibly, if the breaking consonant were eliminated in Baker's appoggiaturas, the 

smoothing influence of maintaining the legato bonding between the ornamenting note 

and the original note might have allowed me to gain better sense the meaning of the text 

and subtext. However, I suspect that even if the distractions from the melody line and 

text were fewer and further between, something basic would still be missing in this 

performance and it would still have struck me as orthographic during the subjective 

listening practice.  

 While listening to Baker's recording, my judgment that this was a non-prosodic 

performance persisted throughout the many instances of ornamentation including what I 

felt to be instances of misdirected accenting (such as on the unimportant word "was" in 

Music Example 6-3-24 and on the word "of" in Music Example 6-3-25) as well as 

instances of confusing over-ornamentation (as also shown in Music Examples 6-3-25 

and 6-3-26 below): 
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Music Example 6-3-24: Baker's non-prosodic accent on "was" (mm.  27-29) 

 

 

Music Example 6-3-25: Baker's non-prosodic accent on "of" and overuse of 

ornamentation (mm. 31-35) 

 

 
 

 

Music Example 6-3-26: Baker's further overuse of ornamentation (mm. 37-39) 
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           CHAPTER 7 

DISCUSSION, SUBJECTIVE REFLECTIONS AND CONCLUSIONS 

 

7.1 Ornamentation and Majestic Sentiments 

 

 Handel's use of brief and flowing ornaments precisely follows Quantz's 

prescription that "A majestic sentiment does not allow much to be added, and anything 

appropriate to it should always be performed in a sublime manner" (Quantz, as cited in 

Veilhan, 1979, p. 68). But, it should also be mentioned that, possibly, to be truly sublime, 

it is necessary for an executed ornament to arise from the singer's understanding of the 

work being performed, and necessary that he or she communicates his or her own 

artistry in interpreting the underlying meaning of the text. As we discovered earlier in this 

monograph, in reviewing Handel's autograph of three ornamented arias (Dean, 1976), 

his few notated embellishments were brief and more likely to be executed in a sublime 

manner. 

 Rather than continue to subscribe to the idea that "Affekt is an aspect of the 

ornamentation process which is often the determining factor for the type and amount of 

embellishment chosen" (Britain, 1996, p.143), perhaps we should consider that the affect 

also inspires the performer's choice of embellishment so that the result is in the service 

of communicating the singer's understanding of the subtext. Mary Cyr (1992) noted that: 

In the Baroque period, the performer's interpretation was considered at 
least as important as the written score, and in many cases it was 
considered more important. It is easy to see, then, why musical scores 
from the period do not provide all the indications that belong to the 
creative responsibility of the performer, such as slurs or articulations, 
dynamics and ornamentation (pp. 24-25). 
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The case can be made that offering the singer an opportunity for more freedom and 

creativity in performance is just as much an historically informed practice as turning to 

treatises and scores for direction. 

 The role of a singer's vocal ornamentation in the Baroque period was to help 

"complete" (Smiles, 1976, p. 49) the composition and act as an extension of the 

composer's intention during the performance. As a matter of fact, from treatises and 

writings it is clear that the execution of such embellishment was expected of the singer in 

Handel's time, and such execution was expected on a spontaneous basis and was not 

generally notated by the composer or conductor. This was likely to be particularly true of 

Handel's singers, since Handel, as noted in the earlier sections of this monograph, 

subscribed to the Italian school of non-notated embellishments.  

 During the early revival of "authentic" early music practices, the idea took hold 

that only the written score and existing written notations were authentic, and singers 

became bound by the constraints of such research: it was considered historic to perform 

as written. However, this mainstream view has been slowly changing as the movement 

continued, and the trend is sensibly moving away from the unattainable attempt to 

achieve historic recreations and towards historically informed performances; the 

scholarly and the modern aesthetic could combine. 

 A recent development in the evolution of Historically Informed Performance has 

been the infusion of vibrancy from listening practice that has, according to Taruskin 

(1995) initiated a renewed "oral tradition" (p. 179) wherein singers hear, compete with 

and learn from each other. In this way a continuous oral tradition can now be reclaimed. 

The most recent development in adding oral tradition to the evolution of Historically 

Informed Performance is the incorporation of methods from the field of ethnomusicology 

and application of the more recent analysis of recordings methods (Fabian, 2003; Ornoy, 
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2006). In this monograph, I have endeavored to make a contribution by combining the 

scholarly research with both an objective (identifying the ornaments) and a subjective 

(prosodic expression/reaction) listening practice.  

 

7.2  Possible Contributions to Listening Practice 

 

 At the outset of this research project, I assumed I would build upon the works 

and rest on the broad shoulders of the researchers and authors that already ventured 

into the analysis of recordings. Little did I realize how much it would fall upon me to 

venture into new ground in order to complete the monograph, and for that reason, it is 

important to mention in this section that some possible contributions to listening practice 

methods could emanate from the research methods in the present study.  

 The objective and subjective listening practice conducted in this study required 

me to become an accidental pioneer, so to speak, and to devise and apply methods of 

meeting certain challenges in vocal music research. Two of the solutions applied in this 

study resulted in initial explorations into areas that, I believe, could be useful in carrying 

out further research about vocal ornamentation and especially in further listening 

practice studies.  

 1. Manualizing a method of defining and counting "units" of vocal ornamentation 

for use in listening practice was the first solution applied in this study. Although there are 

many scholarly works which define the various types of ornaments, foremost amongst 

them are Dolmetsch (1946), Aldrich (1942), Neumann (1983, 1993), Donington (1973, 

1982) and Toft (2000), these tend to either emphasize or blur the distinctions between 

instrumental and vocal ornamentation. There is less clarity about the definitions of the 

various types of vocal ornamentation and, prior to this monograph, no method for 
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defining and identifying a single "unit" of vocal ornamentation that systematically 

accounts for systematically accounting for the challenges of sung syllables and sung text 

in addition to added notes (a challenge that is not faced in instrumental ornamentation). 

Again, just so that it does not get lost in the method of the totality of this monograph, I 

think is also important in this discussion section to mention that the development of a 

manualized method—a method that is outlined in a step-by-step manual so that any 

musician-researcher can put it to use in the exact same manner—is also a potentially 

important and useful accomplishment. Furthermore, that this method, although built 

upon the scholarly works of the experts, focuses exclusively on vocal ornamentation in a 

precise and consistent manner that can help to further research into vocal music and 

allow for meaningful comparisons between research studies that might employ this 

manual in the future. 

 As with any initial exploration into an area of research, there may be some 

experts who do not completely agree with my manual's definition of units of vocal 

ornamentation and certainly future research can amend my method. However, as in the 

case of the other contributions made by this monograph, whether or not the experts are 

in full agreement, I am hopeful that my efforts to create a system of identifying units of 

vocal ornamentation that meets the challenges of incorporating singing's unique 

elements of syllables and text, might be applauded in its spirit of breaking new ground 

and bringing a useful tool to the study of the art of singing that can be applied in future 

research. 

 2. Bringing the relatively new method of subjective listening practice analysis, as 

pioneered by Cumming (2000), to vocal music and opening the discussion of subjectivity 

and prosodics in ornamentation was the second solution applied in this study. In this 

monograph's subjective listening practice analysis, 30 ornamented renditions of "He was 
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despised" (out of the total of 38 renditions in the initial listening practice wherein the 

manual for identifying ornaments was applied) were studied.  

 

 

7.3 Ornamentation is Reading Between the Lines 

 

 When I began this project, I thought, just as was stated in Tosi (1986) and 

restated in modern times by Fabian (2003), that I would learn more about how a 

performer's artistry could be conveyed through ornamentation. 

 Having completed this monograph, and having accomplished some further 

precedents in listening practice analysis of recordings, it seems to me that 

ornamentation among the notes, is, ultimately a matter of reading between the lines and 

conveying something of the subtext and shared human experience of the prosodic 

meaning of the work. The experience of listening to the many recorded performances of 

this beautiful and touching aria strongly suggested to me that there is support for my 

contention that the moment of the ornament is the moment where a performer can 

pierce through from subtext to listener by using his or her own subjectivity to guide the 

prosody of the embellishment. But beyond this, the listening practice led me to conclude, 

as discussed in the previous chapter, that there are dangers to such freedoms as well 

since anti-prosodic ornamentation can obscure meaning and confuse the listener just as 

much as prosodic ornamentation can clarify emotion and convey subtext. 

 Upon setting off on this course of study, I believed I would arrive at a conclusion 

that somehow clarified the use of the ornaments as accent marks and confirmed that 

such accents were somehow, as Tosi and the great masters of the old treatises wrote, 

responsible for conveying the beauty of the music. Additionally, prior to my own scholarly 
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and listening practice study of "He was despised," I had an intuitive sense of the power 

of ornamentation in emotional expression of the vocal work being performed, but saw 

these more as accents and reinforcements of affects. Like Toft (2000), this author 

believed that vocal ornamentation served to intensify, to beautify, to hold an audience’s 

attention and to communicate with the conductor. Now, having studied the 

ornamentation and the ornaments themselves along with texts and recordings, I strongly 

believe that we should endeavor to look beyond the ornaments and their accenting 

nature to their prosodic subtextual conveyance in order to find the hidden key to 

Baroque vocal performance practice.  

 Ultimately, it seems that the true beauty of Handel's "He was despised" and 

possibly of any solo Baroque work for voice, is only discoverable when going beyond 

Historically Informed Performance practice, although understanding a piece in an 

historically informed manner is an essential part of the journey. Instead of the ornaments 

serving simply to better convey the meaning of the text to the listener, I have come to 

believe, after the study of texts and treatises and repeated listening to numerous 

renditions of this aria, that there is a more sublime, even transcendent, interplay 

amongst the subtextual meaning, the performer and the nature of the ornaments. 

Adorno (1981) discussed a modernist interpretation of Baroque music that seemed 

relevant to listeners with its twentieth century aesthetic. However, as demonstrated in 

this monograph, I am now of the opinion that a postmodernist perspective may be 

necessary for our analysis to go one step further. 
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7.4 An Essential Note for Performance Practice 

 

 The specific emotion experienced both by performer and listener is not suddenly 

created at the moment of arrival of the ornament, but is the result of a specific subtext 

has been built through the phrase or before the phrase, and keeps building until the 

arrival of the ornament. Sometimes the suspense continues until the conclusion and 

resolution of the ornament to the original note. I believe that Meyer's (1956) use of the 

term "architectronic" has no better example than that of an expressive ornament that 

comes from the whole of the music. The arrival of such an ornament is a reinforcing 

event that validates the subtext in a variety of ways, not the least of which Is that the 

ornament serves to delay the resolution of a rising emotion in order, possibly, to better 

savor and communicate that feeling within the performer and consequently to and within 

the listener. However, I have also discovered and want to emphasize that ornaments 

only serve a meaningful architectronic role if the architecture of the ornaments 

themselves are true to the subtext in the subjective expression of the performance and 

consequently, more likely to serve the truth of the subtext in the subjective experience of 

the listener. I can't emphasize enough, how the executed ornament could be prosodic, 

orthographic or even anti-prosodic—and I believe that this discovery is essential 

knowledge for every singer of Baroque music. 

 Throughout, it became clear to me that prosodically-executed ornaments 

“heightened” the emotion, as C.P.E. Bach wrote: "Expression is heightened by 

[ornaments]; let a piece be sad, joyful or otherwise, and they will lend a fitting 

assistance" (Bach, 1974, p. 79). How the achievement of a prosodic ornament comes 

about is a process that begs further exploration in the future. Meyer's (1956) notion that 

it is unimportant whether the ornaments help define the subtext or whether the subtext 
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elicits the choice of ornaments is, ultimately, an unanswerable question as the 

ornaments are inseparable from all the other expressive and contextual elements that 

form a meaningful and communicative performance. Similarly, I began this monograph 

believing that ornaments could be separated out in terms of their "value added" to a 

performance, in the end it is more clear to me that when ornamentation plays a role in an 

expressive performance, the contribution of each element cannot be separated out, and 

the "architecture" of such musical moments is built of many inseparable layers and it is 

the challenge for the performer to so convey. At the outset of my research, I believed 

that the ornaments played a central role in conveying the meaning or a work, and now at 

the close of this study, I am convinced that the importance of ornamentation is mediated 

by the manner of execution of the ornaments, and the such execution plays an important 

and indispensable role in what is conveyed by the performer and is subjectively 

experienced by the listener.  

 Interestingly, on this topic, Neumann (2006) has mixed opinions, one for speech 

and one for singing, and states that:  

“Thus the emphasis on accented syllables could be expressed in rising as 
well as falling appoggiaturas or in any kind of melisma of any length or 
design. The rising appoggiatura, being non-prosodic, has no place in 
recitative. In arias it can be very expressive, perhaps because it is a pure 
melodic inflection, not a declamatory one” (Neumann, 2006, p.93). 
 

 As a result of my conducting the subjective listening practice portion of 

this study, the following recommendations come to mind: 

 
 1. First, truly understand the meaning of texts in your music. 

 2. Find the places to emphasize the syllables that need to be accented in 

phrases with an understanding of the effects of such accents. 

 3. Be ever aware of the prosody of the communication or the music of rhythm, 
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stress, accent and pitch as it applies to language and semiotics. 

 4. Read the texts with a full appreciation of the emotion of the words, and with 

respect to the emotion that arises from the subtext—and that may require some study to 

achieve. 

 5. Digest these emotions into your reading at first and into your singing after that. 

Stir your emotion along with the words, so to speak, until your own subjective 

experiencing enters into play for it is with that subjectivity that your subjectively guided 

reaction informs you in your application of vocal ornaments—and so that they can affect 

the subjectivity of the listener.  

 6. Read and sing with exterior accent sonority, interior emotionality, and always 

strive to align text and performance with prosody. Understand that developing a sense of 

prosody, how to discover it in performance, as well as communicate with prosody all 

take time and effort (I certainly found this to be true).  

 7. Remain aware of the fact that ornaments provide a moment of freedom of 

expression and an opportunity for prosodic communication, and that as a performer it is 

your responsibility to use your freedom of expression wisely at these moments. 

 8. Understand the possibilities for the point of view of the narrator of the work you 

are to perform and make a decision about what perspective you will take—and remain 

consistent to that narrative perspective so that the listener can build a consistent 

understanding of the performance and will be free of the confusion that can come of 

alternating perspectives. 

 9. Be ever vigilant against the infiltration of orthographic and anti-prosodic 

ornamentation into your performance and cautious about placement of ornamentation 

that can break up prosodic fluency, as such infiltration can adversely influence the ability 

of the listener to comprehend the deeper meaning, or the subtext, of the work. 
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 10. Be elegantly simple, choose your ornaments carefully making sure not to 

overdo the complexity or frequency of ornamentation. Your ornaments should bring the 

listener closer to the meaning and subtext and not be so frequent that the melodic line, 

text or subtextual messages become obscured.  

 11. And, last but not least, be humble in the face of subjectivity, your own and 

your listener's, since we are just beginning to explore prosody in singing, and since it is 

clear that melodic direction and ornamental execution effect prosody, but that they alone 

cannot explain the full depth of subjective emotions brought into the performance by the 

singer and perceived by the listener at a vocal performance. So, continue to explore and 

remain open-minded and open-hearted. 

 

7.5 In Conclusion 

 

 In conclusion, this study provides support through analysis of recordings for the 

hypothesis set forth earlier in this paper: that the moment of an ornament can be a 

moment that can serve as a window into the meaning of the music that transcends past 

and present—historically informed as well as subjectively and subtextually imbued. The 

process of conducting the research for this monograph suggested to this author that 

there are many hidden riches to be mined in the field of Baroque vocal performance 

practice.  The results of this monograph emphasized to me that one of the essential 

tools required to access these riches is further development of listening practice and 

analysis of recordings.  I encourage further research in these areas, urge the further use 

of analysis of recordings in scholarly music endeavors, and anticipate personally 

exploring both research areas further throughout my career. 
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 I would like to end this paper with a return to the words of Tosi, who, at the 

conclusion of his treatise quoted a poem (Tosi, 1986, p. 118):  

"Truth, and roses have thorns, 
But he does not stick himself 

Who grasp them by the flowers." 
 

After the long journey through the study in this monograph, I now understand Tosi to 

mean that even though the aspects of performance practice and ornamentation are 

fraught with questions, intricacies, debates and opinions, in the end, the performance 

product should be a work of deeper meaning, subjective and subtextual truth and 

beauty. An understanding of historic information in performance practice can contribute 

to this meaning and beauty as long as our efforts are enhanced by and not controlled or 

constrained by that understanding. The moment of freedom provided by an ornament, I 

believe, offers an opportunity for the singer to bridge history and present, integrate 

scholarly and artistic, and touch the listener's own subjectivity by using all of this to 

express the subtextual meaning of the music.  However, as we well know in other areas 

and now it is clear to me that it is also true of performance practice, with freedom comes 

responsibility. As singers, we cannot take the moment of an ornament lightly, and should 

strive to execute our embellishments prosodically and sincerely to convey our best 

subjective understanding of the subtextual meaning of the moment in the work being 

performed so that the listener may benefit. 

 When Tosi (1986) equated truth with flowers, I think he meant not just the 

beautiful production of sound, but the beautiful and truly meaningful communication of 

the human spirit through prosody.  If we approach our art of singing and our teaching of 

singing by always grasping for beauty and striving to communicate true meaning, we will 

honor singers and voice teachers throughout history.   
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TABLE OF STUDIED PERFORMANCES OF "HE WAS DESPISED" AND RECORDING INFORMATION (PAGE 1 OF 2) 

ID PERFORMERS; CONDUCTOR/ ORCHESTRA/ ALTO SOLOIST (DISCOGRAPHY) DATE RECORDING INFO 

1 John BUTT / Dunedin Consort & Players / Soloist: Clare Wilkinson (Contralto) 2006 Linn Records 91062 02852 

2 Rene JACOBS / Freiburger Barockorchester / Soloist: Patricia Bardon (Alto) 2006 HMC 901928.29 HMC 801928.29 

3 Colin DAVIS / London Symphony Orchestra /Soloist: Sara Mingardo (Contralto) 2006 Lso Live 

4 Jürgen BUDDAY / Hanoverian Court Orchestra / Soloist: Michael Chance (Countertenor) 2006 K&K Verlagsanstalt 

5 Edward HIGGINBOTTOM / Academy of Ancient Music / Soloist: Iestyn Davies (Countertenor) 2006 Naxos 8.570131-32 DDD 

6 Nicolaus HARNONCOURT / Concentus Musicus Wien / Soloist: Anna Larsson (Alto) 2004 Sony BMG 82876-72039-2 

7 William BOUGHTON / English Symphony Orchestra / Soloist: William Towers (Countertenor) 2003 Nimbus 

8 Marc MINKOWSKI / Les Musiciens du Louvre / Soloist: Charlotte Hellekant (Contralto) 1997 Archiv 289471 341-2 

9 Helmuth RILLING / Oregon Bach Festival Orchestra /Soloist: Ingeborg Danz (Contralto) 1997 Hanssler Classics 

10 Valentin RADU / Ama Deus Ensemble /Soloist: Jennifer Lane (Mezzo-soprano) 1994 Vox VOX2 7502 

11 William CHRISTIE  /  Les Arts Florissants / Soloist; Andreas Scholl (Countertenor) 1993 Harmonia Mundi HMC 901498-9 

12 Neville MARRINER / Academy of St Martin in the Fields Chamber Orch / Soloist: Anne Sofie von Otter (Alto) 1992 Philips 434 695-2 

13 Nicholas MCGEGAN / Philharmonia Baroque Orchestra / Soloist: Lorraine Hunt (Soprano) 1991 Harmonia mundi HMU 907050-2v 

14 Michel CORBOZ / Ensemble Vocal et Instrumental de Lausanne / Soloist: Jard Van Nes (Alto) 1990 Erato 2292-45497-2 Erato WE 815 ZA 

15 Andrew DAVIS / Toronto Symphony / Soloist: Florence Quivar( Alto) 1987 EMI CDS7 49027 

16 Andrew PARROTT / Taverner Players / Soloist: Margaret Cable (Alto) 1989 Virgin 5 61330 2  

17 Claudio SCIMONE  / I Solisti Veneti / Soloist: Lucia Valentini Terrani (Mezzo-soprano) 1989 Arts Music 

18 Charles MACKERRAS / Royal Philharmonic Orchestra / Soloist: Felicity Palmer (Contralto) 1988 Signum Classics SIGCD074 [cd] DDD 

19 Trevor PINNOCK / The English Concert / Soloist: Anne Sofie von Otter (Contralto) 1988 Archiv  423 630-2 

20 Georg SOLTI/ Chicago Symphony Orchestra / Soloist: Anne Gjevang (Alto) 1985 Decca 414 396 2 

21 Neville MARRINER / Radio-Sinfonie-Orchester Stuttgart / Soloist: Brigitte Fassbaender (Mezzo-soprano) 1984 EMI CDS 7 47577 8 

22 Robert SHAW / Atlanta Symphony Orchestra / Soloist: Alfreda Hodgson (Mezzo-soprano) 1983 BMG 82876-62317-2 

23 Christopher HOGWOOD / The Academy of Ancient Music / Soloist: Carolyn Watkinson (Contralto) 1980 L’oiseau-Lyre 411 858-2 

24 John ALLDIS / The London Philharmonic Orchestra / Soloist: Alfreda Hodgson (Mezzo-soprano) 1979 Birdwing CD from Sparrow LP 
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TABLE OF STUDIED PERFORMANCES OF "HE WAS DESPISED" AND RECORDING INFORMATION (PAGE 2 OF 2) 

25 Neville MARRINER / Academy of St Martin in the Fields Chamber Orch / Soloist: Anna Reynolds (Contralto) 1976 London 444 824-2 In 19951 

26 Charles MACKERRAS / Symphonieorch der Österreichischen Rundfunks / Soloist: Birgit Finnilä (Contralto) 1974 Archiv 427 173-2 CD 

27 Johannes SOMARY / English Chamber Orchestra / Soloist: Yvonne Minton (Alto) 1970  Bci / Eclipse Music 

28 Charles MACKERRAS / English Chamber Orchestra / Soloist: Janet Baker (Contralto) 1966 Angel: SCL-3705 

29 Colin DAVIS / London Symphony Orchestra / Soloist: Helen Watts(Contralto) 1966 Philips 420 865-2, CD 2 

30 Malcolm SARGENT / Royal Philharmonic Orchestra / Soloist: Norma Procter (Contralto) 1965 Reader's Digest Music 

31 Adrian BOULT / London Symphony Orchestra / Soloist: Grace Bumbry (Mezzo-soprano) 1961 DG Deutsche Grammophon (USA)3 

32 Adrian BOULT / London Philharmonic Orchestra / Soloist:Kathleen Ferrier (Contralto) 1960 Decca ADD 

33 Hermann SCHERCHEN / Vienna State Opera Orchestra / Soloist: Nan Merriman (Contralto) 1959 Deutsche Grammophone ADD471 232-2 4 

34 Thomas BEECHAM/ Royal Philharmonic Orchestra / Soloist: Monica Sinclair (Mezzo-soprano) 1959 Victor Gold Seal 09026-61266-2 CD5 

35 Eugene ORMANDY / Philadelphia Orchestra / Soloist: Martha Lipton (Contralto) 1959 Sony CBS Records 7464-00607-26 

36 George WELDON / Philarmonia Orchestra / Soloist: Alfred Deller (Countertenor) 1953 His Master's Voice B.10682 

37 Charles O’CONNELL / Orchestra: not available / Soloist: Marian Anderson 1930 Pearl Gemm CD 9318  

38 Thomas BEECHAM / The BBC Symphony Orchestra / Soloist: Muriel Brunskill (Contralto) 1927 Grammofono 2000  AB 78671/727 

                                                
1 Re-mastered from The Decca (1976) 

2 CD previous issued from Philips: 438 356-2 (438 357-2--438 358-2): analog discs In1987, The analog discs initially issued from  PHS 3-992 Philips LP. First issued in 1966 on (PHS 3-992) 
3 CD re-issued from LP: London: OSA1329 

4 re-issued on 2001 

5 CD re-issue by BMG Classics, 1992.Analog recording Shaded Dog RCA Victor in LP 
6 CD re-issued from Columbia M2L-263 

7 -MONO ADD in 1996, digitally remastered and audio restoration with CEDAR system. 
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