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Abstract: This study examines Rossini’s approach to vocal ensembles
in Morceaux réservés from Péchés de vieillesse, as a significant
expression of his post-operatic aesthetics. Through structural, stylistic,
and hermeneutic analysis of seven vocal works, it explores the synthesis
of [Italian bel canto, reflective musical discourse, timbral
individualization, and expressive autonomy within an intimate, non-
scenic context. Particular attention is given to the relationship between
poetic text and musical gesture, formal and harmonic organization,
and instrumental accompaniment. These ensembles reveal a mature
compositional aesthetic combining theatrical experience, expressive
refinement, playfulness, erudition, and introspection, thus supporting a
reassessment of Rossini’s late chamber music within nineteenth-
century music history.
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Introduction

In the history of 19th-century music, the figure of Gioachino Rossini
occupies a central place through his decisive contribution to the
development of Italian opera and to the definition of an aesthetic of the vocal
ensemble characterized by dramatic dynamism, vocal virtuosity and a
remarkable clarity of musical construction.

Rossini's ensembles - from the lyrical duet to the complex
concertante vocal formulas - represent some of the most refined
achievements of musical dramaturgy in the first half of the century,
constituting structural models for subsequent generations of composers.
Much less explored, however, is the chamber dimension of the writing for
vocal ensemble in the composer's late work.

After his early withdrawal from operatic life, Rossini gradually
returned to compositional activity in the 1850s, in an artistic context
different from the one that had established his international fame. During
this Parisian period of late maturity, the composer creates an original corpus
of works gathered under the ironic and self-referential title Péchés de
vieillesse (Sins of Old Age). These collections include piano pieces, salon
melodies, sacred works and various chamber experiments that reflect both
the composer's creative freedom and the sophisticated taste of the Parisian
artistic environment in which they were performed.

Within this vast cycle, a small group of works for vocal ensemble are
of particular interest from a musicological perspective. Although conceived
for the intimate space of the salon and not for the stage of the lyrical theater,
these compositions demonstrate the continuity of Rossini's dramaturgical
thinking and the composer's ability to adapt established techniques of the
operatic ensemble to chamber dimensions. Instead of the orchestral
spectacularity and scenic complexity specific to opera, Rossini explores here
the expressive resources of the vocal timbre, in a much more restricted
sound framework.

The volume Morceaux réservés, integrated into the cycle Péchés de
vieillesse, offers a particularly fertile analytical terrain for investigating these
aspects. The works included in this collection highlight a remarkable
diversity of vocal configurations, from the chamber duet to elaborate
polyphonic structures for eight voices. At the same time, they illustrate the
composer's interest in unusual timbral combinations and the interference of
different styles.
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The present study aims to analyze the Rossini perspective on the
vocal ensemble in the context of chamber music, by examining a group of
representative works from the Morceaux réservés: Chant funébre a
Meyerbeer for male choir and drum, Les Amants de Séville (Tirana) for
contralto, tenor and piano, Ave Maria for choir and organ, Le Chant des
Titans for four basses, piano and harmonium, Preghiera for eight male
voices, Cantemus (Imitation a huit voix réelles) for mixed ensemble of eight
voices and Le Départ des Promis (Tyrolienne sentimentale) for two
sopranos, two contraltos and piano.

Through this approach, the research aims to contribute to a broader
understanding of Rossini's mature creation and to highlight the role of the
vocal ensembles in Péchés de vieillesse as a space of synthesis between the
[talian operatic tradition, the practices of salon music in 19th-century Paris
and the composer's interest in contrapuntal writing. This study does not aim
to exhaust the complexity of the topic addressed, but to provide a first
analytical perspective on a subject still insufficiently explored in the
specialized literature, thus opening directions for further reflection and
research.

The vocal ensemble in the dramaturgy of Rossini's opera.

One of the defining elements of Rossinian compositional style is the
particular way in which the composer treats the vocal ensemble within the
framework of operatic dramaturgy. In his works, the ensemble does not
represent a simple superposition of vocal lines, but a complex dramatic
mechanism through which the dynamics of the stage action are built. Rossini
develops a type of writing in which each voice acquires a clear identity,
contributing simultaneously to the evolution of the musical discourse and to
the definition of the dramatic situation.

In many of his works, the ensembles - especially the duets, trios and
the great concertante finales - function as points of convergence of dramatic
tension. The composer frequently uses procedures such as the progressive
accumulation of voices, the alternation between sections in dialogue and
moments of choral homophony or the development of repetitive rhythmic-
melodic structures that intensify the musical dynamics. These techniques,
which have become characteristic of the Rossinian style, allow the
organization of sound structures of great clarity, even in the context of
extended vocal ensembles. At the same time, Rossini demonstrates a
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remarkable ability to individualize each voice. Within ensembles, vocal lines
are not treated as uniform elements of a sound mass, but as distinct
expressive entities, capable of simultaneously conveying different dramatic
perspectives, thus constituting one of the fundamental features of Rossini's
musical dramaturgy.

Although Rossini's ensembles are traditionally associated with the
lyrical theater stage, the techniques developed in the operatic context are
also found in the composer's late chamber creations. In the works from the
Péchés de vieillesse cycle, Rossini adapts these procedures to the more
restricted dimensions of salon music, while preserving the essence of his
dramaturgical thinking. Instead of large orchestral structures, the composer
uses here a reduced accompaniment - usually the piano, sometimes
supplemented by harmonium or organ - which provides a transparent
sound framework for the development of the vocal dialogue. At the same
time, Rossini experiments with unusual vocal combinations, exploring the
expressive possibilities of ensembles rarely found in the chamber repertoire.

Examples such as the four-bass ensemble in Le Chant des Titans or
the polyphonic structures for eight voices in Priere and Cantemus
demonstrate the composer's interest in timbral diversity and in exploring
unconventional vocal configurations. In this context, the vocal ensembles in
Morceaux réservés can be interpreted as a space for experimentation in
which Rossini reinterprets the principles of operatic dramaturgy in an
intimate musical setting. Far from being simple salon entertainment pieces,
these compositions reflect the composer's artistic maturity and his ability to
synthesize his experience in the field of lyrical theater with an interest in the
expressive refinement of chamber music.

Vocal ensembles in Morceaux Réservés: context, typology and timbral
configurations.

Within the cycle Péchés de vieillesse, Rossini displays remarkable
creative freedom in exploring the various forms of chamber vocal music. The
volume Morceaux réservés occupies a special position in this body of
creations, through the presence of several works conceived for vocal
ensembles of varying sizes. A significant element is the variety of vocal casts.
Rossini uses both male and mixed or exclusively female ensembles,
exploring the timbral contrasts generated by the different registers of the
human voice. At the same time, the instrumental accompaniment varies
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from the total absence of instruments (in the a cappella works) to unusual
combinations, such as piano and harmonium or male choir with drum
accompaniment, and this diversity suggests that the ensembles in Morceaux
réservés should not be viewed as a uniform stylistic category, but rather as a
series of sonic experiments in which Rossini investigates different ways of
organizing vocal discourse. Some works approach the sacred choral
tradition, others evoke musical theater or the pastoral style of salon music,
and some demonstrate a clear interest in contrapuntal writing.

The analysis of this corpus reveals several essential directions of
Rossini's thinking regarding the vocal ensemble in a chamber context. First,
the composer shows a constant interest in the timbral contrast between the
different vocal registers. The vocal distributions are designed in such a way
as to highlight the specific color of each register, and the relationships
between the voices contribute to defining the expressive character of the
work. Second, an alternation between two main types of writing is observed:
one based on vocal dialogue, close to the operatic tradition, and another
oriented towards elaborate polyphonic structures, inspired by choral
practice and the tradition of counterpoint. This duality reflects the stylistic
synthesis that Rossini achieves in the late period of his work.

Finally, the ensembles in Morceaux réservés highlight the composer's
interest in timbral experimentation. The use of unusual vocal configurations
- such as the four-bass ensemble or the eight-voice combinations - indicates
a desire to explore the expressive possibilities of the human voice beyond
the conventions of lyrical theatre. Through these characteristics, the works
analyzed can be interpreted as a form of stylistic laboratory in which Rossini
synthesizes his experience in the field of opera with his interest in choral
writing and the expressive refinement of salon music.

Chant funébre a Meyerbeer.
Ceremonial rhetoric and choral dramaturgy in miniature

The work entitled Chant funébre a Meyerbeer, subtitled Quelques
mesures de Chant Funébre a mon pauvre ami Meyerbeer, represents one of
the most suggestive manifestations of the commemorative dimension in
Rossini’s late work. Conceived for male choir (two tenors, baritone and bass)
and military drum, the piece evokes a solemn atmosphere, close to the
rhetoric of the ceremonial funeral march.
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The score indicates the tempo Andante maestoso (J = 86), suggesting
a serious and contemplative character from the very beginning of the
musical discourse. In the first measures (mm. 1-4), Rossini creates an almost
suspended sound space: the voices enter sotto voce, each register intoning
the same melodic formula on the interjection “Pleure!”. This procedure
produces an effect of homogeneous choral declamation, in which the timbral
differences between the registers are blurred in favor of a collective
expression of lamentation.

At the same time, the drum accompaniment introduces a constant,
jerky rhythmic pattern that discreetly evokes the gestures of a military
funeral march. This combination of choral declamation and rhythmic
pulsation of percussion creates a symbolic relationship between the public
funeral ceremony and the affective dimension of collective lamentation.

All voices articulate the text simultaneously, which gives the speech
an almost liturgical clarity. This type of writing is reminiscent of the solemn
choral passages in the French grand opera tradition, a genre with which
Meyerbeer had been directly associated.

The central moment of the work occurs around measures 21-24,
where the crescendo indication leads to an intensification of the choral
speech. The insistent repetition of the exclamatory « Pleure! » produces a
rhetorical accumulation characteristic of the Rossinian style.

The end of the work is marked by the morendo indication (mm. 72-
76), which leads the musical speech to a gradual diminution of sound energy.
This final fading gives the impression of a slow disappearance of sound,
symbolizing the passage from the earthly to the spiritual world.

In this work, Rossini creates a synthesis between three stylistic
traditions: the choral rhetoric of French grand opera (Meyerbeer), the
theatrical declamation of Rossini and the meditative structure of the funeral
chorale

A particularly interesting element is the choice of vocal cast. By using
exclusively male voices (tenors, baritones and basses), Rossini creates a
serious sound spectrum, traditionally associated with solemnity and funeral
ceremonial. This timbral choice amplifies the dramatic character of the work
and contributes to creating an atmosphere of recollection. The role of the
drum is also essential. Far from functioning only as a rhythmic element, the
instrument contributes to defining the sound space of the work, suggesting
the ceremonial context of a funeral procession.
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The work synthesizes three fundamental stylistic dimensions of
Rossini's creation, such as: the tradition of the theatrical choral ensemble,
the ceremonial rhetoric of the funeral march and, last but not least, the
expressive refinement of late chamber music.

One of the defining characteristics of this choral miniature is the way
in which Rossini organizes the musical discourse around the rhetoric of the
poetic text. Emilien Pacini's text is based on a succession of funereal images
and lyrical invocations, and Rossini transforms these elements into a
dramaturgically graded musical structure.

The analysis of the work Chant funébre a Meyerbeer highlights a
series of compositional principles that allow the definition of a particular
typology of the funeral ensemble in Rossini's late creation. Although
conceived as a chamber miniature, the piece brings together several stylistic
elements characteristic of choral dramaturgy in the lyrical theater of the
19th century.

Rossini organizes the musical discourse around a progressive
ceremonial rhetoric, structured in distinct stages of affective expression:
lamentation, evocation, dramatic intensification, and spiritual resolution.

This organization reflects a dramaturgical model close to the
structure of choral scenes in Italian and French opera, where the choir often
functions as the bearer of a collective reaction to dramatic events. In this
case, the dramatic function is transferred to a symbolic context.

The choir no longer represents a collective character involved in a
stage action, but becomes the voice of a community participating in the ritual
of commemoration.

Thus, the vocal ensemble acquires an almost liturgical dimension, in
which the musical discourse serves to articulate a collective experience of
memory.

Beyond the compositional concept, Chant funébre a Meyerbeer can
also be interpreted as a symbolic artistic gesture.

Meyerbeer had been one of the central figures of French grand opera,
and Rossini, who settled in Paris in the last decades of his life, was very
familiar with this tradition.

With this funeral miniature, Rossini seems to be paying homage not
only to a friend, but also to an era of European lyrical theatre.

The solemn choral writing, dramatic declamation and ceremonial
character of the work evoke the monumental style of French opera, butin a
concentrated, specific form.
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Les Amants de Séville.
The model for the Rossinian duet from Il barbiere di Siviglia

Analyzed in the context of Rossini's late creation, Les Amants de
Séville (Tirana pour deux voix) acquires a special significance when it is
related to the theatrical universe of Il barbiere di Siviglia. Even if the work in
Morceaux réservés is not a direct transposition of an opera number and does
not symmetrically reproduce a scene from the buffa masterpiece of 1816, it
reactivates, in a miniature chamber form, a series of dramaturgical, melodic
and typological mechanisms that define the Rossinian duet of Spanish make.

The firstapproach is, of course, of an imaginary and scenic order. The
title Les Amants de Séville evokes Rossinian Seville, the emblematic space of
amorous theatre, intrigue and affective mobility. In Il barbiere di Siviglia,
Seville does not function only as a geographical setting, but as a
theatricalized space of seduction and scenic intelligence; similarly, in Les
Amants de Séville, the reference to Seville activates a recognizable stylistic
code, even if the discourse is here filtered through the aesthetics of the
Parisian salon and the economy of a piano duet.

From the point of view of musical construction, the fundamental
similarity with the Rossini duet in Barbiere resides in the way in which
Rossini conceives the relationship between the two voices not as simple
melodic simultaneity, but as a stage process. In Les Amants de Séville, the
contralto and the tenor do not just sing together, but enter into a relationship
of alternation, echo, complementation and mutual intensification, the
discourse is constructed by distributing musical energy between the
characters, not by a simple static distribution of the melodic material. This is
one of the defining mechanisms of the duets in Il barbiere di Siviglia, where
the stage individuality of the characters is rendered through differentiated
melodic profiles, but integrated into a common flow. In the case of the
Rosina-Figaro couple, the vocal interaction has a pronounced theatrical and
functional character: Figaro is the mediator of the action, the mobile and
intelligent spirit of the scene, while Rosina combines melodic grace with the
energy of determination. In Les Amants de Séville, the relationship between
the contralto and the tenor is less comic and less dependent on the actual
stage plot, butitreproduces an analogous principle: the differentiation of the
voices serves not only the timbral variety, but also the articulation of a
relational tension.
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In Il barbiere di Siviglia, Rossini frequently alternates between
cantabile, regular melodiousness and parlando-type, syllabic formulas, with
a scenic function, while in Les Amants de Séville, the size of the parlando is
much reduced, the principle of alternation between expansive speech and
more concise, replica formulas remains active. The main theme of the
contralto voice, presented in a broad and elegant phrasing, is subsequently
fragmented, revived and commented on by the tenor, which recalls the
Rossinian practice of the “circulation” of melodic material between the
characters. This is not a concertante duet in the monumental sense, but a
lyrical scene in miniature, in which the melody itself becomes an instrument
of theatrical relationship.

An essential difference between the two universes remains,
however, the expressive medium. In Il barbiere di Siviglia, the duet is
inserted into a context of action, gesture, scenic rhythm and comic character.
In Les Amants de Séville, Rossini extracts from this pattern not the side of
external theatricality, but the essence of the musical dialogue. What is
preserved is not the mechanics of the plot, but the principle of the
relationship: two individualized voices, a space of seduction and affective
exchange, a gradual architecture of intensification and a conclusion that
combines the unity of the two characters with the affirmation of their
common energy. From this perspective, the late work can be understood as
an internalization of the operatic duet.

The piano accompaniment here plays a role analogous to that of the
orchestra in Barbiere, but in a reduced form. The piano introduction (mm.
1-8), the rhythmic supporting formulas, the transitional figures and the
dynamic impulses at the points of intensification create the impression of a
concentrated theatrical infrastructure. The piano does not passively
accompany the voices, but participates in the articulation of the dramatic
discourse, just as the Rossinian orchestra actively participates in the
construction of the duet scenes in the opera.

Les Amants de Séville can be interpreted as a late, chamber and
refined reverberation of the Rossinian duet model established in Il barbiere
di Siviglia. The work does not reproduce a specific number, but recovers and
transforms, in the language of the salon, some of the fundamental principles
of the operatic duet:. Through this piece, Rossini proves that, in his late
creation, theater does not disappear, but retreats into chamber music, where
it continues to live in the form of a miniature, elegantly condensed
dramaturgy.
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Ave Maria.
Choral writing and the sacred Rossinian style in chamber miniature

The work Ave Maria represents one of the most interesting
manifestations of Gioachino Rossini's late sacred style. The work is designed
for mixed SATB choir and organ, with the tempo indication Andantino. The
introduction of the piece is performed exclusively by the organ (mm.1-11),
in a calm texture, dominated by chords and conjunct movements. The
timbral indication Flutes de 8 et 4 pieds indicates the use of a bright and
transparent sonority, specific to the French sacred style of the 19th century.
This introduction creates a static, meditative sound frame, preparing the
entrance of the choral discourse.

Through this texture, Rossini creates a stable harmonic background
that recalls the choral style of the Italian Catholic tradition, but integrated
into a romantic harmonic aesthetic. The entrance of the choir takes place in
measure 12, where all the voices (soprano, contralto, tenor and bass)
intonate the text Ave Maria, gratia plena. The expressive indication
sottovoce suggests a restrained, almost whispered interpretation, which
emphasizes the character of the moment.

Understanding the Ave Maria from the Morceaux réservés volume
requires integrating it into the broader context of Gioachino Rossini's late
sacred creation. In the last two decades of his life, the composer frequently
returns to religious genres, developing a musical language in which the
experience accumulated in the lyrical theater is transfigured into a spiritual
expression marked by remarkable refinement. This process culminates in
the composition Petite Messe solennelle (1863), a work that represents the
synthesis of the Rossini sacred style. In this context, Ave Maria can be
interpreted as a miniature that anticipates a series of stylistic procedures
developed on a larger scale in Petite Messe solennelle. Although the
dimensions and sound means are incomparably smaller, the fundamental
principles of the musical discourse are common: the clarity of the liturgical
text, the predominance of homophonic writing, the main role of vocal
cantability and the alternation between contemplative episodes and
moments of expressive intensification.

Another defining element of the Rossinian sacred style is the role of
the accompanying instrument. In Ave Maria, the organ is not used as an
independent solo instrument, but as the harmonic foundation of the choral
discourse. The instrumental introduction (mm.1-11) creates a stable,

62



REVART REVISTA DE TEORIA §I CRITICA ARTEI

almost static sound space, which prepares the entrance of the voices. This
function is reminiscent of the role of the piano and harmonium in the original
version of Petite Messe solennelle, where the instruments do not imitate the
symphony orchestra, but create an intimate and transparent sound
framework.

Formally, Ave Maria reproduces on a reduced scale an expressive
architecture similar to that of the choral sections in Petite Messe solennelle.
The musical discourse evolves from a contemplative introduction to a
progressive intensification of harmonic and dynamic tension.

The culmination of the piece appears in the section et benedictus
fructus ventris tui, Jesus (mm.34-40), being exposed through the famous
Rossinian crescendo, treated here through the evolution of choral sonorities
exposed in parallel distributions, which dynamize the discourse through
chromatic progression and reaches from ppp to ff in just 7 measures. After
this moment, Rossini returns to a calm and meditative atmosphere, leading
the work to the final conclusion Amen (mm.68-75).

The Ave Maria from Morceaux réservés is not just an isolated
liturgical miniature, but is part of a coherent stylistic system that defines
Rossini's late sacred creation. Although the size of the work is modest, it
contains in concentrated form the fundamental principles of this language:
the clarity of the text, the predominance of vocal cantability, the use of
animated homophony, and the discreet role of instrumental
accompaniment.

Le Chant des Titans.
The eccentricity of the male ensemble in the late Rossinian aesthetics

Le Chant des Titans occupies a singular position through its
deliberately unusual vocal conception. Rossini conceives the work for four
bass voices singing in unison, accompanied by piano and harmonium, a
solution that deliberately eliminates the traditional choral texture. Instead
of polyphony or layered vocal harmony, the composer creates a compact
sound mass, in which the individual identity of the voices disappears in favor
of a collective timbre. This option produces an effect of sonic monumentality
that perfectly corresponds to the mythological subject of the piece.

Emilien Pacini's poetic text invokes figures from Greek mythology —
Enceladus, Hypérion, Ccelus and Polypheme — presented as symbols of a
primordial and titanic force, and Rossini translates this epic dimension
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through a vocal writing concentrated in the low register and through a sound
dramaturgy amplified by the accompaniment of piano and harmonium, and
the grandiose elements of the heroic style are deliberately exaggerated.

The work begins with an extensive instrumental introduction
(mm.1-13), performed by piano and harmonium. The tempo indication
Andantino maestoso suggests from the beginning the solemn, ceremonial
character. The entrance of the vocal ensemble occurs in measure 14, when
the four bass voices intonate in unison the text Guerre! massacre! carnage!.
The choice of unison produces a compact and almost brutal sound effect,
very different from the usual choral texture. Instead of traditional
harmonization, Rossini exploits the timbral intensity of the low register,
transforming the vocal ensemble into a collective instrument. The melodic
line is built of energetic rhythms and strong declamatory accents, and its
relatively narrow range emphasizes the almost rhetorical character of the
speech.

The instrumental accompaniment supports the entire musical
construction, and the vocal melody line is skillfully conceived, with a
minimum of musical resources and at the same time, a maximum of
compositional language solutions, evolving through chromatic march,
enharmonic modulations, arpeggios and octave jumps, mostly in an
ascending direction.

From an aesthetic perspective, Le Chant des Titans exemplifies the
experimental spirit of Rossini's late creation. The choice of a vocal ensemble
formed by four basses singing in unison is a deliberately eccentric solution,
which transforms the choral texture into a collective timbral phenomenon.
Instead of contrapuntal complexity, Rossini privileges direct and
monumental sound impact.

The timbre typology of male choirs in Rossini's work.

The analysis of Le Chant des Titans takes on a deeper meaning when
placed in the context of the tradition of male choirs in Gioachino Rossini's
work. Throughout his career, the composer frequently uses male ensembles
to suggest different types of dramatic collectivity: armies, religious
communities, groups of conspirators or mythological figures. In these
contexts, the deep timbre of male voices becomes a privileged expressive
tool for representing authority, power or monumentality.
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In contrast to these approaches in lyrical theatre, Le Chant des Titans
proposes a radically different solution. Rossini chooses a unison writing for
four basses, which produces an extreme concentration of the deep timbre.
This option completely eliminates the harmonic differentiation between the
voices and transforms the vocal ensemble into a single sound entity.
Through this solution, Rossini creates a timbral texture that no longer
functions according to the traditional principles of the choir, but according
to the logic of a collective instrument.

The voices are no longer individualized, but become components of
a compact sound mass, capable of suggesting a primordial force. From a
dramaturgical point of view, this option can be interpreted as a symbolic
amplification of the image of the titans. In Greek mythology, the titans are
represented as colossal and almost indestructible entities, and Rossini
translates this idea through a monolithic vocal sonority. The unison
produces the impression of a single collective voice, which expresses the
power and unity of these mythological figures. At the same time, this timbral
solution also reflects the ironic spirit characteristic of the Péchés de vieillesse
cycle. Compared to the real monumentality of the choirs in his works, Rossini
seems to parody here the grandiose style of the heroic choir. Instead of a
symphony orchestra and a large choir, he uses a reduced ensemble and a
simplified vocal writing, but still produces a surprising dramatic effect. Le
Chant des Titans is not only a curiosity of the Péchés de vieillesse cycle, but
also a mature reflection on the timbral possibilities of the male vocal
ensemble.

Preghiera (per otto sole voci).
Vocal polyphony and intimate spirituality in Rossini's late chamber creation.

The Preghiera (The prayer) represents a particularly significant
moment due to its austere and contemplative character, marked by its a
cappella writing. Unlike other works in the same volume, where Rossini
explores unusual timbre combinations or subtle theatrical effects, here the
composer adopts a strictly vocal choral writing, close to the tradition of
polyphonic sacred music. The work is conceived for eight male voices,
organized in four main registers: tenors I, tenors I, baritones and basses,
each of which is doubled.

The piece begins with the indication Andantino sottovoce, which
suggests an atmosphere of recollection and interiorization. In the first 12
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measures, all eight voices intonate almost simultaneously the text Tu che di
verde il prato vestii e i giardin di fiori. The writing is predominantly
homophonic, with the voices moving in a common harmonic rhythm. This
stylistic choice allows a clear perception of the poetic text and creates the
impression of a collective prayer uttered discreetly.

From a stylistic point of view, Preghiera occupies a special place in
Rossinian creation. Unlike the timbral experiments or theatrical miniatures
in other pieces of the Péchés de vieillesse cycle, this work is closer to the
tradition of sacred choral music. However, Rossini does not simply adopt the
model of Renaissance polyphony, but adapts it to the melodic sensitivity
characteristic of his style.

We also note in the case of this work, the resumption and recycling
of previous artistic ideas, as an element of Rossinian specific musical
language, the prayer being present as an example also in Maometto 11 Act 1
Prayer: "Giusto Cielo, in tal periglio", Semiramis's prayer in the opera of the
same name "Gia il perfido discende", in Mose in Egitto "Preghiera di Mose", in
Otello Desdemona's prayer "Deh calma, o ciel”, culminating in the collective
prayer in "Stabat Mater" or "Petite Messe Solenelle".

Cantemus (Imitation a huit voix réelles).
Imitative architecture and choral polyphony in Rossini's late chamber music

Cantemus stands out as a compositional style within the album,
through its rigorous contrapuntal character. Unlike other pieces of the cycle,
in which Rossini experiments with combinations of unusual timbres or
miniature chamber forms, here the composer develops an ample choral
discourse, based on the systematic imitation of a main motif between eight
independent voices. The alternative title mentioned in the score - Imitazione
ad Otto Voci Reali - underlines the composer’s explicit intention to build an
authentic polyphonic texture, in which each voice actively participates in the
development of the musical discourse.

From the perspective of stylistic significance, Cantemus represents
one of the most interesting manifestations of Rossini’s interest in choral
polyphony in the late period of his work. The work demonstrates the
composer’s ability to integrate traditional contrapuntal techniques into a
personal melodic language. Compared to other pieces in the Péchés de
vieillesse cycle, this work stands out for the rigor of its polyphonic
architecture, in which it cultivates an intimate spirituality through its a
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cappella texture. Through this combination of contrapuntal discipline and
melodic expressiveness, Rossini demonstrates that his musical language
remains inventive even within seemingly traditional forms. The work can
thus be interpreted as a synthesis between the tradition of sacred polyphony
and the lyrical sensibility specific to the Rossinian style.

Le Départ des promis (Tyrolienne sentimentale).
The female vocal ensemble and pastoral dramaturgy in Rossini's late
chamber creation

Le Départ des promis introduces a different vocal typology from
those previously presented, namely the chamber female ensemble, formed
by 2 soprano voices and 2 contralto voices. After the timbral experiments of
the male choir (Le Chant des Titans) and after the elaborate contrapuntal
constructions of Preghiera and Cantemus, Rossini explores here a more
transparent and lyrical vocal texture, specific to the female register.

The subtitle “Tyrolienne sentimentale” explicitly indicates the
stylistic orientation of the work. Tyrolienne was a popular vocal genre in the
19th century, inspired by the yodeling of the Alps and characterized by
melodies in which the middle and high registers alternate at a fast tempo.

Rossini takes this model and transforms it into a refined miniature.
By using the female ensemble and integrating an expressive piano
accompaniment, the composer creates a work in which he achieves a stylistic
synthesis, where pastoral elements are combined with theatrical gestures,
the folkloric melody is reconfigured in a cult style through refined
compositional techniques, and the vocal ensemble becomes a space for
expressive dialogue. In the context of the Péchés de vieillesse cycle, this piece
illustrates Rossini's extraordinary versatility in dealing with different types
of vocal ensemble.

Conclusions

The analysis of the works included in this study highlights an
essential aspect of Gioachino Rossini's late chamber creation: the typological
diversity of vocal ensembles. Within the volume Morceaux réservés from the
cycle Péchés de vieillesse, the composer explores a series of different vocal
configurations, each of which is associated with a specific expressive and
dramaturgical function. This variety is not the result of simple technical
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experimentation, but reflects a coherent aesthetic conception. Instead of
repeating the established formulas of lyrical theater, Rossini transforms the
vocal ensemble into a space for stylistic exploration, in which each timbral
combination becomes an instrument of musical expression.

The typologies identified are: male choral ensemble, vocal ensemble
with a dialogue function, sacred chamber choir, female vocal ensemble.
Although these works were conceived for the intimate environment of the
Parisian salon, they retain numerous elements of Rossinian lyrical theater.
Another defining aspect of these works is the ironic dimension of the musical
discourse. In the cycle Péchés de vieillesse, Rossini often looks at the musical
traditions of the era with a certain playful distance. Some works seem to
reflect, in an almost parodic form, the established styles of lyrical theatre or
sacred music. Le Chant des Titans, for example, amplifies the monumentality
of the heroic chorus to the point of caricature, using a reduced ensemble to
suggest a mythological sonority.

This irony, however, should not be interpreted as a simple
manifestation of humour. It is rather the expression of a mature artistic
consciousness, which looks retrospectively at the musical traditions of its
own era. In this sense, Rossini's late chamber work can be understood as a
reflection on his own artistic journey.

From a stylistic point of view, the works analyzed demonstrate
remarkable creative freedom and reveal an essential dimension of the
composer's personality: that of an artist who, after the triumphs of the
operatic stage, continues to explore with genius inspiration the expressive
possibilities of vocal music.
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