Ouachita Baptist University
Scholarly Commons @ Ouachita

Honors Theses Carl Goodson Honors Program

1-1967

The Oratorio: Paradox in Music

Carolyn Yeldell
Ouachita Baptist University

Follow this and additional works at: https://scholarlycommons.obu.edu/honors_theses

b Part of the Composition Commons, and the History Commons

Recommended Citation
Yeldell, Carolyn, "The Oratorio: Paradox in Music" (1967). Honors Theses. 568.
https://scholarlycommons.obu.edu/honors_theses/568

This Thesis is brought to you for free and open access by the Carl Goodson Honors Program at Scholarly
Commons @ Ouachita. It has been accepted for inclusion in Honors Theses by an authorized administrator of
Scholarly Commons @ Ouachita. For more information, please contact mortensona@obu.edu.


https://scholarlycommons.obu.edu/
https://scholarlycommons.obu.edu/honors_theses
https://scholarlycommons.obu.edu/honors
https://scholarlycommons.obu.edu/honors_theses?utm_source=scholarlycommons.obu.edu%2Fhonors_theses%2F568&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/519?utm_source=scholarlycommons.obu.edu%2Fhonors_theses%2F568&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/489?utm_source=scholarlycommons.obu.edu%2Fhonors_theses%2F568&utm_medium=PDF&utm_campaign=PDFCoverPages
https://scholarlycommons.obu.edu/honors_theses/568?utm_source=scholarlycommons.obu.edu%2Fhonors_theses%2F568&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:mortensona@obu.edu

"THE ORATORIO:

PARADOX IN MUSIC"

Frepared in Acscoclialion With the
Honors Program of Quachita Baptist
University

By Carolyn Yeldell

Dr. ¥Willis» T, Horton, Advisor
waacnita daptist Upiversity

Janusry 10, 1967



THE ORATORIO:

PARADOX IN HMUSIC

Ancient Oratorio

Introduction

I.

II.

Earliest Suggestions of Oratorio Form

L':L.

Winchester Troper(980A.D.)

1, Description and details
2. Purpose of the dramas
a. To teach Bible lessons
b. To present the importanceof
the application of lessons to
daily life

Liturgical Dramas
Mysteries, Miracles, Moralities
St. Phillip Neri

1. Founder of "congregation of Oratorians"
2. Evolution of the term ‘oratorio!

Attempts at a New Musical Form(Italian)

A,

B,

De

La Rappresentazione dell® anima et del corpo

1. Accepted as the first oratorio
2. The éoincidental birth of opera--1600

Works of Cariscsimi

1. Introductinn of 'historicus'
2. TForm adopted by Germany and Italy

Alessandro Scarlatti

1. Contributions to the aria

2, Development of a symmebrical system
of comnosition.

Contemporaries of Scarlattl and styles

-






VIII. The
A,
B.
cC.
D.

IX. The
A
B.

Conclusion

111

French Oratorio School

Charpentier

Berlioz

Gounoud

Honergger

English Oratoritorical Contributions
Handel |

Successors of Handel



Without a doubt, the most ambiguous and obscure o&f
the larger musical forms is the oratorio. It is extremely
difficult to define because it has taken so many meanings
at different times and in different countries. One may
explain or describe it as a dramatic poem, usually of
religious or contemplative character (but not liturgical),
to be performed throughout by solo voices, chorus, and
orchestra in a concert hall or church without the assistance

of scenery, costumes, or action.1

This description, however,
does not cover every example of oratorical literature;
exceptions are already evident, even with the works by

composers of one century-- Bach's Christmas Oratorio and

Handel's Occasional Oratorio are in no sense dramatic;

Haydn's Seasons 1s in no sense. sacred; Handel's Israel
in Egypt is almost entirely choral, while his Trionfo

del Tempo and La Resurrezione have no chorus at all; "full

orchestra can only be a relative term, and at all periods

some oratorios have been staged and others not.

1. Groves Dictionary of Music and Musicians, (Colles,H.C.,Ed.),

{The MacMillan Company) p.708

2. Dean, Winston, Handel's Dramatic Oratorios and Masques,
(Oxford University Press) p.3




Miscellaneous concerts of sacred music have been
called 'oratorios'; for example, those given in Lent
toward the end of the eighteenth century.3 Even single-
movement sacred vocal compositions have had the name
appiied to them; this was probably the nature of the
‘oratorio' mentioned in the asnouncement at New York in
1751 to be sung between the zcts of "The Beggar's Opera".&

The historian overlonoking the situation finds himself
playing & kind of blind man's bluff.d After despuir, he
may emerge wlth no more positive conclusion than that an
oratorio is a fairly serious work of fairly large proportions
for volce and 1nstruments.6 The attempt to define the
form, then, becomes = problem'of ma jor proportions in
that no consistenéy is evident.

If all the ingrediants are so variable, how, then,
do we conclude what the essential quality of the oratorio
1s? The question can only be answered with reference to
each period-and each country individually.

It is impossible to say when, where, or by whom the
first dramatic representation of 2 scene from the Scriptures
was attempted.7 e know that from the tenth to the late

thirteenth century there flourishned all over Europe a form

3. Scholes,Percy, The Oxford Dictionary of Music, (Oxford
University Press) . 726

° Ibid - ,. p .‘727‘ e 2

. Dean, Op. cit., p.3

6. Ibidc ,pp.B- ’

7. Groves, Op. cit., p.708




of liturgical drama.8 These earliest surviving examples of
dramatized Scripture come from the Winchester Troper
about the year 980, and were dramas written in Latin and
performed by the clergy in churches ard cathedrals with
costumes, scenery, and action, sometimes on a very elaborate
scale.g .
Another of the oldest examrles of which we:have a
certain record is the "Festum asinorum" celebrated in
Teauvals and Sens in the twelfth century and lorig remembered
in connection with a famous carol, the "Prose de 1tane."10
These dramas apparently died out early in the fourteenth
éentury, as a result of the increasing secul-rityof subjlects,
anﬂﬁhe diminishing influence of the church due to the
corruption from within, a succession of weak Popes, the
growing'ﬁnrest among people, and the wars and plagues. The
‘mystery and miracle plays'reached‘their;prime during the
fourteenth and fifteenth centuries, springing directly
from trhe liturgical dramas.11 The subject matter remained
‘sacfed, although performance was é secular responsibility.
The authors anticipated the oratorio in their division into
typess mysteries (Biblical stories), miracles (lives of
the Virgin and the Saints), and the later moralities (with

12
allegorical characters, as. in the familiar Everyman ).

8. Dean, OE. Oito, p05
9. Ibid.

10. Groves, Opaéit, p.708
11, Dean, Op.cit., p.7
12, Ibid..




The original motive power behind the oratorio was
didactic, to teach with the aild of visable action.l3 In
unlettered sociéties;the drama has always proved the most
effective method of propaganda ( a fact that. certainly is
not irrevalent to thre popularity of television and movies
today). It was with.this is mind, no doubt, that the good
Apriest, Phillip Neri (1515-95, later canonized and now
known as St. Phillip Neri), beganiin Rome, in’ 1556, popiular
services especially designed to attract a~d hold the attention
of youth.14 He thought very highly of the performances
as a means of instruction, and warmly.encouragéd the
cultivation of sacred music of all kinds, hoplng to make
the instruction classes as attractive and pleasurable as
possible.15 On certain evenings in the week, his sermons
were preceeded and followed by the "dramatic rendering”
of a scene from the Scripture, adapted to the understanding
of the Roman youths and humbler class‘es.16 Too, hié
discourses were delivered between the acts of the drama.17

As these observances were first introduced in the small
chapel for private services and prayer called the Oratbry of
St. Phillip's'newly built church, St. Maria in Vallicella,

the performances themselves were commonly spoken of as oratorlos,

13, Dean, Op. cit., p.5.

14, Scholes, Op. cit., p.709.

15, Pattesrson, Annie W.,, The Story of Oratorio , (Walter Scott
Publishing Company). v. 46,

16. Groves, Op. cit., p. 709.

17. Ibid.




and no long time elapsed before this term was accepted,
not in Rome only, but throughout all of Europe'as the
distinguishing title of the 'drama sacro per musica'.18
St. Phillip died in 1595, but the performances were

not discontinued. While Peri and Caccini, leaders of a
group known as the Camerata, were searching for a style

of dramatic music in Florence, Emilio del Cavalleri was
endeavoring with equal earnestness to attain the same

end in Rome. With this purpose in view he set to music

a sacred drama entitled "La Rappresentazione dell' anima

e del 6orpo."19 The music was writﬁen throughout in the
'stilo rappresentativo'! of which Cavalieri claimed to be

the originator.ZO This monodic styie used recitative for
the purpose of heightened expression and representation

of feeling, | | : |

- By a singular coincidence, the year 1600 witnessed

the first performance of Cavalieri's 'Bappresentazione’
and, ; in Florence, of Peri and Caccini's "Euridice".
'RBappresentazione! was produced in the Oratory of St, Maria
in Valllcella in February, ten months before the anpearance
of "Euridice" in Florence.21

Musically, Cavalieri's "oratorio" was very similar .
22, -

to the first opera, Peri's ﬁEuridioe". ‘The first oratorio !

was to be given with dresses and action and a hidden

orchestra.of much the same kind as that used in the first

18. Groves, Op. Cit., p.709
19. ~Toid.. '

20. 1Ibid.
21. Ibid.

22, Scholes, Ops Cit., p. 727

'
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opera.23 This oratorio was a mystery play set to music,
and nearly all(perhaps all) the mystery plays had some
music mixed with tneir use of the speaking voice, . The
ancient mystery play, then, is the true source of the early
oraterio and the dadactic purposes of the two-are absolutely
1dentical.™

"Soul and body" was Cavalieri's last work; he was
unable to follow up his experiment as he would doubtless
have done had he lived, and his immediate imitators were
neither‘very‘clever nor very numerous. Such imitators
did, however, exist, and a few of them were suceessful
in expressing religious feeling and moral teaching‘in.
a sensitive Way.25 | .

About the middle of the seventeenth centnry_the,oratorio

entered a new phase, owing to the activity of Glacomo Carissimi

(1605-74), another member of the Florentine Camerats, who,
}

in his Jephtha, Judicium Salomonis, Jonas, Extremum Judicium
and othereworks,fereated the first oratorioswhich, according
to their extension and diversity of treatment, all authors
seem finally agreed are fully deserving of the name oratorio.
In these works, Carissimi introduces a personage known as

the 'historicus' or 'testo'('Evangelist’ in in German oratorio)

23, Apel Willi, Harvard Dictionary of Music, (Harvard
University Press) p. 516

In fact some modern Writers have denied it a place
-An the history of the oratorio, and, mailnly.on
account of its elaborate stage production, have
placed it in the category of "sacred opera”, a

later example of which is Steffano Landi's Il San
Alessiof1632). At any rate, it would seem as though
this work were an isolated attempt which failed to

2l %cholgg?ag;ishi% tradijion.

25, Ibid.




to whom certain narrative passages were assigned between
thé the clauses of the dialogue fof the purpose of carrylng
on the story intelliglbly in the absence of scenic action.26
Carissimi's moét 11lustrious dlsciple and perhaps the
only one whose genius shone more brightly than hls own was.
Alessandro Scarlatti.27 Though often thought of as a'cbmposer
solely of art songs and keyboard pleces on the order of
the invention,28A. Scarlatti(1659-1725) wrote many:- oratotios
(eighteen are preserved with the music) which are very
closely akin to the style of his operas, bﬁt are, truthfully,
less successful than these.29 He gave to the aria a
definlite structure which it malntained for more than a
century--the wé¢ill-balanced fofm, consisting of a first or
principle strain, a second part, and a return to the original
subject in the shape of the familiar "Da Capo".J0 This: .-
symmetrical system'sodn came into general use ln every school

1n-Europe.31

His carefully planned'oratorios were full
of 1nterest, whether regarded from a musical. or a dramatic
point of view..-

Aﬂﬁng the most favored of Scarlatti's contemporaries
were earlier, Alessandro Stradella,‘whose natural genius
excelled that of all the Best writers of this period, and
" then Anténio Lott1(1667-1740) and Antonio Caldara(1670- 1736)

both representative o  +the Roman-Venetisn tradition, while

26. Apel, Op. cit., p.517.
27. Groves, Op. cit., p.711.
28. Apel, Op. cit., p.517.
29, Ibid, ,

30, Groves, Op., cit.,p.711.
31. 1Ibid.




Leonardo Leo(1694-1744) and Nicolo Jommelli(1714-74)
continued the Neapolitan type of virtuosity and vocal .
display, removing fhe oratorio even farther from its 1dea1.32
The Neanolitan school bbrn in Naples in the lite seventeenth
century and continuing into the 1ate elight~enth dentury
established a type of opera and oratorio consisting mainly
of recitatives and arias, choruses being almost never used;
and employing the da-capo form of the aria.33

By the c¢lose of the sevénteenth century, there was
a decline in Italian oratorio. It had become entertainment
and was now taken only lightly by the Italian musicsl
public. ¥ The spirit that animated the great sixteenth
century religious liturgical music passed out of italy with
the birth of the opera. It met the spirit of the Passion
music in Germany and the offspring of the two is modern
, pratorio.’’

The actual pérsonal 1ink befween the great Italians
of the sixteenth century and.the figure at the beginning
of German oratorio, Heinrich Schutz, 1s Gilovanni Gabrielil,
who took the young Schutz 1n Venice as one of his puplls
during the last three years of bhis 11fet1me.36 In the

resulting music, Schutz presents an entirely new concept

32, Groves, Op. cit. ,p.711.
33. Apel, Op. cit., p.517.
34, Scholes, Op. cit., p.728.
35. Groves, Op. cit., p.712,
36, "1bid.,p.713.
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It is well, then, that we ask ourselves, "Where would
we be 1in music literature and history had not soms of |
Martin Luther's objections be musicsl ones?" e cannot
stress strongiy enough the importance of the Reformation
in the development of "the-oratorio, and "the importance of
Martin Luther's arrival at this particular.time in history.
The influence of Iuther's work was far greaterlthaﬁ he
antiéipateﬁ‘ahd greater than many historians of music
seem to reélize} Luther brought the meaning and power of

the Refdrmation home to the Germanlcomposer by his

translation of the Bible, his hymns, and his reconstruction

of'théiliturgy. His principles of worship became all=-
powerful, and his suggested forms gulded other Reformers
and other muslicians on their way, the greatest and most
important of whom.was J.S. Bach. Were it not for the
Beformaﬁion,'fhe'supremé desire of Bach to seé.musi0491n‘the
service of Him Qho has gi&en andAcreated 1t"?woﬁ1d doubtless
have never been felt, The Reformation and its impact upon
Bach echoes §till today the principies of worship throﬁgh
music and will continue to do so until the end of time.

| J«3. Bach, the greatest flgure in all of music history,

lived a century after Luther andi Schutz, and wrote four

oratorios--three_Passipn oratorios and one Christmas Qratorioa

(These are actually only considered oratorios when working

4O, Groves, Op., cit., p.713.

Lo
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on a rather wide definition.)ul Certainly a 'St.—Mark

Passion' and probably another, too, have disappeared. Of

the Passion oratorios, that according to St. Luke was

regarded by Mendelsséhn as "spurious¥, but it is now

generally accepted as a genuine but very early work; 1t

1s of very slight importance, and demands 1little more than
historical mention. ‘Of the other two great works the St. John

Passion 1s the earlier, dating from 1724, five years before

the St. Matthew Passion, and 1s the iore drsmatie-and léss

Teflective of the two. The Christmas Oratorio, written flive

years after the St. Matthew Passion, is practically void
of the drama element, and the pastoral music 1s the only
portion which 1s not basically mystical in outlook. The

title is Bach's own, but the Christmas Oratorio is not a

whqle sing1y~oonCe1ved work like each of the Passion oratorios,
but is a collection of six separate cantatas written for

silxz separate holy-days, begihning with Christmas»and ending
with Epiphany.42 |

Telemann, Bach's senior by four years, wrote other

than his fourty-four Passlons, many oratorios on other subjectsy

amont¥y Which Der Tag des Gerichtz and Die Tageszelten seem

to have been the best known. Telemann, without a doubt

the most prolific composer of all time, may possibly have

43

written other oratorios which are now totally extant._

Lpll SChOleS, O L cit.’ p. 7280
b2, Ibid.
43, TIbid.
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Carl Philipp Emanuel Bach wrote not 6n1y two Passions.

and a Passion cantata, but also two oratorios-=The Israelites

in the Wilderness (1775) and The Resurrection and Ascension

_ , .
of Jesus (1787).44 It is firmly believed that The Israelites

in the Wildrrness served in some degree as a model for

Mendelssohn's Elijah, as it bears such a resemblance.g5
The two great Viennese comgposers of the perliod who
enriched so many fields of music side by side, took very
diverse views of the oratorio. Mozart's work in this
form is altogether negligible and cohsists merely of two

composltions--- La Betulia liberate which 1s really only

an 'opéra seria' without actlon, and Davidde penitente of

he

considerably later date,
Haydn, on the other hand, put much of his gre=ztest

music into ﬁis oratorios.47 He was soundly impressed by

~the Handelian idiom in England, which will be later discussed

with that country, and he produced two oratorios that aroused

new activity on the continent .48His first attempt at

oratorio was a lengthy work, Il ritorno di Tobia, written

in the Neapolitan tradition and containing little that
is distinctively Haydn.ug-More widely known, and certainly

of greater significance as a religious composition, 1s his

L, Scholes, Op. cit., p.728.

45, Ibid.
L6, Groves, Op. cit., p.718.
47. 1Ibid.

48, Wienandt, Elwyn A., Choral Music of the Church,(Free-. -
Press) p.360.
49. Ibid,
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“ setting of The Seven lLast Words, (Q;e Sleben letzten Worte

unseres Erlosers am Kreuze)5O

The best of Haydn's oratorios is Die Schopfung (The

Creation, 1798) which is the first great work that calls
upon the resources of the symphonic orchestra in connection
with the Handellan choral idiom. It matters little whéther ™
the performance is glven in the German text to which Haydn
wrote his work, or in the English to which we have become
accustomed. ' The descriptive passages usually come after

the sections of text and are entirely instrumental and

51

therefore equally successful in elther language.

Beethoven's only oratorio?Christus am Oelberge (Christ
on the Mount of Olives)op.85, was completed in 1803, following

' closely on the heels of The Creation. It, nevertheless,

should not be Judged by the same standards. Beethoven never
acheived a comfortable faﬁiliarity with large vocal materials;
he lacked the insight into the possibilities of oratorio

that Haydn had gained through his English experlence, and
generally Beethoven could not restrain himself suitably

for his subject.52 One may detect the "sturm und drang"

of Beethoven's complex personality even in his attempt at

the oratorio. To quote Dr. Wlenandt in his text, Choral

Music of the Church: "The Beethoven recitatives often

contain imperious demands shaped into short phrases that

50. Wienandt, Op. cit., p.360.
51. Ibid,p.362.
52, Ibid.,p.363.
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ére thunderously punctuated by orchestral chords, and the

vocal 8616 lines dissolve into meaningless flourlishes and

florid ‘passagi'. Even éo, it is an over-simplification

to dismiss Beethoven as a comboser who was unsympathetic

to the human voice. While he treated it more as an

instrument of declamation than of lyric sensitivity,

there are undeniably great moments in his oratorio. They

happen, unfortunately, at rather widely separated intervals."53
Schubert's essays in oratorio writing are two--

ﬂ;riam_Siegesgesang(1828) and Lazarus(1820), the later left

unf‘anvashed.5LL Miriam's Song of Victory is a short work

that ﬁight fitly be called an ‘oratorietto!, and is designed
for soprano solo and chorus, with only a provisiénal plano
accompanimént.55.

Oratorio composition fof the remainder of the nineteenth
century was by men who were moét ofteh associated with and
did their most work in the field of insﬁrumental expression.
Only in England and America did composers exist whose
principal skill lay in the creation of choral music
%1th "instrumental force" acting only to supplement the voice.
First among those instrumentally oriented composers was
Louis Spohr(1784-1859), a violin virtuoso and composer in

56

all major forms of music.’ His oratorios had high popularity

53. ‘Wienandt, Ope. cit.,p.363.
sh, Groves, Ope Cit., Pe7i%e
55, Ibid.

56, Wienandt, Ope. cite,p.363.
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in Germany, Britain, and America, but have now, like &ll

hls music practically vanished except for The Last Judgement,

thelr rather relaxing chromatic idiom Béing"too pervasive
for modern taste,o’ a
;‘Oftén linked with Spohr is J.C.F. Schreider (1786-1853)
who wrote fifteen or sixteen oratorios which enjoyed a great
reputation in their day,58and are how totally unknown.59

Very different has been the fate of the oratorios of
Felix Mendelssohn Bartholdy(1809-1847)., St. Paul, Elijah,

and Hymn of Pralse long were household words, and the

unfinished Christus‘shows enough of the sazame characteristics
to warrant the supposition that, if the composer had lived
to finish 1t, 1t would have equaled the popularity of the
others. Mendelssohn's oratorios give the impression that
he 1ived'in untroubled unconsciousness of anything

outside nineteenth century Protestanism. This seems to

be the real secret of his vitality in BEngland and Germany.
Mendelssohn's style is completely predictable from the
.standpoint bf style, rhythm, and harmony. He seldom,’1lf
evér, departed frémAthe traditional harmonic language of
the day. He appealed directly and with absolute sincerity
to a particulsr form of religlous sentiment. He is the
oniy great artist, in words, color, or music, who has ever
touched this ‘'emotional spring', and he had, and still has

60
nis rewarde.

57. SCh01es, OE. Cito, P, 7280
58, Wienandt, Ops Olt.,P.363
59. Ibid.

60+ Groves,Op. cite, P. 719.
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In 1843, halfway between the production of Hymn of

Prailse.and Elljah, Wagner's Das Lichesmahl der Apostel

(The_Love Feast of the Apostles) was introduced. The

work for male cholr is one Qf Wagner's mildest, and,wquld

hardly requlire notice were it not the solitary.contributiqn

to the oratorio field of one of the greatest of composers.
The crowhing achlevement of German oratorio came frowm

Johannes Brahms(1833-1897) who, althoush he did not call

his work an oratorio, made for himself s place ~f great

importance with the appearence of Ein deutsches Requlem.
Brahms did not intend national 1dentifi¢ation.in the title
of his work; rather his adjective,deutsches, should be
considered a designation of Protestant usage.0? 4s the
German Requiem 1is not an oratorio by traditionai standards,
il is.likewise, by the same token, not a Requlem.in the
traditional sense and form. He was actually writing

music which he intended for his own funeral.

Brahms was an excellent contrapuntist, and, equally
important, he was also sufficiently steeped in the
traditions of an earlier time to concern himself with the
most careful relétionships between words and music. Nownhere
ih tre Requlem do voices or instruments undertake passages
3

that are not entirély subordinate to the texte

No direct successors to Brahms appeared on the German

61. Groves, Op. cit.,p. 719,
62, “Jienandt, Op. cit., p.369.
63. Ibid.
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scene., The Germans had already made their mark in
England with the oratorio, tut in their home country
the contemporaries and successors of Brahms continued

, , |
5% only in the twentieth century has there

on other paths.
been a renewed interest in oratorio"composition, some

of it by composers who hwve.beeh recognized pribcipally

In secular circles, but a.considerable. amount coming

from a newly emerging group who have returned to performing
and composing for the church, bringing much dignity back
into the calling of church musicians.65 ifhere are too'many
for thorough examination, but a few may be mentioned as

representatives Hugo Distler(1908-1942) and his Die

Wiehnachtgeschicht (The Christmas Story), Ernst Pepping

with his Die Wiehnachtsgeschichte des Lukss(The Christmas

Story According to Luke) Hans Freildrich Micheelsen with

his oratorio passion setting, Die Passion Jesu Christi,

Johann Nepomuk David(1895-) who wrote Ezzolied in 1957,
and Willy Burkhard(1900-1955) with his oratorio, Das

Gesicht Jesajas (The Vision of Jesus).66

It is not generally recognized that Franz Liszt (1811-1886)
had nmuch interestiin religious choral music.. Nevertheless
he composed more than sixty such works, two of which are

oratorlos: Die Legende von der heiligen Hlisabeth (St. Eliza-

beth) completed in 1862, and Christus, composed in Latin

64. Wienandt, Op. cit., p.369.
65. Ibid.
66. Ibidc,po 376.
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v - 67
as several separate sections over the years 1855-67.
Neither of these works is often heard today, and both are
in a dated harmonic style unmistakenly that of Franz Liszt.
In France we Tind that oratorio has never taken strong

root. It shows 1ts earliest results in the music of Lully's
contemporary, Marc-Antoline Charpentier, who brousght back.

from Italy ldeas about oratorio writing which took shape

in many works, including David et Jonathan, L'Enfant prodigue,

7 .
and Le Sacrifice d'Abraham.®8 .

'Berlioz continued the tradition with his oratorio

L'Enfance du Ch?i§t (The Childhood of Christ), a very gentle

and'sensitive work., Gounoud's orstorios are somewhat tainted
by sentimentality, but are effective and had gre=t popularity

in England where-he spent five years 6f hisilife.69

Cesar Franck wrote four oratqrios; The Beatitudes,

Bebecca, HButh, and Redemption.f'Pierné speclalized in

oratorios using children's choirs--The Children of Bethleliem

and The Children's Crusade. Probably more could be done

wlth children's oratorios if composers would try; Haydn,
Berlioz and others have recorded the deep 1mpréssioﬁs
made on them by the singing of the large cholr of charity
children at St. Paul's Cathedral in London.’°

The last important works 1in the line of French dramatic

67. Scholes, Op. cit., p.728.
68. Groves, Op. cit., p.720,
69. Scholes, Op. cit., p. 729.
70, Ibid.
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choral composition are those of Parisian-Swiss, Arthur

Honergger (1892-1955), His oratorio, Le Roi David (King David)

has become oe of the more populsar oratorios of the current
century. It embodies the dramatic impulse that had motivated

mo$t Frenchmen since Charpentier. King David may gualify

'és an_QratOrio because of its development of a Biblical
story, but it is never removed from its original medium,
the stage.7'1 |

Oratorio came late to Britain and then won a popularity
more triumphant than in any other country. So far as records
show, nothing that could be called an oratorio exists in
British music before Handel. The place df Handel in
relation td the religious oratorio is somewhat anomalous,
not because of what he wrote, but rather because of the

72 It is

.attitudeé that have developed about his music.
felt, especlially in the United States and Britain, that
hiéloratorios represent the peak of church music in the
Engl}sh 1anguage.73'-The Handelian English oratorib is
something sui geheris; it had no sort of forerunner, and,
apart from some slight felics in the works of Beethoven

and Spohr, and some clearer ones in the works of Mendelssohn,
‘he left no traces in the work of any great man. Apart from
the Messiah, which occupies a unique position,’the Handellan

oratorio is an entertainment, sometlmes consisting of

imposing choruses as in Solomon.and Israel in E t,

71, Scholes, Op. cit., p. 729.
72. Wienandt, Op. cit., p. 317.
73. Ibid.
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sometimes of Biblical history and tasteful love interest

as in Joseph and Jephtha, and sometimes of vivid drama as
7 |

in Saul and Belshazzar.

Whether we continue to respeothandel's theatrical
‘oratorios as church music or not, there is no denying that
English composers who followed him broke out in a rash of
oratorio composition, all basaed on the Handellan style,
Their works have been viewed with disdain, tolerance, and
" even embarrassment by English writers who have examined
many examples in an effort to find some unquestionably
outstanding works.75 The oratorio had become a favorite
among the English, and several generations of composers
beginning with Greene, Boyce, and Arne set themselves
the task of satisfying the immense appetlite of the public.
By the last quarter of the century a blight had set in,
from which there was to be no relief for nearly another
hundred years. The considerediopinions of English historlans
of the period hold small hope for the unearthing of
hidden masterpiecess : |

The composers of these tons of oratorios
were all honorable meni thelr vislion of
things outside the organ-loft . were usually
fitful and reluctant, but they worked hard
and comscientiously, and their music is

- nothing worse'than intolerably d#ll. They

~ set, with apparent absolute indiscrimlnation

- wellnigh every:word of the Biblej; and when

they were not writing oratorios of their own,

they were still making them out of ths6
mangled remains of other mens' music.

(]

Hérdl& one faint word of praise may be found among

74. Wienandt, Op. cit., p.317.
75. Groves, Op. cit., p.715.
76, Wienandt, Op. cit., p.318.
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of the human race will determine the course our music
will take.53 1If there is continued strife and unrest,
music will reflect fhis with a clashing restlessnessy if
there 1s peace, the music will reflect our composure as
Well asAour complex civilization.8u |

We have perhaps reached the heightsrof experimentation
during thisicenturyé'rA,vast number of new styles and
methods of comﬁositions have been trled, énd it remains
that all over Europe, England,_and the United Sfates,
the younger musicians are turning thelr faces away from
‘ oratbrio and looking eléewhere for their creative fulfillment;
but this may be only a passing phase, andlfascination may
again make 1tself felt. Nevertheless, the oratorio today
and of the future will have to recognize that the days of{
lavish praise and pampefing are over, and that the new
works'mayﬁno longer be falrly Judged in a medieval
cathedral;-but must establish themselves as music and ﬁuéic
alone., Will there be any more Messiahslwritten? Wwill
there be another Honergger and other King Davids?
The religlious music of thevfuture must stand, as the great
oratorio literature of the past stands now, in the bright
light of day and in the rush of the world by its appeal -

to us as men and women, and as musicians.

83. Horton, William L.,"What is the Composer Trying to Say",
The American Music Teacher, XVI (Septenber-October,1946),

: p. 36.

S4.  Ibid.
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