GOUNOD'S ““ REDEMPTION.”

THE NEW ORATORIO WHICH I8 TO BE PER-

FORMED NEXT MON'TH,
From the London Times.

The new oratorio by Gounod, which will be
the most important feature of the Birmingham
Festival next month, has for some tlme excited the
curiosity of musical amateurs, and our rezders wiil
bu glad to havoe somo preliminary acoount of its
soope and general character. "'hat account can-

not, as a matter of courso, take the forin of a de-
talled analysis or critlelsm. Musical works of this
olass to be judged must be heard, and even the
most experienced reader of a full score can derive
but an mperfect Idaa of the beautles of harmonto
and orchestral combination which lie hidden in its
rigns and symbols. Even more difficult would
It be to conver the falnt {mpression thus
recelved to others. The importance which the
composer himself has placed on this work Is
sufficiently proved by the words ‘' Opus vito
mowe,”’ insoribed by his own hand on the score.
Theso words bear referonce, no doubt, to the
sacred import of the subject no 1ess than to its ar-
tistio execution. (lounod’s has always heen a
deceply religlous mind. Moro than once he is said
to have beon on the point of entering the Church,
and nothing 18 more natural than that he shouid
havo devoted the * work of his life to the sacred
tragedy whilch has been here seleoted by him
and which {s known to have enpagerl him
for a number of yenrs. In the hook of
words compiled by himself. Gounod has wisely
adhered to the matter, and in most cases to the
diction, of Scripturo, the lyrical portions and the
chorales only being written In verso. In accord-
ance with the aceepted form of the oratorlo, tho
events aro related by u récitant, or, more correctly
speaking, by two »écilants or narrators (a tenor and
a bass,) to whom some of theo most effective por-
tions of the vocal musio are assigned and who con-
tinue tho tale alternately, und, on one occaslon, In
conjunction, I additlon to this, the leading
actors of the sacered drama—Christ, the Virein, the
Apostles, the Two Thieves, and others—are intro-
duced, and tho chorus takes, of course.a promi-
nent part, representing at varions tlmes and In
varjous combinations a ' cheenr mystique, a* clicur
céleste,” the soldiers of the watch, and the Cnris-
tian Church.

The oratorio is divided into three parts-—the
Passion, tho Resurrection and Ascension, and tho
Pontecost; a short prologzuoe briefly refers to the
Creation, the Wall, and tho FPromise of Redemp-
tion. The musig, in a general way, may be de-
scribed as thoroughly ropresentative of Gounod's
style—in most respeets of his best style. The
gacradness of his subject has not prevented the
composer from looking at it In the rpirit most con-
renlal to him—tho dramatic spirit. Thero are
some portions of the oratorio which ight be
transforred to the stage without any change
a9 far as the music is concerned; and Gounod,
moreover, has now and then attempted
effects of realism which are, perhaps, unprece-
dented in sacred music. Thus, a long-draswn phrase
of the violing in the scene of the Crucifixion Is
superseribed in tho original score ** Jésus est
¢tendu sur la eroix,” and the meaning of another
characteristic passago is indicated by the legend
*On enfonce loy clous dans les pleds et dans les
maing de Jésus,” Theo earthquake, succossinlly
represented by the rapid chromatic scales of i os
and violins in unison, whilo the bress sustains the
harmony and greasé cuisse and tamram enforce tho
rhythm, may be mentioned in this connection, In
the characterization ot individuals Gounod also has
emploved essontially dramatiec means, and the per-
son of the Saviour or rather Ilis mission of for:
giveness and redemption, is indicated by a *loit-
motive” of great beauty, which occury apaln and
again In the course of the action. The choral
treatment throughout partakes of the spirit of tho
French opera rather than of that of the oratorlo as
developed by Bach and Handel. With the oxcep-
tion of a short 7ugato oxtending over 24 bars In tho
last chorus, there 15 no attempt at counterpolnt or
part-writing proper, the voices moving throughout
in homophoneus progressions. In speaking of a
work of Gounod, it is scurcely necessary to add
that there is abundance of beautiful melody; that
the orchestra i3 treated in a4 masterly manner, and
that the barmonio effects are often new and strik-
fngz, the accompaniment of one recitative showing,
for oxample, an all but unbroken sequence of aug-
monted filthy. Altogether, there is every reason
to think that Gounod’s new work will be among
his most successful efforts, It contains all the
ctements of nopularity, and not a few of the higher
artistic qualitios which appeal to tho cultured
musician ratlter than to tho mass=es.

It remaing to point to a fow detached features of
the score which immediately attract the attention
of the reader, and are likely {0 bo among the chief
gaccessed of tho pe-formance. One of thase in the
first part i3 the * March to Calvary,” an elaborate
scene conceived ina thoroughly dramatic spirit and
admirably constructed from that point of view. [t
commences with a march tune, brilllunt rather
than solemn, and too modern in cheracter to bo
poetivally significant, the rhythim of which, sus-
tained almost throughout the entire scene, gives
unity to it. It Is interrupted by a chorale, sung by
the soprani, which might he technically deseribed
as tho trio of the march, which i3 resumed
after its conclusion. A second intermeszo
Is formed by a short narrative for the réci-
tant (bass) and a beauntiful ariose for baritone,
** Yo daughters of Jerusalem, weep ye uot for Me,”
aftor which the mareh’ is onuco more briefly ro-
sumed], the chorale already referred to, sung this
time by the entire chorus, bringing the pleco to an
effcotive close. 'The ** Improperia,” sung by solo,
quartot, and chorus, a kind of paraphrase of tho
*Stabat Mater.” dlvided amonz contralto, solo,
quartet, and ochorus, and the dialogne hetween tho
two thieves, one of the most improssive numbers of
the soore, also belong to this part of the sacred
tragedy. The second part contains a very effeotivo
orchestral interlude describing the Iloly Women on
their way to the Sepulchre, and, following upon it,
the appearance to them of Christ, the reprosenta-
tive themeo already referred to belng turned to
excellent account. The same *'leit-motive™ plays
an important part in the finale of this act. which
may he called, without hesitation, the most offect-
ivo number of the whole score. The composer
hero has called all the resources of modern
music to his aid, and the sovorous efrfect of the
piece will, no doubt, ve greatly enbanced by the
additional four harps and four trumpers which ac-
company the colestial cholr of sopranl. At the be-
ginningz of the third part Gounod pays a no doubt
conscious tribute to the memory of Mendelssohn
by queting the lovely air, * Be thou faithful unto
death.,” in a kind of ritornel, whioh precedes the
first chorus. The finale of this part, comprising the
short fugue already mentioned, is again designed
on a grand scale and serves as an offective climax
to the oratorlo.
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