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George Frideric Handel
Messiah, oratorio for soloists, chorus and orchestra, HWV 56
(text by Charles Jennens, translation by Konrad Ameln)

PartI
1 No.1Sinfony. . .. ... .. e e
2 No. 2 Accompanied recitative of tenor: Trostet dich, mein Volk
No. 3 Aria of tenor: Alle Tale macht hoch erhaben . . . ... ................
3 No.4 Chorus: Denn die Herrlichkeit Gottesdes Herrn . . . . . ... ... ..........
4 No. 5 Accompanied recitative of bass: So spricht der Herr, Gott Zebaoth
No. 6 Aria of bass: Doch wer kann bestehn am Tag seiner Ankunft . . . . .. ... .....
5 No.7Chorus: Und erwirdreinigen . . ... ... ... iueeeueeeeeennn.
6 Recitative of alto: Denn siehe, der VerheifSene des Herrn
No. 8 Aria of alto and Chorus: O du, die Wonne verkiindetin Zion. . . . . ... ......
7 No.9 Accompanied recitative of bass: Den blick auf, Finsternis deckt alle Welt
No. 10 Aria of bass: Das Volk, das da wandelt imDunkel . . . . . ... ...........
No. 11 Chorus: Denn es ist un sein Kindgeboren. . . . . . . ... ...,
No. 12 Pifa (Sinfonia pastorale) . . . . ... .. ... . ...
0 Recitative of soprano: Es waren Hirten beisammen
No. 13 Accompanied recitative of soprano: Und sieh, der Engel des Herrn trat zu ihnen
Recitative of soprano: Und der Engel zu ihnen sprach
No. 14 Accompanied recitative of soprano: Und alsobald war da bei dem Engel . . . . . .
11 No. 15 Chorus: Ehresei Gottinder HOhe . . . . . .. ... i i it
12 No. 16 Aria of soprano: Erwach, frohlocke, o TochtervonZion . . . . .. ... .......
13 Recitative of soprano: Dann wird das Auge des Blinden sich auftun
No. 17 Aria of soprano: Er weidet seine Herde . . . . . . . ... ...,
14 No. 18 Chorus: Sein Joch ist sanft, die Last ist leicht . . . . . ... ... ...........
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Part II
15 No. 19 Chorus: Seht andas Gotteslamm. . . . . ... ... ... ...
16 No. 20 Aria of alto: Erward verschmdhet . . . . . .. ... ... ...
17 No. 21 Chorus: Wahrlich, er trugunsre Qual . . . . . . . .. ... ...
18 No. 22 Chorus: Durch deine Wunden sind wir geheilet. . . . . . ... ............
19 No.23 Chorus: Der Herdegleich . . . . . . . . . . . . ittt it e e e e a
20 No. 24 Accompanied recitative of tenor: Und alle, die ihn sehen

No. 25 Chorus: Er trauete Gott, dafS der wiird errettenihm . . . . . ... ... .......

21 No. 26 Accompanied recitative of tenor: Diese Schmach brach ihm sein Herz

No. 27 Arioso of tenor: Schau hinundsieh . . . . . . .. ... ... . . . . . . . ... .. 3.08
22 No. 28 Accompanied recitative of tenor: Er ist dahin aus dem Lande

No. 29 Aria of tenor: Doch du liefSest ihn im Grabe nicht . . . . . ... ........... 3.20
23 No.30Chorus: Hochtuteuchauf . . . ... ... ... .. 3.22
24 No. 33 Chorus: Der Herrgabdas Wort . . . . . .. ... .. 1.12
25 No. 34 Aria of soprano: Wie lieblich ist der Boten Schrit. . . . .. ... ... ........ 2.29
26 No. 36 Aria of bass: Warum den rasen und toben die Heiden . . . . ... ... ....... 3.19
27 No. 37 Chorus: Auf, zerreifSetihre Bande . . . . . . ... .. ... e, 1.50
28 Recitative of tenor: Der da throne im Himmel

No. 38 Aria of tenor: Du zerschligst Sie . . . . . . .« o v i it i i it 2.48
29 No.39Chorus: Halleluja . . . . . ... .. ettt 3.35
Part I1I
30 No. 40 Aria of soprano: Ich Weifs, dafs mein Erloser lebet . . . . . ... ........... 6.43
31 No.41 Chorus: Wiedurch EinenderTod . . . . ... ... ... ... 2.08
32 No. 42 Accompanied recitative of bass: Vernehm, ich kiind ein Geheimnis an

No. 43 Aria of bass: Sie schallt, die Posaun’. . . . . . .. .. .. ..., 9.54
33 No.46 Aria of soprano: Wenn Gottistfiiruns . . . . . . ..o 6.20
34 No.47 Chorus: Wurdig ist das Lamm...

ChOTUS: AMEN . . . o v e e e e e e e e e e e e e e e e 6.13

Total time: 138.34

Luiza Andrusévica, soprano (10, 12, 13, 25, 30, 33)

Ludmila Filatova, mezzo-soprano (6, 16)

Karlis Zarins, tenor (2, 20-22, 28)

Sergei Leiferkus, baritone (4, 7, 26, 32)

Georgy Yudashkun, trumpet (32)

The Latvian SSR State Academic Choir

Artistic director — Imants Cepitis (3, 5, 6, 8, 11, 14, 15, 17-20, 23, 24, 27, 29, 31, 34)
Leningrad Philharmonic Symphony Orchestra

Conductor — Alexander Dmitriyev

Recorded in 1982
Sound engineer — Gerhard Tses



https://en.wikipedia.org/wiki/Charles_Jennens

«Meccust» MPUHANJIEXKUT K YMCTY Hanbosiee rpaHIMO3HbIX U M3BECTHBIX Opa-
Topuii 'enpens. JlecsiTast U3 HallMCaHHbIX II0OC/Ie Mepee3aa KOMIIO3UTOpa
B AHIJIMIO OpaTOpMUii, OHA 3HAMEHOBAJIa HaCTyIIJIeHe eT0 TBOPUYeCKOli 3pe-
soctu. He ciyuaifHo mocie ee 3aBepileHMs B HOSIOpe 1741 roma KOMITO3M-
TOP ITOJTHOCTHIO OTKA3aJICSI OT CBOETrO M3JII00IEHHOTO KaHpa — UTAJTbSTHCKOIA
orephl ¥ OKOHYATETbHO ITEePEK/TIOUNIICS Ha OPATOPUI: B TOM K€ TOmy OblLia
CO03/1aHa MOC/IeIHsIST, COPOKOBAs OIlepa, a B TeueHle CIeAYIOIero aecsaTuie-
TUS — NSATHAAUATh OpaTopuii. Kak ¥ BO MHOIMX U3 HIX, B «Meccum» Takke
MCITOTb30BaH OMOIEeCKII CIOKET, OMHAKO 3TO He AeaeT opaTopun l'eHaenst
LIEpKOBHBIMM IIPOU3BEIEHUSIMM: He CIyJaifHO U3 56 ucrionHenmit «Mec-
Cuy» B AHITIMM TIPY XKM3HM aBTOpa JIUIIIb 12 COCTOSITIOCH B LIEPKBU, U ITIEPBOE
M3 HUX ITPOU30IIIO MIOYTH IeCSITUIEeTIE CITYCTSI ITOC/Ie CO3AaHMsI, — 0ObIYHO
reH ieJIeBCKMe OpaTOpMi 3ByUasy B TeaTpax My IPYyTUX ITyOJIMUHBIX 3a/1aX.

B TpakTOBKe MIMPOKO MOMYJISIPHOTO HA MPOTS’)KEHUY BEKOB B My3bIKe
¥ XMBOIIMCU €BAHTEIBCKOTO CIOXKETAa O pOXKAEHUM, CTPASAHUSIX, MydYeHYe-
CKOVi CMepPTU U TTOCMEPTHOM TOp>kecTBe Meccuu — CriacuTessi, MCKYTIAroIero
rpexu BCero yejoBevyecTBa,— ['eHaenb onMpancs Ha aHVIUICKYIO Tpaau-
LMI0. AHITIMICKUI TeKCT «Meccun» Hammcan Yapab3 [I>keHHEHC; IepBoe
MCITOJTHEHVe HAa HEMEIIKOM SI3bIKe COCTOSIIOCh B 1775 romy (B T'ambypre, mon,
yripaBiaeHuemM ogHoro u3 ceiHoBel U. C. baxa — Kapna ®ununmna Omanyans);
MepeBOAYMKOM BbICTYIIMI 3HAMEHUTBIV 03T @puapux KIomniTok; naTh
JIeT CITYCTSI TIepeBOI, Clieial He MeHee M3BeCTHbBIN 03T ¥ 3HATOK (G oJIbKIopa
NorauH l'eprep. B mociegHeM MOTHOM HEMEIKOM U3TaHUU COUMHEHUIT KOM-
MO3UTOPA, ocyinectBieHHOM B 1960-1970 romax «O6miectBom I. @. T'eHmens»
B l'asne, «Meccus» onmy6MKoBaHa B HOBOM IepeBoe Konpama AmenbHa,
KOTOPBbIN UCIIO/Ib30BAaH U B HACTOSIIEN 3aIIMCH.
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OpaTtopusi cOCTOUT U3 Tpex yacTeii. [lepBas u BTOpasi MOUYTU PaBHbBI
10 MacITabam, HO ec/Iu TIePBOJi CBOMCTBEHHBI CBET/IbIE, TACTOPAIbHbIE TOHA,
TO BTOPAst CTPOUTCS HA Pe3KMUX IpaMaTUUeCKMX KOHTPACTaxX CKOPOY 1 JIMKO-
BaHMSI; BIBOe 6oJiee KpaTKasi TPeThs 06pasyeT nobeIHO-TOPKeCTBEHHBbI
anodeos. B HuX uepenyoTcst apum, XOpbl U HalleBHO-AeK/IaMallMOHHbIe,
MPUOIVKAIOIIMECS] K apy030 PEYMTATUBBI B COITPOBOKIEHUM OPKECTpa;
TaK Ha3bIBaeMble «CyXMe» PeuuTaTUBbI 10, aKKOMIIaHEMEHT KjaBeCuHa,
He UMelolI/e CaMOCTOSITEIbHOTO HOMEepPa U IMPOKO pacpoCTpaHeHHbIe
B ortepax XVII-XVIII BeKoB, UTpaiOT pOJIb HEGOJBIINX CBSI30K.

[lepBas yacTh, roe roCOOACTBYIOT PaJgOCTHbIE OKUIAHUS U CBET/IbIE
HaJeXIbl, COCTOUT U3 IBYX Pa3esioB, K&KIbIM 13 KOTOPBIX OTKPbIBAETCS
OpPKeCTPOBBIM HOMEPOM. B mepBoM 3a CypOBOJi ¥ SHEPIMUHONM YBEPTIOPOiA
(cuHbOHMel) YeThIPEXIbl UepeayIOTCS peunTaTuB, apust u xop. CBeTom
Y pafoCTbIO MTPOHM3AaHbI PEUUTATUB U apusi TEHOPA, TTOTHbIE CIIOKOITHOTO
Benmmuums (N2 2, 3), a ciemyroiemy 3a Humu xopy (N2 4) mpucyin sku3HepaoCT-
HbIl TaHIIeBaJIbHBIN CKIafd. Boree cympauHbie peuntaTuB 1 apust 6aca (N2 5,
6) TIOAYEPKHYTO BUPTYO3HBI, UTO CBSI3aHO C M300pa3mUTeIbHBIMM MOMEHTAMM
«bor KoebaeT Heb6O U 3eMJTI0, MOPE U CYIITY, €0 SIBJIEHMEe HapOAy MOI00HO
CBepKallleMy IiaMeHn». BIn30K Mo xapakTepy MPUMBbIKAIOINNUA K HUM
¢dyrupoBanHbIii Xop (N2 7). CBeT/ible HAaCTPOEeHMS BO3BPALIAIOTCS B TaHIle-
BaJIbHOI apuu MeLuo-corpano (N2 8), rae BOKaJibHask MeJIOAUS OIJIeTaeTCs
rnmaccakamu JIByX CKPUIIOK, a 3aTeM MOAXBaTbIBA€TCsI XOpOM. KOHTpacTHBI
peunTtaTuB 1 apus 6aca (N2 9, 10), pucymoriye KapTUHY HapsIIeii HaJl MUPOM
HOYM 1 GJTY>KIAIOIIEro BO ThMe Hapo/a. Ml BHOBb CBET U PafioCTh TOPKECTBYIOT
B xope (N2 11) «160 MyiafeHel poauIcs HaM»; TPOCTast MeJIOAVSI B HAPOTHOM
IyXe yKpalleHa JIMKYIOIVMU [TaccaskaMu - I00WISIIIMSIMU TOJIOCOB U CKPUTIOK.

Bo BTOpOM pasgene yacTu, IOBECTBYIOIIEM O AeTcTBe CriacuTens, ['eH-
IleJib UCTI0/Ib3YeT HapOAHbIE TPaaAUIIVK, PUCYSI HAMBHbIE KAPTUHBI TTPOCTOVA,
6e3MSITEXHO, 6JIM3KOI K MPUPOe MacTyIIeCcKoii k3. OTKPbIBAET 3TOT
pasfest opkecTpoBas rmacropassb («Pifa»), rme kommosuTop obpaiaeTcs K UTa-
JIbSTHCKOJ HapOHOI MeJIoANN, HepeaKo MpuBJieKaBIlieli M IPyruX aBTOPOB.
B cnenyronyx HoMepax rocrofiCTBYeT CBET/IbIi, IPO3payHblii TeMOD BIlepBbie
BCTYIAIOILETO 3[1€Ch COMMPYIOLIEro COMPAaHO; B OPKECTPOBOM COITPOBOXKIE-
HyM peunTtaTtuBoB (N2 13, 14) CIbIIIeH 1Ie/IecT KPblIbeB HeGeCHbIX aHTeJIOB,
CJIeTAOIINXCSI K HOBOPOskAeHHOMY. Xop N2 15, BocrieBaroIiuii 6ora B Hebe-
Cax ¥ MUp Ha 3emJie, IePeKINKAETCs C IEPBBIM PeunTaTMBOM TeHOpa. Te ke
HaCTpOoeHus pa3BuBaeT apus conpaHo (N2 16) ¥ MHTOHALMOHHO CBSI3aHHBbINI
C Hell 3aKII0UYNTeTbHbIN X0p mepBoii yactu (N2 18).

Bo BTOpOI1 YacTH TakKe Ba pa3nienna, HO OHM COTIOCTABIISIIOTCS Pe3KO KOH-
TpacTHO. HauanbHbIi, 06pa3yolnit JpaMaTUuecKyto KyJIbMUHALMIO BCeit
opaTopuu, C IpeobaagaHreM MeJJIEHHbIX TEMIIOB ¥ MMHOPHBIX TOHAIbHO-
CTel,— 3TO TTOBECTBOBaHMeE O cTpacTsax CriacuTerns.

Xop N2 19, HachIEeHHBI CKOPOHBIMYM BOCKIUIIAHUSIMU, CMEHSIeTCSI ITPO-
HUKHOBeHHOVI apueit anbra (N2 20) ¢ 6;1aropoiHOM, ciep>KaHHO, BO3BBI-
IIeHHOM MeyioAMeli; B IeHTPaJIbHOM 3MM30/e apuM, pacCKa3bIBalOIeM
0 6MueBaHNUM, BIIEPBbIE BO3HUKAET OCTPBIN ITyHKTUPHBIN PUTM, HEOTHO-
KpaTHO BO3Bpallaloluiicsd 3aTeM B pas3jMUHbIX HOMepax. be3 rmepepsiBa
CJIeIYIOT TPU pa3HOXapaKTePHbBIX Xopa: nepsbiii (N2 21) cJIOBHO ITpOHM3aH
MYYUTEbHBIM PUTMOM OuueBaHust; BTopoii (N2 22) mpencraisieT coboii
IIMPOKO pa3BepHYTYIO Pyry c CypoBOJt Tparnueckoii TeMOoii apXxandeckoro
CKJ1ajJa, C pe3KUMMU, YIIOBAaThIMM CKauKaMM, — BAPMAHThI ee BCTPEeYarTCs
y baxa, l'aiimHa, Mouapra. TpeTtuit xop (N2 23) — Ma>kOpHbIN, TIOJABUKHBIIA,
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C BUPTYO3HBIMU MaccakaMiu — 06pasyeT KOHTPACT € MPeIbIayIIMMU U TToCIe-
IyIOIIMMY HOMepaMu. [lanee my3bIKaJabHOe IIOBECTBOBaHME BHOBb BO3BPa-
IaeTcs K pacckasy 06 YHVDKeHUSX U M3[0eBaTelbCTBaxX, KOTOPbIe BhITIAIU
Ha pomio CriacuTess repej CMepThIo. DTU STMM30/4bl HACBIILIEHbI IITyOOKUM
TICUXOJIOTM3MOM, PUCYSI HE CTOJBKO (pM3nUecKre My4eHus, CKOJIbKO OJIU-
HOUYECTBO Trepos repe[ IIyMsIeiicst Bpaxkae6HOo TOMIOI.

U noka3aTenbHO, 4yTO ['eHIeNb BbIOMPAET 3[jeCh He 3aKOHUEHHbIe apun
C TUTaBHBIMU, 3aKPYIJIEHHBIMU MeJIOAVSIMU, @ HeOOJTbIIe aKKOMITAaHMPOBAH-
Hble peunTaTUBbI TEHOPA, HAChIIIleHHbIe CKOPOHOI, TPUTIOIHSITO AeK1ama-
1yeii: TakoBbl N2 24 ¢ ITyHKTUPHBIM PUTMOM OMUeBaHMS, IPOHUKHOBEHHOE
coepskaHHOe apno30 N2 27. 3aBepiiaet 3TOT pa3aen apus TeHopa N2 29, roe
revayibHasi TeMa IpefIIecTBYIONIEro apruo30 mpeobpasyeTcs B MIMPOKYIO,
JIMPUYIECKYI0, TIOJTHYI0 HAZIEXX bl MEJTOAMIO, KOTOPYIO BHAUa/Ie MUHTOHUPYET
CONMMPYIOIIAsT CKPUIIKA, a 3aTEM T'OJIOC.

3aK/TIOYMTETbHBIN pas/ies BTOPOi YaCTU MePEeKINKAETCS C IePBON YaCThIO
Y TIOATOTaB/IMBAET IOUIeSHIONW. 3[,eCh BHOBb TOPKECTBYIOT CBeTJIbIe, PafOCT-
Hble HacTpoeHus:, Xopbl (N2 30, 33) cBepKaloT JIMKYIOMIMMU I00MISIIIVSIMMA,
u3sIHas, 3agyMmunBas apus cornpano (N2 34) ocHOBaHa Ha IVIABHOM pUTMe
CUITMIMAHBI (TTOJ06HO OpKeCcTpoBOoit rmacTopanu N2 12). Tpu rmociegHnx
HOMepa YTBepXIaloT repouyeckoe Hauano: Xop «PacTtopruem y3nl nx»
(N2 37), apus TeHopa «TbI TOpasuIllb UX 5Ke3/710M Keyne3HbIM» (N2 38), Xxop
«Ammmyits» (N2 39). IlowienHuii 06pa3yeT BepuIMHYy OpaTOPUN, SIBJISSICh
OIHMM U3 CaMbIX 3HAMEHUTBIX COUuMHeHUl ['eHpens. « AJunnyiisi» 3By4YUT
KaK BeJIMYeCTBeHHAsl BCeHapOogHasl MeCHb IMo6e bl U C1aBbl, B AHITIUN ee
06BIYHO CITYIIAIOT CTOSI. B Helt coueTaroTcst KpaTkasi, He3aMbIC/IOBaTas, B TaH-
L1eBaJIbHOM PUTMe MeJIOAUS U CYPOBBIil HAalleB CTAPpMHHOTO HEMELKOT'0

IIPOTECTaHTCKOI'0 X0OPaJia, 3By4aBIlIii B 3T1I0XY KPECTbsIHCKOM BOIHBI B I'ep-
MaHuu (Hauayio XVI Beka), Kak peBOMIOLIVIOHHBIN TMMH; He CTy4aiiHO CTPYH-
HBIIi OPKECTP IOIOJHEH 31€Ch IBYMS TPyOaMu U IUTaBpPAMU.

KpaTkasi TpeTbs UaCcTb IPOHM3aHa eAMHBIM HACTPOEHMEM H/UEM He OMpa-
YeHHOTO MT06eHOTO TMKOBAHMS, BOIUIONIAS, TI0O MbICJIM PYCCKOTO KPUTHUKA
Bnagumupa CracoBa, «<kakoe-TO KOJIOCCaTbHOE, OecrpeieIbHOe TOPSKECTBO
1eJIoro Hapoza». UepenyoTcs HoMepa aupudeckue u reponveckue. K mep-
BbIM TMIPMHALJIEXAT OTKPHIBAIOIAS YaCTh IIOITY/ISIPHAS apusl CONIPaHO «51 3Hao,
VickyriuTenb MO JXUB» C 61arOpOAHOM, BO3BbIlIeHHO Menoaueit (N2 40),
MEePEeKIMKAIOLIASICS CO CTOJIb Ke IIPOCBETIEHHBIMMY, BeIMUaBbIMU apUSIMU
TeHOpa U3 IpeaiecTsywux yacteit (N2 3, 29). 3aTem c/iegyIoT repouye-
CKMe HoMepa: XOp, OCHOBaHHbII Ha M3/1100/1eHHOM [eHesieM corocTaBiie-
HUM KPATKOTO, MeJIJIEHHOTO, MMHOPHOT0, CYPOBOT'0, aKKOPJIOBOTO 3MM30/1a
6e3 COMPOBOKIEHMS U OBICTPOTO, TUKYIOIIET0, CO CTPEMUTETbHBIMM Mac-
cakaMy CTPYHHBIX MHCTpyMeHTOB (N2 41); 6imecTsimiast apust 6aca ¢ Commpy-
foreit Tpy6oii (N2 43). JInupudyeckoe Hauajao roCroACTBYET B apUy COITPAHO
(N2 46). I'paHaMO3HBIN 3aKIIOUNTENbHBIN X0p (N2 47) ¢ TpybaMu U JINTaB-
paMy BHOBb yTBEPKIAeT MOOeIHYI0 repOMKY; OH COCTOUT M3 HECKOIbKUX
3MM130/10B, BeHUaeMbIX QyToii.

Anna Kenuecbepz (1982)




Messiah is one of Handel’s most magnificent and famous oratorios.
The tenth of the oratorios written after the composer moved to England,
it marks the beginning of his creative maturity. It is no coincidence
that after its completion in November 1741, the composer completely
abandoned his favorite genre, the Italian opera, and finally turned to
oratorios: in the same year he created his last, fortieth opera, and over
the next decade he wrote fifteen oratorios. Like many of them, Messiah
uses the biblical plot, but this does not make Handel’s oratorios sacred
works: it is no wonder that only twelve of the fifty-six performances of
Messiah in England during the composer’s lifetime took place in churches,
and the first of these took place almost a decade after it was composed —
Handel’s oratorios were usually performed in theaters or other public
venues.

Handel drew on the English tradition in interpreting the Gospel
story of the birth, suffering, martyrdom, and posthumous triumph of
the Messiah — the Savior who atones for the sins of all mankind. This story
had been popular in music and painting for centuries. The English text of
Messiah was written by Charles Jennens; the first German performance
took place in 1775 (in Hamburg, conducted by one of Johann Sebastian
Bach’s sons, Carl Philipp Emanuel); the translator was the famous poet
and folklorist Friedrich Klopstock; five years later the translation was
made by the equally famous poet and folklorist Johann Herder. The last
complete German edition of the composer’s works was undertaken in
the 1960s and 1970s by the G.F. Handel Society in Halle, and Messiah
was published in a new translation by Konrad Ameln, which is used on
this recording.




The oratorio is in three movements. The first and second are almost equal in
length, but while the first is characterized by light, pastoral tones, the second
is built on sharp dramatic contrasts of grief and jubilation; the third, twice as
short, is a victorious and solemn apotheosis. They alternate between arias,
choruses, and melodic declamations, almost arioso recitatives accompanied
by the orchestra; the so-called secco (“dry”) recitatives accompanied by
the harpsichord, which have no number of their own and are widespread in
operas of the seventeenth and eighteenth centuries, play the role of small
ligatures.

Dominated by joyful expectations and bright hopes, the first movement is
divided into two sections, each of which begins with an orchestral number.
In the first section, the austere and energetic overture (symphony) is followed
by a recitative, an aria, and a chorus, which alternate four times. The tenor
recitative and aria (Nos. 2 and 3), full of quiet grandeur, are imbued with
light and joy, while the following chorus (No. 4) is cheerful and dance-like.
The more somber recitative and bass aria (Nos. 5 and 6) are emphatically
virtuosic, which is related to the pictorial aspect: “I will shake the heavens and
the earth, the sea and the dry land [...] who shall stand when he appeareth?
For He is like a refiner’s fire.” The adjoining fugue chorus (No. 7) is close in
nature. Lighter moods return in the mezzo-soprano dance aria (No. 8), where
the vocal melody is woven through the passages of two violins and then taken
up by the chorus. The bass recitative and aria (Nos. 9 and 10) are contrasting,
painting a picture of night reigning over the world and people wandering in
darkness. Again, light and joy triumph in the chorus “Denne s ist un sein Kind
geboren” (“For unto us a child is born™) (No. 11); the simple, folk-inspired
melody is embellished with jubilant passages of voices and violins.

In the second section of the movement, which tells the story of the Savior’s
childhood, Handel uses folk traditions to paint naive pictures of a simple,
serene shepherd’s life close to nature. This section opens with an orchestral
pastorale (Pifa), in which the composer turns to the Italian folk melody that
often attracted other composers. The following numbers are dominated
by the light, transparent timbre of the solo soprano, which appears here
for the first time; in the orchestral accompaniment to the recitatives
(Nos. 13 and 14) one can hear the rustle of the wings of heavenly angels
flying to the newborn child. Chorus (No. 15), singing of God in heaven and
peace on earth, echoes the first tenor recitative. The same sentiment is
developed in the soprano aria (No. 16) and the intonationally related final
chorus of the first movement (No. 18).

The second movement also has two sections, but they are juxtaposed
in stark contrast. The first, which forms the dramatic climax of the entire
oratorio with its predominance of slow tempi and peaceful tonalities, is
the narrative of the Passion of the Savior.

Chorus (No. 19), full of mournful exclamations, is followed by a heartfelt
viola aria (No. 20) with a noble, restrained, and sublime melody; in the central
episode of the aria, which tells of the flagellation, a sharp dotted rhythm
appears for the first time, which returns repeatedly in various numbers.
Three choruses of different character follow without interruption: the first
(No. 21) seems to be imbued with the agonizing rhythm of the flagellation;
the second (No. 22) is a wide-ranging fugue with a severe tragic theme of
archaic proportions, with sharp, angular leaps — variants of this theme can
be found in Bach, Haydn, and Mozart. The third chorus (No. 23) — major,
moving, with virtuoso passages — contrasts with the preceding and following




numbers. The musical narrative then returns to the story of the humiliation
and abuse suffered by the Savior before his death. These episodes are filled
with psychological insight, depicting not so much physical torment as
the hero’s loneliness before a jeering, hostile crowd.

And it is significant that Handel chooses here small accompanied tenor
recitatives saturated with mournful, exalted declamation, rather than full
arias with smooth, rounded melodies: such are (No. 24), with its dotted
rhythm of the flagellation, and the heartfelt, restrained arioso (No. 27).
This section concludes with the tenor aria (No. 29), in which the sad theme
of the preceding arioso is transformed into a broad, lyrical, hopeful melody
intoned first by the solo violin and then by the voice.

The final section of the second movement echoes the first and sets the stage
for the final movement. Here again, bright and joyous moods triumph,
the choruses (Nos. 30 and 33) sparkle with jubilation, and the graceful,
contemplative soprano aria (No. 34) is based on the gentle rhythm of a siciliana
(similar to the orchestral pastorale No. 12). The last three numbers assert
a heroic element: the chorus “Auf, zerreifSet ihre Bande” (“Let us break their
bonds asunder”) (No. 37), the tenor aria “Du zerschlédgst sie” (“Thou shalt
break them with a rod of iron”) (No. 38), and the chorus “Halleluja” (No. 39).
The latter is the climax of the oratorio and one of Handel’s most famous
works. “Halleluja” sounds like a majestic national hymn of victory and glory,
and, in England, they usually stand when it is performed. It combines a short,
uncomplicated, dance-like melody with the harsh tune of an old German
Protestant chorale that sounded like a revolutionary anthem in the era of
peasant warfare in Germany (early 16" century); it is not by chance that
the string orchestra here is joined by two trumpets and timpani.

The short third movement is imbued with a single mood of unadulterated
triumphant exultation, embodying, according to Russian critic Vladimir
Stasov, “some colossal, boundless triumph of the entire nation.” The numbers
are alternately lyrical and heroic. The popular soprano aria “Ich Weif3, daf
mein Erloser lebet” (“I know that my Redeemer liveth”) (No. 40), with
its noble, sublime melody, belongs to the former. It echoes the equally
enlightened, majestic tenor arias of the preceding movements (Nos. 3
and 29). Then come the heroic numbers: a chorus based on Handel’s favorite
juxtaposition of a short, slow, minor, austere, unaccompanied chordal episode
and a fast, jubilant one with rapid string passages (No. 41); a brilliant bass
aria with solo trumpet (No. 43). The lyrical element dominates the soprano
aria (No. 46). The grandiose final chorus (No. 47), with trumpets and timpani,
reaffirms the triumphant heroics; it consists of several episodes crowned
by a fugue.

Alla Konigsberg (1982)
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