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CHAPTER I
ORIGIN OF THE ORGAN NOELS

The noel variations of the eighteenth-century French
organ school have their roots in the vernacular religious
songs, beloved by the people and sung at the Christmas Eve
Midnight Mass.

There are two basic sources of noel tunes: pre-exist-
ing melodies, and tunes newly written by known composers.1
The pre-existing melodies may have come from liturgical
hymns or the liturgical dramas of the Middle Ages, or from
the drinking songs sung at Christmas night banquets.z Many
others probably came from secular songs to which sacred
texts were set.

"Noél" is the word for the Christmas season in France,
although in earlier centuries the word was used as a cry »of
joy on festive state occasions. Duncan records its use "at
the proclamution of Henry VI, . . . at the baptism of
Charles VI in December 1368; . . . and the entry into Paris

of Charles VII in 1437, when the people proclaimed their

1 Eileen Morris Guenther, '"Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, De-

-

cember 1973, p. 1.
2 Ibid.
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pleasure by loud cries of 'Noéel, Noél.'”3 The word '"no&l"
is also related to the word for birthday (Latin: natalis)

and as such pertains to the celebration of the birth of

Christ.,4

These religious songs were actually in the nature of
folk songs. Grimes says "they were originally the songs of
the people, stressing the human side of Jesus and his moth-
er, and simplifying the important themes of the Bible."5

By the fifteenth century, collections of noel texts
began to appear, and while the sixteenth-century collec-
tions were still limited to texts, one important exception

was the Fleur des No&ls, published at Lyon in 1535.6 In the

seventeenth century several collections known as "Bibles

de No&ls" were published, again rarely with melodies, though
composers of that century, such as Lully and Campra, did
compose noel tunes.

By the end of the sixteenth century noel tunes were set
polyphonically, and in the seventeenth century instrumental
versions also appeared. At the same time keyboard varia-
tions on the noel tunes were published, those by Nicolas

Gigault in 1682 and Nicolas Lebégue in 1685 being the first.

3 Edmondstoune Duncan, The Story of the Carol (New York:
Charles Scribner's Sons, 1911), Appendix B, pp. 223-224.

4 1Ibid., p. 7.

5 Conrad Grimes, '"The Noels of Louis-Claude Daquin,"
The Diapason, December 1968, p. 24.

6 Guenther, "French Noel Variations," p. 1.
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The use of the noels within the Christmas Eve Midnight
Mass was prevalent in all of France. Grimes gives an ac-
count of a seventeenth-century service in Avignon in which
certain noels were used to announce the entrances of Mary
and Joseph, the angels, and the Magi.7 Marc-Artoine Char-
pentier (1634-1704) included polyphonic settings of twelve
noels in his Messe de Minuit, some to be performed inde-
pendently, others to be used as parody tunes for the vocal
settings.8

During the eighteenth century many important French
organist-composers drew upon these noel tunes to write and
improvise partita-like variations for the organ. These
variations on familiar tunes, highly ornamented and col-
orful, became extremely popular with the people of France.
Crowds flocked to hear Daquin, and Balbastre was even for-
bidden by the Archbishop of Paris to play noels on the or-
gan because the multitudes that came to hear him did not
have the proper respect for the Church.

These noel variations, a combination of harpsichord
variation technique and the forms used in the Organ Mass

and Livres d'Orgue of the French Classical school, will be

7 Grimes, '"Noels of Daquin," p. 24.

8 James R. Anthony, French Baroque Music from Beau-
joyeulx to Rameau (New York: W.W. Norton and Company,
Inc., 1974) p. 221.
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the subject of this paper. The writer will examine rep-
resentative works of each of the major composers, showing
the development and eventual decline of the genre, a de-
cline which parallels that of the eighteenth-century French
organ school in general.

While the writer included none of the noels in her
graduate recitals, documented in Appendixes II and III,
she has been interested in them since her first hearing
of Daquin's "Grand Jeu et Duo." This interest led to the
study of the genre, the inclusion of noels in various
Christmas programs, services, and recitals, and finally to

this paper.



CHAPTER II
THE EIGHTEENTH-CENTURY FRENCH ORGAN AND ITS MUSIC

At no other time in organ history were the design of
the instrument and its music so closely related and so
standardized as during the French Classical period, 1600-
1800. By the time of the great French organist, Jean
Titelouze (1563-1633), the French organ had begun to as-
sume its basic characteristics, and for the next two hun-
dred years, the only changes were additions to the orig-
inal scheme.

The standard instrument was designed with two manuals,

the Grand Orgue and the Positif, and a pedal division.

Smaller organs had only these two manuals, while larger
instruments added auxiliary manuals for solo and echo pur-

poses. The Grand Orgue was generally based con the 16°

Montre (a Principal or Diapason stop, called Montre--"to
show'" --because the pipes showed in the front of the case-
work), and contained a 15' Principal Chorus, including two

Mixtures: a 4-rank Fourniture and a 3-rank Cymbale. It

also contained either an 8' or 18' Flute Chorus with a 5-

rank solo Cornet (8', 4', 2 2/3', 2', 1 3/5', often treble
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only)l, and both chorus and solo reeds. The Positif organ,

or Petit Orgue, was mounted behind the organist on the front

of the gallery, and was designed to be'similar to the Grand
Orgue, but on a smaller scale. It was based on an 8' ‘lontre,

so contained an 8' Principal Chorus, including Fourniture

and Cymbale, usually an 8' Flute Chorus, and at least one
solo reed, such as the Cromorne. The Positif could some-

times be coupled to the Grand Orgue. The Pédale was meager

by our standards today., or by.eighteenth-century German
standards, but was designed to participate in the ensemble,
rather than be a supporting bass for it. Consequently it
was based on the 8' pitch, and contained Flutes 8' and 4°
and a reed or two, such as Trompette 8' and Clairon 4°'.

The flutes were capable of carrying one voice in a dignified
polyphonic work, while the reeds were used to sound eithexr

a bass or tenor cantus firmus in a Mass movement based on

1 The Cornet appeared in several different forms. BE.
Earold Geer, Organ Registration in Theory and Practice
(Melville, N.Y.: Belwin-Mills, 1957), p. 248, defines it
as "a five-rank mixture, consisting of wide scale pipes of
unison, octave, twelfth, fifteenth, and seventeenth pitches,
without break. Usually only in the upper part of the key-
board. Sometimes placed on a separate, raised chest, when
it is called Cornet S€par€ (=Mounted Cornet)." Fenner
Douglass, The Language of the Classical French Organ (New
Haven: Yale University Press, c¢l969), p. 110, says that in
later organs the Cornet V was always found on the R€cit man-
ual, again on a separate chest. 'The Grand Cornet V might
have occupied space contiguous to the Cornet de R€cit, but
it was, of course, played from the Grand Orgue." If each
rank of the Cornet could be drawn individually, it was known
as the Cornet D&composEt.
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chant. The Pédale stops were sometimes borrowed from the

Grand Orgue, or the P&dale could be coupled to the Grand
Orgue by means of a pull-down device (Tirasse) that oper-

ated the notes of the Grand Orgue from the P&dale. The

specifications Jean Titelouze prepared for the Church of
St. Godard in Rouen show the design of the early seventeenth-

century French organ:z

Grand Orgue (48 notes——CC—cs, lacking CC#)

Diapasons Flutes Trumpets 8', 4°'
i6', 4', 2 8', 4', 2 2/3" Régale 8'

Fourniture IV 2', 11/3', 1

Cymbale III Cornet V

Positif (48 notes--CC-c°, lacking CC¥)

Diagasons 8', 4 Flute 2 2/3" Cromorne 8'
Foﬁrniture III
Cymbale I1
P&dale (28 notes——CC—fl, lacking CC# and c#l)
Flutes 8', 4 : Trumpet 8

Coupler: Positif to Grand Orgue

The later seventeenth-century organ was based on the
above plan, but expanded to include more stops and manuals.

While the Grand Orgue and Positif remained much the same

(the later Positif did contain a complete Flute Chorus), up

to three additional manuals appeared, often with only a very

2 Geer, Organ Registration, pp. 243-244. N. 70, p. 243,
states that the pedal stops were borrowed from the Grand
Orgue.
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few stops on each. Designed for special effects, such as
solos or echos, these manuals were often of a shorter com-

pass than the Grand Orgue or the Positif, containing only

treble stops. The 5§gi£ contained approximately twenty-
five notes and consisted of perhaps just two stops, a Cor-
net V and a Trompette 8'. The Echo manual ﬁight be of the
same compass as the Eégii, or an octave longer, and would
contain a Cornet V, a Trompette 8', a Fiute 8', or other
solo stop. Geer says the Echo division "was located in the
lower part of the chamber, underneath the main chests, so
that the tone was somewhat confined, giving the impression
of remoteness.”3 If there were a fifth manual, it would be
a Bombarde, containing a 16' reed chorus: Bombarde 16°',
Trompette 8', and Clairon 4'. The P&dale division remained
small, with often only two or three stops, usually at the 8°

pitch, even though the largest division, the Grand Orgue,

was based on the 16' Principal. Beginning with the lowest,

the order of the manuals was Positif, Grand Orgue, [Bom—

barde|, Récit, and Echo.

The specifications of the organ built by Alexandre
Thierry between 1679 and 1686, under the direction of Nic-
olas LebEgue, for the Church of Saint-Louis des Invalides
in Paris, are a good example of the late seventeenth-

century French organ:4

3 Geer, Organ Registration, p. 245.
4 Ibid., p. 246.
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Grand Orgue (48 notes--CC, DD—cS)

Diapasons Bourdons 16', 8' Trumpets 8', 4'
i6', 8', 4', 2° Flutes Voix humaine 8'

Fourniture V 8'(treble), 3 1/5'

Cymbale V 22/3', 2', 1 3/5"

Positif (48 notes--CC, DD—cS)

Diapasons 8', 4' Bourdons 8', 4° Cromorne 8'
2! Flutes 2 2/3" Petite voix
Fourniture IV 2 3/5', 11/3" humaine 8'

Cymbale III
. 1 3
Récit (25 notes--c -c7)

Cornet V Petite trom-
pette 8

Echo (25 notes—-cl—-CS)5

Cymbale III Bourdon 8' Cromorne 8'
Cornet V

Pédale (30 notes——AAA, CC, DD-f1)®

Flute 8' Trumpet 8'

While this organ appears not to contain a tremulant (Trem-

blant), many instruments oif the time often had two of them,

a Tremblant fort and Tremblant doux, or a strong one and a
mild one, for use with various stop combinations.

By the end of the eighteenth century, the organ had
growr still more: often every division had at least two

reeds, and the P&dale sometimes included 16' steps when the

5 Peter Williams, The European Organ, 1450-1850 (Bloom-
ington: Indiana University Press, ¢l1966), p. 179, gives
the compass of this manual as 37 notes, C-c3.

6 Williams, The European QOrgan, p. 179, gives a shorter
compass, AAA-F, 20 notes.
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Grand Orgue had become so large that it was based on a 32'

Principal. The most outstanding organ builder of this per-
iod was Francois-Henri Cliquot (1728-1791), who came from a
family of organ builders, having followed his father, uncle,
and grandfather in the profession. Some of his Parisian
organs included those in the churches of Sainte-Chapelle,
Saint-Sulpice, and Saint-Gervais where the Couperin family
served as organists for several generations.

The most important and complete authority on the late
eighteenth-century French organ was a Benedictine monk, Dom
Bédos de Celles (1709-1779), whose four-volume work, L'Art

du facteur d'orgues (The Art of Organ Building), written

between 1766 and 1778, contains not only information on or-
gan building, but also includes a volume for the organist
with instructions regarding registration, tempi, and
styles.7 While Dom B&dos was writing at the end of the
Classical French period and admitted that certain stops and
their uses had changed since the time of Nicolas Leb&gue at
the begirning of the century, his.instructions are valid for
the interpretation and registration of most eighteenth-cen-
tury French organ music, including a large portion of the
noels.

French Classical organ music had a unique style inde-

7 Francois B&dos de Celles, The Organ Builder, trans.
by Charles Ferguson (Raleigh, N.C.: Sunbury Press, 1977),
complete in 2 volumes.
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pendent of the German and Italian schools, and was influ-
enced largely by opera, dance, and clavecin (harpsichord)
music. John Shannon says
the French Classical style stresses grace, sensitivity,
melodic nuance, and small scale. These qualities are
best developed in compositional formats of limited ex-
tent. Large formal orders with complex thematic trans-
formations, intricate contrapuntal workings, and the like
are not only inappropriate: Had they been employed, they
would have destroyed the style itself. ghis is an art
which could exist only in the miniature.
He further states that the music '"is intimately tied to a
conception of an instrument. The instrument and the style
are two sides of the same coin. The French composer ex-
pected a precise registration for each genre of composition
in the tradition. His works, then, depend upon a highly
regimented conception of registration, unknown in other
countries.”9 To aid in achieving this conventionalized re-
sult, many composers included lengthy instructions on reg-
istration and performance practice with their compositions.
Nicolas Gigault, Nicolas Leb&gue, André Raison, and Michel

Corrette, all of whom were noel composers, appended such

instructions to their Livres d'Orgue, often including ta-

bles giving precise directions for the performance of
various ornaments.

Fenner Douglass categorizes the different compositional

8 John R. Shannon, Organ Literature of the Seventeenth
Century, A Study of Its Styles (Raleigh, N.C.: Sunbury
Press, 1978), p. 100.

9 1Ibid.
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styles according to their musical textures, arriving at

four basic groups:

1. Broad textures, including Plein jeu, Grand Jjeu, Fugue,
and Fond d'orgue.

Contrapuntal textures, such as Duo, Trio, Quatuor,
and certain fugues.

2
3. Melodic textures, as Récits de dessus, en taille, and
4

en basse.

Composite textures, including Dialogue, Offertoire,
and variations, chaconnes, passacaglias, etc.10

Each group, indeed each sub-group, was a definite composi-
tional style, and required an exact registration.

The Plein jeu, which was both a specific compositional
style and a registration, was the most conservative type of
music in the literature. It was made up of four, sometimes
five, contrapuntal voices that moved within a clear har-
monic texture. These were the most serious pieces in the
repertoire, often used for the beginning movement of organ
Masses. Because the style is so sedate and conservative,
there are few Plein jeu movements found in the noels, the
latter being for the most part of 2 lighter character. The
Plein jeu registration consisted of the Montre 16', Bour-
don 16', Montre 8', Bourdon 8°, Pfestant 4', Doublette 2',

Fourniture, and Cymbale on the Grand Orgue, coupled with the

Petit plein jeu on the Positif: Bourdon 8', Montre 8',

Prestant 4', Doublette 2', Fourniture, and Cymbale. The

Pédale sometimes carried a cantus firmus, in which case the

10 Douglass, Language of the Classical French Organ,
Pp. 106-107.
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Trompette 8' of that division had sufficient strength to
sound through the Plein jeu combination.
The Grand jeu was not so much a specific compositional
style, as a combination of stops used in various types of

pieces, such as Dialogues, Offertoires, and variations.

The registration called for Grand Orgue Bourdon 8', Pres-

tant 4', Nazard 2 2/3', Quarte de Nazard 2', Tierce i 3/5',

Trompette 8', Clairon 4', Cornet V, and sometimes the Trem-

blant fort, though Dom B€dos later objected to its use.11

The Petit grand jeu (Positif) was usually coupled to the

above combination, and consisted of Prestant 4', Bourdon 8'
Nazard 2 2/3', Tierce 1 3/5', and Cromorne 8'. The Cornets
and reeds of the R€cit and Echo might also be used, as might

the P€dale Trompette. The registration was designed to show

off the reeds, and was used for the most brilliant pieces in
the literature. It is often found in the final verses of
noels or in Dialogue sections where the Grand jeu alternates
with another combination.

The French Fugue was slight in comparison to that of
the German school; in fact, the term fughetta probably pro-
vides a more accurate description of the music. Reeds, in
combination with foundation stops, such as the 8' Bourdons,

were the usual registrations for fugues.

11 Douglass, Language of the Classical French Organ,
p. 108.
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Douglass describes the Fond d'orgue (foundation of the

organ) as '""always a combination of‘all the Flutes and Prin-
¢cipals at 16', 8', and 4' pitches, possibly coupling the

Positif to the Grand Orgue.”12 Pieces using this registra-

tion were likely to be slow in motion and thick in
texture, and so were not often found among the noels.

The contrapuntal textures, particularly the Duo and
the Trio, are the most frequently found textures in the
noels. For Duos, many registrations werc possible, with the
left hand usually playing on the louder manual. Geer says
that the two "most common procedures were 1) to use two
Tierce combinations, or 2) to play the upper part on a Cor-

net or Tierce and the lower part on a Trompette.”13 Tierce

combinations varied somewhat, but never consisted solely of
the Tierce 1 3/5'. According to Douglass, the Jeu de tierce

du Positif (Tierce combination on the Positif) could vary

from as few as four stops: Bourdon 8', Prestant 4', Na-
zard 2 2/3', and Tierce 1 3/5', to as many as seven: Bour-
don 8', Prestant 4', Flute 4', Nazard 2 2/3', Doublette 2',
Tierce 1 3/5', and Larigot 1 1/3'.14 Douglass describes two

Tierce combinations for the Grand Orgue, the Grand jeu de

tierce, which included all the Cornet pitches (8', 4°',

12 Douglass, Language of the Classical French Organ,
p. 109.

13 Geer, Organ Registration, p. 249.

14 Douglass, Language of the Classical French Organ,
pp. 111 and 121.
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2 2/3', 2', 1 3/5') plus the 16' Bourdon and 16' mutations--

3 1/5' and 5 1/3'--where available; and the Petite tierce du

Grand Orgue, which lacked the 16' fundamental and its muta-

tions. By the time of Dom Bé&dos, the QEEEQ Jeu de tierce on
the largest organs included the 32° fundamental.15 Tierce
combinations were also used for solos (R&cits), in which
case they were accompanied by soft stops (jeu doux), rather
than functioning as one of two equal contrapuntal voices.
Many times the composer specified the registration in the
title of his composition, as in Louis-Claude Daquin's set-
ting of "Or nous dites Marie" (Now tell us, gentle Mary).
The full title reads "II. No&l en Dialogue, Duo, Trio, sur
le Cornet de Ré€cit, les Tierces du Positif et la Pé&dalle

de FlQte." This means that the registration to be used is
the Cornet V on the BEEEE manual and the Tierce combination
on the Positif, with the 87 Flute in the Pedal. The tune
will be treated in turn as an accompanied Dialogue with the
melody alternating between the Positif and R&cit manuals, as
a Duo for the upper voice on the Cornet and the lower on the
Tierce, and as a Trio for the same combination with the ad-
dition of the Pedal Flute. Duos were generally light and
lively pieces, to be played rapidly and boldly, though there
were some of a more serious nature. For instance, Daquin's

instructions that his second noel, cited above, be played

35 Douglass, Language of the Classical French Organ,
pix. 111 and 121.
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"Lentement et tr&s tendre" (slowly and very tenderly), in-
clude the Duo also, making a rapid tempo clearly out of
character.
There were two different types of organ Trios during
this period: the first was on two manuals, with the two

upper voices (E deux dessus) set together against the lower

third voice; the second was for three distinct divisions (3

trois claviers), using two manuals, with the Pedal taking

. - . ~
the third voice. For the Trio a deux dessus, one common

registration was the Positif Cromorne, alone or with the

addition of the 8' Bourdon and/or 4' Flute or Prestant, for
the upper parts; and a Tierce combination, sometimes with

the Tremblant doux (mild tremulant) on the Grand Orgue.

Another possibility was to play the upper two voices on a

Positif Tierce combination or on the R€cit Cornet Sé€paré€,

with the lower voice on the Grand Orgue Trompette 8'. Other

Duo combinations might also be used. Registrations for

. \ . s 3 3 ™ o 3 p
Trios a trois claviers were similar to Duos, and Trios &

deux dessus, with the addition of the Pedal Flutes or Jeu

de tierce, a pedal combination available after about 1750.
The interpretation of Trios varied a great deal according
to the character of the individual composition, but in gen-
eral they tended to be less lighthearted than Duos.

The Quatuor, a less frequently seen form, was not
found among the noels. The registrations used for the Qua-

tuor concentrated on achieving clarity for each of the four
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voices by using the standard melodic registrations, many
of which have been seen in the Duos and Trios. A Quatuor
could be performed on three keyboards, ir which case a pos-

sible registration might be Soprano: Récit—Cornet; Alto:

with the soprano or tenor, according to the material; Tenor:

Positif-Cromorne, with Prestant or other high stop; Bass:

PEdale-Bourdon or Tierce. Quatuors could also be written

for four keyboards; two likely registrations were: 1) So-

prano: Récit—Trompette; Alto: Grand Orgue-Tierce; Tenor:

Positif-Cromorne and Prestant; Bass: Pédale-Bourdon or

Tierce; or 2) Soprano: REcit-Cornet; Alto: Grand Orgue-

Trompette; Tenor: Positif-Tierce; Bass: Pédale—Bourdons}6

Those compositions with a predominant solo line were
known as REcits, a term used also for one of the divisions
of the organ. Récit referred to the voice sounding the me-
lodic line, often a flexible, ornamented line derived from
the vocal r€cit of the Lully opera. This solo line could be
treated alone, in Dialogue with another solo combination, or
in Dialogue with itself, contrasting its upper and lower
ranges. The registration and solo range were nearly always

indicated in the title, such as r€cit en dessus de tierce

- . . . Pl . .
(in the soprano on a Tierce combination), récit de tierce en

taille (in the tenor on a Tierce combination), or basse de

tror; ette (in the bass on the Trompette). Except for the

16 Geer, Organ Registration, p. 250.
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Trompette de Récit en dessus (R€cit Trompette in the so-

prano), reed stops were not used alone, but with their
"foundation" of flue stops, which varied slightly depending
on the range in which the reed was to sound. In general,

however, the usual "foundation" for Trompettes and Crom-

ornes was Bourdon 8' plus Prestant 4', while the "foundation"

for the Voix Humaine was the Bourdon 8' and Flute 4'.17

The character of each solo composition varied according
to its solo register, with en taille (tenor) récits being

the most serious in the literature. Shannon says the grand-

est of the en taille r€cits was the Tierce en taille, 'a

genre upon which the composers lavished particular care.”18
Rapid, ornate scale passages were typical of this composi-
tion, found in the organ Masses of composers such as Cou-
perin and Grigny, and occasionally among the noels, as in
Daquin's setting of '"Une jeune pucelle" (A young maiden).

REcits for the Cromorne en taille lacked the florid passages

of the Tierce en taille, but retained the serious nature, as

did the Tierce en dessus. REcits for Trompetie (en dessus

and basse) and for basse de Cromorne tended to be of a

lighter, livelier character, while the Voix Humaine, less

assertive than the other reed stops, was used for pieces of

17"Doug1ass, Language of the Classical French Organ,
p. 112,
18 Shannon, Organ Literature of the Seventeenth Century,
pp. 112-113,.
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a more restrained, intimate nature, such as the Elévation of

the Mass. The Voix Humaine compositions often used the solo

stop in Dialogue with itself, and would conclude with all
voices on that stop, as did Nicolas Leb&gue in his noel
setting of "Puer Nobis Nascitur" (A boy is born to us).
André Raison's setting of the same tune is also for Voix Hu-
maine, and is labeled "Elévation," emphasizing both its re-
straint and its other-worldly nature.

Composite textures, such as Dialogues, Offertoires, and

sets of variations, were comprised of different sections
written in many of the above styles. The noels readily fall
into this category, for they were sets of variations that

might contain a Duo, a Trio, a brilliant Grand jeu, a Basse

de Trompette, and a Grand jeu laced with lively Echo sec-
tions on lesser manuals. Most of the French Classical forms
may be found within the noels, making a study of the organ
and its music imperative for the undefstanding of the noel
genre. Once the standardized instrument, the conceptual-
ized forms{ and the appreciation of the graceful, charming,
style-in-miniature are comprehended, the study and inter-
pretation of the noels, each of them an overview of the

French Classical style, becomes a fascinating subject.



CHAPTER III
NICOLAS GIGAULT

Nicolas Gigault, the first of the known noel composers,
was born probably in Paris in 1624 or 1625,1 the son of a
low-ranking law-enforcement officer.2 While there is no
definite information on his musical training, Norbert Du-

fourcq, in his L'Orgue Parisien sous le ragne de Louis XIV,

says that Gigault studied with Pierre Richard,3 who died in
1652 and whom Gigault replaced as organist at the church of
Saint-Nicolas~des-Champs in the same year. Other possible
teachers mentioned by several scholars are Jean Titelouze,
Pierre de la Barre, Charles Racquet, Jean Denis, and Eti-
enne Richard, the son of Pierre Richard.4

Though Gigault's family was financially poor, he was
fortunate to marry a Marie Aubert, who came from a wealthy
heritage. Because of this, he was able to acquire several

instruments for his home, including harpsichords, stringed

1 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschler (Bloomington:
Indiana University Press, c¢l967, 1972), p. 729.

2 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, Dec-
ember 1973, p. 4.

3 Norbert Dufourcq, editor, L'Orgue Parisien sous le
régne de Louis XIV (Copenhzgen: Wilhelm Hansen, c1956),
biographical notes.

4 Guenther, "Composers of French Noel Variations," p. 4.
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instruments, and an organ of seven stops.5 This musical
environment apparently affected his.five children, for two
of his sons became organists and a daughter married an or-
gan builder.

Nicolas Gigault was a well-known oréanist during his
lifetime, serving not only at the church of Saint-Nicolas-
des-Champs, but also at Saint-Honor€&, Saint-Martin-des-
Champs, and 1'HOpital Saint-Michel. Besides being an or-
ganist and composer, he was an organ consultant, a judge of
auditions for organists' positions in various churches, and
a teacher of composition, his most famous pupil being Jean-
Baptiste Lully.

Gigault published two volumes of compositiens, the

Livre de Musique d€di€ g la Tr8s Saincte Vierge (in which

the noels are contained), printed in 1682; and the Livre de

Musique pour 1'Orgue of 1685. The latter is a huge work,

containing more than 180 pieces, called by Dufourcq an
"ijnventory of all the forms that the organist could use on
the pipe organ.”6 Dedicated to the memory of Titelouze,
these kyries, fugues, trios, r€cits, and versets are par-
ticularly useful to the organist because they are designed

with numerous cadences so that the musician may stop con-

5 Norbert Dufourcq, La Musique d'Orgue Frangaise de Je-
han Titelouze 3 Jehan Alain, Seconde Edition Revue et Aug-
ment8e (Paris: Librairie Floury, 1949), p. 72.

6 1Ibid.
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veniently during the Mass,

The former volume, Livre de Musique d€di€ 3 la Tres

Saincte Vierge, is unavailable in modern edition, but was

obtained from the Bibliothd&que Nationale in Paris, France.
The work, which the composer says may be played on the or-
gan or the clavecin, and also on the lute, viols, violins,
flutes, and other instruments, is divided into two parts,
containing not only the ten noels, but also versets on the
Conditor at the beginning of each section, plus other short
versets, and an Allemande presented in its simple version
followed by an ornamented version illustrating the use of
thé port de voix (appoggiatura).

Of Gigault's ten noels, which are all in the keys of
D minor (lacking B-ilat in the key signature) or D Major,
three contain eight verses, four are made up of six verses
each, two have only two verses, and the final noel is a
combination of one verse each of "Les Bourgeois de Chastre"
(The Bourgeois of Chastre), and "Vous qui désirez sans fin"
(You who seek unceasingly). Gigault's variations follow a
basic pattern of a two-voice statement (é 2 p.Iarties ) of
the theme, a two-voice variation, a three-voice variation,
a three-voice variation in Dialogue, a three-voice varia-
tion with the two upper voices together on one manual and
separate from the lowest voice (é 3. 2 dessus), and a four-

voice variation alternating between two manuals (é 4. 3 2

Ceurs [?hoirs ). Gigault arrives at his different numbers



23
of verses merely by adding to, or deleting from, his basic
pattern. TFor instance, in the eighth and ninth noels,
"Chantons je vous prie" (Let us sing, I beg of you) and
""No&l pcur 1'amour de Marie" (Sing we noel in adoration),
each two verses in length, all of the middle variation forms
are omitted, leaving only the first verse é 2, and the final

verse & 4. & 2 Ceurs. The final composition, comprising one

verse each of two noels, presents each noel in the initial
simplest two-part form.

Gigault begins his noels with an eight-verse setting
of the tune "A la venue de No&l" (At the coming of Christ-
mas), which he has preceded by a short original prelude, a
device so unusual in the noel collections that it will not
be seen again for three-quarters of a century, when Michel
Corrette begins his "OU s'envont ces gays Bergers'" (Where
are these happy shepherds going?) with a short prelude.
Claude Balbastre, in 1770, will preface his noels with a
prelude which is not designated as a companion t¢ a specific
piece, but is a prelude to the entire collection. The first
verse of "A la venue de No&l" follows Gigault's pattern in
that it is a simple two-voice statement of the tune. Im-
mediately obvious are the dotted rhythms found throughout
the music of Gigault, and shown in example 1, the beginning
of the first verse. The frequent use of this rhythmic
figure tends to become monotonous; indeed, Apel suggests

that '"one may approach them . . . with some discretion'" and
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Example 1. Nicolas Gigault, "A la venue de Noé&l,"
meas. 1-4.
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omit a portion of the dotted rhythms, playing them as even
eighth or sixteenth notes.7 The second verse is another
simple two-voice setting, while the third verse, again for
two voices, is composed entirely in dotted eighth and six-
teenth notes, note values half the length of those found in

the previous verses. This technique, shown in example 2,

will be known as Diminution in the works of subsequent noel

Example 2. Gigault, "A la venue de No€l," meas. 33-34.
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composers. Gigault's virtuoso effects are evident in the
long, rapid scale passages of the fourth verse, as seen in

example 3.

7 Apel, History of Keyboard Music, p. 731.
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Example 3. Gigault, "A la venue de No€l," meas. 49-52.
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The fifth verse is a three-voice Dialogue, an awkward form
as used by Gigault. While later noel composers will use the
Dialogue to indicate a shift of the melody, or even the en-
tire texture, from one manual to another, Gigault's Dia-
logues most often shift the melody rapidly among the three
voices, remaining on the same manual, as will be ceen in
later examples. In this noel, however, the tune remains in
the soprano, while the middle voice moves between the right
and left hands in leaps often as great as an octave, shown

in example 4.

Example 4. Gigault, "A la venue de No€l," meas. 69-70.
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Verse 6 (a 3. 2 dessus) is a trio for the upper two
voices together, separate from the bass. Gigault says in

his Avertissement {Preface) to this volume that the Pedal

Flute may be used for the lowest voice. Example 5 shows

the imitative entrances of this verse, not seen in the



26

Example 5. Gigault, "A la venue de No€l," meas. 81-84.
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other verses of this noel.
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Also unique to this verse is

the Tierce de Picardie at its conclusion; not even the final

verse uses the major chord at its ending, but cadences in

the minor. The seventh verse, another trio, this time for

the upper voice separate from the lower two, contains some

surprising chrcmaticism and harmonic changes, as shown in

example 6, taken from the third phrase of the verse. The
Example 6. Gigault, "A la venue de No&l," meas. 105-108.
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eighth and final verse, a 4. a 2 Ceurs, is a four-voice

variation alternating between two choirs (manuals), in this
respect similar to the Dialogues of subsequent composers.

Gigault explains in his Avertissement that the double bar

lines indicate manual changes, a device he uses disconcert-

ingly often, calling for changes in the middle of phrases,

sometimes only a measure apart. This verse also shows Gi-

gault's use of the short-long dotted rhythm known both as
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the Scotch snap and the Lombard rhythm, an effect the com-
poser seems to éhjoy, possibly as a contrast to his seeming
overuse of the long-short pattern. The entire eighth verse
will be quoted in example 7 in order to demonstrate Gigault's
use of manual changes and the Scotch snap, as well as to
point out unique dissonances in the third phrase, created by

descending stepwise bass and tenor lines.

Example 7. Gigault, "A la venue de Noél," meas. 113-128.
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The fourth noel in the collection, "Or nous dites Ma-
rie" (Now tell us, gentle Mary), containing six verses,
follows Gigault's standard variation pattern exactly. Ex-
ample 8, from the first verse of this carol, again shows the
composer's use of the Scotech snap,'as well as the duple

rhythm of the tune. Subsequent noel composers will treat
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Example 8. Gigault, "Or nous dites Marie," meas. 1-6.
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this tune in a relaxed triple meter, giving it more of a
dance-like quality. The third verse, for three voices, ex-

hibits some chromatic alterations, seen in example 9, while

Example 9. Gigault, "Or nous dites Marie,'" meas. 29-34,
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verse 4, the three-voice Dialogue, makes effective use of
syncopation, followed by two rapid scale passages, shown in

example 10. The sixth verse, for two Choirs, uses rapid

Example 10. Gigault, "Or nous dites Marie," meas. 49-53.
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manual changes and much chromaticism, seen in example 11,

to bring the noel to a close.
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Example 11. Gigault, "Or nous dites Marie,' meas. 71-76.

14— ] jpJ d_Jlyp gy op
F= e et
o P =t p- iy
4. iy oo o 1Y
AN R PN VSR N YR
Yt e 1 1A sy 3 b - "
I\" }l M LA | ) 1 1 l'
1]

Gigault's sixth noel, "Laissez paistre vos Bestes"
(Let your animals graze), is an eight-verse setting of the
tune, following his standard variation plan with the addi-
tion of another two-voice variation and an extra four-voice
setting for two Choirs. The fifth verse is the three-voice
Dialogue in which the melody shifts rapidly from one voice
to another, as seen in example 12. The seventh and eighth

Example 12. Gigault, "Laissez paistre vos Bestes,"
meas. 152-156.
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Copyright Edition Wilhelm Hansen 1956, Copenhagen. U.S.
Agents: Magnamusic~Baton, St. Louis. Used by permission.
verses are both for four voices on two manuals, with the
eighth verse exhibiting the uses of harmonic change and
syncopation as effective variation techniques, shown in

example 13.
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Example 13. Gigault, '"Laissez paistre vos Bestes,"
meas. 283-289.
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Agents: Magnamusic-~Baton, St. Louis. Used by permission.
The lively "Oi s'en vont ces gays bergers'" (Where are
these happy shepherds going?) is the seventh carol setting
in Gigault's collection. Containing eight verses, it fol-
lows the usual pattern, but with the addition of two two-
voice variations before the trios begin. As in all of Gi-
gault's writing, the dotted rhythms are prevalent, with the
first four measures of the second verse (example 14) show-

Example 14. Gigault, "Ou s'en vont ces gays bergers,"
meas. 13-16.
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ing some startling chromaticism as well as the use of the

Scotch snap. The seventh verse, a trio with the two upper



31
parts separate from the lowest, is made up almost entirely
of dotted rhythms, but in the third measure from the end
of the verse a surprising passage in rapid sixteenth-note
parallel thirds appears (example 15), again showing Gi-

Example 15. Gigault, "0y s'en
vont ces gays bergers,' meas. 82.
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gault's use of technically demanding sections and further
supporting his reputation as a virtuoso. The eighth verse,
in four voices for two Choirs, uses the technique of manual
changes to an extreme, requiring a shift of the hands every
two beats for most of the verse, as shown in example 16.

Example 16. Gigault, "Ou s'en vont ces gays bergers,"
meas. 85-88.
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(While the manual changes apply to the entire grand staff,
the double bars are used only for the treble clef to fa-
cilitate reading.)

The remaipder of Gigault's noels are very similar to

those discussed here, for Gigault does not show the great
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number of different variation techniques that will be in
evidence in the works of later composers. However, Gi-
gault was a pioneer in the field of noel writing, and it is
only natural that subsequent composers should build on what
he had done, and surpass him. His music is lively, express-
ing the vitality of the joyful Christmas season, and de-
serves to be heard.

Nicolas Gigault was a religious marn, as can be seen in

his dedication of this volume to la Tres Saincte Vierge (the

Very Holy Virgin). He lived a long and full life, dying in
1707, and was succeeded by his son Joachim at the church of

Saint-Nicolas-des-Champs.



CHAPTER IV
NICOLAS ANTOINE LEBEGUE

Held in high exteem by King Louis XIV, and the most
honored of his organists,1 Nicolas Lebégue was one of the
earliest of the noel composers. Born in approximately 1630
in Laon, he was the son of a miller. Though the records of
the Cathedral of Notre Dame de Laon are missing between 1831
and 1652, Dﬁfourcq hypothesizes that the young Nicolas re-
ceived his first musical training as a choir boy in the
Cathedral, and that his first organ teacher was the titular
organist of the Cathedral, Jacques Blanchette.2

In 1665 Lebégue's mother Marie LeNain died and his fa-
ther remarried, possibly with the disapproval of his son.3
It was probably at this time that Nicolas moved to Paris
where he had relatives from both sides of his family. Many
outstanding organists were serving in Paris at the time,
among them Frangois Roberday (a teacher of Lully), Jean Rac-

quet, Louis Couperin, Nicolas Gigault (also a teacher of

1 Norbert Dufourcq, La Musique d'Crgue Franqalse de Je-
han Titelouze a Jehan Alain, Seconde Edition Révue et t Aug-
ment€e (Paris: Librairie Floury, 1949), pp. 65 and 64.

2 Norbert Dufourcq, Nicolas Lebegue (Paris: Editions A.
et J. Picard et Cie., 1954), pp. 24-27.

3 Dufourcq, Lebegue p. 27.
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Lully), and Etienne Richard. Leb&gue may have studied with
a number of these organists, or with Jacques Champion de
Chambonniéfes, clavecinist to the French court. Dufourcq
suggests that Etienne Richard assisted Lebégue in obtaining
the organist's position at Saint-Merry, also known as Saint-

4 This was a sister church of

Médéric, on December 18, 1664.
the Cathedral of Notre Dame, both a college as well as a
parish church, and an important one in the aristocratic sec-
tion of Marais. ZEileen Guenther says that his duties there
were heavy, with over four—hundfed services per year.

Lebégue also served as an organ consultant, giving ad-
vice to the Parisian churches of Saint-S&verin and Saint-
Jean en Gréve, as well as to the cathedrals at Chartres,
Bourges, and Narbonne. Dufourcq tells us that at Saint-
Quentin Leb&gue chose the organ builder.6 He apparently was
an organ and harpsichord builder himself, and was ffiendly
with other builders, partly due to the fact that his uncle,
Henri Mayeux, was, again according to Dufourcq, a master
instrument-builder for the king.7

In 1678 Lebégue was chosen for one of the quarterly

positions at the Chapel Royal, upon the death of Abb& Jo-

seph Chabanceau de la Barre. Until this time the post was

4 Dufourcq, Lebégue, p. 36.

5 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, De-
cember 1973, p. 4.

6 Dufourcq, La Musique d'Orgue Francaise, p. 65.

7 Ibid., p. 64. =
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held by one man, but so many organists qualified for the
position that the king chose four organists, each to play
for a quarter of the year. Those selected were Jacques
Thomelin, Jean Buterne, Guillaume-Gabriel Nivers, and Nic-

8 The king was always pleased to hear Leb&gue,

olas Leb&gue.
whether at Versailles or elsewhere, and although Lebgue
maintained his position at Saint-Merry all his life, he was
always willing to play at any celebration where the king

. . . 9
required his services.

Lebégue composed two books of Piéces de Clavecin, the

first in 1677, the second possibly a year later; and three

Livres d'Orgue, dated 1676, 1678-79, and 1685. The first

two Livres each appeared in three editions, the third in
two. Dufourcq describes Leb2gue the composer as a "man of
the past and also of the future.”lo Although his Premier

Livre d'Orgue contains seventy-five versets on the eight

ecclesiastical modes as used by Titelouze, he was one of
the first to introduce and systematically exploit the forms
that would be used by French organists throughout the eight-

eenth century: Duos, Trios, Basses de Trompette, Dialogues,

and Récits. Apel describes the REcits de Tierce (or Crom-

horne) en taille "in which the left hand executes an ener-

getic, declamatory solo part, accompanied by the right hand

8 Dufourcq, Lebégue, p. 49.
9 Dufourcq, La Musique d'Orgue Frangcaise, p. 65.
10 1Ibid., p. 66. ”
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and an obbligato pedal part" as '"the most peculiar, most
interesting type of French organ music, and the only one
that has no counterpart in any other country."11 In the

Preface to his Premier Livre d'Orgue, Lebégue says the work

is mainly for scholars and virtuosos, and is to show those
organists who are not able to come to Paris the various
types of stops in use there. He further explains that the
versets, while not based on liturgical themes, can be used
at different times in the Mass, for the Psalms or Canticles,
the Offertory, or even the Elevation. He also includes a
table of ornaments and instructions for registration and
playing in various styles,12 one of the first organists of
the French Classical school to do this, although Chambon-
nidres, in his Pidces de Clavecin (written in 1640, pub-
lished in 1670), had included an explanatory table of sym-
bols for ornamentation.13

The Deuxidme Livre d'Orgue, written for those with

"moderate ability,”14 contains verses for the Mass, and

nine Magnificats. While the compositions in the Premier

Livre required use of the pedals, the pieces in the Deuxieme

11 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschler (Bloomington:
Indiana University Press, ¢1967, 1972), p. 727.

12 . Fenner Douglass, The Language of the Classical French
Organ (New Haven: Yale University Press, c¢l1969),
pp. 179-183.

13 Manfred F. Bukofzer, Music in the Baroque Era (New
York: W.W. Norton, cl1947), p. 171.

14 Dufourcq, La Musique d'Orgue Francaise, p. 67.

-
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Livre can be played without them.

The Troisieéme Livre d'Orgue, containing ten Offertoires,

. . . s . . o
four Simphonies, eight Elevations, nine No&ls, and a char-

acter piece imitating the chimes of a clock ("Les Cloches"),
shows Lebégue's work as a concert organist as well as a 1li-
turgical one. The emerging style of organ music, departing
from the polyphony of Titelouze, can be seen in the imita-

tions pf orchestral instruments and bells, and in Lebegue's
tendency toward secular, dance-like, four-measure phrases.

Apel says that Lully's orchestral overtures served as models

for Leb&gue's four organ Simphonies.15

Nicolas Lebégue was one of the first French organists
to write variations on noel tunes, a genre that was to be-
come increasingly popular in eighteenth-century France.

Only Nicolas Gigault, in his Livre de Musique dédié 3 1

Trés Saincte Vierge, published in 1682, and containing ten

noels as well as other pieces, predates Leb2gue. It is not
known if Lebégue used Gigault's works as a model, but it is
notable that while Gigault's pieces are for organ, harpsi-
chord, or other instruments such as lutes, viols, or flutes,
Leb®gue's noel variations are written strictly for organ.
Guenther says '"Leblgue's variations are in a beauti-

fully simple melodic style.”16 Corliss Arnold describes the

15 Apel, History of Keyboard Music, p. 728.
16 Guenther, "Composers of French Noel Variations," p. 5.
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carols themselves as "familiar music, intimate, picturesque,
and very human, reflecting the ordinary French citizen's
naive pleasure at the coming of the Christmas season.”17
Lebégue begins each noel with a simple harmonization of the
tune, then varies it with light figuration and changes of
registration. He often repeats the last phrase or two as a
Coda, sometimes at the end of each verse, but more espe-
cially at the end of the composition.

Lebsgue's first noel variation, "A la venue de No&l"
(At the coming of Christmas), is the longest of his carol
settings, consisting of six verses. The lively D minor
melody is first treated as a sclo in the soprano voice,
accompanied by two and sometimes three voices in the left
hand. The last four measures are repeated in a more highly
ornamented fashion as a type of Coda, as is Lebégue's cus-
tom, although Conrad Grimes says that the last line of the
text is often repeated, explaining the two-measure repeti-
tions at the ends of the succeeding verses.18 The third
verse again places the solo melody in the soprano, this time
ornamenting it with continual eighth-note motion in a
twisting line, as seen in example 17. In verse 4 the melody

is treated simply, with the continuous eighth-note motion

17 Corliss Arnold, Organ Literature: A Comprehensive
Survey (Metuchen, New Jersey: Scarecrow Press, 1973),
p. 127.

i8 Conrad Grimes, "The Noels of Louis-Claude Daquin,"
The Diapason, December, 1968, p. 24.
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Example 17. Lebégue, "A la venue de Noé&l,"
meas. 22-24,.
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now found in the moving bass line. Leb&gue may have set
verse 5 pictorially, for here the rhythm changes to a triple
meter. Since, according to Grimes, verse 5 tells of the
journey of the three Wise Men,19 the triple rhythm on the
Petit jeu very likely portrays the Magi, as seen in example

18. Verse 6, still in triple meter, is a brilliant con-

Example 18. Lebégue, "A la venue de No&l," meas. 43-46.
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cluding statement on the Grand jeu, with the last phrase,
now four measures long in triple meter, expanded to five
measures by means of a hemiola, shown in example 19. The

whole composition ends on a joyful Tierce de Picardie.

19 Grimes, '"Noels of Daquin,' p. 25.
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Example 19. Lebégue, "A la venue de Noel," meas. 79-83.
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The second of Lebdgue's noels is "Une Vierge Pucelle”

(A Virgin most pure), titled "Une jeune pucelle" (A young
maiden) by other noel composers. The tune is a popular
melody found throughout Europe; Bach used it in his chorale
settings '"Von Gott will ich nicht lassen." The text is a
poem in praise of Mary, and tells of Gabriel's startling
announcement to her: she will be the mother of the Sav-
ior.zO Leb&gue's setting, only two verses in length, be-
gins with a simple statemeni of the D minor tune on the
Plein jeu in a predominantly three-voice harmonization. In
the Preface to his Premier Livre d'Orgue Lebégue directs

that a Plein jeu movement be played slow1y.21 The second

verse is a Dialogue between a chordal statement on the

Grand Orgue and an ornamental Duo on the Positif, possibly

reflecting the conversation between Mary and Gabriel con-
cerning the coming birth. Examples 20 and 21 show both

parts of the Dialogue. Lebdgue concludes with his tra-

20 Grimes, "Noels of Daquin," p. 26.
21 Douglass, Classical French Organ, p. 180.
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ditional Coda, in this instance a four and five-voice chord-

al statement on the Grand Orgue.

Example 20. Leb&gue, "Une Vierge Pucelle," meas. 24-28.
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Example 21. Lebégue, "Une Vierge Pucelle," meas. 28-30.
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The fifth noel in Lebé&gue's collection is "Or nous

ditte Marie" (Now tell us, gentle Mary), Pour la Voix Hu-

maine. Apel shows the rhythmic changes the melody under-
went from Gigault's 1682 setting to Pierre Dandrieu's in

1715, reproduced here in example 22, and describes it as a

Example 22. Apel, rhythmic changes in "Or nous ditte Marie"
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"change from a grave stride to a dance-like e1an.”22 While
Daquin and others set this tune over a ground bass, Lebégue
begins in that fashion but interrupts with the melody en
basse, though hints of the descending "bass'" line can then
be found in the alto. This is the only one of Leb&gue's

noels in which he indicates the registration in the titie.

The Preface to his Premier Livre d'Orgue further explains

that a Voix Humaine movement should be played '"a bit slow-

ly, also reflecting the singing style; the accompaniment

on the Positif Bourdon, the Fluste, or the Montre.”23 The
text, a dialogue between the poem's author and Mary,24 is
portrayed in the shifting of the melody from the soprano
(dessus) to the bass with each phrase. The second and final
verse retains the melody in the soprano throughout, but in-

dicates that the second and fourth sections are to be played

"Toute la Voix Humaine'" (All on the Voix Humaine), where

some harmonic changes are employed. Lebégue closes this
G minor setting with his customary repetition of the last
phrase, now with the treble sounding an octave higher than

before, and with all parts on the Voix Humaine.

The third noel, "No€l pour 1l'amcur de Marie" (Sing we
noel in adoration), contains four verses, the third of which

is a Duo on the Positif with the melody ornamented by con-

22 Apel, History of Keyboard Music, p. 729.

23 Douglass, Classical French Organ, p. 180.

24 Ruth Heller, compiler, Christmas, its Carols, Customs,
(Chicago: Hall and McCreary, 1948), p. 83.
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tinuous eighth-note figuration. The fourth verse is a Dia-

logue between the Grand Orgue and the Positif.

The fourth noel, "Noél, cette journee" (This day of
celebration), is a lively G Major setting, beginning with
one measure of pre-imitation, the only instance of this in

Leb&gue's carol settings, seen in example.23. The second

Example 23. Lebégue, ""No€l, cette journee," meas. 1-2.
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and final verse contains an alternation of the melody be-
tween the soprano and the bass.

The sixth noel is a four-verse setting of the lovely
"Puer nobis nascitur" (A boy is born to us), the tune of
which was composed or adapted by Michael Praetorius (1571-
1621).25 The remaining three noels, "Les Bourgeoises de
Chf8tre" (The Bourgeois of Chfitre), "OY s'en vont ces gays
Bergers" (Where are these happy shepherds going?), and
Laissez paistre vos Bestes" (Let your animals graze) all
exhibit use of the Dialogue, one of the forms Leb&gue was the

first to use. "Les Bourgeoises de Chftre," two verses in

25 The Hymnbook, (Richmond: Presbyterian Church in the
United States, et al., cl1951), p. 51.




44
length, also makes use of the Duo, and, in the second verse
places the melody in the lowest voice (en basse), though it
is actually in the tenor range, shown in example 24. This

Example 24. Lebégue, 'Les Bourgeoises
de Chftre," meas. 44-47.
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is as close as Lebdgue comes to a REcit en taille in his

noels, though he uses the form in his Premier Livre d'Orgue.

"Ol s'en vont ces gays Bergers," in duple meter, changes to
a triple meter in its second verse, and returns to the
duple in the third and final verse containing Duo sections.
The ninth noel, "Laissez paistre vos Bestes," is the only
setting containing a single verse.

Lebégue's noels, when compared with those of later com-
posers, are in a simpler style. Dufourcq says of them, "Le-
bégue does not seek technical difficulty and does not really
wear out his gifts as a virtuoso. It is in simplicity that
these naive texts, which sing in the ears of everybody, are
meant to be treated. Others after him will be able to mul-
tiply the Doubles (variations), develop the acceleration and

the prowess of the players; Lebégue wants to remain accessi-
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ble to everybody."26 Because the noels contained no pedal
parts and could be played on a small organ, Ronald Hough
and Eileen Guenther suggest that they were performed on a
portatif organ as entertainment at Versailles.z7 Lebégue's

interest in the coloristic effects of the organ, first evi-

dent in his Premier Livre d'Orgue, in which he demonstrates

the various stops in use on the larger organs of Paris, can
be seen in the changes of registration required for each
verse of the noels. Harmonically, these pieces exhibit a
modal flavor, barticularly those in minor keys (numbers 1,
2, and 5), because of the cross relations between the raised
and lowered sixths and sevenths, as seen in example 25 from

"Une Vierge Pucelle."

Example 25. Lebégue, "Une Vierge Pucelle,'" meas. 22-23.

fﬁq:;L*ﬁrTTQ—

. N S it
ot AV V2R L i
K cross relations ‘

ra 2 T

—
y 4

r— b

| 1 s

Copyright Belwin-Mills Publishing Corp.
Used by permission.

Guenther says that the end of Lebégue's life was beset with

financial and physical difficulties and that when he died on

26 Dufourcq, Nicolas Leb&gue, p. 106.

27 Ronald Allen Hough, "The Organ Works of Nicolas Le-
Begue," (D.Mus.A. dissertation, University of Illinois,
1969), p. 85; Guenther, "Composers of French Noel Varia-
tions," p. 5.
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July 6, 1702, "he was mourned not only as a great virtuoso,
but also as a humble, pious, conscientious man, who had de-
voted his life to the service of the church.”28 Dufourcq
tells us that the title of "organist" was the most important
one to Lebégue, and that though "his music is sometimes
frivolous," he "has the right to our recognition and admi-
ration,” that "his work reflects the aspirations of an ep-
och," and that he "imperceptibly orients himself toward
the concert organ and there leads, in his retinue, the

French school."29

His ability as a teacher can be seen in
the fact that Nicolas de Grigny, one of the greatest organ-

ists of the French school, was his pupil.

28 Guenther, '"Composers of French Noel Variations," p. 5
29 Dufourcqg, La Musique d'Orgue Francaise, pp. 64 and 70
— ~




CHAPTER V
ol
ANDRE RAISON

Very little is known about the life of Andr€ Raison,
including his dates. Apel says that he must have been born
in the 1640's because he was an organist at the Abbey of

Sainte-Genevidve-du-Mont in Paris from 1666 to 1716, How-

ever, Eileen Guenther believes that he was born in 1650.2

Frangois Joseph Fétis states that his teacher was Jean

Titelouze,3 but that is unlikely since Titelouze died in

1633. C.F. Abdy Williams suggests that there were two or-
ganists named Titelouze.4 Even the date of Raison's ac-

ceptance of the position at Sainte-Genevi&ve is in question,

for although Apel gives the year as 1666,5 both Guenther and

Williams set it as 1687, a difference of twenty-one years.6

1 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschier (Bloomington:
Indiana University Press, ¢l1967, 1972), p. 731.

2 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th- Centuries," The Diapason, De-
cember 1973, p. 5.

3 Fran301s Joseph Fetls Biographie universelle des musi-
ciens (Paris: Librairie de Firmin Didot Freres, Fils et
Cie, 1870), VII, p. 166.

4 C.F. Abdy Williams, The Story of Organ Music (London:
Walter Scott Publishing Co., 1905), p. 146,

5 Apel, History of Keyboard Music, p. 731.

6 Guenther, "Composers of French Noel Variations," p. 5
and Williams, Organ Music, p. 147.




48
Raison also was organist for the church of the Jacobins in
the Rue Saint-Jacques, the acquisition date of this posi-
tion being likewise unknown. Guenther explains that in

the privilege (license) application for his Premier Livre

d'Orgue of 1688, Raison is listed as 'organiste de 1'abbaye
de Ste. Geneviéve du Mont," and in the application for the

Deuxiéme Livre d'Orgue, 1714, he is "organiste de 1'abbaye

de Sainte Geneviéve du Mont et du grand couvent et collége
des Jacobins rue St. Jacques.”7 From this it can be con-
cluded only that Raison became organist at Sainte-Genevidve
sometime before 1688, and that he accepted the post at the
church of the Jacobins sometime after 1688. He held both
positions until his death.

Raison's Premier Livre d'Orgue contains versets for

five organ Masses and an Offerte celebrating the King's
return to city hall (1'HOtel de ville) after an illness;
strains of "Vive le Roy" can be heard in this work. 1In

this volume Raison includes a table of ornaments and in-
structions for'registration and performance of the various
types of pieces found in his Livre. He also states that the
object of his work is "to show organists, both male and fe-
male, who are shut up in provincial cloisters, how to make

use of the excellent novelties and the increase in the num-

7 Guenther, "Composers of French Noel Variations,'" p. 5.
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ber of keyboards introduced by modern organ—builders.”8
Raison also indicates fingering in some of his works, and
further instructs the performer to pay attention to the
dance rhythms found in the different pieces, but to play
them more slowly because of the sanctity of the place (i.e.,

the Church).9

The Deuxiéme Livre d'Orgue, of 1714, contains six com-

positions praising God for ""the peace so much desired,"
which Apel says refers to the Peace of Utrecht (1713) or of
Rastatt (1714);10 one Allemande, and nineteen noels, sixteen
of which are varied, the other three being only a single
harmonized statement of the tune. The noels are arranged by
key, as in the French clavecin suites, beginning with six
pieces in D minor, followed by one in G minor, three in C
Major (interrupted by one in F Major), four in G Major, twc
in D Major, and two in A Major. In most cases the key sig-
natures are incomplete: the U uiinor pieces have no flat,
the D Major pieces have only one sharp, and the A Major com-
positions only two.

As do many noel composers, Raison begins his collection
with "A la venue de No€l" (At the coming of Christmas). The

subject, or tune, is in the tenor, but since all parts are to

be played on the Grands jeux, it is not easily recognizable

8 Williams, Organ Music, p. 147.
9 Apel, History of Keyboard Music, p. 731.
10 1Ibid., p. 732.
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below the moving soprano and mere stationary alto. Raison
also uses this unusual technique, not a true gégiz en
taille, for the initial verse of two other noels, "OU s'en
vont ces gais Bergers'" (Where are these happy shepherds go-
ing?), and the Elévation on "Puer nobis nascitur'" (A boy is
born toc us). In the second verse of "A la venue de No&l"
the composer places the melody in the soprano, treating it
as a solo (EEEEE) with a two-part accompaniment below it.

The third and final verse presents the tune in a Diminution

in which the melody is ornamented with note values twice as
fast as the unit of beat, the half note. Example 26 shows

the Diminution and also demonstrates Raison's partiality

toward ornamentation, which can also be seen in example 27,
the concluding cadence of this noel, where the meledy is em-

broidered with sixteenth and thirty-second notes.

Example 26. Raison, "A la venue de Noé&l," meas. 33-36.

Diminution. *
iy  x g X X w
T y 2 f 2 r A L ®
i - .

A e T
‘4 iéﬂ iraZalo Soby o

S ipe—— 2

eJ

L
-

Copyright Belwin-Mills Publishing Corp.
~  Used by permission.

Example 27. Raison, "A la venue de Noé&l,' meas. 46-48.
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The second noel, entitled "Le m&me No#&l en triple," is

another set of variations on "A la venue de No€l," this time

treated in a triple meter, though not entirely successfully.

In the first two verses Raison allows the melodic figure to

maintain its original rhythm, thereby creating the awkward-

ness of weak beats becoming strong beats, and four-measure

phrases shortening to three-bar units, shown in example 28.

Raison, "Le m8&me Noé&l en triple," meas. 1-3.
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The third and fourth variations are in a more comfortable
12/8, and the fifth verse allows the melody to follow its

natural accents, as example 29 illustrates.

Example 29. Raison, "Le mfme No€l en triple," meas. 40-43.
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Raison's fifth noel, a setting of the beautiful "Or

nous dites Marie" (Now tell us, gentle Mary), is notable in
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several ways. The work begins with a ten-bar introduction
treating the opening figure of the melody in imitative

counterpoint, seen in example 30.

Example 30. Raison, "Or nous dites Marie,' meas. 1-5.
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This treatment is continued in verse 1, a Eégiﬁ, and in
verse 3, a Trio. The fourth and last verse, a Dialogue be-
tween the Petit jeu and the Grand jeu, displays Raison's use
of echo effects in the rapid manual changes required, as

shown by example 31. Example 31 also displays Raison's ad-

Example 31. Raison, "Or nous dites Marie," meas. 77-83.
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ditional ornamentation approaching a cadence and demon-
strates his favorite cadence pattern: a trilled third of
the chord in the alto voice of the final measure.

Of the remaining noels, four more show the use of con-



53
trapuntal imitation: +the sixth, "Une jeune pucelle'" (A
young maiden), the seventh, "No&l poitevin," which also be-
gins with an imitative introduction, the thirteenth, '"Les
Bourgeois de Chfitres" (The Bourgeois of Chftres), and the
ninth, "Laissez paTtre vos Bestes" (Let your animals graze),

labeled Fugue sur le Sujet (example 32). The fugue is actu-

Example 32. Raison, "Laissez paTtre vos Bestes," meas. 1-4.
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ally an introduction based on the first four notes of the
theme, with hints of the carol melody appearing as the six-
teen-measure fugue unfolds. Of the ensuing five verses,
three are treated imitatively, with tﬁe second verse a Récit

3 la Basse and the third verse a Trio. The final verse, En

Dialogue, is greatly extended in length because of the ech-

oes among the Grand jeux, the Cornet S&par€ or Petits jeux,

and the Eco. 1In the Preface to his Premier Livre d'Orgue

Raison says the "Cornet sépar€ and the Eco are used when
there'are four manuals. If there are only three, the re-
petitions are taken on the third manual. The Dialogue

can even be played on two manuals, for then one has only to

cut off the Tierces and Nazards on the Grand and Petit Orgue,
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with the Tremblant.”11 Clearly the composer wanted his mu-
sic to be accessible to all organists, including those in
possession of smaller instruments.

The longest of the noel settings is the eighth, "Ol
s'en vont ces gais Bergers." Containing nine verses, it is
one verse longer than the eight-verse text to which it is

12

set, and displays virtually all of Raison's variation

techniques, including Dialogue with sujet en taille, all on

the Grands jeux, ornamented figuration in an accompanying

voice, REcit, Duo with a dotted rhythm (lourer) accompani-

ment, Trio, Dialogue with echoes, another Trio, a Duo in

6/8, and a final quarter note statement on the Cornet with

sixteenth note accompaniment, Diminution sur le Cromorne.

The noel closes with a slow (lentement) and stately Coda or

refrain on the Grands jeux. Example 33 shows a thirty-

second note scale passage, this one from the end of the

- s -
first verse of "Ou s'en vont ces gais Bergers.' These are
common in Raison's noels, and are not limited to slower

Récits but occur even in lively movements such as this.

11 Fenner Douglass, The Language of the Classical French
Organ (New Haven: Yale University Press, cl969), p. 184,

12 Henry Poulaille, La Grande et Belle Bible des Noéls
Anciens, XVIIe et XVIIIe siécles (Paris: Editions Albin

Michael, 1950), p. 358.
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Example 33. Raison, "ou s'en vont ces gais Bergers,'" m. 22,
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The only composition in the collection calling for use
of the pedal is the fifteenth, the El€vation on "Puer nobis
nascitur." Even this is marked "P&dalle de Flutes. Si
1'on veut" (Pedal flute, if one wishes). Because the orna-
mented melody is in the tenor, the bass part is more com-

fortably played by the pedal, as example 34 from the first

Example 34. Raison, '"Puer nobis nascitur,' meas. 9-11.
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verse shows. The noel continues with three more variations,

a Récit, a Diminution au Dessus with the melody ornamented

with eighth notes, and a Diminution 3 la Basse in which the

tune is accompanied by eighth note figuration. At the con-
clusion of the piece Raison says that it may be played as a

Rondeau by always repeating the first verse.
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The final carol, "Noél cette journé€e" (This day of cel-
ebration), only one verse in length; is subtitled Rondeau.
It alternates between "Toute la voix humaine' (All parts on

the voix humaine) and a Récit on the same stop with a Jeu

doux (soft stop) accompaniment. The carol tune itself is
peculiar because its first phrase is three-and-one-half bars
long, while the second is two-and-one-half. Since the sec-
ond phrase is a partial repetition of the first, it is
forced to begin in the middle of the measure, as seen in ex-
ample 35. Daquin's solution to this problem was a change of

meter from 2/2 to 3/2 and buck to 2/2.

Example 35. Raison, "Noél cette journée,” meas. 1-6.
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Copyright 1963 by Editions musicales de
la Schola Cantorum. Used by permission.

This collection of noels shows Raison's love or orna-
mentation and coloristic effects, devices he carries almost
to thé extreme when he places trills on every note in a rap-
id tempo, or when he changes manuals every second chord for

an echo passage, as seen in example 36. Yet his music has
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Example 36. Raison, "0l s'en vont
ces gais Bergers," meas. 76-78.
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charm, grace, and agility, and is appropriate to the festive
air of the Christmas season.

Raison is probably best known for his Christe from the

Mass on the Seccnd Tone, a Trio en Passacaille whose ostina-

to theme is identical to that used by Bach in his Passacagl-
ia in C minor. While many authorities say that Bach bor-

rowed the theme from Raison, Dufourcq speculates on the ex-

. . 13
istence of an earlier common source.

Raison's most famous student, Louis-Nicoles Ci€iamn-

bault, dedicated his Premier Livre d'Orgue to his teacher
14

and succeeded him at the church of the Jacobins in 1719,
Dufourcq says that Antoine Dornel was called to the Abbey
of Sainte-Genevieve in 1716 to be Raison's assistant, and

that he became titular organist in 1719.15 From these two

13 Norbert Dufourcq, La Musique d4d'Orgue Francgaise de Je-
han Titelouze 3 Jehan Alain, Seconde Edition Revue et Aug-
ment&e (Paris: Librairie Floury, 1949), p. 75.

14 Apel, History of Keyboard Music, p. 744.

15 Dufourcqg, La Musique d'Orgue Francaise, p. 108.

of
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facts we can conclude that Andr& Raison died in 1719,

though no definite record exists.



CHAPTER VI
PIERRE AND JEAN—FRANgOIS DANDRIEU: UNCLE AND NEPHEW

Pierre Dandrieu and his hephew Jean—Fraqgois published

noel collections under similar titles: Noéls, O Filii,

Chansons de Saint Jacques, Stabat Mater et Carillons by

Pierre, and Noé&ls, O Filii, Chansons de Saint Jacques et -

Carillons by Jean-Frangois. Both are "extremely varied and
set for the organ and the clavecin." Pierre'é are "all re-
vised and enlarged," Jean—Frangois' are a '"'new edition, re-
vised, corrected, and enlarged by new variations on the an-
cient Noe€ls as well as on the new ones.'" Though the noels
of Pierre Dandrieu are not available in modern edition, they
were obtained on microfilm from the Biblioth&que Nationale
in Paris, with examination by the preéent writer proving
that Jean—Fraq;ois took at least eighty-seven variations
from Pierfe, of the 198 variations on forty-seven pieces,
forty-five of which are noels, in the nephew's collection,

contained in Volumes 12, 16, 19-20, and 22 of L'Organiste

Liturgique.1 Jean—Frangois Dandrieu's "borrowings" from

his uncle fall into three categories: 1. exact copies,

1 Jean-Frangois Dandrieu, Neoéls, ed. by Gaston Litaize
and Jean Bonfils, in L'Organiste Liturgique, Volumes 12, 16,
19-20, 22 (Paris: Editions musicales de la Schola Cantorum,
c1955).



60

2. the same melodic line, but different accompaniment, and
3. a slightly varied melody and accompaniment, often with
thinner texture, or altered rhythmic patterns to create a
more graceful, flowing effect. 1In the category of exact
copies also fall those few noels which Jean—Frangois trans-
posed, note for note, to a different key, such as "Marchons
marchons gaiement" (Let us march, let us march happily),
which he changed from D minor to A minor. Regardless of
the borrowing, however, the music of both composers is de-

lightful, their innovations being especially intriguing.
Pierre Dandrieu

While the date of Pierre Dandrieu's birth is not known,
Apel gives it as circa 1660.2 He was a priest and organist
at Saint-Barthélemy in Paris, at which post he was succeeded
by his nephew Jean—Frangois upon the former's death in 17383.

Little else is known about Pierre Dandrieu's life ex-
cept for one incident involving the unscrupulous Louis
Marchand. It seems that in 1691 Marchand decided he wanted
the organ position at Saint-Barthélemy, then in the hands of
"a very honest man, the priest Dandrieu."3 With his co-con-

spirator, the organ builder Henry Lesclop, Marchand wrote a

2 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschler (Bloomington:
Indiana University Press, ¢l1967, 1972), p. 742,

3 Norbert Dufourcq, La Musique d'Orgue Francaise de Je-
han Titelouze & Jehan Alain, Seconde Edition Révue et Aug-
mentée (Paris: Librairie Floury, 1949), p. 96.
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letter to one of the church officials, accusing Dandrieu of
having an affair with a woman of ill-repute. Dandrieu
apparently took the case to court and won, demanding a con-
fession which Marchand signed March 22, 1691.4

Dufourcq says that in 1714 Dandrieu obtained a license
to publish his collection of noels,5 in what appears to be
a second edition because of the words "'Le Tout revﬁ, aug-
menté" (All revised, enlarged) in the title, an opinion sup-
ported by Apel.6 Confusion has long existed over the au-

thorship of these noels, for some time attributed to Jean-

Frangois, but later research by André Pirro (Archives des

maftres de l'orgue) and others has shown them to be by Pi-

erre. Jean Bonfils discovered the noel collection by Jean-
Fraqgois in a library in Brussels, thereby solving the mys-
tery.7

Pierre Dandrieu, a prolific composer who wrote a total
of 245 variations on thirty-seven noels and three other
pieces (with two pages missing from the original publication,
these figures are a close approximation), arranged his noels
by key, in the manner of clavecin suites, using the tonali-
ties of D minor, F Major, G Major, A minor, and C Major.

He begins his collection with a monumental fifteen-verse

Dufourcq, La Musique d'Orgue Francaise, p. 96.

Ibid., p. 115. -

Apel, History of Keyboard Music, p. 742.

Dandrieu, Noé&ls, L'Organiste Liturgique, Vol. 12, p. 3.

OO0 ih
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setting of "A la Venue de Noél" (At the coming of Christmas),
followed by a seven-verse setting of "Une Jjeune pucelle" (A
young maiden). Apel feels the influence of Lebégue is
clearly seen in the music of Pierre Dandrieu, especially in
this composition, the same tune as Leb&gue's "Une Vierge
Pucelle," which Apel says Dandrieu treats "in the very same
fashion.”8 While the variation techniques used are not ex-
actly the same, both composers treat the theme with sim-
plicity and dignity, though Dandrieu's setting is five
verses longer than Lebégue's two-verse noel. Examples 37

and 38 show one instance of striking similarity between the

Example 37. Lebégue, "Une Vierge Pucelle," meas. 11-14.
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Example 38. P. Dandrieu, "Une jeune pucelle,' meas. 11-14.
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8 Apel, History of Keyboard Music, p. 742.
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two composers, in the accompanying lines, harmonies, and
ornamentation, taken from the first verse of each of their
settings. Lebégue's first verse is a harmonized statement
on the Plein jeu, while Dandrieu's is a Récit with a Fonds
doux accompaniment. Example 39 shows Dandrieu's embellish-
ment of the solo line preceding the cadence point of the
first verse, one of the first instances of coloratura writ-

ing in all of the noels. The second and third verses both

Example 39. P. Dandrieu, '"Une jeune pucelle," meas. 20-23.
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use the technique of Diminution, in which the melody is set

within, and surrounded by, notes half the value of those in

verse 1, shown in example 40 from verse 2. The fourth verse

Example 40. P. Dandrieu, "Une jeune pucelle," meas. 24-28.
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is a Trio on the manuals for two upper voices and one lower
(é 2 dessus). Of interest here are the imitative entrances

of the phrase beginning with an ascending fourth, as shown
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in example 41, a contrapuntal technique used four times in

Example 41. P. Dandrieu, "Une jeune pucelle,'" meas. 64-66.
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this verse. Verses 5 and 6 are both Duos, with the soprano
melody stated simply in verse 5, and accompanied by. rapid
gighth—note motion in the left hand. Verse 5 is a tribute
to Pierre Dandrieu's inventiveness, as he exhibits several
variation techniques within the two-voice structure. Exam-
prle 42 shows the imitative entrances of the soprano melody

Example 42. P. Dandrieu,
"Une jeune pucelle,'" meas. 104-108.
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and its accompaniment in the first phrase, while example 43
shows the accompaniment motion reduced to eighth and quar-
ter notes as the melody line becomes more complex. Example
44, from the final two phrases of the verse, dispnlays the
melody simply stated, now accompanied by arpeggiated trip-

lets, the first use of an Alberti bass figure in the woels
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Example 43. P. Dandrieu,
"Une jeune pucelle,' meas. 108-112.
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Example 44. P. Dandrieu,
"Une jeune pucelle,'" meas. 131-132.
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of any composer. The final verse is a brilliant Grand jeu,
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alternating between the Grand Orgue and the Positif.

Pierre Dandrieu's seventh noel, '"Je me suis levé" (I
will arise), is an eight-verse setting displaying several
different variation techniques, including a Récit in the

first verse, Diminution using eighth notes and triplets in

the second and third verses respectively, Trios in the
fourth and fifth verses, and Duos in the sixth and seventh.
The eighth verse, a Grand jeu, employs a technique not

seen in previous noel collections, one that in a modified
form will be favored by Jean-Frangois Dandrieu. Example 45
shows this technique, in which the melody is set in quarter
notes as the lower note in eighth-note figuration. It will

be seen that Jean—Frangois makes frequent use of this device,
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Example 45. P. Dandrieu, "Je me suis levé,' meas. 84-88.
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though he eliminates the quarter note, thereby thinning the
texture to one voice.

One of the loveliest noels set by any of the composers
is "Puer nobis nascitur™ (A boy is born to us), the twelfth
in Pierre Dandrieu's collection. After a simple harmonized
statement of the theme as a Eégii, the tune is treated as a
Duo in verse 2. Example 46 shows the imitative entrances of
the two voices, as well as the eighth-note figuration sur-
rounding the melody. The third verse is a Trio a 2 dessus,

Example 46. P. Dandrieu,
"Puyer nobis nascitur," meas. 17-20
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in which the alto voice suddenly disappears from the last
phrase, only to be given the melody in an immediate repe-
tition of the final phrase. The fourth verse is a two-
part canon over a pedal point F in the style of a Musette,
a technique named for the French bagpipe, and favored by

noel composers, in which the pedal point imitates the Mu-



67
sette's drone. Example 47 shows this device, while in ex-
ample 48 can be seen the Musette and canon both continuing
in the fifth verse, with the melody now embroidered by

eighth notes. The sixth verse, a Grand Jeu Dialogue for

Example 47. P. Dandrieu,
"Puer nobis nascitur,'" meas. 69-73.
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Example 48. P. Dandrieu,
"Puer nobis nascitur,'" meas. 88-91.
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Pogitif and Grand Orgue, begins with the melody in the tenor,

but transfers the noel tune to the soprano where it is sur-
rounded by eighth notes in the second half of the verse.
The seventh verse brings the noel to a conclusion in an ex-

panded Dialogue for Grand Orgue, Positif, and Echo.

"Quand le Sauveur Jesus-Christ fﬁt ne de Marie" (When
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the Savior Jesus Christ was born of Mary), when known as
"Quand Dieu naquit a Noel" (When the Lord was born at
Christmas), is a setting of Francois Colletet's poem found

in his 1665 collection No€ls nouveaux et cantiques spirit-

uels.9 Dandrieu's noel exhibits several variation tech-

niques in its nine verses, including the usual Duos, Dimi-

nutions, and Trios. Of special interest is the fourth vari-
ation, en viéle, in which he imitates the hurdy-gurdy by al-
ternating repetitions of a pedal point G and the fifth and

octave above it, as shown in example 49. Verse 5 accompa-—

Example 49. P. Dandrieu, "Quand le Sauveur,'" meas. 59-62,
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nies the soprano eighth-note motion with half-note chords
in the left hand, an accompaniment duplicated in verse 6
under sixteenth-note figuration. The final verse, on the
Grand jeu, makes use of eighth notes that alternate by

phrase from one voice to another. When the figuration is in

9 Henry Poulaille, La Grande et Belle Bible des No&ls
Anciens, XVIle et XVIIle siecles (Paris: Editions Albin

Michel, 1950), pp. 152, 157-161.
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the soprano, the left hand is given three and four-part

chords in an isorhythmic pattern, seen in example 50. It

Example 50. P. Dandrieu, "Quand le Sauveur," m. 199-203.
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seems surprising that, in view of the fact that Dandrieu had
used echo techniques in other of his noels, he did not use
them on the short repeated phrases of this ncel, the places
in which Dagquin was to use the echoes so effectively forty
years later.

"No&l pour 1'amour de Marie" (Sing we noel in adora-
tion), Dandrieu's twenty-fourth carol setting, contains in
its second verse the earliest instance of articulation mark-
ings found in the noel collections. Shown in example 51 are

three groups of two-note slurs, a sign for notes inégales,
10

according to Couperin.

10 Frangois Couperin, L'Art de Toucher le Clavecin, ed.
and trans. by Margery Halford (Port Washington, N.Y.: Al-
fred Publishing Co. ¢1974), pp. 10-11. Notes inégales (un-
equal notes) are an unequai subdivision of the beat, in
which the first note is given a longer value than the second
(lourer), or the second longer than the first (couler).

This sign indicates the former.
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. Example 51. P. Dandrieu,
"Noel pour 1l'amour de Marie,'" m. 23,
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Dufourcq describes Pierre Dandrieu as a '"bridge'" be-

11 Certainly the influence of Le-

tween Lebégue and Daquin.
bégue was present in "Une jeune pucelle,' and there are
hints of Daquin in "Quand le Sauveur,'" as demonstrated by

examples 52 and 53, taken from the last verses of Dandrieu's

and Daquin's settings of the same tune. While Dandrieu

Example 52. P. Dandrieu, '"Quand le Sauveur,'" m. 203-205.
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Example 53. Daquin, '"Quand Dieu naquit a Noel," m. 166-168.
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Dufourcq, La Musique d'Orgue Francaise, p. 115.
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seems to lack the flair and technical brilliance of Daquin,
his writing is far from dull and is more varied and accom-
lished than that of Raison. The limited use of the pedal
indicates the intended purpose of these noels, for organs

large and small, and for the harpsichord.
Jean—Frangois Dandrieu

Jean—Frangois Dandrieu, the son of a grain-merchant,
Jean Dandrieu, and his wife, Frangoise Rondeau,12 was born
in Paris in 1682. He was one of five children, his sister
JeannemFrangoise also being a talented organist. Dufourcqg
says that he was a child prodigy and speculates that he
studied with Henri Mayeux (Lebégue's cousin) or possibly
with Clérambault or Jean-Baptiste Moreau.13 Jean-Fran-
gois succeeded Mayeux at Saint-Merry (Lebégue's church) in
1704, when Mayeux could no longer hold the position because
of illness. On July 19, 1705, Dandrieu, was named the titu-
lar organist at Saint—Merry.14 In 1721, he was appointed
organist to the Chapel Royal, upon the resignation of Jean-

15

Baptiste Buterne; Dandrieu would in turn be succeeded by

another noel writer, Louis-Claude Daquin. In 1733 Jean-

12 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, Jan-
uary 1974, p. 1.

13 Dufourcq, La Musique d'Orgue Francaise, p. 111.

14 Guenther, "Composers of French Noel Variations," p. 1.

15 Dufourcq, La Musique d'Orgue Frangaise, p. 111.
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Frangois became the titular organist at Saint—Barthélemy,
upon the death of his uncle.

Dufourcq describes Dandrieu's abilities as an organist,
saying, "he plays in all cases with a prodigious facility,
and if the work does not always adapt itself to the setting
of the church, it denotes a particularly gifted spirit! The
virtuosity of the artist must equal that of the greatest.”16

In addition to being an organist, Dandrieu also Jjudged
competitions for organ positions and supervised the rebuild-
and restoration of organs. As a composer he wrote primarily
for keyboard, although included in his works are a Livre de

Sonates en trio for two violins and bass (1705), a Livre de

Sonates é violon seul (ca. 172C), and some songs. He com-

posed three Livres de Pieces de Clavecin (1724, 1728, 1734),

and his Premier Livre de Piéces d'Orgue was published post-

humously in 1739.17 Dandrieu also wrote a book on harpsi-

chord accompanying, Principes de 1'accompagnement du clave-

cin, which appeared in three editions, 1718, 1727, and 1777.
The date of publication of the noels is uncertain, though
Guenther says that Jean Bonfils determined from the bio-
graphical information in the inscription on the noels' ti-
tle page, that it must have been between 1727 and 1733, the

reason being that Dandrieu is listed as organist to the king

16 Dufourcq, La Musique d'Orgue Franqalse p. 111.
17 Guenther, "Composers of French Noel Variations," p. 3.
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but not as organist at Saint—Barthélemy.l8 The problem with
this logic is that Dandrieu became organist to the king in
1721, not 1727, so his volume of noels very likely was pub-
lished some time in the twelve years between his appointment
to the Chapel Rcyzl and his acceptance of the post at Saint-
Barthélemy.

Jean—Frangois Dandrieu's noel collection contains for-
ty-five Christmas pieces, plus "Chansons de St. Jacques"
and the Easter piece "O Filii," both varied in the same
manner as the noels, and a composition in imitation of bells
(an exact copy of his uncle's piece by the same name), '"Car-
illon ou Cloches" (Carillon or Bells). The noels are ar-
ranged according to key, with eleven pieces in D minor, five
in A minor, three in A Major, eight in C Major interrupted
by one in C Minor, four in F Major, eight in D Major, and
five in G Major. The collection begins with the usual "A
la Venue de Noel," which Dandrieu has set with six verses,
all borrowed from his uncle, using the variation techniques

of Récit, Diminution, Duo, Trio, and Dialogue.

The second noel, "Une jeune pucelle,'" shows Jean-
Frangois' borrowing from his uncle, for the first verse is
nearly identical to that of Pierre including the more high-
1y ornamented final phrase (see example 39). Jean—Fraqgois

has changed one ornament and one chord, and has added repeat

18 Guenther, "Composers of French Noel Variations," p. 3.
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signs at the end of the eighth measure and at the end of the
verse, but all else remains the same. He likewise borrows
the second verse from Pierre, but the remaining four verses
are Jean—Frangois', bringing the total number of verses to
six, where Pierre had seven. The third, fourth, fifth, and

sixth verses are all en Duo sur les Tierces, with the fifth

verse displaying a technique Jean—Frangois favors, and simi-
lar to a device found in Pierre's writing (see example 45):
the melody is heard as the lower (rather than the upper)
note in figuration, shown in example 54. Verse 6 contains

Example 54. J.-F. Dandrieu,
"Une Jjeune pucelle," meas. 72-73.
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Used by permission.
another appearance of an Alberti bass accompaniment, first
seen occasionally in Pierre's noels, and now used more fre-

quently; shown in example 55, it will become a popular tech-

nigue to be used by subsequent writers.
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Example 55. J.-F. Dandrieu,
"Une jeune pucelle,'" meas. 87-88.

1 P y -
= 7 } F

1
1 1

Al - i i -"—0 "0—*1—'%—0—,—0—1

< i ngued-T
'%ﬁ?:___ __..===r===r

Copyright Editions Musicales de la Schola Cantorum.
Used by permission.

A comparison of both composers' settings of the very
lovely "Or nous dites Marie" (Now tell us, gentle Mary),
will show Jean—Frangois' methods of borrowing from Pierre,
though the nephew has actually shortened the composition
from seven verses in his uncle's setting, to six in his own.
With the exception of two ornaments, the first verses are
identical Récits heard over a ground bass, shown in example
56. Nicolas Lebégue began his setting of the same tune with

Example 56. P. and J.-F. Dandrieu,
"Or nous dites Marie," ground bass, meas. 1-16,.
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a similar descending line, and future composers such as
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Louis-Claude Daquin will also use the ground bass technique
for this noel. Jean~Francois again copies from Pierre in
the second verse, still a 5§913, now with sixteenth and
thirty-second-note ornamentation, as well as the usual fre-
quent embellishments in each measure, the first instance of
an entire verse set in coloratura style in the noels, a
portion of which is shown in example 57. The third verse

Example 57. P. and J.-F. Dandrieu,
"Or nous dites Marie,'" meas. 24-28.
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Used by permission.

of each composer is a Duo en Canon in which the accompanying

voice leads in the first half of the verse and follows in
the second half. It is in this variation that Jean-Fran-
¢cois' borrowing is more subtle and is actually an improve-
ment, for he relaxes some of Pierre's quarter notes to
eighths, and ties some repeated notes, as shown in examples

58 and 59, creating a more flowing line. The fourth verse
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Example 58. P. Dandrieu, "Or nous dites Marie," m. 33-37.
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Example 59. J.-F. Dandrieu,
"Or nous dites Marie," meas. 33-37.
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is a Trio en Canon in Pierre's setting, a Trio sur les

Flltes in Jean—Frangois'. In the first half of the verse,
Jean—Frangois borrows his uncle's upper two voices, but
varies the accompanying third voice; however, in the second
half of the verse, where Pierre bréaks the canon, Jean-Fran-

gois continues the imitative treatment begun at the opening

] . > 3 . . ~ L)
of the variation. Pierre's fifth verse is a Trio a trois

Claviers (Trio on three keyboards), the first appearance of
this type of trio in the noels, previous trios having been
written for two upper voices together on one manual (é_g
dessus). Example 60, from the beginﬂing of the variation,
shows the melody in the soprano, accompanied by the alto at

the interval of a third below. The melody then moves to the
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Example 60. P. Dandrieu, "Or nous dites Marie," m. 65-69.
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alto, returns to the soprano, and again to the alto for the

. . « . \
close of the verse. Jean-Francois also used the Trio a

trois Claviers treatment, reserving it for his final verse.

However, he simplifies the first half of the verse, and
links it to his first verse by placing the ground bass line
in the alto, then transferring it to the bass, as seen in
example 61. The second half of the verse he copies directly

Example 61. J.-F. Dandrieu,
"Or nous dites Marie,'" meas. 81-88.
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from his uncle. Pierre's sixth and seventh verses are very
similar, with the melody heard en Basse for the first half

of each verse, then en Dessus for the second half. The ac-
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companiments for the en Basse sections, for the most part
eighth notes in parallel thirds, are identical. Jean-Fran-
gois places the melody of his fifth verse entirely in the
lowest voice, but simplifies the two upper accompanying
voices by eliminating Pierre's parallel thirds in all but
four measures. From this comparison it can be seen that
Jean—Frangois took the best of his uncle's work, improved
some of it by means of rhythmic changes, removed the repeti-
tious section, and linked the closing to the opening by re-
statement of the initial ground bass.

Jean—Frangois' fourth noel, "Joseph est bien marié&"
(Joseph married well), displays many of his most interesting
variation techniques. The first two verses, the only two
borrowed from Pierre, marked Musette because of the drone
bass, exhibit the hurdy—gﬁrdy accompaniment seen earlier
(example 49). The second verse wraps the melody in eighth-
note figuration over the hurdy-gurdy, as shown in example 62,

Example 62. J.-F. Dandrieu,
"Joseph est bien marié,” m. 13-14.

Copyright Editions Musicales de la Schola Cantorum.
Used by permission.

The third verse is a Duo, the fourth is a Basse de Trompette,

and the fifth verse is a three-level Dialogue for the Grand
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Orgue, Récit Cornet, and Positif Larigot combination. The

first half of the sixth verse places the tune in the lower
notes of eighth-note figuration on the Trompette, found al-
ternating between the bass and soprano, as shown in example
€3. The second half of the verse, while still alternating
Example 63. J.-F. Dandrieu,
"Joseph est bien marié," m. 77-78, 81-82.
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Used by permission.
between bass and soprano, puts the melody in the upper note
of the figuration. The seventh verse enfolds the theme in
garlands of triplets for the Cornet and Trompette in what
may be a pictorial representation of the text in which the
angels come to see the infant Redeemer Jesus, and all join

in singing ”Gloria.”19

The joyous eighth and last verse
treats the melody as the first note in an Alberti bass fig-
ure, used in both bass and soprano és seen in example 64.
The anonymous text for this noel, from a sixteenth-century

collection, Grandes Bibles des No€ls from Troyes, is unusual

19 Henry Poulaille, Bible des Noé€ls Anciens des origines
au seiziéme siécle (Paris: Club des Editeurs, Edition
Nouvelle, 1958), p. 357.
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Example 64. J.-F. Dandrieu,
"Joseph est bien marié," m. 113-114, 117-118.
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because it looks at the Christmas story from Joseph's point
of view, telling of his anger at finding that Mary was preg-
nant, and his change of heart after the visit from the an-
gel. After Jesus' birth, the angels, shepherds, and Wise
Men come and we all pray for peace, joy, and a happy life
for Mary, and we see that, with all the wondrous things that
have happened, truly "Joseph married well."zO

Dandrieu's seventh noel, '"Adam fut un pauvre homme"
(Adam was a poor man), not set by Pierre, begins as a Eégig

for the Trompette séparée.21 While the meter here is a

20 Poulaille, Bible des Noéls Anciens, pp. 356-358,.

21 This designation has not occurred earlier in the noels.
I understand it to mean a Trompette mounted on a separate
chest and played from a separate manual. Peter Williams, in
The European Organ, 1450 to 1850 (Bloomington: Indiana Uni-
Press, ¢l1966), p. 185, describes F. Thierry's 1733 organ at
Notre-Dame, Paris, which had a separate reed manual, the
Bombarde, containing a Bombarde 16', two Trompettes 8', and a
Clairon 4', all with their own chest and wind supply. While
this Bombarde manual was rare, the Récit manual often con-
tained only a Cornet V and Trompette, making the Trompette,
in effect, séparée.
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lilting 6/4, Daquin will set the same tune in 2/4, using a
dotted rhythm. Dandrieu's second verse, a Trio with an in-
dependent pedal part, places the melody in the middle voice,

while the third verse is a Duo in the French Diminution

style. Of interest here are some of the first articulation
marks seen in the noel collections so far examined, shown in
example 635. The wedge was a sign for staccato, as the stac-

Example 65. J.-F. Dandrieu,
"Adam fut un pauvre homme," m. 44.

Copyright Editions Musicales de 1la Schola Cantorum.
Used by permission.

cato dot was not in use in France at the time.zz The fourth

verse, a Trio en dialogue for Trompette séparée,‘Cromorne,

and Pédalle is almost a Musette because the Pédalle is so
stationary, though it does involve some motion between tonic
and dominant. The first phrase is announced in the soprano
on the Trompette, while the tenor rests before taking up the
second phrése on the Cromorne. Example 66 shows the tenor

entrance, as well as Dandrieu's use of the two-note slurs,

22 Howard Ferguson, Keyboard Interpretation from the 14th
to the 19th Century, An Introduction (New York: Oxford Uni-
versity Press, 1975), pp. 61, 102. Dots over paired notes
indicated notes inégales; a dot on the second of two slurred
notes meant the couler, a short-long inégale.
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a sign for notes inégales, according to Couperin.z3

In the

Example 66. J.-F. Dandrieu,
"Adam fut un pauvre homme," m. 58-59.
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third phrase the melody returns to the soprano, but is again
in the tenor for the fourth and final phrase of the verse,
after which Dandrieu adds a Coda, placing the tenor melody

momentarily above the soprano in the repetition of the third
phrase, seen in example 67. The melody returns to the so-

Example 67. J.-F. Dandrieu,
""Adam fut un pauvre homme," m. 72-74.
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23 Couperin, L'Art de Touckher le Clavecin, pp. 10-11.
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prano for the restatement of the final phrase, which in-
cludes another appearance of the paired slurs. En Tam-
bourin is the designation Dandrieu has given the last verse.
Westrup and Harrison give two definitions for Tambourin:

1. A long, narrow drum, played with one stick when used,
especially in Provence (tambourin de Provence), with a
small, one-handed recorder (fl@itet, galoubet) to accom-
pany dancing.
2. The tambourin de Béarn (I. alto basso), was a zither
with gut strings sounding only the tonic and dominant, and
was used similarly with a small recorder to accompany
dancing. The term tambourin was applied to a dance so ac-
companied which was 1ntroduced by Rameau into hlS opera-

ballet Les F@tes d'Hébé (1739) and into his Pigces de
clavecin. 24

Example 68 illustrates the repeated bass line depicting the

drumbeat. Dom Bédos de Celles, in his L'Art du facteur

Example 68. J.-F. Dandrieu,
"Adam fut un pauvre homme,! m. 83-86.
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d'orgues (The Art of Organ Building), (1766-78), Part 3,
Chapter IV, quoted by Fenner Douglass, states: "To imi-
tate a Fife, on the Grand Orgue, use the Petit Bourdon with

the Quarte de Nasard and Doublette. On the Positif, the two

24 J.A. Westrup and F.Ll. Harrison, The New College En-
cyclopedia of Music (New York: W.W. Norton, ¢1960),
pp. 645-646.
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8's, Prestant and Larigot. Airs de Fifre and de Tabourin
Bife and drum musié] (brackets Douglass') are played on the

Grand Orgue, and the keyboard of the Pbsitif is beaten to

imitate a drum."25 Thus the registration for a Tambourin is

very bright, as the Petit Bourdon can be either an 8' or 4°'

stop,z6 and the Quarte de Nasard and Doublette are both 2°'

27

pitches. On the Positif, after the two 8' stops Dom Bé&dos

recommends, the Prestant is a 4' pitch, while the Larigot is
al1/3" stop.28 |
The eighth noel, '"Chrétien qui suivez 1'Eglise'" (Chris-
tian, [you] who follow the Church), again borrowed from Pi-
erre, is another ground bass setting. Example 69 shows the
rhythmic changes the melody will have undergone from the
time of Dandrieu's setting to Daquin's, in approximately

1757, similar to the changes that occurred in "Or nous dites

Marie," cited in the chapter on Nicolas Lebégue (exémple 22.)

25 Fenner Douglass, The Language of the Classical French
Organ (New Haven: Yale University Press, ¢i1968), pp. 211-
212,

26 Ibid., p. 205.

27 Ibid., p. 86.

28 1Ibid., pp. 86, 91.
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Example 69. Rhythmic changes in
"Chrétien qui suivez 1'Eglise,”
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and Belwin-Mills, respectively.
Daquin also sets this carol over a ground bass, and his bass
line, shown in its simplest form in example 70, is striking-
ly similar to that of Dandrieu, seen in example 71. The im-

Example 70. Daquin, "Chrétien
qui suivez 1'Eglise,'" bass line.
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Used by permission.

Example 71. Dandrieu, 'Chrétien
qui suivez 1'Eglise," bass line.
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29 Conrad Grimes, "'The Noels of Louis-Claude Daquin,"
The Diapason, December 1968, p. 26.
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portant notes in Dandrieu's bass line are marked; the ex-
traneous notes occur because of the rhythmic change in the
melody. This bass line is also similar to that used in set-
tings of "Or nous dites Marie" (see example 56, tﬁis chap-
ter).

Dandrieu's nineteenth carol setting, '"Noé&l pour 1'Amour
de Marie" (Sing we noel in adoration), contains five verses,
the last three of which are Duos. Notable here are the fi-
nal two verses, not borrowed from Pierre, both entirely in
treble clef. The fourth verse exhibits simple horn motion,
shown in example 72, while the fifth verse embellishes the
horn motion with eighth-note figuration, seen in example 73.

Example 72. J.-F. Dandrieu, "Noél pour 1'Amour
de Marie," meas. 49-52,
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Example 73. J.-F. Dandrieu, '"No&l pour 1'Amour
de Marie," meas. 65-68.
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Dandrieu uses the same horn motion technique in his first
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setting of '"Chantons je vous prie" (Let us sing, I beg of
you), containing three verses. It is interesting that Da-
quin set "Noél pour 1'Amour de Marie" and "'Chantons je vous
prie" together in the same noel, while Dandrieu treated the
two tunes separately. but with similar variation techniques.

Because both Dandrieus wrote more sets of noel varia-
tions than most composers, they used tunes not found in oth-
er noel collections. One that has become a favorite of the
present writer is Jean\Frangois' sixteenth; "Chanton de Voix
Hautaine" (Sing with proud voices), the last four verses of
which are taken from Pierre. The text recalls Adam, Eve,
and the serpent, tells of God deciding to take human form to
save man from his sins, and recounts the Christmas story
from Gabriel's announcement to Mary about the coming birth, .
to the arrival of the Wise Men. Each verse ends with the
chorus "O bonté souveraine! Ne nous qubliez pas" (O sover-

eign grace! Do not forget us).30

The noel setting is full
of dignity and majesty, as well as a certain sense of melan-
choly, befitting Original Sin and ‘linking Advent to the Pas-
sion. The melody is in A minor, though it begins as if in

E minor, centered around E, with both F-sharp and D-sharp in

the theme.. The first verse is marked Basse de Trompette ou

en Trio (Basse de Trompette or in Trio). The theme is in

Dialogue with itself, with each of the two phrases heard

30 Poulaille, Noéls Anciens XVIIe et XVIIIe siécles,
pp. 302-203.
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twice, the first time in the octave centering around middle
C, and the second time one octave lower. The variation
treatment is also a Trio, with the two upper voices entering
in imitation, as shown in example 74, The second verse is a

Example 74. J.-F. Dandrieu,
Chanton de Voix Hautaine," m. 1-3.
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A

Dialogue en Grand Jeu for the Positif and the Grand Orgue,

and the third verse is a Duo with the lower voice function-
ing as an accompaniment with Alberti-bass-like eighth-note
figures. It is at this point that Dandrieu stops writing
out the repetition of each of the two phrases, nor does he
indicate them by use of repeat signs in the fourth through
eighth verses. (The repetitions are not necessary to~fit'
the text.) The fourth verse is a lively Tambourin, con-
trasting with the following variation, a Eégiz with the mel-

ody in the soprano. 1In the sixth verse the tune is treated

en Basse de Voix humaine, in the seventh it is en Trio with

the theme still in the lowest voice, and the final verse is

a delightful Duo en canon. 1In performing this noel, it

seems more appropriate to postpone the second verse, en

Grand Jeu, playing it at the end of the variations where it
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brings the piece to a powerful close.
Jean—Frangois Dandrieu's forty-five noels vary in
length from one to nine verses. All exhibit some of the

types of variation discussed here, including Duos, Trios,

Récits, Dialogues, Musettes, Tambourins, and various types

of ornamental and accompanimental figuration. Since his
writing is artistic and musical without being repetitious,
one wonders why he bothered to copy from his uncle. Jean
Bonfils, in the Preface to his edition of Jean-Francois'
noels, suggests "according to the habits of an age less
'sensitive' than ours as to artistic ownership, would not
Jean—Frangois revive his uncle's book, accommodating never-
theless the taste of the day, and completing it by adding
some new noels?"31 The title of Jean—Frangois' volume seems
to corroborate this theory, for it is called a '"New Edition,
Revised, Corrected, and Enlarged by New Variations on the

Ancient Noels as well as on the New Ones."32 Though he does

not acknowledge whoseynoels he is "revising, correcting, and
enlarging,”" he admits some of the material existed prior:-to
this collection.

According to Dufourcq and the archives of Saint-Merry,
Jean—Frangois' health was not good, though it is not known

from what illness he suffered. However, because of it, in

1725, in recognition of his twenty-two years of service to

31 J.-F. Dandrieu, Noéls, p. 3.
32 Ibid., p. 2.
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the church, the church authorities granted him a room with
a fireplace, in a house adjoining the church, so that he
could rest, and warm himself in winter and refresh himself
in summer.33 Jean—Frangois Dandrieu died at age 56, in

1738, only five years after the death of his uncle. His

where he was buried.

33 Dufourcq, La Musique d4'Orgue Francaise, p. 111,



CHAPTER VII
LOUIS-CLAUDE DAQUIN

Louis-Claude Daquin has been called the "king of the
noel writers.”1 Born July 4, 1694, in Paris, he was des-
cended from Rabelais on his mother's side of the family and
of Jewish ancestry on his father's.2 He was the godson of
the famous harpsichordist Elisabeth Jacquet de 1la Guerre,
from whom he most likely received his first music lessons.
At the age of six he gave a concert for His Majesty King
Louis XIV, and at age eight began composition lessons with
Nicolas Bernier. When he was twelve he assumed the position
of organist at Sainte-Chapelle, which post had belonged to
his godmother's husband, and also became organist at the
Cloister Petit-Saint-Antoine, a position he held until his
death.

In 1727 Daquin prevailed over Jean-Phillipe Rameau in
a hotly contested competition for the organist's position at
Saint-Paul's. Louis Marchand, Daquin's friend, rival, and

possibly teacher, willed to him the position at the monas-

1 Nordert Dufourcq, La Musique d'Orgue Francaise de Je-
han Titelouze a Jehan ATain, Seconde Edition Revue et Aug-
ment&e (Paris: Librairie Floury, 1949), p. 115.

2 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries," The Diapason, Jan-
uary 1974, p. 3.




93
tery of the Cordeliers upon the former's death in 1732.
In 1739 Daquin succeeded Jean—Frangois Dandrieu at the Chap-
el Royal, where he served "by quarter" (the position was
shared by four organists, each working a quarter of the
yvear). In 1755 he was appointed to serve at the Cathedral
of Notre Dame, also by quarter. It seems that these posi-
tions were held simultaneously, a common practice in France
at the time, for all sources indicate that Petit-Saint-An-
toine, Saint-Paul, the Cordeliers, the Chapel Royal, and
Notre Dame were Daquin's until his death in 1772.

Daquin was the foremost organ virtuoso of his century;
Dufourcq says that harpsichordists and organists of the mid-
dle of the eighteenth century regarded him as "le maitre"
(the master).3 Daquin was famous for his noel improvisa-
tions; according to Dufourcq he was able to improvise on a
popular theme for "entire quarters of an hour without prep-
aration and without repeating himself."4 These improvisa-
tions were heard not only in the Christmas Eve services, but

also at the Concert Spirituel, secular concerts of sacred

music; and at an annual playing of noels at Saint-Merry,
subsidized by a special foundation. But the noels were most
popular at the Christmas Eve service, and the people so

crowded into Saint-Paul's to hear Daquin that their entries

3 Dufourcq, La Musique d'Orgue Francaise, p. 1186.
4 Ibid., p. 117.
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and exits had to be regimented.5
Daquin was a composer of a cantata, motets, and nu-
merous organ pieces such as duos, trioé, and fugues, of
which only the cantata survives. The other pieces, suppos-
6

edly in manuscript form, have not been found. In 1735 he

published his Premier Livre de Piéces de Clavecin, and ap-

proximately twenty years later his Nouveau Livre de No€ls

pour 1'Orgue et le Clavecin Dont 1la plQipart peuvent s'éx-

€cuter sur les Violone, Flutes, Hautbois, etc . . . . (New

Book of Noels for the Organ and the Harpsichord, of which
most can be played on the violins, flutes, oboe, etc . . . .)
This collection of noels was dedicated to the Duke of Eu,
the sovereign prince of Dombes, and admirer of Daquin.

The Nouveau Livre de Noels contains twelve sets of

variations. Thomas Brown states that "most of these exhibit
little evidence of the organ idiom, but some demand the in-
strument for adequate performance.”7 Though the harpsichord
variation technique is evident in much of Daquin's writing,
his specified registrations require the organ for an effec-

tive variety of tone color.

Conrad Grimes has divided Daquin's noels into three

5 Michel Brenet (Pseudonym for Marie Bobillier), Les Con-
certs en France Sous L'Ancien Régime, Unabridged reprint of
the first edition published in Paris, 1900 (New York: Da
Capo Press, 1970), p. 380. ,

6 Guenther, '"Composers of French Noel Variations," p. 4.

7 Thomas K. Brown, '"The French Baroque Organ Tradition,"
(Ph.D. dissertation, Florida State University, 1967), p. 69.
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categories:

1. Those which are descriptive and seem to follow the

noel text verse by verse.
2. Those with ground basses and similar melody gatterns.
3. Those which are strictly musical variations.
According to Grimes, the first, third, and perhaps the

sixth noels fit into the first category.9 Of these, the
first, "A la venue de No€l" (At the coming of Christmas),
and the third, "Une bergére jolie" (A pretty shepherdess),
are the most interesting, although the sixth, "Qu'Adam fut

un pauvre homme" (Adam was a poor man), contains some lively

alternation among the Grand Orgue, Récit, and Echo manuals,

plus sections to be played on the Positif Cromhorne, thus

requiring a four-manual instrument.

Noél I, Sur les Jeux d'Anches, Sans Tremblant (on the

reed stops, without tremulant), for manuals only, is based
on a poem found in Lucas le Moigne's 1520 collection Chan-

sons de Noé€ls nouvaulx. Grimes' translation of the first

verse reads:

As Christmas-tide comes once again
Let us rejoice with songs of mirth;
God's covenant with sinful men

Now is revealed to all the earth.10

A 1535 collection, La Fleur des Noéls, published at Lyon,

contained the same text with the tune used by Daquin, though

the origin of the tune is unknown.

8 Conrad Grimes, "The Noels of Louis-~Claude Daquin," The
Diapason, December 1968, p. 24.

9 1Ibid.

10 1Ibid.
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Daquin sets the ten verses of the text with ten lively
variations, ranging from simple two-part counterpoint to a
four-part harmonization on the Grand jeu, and from quarter
and eighth-note motion, to triplet eighths, sixteenths, and
finally scale passages in thirty-second notes. The first
verse, measures 1-10, announces God's new covenant with man
on the Cromhorne of the Positif. While Grimes does not in-
clude the complete text of the noel verses in his article,
his summaries will he used to aid in the description of the

variations to follow.11

The subject of verse 2, measures
11-20, the devil's pride before the Fall, is shown by the
twisting ornamented version of the theme, played on the Eé—

cit Cornet and accompanied by the Positif Cromhorne, seen

in example 75.

Example 75. Daquin, Noél I,
"A la venue de No€l,'" m. 10-13.

Cornet de récit *x
I x KX X xgX *e “):'. X Xx X XX _X
Y T > e oo r— ‘l+_v._'_ S
4 T 13 T —+ '_L~ : v
/) 0‘ onl2?_, £ o s
e e
7 f < ,4,;\4""5

Copyright Belwin-Mills Publishing Corp.
Used by permission.

The Grand jeu in the treble announces the birth of the Lord

in verse 3, measures 21-30, while the accompaniment, now ex-

11 Grimes, '"'Noels of Daquin,'" pp. 24-25,
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panded to two parts, remains on the Positif. Verse 4, meas-
ures 31-40, alternates the Grand jeu and Petit jeu antipho-

nally, with four-part chords on the Grand Orgue and three-

voice harmony on the Positif. The text '"tells of the angels

and shepherds praising God and singing of peace on earth."12

Verse 5, measures 41-50, the first half of the Premier Dou-

ble, musically depicts the three Wise Men by the use of a

triplet accompaniment in a Duo for the Recit Cornet and the

Positif Cromhorne. 1In verse 6, measures 51-60, the Kings'

return home is shown by moving the triplets from the bass
to the treble of the Duo for the same combination that was
found in verse 5. Grimes feels the "rapid scramble of six-
teenth-notes at the deceptive cadence seems to be Herod's
unceasing pursuit of the Wise Men for 'three days and
nights,'”13 shown in example 76.

Example 76. Daquin, No&l I,

"A la venue de No€l," m. 56-58.
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Copyright Belwin-Mills Publishing Corp.
Used by permission.

The Deuxieéme Double introduces sixteenth-notes into the

12 Grimes, '"Noels of Daquin," p. 25.
13 Ibid.
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accompaniment of verse 7, measures 61-70, still a Duo for
Cornet and Cromhorne, and verse 8, measures 71-80, embel-
ishes the melody with the sixteenth notes in the treble, set
against quarter and eighth-note motion in the accompaniment.
Example 77 shows the cross figure occurring in both voices
Just before the cadence of verse 8. Though this is a symbol
for Christ, Grimes calls it a "Hail, Mary."14

Example 77. Daquin, No&l I,
"A la venue de Noé&l," m. 78- 80
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Copyright Belwin-Mills Publlshlng Corp.
Used by permission.

Verse 9, measures 81-90, still in Duc, returns the sixteenth

notes to the accompaniment, this time in an Alberti bass

pattern. Example 78, an ascending thirty-second-note F Ma-

Example 78. Daquin, No&l I,
"A la venue de No&€l," meas. 88.
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Copyright Belwin-Mills Publlshlng Corp.
Used by permission.

14 Grimes, "Noels of Daquin," p. 25.
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Jjor scale, occurs twice before the cadence of this verse,
and is, according to Grimes, the "symbol for the promise of

Paradise."15

The final verse, measures 91-106, is a chordal
setting for alternating sections treated as a double echo on

the Grand jeu, Récit Cornet, and Echo. Grimes states, "the

doxological final section, with its ecstatic repetitions of
"No&l, No&l, No&l,' praises the Redeemer with eloquent and
prassionate chromaticism."16

The second descriptive noel to be discussed is number

IIT: En Musette, En Dialogue et En Duo, Trés Tendrement.

—_— — e —— e —

Of a different character than "A la venue de No€l," this set
of variations is to be played "very tenderly" in the manner
of a Récit. Grimes translates the first verse of the text,
"Une bergére jolie," by an anonymcus author, as:

Once a shepherdess lighthearted

'Rose one morning bright and fair,

To the field she quickly started

Leading all the sheep flock there;

From above angelic singing

Soon resounded through the sky,

Sweet the music gently ringing 17

Filled her ears with songs on high.

The musette was an eighteenth-century French bagpipe

that became popular in the pastoral entertainments of the
French courts. 1Its use in an organ setting implies a pedal

point to simulate the bagpipe's drone and is especially ap-

propriate in this pastoral-style noel. Daquin calls for

15 Grimes, "Noels of Daquin," p. 25.
16 1Ibid.
17 1Ibid.
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Cromhorne with Bourdon over 8' flutes in the pedal to imi-
tate the bagpipe's sound. In measures 1-25, the fifst of
the seven verses, the shepherdess playé her tune on the
Musette in the tenor, an unusual feature, for Daquin seldom
places the melody in a voice other than the soprano. Verse
2, measures 26-49, heralds the announcement of the Lord's
birth by means of horn calls on the Musette combination,
with a second sustained G of the same pitch as the original
pedal point added in the tenor. The shepherds depart for
Bethlehem, leaving the shepherdess alone to sing her song on

the Recit Cornet in verse 3, measures 50-73. The noel tune

is once again in the tenor, now embellished with triplets
and sixteenth notes. Example 79 shows canonic imitation in

the last half of the verse as the shepherdess decides also

Example 79. Daquin, Noél III,

"Une bergere jolie," m. 57-58, 65-66.

# J %.\ ! [ ) I e B B
= it i T B e o
g
) ool ] ] I & :
A Reprise 2 fois |
e e e S e s s
Sl 4 T pe 1 1 . 1 - —_
¢ i g. ] v—
o~ T
ety ] &L [ 73 | & ]
P AT A 1 .
1 - )

Copyright Belwin-Mills Publishing Corp.
Used by permission.
to go to Bethlehem. Verse 4, measures 74-97, is a Duo for
the melody on the Cornet in the treble accompanied by trip-

let figuration on the Cromhorne. Because of the leaps in
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the accompanying voice, (example 80), it may be assumed this
is one of the variations appropriate for harpsichord or oth-
er instruments, as Daquin had indicated in the title of this

collection. 1In verse 5, measures 98-121, the treble melody

Example 80. Daquin, No&l I1I,

"Une bergére jolie," m. 81-83.
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on the Cornet, seen in example 81, is highly ornamented,

Example 81. Daquin, Noél III,
"Une bergére jolie,'" m. 117-118.
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Copyright Belwin-Mills Publishing Corp.
Used by permission.

exemplifying "one of Daquin's virtuoso techniques."18

Grimes says the subject of this verse is God's wrath di-

18 Brown, "French Baroque Organ Tradition," p. 70.
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rected toward Adam for eating the forbidden fruit, with
Adam's reaction shown by the "disjunct flourishes'" in the
treble line, and the sins of future generations "multiplied
19

in terms of thirty-second notes." In verse 6, measures

122-145, the melody is stated simply on the Récit Cornet

while the repetitive accompaniment pattern on the Positif

Cromhorne suggests the imprisonment of mankind under Satan's
power. In the second half of the variation, the accompani-
ment abruptly changes to a leaping joyous treatment reminis-
cent of the instrumental triplets found in verse 4, now de-
picting new hope for man with the birth of the Holy Child.z0
The last verse, measures 146-169, is especially pictorial,

with all Christians joining to pay homage to Christ, symbol-
ized by both hands on the Cromhorne. God interrupts with a
gentle demand for our hearts, on the Cornet (example 82),

Example 82. Daquin, No&l III,
"Une bergére jolie," m. 149-151.
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19 Grimes, "Noels of Daquin," p. 25.
20 1Ibid.
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and "all join the simple shepherdess in skipping down the

Cromhorne (musette) on their joyful journey."21 (Example

83.)

Example 83. Daquin, No&l III,
"Une bergére jolie," m. 160-161.
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The second category of Daquin's noels, those construct-
ed on ground basses, include the second, seventh, and elev-

enth pieces in the collection. No&l II: En Dialogue, Duo,

Trio, sur le Cornet de Récit, les Tierces du Positif et la

Pédalle de Fllite is based on a tune found in a fifteenth-

century manuscript as well as in Lucas le Moigne's Noélz,
dated 1500. 22 It is best known by the repeated line of the
text, "Or nous dites Marie." Ruth Heller gives the follow-
ing English version of the first verse, a song in dialogue

form:

Now tell us, gentle Mary,
What did Gabriel say to Thee?

21 Grimes, '"Noels of Daquin," p.A25.
22 Ibid.
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Now tell us of the tidings
That he brought to Galilee.
He told me I was favored,
That I would be the One
God chose to be the Mother
Of Jesus, His own Son.23

This noel is also found in the Oxford Book of Carols with

another set of words, '"Nous voici dans la ville."24 Gi-
gault, Lebégue, Pierre Dandrieu, Jean—Frangois Dandrieu,
Raison, Beauvarlet-Charpentier, and Balbastre all wrote noel

variations on this tune.

Daquin's ground bass, in its simplest form, is shown

in example 84.

Example 84. Daquin, No&l II,

" . AP - 25

Or nous dites Marie," ground bass.
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The melody, without its repeated and non-essential notes,
also has a simple formula, seen in example 85. Grimes says

that all three melodies from this group "follow a descending

23 Ruth Heller, compiler, Christmas, its Carols, Customs,
and Legends (Chicago: Hall and McCreary, 1948), p. 83.

24 Percy Dearmer and others, The Oxford Book of Carols
(London: Oxford University Press, cl964) pp. 194-195,

25 Conrad Grimes, "The Noels of Louis-Claude Daquin," The
Diapason, December 1968, p. 26.
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Example 85. Daquin, Noél II,
"Or nous dites Marie," melodic formula. 26

e
_.*..
D
re
T
LLir
i
‘“'i;
!
il
L)

===
T4
']1:
[T A
ettt
o
=aes
il

AM

Used by permission.

tetrachord with final cadence reminiscent of the old roman-
esca Or passamezzo melodies."27
Verse 1, measures 1-26, alternates the melody on the

Tierce du Positif and the Cornet de Récit, showing the di-

alogue nature of the text. While the melody is in the left
hand, it is not a true en taille, as its range for the most
part lies above the soft two-voice accompaniment played by
the right hand. Daquin directs that this noel be played
"Lentement et trés tendre" (slowly and very tenderly).
Verse 2, measures 27-52, is a Trio for the melody on the

Récit Cornet and the accompanimental second voice on the

Tierce du Positif, all over the ground bass in the P&dalle.

In verse 3, measures 53-76, the bass drops out, leaving a
Duo in canonic imitation, seen in example 86. The Duo con-
tinues in verse 4, measures 77-100, with the accompanying
voice in scalewise passages using the melodic and natural

D minor scales, covering a range of three-and-one-half

26 Conrad Grimes, "The noels of Louis-Claude Daquin,' The
Diapason, December 1968, p. 26.
27 1Ibid.
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Example 86. Daquin, Noé&il 11,

"Or nous dites Marie,™ m. 56-58.
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octaves. The last verse, measures 10i-126, is again a Trio
with the ornamented melody on the Cornet harmonized in par-
allel thirds, sixths, and tenths in the equally ornamented
aécompanimental voice on the Tierce, shown in example 87,

Example 87. Daquin, No&l 1I,
"Or nous dites Marie," m. 117-119.
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The ground bass returns to the pedal in a form only slightly

different from that of the first variation.

The second noel *“rom this group is number VII, "Chré-

tien qui suivez 1'Eglise" (Christian, [yo@ who follow the

—_—— ——— — —— — T D T —_——— ————— — —— r— ——
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main droitte, la Tierce du Positif de la main gauche.

Marked '"tr@s tendrement' (very tenderly), the melody is
first heard in Eégig style in a Dialogue for the left hand
between the Tierce and the Cornet in measures 1-25. As in
the previously discussed noel, this is also not a true en
taille since the tune is in the soprano range. The right
hand accompanies softly, and the P&dalle de Flute plays the

ground, shown in its simplest form in example 88.

Example 88. Daquin, No&l VII,
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"Chrétien qui suivez 1'Eglise,"” bass line.
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Example 89 gives the simple structure of the melody, without

its embellishing tones. Grimes points out the similarity

G

Example 89. Daquin, No&l VII,
"Chrétien qui suivez 1'Eglise,' melodic structure.
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28 Conrad Grimes, "The Noels of Louis-Claude Daquin,'" The
Diapason, December 1968, p. 26.
29 1bid.
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in the melodic structure of "Or nous dites Marie" and Chré-
tien qui suivez 1l'Eglise'" and suggests that they perhaps
have a common source. As further proof of his theory he
points out that both Jean—Frangois Dandrieu and Nicolas Le-
bégue used ground basses similar to Daquin's "Chrétien qui
suivez 1'Eglise" in their settings of "Or nous dites
Marie.”so

The second verse, measures 26-49, of this noel is a

Trio with the melody on the Cornet de Récit. The second

voice, on the Tierce du Positif, is paired with the Tirst,

often duplicating it in parallel thirds or sixths. The
third verse, measures 50-73, is another example of Daquin's
virtuoso writing, seen in example 90, with rapid scale pas-
Example 90. Daquin, Noé&l VII,
"Chrétien qui suivez 1'Eglise," m. 51-52.
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sages found in the accompanying tenor voice during the first

half of the variation. The second half of the variation

30 Grimes, "Noels of Daquin," p. 26.
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closes with a Trio texture similar to that of the second
verse. It is surprising that Harvey Grace, in his book

French Organ Music, uses this noel as an example of Daquin's

poor writing, saying, "in his anxiety to make his music
suitable for divers instruments, he frequently spoils it
from an organ point of view."31 However, these toccata-
like flourishes are typical of ground-bass variation tech-
niques, helping to provide variety and progression in a form
based on a static harmonic and melodic framework. Daquin's
use of these techniques shows his knowledge of musical
styles; Grace's criticism is undeserved.

The third noel in this category is number XI: En Récit

Taille, sur la Tierce du Positif avec la Pédalle de Fllte

en
et en Duo. Of interest are the words en taille, because
once again the pitch of the left-hand melody is too hign to
be a true tenor part. Grimes says the text of this noel is
. a paraphrase of a secular love song, '"Une jeune fillette de
noble coeur." His translation of the religious version,
"Une jeune Pucelle," is:

Maria was a maiden of noble worth,

Who worshipped God, Creator of all the earth;

Lo, Gabriel descended in his glory

And told to her the story 32
Of Christ the Savior's birth.

31 Harvey, Grace, French Organ Music, Past and Present
(New York: H.W. Grey, cl1919) p. 37.
32 Grimes, '"Noels of Daquin," p. 26.
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The melody is that of a popular tune, found throughout Eu-
rope. It appeared in Germany as early as 1550, under the
titles "Einmal ging ich spazieren" and "Von Gott will ich
nicht lassen." Frescobaldi used the tune in his Partita
sopra Monicha from his Toccate E Partite, Primo Libro,

1615.33 Lebégue's noel setting of this tune bears the title

"Une Vierge Pucelle."
The simplified ground bass of this noel is given in ex-

ample 91. Its descending line resembles that of the previ-

ous noel.

Example 91. Daquin, Noél XI, 34
"Une jeune Pucelle," ground bass.
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Example 92 shows the simplified melodic structure. 1In
many ways it is so similar to the ‘structure of that of
"Chrétien qui suivez 1'Eglise" that it seems to be an ex-—

panded form of that melody.

33 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschler (Bloomington:
Indiana University Press, cl967, 1972), pp. 463, 804: n49.
34 Conrad Grimes, "The Noels of Louis-Claude Daquln " The
Diapason, December 1968 p. 26.
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Example 92. Daquin, Noél XI,

"Une jeune Pucelle,'" melodic sf?ucture.ss
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This noel with six verses is to be played "Lentement et
tendrement" (slowly and tenderly). Grimes describes each
verse of the text though the settings are not entirely pic-
torial. The first verse, measures 1-25, a description of
Gabriel's announcement to Mary, has the melody on the Tierce
du Positif, with a soft two-part accompaniment for the right
hand, in addition to the ground bass. In verse 2, measures
26-49, Mary asks Gabriel to explain how she can be the Moth-
er of God, in an ornamented variation of the melody, still
on the Tierce. Verse 3, measures 50-73, is a Duo between

the melody on the Récit Cornet and the imitative accompan-

iment on the Tierce. The Duo extends into verse 4, meas-
ures 74-97, with both parts ornamented in stepwise eighth
notes as Gabriel continues the reassurances he began in
verse 3. The Duo goes into triplet motion in verse 5, meas-

ures 98-121, as Mary ponders Gabriel's message.36 In verse

35 Conrad Grimes, "The Noels of Louis-Claude Daguin," The
Diapason, December 1968, p. 26.
36. 1Ibid.
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6, measures 122-146, the ground bass returns as the melody
is once again heard on the Tierce with the soft accompa-
niment of the first verses. This final verse is notable
in that it contains elements of all the other variation
treatments found in this noel: simple statement, florid or-
namentation, and eighth-note and triplet motion. Grimes de-
scribes the extended cadence, shown in example 93, as the

"most extreme chromaticism found in any of these noels."37

Example 93. Daquin, No&l XI,

"Une jeune Pucelle," m. 143-146.
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These three noels on ground basses are interesting in
the similarities of their treatments. All are in D minor,
all begin with a left hand melody that lies within the same
range as the accompaniment and weaves in and out through it,
and all are set in Eégig style and are to be played "ten-
derly." The melodies all begin with an anacrusis, and are

all heard on the Tierce du Positif. The similarities in

37 Grimes, '"Noels of Daquin," p. 26.
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the ground basses and melodic structures have already been
noted.

The last group of noels, those that are strictly mu-
sical variations, is the largest, including the fourth,
fifth, eighth, ninth, tenth, and twelfth pieces in the set.
The fourth noel, "Nog&l, cette journée" (This day of cele-

bration) is En Duo, Sur les jeux d'anches, Sans Tremblant.

In G Major, it contains seven verses, several of which are
Duos. The third and seventh verses contain alternating sec-
tions on the Grand jeu and the Positif. Of interest is the
meter which changes from 2/2 to 3/2 to 2/2 at the beginning
and end of each variation.

Noél V, "Je me suis levé" (I have arisen, or, I awoke),

tells the story of a little shepherd boy and his friend and
their journey to Bethlehem where they see the Baby Jesus and

38 Containing seven verses, it is the

take him their gifts.
only noel Daquin has set completely en duo, possibly sym-
bolizing the two boys. It exhibits a rhythmic crescendo
beginning with a quarter-note statement and progressing
through eighth notes, triplets, and sixteenth notes in suc-
cessive variations. The D minor melody is always in the up-
per voice.

Daquin himself titled Noé€l VIII '"Noél Etranger" (For-

eign Noel). The tune seems not to abpear in earlier

38 Grimes, '"Noels of Daquin," p. 26.



114
sources39 and has not been set by any other noel composers.
Grimes speculates that Daquin wrote the melody himself.40

In a lively 6/8 in G Major, it has both Duo variations and

Echo sections between the Grand jeu and the Positif.

Noél IX Sur les Flutes is in D Major and actually con-
tains two tunes. The first, "Noél pour 1'amour de Marie"
(Sing we noel in adoration41), is to be played very tenderly
with the right-hand accompaniment, also in treble, on the
Positif. The second melody, entering in measure 77, a con-
trast to the first, is "Chantons jé vous prie" (Let us sing,
I beg of you). Also in D Major, it is marked 'gaiment"

(gaily) and is to be played on the Grand Orgue and the Pos-

itif. It would seem to require a brighter registration than
that of the previous section. At the close of the second
section there is a return to the first melody.

Noél X, Grand Jeu et Duo, is a six-verse setting of

"Quand Dieu naquit a4 Noel" (When God was born at Christmas).
Grimes says it is one of the most famous noels in Frangois

Colletet's 1665 collection, Noéls nouveaux et cantiques

spirituels.42 The text contains a repetitious tongue-

twister, "Et n'o, n'o, n'o, n'o,/ Et n'offrit, frit, frit,/

Et n'o, n'o, et n'offrit,”43 virtually untranslatable, cor-

39 Grimes, '""Noels of Daquin," p. 26.
40 Ibid., p. 27.

41 Ibid.

42 Ibid.

43 1Ibid.
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responding to measures 10-15 of the first verse, shown in

example 94. Grimes states that Colletet modelled his poem

Example S4. Daquln Noel X,
"Quand Dieu naquit 3 Noé1," m. 10-13
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on the popular drinking song '""Quand la Mer Rouge apparut,"
which also contains the tongue-twister, and that he directed
his words to be sung to the tune of the drinking song.44
The tune, with some slight variations, can also be found as
a Span.sh villancico. Called "El Desembre Congelat," it too
contains the tongue—twister.45 Daquin's delightful G Major
setting of this tune is very lively, alternating contra-
puntal Duo sections with chordal sections on the Grand jeu.
The final chordal section creates a double echo effect on

the tongue-twister by alternating the Grand jeu, the Récig

Cornet, and the Cornet d'echo, seen in example 95.

44 Grimes, "'Noels of Daquin," p. 27.
45 Norberto Guinaldo, Five Spanish Carols for Organ (St.
Louis: Concordia Publishing House, c1968), p. 12.
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Example 95. Daquin, No&l X,
"Quand Dieu naquit i Noel,'" m. 170-173.
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The final noel in the collection, another Grand Jeu et

Duo, is called "Noé&l Suisse," indicating that it came from
Switzerland. The text used with it is that of "O Dieu de

clémence"46 (O God of mercy). 1In A minor, it is marked

"pessament" (heavily) and is full of dotted rhythms in both
the Duo and chordal sections.

Daquin, always a popular performer, continued to draw
large crowds until the end of his 1life. Rameau said of him

""ne has always saved for the organ the charm and the maj-

esty which belong to it."47 Thomas Brown says "Louis Daquin
is the last significant voice of the French Baroque, an age
which had moved far away from its earlier traditions of 1i-
turgical polyphonic organ music.”48 Daquin died on July 15,

1772, and was buried in the church of Saint-Paul.

46 Grimes, '"Noels of Daquin," p. 27.

47 Guenther, "Composers of French Noel Variations," The
Diapason, January 1974, p. 4.



CHAPTER VIII
MICHEL CORRETTE

Michel Corrette, born in 1709 at Rouen, was the son of
Gaspard Corrette, composer and organist at Saint-Herbland in
Rouen. Michel became organist at Sainte-Marie-Madeleine in
Paris in 1726, and acquired the same position at the Grand
Priory of France in 1737. 1In 1750 he became organist at the
Jesuit College church, later known as Saint-Paul-Saint-Louis;
in 1759 he was designated organist to the Prince of Condé,
and in 1780 was appointed to the same position for the Duke
of Angoul@€me.

Corrette was a prolific composer as well as a writer of
method books for various instruments, including harpsichord,
violoncello, violin, flute, harp, guitar, hurdy-gurdy, and
mandolin. Gwilym Beechey says '"the great number and variety
of Corrette's compositions make him a sort of French Tele-
mann.”1 Guenther relates an amusing anecdote concerning
Corrette's school of music, at which, apparently, his stu-

dents made little progress, causing other Parisian musicians

1 Michel Corrette, Premier Livre d'Orgue and Nouveau Li-
vre de Nogéls, ed. by Gwilym Beechey in Recent Researches in
the Music of the Baroque Era, Vol. XVIII (Madison, Wiscon-
sin: A-R Editions, ¢1974), Preface, p. vii.
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to dub the students "les anachorétes," literally "the her-
mits," but also a French pun: 'les ‘Anes a Corrette," '"the
blockheads of Corrette."2
Corrette wrote five volumes of organ music, which Bee-
chey says ''considerably outweigh the individual legacies of

most of his Parisian colleagues."3 The Premier Livre

d'Orgue, his Opus 16, was published in 1737, but the remain-
ing four volumes were published without dates. While Eugene

Borrel, in Die Musik in Geschichte und Gegenwart, gives the

dates for the Deuxieéme Livre d'Orgue and Troisidme Livre

d'Orgue as 1750 and 1756, respectively, and the Nouveau

Livre de Noéls avec un Carillon, Pour le Clavecin ou L'Orgue

as 1753,4 Beechey thinks that the ‘'second" and "third" organ
books both were published before 1755, and that the Noels
date from much earlier, the.late 1730's or early 1740's. He
bases his assumption concerning the Noéls on the composer's
Preface to them, which Beechey says "fefers pointedly and
exclusively to music in the first organ book; from the com-
posers remarks, one may infer that the Noéls were Corrette's

second publication for organ.”5 Beechey states that Cor-

2 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, Jan-
uvary 1974, p. 3.

3 Corrette, Premier Livre d'Orgue and Nouveau Livre de
Noéis, p. vii. T

4 Eugene Borrel, "Corrette, Michel," Die Musik in Ge-
schichte und Gegenwart, ed. by Friedrich Blume (Basel:
Barenreiter, 1952), II, 1692.

5 Corrette, Premier Livre d'Orgue and Nouveau Livre de
Noéls, p. vii.
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rette's last volume for organ, XII Offertoires pour orgue,

was published in 1766.6

In the Preface to his Premier Livre d'Orgue, Corrette

gives detailed registration instructions for some of the
pieces in the volume, but does not distribute the instruc-
tions throughout the pieces themselves. He also includes

a br&ef table defining his tempo markings, which range from

"very slow" (Adagio--trés lentement) to "fast" (Presto--avec

rapidité). The significant point here is that neither Alle-
gro nor Vivace are regarded as fast tempi, Allegro being de-
scribed as "légérement, mais d'un mouvement Mod&ré" (lightly,
but with a moderate motion), and Vivace as "avec vivacité
mais plus modéré que 1'Allegro" (with sprightliness, but

7

more moderate than Allegro).

Corrette's Avertissement (Forward) to the Nouveau Livre

de Noéls, printed in full in Beechey's edition of the Noéls,
explains that these pieces for harpsichord or organ may also
be played by violins, flutes, violas, and violoncellos, or

"the same group of instruments may also be combined with the

6 Corrette, Premier Livre d'Orgue 3gnd Nouveau Livre de
Noéls, p. vii. MGG, II, 1692-93, gives the date for the XII
Offertoires as 1764, and also lists an even later organ book
Pieces pour 1l'orgue dans un genre nouveau a 1'usage des
dames religieuses, 1787.

7 Corrette, Premier Livre d'Orgue and Nouveau Livre de
No€éls, p. viii.
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organ, in the manner of Mr. Handel,”8 Corrette also states
that, since his previous Noéls in concerto form for flute,
violin, musette, viole, and basso continuo (circa 1733) met
with such approval, he hopes the present volume will meet
with similar success. He explains that such words as '"Grand
jeu," "Positif," "Cornet," etc., refer to the choice of or-
gan stops and have nothing to do with harpsichord, and adds
that he indicates fingering in the most difficult passages.9

Corrette's Noéls are grouped by key in four suites, the
first in D minor, the second in G Major, the third in A mi-
nor, and the fourth in C Major. While the first three
suites each contain four noels, the fourth suite includes
seven compositions, the sixth of which is made up of four
short noel settings. All of the pieces in this noel collec-
tion show a much greater leaning toward harpsichord style
than is evident in earlier collections; indeed, the composi-
tional style seems to be more Classical than Baroque, more
like Haydn than Couperin, leading one to suspect that the
later assumed date of publication, 1753, is more correct
than the earlier date in the late 1730's. Even Daquin's

Nouveau Livre de Noéls, written in approximately 1757,10

gives the appearance of an earlier style than Corrette's.

8 Corrette, Premier Livre d'Orgue and Nouveau Livre de
No€ls, p. viii.

9 Ibid. -

10 Guenther, "Composers of French Noel Variations,"
p. 4: no9l.
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The first composition in the collection is an eight-
verse setting of "A la venue de No2l," five verses of which
are en duo, typical of Corrette's style. While no registra-
tion indications are written in the composition, with the

exception of Grand jeu, Corrette's Preface to his Premier

Livre d'Orgue of 1737 gives three possible Duo registra-
tions.11 Likewise, many other organ composers of the French
Classical era had written registration instructions which by
this time had become so standardized that all organists knew
the appropriate combinations of stops for a Duo or a Trio.
The first verse, a simple two-voice statement of the eight-
measure melody, is followed by another Duo, now with the
melody slightly ornamented by dotted rhythms, heard over a h
bass part almost identical to that of the first verse. The
third verse, on the Grand jeu, contains two and three-voice
chords for the right hand, accompanied by a continuous line
0f dotted rhythms in the left hand. The fourth and fifth
verses are again both Duos, with the carol tune embroidered
by sixtgenth—note figuration in the fourth verse over an un-
complicated bass, while the melody is simply stated in the
soprano of the fifth verse, accompanied by an Alberti bass

figure in the left hand. The sixth verse, also a Duo,

changes from the alla breve meter to a lilting 12/8, and the

11 Fenner Douglass, The Language of the Classical French
Organ (New Haven: Yale University Press, ¢1969), p. 200.
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noel is heard amid triplet figures. The seventh verse is a
Trio in which the melody begins in the soprano, quickly

shifts to the alto, as shown in example 96, and returns to

Example 96. Corrette,
"A la venue de Noél," m. 52-54.
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the soprano, seen in example 97. The final verse, another

Example 97. Corrette,
""A la venue de Noél," m. 56-58,
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Grand jeu setting, exhibits several different variation
techniques. Example 98 shows the noel tune appearing as the
lower note in Alberti bass-like figuration in the soprano, a
technique first seen in Pierre and Jean—Frangois Dandrieu's

noels. Corrette's use of octave passages, unseen in the
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Example 98. Corrette,
"A la venue de Noél," m. 60-61.
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noels of earlier composers, and shown in example 99, seems

Example 99. Corrette,
"A la venue de Nog&l," m. 62-63.
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to support the later publication date assigned to this col-
lection by Borrel in the MGG. 1In this verse, extended by
repetition of phrases or of partial phrases, melodic treat-
ment varies rapidly, often within a phrase, rather than
maintaining a consistent style throughout one variation, a
further indication of a departure from the earlier type of
writing. Example 100 shows the melody emerging from a six-
teenth-note passage into block chords, all within a single
phrase. Example 101 shows the tune suddenly hidden in the

alto voice of a chordal measure, after which it returns to
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Example 100. Corrette,
"A la venue de Noél," m. 66-67.
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Example 101. Corrette,
“"A la venue de Noel," m. 73-74.
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the soprano. The composition closes with a four-measure co-
detta based on a descending D-minor arpeggiated figure, seen
in example 102, reminiscent of the opening of Johann Pachel-

Example 102. Corrette,
A la venue de Noé&l," meas. 78.
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bel's E-minor "Toccata," shown in example 103.
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Example 103. Pachelbel,

"Toccata in E Minor," m. 1.12
Allegro
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Corrette's third noel, a four-verse setting of '"Une
jeune pucelle," is indicated for the Grand jeu, which seems
unduly sturdy for this gentle tune. After a straightforward
statement of the carol in the first verse, the second verse
begins as a Duo with the soprano melody ornamented by eighth
notes. However, Corrette's octaves begin to steal into the
accompanying part, as seen in example 104, and a chordal ac-
companiment takes over for four measures, with the octaves
returning for the final four measures of the verse. The
third verse embellishes the melody with triplets in the so-

prano for four measures, moves the tune to the alto while

the triplets float above it, and returns the melody to the

12 Treasury of Early Organ Music, ed. by E. Power Biggs

(Bryn Mawr, Pa.: Theodore Presser, sole representative for
Mercury Music Corporation, ¢l1947), p. 57. DPachelbel lived
from 1653 to 1706.
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Example 104. Corrette,
"Une jeune pucelle,"” m. 31-32.
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soprano, now an octave lower than at the beginning of the

verse, as shown in examples 105 and 106. In the second half

Example 105. Corrette,
"Une jeune pucelle,'" m. 47-48.
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Example 106. Corrette,
"Une Jjeune pucelle," m. 49-50.
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of the verse a chordal passage appears for two bars, the

ma2lody is embellished with triplets in the soprano, then in
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the alto, and returns to the soprano for the final cadence.
The fourth and final verse contains a myriad of variation
techniques, as well as some of Corrette's own fingering,

shown in example 107. (D signifies main droite, right hand,

and G, main gauche, left hand.) The melody appears in re-

Example 107. Corrette,
"Une jeune pucelle," m. 61-63.
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peated notes, scale passages, chords, soprano sixteenth-note
figuration, and bass sixteenth-note figuration before the
variation ends. All of these techniques within a single
verse again suggest a departure from the earlier composi-
tional techniques and indicate a changing musical style.

The final piece in Suite I, "Noel provengal,” is a
three-verse setting, entirely en duo, and all in the Tam-
bourin style with its tonic and dominant bass, as seen in
the chaéter on Pierre and Jean—Frangois Dandrieu.

The most exciting piece in Suite II is the second one,
"Bon Joseph écoute moy" (Good Joseph, listen to me), also
seen as '""Quand the Sauveur Jesus Christ'" (When the Savior

Jesus Christ) in Pierre Dandrieu's Noéls and "Quand Dieu
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naquit a No&l" (When God was born at Christmas) in the music
of Daquin and others. In many ways Corrette's setting is
similar to Daquin's; while the dates of both composers'
Noéls are approximate, Corrette's may have predated Daquin's
by four years, though since Daquin was the more famous of
the two and by all reports an honorable man, it seems un-
likely that he would copy another's work. Corrette's set-
ting contains six verses, as does Daquin's, both composers
beginning with the first two verses en duo. The similarity
continues with the third verses set on the Grand jeu, but
here Corrette's tendency to shift the melody among several
voices again exhibits itself, for the tune is first heard
in the bass, but moves to the alto after just two-and-one-
half measures. The second half of the verse is full of sur-
prises, for Corrette seems to place the melody in octaves
in the bass, only to introduce it in the soprano, creating
a moment of canon between the parts, after which the melody
shifts to the alto, all of which can be seen in example 108.

Example 108. Corrette,
"Bon Joseph &écoute moy," m. 34-38.
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Again, like Daquin's the fourth verse is a Duo in triplets,
but Corrette sets the fifth verse on the Grand jeu rather
than writing a variation in sixteenth notes, as found in
Daquin's setting. It is in both the fifth and sixth verses
that Corrette uses a change of octave for the '"tongue-twist-
er" part of the tune, shown in example 109, instead of Da-

Example 109, Corrette,
"Bon Joseph &coute moy," m. 71-73.
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quin's echoes. The sixth verse is in Dialogue form, with
the opening statement a Duo between the Positif and the

Récit Cornet, followed by the final eight bars on the Grand

jeu, in which the ncel tune shifts from bass octaves, to
alto, and soprano.
The third noel in Suite II is "Un jour Dieu se reso-

lut,” (One day God resolved), seen as an Offertoire in Jean-

Frangois Dandrieu's Noels. Corrette treats his two-verse

setting as a Récit de Trompette, one of only two in this

stylé'among the Noéls, the other being '"Michaut qui causoit
ce grand bruit" (Michaut, who caused this disturbance?) from
Suite IV. Both exhibit more imitative accompaniments than

are usually used by Corrette, harmonized to a great extent



with horn motion.

the bourgeois of Chastres)

"Tous les Bourgeois de Chastres,"

130

b4

(A1l

the final noel in Suite II, be-

gins with a four-bar imitative introduction on the Larigot

combination before the theme enters as a Basse de Trompette,

‘the only designation of this type in Corrette's Noéls.

The

Basse de Trompette is not maintained for even the entire

first verse, however, as the melody is given to the Petit

Cornet and accompanied on the Positif.

Example 110 shows

the melody embellished by eighth notes in the bass on the

Example 110,

Corrette,

"Tous les Bourgeois de Chastres," m. 25-27
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Grand jeu for verse 2, while example 111 exhibits the un-

usual octave treatment given the opening phrase of verse 3.

Example 111.

Corrette,

"Tous les Bourgeois de Chastres,'" m. 55-58,
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The most extensive noel setting in Suite III is the
final one, "No&l Suisse" (Swiss noel). Containing eight
verses, it displays numerous variation techniques, including
three verses en duo, one marked Grand jeu, and three others

in the same style that may be assumed to be Grands jeux.

Though the melodic treatment varies, the melody is confined
to the soprano in the first five verses; not until the sixth
verse, a chordal Trio, does the tune move to the bass where
it remains only briefly, as seen in example 112. 1In verse 7

Example 112. Corrette,
""Noél Suisse," m. 70-72.
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the theme is heard first in the alto, then in octaves in the
bass, and finally in the soprano as both the lower and then
the upper notes in sixteenth-note figuration. Example 113
shows the melody moving from the bass octaves turough the
soprano sixteenths. Verse 8 is the most unusual, for the
left hand part is entirely in octaves. In his Preface to

the Noéls, Corrette says of this variation, '"those who can-
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Example 113. Corrette,
""Noél Suisse, m. 88-95.
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not play so many consecutive octaves in the left hand may
play only the lower notes.”13 Example 114 shows the octaves
as well as the different types of melodic treatment, much in
the style of harpsichord writing and again indicating a la-

ter compositional date.

13 Corrette, Premier Livre d'Orgue and Nouveau Livre de
Nog€ls, p. viii.
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Example 114. Corrette,
'""Noél Suisse," m. 107-112.
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The final suite contains seven compositions, the sixth
of which is actually four noel tunes treated consecutively.
Noels 3 and 7 are both Musette settings, the only pieces in
the entire collection with any pedal parts. The tunes used
are '"Quoy ma voisine est tu [fach%.” (Why are you angry, my
neighbor?), also set as a Musette by J.-F. Dandrieu, and
"A Minuit fut fait un reveil" (There comes an awakening at
midnight), the second tune to this text, found as the for-
tieth noel setting of J.-F. Dandrieu. Both of Corrette's
settings are Trios with the upper two voices moving imi-
tatively over the static bass.

The fifth noel, "Ou s'envont ces gays Bergers,'" (Where

are these happy shepherds going?), is unusual because it is
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preceded by a nineteen-bar imitative prelude. Set on the
Grand jeu, it is harmonized for the most part in horn motion
and has a martial air. The noel itself has eight varia-
tions, the first of which is a Dialogue for Duo and Grand
jeu. The second verse is a Grand jeu setting, while the
third and fourth verses are both Duos, all with the carol
tune in the soprano, though embroidered by eighth notes on
the Cornet in the third.verse. The fifth verse, another
Grand jeu variation, sets the theme in the tenor, as shown
in example 115. The sixth verse is a Duo with groups of

< Example 115. Corrette,
"Ou s'envont ces gays Bergers," m. 71-72
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sixteenth notes alternating between voices, while the melody
remains in the upper voice. The seventh verse, a Grand jeu,
treats the melody first in triplet figuration in the soprano
and then as the upper note in chords for the right hand.
Example 116 shows the melody, momentarily in the alto, aund
then'returning to the soprano. The eighth verse is another
of Corrette's spectacular concluding variations, using a

good deal of ornamental figuration and several variation
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Example 116. Corrette,
"Ou s'envont ces gays Bergers," m. 99-101
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techniques. Example 117 shows the left hand broken octaves

Example 117. Corrette,
"Ou s'envont ces gays Bergers," m. 108-110.
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played over the right hand melody, while example 118 illus-
trates the theme treated as the second note of each trip-
let figure. 1In spite of all the flourishes, however, the
noel ends on a less bombastic note because each phrase is

followed by an echo.
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Example 118. Corrette,
"Ol s'envont ces gays Bergers," m. 116-117.
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The sixth noel setting, entitled Tambourins, treats one

verse of each of four noels, all en duo with the simple al-
ternating tonic and dominant tambourin bass. The first two
noels are titled, ”Sgavez vous mon cher voisin" (Do you know
me dear neighbor?) and "Joseph et la Vierge Marie" (Joseph
and the Virgin Mary). The third and fourth tunes, untitled,
have been set by other conposers and are both settings of
the text "Chantons je vous prie" (Let us sing, I beg you).
Noel 3 can be found as J.-F. Dandrieu's forty-fourth carol,
while Noel 4 appears in Daquin's ninth setting and J.-F.
Dandrieu's twenty-seventh. |

Corrette's sprightly noels, while in the tradition be-
gun by Gigault and firmly established by Leb&gue and subse-
quent writers, show a turning point in form and style. The
old contrapuntal techniques are largely abandoned, except
for occasional points of imitation, as the homophonic type

of accompanied melody begins to emerge. Study of Corrette's
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Premier Livre d'Orgue of 1737 shows this change dramatical-

ly, for it is still in the older polyphonic style, again

Justifying the later date given to the Nouveau Livre de

Noéls.,
After a lifetime that spanned nearly an entire century,

Michel Corrette died in Paris in 1795.



CHAPTER IX
JEAN-JACQUES BEAUVARLET-CHARPENTIER

Little more than the bare facts are known about the
life of Jean-Jacques Beauvarlef—Charpentier. Born June 28,
1734, at Abbeville, he was the son of Jean-Baptiste Beauvar-
let, a dyer, and his wife, Marie-Jeanne Elizabeth Demonchy.1
There seems to be no record of the acquisition of the name
"Charpentier,'" for he was not related to Marc-Antoine Char-
pentier, but he published under that name, and, according
to Guenther, was also known as '"Beauvarlet-Charpentier
pére,”2 no doubt to distinguish him from his son Jacques-
Marie, also an organist.

Jean-Jacques was organist at Saint-Paul in Lyoh, then
moved to Paris in 1771 to assume the same positicn at Saint-
Victor. 1In 1772 he won the contest for the organist's post
at Saint-Paul in Paris, left vacant by the death of Daquin;
in 1777 he became organist at the Chapel of Saint-Eloi des
Orfevres, and in 1783 was named one of the four organists
at Notre-Dame, which position he shared with Armand-Louis

Couperin (the grandson of Frangois "le Grand"), Claude Bal-

1 Eileen Morris Guenther, "Composers of French Noel Var-
iations in the 17th and 18th Centuries,'" The Diapason, Feb-
ruary 1974, p. 5.

2 Ibid.
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bastre, and Nicolas Séjan. All sources seem to agree that
Beauvarlet-Charpentier was one of the cleverest and most
talented organists of his time; it is known that he appeared

as organist at the Concert Spirituel at least once, May 9,
3

1771.

Beauvarlet-Charpentier's works for organ consist of Six

Fugues pour Orgue (Opus I and VI), Trois Magnificats (Opus

VII), Journal d'Orgue g 1'usage des paroisses et communautés

religieuses, and Douze Noéls variés pour l'orgue, avec un

Carillon des Morts (Opus XIII). Norbert Dufourcq describes

the Fugues as '"pretentious and of a disconcerting medioc-

rity," and says the Magnificats are scarcely any better.4

Beauvarlet-Charpentier's works for other instruments include
several sets of variations on popular tunes for piano or
harpsichord (Opus V,IX, XI, XII) and twc sets of variations

for two pianos (Opus XX and XXI), plus Deux Concertos for

piano, (Opus X), and sonatas for violin and piano.

The Douze Ncéls, published in 1773—1775,5 exhibit fea-

tures not seen in previous noel collections: the style is

more pianistic, with increased use of consecutive chords and

3 Guenther, "Composers of French Noel Variations,”" p. 5
and nl30.

4 Norbert Dufourcq, La Musique d'Orgue Francaise de Je-
han Titelouze a Jehan Alain, Seconde Edition Revue et Aug-
mentee (Paris: Librairie Floury, 1949), p. 102.

S5 Guenther, '"Composers of French Noel Variations," p. 5.
Peter Williams, in The European Organ, 1450-1850 (Blooming-
ton: Indiana University Press, c¢l966), p. 186, puts the
date at circa 1785.
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octaves; the writing is more chromatic; changes of harmoni-
zation are used as a variation techhique; and written-out
cadenzas, in the style of those found in Classical concerti,
appear in some of the noels.

Beauvarlet-Charpentier has arranged the noel variations
by key, with the first seven in C Major or C minor, the
eighth and ninth in D minor, tenth and eleventh in A Major,
and the final one in F minor. The number of verses per noel
ranges from two to nine, with four noels having six verses
each, two having five verses, and one each with two, three,
seven, and nine verses respectively. lThe third composition
is a Tambourin setting of four different noels, and the
fifth piece embellishes each half of the verse immediately
following its simple statement.

Beauvarlet-Charpentier's first noel variation, "Laissez
paftre vos b@tes" (Let your animals graze), contains three
verses, the first two en duo with the exception of two
chords at two cadence points in the first verse. The second
verse concludes with a cadenza, seen in example 119, that leads
into the repeated portion of the verse. The final verse,

for the Grand Choeur, is extended by echo sections on the

Positif and Echo manuals.
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Example 119, Beauvarlet-Charpentier,
"Laissez paTtre vos b8tes," m. 47-48.

Moof

Copyright 1977 by Concordia Publishing House
Used by permission.
The second noel variation, while without a title, is a
five-verse setting of "Chantons je vous prie" (Let us sing,
I beg you), the same tune found in Daquin's ninth noel. The

first verse, a Dialogue between the Grand Choeur and the Po-

sitif, contains the first instance of an augmented sixth
chord seen in any of the noels thus far. Shown in example
120, it is the result of chromatically altered passing

Example 120, Beauvarlet-Charpentier,
"Chantons je vous prie," m. 19-24.

Copyright 1977 by Concordia Publishing House
Used by permission.

tones, but is quite an innovation in these harmonically

simple tunes. The second and third verses are both Duos,
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with the accompaniment to the third verse made up almost
entirely of sixteenth-note broken octaves. The fifth and

final verse is a lively Grand Choeur with the melody in

eighth notes in the soprano over an alternating sixteenth-
note pattern in the alto, accompanied by several different
bass figures. Example 121 illustrates the melodic éreat—
ment used in this verse, while example 122 shows a portion

Example 121, Beauvarlet-Charpentier,
"Chantons je vous prie," m. 90-94,
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of the eight-measure Codetta with its octaves and chords, a

Example 122. Beauvarlet-Charpentier,
"Chantons je vous prie," m. 106-112.
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passage that looks more than a little pianistic.
The fourth noel is a six-verse setting of "Ah! ma vois-

ine @tes-vous flchée?" (Ah! my neighbor, are you angry?),
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also seen as '"Quoy ma voisin[é]es[t] tu [fﬁché]" (Why are
you angry, my neighbor?) in the works of Jean-Frangois Dan-
drieu and Corrette. With the exception of octave doublings
at three cadence points, the first four verses are en duo.
The melody is stated simply in the first verse and embel-
lished with triplets in the second verse and with sixteenths
in the fourth verse, but the treatment in the third verse
is considerably different from that of previous composers,
for the tune is hidden in eighth-note leaps and in synco-
pation, as shown in example 123. The fifth verse is a com-
Example 123. Beauvarlet-Charpentier,
"Ah! ma voisine," m. 37-42.
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bination of two-and three-voice writing, '"pour les petites
fllites" (for the little [%ofq flutes), and is to be played
staccato. ZExample 124, from the second part of the verse,
also shows Beauvarlet-Charpentier's use of chromatic altera-
tions in this very Classic-sounding variation. The final
verse ornaments the melody with sextuplet sixteenths, a

technique employed three times in the Douze Noéls, and ends

with an elaborate cadenza. Example 125 illustrates the six-

teenth-note pattern as well as the cadenza, introduced by
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Example 124. Beauvarlet—Charﬁentier,
"Ah! ma voisine," m. 79-81.

Copyright 1977 by Concordia Publishing House.
Used by permission.

the customary second inversion of the tonic chord, and

played over a pedal point G.

Example 125, Beauvarlet-Charpentier,
"Ah! ma voisine," m. 106-110.
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Beauvarlet-Charpentier has labeled his sixth piece

Noé€l dans le Gofit de la Symphonie Concertante (Noel in the

style of the Symphony Concertante), the tune of which is
"Ou s'en vont ces gais bergers?" (Where are these happy
shepherds going?). Example 126 shows the entire first verse,

a Dialogue between the Positif and the Grand Choeur, as a

Example 126. Beauvarlet-Charpentier,
"OU s'en vont ces gais bergers?'" m. 1-16.
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reference for comparing changes of harmonization in subse-
quent variations. The second verse, a Duo, embellishes the

melody with triplet figuration in a Dialogue between the
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Récig Cornet and the Positif Cromorne.6 In the third verse

the triplets move to the bass, accompanying the quarter-
note soprano melody, harmonized largely in thirds. Example
127 illustrates the chromatic alterations in the bass line
of the second half of the third verse. The melody of the

Example 127. Beauvarlet- -Charpentier,
"Ol s'en vont ces gais bergers?” m. 44-48,
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fourth verse, a Dialogue for Positif and Echo, is harmonized
in thirds and embellished by chromatic neighboring tones, as
seen in example 128. The opening phrase of the fifth verse

Example 128. Beauvarlet- ~Charpentier,
"OU s'en vont ces gais bergers?" m. 48-50.
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6 The suggested registrations are given by the editor,
Richard Peek, in accordance with information found in
eighteenth- century French treatises.



147
is shown in example 129, illustrating the changes of harmon-
ization used by Beauvarlet-Charpentier in this Dialogue be-

tween Positif and Grand Choeur. Though the verse begins in

A minor, the tonality returns to C Major for the final ca-

dence. The sixth verse exhibits several variation tech-

Example 129. Beauvarlet-Charpentier,
"Ol s'en vont ces gais bergers?" m. 64-68.
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niques for the soprano melody, including sixteenth-note
figuration, quarter notes embellished by suspensions at the
interval of a second, and a leaping eighth note figure or-

namented by trills, shown in example 130. The seventh verse

gxample 130. Beauvarlet-Charpentier,
"Ou s'en vont ces gais bergers?' m. 92-93.

Copyright 1977 by Concordia Publishing House,
Used by permission.

begins with two voices and gradually expands to three and
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finally four, with the melody beginning in the soprano for
the first phrase, and dropping an octave and shifting to
the alto in the second phrase where it drops still another
octave, although remaining in the second voice for the du-
ration of the phrase. This is the first instance of mel-
odic shift, a technique popular with Corrette, that has been
seen in Beauvarlet-Charpentier's No€ls. The accompaniment
is filled with chromatic alterations, illustrated in exam-
ples 131 and 132, giving the verse a pensive flavor, and

Example 131. Beauvarlet-Charpentier,
'Ol s'en vont ces gais bergers?'" m. 96-98.
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Example 132. Beauvarlet-Charventier,
"Ou s'en vont ces gais bergers?" m. 104 107.

Copyright 1977 by Concordia Publishing House.
Used by permission.

there is a designated pedal part in the last phrase, the

only one in Beauvarlet-Charpentier's Noéls, with the excep-
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tion of the drone in the Tambourin settings in Noél III.
The eighth verse has a dance-like guality due to the addi-
tion of repeated eighth notes on the odd beats at the be-
ginning of the verse, and the interjection of sixteenth-
note passages, shown in example 133. The variation is

_ \Example 133. Beauvarlet-Charpentier,
"Ou s'en vont ces gais bergers?'" m. 112-114,

Copyright 1977 by Concordia Publishing House.
Used by permission.

treated as a Dialogue for.the Positif and the Echo, with the
alternations between the divisions coming sometimes by
phrase and sometimes by beat. The final verse makes use
of syncopation alternately in the melody and the accémpa—
niment, as well as changes of harmony throughout the verse,
beginning in D minor, and touching on A minor before con-

cluding with repeated C Major chords. The entire verse, a

three-way Dialogue for Grand Choeur, Récit Cornet, and Posi-

tif, is shown here in example 134.
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\Example 134. Beauvarlet-Charpentier,
"Ou s'en vont ces gais bergers?'" m. 124-139.
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The seventh composition, a Noel for the Elevation on

the tune "Or dites-nous Marie" (Now tell us, gentle Mary),
exhibits some of Beauvarlet-Charpentier's most pianistic
writing in his Noéls, particularly in the first verse with
its alternating octaves and chords in the left hand, as

shown in example 135.
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Example 135. Beauvarlet-Charpentier,
"Or dites-nous Marie," m. 1-4,

Affectuoso, peco lento

Nazard % | \
e e
O— 45— r — ya - t "

e ¢ v % H . N ' | I\./l
, , |
T R

A
r

I'd
L d

:
i

(- 108

1
 E—

¥

allHlL.

=2
Copyright 1977 by Concordia Publishing House.

Used by permission.

The composer's tenth noel setting is "Grand [@uandé]
Jesus naquit & Noel." Several different variation tech-
niques are employed in the six verses, including echo ef-
fects, chromatic passing tones, and changes of harmony, plus
the customary triplet and sixteenth-note figuration. 1In the
last phrase of the final verse the composer makes use of the

German augmented sixth chord, the second appearance of an

augmented sixth chord in the Douze No&ls, seen in example

136.
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Example 136. Beauvarlet ~Charpentier,
"Grand Jesus naquit & Noel," m. 108- 112.
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The eleventh piece is a No&l en Grand Choeur on "Votre

bonté grand Dieu" (Your grace, great Lord), the only other
setting of which is found in the noels of Claude Balbastre.
The third verse again contains an augmented sixth chord,

this time in its Italian version, while the fourth verse, a

Dialogue on the Récit Cornet and Echo Flutes 8' and 2',7

uses very rapid manual changes, shown in example 137.

Example 137. Beauvarlet- -Charpentier,
"Votre bonté grand Dieu," m. 86-91.
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The final noel is "Il est un petit ange" (He is a 1lit-
tle angel), another set of words for the "Noé&l Suisse" seen

in most collections. The first verse of this F minor set-

7 Registration based on editor's suggestions.
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ting, marked "Fiérement" (Proudly), is en fugue, with the
noel tune serving as a countersubject for two of the three
entrances of the subject. The noel tune itself shifts fre-
quently between the soprano and alto voices, an unusual fea-
ture in Beauvarlet-Charpentier's ﬁgélg. In the first part
of the fourth variation the melody is surrounded by six-
teenth notes and trills, as seen in example 138. 1In the

Example 138. Beauvarlet-Charpentier,
"Noél Suisse," m. 93-96.

Copyright 1977 by Concordia Publishing House.
Used by permission.
second part of the verse, the tune is hidden in sixteenth
notes, but returns to the original figure, now an octave
higher, for the closing phrases. The seventh and final

verse, a Dialogue for Grand Choeur and Positif, is full of

chromaticism in the accompanying lines, even containing
G-flats which function not as Neapolitans, but as the sub-
dominant of the submediant (D-flat Major), en route to the
relative major (A-flat), again showing the use of harmonic
changes as a variation technique.

Beauvarlet-Charpentier's Douze Noéls have been seen to

exhibit several new variation techniques, including chro-

maticism, harmonic change, syncopation, and different types
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of ornamental figuration. At the same time, the old styles

of writing, such as Basse de Trompétte, Récit de tierce en

taille, and Récit de Cromorne are no longer in use. The
melody remains for the most part in the upper voice, even
when nearly obscured by figuration. Beauvarlet-Charpen-

tier's Douze Noéls are full of Classical elegance and grace,

clearly belonging'%o the period of Mozart and Haydn, though
part of the legacy of the early '"noélistes."

Jean-Jacques Beauvarlet-Charpentier died in Paris on
May 6, 1794, after being deprived of his work at Saint-

Paul and Saint-Victor because of the Revolution (1789).



CHAPTER X
CLAUDE BALBASTRE

Claude-Bénigne Balbastre, born in Dijon on January 22,
1727, was the son of Bé&nigne Balbastre, an organist in Di-
jon who replaced Jean Rameau, the father of Jean-Phillipe
Rameau, at the Founders Church Saint-Etienne. Claude Bal-
bastre studied in Dijon with his father and also with Claude
Rameau, the younger brother of Jean-Phillipe. 1In 1743 he
succeeded Claude Rameau at the Founders Church, also known
as the Cathedral of Dijon, apparently remaining in that po-
sition until he left for Paris in 1750, where he studied
with Jean-Phillipe Rameau.

In March 1755, at the Concert Spirituel, he played his

own concerto for organ and orchestra, Paris' first exposure
to this form. Its success was immediate, and he subsequent-
ly wrote thirteen more, but none of the fourteen survive to-

day.1 He was appointed to the staff of the Concerts Spirit-

uel, was named organist at Saint-Roch (also Saint-Rocque)
in 1756, and became one of the four organists at the Cathe-

dral of Notre-Dame in 1760, serving with Armand-Louis Cou-

1 Eileen Morris Guenther, "CompoSers of French Noel Var-
iations in the 17th and 18th Centuries," The Diapason, Feb-
ruary 1974, p. 4.
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perin, Louis-Claude Daquin, and Nicolas Séjan.

As Balbastre's fame as an organ virtuoso continued to
grow, huge crowds thronged to hear his noel variations at
the Christmas Eve Midnight Bass at Saint-Roch. These crowds
became so unruly that in 1762 the Archbishop of Paris pro-
hibited him from playing for Midnight Mass, and Balbastre
and his noels found their welcome in the salons.

Balbastre became the teacher of "Monsieur" (the brother
of Louis XVI), and of Marie Antoinette, accepted the posi-
tion as organist at the Bernardine Abbey of Panthémont, and
was chosen as one of the four organists at Versaille. The
celebrated music historian, Charles Burney, visited Balbas-
tre in Paris, and found him a charming and gracious host,
as well as a talented musician. Burney reported that Bal-
bastre had in his home both a beautifully painted harpsi-
chord bearing a portrait of Rameau, and a large organ. Bur-
ney alsc was impressed with the organ, built by Cliquot, at
Saint-Roch, describing it as "immense," "having four sets
of keys, and pedal," and '"'mot more than twenty years old.”2

In addition to being an organist and composer, Balbas-
tre was also a judge of new and restored organs, and served
as a consultant for the construction of new instruments and

the rebuilding of existing ones.

2 Charles Burney, The Present State of Music in France
and Italy, A facsimile of the 1773 London Edition (New York:
Broude Bros, 1969), pp. 37-39.
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Balbastre's works for keyboard include Piéces de Clav-

ecin avec deux Fugues pour 1'Orgue (1748), Piéces de Clave-

cin (1759), Sonates en quatour (for hafpsichord, two violins

or two horns, and bass), and the Recueil de noels formant

quatre suittes avec des variations pour le clavecin et le

<
[y

forte-piano,” dated approximately 1770.%* " 1t is particu-

larly interesting that no book of noels exists expressly for
the organ, though clavecin music of the period was generally
considered to be interchangeable with organ music. Most
scholars agree that the noels found in Balbastre's published
collection were the same ones he performed at Saint-Roch.

As indicated by the title of his collection, Balbas-
tre's noels are in the suite form favored by writers for
harpsichord. The suites,_each containing six noels, are
classified by key, the first in D, the second in A, the
third and fourth in G and C respectively. The noels are
often arranged to contrast in mode and siyle, while many of
the tunes used are less familiar Burgundian noels from Bal-
bastre's native area of France.

The first suite opens with a graceful 16-measure Pre-
lude in D Major, an unusual feature in the noel collections,

for it is an independent composition not based on a pre-ex-

3 Guenther, "Composers of French Noel Variations," p. 4.

4 Claude Balbastre, Livre de Noéls, ed. by Gaston Li-
taize and Jean Bonfils, in L'Organiste Liturgique, Vol. 48
(Paris: Editions musicales de la Schola Cantorum, cl1955)
Preface.
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isting melody. Balbastre's firsf noel setting is the cus-
tomary "A la Venue de Noél" (At the coming of Christmas),
in which he follows the traditional prbcedure of employing
ever more rapid note values, a pattern he does not follow
as religiously as have other noel writers. It is indicative
of the solidification of the major-minor tonal system that
Balbastre is the first of the noel composers to use the B-
flat in the key signature of this D-minor piece. Because
Balbastre's notation for embellishments is somewhat differ-
ent from that of previous noel composers studied, as shown
in example 139, an explanation is included here. The petite

Example 139. Balbastre,
"A la Venue de Noel," m. 1-4,
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croix, '"+," which can be either a trill (tremblement) or a

mordent (pincé&) when placed above a note,5 is a trill in

Balbastre's music. For the mordent, Balbastre uses the "»"

on the right side of the note.® The Port de Voix et Pincé

5 Paul Brunold, Traité des Signes et Agréments Employés
par les Clavecinistes Frangais des XVIIe et XVIIle Sigcles
(Nice: George Delrieu & Cie., 1956), pp. 9, 1i8.

6 Brunold, Traité des Signes et Agréments, p. 18.
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(appoggiatura and mordent), found in the fourth measure of

example 139, should be executed according to example 140.7

Example 140. Execution of Port de Voix et Pincé.

(e
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Verse 2 of "A la Venue de No€l" employs the customary prac-

tice of Diminution, embellishing the melody with eighth

notes, which Balbastre has carefully labeled Croches Egales

(eighth notes equal) to differentiate them from the tradi-
tionally alternated longer and shorter rhythms (notes iﬁ“
égales) applied to eighth-note passages during that period.
Example 141, from the second verse of "A la Venue de Noel,"

Example 141. Balbastre,
"A la Venue de Noé&l," m. 10-13.
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7 Brunold, Traité des Signes et Agréments, p. 22.
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shows the aspiration, "Vv," used to shorten slightly the
value of the note over which it is placed. Couperin, in his

L'Art de Toucher le Clavecin, says it is necessary to de-

tach the notes over which it is placed less quickly in ten-
der and slow pieces than in those which are light and rap-
id."8 The third verse of this noel setting places the
eighth notes in the lower voice, while the fourth and fifth
verses employ triplet figuration in the upper and lower
voices respectively. The sixth verse embroiders the melody
with sixteenths, and the seventh verse, the only one that is

not a Duo in this noel, is a Grand jeu setting for Grand

Clavier (Grand Orgue) and petit Clavier (Positif).

Balbastre's second noel, the D-minor "Joseph est bien
marié€" (Joseph married well), is interrupted after its third
verse by another noel, "Mes bonnes gens attendés moi" (My
good folk, wait for me). This lively D-Major melody, also
seen as "A Minuit fut fait un Reveil" (There was an awaken-
ing at midnight) in the works of other composers, contrasts
well with "Joseph est bien Mari&," giving this noel a three-
part form, as the first tune is heard again ir two more
verses following the single statement of '"Mes bonnes gens
attendés moi."

"Ou S'en vont ces gais bergers" (Where are these happy

8 Frangois Couperin, L'Art de Toucher le Clavecin, ed.
and trans. by Margery Halford (Port Washington, New York:
Alfred Publishing Co., ¢l1974), p. 34.




161
shepherds going), the third noel in the first suite, is in
D Major, its eight verses providing a contrast with the
first two D-minor noels iu this suite. While the first two
verses are en duo, the third verse begins with three voices,
the upper two of which are accompanied by an Alberti bass.
After the first four measures, however, the alto voice dis-
appears, leaving the single melody still accompanied by the
Alberti bass. The fourth verse, again a Duo, places the
melody in an Alberti-bass-like figure in the soprano, as
shown in example 142. In the fifth verse the tune is heard

Example 142. Balbastre,
"OU S'en vont ces gais bergers," m. 36-40.
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as the second note in pairs of alternating eighth notes.
Shown in example 143, it can be seen that the melody appears
off the beat and is "surrounded" by the accompanimental

notes.



162

. Example 143. Balbastre,
"Ou S'en vont ces gais bergers," m. 48-52.
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While Balbastre most often confines the noel tune to the so-
prano, in the sixth verse he displays a variety of treat-
ments, including changes of voice and range as well as
changes of texture. The melody begins in the alto as eighth
notes heard off the beat in an Alberti bass figure under a
continuous trill, but moves to the soprano while the eighth-
note figure continues as an accompaniment. 1In the second
half of the verse, the melody alternates between a single
voice in the alto range, and the upper of the two voices
when the soprano enters as Balbastre cleverly weaves the al-
to melodic line into an accompaniment. The entire sixth
verse is shown in example 144 for ease in understanding the
preceding description. The eighth and final verse is a
chordal Grand jeu statement of the noel, followed by a brief

Codetta, a favorite device of Balbastre's, shown in example

145.
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. " Example 144, Balbastre,
"Ou S'en vont ces gais bergers,'" m. 60-72.
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. Example ‘145, Balbastre,
"Ou S'en vont ces gais bergers," m. 98-100.
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The fourth noel, "Ah ma Voisine es tu fachée" (Ah, my

neighbor, are you angry), marked Gracieusement (gracefully)
by the composer, once again makes g fitting contrast with
the previous noel in this suite. Example 146 shows the use

of the petite croix '"+" between two notes. According to
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Example 146. Balbastre,
"Ah ma Voisine es tu fachée," m. 1.
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Brunold, this is a Port de Voix (appoggiatura) and should be

executed as shown in example 147.9 The first verse begins

Example 147. Execution of Port de Voix.

I~

[

1
WEA S

and ends in a Musette style with repeating broken octaves in
the bass, though the middle section breaks from that treat-
ment. The writing alternates between three and four voices,
rather than Balbastre's customary two. The fifth verse of

this noel is clearly wfitten for harpsichord or piano but is
no less interesting because of that fact. Example 148 shows
the left-hand '"crossovers' that outline the melody, found

mosi often in the soprano but occasionally in the alto.

9 Brunold, Traité des Signes et Agréments, pp. 20-21.
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Example 148. Balbastre, .
"Ah ma Voisine es tu fachée," m. 79-84,
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The sixth verse, for three voices with an occasional two-
voice passage, exhibits the same Classical charm one would
expect to find in a variation by Haydn or Mozart. While
the melody begins in the alto, it shifts between alto and
soprano in the second half of the verse, as shown in example
149. The seventh and final verse is once again a Duo set-
ting with a simple statement of the melody accompanied by a
triplet Alberti bass. The final six bars are a Codetta with
the penultimate bar, marked Lent, changing to 3/2 meter for

a brief cadenza, shown in example 150.
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Balbastre,

"Ah ma Voisine es tu fachée," m. 97-108.
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Example 150.

permission.

Balbastre,

"Ah ma Voisine es tu fachée," m. 131-132.
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"Tous les Bourgeois de Chitres" (All the bourgeois of

Ch@tres), the fifth noel, contains several variation tech-

niques,

including a statement of the opening theme in oc-

taves, a three-voice chordal section, and a shifting of the

melody between voices and in various ranges.

While the

first two verses are in a sprightly 2/4, the third and
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fourth verses, labeled Pastorale, are in a graceful 6/8,
with the 2/4 returning for the final verse, a Tambourin
setting.

The last noel in the first suite is the brilliant
"Quand Jesus naquit & Noel' (When Jesus was born at Christ-
mas). As did Daquin, Balbastre makes use of echo effects in
the tongue-twister part of Frangois Colletet's poem. The
fourth verse is a Grand jeu with the melody alternating be-
tween the bass and tenor, and the echo section treated as
changes of fange between the upper and lower parts, as shown
in example 151. In the fifth verse, a triplet embellishment

Example 151. _Balbastre,
"Quand Jesus naquit a Noel," m. 71-74.
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of the noel tune, the cdmposer has indicated that the
tongue-twister section be played faster (plus vite). The
sixth and last verse begins as a Duo, but quickly changes to
a chordal treatment, shown in example 152. The echo section

alternates between the Positif and the Grand Orgue, with the

Grand Orgue playing, instead of the melody, widely spaced

D-Major chords, seen in example 153.
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Example 152.\ Balbastre,
"Quand Jesus naquit a Noel," m. 102-104.
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Example 153. Balbastre,
"Quand Jesus naquit a Noel, m. 106-108.
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The second suite,

in A Major and minor, begins with

"Votre bonté grand dieu" (Your grace, great Lord). In 2/4

meter and labeled gay

Balbastre's pianistic

0]

t marqué (bright and marked), it a-

|

¥
o}

tes. The fifth verse, an example of

writing, places the melody in the mid-

dle note of a right hand sixteenth-note tremolo figure, over

left hand octaves, all

is followed by a noel

seen in example 154. This fifth verse

in 6/8 meter whose title is unknown,

after which is heard the final verse of "Votre bonté& grand

dieu."
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Example 154. Balbastre,
"Votre bonté grand dieu," m. 105-108.
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The exuberance of the previous noel is followed by the

s . PRRY - - 4~ 1~ P PL VI |
majesty cof the dotted rhythms found in t A-minor "Il est

un petit 1l'ange" (He is a little angel), the Noé&l Suisse.

The fifth and sixth verses of this noel are the most un-
usual, the fifth being predominantly one-voice triplets out-
lining the melody as the last note of each triplet, shown in
example 155. The sixth and final verse, a Grand jeu, con-

Example 155. Balbastre,
"Il est un petit 1l'ange,'" m. 56-58,
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tains some surprising suspensions, shown in example 156,

more effective on the organ than on the clavecin or piano.
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Example 156. Balbastre,
"Il est un petit l'ange," m. 76-79,
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The fourth and fifth pieces in the second suite are
two Burgundian noels, "Au j6 deu de bubelle' (A toast to
Dance--god of maidens!), and "Grand déi, ribon ribeine"
(Great gods! Now this way, now that!). The first, in a
lively 6/8, is marked Fanfare and is designed to precede
and follow the graceful "Grand d&i'" in an ABA form.

The final piece in this suite, "A Cei-ci le moitre
De to l'univar!" (Of these the Master of all the Uﬁiverse!),
another Burgundian noel, is actually two noels in one, for
after its third verse, three verses of "0 Jour Glorieux"

(O Glorious Day) in thé contrasting A-minor mode are.heard.
The piece ends with a triumphal A-Major Grand Jeu setting
of "A Cei-ci le moTtre" in which the melody constantly
shifts among the soprano, alto, and tenor voices.

The same variation techniques and late~eighteenth-cen-
tury styles found in the first two suites of Balbastre's
noels are found in the third and fourth suites, though the

settings are somewhat shorter with fewer variations per noel
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The fifth noel of the third suite, the Burgundian "Vé
Noei Blaizfte" (Away with thee, our Braggart!), is the same
tune used by Jean-Baptiste Lully in the Menuet of the Second

Act of his Le Bourgeois-Gentilhomme. Two echoes from the

past appear in the third noel of the third suite, and in the
first noel cf the fourth suite. The former, o) jour ton
divin ¥Flambeau" (O day, your holy flame), marked Lentement
(slowly), is in the ornamentedvgégiz style of the earlier
composers, while the 1attef, "Or nous dites Marie'" (Now tell
us, gentle Mary) is set over a ground bass in a style similar
to that of previous noel composers. The sixth piece in the
third suite, "Fanne coraige, le diale % mor" (Take courage,
I present you to death), uses a lively ostinato rhythm in
the accompaniment of the third verse, a unique feature in
Balbastre's noels, shown in example 157. The final composi-
Example 157. Balbastre,
"Fanne coraige, le diale 4 mor," m. 22-23.
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tion of the fourth suite is actually a combination of three
noels, "Il n'est rien plus tendre" (There is nothing more

tender), "Si C'est pour oter la vie" (If it is to remove
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life), and "A Minuit fut fait un reveil" (There was an awak-
ening at midnight), set in the ever-popular Musette style.
Balbastre's noels, while not strictly for organ, are
certainly playable on that instrument, and are more color-
ful because of the varieties of registration available.
Sometimes the pianistic aspect of his writing is obvious
in octave or arpeggio passages, especially when these go
beyond notes found on the organ manuals, but this fact need
not deter one from performing and enjoying these noels.
According to Guenther, Balbastre grédually lost his
organ positions and his students after the French Revolu-
tion of 1789, and his last years were unhappy ones.10 He

died in Paris on May 9, 1799.

10 Guenther, 'Composers of French Noel Variations," p. 4.



CONCLUSION

Throughout the eighteenth century the noel variations
for organ flourished alongside the other forms of French

organ composition: Masses, Suites, and Hymns. All of these

were characterized by a style that was more homophonic than
polyphonic, and that dwelt not on the larger forms such as
preludes and fugues, but on elegant and graceful shorter
pieces. While the entire French Classical style is one
based on miniatures, the organ compositions for the Church
were short for a practical reason: only a brief time was
allotted to the organ between the various sections of the
Mass. Therefore, French organ music conformed to the style
galant partly out of necessity.

The orgar noels found their place in the Church during
the Christmas Eve Midnight Mass, achieving such popularity
among the people that many organist-composers began to put
on paper what had originally been an improvised form. It
was only natural that these noel variations, while based on
simple tunes that lacked complex harmonies and required no
modulation, should nevertheless follow the forms of organ
composition in use at the time. Hence a study of the noels
presents a clear picture of the organ music of eighteenth-

century France, including its departure from the earlier
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polyphonic styles, already an established fact by the
eighteenth century, its changing character brought about
by the influence of the harpsichord, and its final evolution
into a style so closely approximating that of the German-
Austrian Classical style, that ceftain passages from the
later noels might be mistaken for the writing of Mozart
or Haydn.

Popular with all the noel writers was the Duo, at first
an imitative contrapuntal technique as used by the earlier
composers, later becoming more homophonic as the lower voice
took on a strictly accompanimental character, particularly
in the noels of Beauvarlet-Charpentier and Balbastre. The

Duo was frequently used as the basis for Diminution, another

noel variation technique used by all of the composers, in
which the rhythmic treatment progressed from longer to
shorter and shorter note values with each succeeding verse.
Changes of registration for various Duo verses provided
changes of tone color within the same texture. Beginning
with the Dandrieus, the Alberti bass appeared as an accom-
panimental device in the Duo.

Trios, also frequently used in the noels, were of two

varieties: the first, é deux dessus (for two upper voices),

placed the two higher voices together on one manual with the
third lower voice heard separately on a second manual. The

second variety, é trois claviers (for three keyboards), set

the two upper voices on separate manuals, and placed the
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lowest voice in the pedal. This latter technique was used
less often, largely due to the fact that many of these noel
collections were for organ or harpsichord, and the harpsi-
chord seldom had a pedalboard.

Récits, coloratura solo settings with soft accompa-
niments, were a form used by the earlier composers that
nearly disappeared in the noels by the end of the century.
As the writing became more influenced by harpsichord style,
solo textures were abandoned in favor of big chords, octaves
both solid and broken, and rapid figuration between the two
hends that quickly traversed the length of the keyboard, all
of which were seen in examples from the works of Corrette,
Beauvarlet-Charpentier, and Balbastre.

Grands jeux, chordalisettings using the reed stops,

were found throughout the century, both as brilliant final
verses, and as homophonic verses interspersed between the
contrapuntal Duos and Trios. Heard along with the Grands
Jeux were Echos in which phrases or portions of phrases were
repeated on successively softer manual registrations.
Dialogues, in which the melody shifted from one stop
combination to another, or from one range to another on a
single stop, were common in the works of all of the noel
composers, though the former tvpe was more frequently used.
As the century progressed, many of the forms became
increasingly more difficult to define. Dialogues and Echos

became nearly the same; voices appeared and disappeared
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within a verse, making it at cne point a Duo, at another, a
Trio; and the Récit was replaced by a melody lacking the
coloratura style, and dependent more on figuration for its
ornamentation.

Chromaticism, except for some startling examples in the
works of Nicolas Gigault, was seldom found in the earlier
noels, but was seen more frequently in the later composi-
tions, as neighboring and passing tones, used in much the
same way as it was used by Mozart at approximately the same
time. Example 158, from the fourth verse of Beauvarlet-
Charpentier's "0l s'en vont ces gais bergers?'" (Where are
these happy shepherds going?), shows a striking resemblance
to the first variation from the first movement of Mozart's
Piano Sonata in A Majcr, ¥. 331, shown in example 159.

Example 158. Beauvarlet-Charpentier,
"Ol s'en vont ces gais bergers," m. 48-50.

Copyright 1977 by Concordia Publishing House.
Used by permission.
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Example 159. Mozart, Piano Sonata in A Major,
K. 331, first movement, m. 19-20.

Var. 1.
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Thus the noels exhibit a change in character from the
beginning of the century to its close. The old forms are
evident in the first half of the century and reach their a-
pex in the noels of Daquin, whose works show the greatest
sense of style and taste, and require the grea&est techni-
cal facility. Michel Corrétte, writing at approximately the
same time as Daquin, seems to be the turning point, for the
old forms begin tc disappear, to be replaced by new tech-
niques signalling the approach of a new age.

The French organ noels are considered by some writers
to be insignificant, even decadent. John Shannon says "“in
tne noéls the traits of simplicity, surface charm, naivete,
and musical shallowness are substituted for the elegance,
grace, polish, and grandeur characteristic of the litera-

ture as a Whole."1 Yet this is the same author, cited in

1 John R. Shannon, Organ Literature of the Seventeenth
Century, A Study of Its Styles (Raleigh, N.C.: Sunbury
Press, 1978), p. 126.
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Chapter 2, who said "the French Classical style stresses
grace, sensitivity, melodic nuances, and small scale . . .
Large formal orders . . . would have destroyed the style
itself. This is an art which could exist only in the min-
iature.,”2 Each verse of a noel is a miniature, a small-
scale version of one of the French Classical forms. Be-
cause the themes used were simple folk tunes, little har-
monic development took place, but large-scale developemnt
was not a characteristic of the French Classical style in
any case. Elegance, grace, and polish are certainly evi-
dent in Daquin's writing, Lebégue's noels are full of dig-
nity, and the grandeur of Jean—Frangois Dandrieu's '"Chan-
ton de Voix Hautaine" (Sing with proud voices) cannot be
denied. Certainly the character of the noel writing
changes in the last half of the century, but it bears a
strong kinship to the writing of the Austrian Classicists
(though, of course, a set of noel variations would lack
the depth and breadth of a piano sonata). Nevertheless, the
noel composers were writing in the style of their time: as
the times changed, so did they; they very likely would have
been considered foolish if they had_done otherwise. There-
fore, the noels must be appreciated for what they are: sets

of variations on delightful Christmas carols, each noel a

2 Shannon, Organ Literature of the Seventeenth Century,
p. 100.
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compendium of forms, the whole school presenting an over-
view of the late French Classical period and pointing the

way to a new musical period.



SELECTED BIRLIOGRAPHY
Books and Periodicals

Anthony, James R. French Baroque Music from Beaujoyeaulx
to Rameau. New York: W. W. Norton and Co., Inc., 1974.
429 p.

Apel, Willi. The History of Keyboard Music to 1700. Trans-
lated and revised by Hans Teschler. Bloomington: Indi-
ana University Press, 1972. 878 p.

Arnold, Corliss. Organ Literature: A Comprehensive Survey.
Metuchen, New Jersey: Scarecrow Press, Inc., 1873.
656 p.

Bachelin, Henri. Les Noéls Francais. Paris: Les Editions
Musicales de la Librairie de France, 1927. 179 p.

Bé&dos de Celles, Frangois. The Organ Builder. Translated
by Charles Ferguson. 2 vols. Raleigh, N.C.: Sunbury
Press, 1977. Vol. I, 380 p., Vol. II, 127 plates.

Borrel, Eugene. '"Corrette, Michel," in Die Musik in Ge-
schichte und Gegenwart. Edited by Friedrich Blume.
Basel: Barenreiter, 1952. (Vol. II, cols 1692-1695.)

Brenet, Michel [recte] Marie Bobillier. Les Concerts en
France Sous L'Ancien Régime. Unabridged reprint of the
first edition published in Paris, 1900. New York: Da
Capo Press, 1970. 407 p. :

Brown, Thomas K. '"The French Baroque Organ Tradition."
Ph.D. dissertation, Florida State University, 1967.
215 p.

Brunold, Paul. Traité des Signes et Agréments Employés par
les Clavecinistes Francais des XVIIe et XVIile Siécles.
Nice: George Delrieu & Cie, 1956. 70 p.

Bukofzer, Manfred F. Music in the Baroque Era. New York:
W. W. Norton and Co., Inc., 1947. 489 p.




181

Burney, Charles. The Present State of Music in France and
Italy. A facsimile of the 1773 London Edition. New
York: Broude Bros., 1969. 409 p.

Couperin, Fraqgois. L'Art de Toucher le Clavecin. Edited
and translated by Margery Halford. Port Washington,
New York: Alfred Publishing Co., ¢1974. 84 P.

Douglass, Fenner. The Language of the Classical French Or-
gan. New Haven: Yale University Press, ci1969. 235 p.

Dufourcq, Norbert La Musique d'Orgue Francaise de Jehan
Titelouze A Jehan Alain. Seconcde Edition Revue et Aug-
ment8e. Paris: Librairie Floury, 1949. 261 p.

Dufourcq, Norbert. La Musique Frangalse Paris: Librairie
Larousse, ¢1949. 380 p.

Dufourcq, Norbert. ©Nicolas Leb&gue. Paris: Editions A. et
J. Picard et Cie., 1954. 220 p.

Duncan, Edmondstoune. The Story of the Carol. New York:
Charles Scribner's Sons, 1911. 253 p.

Ferguson, Howard. Keyboard Interpretation from the 14th Eg.
the 19th Century, An Introduction. New York: Oxford
University Press, 1975. 211 p.

Fétis, Frangois Joseph. 'Raison, André," in Biographie uni-
verselle des musiciens. Paris: Librairie de Firmin Di-
dot Fréres, Fils et Cie., 1870. (Vel. VII, p. 166.)

Fortune, Nigel. "André Raison," in Grove's Dictionary of
Mu31c and Musicians. Flfth edition, edited by Eric
Blom. New York: St. Martin's Press, 1955. (Vol. VII,
pPp. 25-26.) :

Geer, E. Harold. Organ Registration in Theory and Practice.
Melville, N.Y.: Belwin-Mills, c¢1957. 409 p.

Goode, Jack C. Pipe Organ Registration. Nashville: Abing-
don Press, cl1964. 208 p.

Grace, Harvey. French Organ Music, Past and Present. New
York: H. W. Gray, ¢l1919. 212 p.

Grimes, Conrad. "The Noels of Louis-Claude Daquin," The
Diapason, December 1968, pp. 24-27.



182

Guenther, Eileen Morris. "Composers of French Noel Varia-
tions in the 17th and 18th Centuries," The Diapason,
December 1973, pp. 1, 4, 5.

Guenther, Eileen Morris. "Composers of French Noel Varia-
tions in the 17th and 18th Centuries," The Diapason,
January 1974, pp. 1, 3-4,.

Guenther, Eileen Morris. '"Composers of French Noel Varia-
tions in the 17th and 18th Centuries," The Diapason,
February 1974, pp. 4-5, 13.

Heller, Ruth, compiler. Christmas, its Carols, Customs, and
Legends. Chicago: Hall and McCreary, 1948. 112 p.

Hough, Ronald Allen. "The Organ Works of Nicolas LeB&gue."
D.Mus.A. dissertation. University of Illinois, 1969.
(Microfilm. Ann Arbor: University Microfilms.) 187 P

Klotz, Hans. The Organ Handbook. Translated by Gerhard

Krapf. St. Louis: Concordia Publishing House, c¢1969.
225 p.

Mellers, Wilfrid. Francois Couperin and the French Classi-
cal Tradition. New York: Roy Publishers, c1951.
412 bp.

Mellers, Wilfrid H. "Nicolas Gigault," in Grove's Diction-
ary of Music and Musicians. Fifth edition, edited by
Eric Blom. New York: St. Martin's Press, 1955. (Vol.
ITI, p. 638.)

Pereyra, Marie Louise. '"Jacques-Marie Beauvarlet-Charpen-
tier," in Grove's Dictionary of Music and Musicians.
Fifth edition, edited by Eric Blom. New York: St.
Martin's Press, 1955. (Vol. II, p. 187.)

Pereyra, Marie Louise. '"Jean-Jacques Beauvarlet-Charpen-
tier," in Grove's Dictionary of Music and Musicians.
Fifth edition, edited by Eric Blom. New York: St.
Martin's Press, 1955. (Vol. II, p. 187.)

Pereyra, Marie Louise. "Louis-Claude Daquin,'" in Grove's
Dictionary of Music and Musicians. Fifth edition, ed.
by Eric Blom. New York: St. Martin's Press, 1955.
(Vol. II, p. 595.)

Pereyra, Marie Louise. 'Nicolas Antoine de LeBégue," in
Grove's Dictionary of Music and Musicians. Fifth ed-
ition, edited by Eric Blom. New York: St. Martin's
Press, 1955. (Vol. V, p. 98.)




183

Poulaille, Henry. Bible des Noéls Anciens des origines au
seizidme silcle. Paris: Club des Editeurs, Edition
Nouvelle, 1958. 445 p.

Poulaille, Henry. La Grande et Belle Bible des No&ls An-
ciens, XVIIe et XVIIle siécles. Paris: Editions Albin
Michel, 1950. 613 p.

Raugel, Felix. '"The Ancient French Organ School." The
Musical Quarterly, XI (1925), pp. 560-571.

Shannon, John R. Organ Literature of the Seventeenth Cen-
tury, A Study of Its Styles. Raleigh, N.C.: Sunbury
Press, ¢1978. 310 p. ‘

Smoldon, Wm. L. "Claude Balbastre,'" in Grove's Dictionary
of Music and Musicians. Fifth edition, edited by Eric
Blom. New York: St. Martin's Press, 1955. (Vol. I,
pp. 368-369.)

Sumner, William Leslie. The Organ. London: Macdonald &
Co., 1952, 436 p.

Titcomb, Caldwell. 'French Baroque Organ Music." The Mu-
sical Quarterly, XL (1954), pp. 131-135.

Van der Straeten, E. "Jean-Frangois Dandrieu," in Grove's
Dictionary of Music and Musicians. Fifth edition, ed-
ited by Eric Blom. New York: St. Martin's Press, 1955.
(Vol. II, ». 591.)

Westrup, J. A. and F. Ll1. Harrison. The New College Ency-
clopedia of Music. New York: W. W. Norton, c1960.
739 p.

Williams, C. F. Abdy. .The Story of Organ Music. London:
Walter Scott Publishing Co., 1905. 298 p.

Williams, Peter. The European Organ, 1450 to 1850. Bloom-
ington: 1Indiana University Press, cl1966. 336 p.

Scores

Balbastre, Claude. Livre de Noé€ls. Edited by Gaston Li-
taize and Jean Bonfils. (L'Organiste Liturgique, Vol.

48.) Paris: Editions musicales de la Schola Cantorum,
cl955. 24 p.




184

Balbastre, Claude. Noé€ls. Vol. I. New York: Edwin F.
Kalmus, n.d. 28 p.

Balbastre, Claude. ©Noé&ls. Vol. 2. Melville, N.Y.: Bel-
win-Mills, n.d. 20 p.

Beauvarlet-Charpentier, Jean-Jacques. Douze Noéls. Edited
by Richard Peek. 2 vols. Saint Louis: Concordia Pub-
lishing House, 1977. Vol. I, Nos. 1-6, 28 p. Vol. II,
Nos. 7-12, 32 p.

Corrette, Michel. Premier Livre d'Orgue and Nouveau Livre
de Noé&ls. Edited by Gwilym Beechey. (Recent Researches

in the Muisc of the Baroque Era, Vol. XVIII.) Madison,
Wisconsin: A-R Editions, c¢1974. 118 p.

Dandrieu, Jean-Frangois. No€ls. Edited by Gaston Litaize
and Jean Bonfils. (L'Organiste Liturgique, Vol. 12)
Paris: Editions musicales de la Schola Cantorum, c¢1955.
24 p.

Dandrieu, Jean-Frangois. Noe€ls. Edited by Gaston Litaize
and Jean Bonfils. (L'Organiste Liturgique, Vol. 16.)
Paris: Editions musicales de la Schola Cantorum, c¢1955.
24 p.

Dandrieu, Jean-Frangois. No€ls. New York: Edwin F. Kal-
mus, n.d. 56 p.

Dandrieu, Pierre. Noé&ls. Paris: Boivin, ca. 1714 .
113 p. Obtained from Biblioth®que Nationale, Paris.
(Microfilm.)

Daquin, Louis-Claude. Noéls. New York: Edwin F. Kalmus,
n.d. 62 p.

Dufourcq, Norbert, editor. L'Orgue Parisien sous le régne
de Louis XIV. Copenhagen: Wilhelm Hansen, c¢1956.
49 p.

Dufourcq, Norbert, Felix Raugel, and J. de Valois. Noél.
(Orgue et liturgie, No. 4) Paris: Editions musicales
de 1la Schola Cantorum, n.d. 36 p.

Gigault, Nicolas. Livre de Musique. Paris: Auteur, 1682.
46 p. Obtained from Bibliothé&que Nationale, Paris.
(Microfilm.)

Guinaldo, Norberto. Five Spanish Carols for Organ. St.
Louis: Concordia Publishing House, cl1968. 24 p.




i85

Mozart, Wolfgang Amadeus. '"Sonata in A Major, K. 331," in
VWolfgang Amadeus Mozart: Sonatas and Three Fantasias
for Piano. Unedited. New York: Edwin F. Kalmus, n.d.
(pp. 125-137.)

The Oxford Book of Carols. Edited by Percy Dearmer and
others. London: Oxford University Press, ¢l964. 454 p.

Pachelbel, Johann. "Toccata in E Minor," in Treasury of
Early Organ Music. Edited by E. Power Biggs. Bryn
Mawr, Pa.: Theodore Presser, sole representative for
Mercury Music Corporation, c¢l1947. (pp. 57-592.)

Praetorius, Michael. '"Puer Nobis Nascitur," in The Hymnbook
Richmond: Presbyterian Church in the Unlted States, et
al., c¢1955. 576 p.

Raison, André. Second Livre D'Orgue. Ile Fascicule. Edit-
ed by Gaston Litaize and Jean Bonfils. (L'Organiste
Liturgique, Vol. 43-44.) Paris: Editions musicales de
la Schola Cantorum, c¢l1963. 22 p.

Raison, André. Various Compositions for the Organ. New
York: Edwin F. Kalmus, n.d. 32 p.

Raugel, Felix, editor. Les MaTtres francais de 1'orgue aux
XVile et XVIIIe siécles. (Les Madtres anciens de
1'orgue, Vol. 1II.) Paris: Editions musicales de 1la
Schola Cantorum, n.d. 104 p.




APPENDIX I

ALPHABETICAL LISTING OF NOELS

AS USED BY THE COMPOSERS IN THIS STUDY

"A Cei-ci le moTtre De t8 1'univar!"
Balbaétre (with "® Jour Glorieux" in #12)
"A la Venue de Noél"
Balbastre
Beauvarlet-Charpentier
Corrette
Dandrieu, J.-F.
Dandrieu, P.
Daquin
Gigault
Lebégue
Raison
"A Minuit fut fait un Reveil” also known as "Mes bonnes gens
attendés moi" (Tune 1)
Balbastre (with '"Joseph est bien Mari&'" in #2)
Dandrieu, J.-F., set twice
Dandrieu, P,
Raison
"A Minuit fut fait un Reveil" (Tune 2)

Balbastre
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Corrette
Dandrieu, J.-F.
Dandrieu, P.

"(Qu') Adam fut un pauvre homme"
Dandrieu, J.-F.

Daquin

"Adam ou es tu"
Dandrieu, J.-F.
Dandrieu, P.

"Ah ma Voisine es tu faché&e" also known as "Quoy ma . . ., "
Balbastre
Beauvarlet-Charpentier
Corrette
Dandrieu, J.-F.

Dandrieu, P.
Raison

"Allons voir ce divin Gage"
Dandrieu, J.-F,

Dandrieu, P.

"Au jO deu de pubelle"
Balbastre

"Bergers allons voir dans ce Lieu"
Dandrieu, J.-F.

"Chanton(s) de Voix Hautaine"
Dandrieu, J.-F.

Dandrieu, P.
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"Chantons je vous prie noél (hautement)" (Tune 1)
Beauvarlet-Charpentier (Noel II, untitled, varied
slightly)

Corrette (Suite IV, #6, Tambourins, untitled, #d.)

Dandrieu, J.-F.
Dandrieu, P.
Daquin (with "No&l pour 1'amour de Marie" in #IX)
Gigault
""Chantons je vous prie no&l" (Tune 2)

Corrette (Suite IV, #6, Tambourins, untitled, #c.)

Dandrieu, J.-F.
Dandrieu, P.

"Chantons je vous prie no&l (hautement)" (Tune 3)
Corrette
Dandrieu, P.

"Chrétien qui suivez 1'Eglise"
Dandrieu, J.-F.
Dandrieu, P.
Daquin

"Comment tu oze petite Rose"
Balbastre

"Divine Princesse"
Balbastre

"Ecoutés merveilles"

Corrette
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"Fanne coraige, le diale 2 mor"
Balbastre
"Grace soit rendiie 2 Dieu de 1la Sus"
Dandrieu, P.
"Grand déi, ribon ribeine"
Balbastre
"Il est un petit L'ange" also known as "No&l Suisse" and
"O Dieu de clémence"
Balbastre
Beauvarlet—Charpentier
Corrette
Dandrieu, J.-F.
Daquin
"I1 fait bon Aimer"
Dandrieu, J.-F.
"I1 n'est rien de plus tendre®
Balbastre
Dandrieu, J.-F.
"Jacob que tu es habile"
Dandrieu, J.-~F.
Dandrieu, P.
"Je me suis leve"
Corrette
Dandrieu, J.-F.
Dandrieu, P.

Daquin
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"Je rends Graces 3 mon Dieu"
Balbastre
"Joseph est bien Marié"
Balbastre (with "A Minuit fut fait un Reveil" in #2)
Beauvarlet-Charpentier
Corrette
Dandrieu, J.-F.
Dandrieu, P.
Raison
"Joseph et la Vierge Marie"

Corrette (Suite IV, #6, Tambourins)

"Joseph revenant un jour"
Balbastre

"Joseph tu es bien joyeux"
Dandrieu, J.-F.
Dandrieu, P.

"Laissez paistre vos bestes"
Balbastre
Beauvarlet—Charpenfier
Corrette
Dandrieu, J.-F.
Dandrieu, P.

Gigault
Lebague

Raison
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"Le Roy des Cieux vient de Nafitre"
Dandrieu, J.-F.
Dandrieu, P.
"Mais ou san es allé Nau" also seen as "Mais on
Dandrieu, J.-F.
Dandreiu, P.
"Marchons marchons gaiement"
Dandrieu, J.-F.
Dandrieu, P.
"Michaut qui causoit ce grand bruit"
Corrette
Dandrieu, J.-F.
Dandrieu, P.
"Noei vén. J'aivon criai Si for"
Balbastre (with "Vé& Noei Blaiz®te" in #17)
"Noel cette journée"
Dandrieu, J.-F,
Dandrieu, P.
Daquin
Lebégue
Raison
"Noel de Saintonge"
Dandrieu, J.-F.
""Noel Etranger"

Daquin

1"
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"Noél poitevin"
Dandrieu, J.-F.
Raison
"No&l pour 1'amour de Marie"
Beauvarlet-Charpentier
Dandrieu, J.-F,
Dandrieu, P.
Daquin (with "Chantons je vous prie" in #IX)
Gigault
Lebégue
"No€l provengal"
Corrette

"Nous sommes en voie"

Beauvarlet-Charpentier (Noel #IIIK Plusiers en Tambourin,

untitled)
Dandrieu, J.-F.
Dandrieu, P.
"O createur"
Raison
"O Dieu! que n'etois je en vie! Ou bien que n'etois-je icy"
Raison
"8 jour ton divin Flambeau"
Balbastre
"8 Jour Glorieux"
Balbastre (with "A Cei-ci le moitre De td 1'univar!"

in #12)



193
Beauvarlet-Charpentier (Noel #III, Pluéiers en Tambourin)

"0 Nuit heureuse Nuit"
Dandrieu, J.-F.

"Or nous dites Marie"
Balbastre
Beauvarlet-Charpentier
Dandrieu, J.-F.

Dandrieu, P.
Daquin
Gigault
Lebégue
Raison

"Or voyla noel passé"
Gigault

"O0 s'en vont ces gays bergers"
Balbastre
Beauvarlet-Charpentier
Corrette (sic - "On . . .")
Dandrieu, J.-F.

Dandrieu, P.
Gigault
Lebégue
Raiscn

”Puervnobis nascitur"

Dandrieu, J.-F.

Dandrieu, P.
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Leb&gue
Raison
"Quand je M&veillai et eus assez dormi!
Dandrieun, J.-T.
Dandrieu, P.
"Quand Jesus naquit a Noel" also known as "Quand le Sauveur
Jesus Christ fut né de Marie," '"Quand Dieu naquit 3 Noel,"
and "Bon Joseph &coute moy"
Balbastre
Beauvarlet-Charpentier
Corrette
Dandrieu, J.-F.
Dandrieu, P.
Daquin
"Que tu grd jan, quei folie"
Balbastre
"Quel désordre dans la nature"
Balbastre
"Qui i ce peu machuret"
Balbastre
"Savez-vous mon cher voisin?"

Beauvarlet-Charpentier (Noel #I1I, Plusiers en Tambourin)

Corrette (Suite IV #6, Tambourins)

Dandrieu, J.-F.

Dandrieu, P.
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"Si C'est pour oter la vie"
Balbastre
Dandrieu, J.-F.
Dandrieu, P.
Raison ("woel des Sts Innocens")
"Sortons de nos Chaumines" (also."Chaumieres")
Dandrieu, J.-F.
Dandrieu, P.
"Tous les Bourgeois de Chastres"
Balbastre

Beauvarlet-Charpentier (Noel #III, Plusiers en.Tambourin)

Corrette
Dandrieu, J.-F.
Dandrieu, P.
Gigault (with "Vous qui désirez sans fin" in #10)
Lebégue
Raison
"Un jour Dieu se resolut”
Corrette | o
Dandrieu, J.-F.
"Une bergére jolie"
Dandrieu, J.-F.
Dandrieun, P,
Daquin
"Une Vierge Pucelle'" also known as "Une jeune pucelle"

Corrette
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Dandrieu, J.-F.

Dandrieu, P.

Daquin

Gigault

Lebdgue

Raison "
"Vé Noei Blaizbte"

Balbastre (with '"Noei ven. J'aivon criai Si for' in #17)
"Voici le jour solemnel

Corrette

Dandrieu, J.-F.

Dandrieu, P.

Gigault

Raison
"Votre bonté grand dieu"

Balbastre

Beauvarlet-Charpentier
"Vous qui désirez sans fin"

Corrette

Dandrieu, J.-F.

Dandrieu, P.

Gigault (with "Tous les Bourgeois de Chastres" in #10)

Raison, set twice



APPENDIX I1I

DOCUMENTATION FOR AN ORGAN RECITAL

GIVEN ON MAY 1, 1977

The recital given on May 1, 1977, was the first Univer-
sity of Washington student recital performed on the newly
rebuilt Balcom and Vaughan pipe organ in the University
United Methodist Temple, Seattle, Washington. Of the orig-
inal organ, a 40-rank Kimball installed in 1927, 17 ranks
(1,057 pipes) were retained. A new console was built, and
33 ranks (1,843 pipes) were added, making an organ of 50
ranks, 42 voices, zand 2,900 pipes. Complete specifications
of the organ follow this report.

The analytical program notes here included, and the
printed program, a facsimile of which is found at the con-
clusion of this report, are to be used in conjunction with
the tape recording of fhe performance listed jin the Univer-
sity Record Library Catalog.

The writer Wishes to express her sincere appreciation
to Professor Walter A. Eichinger of the University of Wash-
ington organ department for his guidance and direction in

the planning and preparation of this program.
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Vincent Libeck: DPrelude and Fugue in E Major

Vincent Liibeck (1656-~1740) was one of the three great
organists living at the height of the North German school of
organ playing in the late seventeenth century. The other
two were Dietrich Buxtehude (1637-1707) and his pupil Nico-
laus Bruhns (1665-—1697).1 In 1702 Lubeck was appointed or-
ganist at the Church of St. Nicolas in Hamburg, the city
which ranked first in opera and organ music at the turn of
the eighteenth century.2 The organ at the Church of St.
Nicolas was built by Arp Schnitger, the leading North Ger-
man builder of the period, in 1682-1687 and, with four manu-
als, pedals, sixty-two stops, and over 4400 pipes, was con-
sidered one of the best in Hamburg.3 Lubeck remained at
this position until his death.

Only six of Lubeck's Preludes and Fugues have been pre-

served; these follow the characteristic "Buxtehude" five-
part form, a blending of the instrumental toccata and the

vocal canzona,4 The E Major Prelude and Fugue opens with a

brilliant sectional toccata, alternating rapid sixteenth-

1 Hermann Keller, Libeck Orgelwerke (Frankfurt: C. F.
Peters Corporation, ¢1940), Preface.

2 1Ibid.

3 Tbid.

4 Hermann Keller, Buxtehude Orgelwerke, Band I: Praelud-
ien und Fugen (Frankfurt: C. F. Peters Corp., c1938),
Preface.
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note passages with "Adagio" Chordal passages. The first
fugue begins with a subject that oﬁtlines the tonic triad
and contains the repeated notes characteristic of the North
German fugue. A counter-subject enters in the fourth bar
and accompanies the subject. The fugue closes with repeated
quarter-note chords in the manual parts over an ascending
aguarter-note scale passage in the pedals.

The middle movement is a toccata for manuals only, with
the theme treated fﬁgally. The subject opens with the same
descending notes %hat were used in the previous fugal sec-
tion, outlining the tonic-triad.

The second fugue, in the triple meter typical of the
"Buxtehude" five-part form, contains both subject and coun-
ter-subject. The final toccata, a very short extension of
the fugue, contains only ten measures, including a three-

bar '"Adagio" coda at the close.
Nicolas de Grigny: Messe

Nicolas de Grigny-(circa 1671-1703) was bcrn into a mu-
siéal family in Reims, Journeyed to Paris where he probably
studied with Nicolas Lebégue, and returned to Reims in 1695
to become organist of the Cathedral, a post he retained un-

til his untimely death in 1703.°

5 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschler (Bloomington: Indi-
ana University Press, ¢l1967, 1972), p. 739.

&
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Grigny's Premier Livre d'Orgue (1699) contains an organ

Mass based on Cunctipotens Genitor Deus6 and paraphrases on

five Gregorian hymns. His works are typical of the French
Classic organ school in their use of dotted rhythms, crna-
mentation, and registration indications serving as titles
and designating styles. However, his use of polyphony, es-
pecially in five parts, while his contemporaries were
writing accompanied solos, is noteworthy.

The five Kyrie settings performed here are good exam-

pPles of Grigny's style. The Premier Kyrie en taille, é cing

presents the chant melody in whole notes in the tenor (en
taille), played on the pedal with foundation stops and reeds
at 8' and 4' pitches. The remaining four voices combine
with it contrapuntally in a basically chordal texture.7

The Fugue 3 cing, qui renferme le chant du Kyrie uses

(renferme--""contains' or "includes") the chant melody as its
subject, section by section, in its entirety. This five-
voice fugue displays two of the colors of the organ, the
Cromorne on the Positif and the Cornet on the Récit. The
pedal uses soft 16' and 8' stops.

Grigny displays his skill and ingenuity in the Cromorne

en taille é deux parties. The style, a Récit, or recita-

6 James R. Anthony, French Baroque Music from Beaujoyeulx
to Rameau (New York: W. W. Norton and Co., Inc., 1974),

p. 275.
7 Apel, History of Keyboard Music, p. 739.




201

tive-like solo, with the melody in the tenor, is not unusual,
but the notable aspect here is that the solo is actually

two parts treated contrapuntally, creating yet another five-
voice piece. This lovely movement, richly ornamented and
freely played, makes a striking contrast with the more live-
1y Trio which follows. It is no accident that the opening
notes of this Récit correspond to the third, fourth, fifth,

and sixth notes of the Kyrie melody.

The first half of the Trio en Dialogue delightfully al-

ternates the soprano solo between the Positif Cromorne and

the Récit Cornet, while the second half treats the solo con-

trapuntally in two parts, with the soprano on the Cofnet and
the alto on the Cromorne. The pedal, using 16' and 8'
flutes, provides the third part. The first three notes of
the Trio theme appear to be drawn from the corresponding

notes of the Kyrie.

The Dialogue sur les grands jeux, literally "Dialogue

on the big stops," makes use of the Grand jeu (Great organ:
Bourdons and Flutes of all pitches except 16', including mu-

tations; Prestant 4', Cornet, Trumpets 8' and 4') contrasted

with the Petit jeu (Positif: Bourdons and Flutes of all

pitches, optional Cromorne).8 The movement begins with a

majestic eight-measure introduction on the Grand jeu, fol-

8 E. Harold Geer, Organ Registration in Theory and Prac-
tice (Melville, New York: Belwin-Mills Publishing Corp.,
1957), p. 248.
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lowed by a livelier seventeen-measure section, the first se-
ven measures of which are played on the Petit jeu, with the
final ten measures appearing on the Grand jeu. This section
is followed by a still livelier one, thirty-eight measures
in length, that is an alternation of the solo line between
the soprano and bass voices as well as between the Grand

and Petit jeux. With this exciting Dialogue the Kkyrie por-

tion of the organ Mass comes to a close.

With Nicolas de Grigny and Frangois Couperin the French
organ school of the seventeenthlcentury reached its highest
musical 1eve1.9 It is no wonder that the story of J. S.

Bach's study of.Grigny's music by copying the Premier Livre

d'Orgue is generally accepted as true. One has only to look
at Bach's ornamentation and flowing contrapuntal lines to

see the influence of Nicolas de Grigny.
Ernst-Bach: Concerto in G Major (BWV 592)

The Concerto in G Major is a transcription by Johann
Sebastian Bach of a coﬁcerto for violin and orchestra by the
young Prince Johann Ernst, nephew of the Duke of Saxe-Wei-
mar. The cumposition dates from some time between 1708 and
1717, when Bach was Organist and Chamber Musician (the latter

title increased to Concertmaster) at the court of Saxe-Wei-

9 Anthony, French Baroque Music, p. 273.
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mar.lo It was during this period that Bach was influenced
vy Italian music and he made a number of transcriptions of
Italian instrumental conéerti for perfdrmance on keyboard
instruments, five for organ (BWV 592-6) and seventeen for
harpsichord (BWV 592a, 972—987).11 The work presented here,
while not strictly by an Italian, is in the Italian solo
concerto style, after Vivaldi, with the sequence of three
movements alternating fast-slow-fast.

The opening "Allegro'" contrasts the binary rhythms

of the ritornello on the Oberwerk (Swell) with the triplets

of the solo sections on the Ruckpositiv. These manual

changes are carefully indicated by Bach, an unusual feature
at this time. This lively movement alternates the ritor-
hello and solo sections five times and makes niuch use of the
sequential passage found in the second half of the ritor-
hello theme.

The second movement, a "Grave'" in E minor, again con-

trasts the Oberwerk and Riickpositiv organs. The solo is

actually a duet, treated contrapuntally and played on the

Rliickpositiv, accompanied by soft stops on the Oberwerk. It

is framed by identical six-bar ritornelli in dotted rhythms.

The final "Presto,”" though in ritornello form, has no

manual changes. The main theme, heard twice in G Major,

10 Scott Cantrell, "Bach's Concerto Transcriptions,"
Music, The AGO and RCCO Magazine, October 1976, p. 43.
11 Ibid., p. 44.
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and once in D Major from which it quickly mcdulates, is
characterized by sixteenth-note broken chords in contrary
motion in the manual parts. This movement, full of vital-

ity, shows its debt to the Italian violin style.
César Franck: Choral No. 1 in E Major

César Franck (1822-1890) was 'the greatest organ com-
poser of the French school in the nineteenth century."lz
Born in Belgium, he went to Paris for his education and

remained there as organist at Sainte Clotilde anrnd organ pro-

fessor at the Paris Conservatory. The Trois Chorals, writ-

ten in 1890, three weeks before the composers's death, com-
prise the last group of Franck's twelve major organ works.
Written for the Cavaillé&-Coll organ at Sainte Clotilde,

all of these works exhibit Romantic harmonies, chromaticism,
and motivic development.

None of the Trois Chorals is based on a pre-existing

tune; instead they are founded on melodies conceived by

Franck in a closely—kqit, hymn-like style. The Choral No.

| =

opens with a stately theme that is not the actual chorale,

but is what Tournemire calls a "satellite': thematically

related tc the cherale, but not the chorale itself.13 Two

12 Corliss Arnold, Organ Literature: A Comprehensive
Study (Metuchen, New Jersey: The Scarecrow Press, 1nc.,
1973), p. 191.

13 Charles Tournemire, César Franck (Paris: Delagrave,
1931), p. 29. (Now out of print.)
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more satellite themes are heard, the first of which bears
a considerable resemblance to the fhird and sixth phrases
of the true chorale, which itself finally appears in meas-

ure 46, stated ethereally on the Voix humaine with tremolo.

The overall form, a theme with variations, manifests
itself in the next section, beginning at measure 65. Here
the foundation stops, Hautbois, and Trompette play an em-
bellishment of Satellite 1 in flowing sixteenth notes.
There are modulations to G Major and E-flat Major, and the
ornamented satellite theme is heard alternating in the‘so—
prano, alto, and tenor voices. At measure 89 the chorale

returns in E Major, once again on the Voix humaine.

Measures 106-125 comprise a free section connecting
variations 1 and 2. The registration is big, including
foundation and reed stops, and the tempi vary from '"Maes-
toso" and "Largo'" to '"Poco animato." 'The sixteenth-note
theme heard in the "Poco animato" sections is derived from
the embellishments found in the second variation, to follow.

Variation 2, which begins in the paiallel minor, is
also a long development leading to a final, triumphal state-
ment of the chorale at the end of the work. 1In this section
the various themes are heard in all of the voices, the.
chorgle theme is fragmented and given a syncopated rhythmic
treatment, and several keys are explored, including E-flat
minor, G minor, B-flat minor, C-sharp minor, and B minor.

Throughout the second variation the registration builds con-
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tinually, creating a feeling of excitement. In measure 216,
triplets suddenly enter in B-flat Major, increasing the ten-
sion. All of the voices rise chromatiéally, the Positif and
Great reeds are added, and a thrilling climax is reached as
the chorale theme returns for a final statement on the full
organ, with the pedal echoing the theme in canon with the
block chords on the manuals. The embellished form of Sat-
ellite 1 from the first variation returns in the last five
measures in canon over a pedal point E to bring the Choral

No. 1 to a brilliant finish.
Paul Hindemith: Sonata I

Paul Hindemith (1895-1963) was one of the most influ-
ential musicians of the twentieth century. Born in Germany,
educated at the Frankfurt Conservatory, he was a gifted vi-
olist, conductor, theoretician, author, and teacher; as well
as a composer.

As a theorist he developed a tonal system relating each
of the twelve notes of the chromatic scale to a single note,
the "tonal center." Thus no tone was foreign to that cen-
ter, only more closely or distantly related to it. The ad-
vantage of such a system was that it made possible an har-
monic analysis of complex contemporary music, while being
equally applicable to earlier, simpler compositions. Hinde-

mith described this system in his book Unterweisung im Ton-

satz (Craft of Musical Composition), written in 1937, and
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translated into English in 1942 by Arthur Mendel.

The young Hindemith went through several phases in his
compositional styles, including Late Romanticism and disso-
nant Expressionism, before arriving at his own "style,"
sometimes described as neo-Baroque or neo-Classicai, and
characterized by dissonant counterpoint and use of Baroque
and Classic forms.

Hindemith wrote for nearly every instrument, especially
for those orchestral instruments lacking in solo literature.

These pieces became known as " . . . Gebrauchmusik (everyday

nld

music, useful music, functional music) . .
When Hitler came to power, Hindemith left Germany,
spending two years in Turkey before eventually coming to the

United States in 1940. He taught at Yale University for
thirteen years, returning to Europe in 1953, settling in
Switzerland where he remained until his death in 1963.
Hindemith's organ compositions include three sonatas
and two concerti. The first two sonatas were written in
1937, the third in 1940. The first concerto, for Organ arnd
Chamber Orchestra, was composed in 1928. The second, for
organ and full orchestra, was written in 1962 for the new

organ in New York's Lincoln Center Philharmonic Hall.

Sonata I shows Hindemith's use of dissonance within a

14 Peter S. Hansen, An Introduction to Twentieth Century
Music, Second Edition (Boston: Allyn and Bacon, Inc.,
1967), p. 266.
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contrapuntal texture, as well as his reliance on Classical
forms. His phrases, often of irregular length, begin on a
consonance, move to dissonances, and return to end on a
consonance. Chords constructed of superimposed fourths are
a favorite device of his. The first movement is in sonata-
allegro form, in a basically four-voice texture. The sub-
ordinate theme is treated in a fugue-like manner, again
showing the composer's use of earlier forms. While the
movement begins with a forte, the dynamic level never goes

beyond it, and, in fact, much of the movement is mezzo-forte

or even piano. The key center, in accordance with Hinde-
mith's theory, is neither major nor minor, but has a strong
feeling of E-flat minor; frequent modulations occur. The

close of the first movement is pianissimo, with the subor-

dinate theme set in the tenor, between pedal points E-flat
in the bass and B-flats in the alto and soprano, the final
E-flat minor chord becoming major.

The second movement is in th;ee sections, each almost
a movement in itself. 'The first section, '"Sehr langsam,"
is a lovely trio in two-part form. The dynamic level, piano,
rises to a forte at the climax in the fourteenth measure,
after which it recedes again to a piano. The tonal center
is E, largely E minor, with the Picardy third again appear-
ing in the final chord.

"Phantasie, frei," the second section of the second

movement, is the most dissonant part of the sonata. Corliss



205

Arnold describes this set of variations with its shifting
tonalities as " . . . probably the most passionate move-
ment in all three sonatas."15

The final section of the second movement, "Ruhig be-
wegt," is a quiet rondo in E~flat. The sixteenth-note mo-
tives in Theme A are reminiscent of motives from the first
movement. A treatment of Theme D, in 9/8 meter on 4' and
2' stops, is one of the most charming moments in the entire
sonata. With a stretto treatment of the head of Theme A
over a pedal point E-flat, the Sonata I draws to a pianis-—

e

simo close in E-flat minor.

Maurice Duruflé:

Choral varié sur le théme du "Veni Creator"

Maurice Durufle (b. 1902), French organist and composer,
was an organ student of Tournemire, Vierne, and Gigout, and
a composition student of Paul Dukas.16 Since 1930 he has
been organist at Saint-Etienne-du-Mont in Paris. As a com-
poser his output is small, with four significant works for
organ, a Requiem based on Gregorian themes, and some choral,
orchestral, and chamber pieces. In addition he has recon-
structed improvisations by both Tournemire and Vierne from

17

ings made by the artists im 1930. Nelson describes

(o]

15 Arnold, Organ Literature, p. 208.

16 Robert Kent Nelson, "The Organ Works of Maurice Duru-
f1&," Music, The AGD and RCCO Magazine, July 1977, p. 31.

17 1Ibid., p. 32.
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Durufle's style of composition as "essentially an idiom of

the early 20th century."18

The Choral vari€ sur le théme du "Veni Creator" com-

prise the final movement of the Prelude, Adagio et Choral

varié, Opus 4. Composed in 1930, the work won First Prize
in a competition sponsored by "Les Amis de 1'Orgue" in the
same year. The entire composition is based on the Pentecost
hymn "Veni Creator," one of the oldest hymns of the Church.

The hymn-tune is stated completely, in five-part har-
mony, in the "Choral.'" 1In Variation I the theme is played
on the oboe at the eight-foot pitch in the pedal. It is
accompanied by a soprano theme drawn from the third phrase
of the chorale, and by a two-part left-hand figure in flow-
ing triplets. The Second Variation is for manuals only, fﬁ
three-voice texture, the melody is heard in quarter notes in
the soprano, and is accompanied by triplet eighth notes in
the alto against duple eighths in the tenor (which often
moves into the alto range).

Variation III is é canon at the fourth between the so-
prano, played by the pedal at the 4° pitch, and the alto,
all accompanied in four parts with string celestes. The
Fourth Variation is a brilliant toccata utilizing canonic
imitation and other contrapuntal devices to provide an ex-

citing finale to this beautiful work.

18 Nelson, "Durufl&," Music, p. 32.
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ORGAN SPECIFICATIONS

UNIVERSITY UNITED METHODIST TEMPLE, SEATTLE, WASHINGTON
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1. GREAT ORGAN

Unenclosed
QUINTATEN 61 16"
PRINCIPAL 61 8°
ROHRFLOETE 61 8'
*GEMSHORN 61 8°
OCTAVE 61 4&°
Quintaten (ext. 16°) 24 &
R4PRINCIPAL 61 2°
*4MIXTURE 15-19-22-26 264 IV
TRUMPET 61 8'
Kruzmchorn (Positiv) 8'
Chimes (Echo)
Spare Knob ~
Great (Inoperative on **) 4°
Echo 8’
Echo &'
I1. SWELL ORGAN
Enclosed
*GEDECKT 68 16°
ADIAPASON 68 8*
*SALICIONAL 68 8'
#Y0IX CELESTE 68 8'
*Gedeckt {ext. 16') 12 8'
PRINCIPAL 68 &'
KOPPELFLOETE 68 4&*
NASAT 61 2 2/3°
Koppelfloete (ext. 4') 5 2
TERZ 61 1 3/5°
MIXTURE 19-22-26-29 244 1V
*FAGOTT 68 16°
TROMPETTE 68 8'
*Oboe (ext. 16' Fagott) 12 8'
*CLARINET 68 8°'
Clarion (ext. 8' Trompette) 12 4*
#0boe (ext. 8') 12 &°
Treaulant
Swell 16"
Swell Unison Off
Swell 4"
Echo 8*
Inter-nanual couplers: SG 16-8-4; PG 16-8-4;

PS 8; SP 16-8-4; GP 8-4; SP 8~4; PP 8-4: EP 8
Pistons: G7 S7 P7 ES; Ped 7 (Toe studs) Gen 8
(Manual & toe studs) Reversibles: GP SP PP

(Manual & toc studs) EP SG PG SP (Manual oaly)
Sforzando (Manual & toe stud) Crescendo Pedal;
Wicks cozbination action, capture system, 1959
(*) 17 ranks (1057 pipes) retained from the

1927 Kimbal)

I1I. POSITIV ORCAN
Unencloscd
BORDUN 61 8'
Quintaten (Great) &'
*DULCIANA (in Sw) 61 8°*
*UNDA MARIS (in Sw) &1 8°
SPILLFLOETE 61 &'
KLEIN PRINZIPAL - 61 2°
KLEIN NASAT 611 1/3'
SIFFLOETE 61 1'
KRIGHORN 61 8"
*ENGLISH HORN (in Sw) 61 8°
Tremulant
Cyrbelstem
Pocitiv 16°
Positiv Unison Off
Positiv &'
IV. ECHO ORGAN
Enclosed
&TLUTE 61 8'
*FLUTE CELESTE 61 8'
*VIOLE AETHERIA 61 8'
4VOX ANGELICA 61 8'
#VOX HUMANA 61 8’
*Tremulant
*Chimes
V. PEDAL ORGAN
Unenclosed
Resultant kv
*DIAPASON 32 16°
#GAMBA 32 16"
SUBBASS 2 16"
Gedeckt (Swell) 16'
Quintaten (Creat) 16°
OCTAVE 2 8
Gemshorn (Great) 8'
Quintaten (Great) 8'
Gedeckt {Swell) 8'
CHORAL BASS 32 4§
HACHTHORN 32 4
Quintaten (Great) 2'
MIXTURE 22-26-29 96 111
POSAWNE 32 16"
Fagott (Swell) 16*
Trocpette (Swell) B8°
Krumshorn (Positiv) &'
Oboe {Swell) &'
Spare Knob

Willian J. Bunch, Fresident, Balcom & Vaughan
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APPENDIX III

DOCUMENTATION FOR AN ORGAN RECITAL

GIVEN ON MAY 7, 1978

The following analytical program notes for an organ
recital given on May 7, 1978, at the University United Meth-
odist Temple, Seattle, Washington, are to be used in con-
Junction with the printed program, a facsimile of which ap-
pears at the erd of this report, as adjuncts ¢o the tape
recording of the performance listed in the University
Record Library Catalog.

The writer wishes to.express her deep appreciation to
Professor Walter A. Eichinger of the Universtiy of Washing-
ton organ department for his help, guidance, and direction

in the planning and preparation of this program.

J. P. Sweelinck:

"Mein junges Leben hat ein End"

Corliss Arnold calls Jan Pieterszoon Sweelinck (1562-

1621) the " . . . most outstanding organist, composer, and
. . . . 1 .
teacher in northern Eurcope during this period." Bern in

1 Corliss Arnold, Organ Literature: A Comprehensive

Survey (Metuchen, New Jersey: The Scarecrow Press, 1973),
p. 47.




216
Deventer, The Netherlands, he studied with his father and
perhaps with Zarlino in Venice, though that cannot be prov—
en. Nevertheless, an Italian influence is evident, partlc—
ulariy in his toccatas.2
Sweelinck was organist at the Oudekerk in Amsterdam

from 1580 until his death and was known as deutscher Organ-

. . 3
istenmacher (maker of German organists)” because so many

German organists came to study with him. Among his students
were Heinrich Scheidemann, Jakob Praetorius, and Samuel

Scheidt.?

Sweelinck's compositional style is a combination of
contrapuntal techniques and the figuration found in the wri-
ting of the English virginalists. That there was a link
between English and Netherlands composers is evident in the
inclusion of some of Sweelinck's compositions in the Fitz-

william Virginal__Book.5 Sweelinck wrote ricercars, pre-

ludes, toccatas, fantasias, and variations on chorale, sec-
ular, and dance melodies.

The variations on the secular tune "Mein junges Leben
hat ein End" is one of seven sets of variations by Sweelinck
on secular tunes. In it can be found examples of many of

his variation techniques, including the '"changing variation,"

2 Willi Apel, The History of Keyboard Music to 1700,
translated and revised by Hans Teschiler (Bloomington: Indi-
ana University Press, ¢l1967, 1972), p. 331.

3 Arnold, Organ Literature, pPp. 47 and 559.

4 Ibid., p. 559.

5 1Ibid., p. 44.
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in which each section of the theme is treated differently,
particularly by the addition of figuration in the lower

voices.6 Apel calls this "
"7

. . a variation type of great

variety and vivacity.
Sweelinck begins not with a statement of the theme, but
immediately with the first variation. However, it is a sim-
ple four-part setting, with the tune in the upper voice.
The theme is in two sections, with each repeated (a a' b b'),
and the phrase lengths are irregular, with "a" four measures
long and "b" six measures in length. The melodies of the
last two measurss of each phrase are identical, and the
second two measures of "b" are the same as the first two
measures of the same phrase. The changing variation tec‘i-
nique is already evident with differences in harmony, cct..-
terpoint, and rhythm in the repetition of each phrase.
The second variation uses more imitation and intro-
duces rapid scale passages in parallel fhirds and sixths,
one of the virtuoso effects found in English virginal music.8
In the last phrase is found one of only two instances in
this entire work in which the melody is heard in a voice
other than the soprano: four measures from the end of this
variation it appears in the tenor.

.Variations three, four, and five each display an in-

Apel, History of Keyboard Music, p. 335.
Ibid.

Ibid., p. 301.

(o 20 eyl
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Crease in figuraticn in each successive setting. The Eng-~
lish virginal techniques of repeated notes, broken chords,
and left-hand leaps are all in evidence.9 Changing varia-
tion devices are especially brevalent, as in the third var-
iation, in which the figuration accelerates from duple six-
teenths, to triplet sixteenths, to thirty-second notes. In
each of these three variations an inecrease in dynamics is
appropriate, in keeping with the corresponding increase in
figuration.

The sixth variation is again a simple four-part set-
ting, similar to the first variation. It is in both "p"
phrases that the melody is again heard in the tenor. A
gquiet registration, again similar to that of the first var-

iation, is an effective way of bringing the biece to a close.

J. S. Bach:

Prelude and Fugue in E Minor, BWV 548

The Prelude and Fugue in E Minor of J. S. Bach (1685-

1750) was written between 1730 and 1740, during Bach's Leip-
zig employment, and is among his last great free organ com-
positions, the others in this category being the Preludes

and Fugues in C Minor (BWV 546), C Major (BWV 547), B Minor

3 7 v~ o 10 - -
(BWV 544), and E-flat Major (BWV 552). Geiringer calls

9 Apel, History of Keyboard Music, p. 301.
10 Hermann Keller, The Organ Works of Bach, trans. by
Helen Hewitt {Frankfurt: ©C. F. Peters, cl967), p. 147.
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the E Minor Prelude and Fugue one of " . . . Bach's most

powerful and extensive organ compositions."11 It is inter-

esting that Bach used the concerto form in both the Prelude
and the Egggg.lz

Keller describes the Prelude as having a principal
tiieme and two subordinate themes, all interrelated by means
of a three-note descending melodic figure, first seen in the
second beat of each of the first four measures.13 In meas-
ures seven through eleven the principal theme is joined by
descending scale passages in the tenor, reinforcing the uni-
fying effect of the original motive.

The first subordinate theme enters in measure nineteen
and is an outgrowth of the principal theme, including the

descending motive on the second beat. The principal theme

reappears, in ritornello style, in B minor, in measure thir-

ty-three.

The second subordinate theme makes its appearance in
measure fifty-one. Its dotted-eighth and sixteenth-note
figure at first seems to be unrelated to the other themes,
but examination of its inversion in measure ninety proves
it to be a descending line, and also a melodic match for the

upper part in measure fifteen, part of the principal theme.

11 Karl Geiringer, Johann Sebastian Bach: The Culmina-
tion of an Era (New York: Oxford University Press, 1966),
p. 242.

12 Keller, Organ Works of Bach, p. 147,

13 Ibid., p. 154.
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Thus all of the themes are relafed.
The principal theme returns four times throughout the
Prelude before its final recurrence as an exact restatement
of measures seven through eighteen, with a cadence on the

major tonic.

The E Minor Fugue is described by Keller as " . . . not

only the most daring, but also the most difficult technical-
ly of all of Bach's fugues.”14 It is sometimes known as
"the Wedge" because of the two opposing lines in its subject,
which begin on a unison "E" and gradually expand to an oc-
tave. The Fugue makes use of the concerto form, as did the
Prelude, but also incorporates the toccata and is therefore
a mixture of forms.

In the first sixty measures the subject is introduced,
with a countersubject, in all four voices, some related ma-
terial is heard, and the subject is rgstated in three of the
four voices. In measure csixty the large middle section of
the Fugue begins, a seemingly improvisatory toccata made up
of what Keller calls a.”rocking" motive15 and long scale
passages. The fugue subject makes occasional entrances
throughout the toccata section, this time without its coun-

ter-subject. It is interesting that the upper note of the

rocking motive gradually descends, much in the same manner

14 Keller, Organ Works of Bach, p. 155.
15 1Ibid., p. 156.
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that the fugue subject ascends, and that the pedal part ac-
companying the scale passages is often an extension of the
last part of the fugue subject containing the octave leap.
Keller discusses this and shows that the toccata section,
though apparently free, is very much related to the entire
Egggg.16 Following the toccata, a complete restatement of

the opening sixty measures is heard, concluding the great

Fugue in E Minor.
W. A. Mozart: Fantasie in F Minor, K. 608

Wolfgang Amadeus Mozart (1756-1791) wrote very little

for organ, although he loved it and called it " . . . the

king of instruments.”17 His seventeen Church Sonatas for

organ and instrumental ensembles constitute his fotal out- -

put, there being no solo works, though there is evidence

that some have been 1ost.18
The Fantasie in F Minor, K. 608, is the second of three

pieces Mozart wrote for a mechanical organ in a clock.

These clock organs had.been known since the sixteenth cen-

tury, and by the seventeenth and eighteenth centuries had

become fashionable pieces of furniture for the homes of the

nobility.

16 Keller, Organ Works of Bach, n. 156.

17 Jack W. Jones, "W. A. Mozart and the Clock Organ,"
Music, the AGO and RCCO Magazine, June 1977, p. 40.

18 Jones, ''Mozart," p. 40.
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Mozart was commissioned by Count Josef Deym to write
his first clockwork piece in 1790. Count Deym, while an
officer in the Austrian afmy, had killed an opponent in a
duel and had had to flee from Vienna. He went to Holland,
then to italy, eventually retursing wo Vienna under the name
Herr Muller. 1In Italy Count Deym had learned how to make
wax figures and plaster casts of art objects and thus sup-
ported himself with his own wax museums and art galleries.
In July, 1790, Field Marshal Laudon died, and Deym, wishing
to create a memorial exhibit in his honor, commissioned
Mozart to write some funereal music to be played on a mech-
anical organ as background music. This apparently was Mo-

zart's K. 594, Adagio and Allegro. The Fantasie in F Minor,

K. 608, soon followed, as did the Andante in F Major, K. 616.
Haselboeck believes all three works were commissioned by
Deym, with both K. 594 and K. 608 used as background music
for the memorial exhibit, and K. 616 used on a smaller in-
strument in the '"Bedroom of the Graces,'" another scene in
Deym's show.19 Jones,-however, feels there is no substan-
tiation for the belief that K. 608 and K. 616 were commis-
sioned by Deym and says '"what has often been stated as fact
is really only an inference from the nature of the music, in
light of the knowledge that Deym's gallery was the sole

place of its kind in Vienna."zO

19 Hans Haselboeck, "New Information About Mozart's
Clockwork Pieces," The Diapason, November 1977, p. 12.
20 Jones, '"Mozart," p. 40.
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The Fantasie in F Minor is in three large sections,

Allegro, Andante, and a reprise of the opening Allegro. If
one subdivides the Allegro sections, the form becomes sona-
ta-rondo: ABA-C-ABA plus coda.21 Section A is made up of
broad chords interspersed with passages of dotted rhythms
reminiscent of the French overture style. Richner and Shay
suggest that these rhythms be double-dotted in the estab-
lished French style.zz Section B is a fugue showing Mo-
zart's contrapuntal skill in the use of melodic inversion
and stretto. At the conclusion of the fugue = cuick moduia-
tion occurs, putting the return of A briefly in the key of
F-sharp minor before it settles in F minor with a cadence on
the dominant.

Section C (Andante) is a quiet theme and three varia-
tions in A-flat Major, concluding with a cadenza leading to
section A. The following B section is this time a double

fugue, leading again to A, which finishes with a brilliant

coda.

Leo Sowerby:

Symphony in G Major, "Fast and Sinister"

Arnold describes Leo Sowerby (1895-1968) as " . . . the

21 '~ Thomas Richner and Edmund Shay, ''"Mozart's Three Pieces
for Clock Organ," Music, the AGO and RCCO Magazine, June
1977, p. 46. :

22 1Ibid.
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most prominent American organ composer of the mid—twentiéth

centuryﬁ'z3

From 1925 to 1962 he taught composition at the
American Conservatory in Chicago, and from 1927 to 1962 was
organist-choirmaster at St. James' Cathedral, Chicago. He
served as director of the College of Church Musicians at
the National Cathedral in Washington, D.C., from 1962 to
1968.

Sowerby wrote much music for the church, although Ar-
nold states that approximately " . . . three-fourths of
Sowerby's organ compositions were designed for concert and
recital use."z4 His music is post-Romantic in style, with
use of string and orchestral reed stops indicated in many
of his registrations. WHis writing, usually for organs with
at least three and often four manuals,.is often complicated
and challenging.

The Symphony in G Major is "Sowerby's largest single
work for organ solo."25 Published in 1932, it was dedicated
to the Canadian organistvLynnwood Farnam, who died in 1930.
"Fast and Sinister" is the second movement of the Symphony.
In 5/4 meter, it is a free rondo: Introduction-AB-A(B)C-

A(B)(C)-Coda, Sowerby's plan being "that each successive ap-

pearance of the A theme brings along with it rhythmical at-

23 Arnold, Organ Literature, p. 272,
24 1Ibid., p. 273.
25 Ibid.
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tributes of the subsidiary themes.”26

The first section (Introduction-AB) begins with a six-
teen-measure Introduction, followed by the first statement
of A, a rapid eighth-note passage characterized by a rising
octave leap, presented in the pedals and eighteen measures
later in the right hand. Theme B follows with its unique
rhythm: half-half-quarter. After a reiteration of the B
rhythm against eighth-note figuration drawn from A, the sec-
‘tion ends with an energetic octave passage for the manuals,
crescendo pedal open.

The second section (A(B)C) begias quietly with material
from the Introduction followed by the return of A, again in
the pedal and then in the right hand. The C theme, charac-
terized by an upward leap'of a sixth, enters in the pedal
after a descending sequential passage over a pedal point E.
The rhythm of B combines with an ever-expanding pedal pas-
sage derived from C with the organ gradually increasing to

a fortissimo. Then B is heard over a pedal ostinato taken

from A, fortississimo, C is heard in octaves in all parts,

and the second section broadens to a close.

Section three (A(B)(C)-Coda) begins with a contraction
of the intervals ffom C over a quiet pedal part from the
Introduction after which is heard the modified form of C,

over A in the bass. C then begins an ascending and descend-

26 David Mulbury, jacket notes for Sowerhy, Symphony in
G Major (Lyrichord LL3T 7306).
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ing ¥ Major scale, maintaining its own rhythm (quarter,
dotted-quarter, eighth, quarter, quarter) in the pedal,
while A is heard in the right hand. B joins in the left
hand and material from all of the themes leads to the Coda,

introduced by a fortississimo statement of B over a broken

octave E in the pedal. This is followed by a pedal caden-
za on the full organ, and the movement closes with quadruple

forte chords in the B rhythm.

Olivier Messiaen:

La Nativité du Seigneur, "Dieu parmi nous"

Olivier Messiaen (b. 1908) is one of the foremost com-
posers, organists, and teachers of the twentieth century.
Born into a literary family, he entered the Paris Conserva-
tory at sge eleven where he studied organ with Dupre and
composition with Dukas. 1In 1931 he was appointed organist
at Sainte Trinité in Paris, a position he has held since
then. 1In 1936 he became a professor at the Ecole Normale
de Musique and at the Schola Cantorum. Some of his more
famous students are Pierre Boulez, Karlheinz Stockhausen,
and Luigi Nono.

As a composer, Messiaen's style is highly individual-

istic. His 1944 Technique of My Musical Language discusses

his works to that date, explaining what he is communicating
in his very symbolic writing. A devout Roman Catholic,

Messiaen continually expresses a theology of joy. He has
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been influenced not only by his religion but also by Nature
(birds and mountains), Oriental art and culture, Russian
music, plainsong, and the Tristan legend. Under these in-
fluences he has studied birdsong and Hindu rhythms, incor-
porating them into his music, and has used both Russian mu-
sic and plainsong as bases for his compositions. He consid-
ers the Tristan legend the epitome of love, symbolic of the
Savior's love and sacrifice for the world. Messiaen has
further created his own scales (Modes of Limited Transposi-
tion) and has developed a type of rhythmic augmentation and
diminution by the addition or subtraction of a dot, creating

irregular rhythmic patterns.

La Nativité du Seigneur (The Nativity of the Lord)

(1935) is a set of nine meditations on the birth of Christ.
Messiaen depicts several persons present at the event, in-
cluding the Angels, the Shepherds, and the Wise Men, and
also cemmunicates theological meanings of the birth: God's
eternal purposes, the Word, Jesus' suffering, and God's liv-
ing among us. Each of these nine meditations is preceded
by the verses of Scripture to be depicted musically.

"Dieu parmi nous" (God Among Us) is the ninth medita-
tion from this greét work. The Scriptures, taken from Ec-
clesiasticus and the Gospel of St. John and St. Luke, read:
"Words of the communicant, of the Virgin, and of the whole
Church: So the Creator of all things gave me a commandment,

and he that made me caused my tabernacle to rest. The Word
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was made flesh and dwelt among us. My soul doth magnify the
Lord, and my spirit hath rejoiced in God my Savior." The

movement begins with descending fortissimo dissonant chords

in irregular rhythms, constituting the principal theme which
symbolizes the descent of Christ to earth. The second theme,
entering in the fourth measure, is a quiet contrast to the
first theme, and is played on the foundation stops and
string celestes. This theme represents love, the love of
Christ for the whole Church. The third theme, found in
measure eight, is joyous and florid: the Magnificat. While
it is not truly a birdsong, it is Messiaen's first use of
the birdsong style. The three themes are developed until
the first theme appears over a dominant pedal point and
bursts into a brilliant toccata based on the second part of
theme one. Messiaen describes it: "The toccata in E Major
is the piece itself, all the large development which pre-
cedes having been only the preparation of it."27 The work
ends on an E Major chord with the added sixth, full organ,

"in a triumphant glee."28

27 Olivier Messiaen, The Technique of My Musical Language,
trans. by John Satterfield, Vol. I: Text (Paris: Alpnonse
Leduc, c¢1944 and 1956), p. 42.

28 1Ibid.
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