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Aut h dlaoted s

In preparing this dissertation, the author has been guided by the following
presentation principles:

1 Quotations in a language other than English have been provided in
translation with the original as a footnote. Unless otherstsied, the
translations have been made by the author.

1 Numbers up t@ne hundredre written in words, except where they refer
to bar numbers, opus numbers or organ pipe lengths.

1 For clarity, specific stop and manual names are italicised. For example, a
generic comment on a flute stop is not italicised, whereas an explicit stop
name such aBSlute 8when indicated in the copy or list of ranks available
on an instrument is italicised.

1 The full title of the specific work being studied (tReélude, adagio et
choral vari ® sur | ©pus4isoften adbreviaded @ n i cr
either o6VeQpid creatord or

1 Thel'Association Maurice et Maridadeleine Duruflés often
abbreviated tdAssociation Duruflé

1 The recognised system of capitalisation of Fremohds is used with the
first word capitalised then the remaining words written using an initial
lower case letter unless there is a proper noun present or it is explicitly
indicated otherwise by the composer.

1 When referring to organ pipe lengthsfd®t is abbreviated to 8ft and
where there is a combination of ranksf@ét, 8-foot, 16-foot and 32foot,
for example), this is abbreviated further to include the ft after the final one
only (4, 8, 16 & 32ft, in the example above).
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Common Terminology

Certan terminology common to those working with the world of the organ
appears within this doctorate. For clarification, and to aid those not familiar with
these terms, they are defined here:

1 English organ: Due to the inherent nature of the music written dor th
Anglican rite, when referring to an English organ, this also includes many
of those instruments found in the devolved nations. The nomenclature
OEnglishdé is usually wused for no ot heil
important religious buildings in Engldrcompared to the other nations
that make up the United Kingdom. There are a number of organs built by
foreign builders (such as Klais, Flentrop, Reiger, etc.) but these are rarer in
large cathedrals where organs by British companies such as Harrison &
Hamison, Willis & Sons, Walker & Sons, Nicholson & Cand Tickell
prevail. These companies have endeavol
discussed in Chapter 6 ongoing and active through the new instruments
they are commissioned to build and through relsubf existing organs.

1 Ranks: A rank consists of the set of pipes that collectively constitute any
one complete organ stop or several sets in the case of stops such as
Mixtures (see below).

1 Mixtures: A combination of two or more ranks that collectivelpstdute
a composite stop. They are higher pitched ranks, often sounding a note that
is different from the named one but which form part of the overall
harmonic series.

1 Thumbing up or thumbing down: This invok/glayingan additional line
of music on aifferent keyboard whilst playing another part on an
adjacent keyboard. This extra line might be played by one hand only or
shared between hands. l nvariably, not
downdé whil st those on hi gfingersfok eyboar d:
ease of performance. The process allows three independent melodic lines
or timbres to sood at the same time witpptentially, in addition to one
on the pedals, t00).

1 Ventil: This is a valve which allowed the wind supply to be cut off from a
specific windchest meaning that ranks of pipes could bedpasvn
without them actually making a sound until the valve is cancelled by a
mechanical system often operated using a pedal lever. These were
particularly common in Cavaill€oll organs where hsubdivided each
chest into two: théaye des fond§oundation stops) and theye des
ancheqreeds and mixtures). This allowed a performer to prepare the
anchesbefore starting a piece and then dgeimwhen required, resulting
in immediate tonabrillianceand weight. The means of adding #rehes
was usually a hockown pedal placed above thedalboargnot
dissimilar to the old hockownswell levers found on some early English
organs. The instructioanches préparedpreparedeeds appears in
many French organ works and refers to the use of this system.



Introduction

French organ music of the late nineteenth and twentietiniges has gained a
level ofdominance both in the world of the soéxitalist and for performers
seeking to find a vari ety #amboyantandc f or al
famousToccatafrom theCinquiéme Symphonie pour orghigs become
something of a weddinigvouriteand now appears almost as often as the marches
by Mendelssohn or WagnéHowever, the pool from which these pieces are
chosen is often rather small atinére arecertainlyissues to be considered with
the O6vogue in Engl andrebf¥ierneaDunuf@lDapréi vel y s |
and Messiaen (namely the early music), along with a paucity of Alain (especially
Litanie , Tour nemi PMoreavergperf@mandes ab avén well
known pieces such as the Widarccataoften fail to capture the stylatbres
and character of the originaVhilst recordings of French instruments and the
relatively inexpensive nature of travel to hear them live have helped to make
performers more aware of the character of the organs, this does not provide the
depth of undrstanding needed to underpin a performanbs is due, in part, to
a lack of understanding of the style of instrument for which they were originally
conceived, the influences which affected the composers at the time, and an
i ndi vi dual wrothelgénsalogy lofargan music fromithe period.

This study takes as its point of departure the three main research questions
indicated belowThese questions naturally beget otharsluding the overarching

issue Daniel LeechVilkinson raises when he $ts that

'TheToccatat opped a pol | by CIl a slaved evéddiingimosic fviththed t he UK O s
Mendelssohn gaining fourth place and the Wagner seventh place (13 May 2018). Perhaps adding

to its popularity, it has also been played at nine royal weddings over the past$5 ye

2Robert ShollQu 6-e 8t q u 0 i (ThedMasicq Hiregsvel 137, No. 1848, 1996) p. 37



our duty, in pursuing the ideal of perfor manc:«
reproduce in us the impressions received by his original audiénces.

Theissues to which tlee specific areas of researefate have not been addressed
in this way in the pasgnd have not previously been considered within a study
that aims to prepare a player for the creation of what might constitute an
historically informedperformance

1 Is it possible to offer what migimow be regarded as an authentic
performance of an organ work from the late nineteeatid early
twentiethcentury French school on an instrument which is of a different
tradition?

1 Whata performemight consider to bacceptedcompromises in a
performance of such music on a contemporary British organ? This element
will act as a link to the performance element of the study with findings
included in the recital which concludes the work.

1 What were the significant and perhaps most defining influences upon
Parisian organ composers of the time?

Each question, and related issues, is addressed individually as well as being

approached from a more interconnected perspective, the findings formirmd part

an investigation that seepsactical application within a adern performance on a

nonFrench instrument. Specifically, the importance of plainchant as an

underpinning element within much of the Parisian organ music of the period, both

written and improvised, is considered, not least as it is inextricably linkedve
developmenin of thenew ideas forCavail€ ol | 6 s symphonic instr

this, the fundamentally different character of +imench instruments in terms of

3 Daniel Leechwilkinson, The Changing Sound of Music: Approaches to Studying Recorded
Musical PerformancéLondon: CHARM, 2009),
http://www.charm.rhul.ac.uk/studies/chapters/chap?2. i8]l
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timbre and tonés investigated. Tis includes the need to find &vel of
compromig, based on detailed and specific researchpfoblems such as the
substitution of indicted registration within a scor€onnected with this are
differences regarding the specific layout of individual instruments themselves
This includesconsole manageent and the need for assistants, the location of the
instrument within the buildingand the fundamental role it is seen as having
within worship.

For the pur pos es Poefudetatdagisetchoral vagé,surur uf | @
th me du 00piIN1926693@) thereaftedreferred to as Op. 4) serves
the role of a casstudy.Recordings of selectgoerformancesreused to elucidate
observations and findings.

Maurice Duruflé (19021986) remains a composer stiimparatively less
known than manytbers although individual works such as IRequiemOp. 9
have become established within ttie®ralrepertoireboth within a liturgical and a
concert setting Many of his organ works are regularly performed both in recitals
and liturgically, and his music has been the subject of scholarly research. In
addition to considering the performance of French works on British organs in
general, this study also investiga three main areas that relate to the performance
of Durufl ®56s organ works as a whole thro
objective of the concluding recital that forms part of this overall submission is to

put these findings into practice. The three maieas investigated concern:

“An Internet search (31 December 2018) on concer:t
Durufl ®6 s Rexuiemshomgds3440D0 entiies for the former and just 72,800 for the

|l atter (approximately 21% of the number of Faur®
wor k was performed five times more than Durufl ®6:¢
acknow edgement f or each c¢ o mRpquisneeceivedlabout8débafithei on, Dur

entires ¢ omp a rOegdn Qoericdérttfa werk Duruéradvidesl on and premiered in
1938) when |l ooking for concert per40@0emmes)ces in 2



1 External influences affecting Duruflé as a composer

1 Issues that the performance of his music create

1 Ideals one might aim for in interpretation and performance.
Whilst some of these issues have been touched on in existing Duruflé scholarship,
his music is an area which has received comparatively little scholarly attention
and the issues forming the main areas of this investightive been considered
only in themost general sensélhe areas indicated above not only merit
exploration in greater detail but are here addressed specifically in relation to the
organ music for the first time. As one o]
works and one which is expiily built upon a plainchant theme, tReélude,
adagi o et choral v ar ip®videswawvalubbte casenstudye 6 Ve n i
of the examination of performance and stylistic issues which relate to his music as
a whole.

This work also represents thachl point of the performance element of

this submissiopnamely the recreation afrecital given by Duruflé in 1926 at
| 6£gl i-BPambdotteeLouviers, his 6homed churcl
from 1919. In 1929, he was appointganiste titulaireat Saint Etiennedu-
Mont in Paris, a position he held for the rest of his life. His 1926 recital at
Louviers not only served to inaugurate Geand Orguefollowing some work on
the instrument, but also included a performance of his then newly composed
Vari ati ons sur | 6 haworkvehicowd@ddfind it<finad at or 6

incarnationas the last section ot his Op. 4, completed f&€oncours de

SFor e x amp IceaptedGregarinreModesr S p i Asthendastér $Vanted
RonaldEbrecht, edMaurice Duruflé, 19021986: The Last Impressionidtanham, MD:
Scarecrow Press, 200@) David ConnollyThe Influence of Plainchamn French Organ Music
after the RevolutioDublin Institute of Technology, 2013)p. 239268



Composition deisn AmM¥y30deal d®Omgeatei,t i on Dur L
though not in the version whichim®w usually performe8
This study comprises seven chapters leatbregproposal of the practical
application of the researa@h aperformance. Chapter 1 investigates the major
influences which affected Duruflé during his life. Whilsére is nantention to
duplicateexisting biographical studies, it is worth noting that, as a boy, Duruflé
had trained at thEcole de la maitrise Saint EvoateRouen (19121918)7 This
was to be a lifechanging time for the young musician who recalled the impact i
had upon him in his auwer@®inthepacesop hi cal wr i |
greatness, in the middle of so many liturgical riches and musicians that |
experienced my v o cd&urtheoimfluence camethreugh foorr gani s |
organistcomposerswhh e st abl i shed styles of composi
own works: César Franck (182890), Charledviarie Widor (18441937), Louis
Vierne (18701937) and Charles Tournemire (187039).Compositional shape
and structurés also found in the more formstlyles of writing(including fugue
and variation), not least througjire works of French Baroquwemposers such as
Clérambault and DaquiinDuruflé performed h e s e ¢ @ietpsaegdarlys 6
and, as will be made clear from Chapter 2 chisral variécanbe seen to reflect
theversetstyle of writing found at this time.
Chapter 2 explores the recitals given by Maurice Duruflé between 1917

and 1939. Intrinsically connected with the issues of influences examined in the

6 SeeThomas Lacote.,.e Venicreatorde Maurice Duruflé: écriture et réécrituré¢Raris:

| 6 Associ at i on-Madelaine Ducuéié: RulietinMa 1201e)

7 See for example, James E FrazMaurice Duruflé: The Man and His MusfRochester, NY:

University of Rochester Press, NY, 2007) which covers this in detalil.

8 Maurice Duruflé Souvenirs (1976) et autre écrits (193686) ed.by Frédéric Blanc (Paris:

S®guier Editions, 2005), p. 24 [Cbest bien |7, de
richesses I|liturgiqgqgues et musicales que jobai eu é
original French are my own unless otherwise stated.



opening chapter, this chapterconside aspects of Durufl ®b6s pr
including the significance of his performance of works by the four composers
discussed above. The span of dates comprising the ttweotyears on which this
chapter idocusedwas chosen for several reasons. Theogeniot only defines the
first stage of his performance career, the 1926 Louviers recital and the publication
of his Op. 4 in 1931 sitting roughly equidistant, but also reveals the developing
trends of his recital programming and, specifically, the inclusiovhat became
his Op. 4 among his star works. 1939 also provides a logical boundary marker
with the outbreak of the Second World War and the ensuing Fall of France and
German Occupation of Paris from June 1940. The final reason is due to the fact
thatt om December 1953, the nature of Duruf
changed when he started to perform jointly with his second wife, Marie
Madel eine Durufl ®. As this investigation
Op. 4, issues connected with Biscalled Vichy Commissions fall beyond the
scope of this stud$.
Chapter 3 discusses the influence of plainchant in the Duruflé organ
works. Much has been written @s impact within the choral works (such as the
Requiermand theQuatre Motets sur debémes grégoriefsbut the underlying
inspiration for this strand of music within the organ works has been less widely
expl ored. It was a fundamental stimulus
time as an organigtomposer, and the revival of intetén Gregorian chant in

France was as a reaction to the nakwité following the passing of the French

% Duruflé was commissioned to write a symphonic poem in May 1941 by the Vichy regime with a
fee of 10,000 francs agreed. In reality, it took Duruflé over six years to complete his composition
which ended up beingRequienfor which he was paid 30,000 fran&ee James E Frazier,

Maurice Duruflé: The Man and His MusfRochester, NY: University of Rochester Press, NY,
2007),pp 156 165



law of Separation of Church and State in 1905. The encouragement and

i nspiration gai nedMdurPopioléddoenpdderass X0 s
seekimy to find ways of incorporating plainchant into organ works, something
further encouraged by ti&chola Cantorunwho promoted publication of new

works and editions of older compositions which matched their aims. Particular
attention is paid here to thelemf FélixAlexandre Guilmant (18371911) and

the last two organ symphonies of Widor. This thread of plainchant was to weave

19

Its way throughout Durufl ®s composition:

(as in theRequiemfor example) and the origal melodic material he produced
which has many of the characteristics of chant within it, creating what Jeffrey
Reynol ds cal | s i additon, drsanatysis of hRréliea ssire 6 .
l 61 ntroi t islusedkstfvayiofpdéneomsiraingdpproach and this is
contrasted with a piece on the same chant by the major composer ef chant
inspired works at the time, Tournemire.

Chapter 4 comprises an analysis of
chapter attention is paid to the way in which thetisas of the chant are used as
motifs as well as the original thematic material which supplementsQtier
issues addressed in connection with the work include the harmonic language used,
which allows dating of the various sections of the compasittwactical issues
connected with performing the piece concerning registration and organ size and
range are included which will then help to inform the performance element

outlined in Chapter 7.

10 Jeffrey ReynoldsOn clouds of incensed. Ronald Ebrechaurice Duruflé, 19021986: The
Last ImpressionisLanham, MD: Sarecrow Press, 2002), p. 87

Du i



Chapter 5 investigates pegh@dor mances ol
comparative study of six contrasted recordirigsur of the recordings discussed
use French instruments (including Durufl ¢
Cathédrale SairBervaiset-SaintProtais de Soissonsyhilst the remaining two
consider prformances on English and American instrumevigsious merits of
each are discussed as well as consideration lgéregto areas such as changes
to the score in terms of registration and tempo markings, and practical areas
connected with arecordingduc as mi crophone pl acements,
and the underlying character of the instrument in terms of stop timbre. Issues of
performance practice are discussed, these informing my own performance in the
recital part of this submission.
Chapter6the consi ders the final area of in
compositions, namely the role of the organ itself and the developments and
changes made by the French builder Aristide Cav&it#é (1811 1899). His
revolutionary approach to organ construction andgaheisi discussed here, and
specifically his concept forhis 6 Or g u e s gnchiéhimmpadt thisihad upon
the players, composers and audiences of the time is discussed. In direct
comparison to this, an overview of the state of organ building and organs i
Britain at the time is considered, as well as changes which occareeglish
instruments during the latter stages of the nineteeeitury.Some of he issues
raised aref apracticalnature whilst others are more philosophée well as
looking at areas such as stop timbres, organ placing within the building and
technique and repertoire, the role of the organ and organist within the liturgy are

considered. Additionally, practical problems such as technical differences



betweerEnglish and French instruments, such as console management, and player

aids (as well as the need for a registrant or assistant at the console) are discussed.
Finally, Chapter 7 aims to apply the research in a practical way as an aid to

any performance dDp. 4 as well as other works by Duruflé and from this period

in general. This includes additional areas such as tempi adopted within a specific

performing environment, and whetreperformance of the piece is realisiica

smaller organ in terms oumber of manuals and stop specification available.

Finally, these findings will be used to inform the performance element of this

doctorate in a recital at Cathedral of Saints Peter and Paul, Llandaff.

Literature review

The quantity of literature availadbn Maurice Duruflé to date rather reflects the
number of his published works in that there is relatively little. A number of books
have been written on his works, though the majority are either generalist in nature
or focus on the choral music, espegidlis RequiemOp. 9. However, two

important books have been published. The fivigturice Duruflé:The Man and

His Musicby James E Frazi€ris divided into chapters on elements of his life, his
musical education, his compositions, his role as a teaahé his career as an
organist. The secon¥jaurice Duruflé, 190P1986: The Last Impressionjst
published to mark the centenary of Duruf |
by Ronald Ebrecht. Contributors for this included MaZiaire Alain(a general
introduction), James Frazier, Marie Rubis Bauer, Jeffrey Reynolds, Herndon

Spill man (whose recording of Durufl ®06s c

11 James E. FrazieMaurice Duruflé: The Man and His MusfRochester, NY: University of
Rochester Press, NY, 2007)

12 Ronald Ebrecht, edMaurice Duruflé, 190R1986: The Last Impressioni@tanham, MD:
Scarecrow Press, 2002)
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won him aGrand Prix du Disquén 1973), Ronald Ebrecht and Elaine Chevalier
(who contributd a chapter on her sister, MaiMadeleine Duruflé).
Of the two, Frazier6s is a more compr
man and his music with chapters outlining his early life, the influence of
Tournemire and Vierne, his time as a student at thes€rvatoire, his performing
career as a recitaliandas a church organist, his role as a teacher, his
compositions, and his interest in organ design. In addition, its appendices include
full lists of compositions (published and unpublished), transcriptions (both
reductions for organ and orchestrations fragao repertoire), reconstructions of
improvisations by Tournemire and Vierne, and contributions to pedagogical
works. There is also a comprehensive discography of both Maurice and Marie
Madel eine Durufl ®0s recor di ngspertment wel | a:
to his life andwork.'® The detailedscrutinyof the recitals given between 1917
and 1939 and the analysis@p. 4 together with performance implications and
practical solutionsvhich constitutes this researishnot senething whichappears
within in thesepublicatiors.
In addition, since 2001, 6 Associ at i on-Madalenei ce et Mar
Duruflé have published an annugililletin connected with specific works or areas
of his life and worksBulletin 13is of particular relevance to thisudy as one
area itfocuses on is the Op. 4. Areas discussed include some background to the
work written by the General Secretary and Administratdr 6fAs soci at i on
Duruflé, Alain Cartayrade, a look at the various rewritings of the work by Thomas

Lac@e, and a detailed analysis of the six versions of the work undertaken by

13 A third publication, arg Abbing,Maurice Duruflé: Aspekte zu Leben und W¢¥erlag Peter
Ewer s, 2002) was also published to mark the cent e
Abbingés 1995 doctor al thesis on the works of Dur
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Ronald Ebrecht. Included with tiBalletinis a CD with three recordings of the
wor k: Ebrecht playing the 1931 version,
MarieMa de |l ei nel9@wnét f | ®0
The other important work concerning Duruflé is his autobiographical
writing contained irBouvenirs (1976) et autré@srits (1936 1986)*° Edited by
Frédéric Blanc, it is a collection of brief memoirs, writings and transcribed
interviews with Duruflé. It also contains a list of his works, a number of
photographs of him, an outline list i@citalvenues with some works listed,
details of selected organs connected to Duruflé, a discography of both his and his
wi feds r ecor diofthg thesgualished up to that flate saseteeted
bibliography, and lists of the prizeinning pupils in his harmony class at the
Paris Conservatoire from 1944 till 1970.
There are a number of theses which address his organ works including
Herndon Spil ma mh& ©rgan Works of Maurice Duruf{indiana University,
1976), John SrheuCagart WoM< of Maurizes Durdif@niversity
of Rochester, 1 9 7 3he,compositonaClanguadeyin Du mmo s
Maurice Duruflé in Prelude, Adagio, €&horal Varie, Op. 4 and Quatre Motets,

Op. 10(University of Lousiville, 201Q)

Performance element
The programme for the performance element connected to the present study is

based on a reconstruction of a recital given by Maurice Duruflé on 18 October

4 Ronald Ebrecht pesfms this at Memorial Chapel, Wesleyan University, Maurice Duruflé plays
at la Cathédrale de Soissons, and Mataeleine Duruflé is playing at Christ Church Cathedral,
St. Louis, Missouri. The latter two are part of the comparison of available recoedipigsed in
Chapter 5.

15 Maurice Duruflé Souvenirs et autres écritRaris: Séguier, 2005)
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1926 to mark the inauguration of the restoration oQhgue de tribuneat the
church where he wawganistetitulaire, Notre Dame de Louviers. This followed
work on the John Abbey instrument which was overseen by the organ builder
Augustus Convers who had succeeded Charles Mutin as the head of the Cavaillé
Coll firm in 19241

The table below showsboh Dur uf | ®56s programme on t
programme being performed at Llandaff Cathedral as part of this submission on
the right. Many of the issues surrounding a reproduction of this programme are
discussed in detail in Chapter 2, including things sasch consideration as to
which of the DaquiNoélcompositions Duruflé performed. The replacement of
non-organ works performed by other musicians at the original concert (appearing
in italics in the table) also needed consideration: those marked ‘telwesolos
played by Marcel Frécheville and those which originally appeared between the
FranckChoraland theFinalf r o m V Syenphong dlisere choral items

(Table i).

8Ab b ey 6 &rantl ®rguewas originally three manuals and pedal with thaiy stops but was
enlarged by him in 1894 to fodfpur stops.
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Table i: Recital programmes by Duruflé at Louviers 1926 and Gareth Price
at Llandaff Cathedral 2018

Duruf | ®0 s rofraanme i e r

Gareth Price Llandaff Programme

Bach: Prelude & Fugue inBWV 543

Bach: Prelude & Fugue in a BWV 54

*Bach: Aria Bach/Duruflé: Mortifienous par ta
bonté (Cantata 22)
Bach/Duruflé: Réjouidoi, mon ame
(Cantata 147)

Daquin: Noél Daquin: Noél l'in d

* SammartiniSalmon: Largo

Duruflé: Prélude sur I'Introit de
| 6 £Epi phani e

Franck:Grande Piece Symphonique

Duruflé: Chant donné

Durufl ®:
creator 6

Vari ati c

Duruflé: Prélude, adagio et choral val
sur |l e th me du ¢

Clérambault: Basse et dessus de
trompette Suite du Premier Tgn

Clérambault: Basse et dessus de
trompette, Récit de cromorne et de
cornet séparé & Dialogue sur les
Grands Jex (Suite du Premier Tgn

*Adagioi Haydn
*Siciliennei Fauré

Franck: Choral Il in b

Franck: Choral Il in b

Tournemire: Cantilenamprovisée

Josquin des Pres: Ave vera Virginitas
Gregorian chant: Alleluia, salve
Widor: Quam dilecta

Berruyer: Tantum ergo

Duruflé: Méditation

Vierne: Final (Symphonie I11)

Vierne: Final (Symphonie I11)

The BachAria cello solo in the 1926 Louviers concert has been replaced with two

transcriptions of Bach cantata movements Duruflé made in ¥96addition,

171n addition, Duruflé undertook something of a reverse procedure and orchestrated four organ

chorale preludes between 1942 and 1945. They Wenekomm' der Heiden Heilaf8WV 659
from theGreat Eighteen Chorale Prelude&lun freut euch, lieben Christend m éBWW 734),
O Lamm Gottes unschuld{BWYV 656 also from th&reat Eighteen Chorale Preludesndin dir

ist Freude(BWV 615 from theOrgelbiichlein.
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sonre of Durufl ®b6s shorter organ compositio
substitutions for the other pieces either played by Frécheville or those sung in the
original performance.
ThePr ® ude, adagio et choral isvari ® sur
being performed in its entirety at Llandaff, whereas the original Louviers recital
saw just thechoral variéperformed as the rest had not yet been composed. The
1931 edition of the Op. 4 is used for the reconstruction of the 1926 recital not
leastfot he reason that it contains Durufl ®0s
with this are discussed in Chapter 4.
As well as including other works by Duruflé, an additional piece appearing
in the doctoral recital programme is one of @irq improvisabnstranscribed by
Duruflé from recordings made in 1930 and 1931 by Charles Tournemire at the
Grand Orgueof la Basilique Sainte Clotilde, Paris. Its inclusion is to form a
stylistic and chronological link between the Fra@itorala n d D uVenif | ®06 s
creaor, not | east as Tour n e onganiste titwmareat Fr anc k 0 ¢
SainteClothilde and, as discussed earlier, his compositional style and
performance approach influenced Duruflé in his formative years in Paris. The
Cantilene mproviséas the second of the set of five transcriptions/reconstructions
Duruflé made between 1956 and 19%8.
A slight rearrangement of the order of some of the pieces from the original
Louviers recital has been madealtow for a more balanced programme. This is
also partly due to an awareness that the recreation recital will be one using organ

only repertoire which would not provide the same sense of change in timbre as the

18 The transcriptions aretite rapsodie improvisg®o. 1),Improvisation sur le Te Deu(o. 3),
Fantaisielmprovisation sur I'Ave maris stel@o. 4), andChoralimprovisation sur le Victimae

paschali(No. 5).1t is worth noting that the last three of these are overtly plainchant based,
reflecting both Durufl ®bsamind Tournemirebs cl ear
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original would with its cello or choir piecggaced amid the organ solos. As a
result,the planning of the programnfier the Llandaff Cathedral programme has
allowed forcontrasts in registration, tempi and dynamic lewdigch hasresulted

in the changes to the 1926 order of the organ solos.
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Chapter 1

Duruflé in Context

Throughout the nineteentdentury, and especially during its latter years, the rise
in the number of French compog®rformer organists in Paris coincided with a
renaissance in the building of organs suitable for both solo reatéland
liturgical accompaniment, led by arguably the most important of all French organ
builders, Aristide Cavailkoll. His impact is fullyexplored in Chapter 6, but it
has particular significance within, and bearing upon, the line of Parisian organist
composers who predate Maurice Duruflé which cannot be undervalued. Without
the changes introduced to the concept of organ building by CaCaillénd the
instruments he constructed and redesigned, the many organ works written in the
symphonic style dumng latenineteenth and earyventiethcentury could not have
been conceived: they were a synthesis of music and instruvheft hadappeal
for bothaudiences and congregations alike. The main developments of the time,
championed and introduced by Cawailioll, included a new approach to the
tonal palette and individual stop timbres as well as technical innovations.

Any genealogical line of organisbmposers from which the likes of
Duruflé could be said to evolve in the years after the First World $Var i
influenced by those organists, players and composers, who came into contact with
CavailléColl instruments on a daily basis. Whilst instruments from the Cavaillé
Coll workshop were to be found in many important buildings throughout France
such as SairBernin in Toulouse, Sair®uen in Rouen and the Abbaye aux

hommes in Caehthe majority of his most artistically and historically significant

! CavailléColl instruments can be found throughout Europe, in Russia and as far afield as
Argentina, Mexico and Japan. His fame and importance is such that he is also the only organ
builder to have an asteroid (5184) named after him.
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instruments were located in Paris. These include instruments in such religiously
i mportant bui lkidtBulpges la Rasiliqle&Léthgdralesde Saiit
Deni s, | 6-Elgtilde, & €athBdaleMNot®a me de Pari s, | 06£gl
SainteTrinité,| 6 £ g | i-Masie-MhdeleiSet Edlise SaintAugustin,andla
Basiliguedu Sacr€1 ur de MCavaille@a Itlastesedt instrument)
CavailléC o | dta6dingas an organ buildérecame such that he was also asked
to produce an instrument for the World Exhibition of 1878 situated in the Palais
des Fétes at the Trocadéro. This organ had the greatesafPariganists of the
time (including Alexandre Guil mant and C¢
display their talents anthey] showedhow much power an admirable instrument
can put in the hands of an artist who knows how to use its incomparable
resowrces. 0
The organistomposers whose work could be said to be influenced
directly by the organs of Cavail€oll, and who were the direct musical
antecedents of Maurice Duruflé, comprise just four: César Franck, CMates
Widor, Louis Vierne an€Charles Tournemire. As a result of some analytical
research of data collected regarding the composition of recital programmes
Duruflé performed between 1917 and 1939 (see Chapter 2), it has been possible to
see that works by these four composggeareqularlyonDur uf | ®6s reci t al
programmes.With the exception of Bach, twenfive of whose works are

included inDurufléd programming during this period, these four Raased

2 Jourral Officiel, 24 October 1878yww.culture.gouv.fe/culture/cavaile

coll/en/bas_expol1878.html

3 Data compiled fronConcerts de Maurice Duruflé de 1917 a 19pendix toMaurice Duuflé:

Souvenirs et autres écrigSéguier, Paris), p. 245252.Also foundat 6 Associ ati on Mauri c
Marie-Madeleine Durufléhttps://www.franceorgue.fr/durufle/index.php?zpg=drf.mmm.bio

(accessed on various occasions from 2017 onwards)



http://www.culture.gouv.fe/culture/cavaille-coll/en/bas_expo1878.html
http://www.culture.gouv.fe/culture/cavaille-coll/en/bas_expo1878.html
https://www.france-orgue.fr/durufle/index.php?zpg=drf.mmm.bio
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make up the all remaining places in the top five in terms of number of
compositons performed (Table 1.1)

Table 1.1: The number of works/movements by individual composers
appearing in recitals given by Maurice Duruflé between 1919 and 1939

Composer Number of works

Vierne 33
Bach 25
Franck 15
Tournemire 13
Widor
Duruflé
Dupré
Handel
Mendelssohn
Brahms
Clérambault
Guilmant
Daquin
Gigout
Messiaen

WWwWwhoroiooo OO N O

Furthermore, a similar analysis of the number of times any work by a composer
appears on Durufl ®06s recital programmes
themselves once again amongst those at the top of the list. Cikeigriyot only

the case that Duruflé performed a lot of their compositions, he also performed

their works frequently. In addition, Duruflé appears in the list himself, and as a

result tre order of the others is slightly different allowing for the number of times

41t is interesting to note that many French organists had a rather unusual canon of organ music.
This means that substantial Germanic workssadered by many to be part of the standard

repertoire (Ruebke and Rhienberger, for example) are not present whereas composers such as
Bach (for obvious reasons), Liszt and Mendelssohn do appear. Joseph Bonnet edited an edition of
L i s Adndssad salut@m undantantasia and Fugue in 1919, for example, and Marcel Dupré
produced his own edition of the major Liszt works (1941) as well as an arrangement for organ and
orchestra in 1930 of th&d nosin addition to eiditions of Bach, Handel, Mendelssohn and

Schumann. This bias towards certain Germanic compsers seems to have persisted to modern times:
6The Pari $0afhi gu dlkesheresirtg aeading for those fascinated by organ

recital programming. It reveals that alongside a corpus of Bastt, Mendelssohn, Schuman,

Franck and Messiaen (the early music), French organists seem to have a strong commitment to the
performance of their contempPurbaery qaurdd dThesree parstsei r
Musical TimesVol 137, No. 18481996) p. 37)
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which Duruflé included his own compositions in a public performance (Table

1.2).
Table 1.2: Number of occasions when comp
Durufl ®06s r €l810Dand1989 bet ween
Composer Number of works
Vierne 128
Bach 101
Duruflé 79
Franck 69
Tournemire 33
Clérambault 29
Daquin 20
Buxtehude 19
Dupré 19
Mendelssohn 19
Widor 16
Brahms 15
Handel 12
SaintSaéns 10

From these Tables it is easy to see that Dufafiéd kindred spirits in the
compositions of the quartet of composers named above. Table 1.2 is also of
interest in that it highlights the pemminence of music composed by Baroque
composers included by Duruflé in public performances. These include Bach an
Buxtehude from the Germanic tradition and Clérambault and Daquin from the
French. Compositions by both of the latter appear as often as works by composers
such as Handel, Mendelssohn or Dupré, and their inclusion in the recital at 1926
Louviers is discused in detail in Chapter 2.
One aspect of Durufl ®b6s approach to hi
which becomes clear through the recital programmes analysis undertaken, is that
he rarely includednulti-movement pieces in their entiratyrecitals
programming individual movementi®©m such worksnstead. For example,
although he performed multipien di vi dual s ecRréamer@and from Vi

Deuxeéme Symphonieggularly over this period, there is no record of him
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performing the works asompletepieces. That said, he does perform both
Vi e r TrasignseandSixieme Symphoni@s complete works once each in
concerts in 1938 and 1935 respectively. Agrtherindication ofthis single
movement selection ap$mmphenedpoworgue ne of Wi d:«
receives a completgerformancen any of his recitals although movements from
six of them are included in his concert repertoire. @lgsseemsather
incongruous todawhere such mukmovement compositions are often found at
the heart of @ecital programme.
Completeness of performaniteterms ofsuchworks by Franck and
Tournemire is more difficult to assess as neither wrote what were explicitly
labelled mulimo v e ment organ symphonies:- Having s
section,Grande Piecé&symphoniquea work lasting over twentfive minutes and
comparable in terms of length and thematic development witsyanghonief
Vierne or Widor, does appear seven times in his concert programmes. & his is
work Felix Aprahamian sees asewhich wasto influence the largecale

compositiors written by the next generation of orgardetmposers:

Vierne, in turn the pupil of Franck, Widor and Guilmant, inherited something from each
of his organistcomposer masters. Even though the first of these devwmtstiof his time

at his organ class to improvisation, fisandePiéce Symphoniqugad sown the seeds of

a 6sy mp h o n istylé of writing foothee organ.tThen Widor had crystalized this
tradition in his ten organ symphonies.

In a similar way, thex is no record of a complete performance of any of
Tour nelmi @Qredse ° Mtposigh segemabmovements of his setting for

the Deux@éme Dimanche aprésHpiphanie(Dominica Il post EpiphahianOp.

5 Felix Aprahamianl.ouis Vierne, 18701937, The Musical Time¥ol. 111, No 1526 (April,

1970), p. 431

5L 6 Or Mystigue consists difty -onesets of multimovement pieces (usually five and usually a
Prélude Offertoire, Elévation Communio andPostludeof some sort or othgsuch as &antasie
Paraphrasé written between 1927 and 1932 and covering the Sundays of the Roman Catholic
liturgical year with each set based on the Gregorian chants for the Sunday or festival in question.
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55, No. 9)do appear on programmes though not groupgdther in one concert.
Arguably, as primarily a liturgical organist, one could put forward a case that this
lack of performances of complateulti-movement pieceis not unexpected given
that Duruflé would rarely have the opportunity to perfauhlarge-scaleworks
liturgically. However, learning and performing such a collection of movements
could easily be covered ovenumber ofdifferentservices, not least as the
characters ofach movemerdould be tied in with the requirements of senate
whichit would be performed
The idea of collections of staradone movements, unconnected in
character and thematically independent, |
compositional approach. With the exception offinélude, adagio et choral
vari ® sur | ereatobanditeeP d®| wd&/e@ nét Fugu,e sur | e
his organ works are almost all what might be described as-atane movements
and, even within the two examples given above, individual mover(teets
choral variéand thefuguerespectivelyareoftenheard intheir ownright without
the preceding sections as either voluntaries or in recital programmes. In the same
way, the three SuitpdunoguEdp. 5 Have Dtiledinkihgl ® 6 s
them by way of thematic or compositional ties and could easily be viewed as
independent movemeriteven the titles show little connecting them: the sombre
openingPréludein B® minor, the rhapsodisiciliennein G minor with its lyrical
main melody, ad the ostentatiously flamboyahtccatain B minor. This idea of
viewing them as separate entities appear

performance of these three pieces which saw him include movements from the
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Suitein recitals or broadcasts somertjrione times between 1932 and 19g6ét,
apparently, only performing the three sections as a complete set twice, once at its
premiéere(25 June 1933) at a concert in the residence of le Comte Miramont Fizt
James aNeuilly-surSeiné and, subsequently, on the occasion when he played
for the first time in Britain at Christ Church, Woburn Square, Lon@on
Novemeber 1938) Lists of works taken from the programmes for 1938, for
example, had all the movements appearing in five concatrtsnbno occasion did
two or moreappear together. This approach to including sieglgions of larger
works is also evident in his programming of music from other periods such as the
presence ohdividual movements from larger works such as a Mendelssoh
Sonataor French Baroque suites. For example, he regularly played single
segment®f C | ®r a mBusteudu Prénser Tqrwhilst a performance of the
work as a whole does not appear in any recital programme or radio broadcast from
the period considered.

As has been mentioned above, this approach to programming might well
reflect that taken by an organist who is more regularly required to play shorter,
liturgically appropriate compositions before and after services rather than one who

considers themselvesore of a solo recitalisegularly undertaking recital tout$

" Data conpiled fromConcerts de Maurice Duruflé de 1917 a 19&ppendix toMaurice

Duruflé: Souvenirs et autres écriRaris: Séguier), p. 24352.Alsofoundal 6 Associ ati on
Maurice & Marie-Madeleine Durufléhttps://www.france
orgue.fr/durufle/index.php?zpg=drf.mmm.b{accessed on various occasions from 2017 onwards)

8 This concert was shared between Fleury, Langlais and Duruflg. Laa ¢ostributions included

his Tryptique (Annonciation, Nativité, Rameau)ich is of additional interest as the second
movement i s the ewhiclyDuwfté induded in his racitad drogransmies from

1917 to 1939.

9 The importance of tlirecital is further explored in Chapter 2

YDupr®b6s first tour to the United States, for
ninety-four recitals (1922) followed another tour there a year later which saw 220 recitals given.
Even disregardingravel time required, Dupré would haved to have been absent for long periods to
accommodate this number of performances and he was also touring in France and throughout
Europe at the same time.



https://www.france-orgue.fr/durufle/index.php?zpg=drf.mmm.bio
https://www.france-orgue.fr/durufle/index.php?zpg=drf.mmm.bio
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For sucha churchbasedblayer, whose regular performing and income was
dependent on the daily worship rather than recital f@warietyof individual
movementsvould need to beeadily tohand. It would appear far more
commonplace for the former to play a mixture of shorter works of varying
character (i.e. long enough to cover a liturgical moment or to allow for a
procession before or after the service) than having to meekpeetation®f a
concertaudiencewith a substantial concert work as a focal poivttich a player
with more exposure to regular recitals and recital tours would need to have.

By contrast Franck, Vierne and Tournemire were not averse to performing
the largescale woks they had composed, even giving complete recitals of just
their own music. An illustration of this can be found in a concert (16 June 1930)
which saw Tournemire devote a complete programme to musicLfron®r g u e
Mystique although he also seemed to enges#his concert as a religious
experience for t héepresesatte nae rii satsrkiicntg yt hienn i
concleAltondg the same |l ines, Durufl ®bs Pari
(188G 1971) would often include larggcale mulimovement works ofiis own
in recitals, especially when on a recital tour, and he regularly improvised multi
movement piecesometimedased on plainchant themesin the first
incarnation othework which later became h&ymphoniePassion Op 23?) as
part of theseAs can be seen through the analysis in both this chapter and
specifically regarding the 1926 Louviers recital in Chapter 2, Duagfffroach to

programming wasne which sawnostprogrammegompiled of a mixture of

11 Stephen Schloesselazz Age Catholicism: Mystic Mechismin Postwar Paris, 19191939

(Toronto: University of Toronto Press, 2005), p. 317

12 These started as a series of four improvisations at a concert heldin the Wannamaker Auditorium,
Philidelphia, on 8 December 1921. The improvisations were reworked intolblished score on

his return to France.
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shorter piecefrom various styles and peds rather than something based around
a single largescale work, a single composer, or even a siagder style.

In terms of the harmonic language used within his compositiunsifié
could also be said to be firmly rooted in the orgaoc@hposer genéagy
mentioned above and which his programmafgpseems inspired by. It is no
accident that the composers he performed wibsh (with the exception of Bach)
are those whose elements of style are most evident in his own compo#ations:
examplehe stulied composition with Tournemire and Vierne as well as with
Eugéne Gigout (1844.925)3 and Paul Dukas (186%935)'* amongst others.
Ronald Ebrecht has referred to him as 6t |
discussed below, there is much in his compositional style which questions this
particular epithet? D u r u fvdrk® Gosld be said to be more of a fusion of
different elements incorporating the thread of plainchant, the symphonic nature of
the largescale organ works he played, the harmonic language he was introduced
to at the Conservatoire, and the juxtaposition of flexible form found in
improvisatorystyle works bythe likes of Tournemire and the more formal
writings of composers such as Vierne, Bach and the French Baroque. Philippe

Ronzon has commented that his writing has

the modal aspect peculiar to French works since the end of the nineteenth century as a
solution to postWagnerianism and the aspect of plainsong, the beginning of Western
music in the middle ages. Through this tradition, he realizes a synthesis combining the
alpha and omega of music in Frariée.

3Gigoutwas apupilofSaia+ns and or ga nAugustinadefParik forSigiiva se Sai nt
years. Duruflé entered his organ class at the Conservatoire in 1920 aged just eighteen and the

youngest of the tenwgents in the class.

14 Duruflé took the composition examination for the class run by Dukas usigghészas his

submission and studied with him until at least 1930.

15 Ronald Ebrechtiviaurice Duruflé, 190P1986: The Last Impressionidtanham, MD,

Scarerow Press, 2002)

16 James E FrazieMaurice Duruflé: theMan andHis Music (Rochester, NY: University of

Rochester Press, 200p),109
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One i1 ssue with appr ai sluencgsisther uf | ®6s ¢«
comparatively small output he produced. This means that it is more difficult to
find specifictraitsfrom his predecessors in the way that one might, for example,
look at Pierre Cochered924 1984) and his musical ties with Dupré. One can
certainly argue that the brooding sense of depth and gravity Préhede(Suite,
Op. 5), is not dissimilar to underlying feelings and characteristics found in the
first section ofF r a n Rekix@énse Chora) a piece Duruflé performed sixteen
times betveen 1926 and 1939. In a same vein, moments @ithkenneare not
unrel ated to the more | yri c8ymphones ements |
This movement i s al so Gielierine{24 Riecesdeé of t he
fantaisie, Dewdme SuiteQp. 53) and there ara number of distinct similarities
including the overall tripartite shape, the use of a minor key and a change to a
triplet semiquaver left hand accompaniment for the final sounding of the melody.
Likewise, one certainly finds hints of &ir nTeoécata in B minor (24 Piéces de
fantaisie, Dewdme SuitePp.5 3 ) i n Tdeccata(Suite ®@® 5 though the
latter is a much more substantial and complex work. However, as is discussed in
Chapter 2, DuhrsToccat@neant tithi he darelkpéayed if in public
and performed it only o daceatanakimgéthe n r eci t
least performed of all his works during the 191989 period.

From Durufl ®5s own comments, ilt seems
and Debussy were foremost in his harmoni
Debussy, naturalf*’ Thierry Escaich, the currentganiste titulaireat Dur uf | ®06 s

church of SainEtiennedu-Mont, supportsthit o mment i ng t hat the 0

17 George BakerAn Interview with Maurice Duruflémerican Organisi4, November, 1980)
quoted in James E Fraziddaurice Duruflé: theMan andHis Music (Rochester, NY: University
of Rochester Press, 2007), p. 100
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the melody irDuruflé is from Franck and Fauré, the harmonies are from
Dukagi!® Duruflé was less fond of Fauré, though Ma@taire Alain claimed that
Durufl ® 6found inspiration in Debussy, il
he loved the fluid writing and modafirit. 1The addition of notes such as sixths,
sevenths and ninthe standard diatonic chords gives his works an harmonic
col our which certainly | eans towards sup|]
The Lastimpressionist® However the formal style of much of his writing, even
that with the more fluid plainchant influences running through it, means that
Duruflé appears to be a composer looking back beyond Debussy to Franck,
Vierne and Widor, opossiblyto the composers of the FrénBaroque if one
considers thehoral variéas a compositional genrer perhaps even further to the
days when plainchant walse pre-eminentmusical form within the church
Duruflé certainly seemetb eschew many of the newer avgairde ideas
which werepermeating through Paris at the tifvarie-Claire Alain alludes to

this saying that he

was not an innovator but a traditionalist. At a time when Alain and Messiaen broke all
preconceived ideas, Duruflé evolved and amplified the old traditions, maldngtits

own. [é] Like many of his contemporaries, he
that beat over Europe in the 1950s: atonality, concrete music, experimental music, which
discouraged many musicians from writing lest they appeafaslionec?!

18 Interview with GIJP 23 June 2015 in the loft of tReand Orguea t | & £ gHtienseel- Sai nt
Mont, Paris

18 Marie-Claire Alain Introduction Maurice Durufléin ed.EbrechtMaurice Duruflé, 1902

1986: The Last Impressionidtanham, MD: Scarecrow Press, 2002), p. xiv. Also quoted in James

E FrazierMaurice Duruflé: The Man and His MusfjRochester, NY: University of Rochester

Press, 2007), p. 99

20The term Inpressionism often appears synonymous with the music of Debussy, although he
disliked this term. Seen as being analogouh aitwork given this generétle, in music it sought

to explain the overarching elements such as static harmonies, timbres andidaece of more
traditional musical form in terms of the composi:t
structure to his orgaRréludesand his use of compositional techniques sagffugueandvarié,

as well as more traditional ideas sucldageloping one or two themes side by side during a
movementcertainlycalls into questiomvhether this islabel which ought to be placed upon him.

2 Marie-Claire Alain,Introductionin Ronald Ebrecht, edMaurice Duruflé, 19021986: The Last
Impressionis{Lanham, MD: Scarecrow Press, 200@). Xivxv
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The music of Messiaen and Duruflé seem a distance apart, though they
were composing at the same time and within just a few miles of each other: even
the most dissonant and chromatically complex phrases @¥hd which appear
as the climax to thadagiq are soon forgotten with the return to the more
traditional, diatonic harmonies of tiehoral variéthemselveslLikewise,the
musical language of his other great influence, Charles Tournemire, appdars

tobeechoed i n Du#Thierty ®gaich addressed thisgusther noting

that O6Tournemire is different: no strict
towards Messiaend and when asked i f this
sound rather outdated and btasaliffeeemtd | ooki |
style to that of Messiaen®and more in thi

Of particular i nter ePRrdludd adagioatchwaludy o f

variéis the fact that there is little comparable in terms of the chorale variations

within theoutput of the four composers considered to be his chief influences.
Clearly, there is much reflection on pl ai
leastinL 6 Or g u e wWHhgss fivé ngouementsweler ®1 ude a | 6l ntr oi
(discussed in Chapter 3), @ffertoire between the Offertory chant and the

Preface, artlévationwhich was a short interlude after the elevation of the

chalice, adCommuniorpossible intended for use when the choir were receiving

Communion, and a find&iece terminalevhich was often &ottie at the

conclusion of the Mas®©ther composers have also written works onvaei

Creatort heme, incl udi ng TdBeata suoleVeni Creatdf ze 6s 193

2A detailed study of Durufl ®6s harmonic | anguage
research, not least as it is something which would taklecdevdoctorate to explore. However, it is

one which | will be looking to investigate in my next academic research.

23 Interview with GIJP 23 June 2015 in the loft of Beand Orguea t | 6 £ gHtiensegl- Sai nt

Mont, Paris

2412 Piéces pour grandrgug Vol. 2 (Alphonse Leduc, 1939)
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However the idea of writingrersetdo interpose with sung verses, or a clear set
of variations upon a plainchant, or a laiggale composition based entirely on
thematic material derived solely from a single chant is something which does not
appear in the works of Franck or Vierne andasaddressed in the same way in
Tour nemi r ferGhe orgart® t i ng

Anotherareaworth touching upon when considering the context within
which Duruflé was composing, is the sense of permanence and longevity in
positions held within the Parisian meai society which the composers listed as
influences on Duruflé must have featiese were musicians who held posts as
organists and/or teachers with@ading Parisiaestablishments for many years.
As a result, they benefited from the time needed tafif®e musical world
around them and to have influence upon those with whom they came into contact.
All four of the organistcomposers had long tenures a®eganiste titulaire
César Franck was at Sair@otilde forthirty-two years (18581890), Louis
Vierne was at Notr®ame de Paris fahirty-sevenyears (19001937), Charles
Marie Widor was at Sairbulpice forsixty-threeyears (18701933), and Charles
Tournemire was at Saintélotilde forforty-oneyears (18981939). It is hardly
surprising, herefore, that Duruflé stayed at Safittennedu-Mont, either as
organiste titulaireor joint organist with his wife for 46 years (1929975),
considerably longer than any of ieedecessor® With permanence, it could be

argued, comes acceptance and influence.

25t is unclearif Duruflé wished the verses of interposing plainchant to be included between the
choral variéas there is no indication for this in the copy nor any specific reference to verses to be
replaced by thearié. However,one might assume thalternatative plainchamerses are

something he considered might be includsdis approackappears in his own recording of the
work. This is an area discussed in greater detail in Chapter 4

26 The six holders of the positidoefore Duruflé were Gabriel Giier ¢wenty-nineyears: 182%

1853), Louis Lebelthirty-five years: 185B1888), George Symeik years: 18881894),
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With these various points in mintthe importance of the organist
composer genealogyhich Duruflé felt part ofcan clearly be seea line
stretching directly back to Franchnd ifone were to include the influence of
composers such as Clérambault on Duruflé, back even to the French Baroque. Not
only was he a fine player who had close working relationships and friendships
with Vierne and Tournemire but, through them, he also wapartonger
tradition dating back directly to Franck and Widor as orgamastposers. It has
been argued that, of all the great French orgawistposers of the period, it is
Vierne who is the most important in terms of effect and sway on those who
followed. In the same way that Franck developed a style of composition which
was embraced and expanded by Widor and Vierne, so the latter is the most
important figure in terms of influence over the next genera@entainly the
longevity with which he was abte hold control over one of the greatest positions
in French church music (namely his 37 years at Notre Dame de Paris which
included 1750 recitals), the depth and variety of compositions he wrote for both
religious services and for organ concerts, andduiss throughout Europe and to
the United States allowed him to become an established figure within the Parisian
organworldApr ahami an has written that OVierne
over the French organ composers between the two wars, on Marcél &ugpn

the younger Maurice Duruflé and Jean Langi&is

Alexandre Dantotthirty years: 189%1924), Rémy Clavers (less than a year: 1924), and Gaston
Singery five years: 192#1929). Also of passing interest is the fact that all six of these
predecessors to Duruflé were blind organists, perhaps due in part to the fact that the Institut des
Jeunes Aveugles was just 15 minutes away on the Boulevard des Invatides/as here that the
first class for blind organ students was established in 1826.

27 Felix Aprahamianlouis Vierne, 18701937, The Musical Time¥ol 111, No 1526 (April,

1970), p. 432
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In addition, Duruflé was able to benefit from, and to fully embrace, the
ideas of Aristide CavailkEoll, the craftsman responsible for creating a new tonal
palette for the organ and improving therragement of the organ from a
performerds point of view as well as rai
of merit, a position natlwaysenjoyedduring the previous few generatiorss a
result of this came compositions whicad an interwovereldionship with these
new organs, pieces which had their compositional heart in the new sound of the
French symphonic organs.

Finally, as will be discussed in greater detail in Chapter 3, Duruflé was
also part of a group of composers who looked to embracgrdwing popularity
of plainchant and its use within liturgy, aeemergence of which was partly seen
as creating an historical context for French music and led to the settinghgp of
Schola Cantorum de Paris 1894.In conversation with the renownecdganist
Pierre Cochereat? Duruflé explained how plainchant became a continuous
thread and delight and, at times, a dominant presence throughout his life,

compositions and music making:

I am an organist, and | have lived for a considerable time withiarttidence of

Gregorian chant. And | consider that Gregorian chant is a very sage musical language. |
have always been spellbound by Gregorian chant. | would even go so far as to say that it
has sometimes come across to me as tyrannical, as spellbindimgagstie. But | have

no intention of downplaying Gregorian chant, for it has given me a source of great joy as
an organist and composer. Thus the fact that as an organist | have constantly been
surrounded by chant has influenced my musical language, witieed may from a
contemporary standpoint be seen as relatitatye®®

2Cochereau not only pl ayedPrédudckretFigue®dreenomor ks but r e
d 6 A linal978and included it on the LEBohereau en concert a Notre Dame de PéBstice

SOCD310Q

29 Sleeve note frod u r u f 1 ®v mtégéale pour orgueStefan Schmidt, Eglise SaiRierre,

Dusseldorf (Aeolus AEL0211, 2001priginally found onDurufléi | 6 u v poer orgue

Herndon Spillman (disques FYJ)d suis organiske t j 6 a i beaucoup v®cu dans |
grégorien. Je pense que le chant grégoriearekingage relativement sage. Et justement comme

j 0 a toujoBrs @évouté par le chant grégorigje dirais néme que cechantéggor i en mo a

qguel quefois sembl® un peu IltnyEisgwonslegdu e | bmda gndi l
peti t péraiud pea op encikgltrop réduit mon chant harmonigsieon peut dire,

méenfin encore une fois: je ne veux pas dire du r
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Duruflé used theseaditionalchants(as collected, amended and even
added to by Solesmeispth literally and as an underlying, subliminal influence
within his original thematienaterial; they seemed, for him, a source for melodic
inspiration. The importance of this is something which is apparent in the specific
work discussed within this doctorate, but also within many other compositions
literally in workssuch as th&®equiemtheMesse Cum Jubil@and theQuatre
Motets sur des #imes grégoriensand inthe generic character of melodic themes,
such as found in thigléditation Duruflé sawplainchantas a building block in his
compositions: O0as an ourrguaded by ¢hant[whiclllve con:
has influenced my musical language, which indeed may from a contemporary

standpoint be seen as relatively tafte

reconnaissant paragu 6 i | mbéa daren® d6dbe glammima e et de composit
joie. Alors, vous mesddmasden paungqgei rpb@ti vemer
peutétre acausedeca,pagau e j 6ai toujours v®cu dans |l e chant

évidemment plutét saggJranslation by Kurt Leuders) Dur uf | ®6s view that his
@may from acontemporary standpoint be seen as relativelydfamé s somet hing addr esse
Chapter 4 and, whilst being explicitally outside the scope of this work, is an area for future study.

30Sleeve note fromur uf | ®: Ldi uvr e, Stefan SRigmidy Bige SgintPierre, or g u e
Dusseldorf (Aeolus AEL0211, 2001) originally found dburufléi | 6 i uvr e pHemdon or gue
Spillman (Disques FY) (Translation by Kurt Leuders)
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Chapter 2
Duruflé recital programming, 19171 1939

Therecitalprogramme for the pesfmance element of this doctorate is based on a

reconstruction obnegiven byMauriceDuruflé on 18 October 1926 to mark the

inauguration of the restoration of tkwande Orgued e | 0 £ g{Danseede Not r e

Louviers Thework was overseen by the organ buildeigustus Convers who

had succeeded Charles Mutin as the head of the Ca@ailléirm in 1924. This

recital was one of a large number given by Duruflé duringniee-war years,

many performed in Pariand which earned him a reputation as a fine peréor

and, latterly, a gifted composer. A careful study of the Louviers programme and

others from this period have helped to informhoibte performance element of

this specificresearcahnd gener al contextual consi der a

Prélude,ad gi o et <choral vari® sur | e 6Veni cr
Duruflé had been appointed @ganiste titulaireat Louviers in 1919,

playing there on Sundayghilst deputising in Parignitially for Tournemire at

SainteClotilde and then Vierne at Noti2ame de Parjon other occasions

dur i ng t hoonsidesedhie JohnHABbeyorgan excellent and he

composed much of his music on it during |
Furthermore, Spillman has argued that whi
influencedasheayil by a specific organ as, for ex:

instrument at Saint€lotilde, themusic, tone palettes and timbi@srufle had in
mind, are

definitely influenced by the nineteentientury concepts of organ building introduced by
CavailléColl and continued by his successor, Charles Mutin. Duruflé had intimate

1 James E FrazieMaurice Duruflé:The Man and His Musi(Rochester, NY: University of
Rochester Press, 2007), p. 22
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contact with two important Parisian Cavaillidll organs at Saint€lotilde and Notre
Dame Cathedral, and even t h®amedglauviers hat he kn
was built along Rmantic concepts.

The list of stops on the 19Z&rand OrgueConvers rebuild at Louviers was
certainly comprehensive enough to meetrdgstrationrequirements needed to
play the works Duruflé composed upon it: theand Orguehad fourteen stops
(including a full 16, 8 & 4ft reeathorug, a ten stogrositif (with both aClarinette
and aTrompettg, an enclose®écitof thirteen stops, including the efispecified
Voix céleste &nd a choice of two gentler solo reedsig humaineandHautboig
as well aghe chorus reedlfompett. It also had a practic®édalesection of six
stops made up of two differently voiced 16ft ranks, two 8ft flute ranks andBboth
and 16t reeds’ A consideration of the registrations specified in the score of the
choralvariéecer t ai nly seems to support Spill manbé
organ was the one Duruflé had in mind when composing his early works, not least
as the same can be saidhe stop requirements for his 1986herzqOp. 2).
However, there are certain requirements inQipe 4which are not possible on the
Louviers organ, including the addition of 32ft reed aadainflue ranks in the
Pédale thoughthe 1868 CavailléCadll instrument found in the Cattéale Notre-
Dame deParis certainly had these ranks, as well as some other detailed
registration requirements including the combinatioRlafrinette 8andNazard
specified on pagevelve of theOp. 4Prélude This, of course, was an instrument
he knew well from his time dejising for Vierne.

The data for the list of works played by Duruflé during his concert

performances and radio broadcasts between 1917 and 1939 was compiled from

2Herndon SpillmanAs the Master Wanteidom ed. Ronald Ebreciaurice Duruflé: The Last
Impressionis{Lanham and London: The Scarecrow Press, Inc., 2002), p. 122
3 A full specification of this instrument appears asfg@pendix
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information produced by 6 Associ at i on-Madelane DucuBanét Mar i e
f r om Du rtobidgtamitad coleetion of writings and accompanying
information,Souvenirs et autres écrjnd appears as appendices: one outlines

the works based on composer and frequency of perforneaotyear which

allows for a ranking in terms of the regulantith whicha piece appears on

concert programmewgyhilst the other takes the data and looks at the performance

venues This analysis shows that he gave recitals in Louviers each year from 1924

to 1927. Alongside these annual concerts, there were thoiteleeat Lisieux

(1923, 1926 and 1927) and one each at Evreux (1925) arkbRiomPierre

(1926) which included works by composers sucMaadelssohn, Dupré,

Clérambault, Guilmantand, with the exception of the October 1927 Louviers

concert, each reait included at least one work by Bach, Franck and Vierne.

It was these three composers who were to become the foundation on which many

recital programmes were built over the coming yédrardly surprising given the

stature of Bach withimhe organworldand Dur uf | ®0 s(seer gan geneas
Chapter 1 Analysis of the organ solos he gave from 1917 to 1939 shows that out

of six hundred and eighty items performed (of course, many pieces were

performed more than once but each playing is counted as a sefgmgieriusic

by Bach was includedne hundred and ortienes on the lists (14.85% of the

performance programmes during the period considered), Franclkngietyimes

(10.14%) and Viernene hundred and twengightt i mes (18. 82 %) . Dur 1

4Data compiled fronConcerts de Maurice Duruflé de 1917 a 19%pendix toMaurice Duruflé

Souvenirs et autres écrifRaris: Séguier), p. 24352. Also foundat 8 Associ ati on Mauri ce
Marie-Madeleine Durufléhttps://www.franceorgue.fr/durufle/index.php?zpg=drf.mmm.bio

(accessed on various occasions from 2017 onwards)



https://www.france-orgue.fr/durufle/index.php?zpg=drf.mmm.bio

35

view regardinglie preeminence of Bach and the importance of perforrhisg

worksis clear from an answer he gave regarding why he played Bach:

Thef uvafe J S Bach must constitute the core
has its place in church repertoioa the understanding that its charaésemdapted to that

of the Office ofthe day and appropriate for the moment. Bach has himself planned this
outcomein his Orgelbichleir®

The only other composer to appear more than fifty times on the Datruflé
himself who played his own music on seveniye occasions (11.61%). It is also
worth notirg that the other great organ@imposer figure associated with
Duruflé, Charles Tournemire, receives just thitiyee performances (4.85%)
with almosthalf of these being performances of just twovements from the
same work'the AdagioandOffertoirefrom Deuxieme Dimanche apres
I'EpiphanieL 6 Or g u e , Nby9sQp.i55).u e

Somewhat surprisingly, there are very few performances of works by his
directParisian contemporaries. Only two works by MesSiappear, a single
performance oke Banquet Célestnd one complete performance of
L 6 A s c g(with anadditional performance of the fourth movemenrgre du
Christ montant vers son P§reand Langhis has just a single piece performed,
La Nativitéfrom his 1933Poemes Evangéliqueshich was played on three
occasions. These equally renowned composer/organists take up, collectively, less

than 1% of Durufl ®bs pr ogr avelile anggedf r o m

SMaurice DurufléUneenqqu °t e sur | 6orgue: questionnaire pose
|I

réponsesL 6 Or g u e, No 100, Association des amis de
[ L61T uv-6 Bachddeit cdnstituer le fond du repertoire de tout organiste. Elle peut certainement
trouver sa place dans le répertoire d'église, a condition d'en adagaesd&ere a celui de I'office

du jour et au moment convenable. Bach a d'ailleurs prévuéuane cette destination dans son
Orgelbichlein.]

of

t

6Qlivier Messiaen (19081992)wasorganiste titulairea t | 6 £ g | i sTEnitédl®311982 Sai nt e

70f his time stdying alongside Messiaenin Dukdcso mposi ti on c¢cl ass, Durufl ®

avait déja Messiaen a cette épofué qui apportait d® " des Tuvres

with George BakerThe American Organist, Vol 14 (1November 1980, reproded in Maurice
Duruflé Autres écritsp. 204 [At that time, there was also Messiaen who brought very interesting
works.]

8 Jean Langlais (19071991)wasorganiste titulaireat la Basililque Saint€lotilde 194% 1988

h i

Or
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that this provides us with further conf i

in terms of his compositional influences rather than looking to the new style of
Parisian organ compositism the late 1930s. A consideration of those ggc
written by his contemporariesmdchosen for performance by Duruflé are

generally of a more reflective and introverted charaateicontain very few

moments of the flamboyance often associated with Messiaen and Langlais. Organ

registrations of distarguiet flutes or undulating strings ranks with reference to or
at least themes echoing characteristics of Gregorian oftentseem to be where

Duruflé feels most comfortable as a performer.

Anot her somewhat wunexpected omissi

progammes are any of the works of Jehan Alain (199240). Duruflé must have
knownA | a iongal svorks anthey were friendérom the Paris Conservatoire
(Alain left in 1939). In conversation with George Baker, Duruflé confirmed that
he knew Alain well havingnet him at Paul Dulsa theusé and the subsequent
friendship was clearly such that the
compose what is generally considered to be his finest organ wolkréhele et
fugue sur |Op 7.rConmposddi ¥O42atwonyears after Alain was

shot by German forces besieging the town of Saumur, this piece not only builds

on |

mp

both movements on a thematic motif based

quotes his most famous piet&anies(JA117, 1937). The maiméme from
Al ainds wor k appe aPréludé¢ andhisuseatl almdsttaga e n d
recitativelike figure linking thePréludeto theFugue in much the same way that

Duruflé links thePréludeandadagioin hisOp. 41° as discussed in Chapter 4.

9George Baker: Este que vous avazien connu Jehan Alain?

Maurice Durufl ®: Oui, je | 6ai connu chez Paul

10 Amongst Jehan Alain compositions are a number based on plainchant includitegitiisns

sur Lucis CreatomendthePo st | ude pour [ 60ffice de Complies

of 1

Du
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The 193 Louviers recital, and the one which preceded it a month earlier
in PontSaintPierre, included the newly composedriations sur le Ventreator
de Durufléas a central work. Thisompositionwas to find a place within the
recital programmes of Durufléjther in its initial shorter form of just treoral
varié or in its finaltriptych version on more occasions than any other of his
works in performed up to 1939: there were twegitght inclusions in recital
programmes of thehoral variéas a stan@dlone work and six performances of the
whole of theOp. 4 This means that in the thirteen years after its initial conception
as just variations, itenjoyedapgemi nent position i n Duruf|l @
taking up 544% of the total number gfieces he performeld.

It is also worth stating that, in addition to . 4 Duruflé appears to
have beemappy to publicise his own compositions in recitals and the regular
radio broadcasts (on the Poste Pari€j@Radio Paris and PTT Parigiyenduring
these years. This included seventeen performances Bféhele(Suite,Op. 5),
eleven of his earl$gcherzqOp. 2), and ten of hiSicilienne(Op. 5). His known
antipathy towards theoncludingToccataof the Op. 5 is certainly reflected in the
relative paucity of performanceéisreceivedin comparison with the other sections
of the Suite Only four times does he includeis final movement during the six
years between its composition (1933) and the outbreak of the Second World War,

with just one in tk year it was written then nothing until 1937, this compared to

11 There are an additiahthree times when he is listed as playing his own works but details of
which are not specified and so it is not possible to include these in specific lists.

12These were given on a sevessiy stop electronic instrument built by Edouard Eloi Coupleux in
collaboration with the radio engineer Armand Givelet. Duruflé gave recitals on the instrument
throughout this period although Vierne is credited with the inauguration on 26 October 1932,
giving a recit aToccatamamdsHuge in divg chaale pré&uaas bydBsch,

Da q u Naod o g, F r @rélade,d-8gue et Variatigiwo of his own compositions.égende
andCarillon de Westminstgand an improvisation.
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twenty-seven performances of the other two movemdésie-Claire Alain

recounts that during her lessons with Duruflé (when he substituted for Dupré who

was absent on tigadthesoccasion to workswithuhineomhiss 6 s e

great worksVeni Creator ScherzoSuite( e x cept t he AToccatao wl

to hear),andthBr ® ude et Fugu®¥ sur | e nom doAl ai
The programme for the recital given by Duruflé on th©t®ber 1926,

marking the inauguration of the newly restoi®dand Orgue de Notr®ame de

Louviersby the Convers company is produced below. (Figure2.1)

3Marie-Claire Alain,Introductionin Ronald Ebrecht, edMaurice Duruflé, 19021986: The Last
Impressionis{Lanham, MD: Scarecrow Press, 2002) xiv.

Spillmanalsor ef er s to the fact that on the opening page
Toccata Durufl ® wrote OMy dear Pierre, Asthever pl ay t
Mager Wantedrom ed. Ronald EbreciMaurice Duruflé: The Last Impression{gétanham and

London: The Scarecrow Press, Inc., 2002), p. 142

In addition, Robert Sholl recounts an occasion when Duruflé, invited to conduct his Mass at St

Mar y6s Chu o describedbhFaccatstgd Denni s Hunt as the &ésins
“Unfortunately, it has not been possible to obtain a copy of the original programme aisd so th

somewhat less clear Interrsturced version has had to be used for this publication.
http://orguesnormandie.com/orgue_normand/PDF/Orgue_Normand_12 242&quHssed on

several occasions)



http://orgues-normandie.com/orgue_normand/PDF/Orgue_Normand_12_2428.pdf
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Figure 2.1: The programme for Durufhe studentss ®6s 1926 Louviers
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PREMILRE PARTIE
{. Preiude et Fugue enia mineur. J.-5. Bacu.
QAR Goi . awal. sbw . sae e A9 DACH.
M. FRECHEVILLE,
3. Noét ... oo oo cis oo DaociN xvite Siacion.

1. Largo ... SAMMARTINI-SALMON.

M. FRECHEVILLE
5. Grande piece symphnonigue ... C. FraNck.
DEUXIECME PARTIE
| @1 Variations syt ity eitn tzrees. M. Denvree.

b} Basse et dessus de trompetie CLERAMEAULT.
(X Viite Siicle).

i 2ar Adagio. ... .o we- ... Hlavon,

i b) Sicilienne... .o vev ... G Favne.
M. FRECHEVILLE,
3. Chorai en si mineur ... ... C. Fraxck.

Salut du T.-S. Sacrement
Dar 13 MITIISE PARNSSIALE
Ave vera Virginitas ... ... ... JospouiN pes Pris.
Alleiuia, Salve icnhant grégonens,
Quam dilecta (a2 crgues) .. ... Wibon.
Tantum ergo ... ... ... ... G. DERRUYER.
Sortie

Finai de la 3¢ symphonie.. ... L. ViEnxe.
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As can be seen from this programme,libaviers recital was not one made up of
pieces for solo organ alone. A number of cello solos were played by Marcel
Frécheville Premier Prixwinner at the Conservatoire) who wasssibly
accompanied by Maurice Duruflé as neither the facsimile of progranonéhe
data accessed througissociation Durufléo r D u 1Sau¥ehir® ét autres écrits

make reference to another accompanist. If this were the case, then it is safe to
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surmisethat these would have been accompanied on the organ as they appear
betweerorgan solos and the time taken to get from the console Grtned
Orgueto a piano (presumably in the nawé)around 4 minutes migitave made
for a somewhat disjointed concéttEbrecht makes reference to the fact that
Tournemire 0p etfdrihe rededitationtofehe tonviers ergan in
1926, at which Duruflé alsperformed 6 so it mi ght wel | have
accompanied Fréchevillé.
The Widor work performed at Louviel@uam dilecta(Op. 23, No. 1)
raises a few queries regarding pemfiers and supports the idea of an additional
organist. Written in 1878ndscored for SATB choir and a paf organs, it
makesuse of the differenplacingand character of th@rande Orgueand the
Or gue d,andGthnigaddib. The ideal of exploitigthe spatial effecand
difference of timbre between the organs was something Widor returned to in 1878
in hisMass(Op. 36), where he also adtfise additional vocal texture of a male
unison choir of seminaries, and in his settings&lm 112n 1879. The use of
potential interplay between a west end organ and an instrument at the front of the
church (usually | ocated near to the choi |
mentor, Louis Vierne, exploited in his 190&sse Solennell®©p. 16). The
Louviers programme gives no indication as to the name of the second organist in

the Widor piece and whilst it is possible to play both parts on one instrument (by

15 Having visited the loft at Louviers, it is clear that the tiraleein to get from the organ bench to

the bottom of the stairs in the nostfest corner of the nave takes about two minutes and additional
time would be needed to walk up the nave and prepare to play at aypigngoa total of about 4
minutes before and t&fr each piece accompanied on the piano

16 Ronald EbrechfTies that bindn Maurice Duruflé, 1902 1986: The Last Impressionist

(Lanham, MD, and London: The Scarecrow Press, Inc., 2002), p. 162. This also appears at
http://orgue.free.fr/of358.htn{accessed on several occasions from September 2003) which

includes, below the specification of the instr ume
etun récital seraonné par Charles TOURNEMIRE et Maurice DURUFLE (titulaire de
| 6instrument). & [A rebuild was effected in 1926 ¢

and Maurice DURUFLE (resident organist)]


http://orgue.free.fr/of358.html
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exploiting the different timbres between the manuals and ranks available but
losing the sese of distance between the two instruments and the space of the
building itself) it is unlikely that this would have been the case at a celebratory
concert and one in a church with two organs available for use. If there were a
secondrganistinvolved in he concert (perhaps, as suggested by Ebrecht,
Durufl ®6s ment or a nttey rhighi welhhdve playadthe e mi r e ) 1
second organ partont@er g u e d,eerl@psialsoraccompanying the choir
who sang the four pieces in the final section befureuflé played thé-inal from
Vi e r Troisi@rme Symphonin theGrande Orgue  Si mi | ar |y, Dur uf |l
recital (SaintPierre, Lisieux, on 29 October 192fso featured a work written for
two organs. th&u es Petrus a 2 orgué¢fr tenor and foupartchoir as well) by
Henri Busser (18742.973). This programmieasanother performance of
D u r u WVari&ions su le Venicreator.
The works in the 1926 Louviers programmieich featuredhe cello

soloist were:

1 Aria (not specified) Johann Sebastian Bach

1 Largoi Giovanni Battista Sammartini (arranged Joseph Salmon). This
was possibly the first movement of the G minor Sonata originally
written for Violin and Keyboard (Published by Edition Ricordiris)

1 Adagio(not specified) Franz Joseph Haydn

1 Siciliennei Gabriel FauréAssociation Durufléuggest it might be an
arrangement of th8iciliennefrom Pelléas et Mélisand@p. 80)
though it is as likely to be the origin@icilienne(Op. 78).

With the exception of the Haydn, it is clear to see that tiveskswereintended

to reflect the music played around t hem:
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ofthed6 Gr eat 6 A mi n o r,th®Sammauntidi &lloasrthd Ddquirg u e
and the Fauré prepares the way for the more substantial Fzaocl. The
Haydnappears to be the one exception although it does bridge the chronological
gap between t he Fr enRassed dessosqetompet@ ®r a mb a
from hisSuite du Premier TQrand the Fauré/Franck pairing.

No reference is made on the programme aviglaithe choir involved in
the concertHowever,given that it was a special occasion for the chutahjght
well have been the resident church choir singing the music listed 8atbhedu
T.-S. Sacremenperhaps conducted by Duruflé and possiblynaerted with
other singers for the occasion. The works in the programme to be sung by the
choir were:

1 Ave vera Virginitag Josquin des PréA. simple homophonic fodpart

piece with some canonic writing in the soprano and tenor parts

1 Alleluia, Salve Gregorian chant

1 Quam dilecta CharlesMarie Widor

{ Tantum ergd G Berruyert’
None of these pieces are specifically associated with the dedication of a new
organ, but are rather a collection of the pieces which would dradeubtedly
been sung on regular ostans and wouldn all probability havebeenknown by

those attending the event. The texts chosen included a ditapien prayef® a

17 This plainchant arrangement was one of a set ofdohlished by Editions Musicales de la
Schola Cantorum (1913l}.is scored for fowpart choir with orgamd lib. The other three pieces
in the publication are settings Atlore te Tu esPetrusandIn manus tuas

8 The text of the hymive vera Virginitagranslates asiail true Virginity, unblemished chastity,
whose perfection was our cleansingMother of God, remember me, Amen
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verse from Psalm 8%,whilst thetantum ergasets a translation of the last two
verses of St shyhniPamgesLingvg’ui nas 6

The solo organ works performed were clearly chosen to reflect the new
instrument in all its splendour whilst also allowing the organist to demonstrate
that the instrument is capable of effective performancesdfs from many
traditions the French and German Baroque, late nineteeatitury French music,
and contemporary organ pieces are all found in the programme. The solo pieces
performed were:

Premeére Partie

1 Prélude and Fugue en la mineudohann Sebastian Bach

1 Noéli Louis-Claude Daquin

1 Grande Piece SymphoniqueCésar Franck

Deuxieme Partie

T Vari ati on s ucreatdibd MayrioenBuruf@@V e n i

1 Basse et dessus de trompétteouis-Nicolas Clérambault

1 Choral en si mineur César Franck

Salut du T-S. Sacrement

1 Final de la 3 Symphonié& Louis Vierne
Ther eci t al 6 s isdhe enly pairegl Bazlo prekude and fugue to be
specifically tittedass uch on one of Dur ghetive®d%l7 concert
and 1939, although this does not mean that such a pairimgpdichppen
elsewhere and that works were only partially titled or that the record of the

programme is not complete. Appearing a total of twelve tiBesc h6 s BWV 543

19 The text ofQuam dilectas taken from Psalm 84{ow lovely are thy dwellings, thou Lord of
hosts.

20The text of the hymiTantumergotranslates aklence so great a Sacrament let us venerate with
bowed heads
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was only missing from a recital programme for four years during this period and
is the frst Bach work specifically noted Durufléd programmesappearing
twice in 1926. The work is almost certaithe BWV 543 and is nowadays given
the additional title ofhe Greato differentiate it from the other preludes and
fugues in A minor such as BW551, 559 (fromThe Eight Shojtor 561 (more
correctly tittedFantasia and Fuguye Other multtmovement works by Bach
appear in his recital programmes during this periottiuding theFantasia and
Fugue in C minoBWYV 53771 but there is no reference to any other prelude and
fugue. It is not unreasonable to assume that Duruflé played otheskige
works by Bach, not | east as he and his wi
at Soissons in the 1960s and these in@duds performance of many of the more
substantial works. The regularity with which BWV 543 appears implies that it
was a favourite of Duruflé and the fantaie@ opening to the prelude with
exuberant manual and pedal passages, followed by the carefukgdvarge
scale fugue, and the concluding cadenza figures, make this 8na of mdss
colourful and ostentatious largealeorgan works

Both the Daquin and Clérambault pieegs described in the programme
asXVIII® Siecle. This seems to imply th#tte pieces, or even the composers
themselves, were unknown to the majority of the audience, not least as there is no
similar explanation of period (and therefore style) for the other poterigaly
known composers (Sammartini or Berruyer). However gliegancomposers of
theFr ench Baroque were to become stalwarts
over the following years with pieces by Daquin appearing twenty fintesNoél
from the Louviers recital appears at least twelve tjiese is some uncertay

over the specifibNoél Duruflé performed on six further occasions (see below)
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and movements by Clérambault were included in performances twenty nine times
during this periodvith, for examplethe Récit de nasardfrom theSuite du
Premier Ton apparing fifteen times between 1929 and 1938, making it the third
most played piece in his recital programmes during this period.

As mentioned above, it can be difficult to ascertain which of |-Glaside
D a q u NaéléDairuflé performed in some recitals; tkey is not given and it is
simply listed asNod. This isalsothe case in the Louviers recital with the key
being unspecified in the published programme. Daquin (16822) published the
Noélsas a set of twelve under the tiN®uveau Livre de Noé(®ais, 1757) My
research has led to the conclusion that the one performed in Louviers was most
likely to be the first in the set (the D mindpé&) and whilst there are others in the
same key 1, 1l, V, VI, VIl and Xl all share D minoii several can realigally be
discarded as they are quidbélsand so would seem to be inappropriate in terms
of the programming: something faster and louder would be needed to provide
contrast with the two cello works which sandwiched it. The lack of detailed
programme refrencing appears elsewhere;tfmy example, Duruflé simply uses
the titleNoél varié en ré mineun a radio broadcast for Poste Parisien on 26
October 1932.

Whilst the original 1757 title of the first of the sefNséls sur les jeux

d 6 An c h gesnbbmta ths title given by Duruflé in the later recitalsNsél

2! Literally translated as reed stops without tremulants. The Cliquot organ in La Chapelle de

Versailles (1711, restored Alexandre Cliquot 1736) had reeds on all diviSimrmeetteon the

Grand Orgue theRécitand thePédale and a Cromorne on thiositiff and 62 tr embl ant s 6
Professor Peter Williams, it New History of the Organ From the Greeks to the Present Day

(London: Faber and Faber, 1980), pp.il038. Williams sates, when discussing the idea of the

Grandjey t hat o n [.4hk pairof Erompettespmti@sand Orguegave an extra

flavour to the timbre peculiar to French reeds, with their depthnefitothe bass (often sounding
asifafluestopwerd r awn with them) and their bri-lliance in
basses, both of the Trompette and Cromorne types, remained the chief glory of the3fesmtch

jeu. 6
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varié and seems to imply a connectionto®i¥ e n i cariatiomd. TheN6él

appears regularly in Durufl ®b6s recital

linked with other works found in the Louviers recital. Examples of this include:

1 1933: 19 March at SakiNlarcel,Laon;26 August at the Basilique
NotreDame de la Délivrance, Deresla-Délivrance. This programme
al so i ncl udiealvarBent ¥ & h ® 6 and theRécibde
nasardf r om C| ® Sutendu &rerhidgr Doa

1 1933: 19 November at the Cathédrale S¥incent, ChalorsurSadne.
This programme also includedthadheDialogueand theRécit de
nasardf r om C| ® Sutendu &renhigr Boa

1 1935: 15 September at the Cathédrale Saaterdos de Sarlat on the

JeanFrancois Lépine organ (1752 restored 1932/33 just before

P

Durufl ®bs recital MuincGuhpany)avikichHer mel i n

included unspecified works by Bach, Couperin, Daquin, Clérambault

and Gigout. Given the proximity of these recitals, it seems safe to

assume that the Daquin would be the same piece.
Although Maurice Duruflé did not record any of thegDan Noéls Marie-
Madeleine didsoon a recording they jointly made in 1969 (EMI C06310545).
These recordinggeremaden t he 1674 Robert Il-ngout
Sauveur aux Andelys in the Normandy town of Le P&titiely, a fact proudly
advertisedn the churchhoday Maurice recorded some Francois Couperin and de
Gringy and MarieMadeleine performed Clérambault and Daquin (l&Coucou
andNoéls I, IX, X & X].

Further attempts to clarify which of tiNoélswas played in these recitals

resulted m correspondence with Alain Cartayrade (General Secretary and

or ¢
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Administratoroff 6 Associ at i on-Madaane Ducut Sadly, aMar i e
he has been able to confirm is that there is no specific refaretieerecords of
the Association Durufléo which of the DaquitNoék it was that Duruflgplayed
That said, Monsieur Cartayrade agrees with my view regarding which it is likely
to be, adding t No&lswed Teh eN oni‘dbsves thid tOfbadl a r
the case, andsNoél Xisthekeyolc maj or , t henNoBlvaricueh|l ®6 s t i
ré mineur(as in the 1933 concert programme from Laon) would certainly support
the hypothesis that it was the first of the set he performed. Disappointingly, at this
timeDur uf | ®06 s s c or e ailadle for farther neseardh and sostisn ot av
not possible to confirm whethé is annotated with dasef performancespr to
see if there is any obvious indicati(such as registrationgs)ight suggest which
was most likely to be played.
The music of thesHoélswas made public mainly through a Durand
edition of 1901. This was produced under the editorship of Guilmant and André
Pirro as the third volume &r chi ves des Mdahetsames de | 60r g
combination of editor and publisher also produced an editibn C| ®r ambaul t 6 s
Suite du Premier TotitledP r e mi e r L iirv1908 with th@asgelee
Dessus de Trompet(8uite du Premier TQrappearing as a separate publication

with Guilmant as editor under the somewhat misleading titRréfude pour

22 private correspondence with Alain Cartayrade in July 2015. After a requ@gtuly for any
informationregarding further details on other programmes in the library of Duruflé, and a query as

to whether Durufl ®bs own copy of the sheet music
Monsieur Cartayrade replied onthe 28 Jdyaf ol | ows: o6 Dear Gareth, Youdr
assumption that it was unlikely to bméls2, 7 or 9 and that there appears to be no clear reference

anywhere regarding which it was] but on the programme there is no more informatidh|

have noscore. The most populdloélswer e No 1 & 10. Bel ®t® et 7 bien
23 Paris: Durand & Fils, 1901
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Orgue(Heugel et Co., P&s) as part of a series titléé Maitrisei Journal de
Musique Religieus#'

Two works by César Franck appear in the Louviers recitalGthade
Piece Symphoniquend hisDeuxieme ChoralWhilst both were performed in
concerts throughouhe period studied, neither were the most played work of
Franck. Both were debut recital performances for Duruflé but both became regular
additions to programmes in subsequent yeardDehxieme Chorahppeared
eight times, making it the third most parfted piece of Franck in this period,
whilst theGrande Piece Symphonigbas seven performances. However,
Franckdés most per f oSimRiaeswmoposedbetweeme fr om |
1859 and 1862, with fourteen appearances on programmes for the fourth piece in
the set, théastoral and nine appearances for the piece preceding iBrilade,
Fugue et Variation

The Grande Piéce Symphoniq(@p. 17)is a work of synphonic
proportions, lasting approximately twerttyee minutes, and is often considered
to be the antecedent of his 1888 orchestral masterpiece, thgmphonie (en Ré
minuer) pour OrchestreTheOp 17. appears as the second3ix Piecesa
collectionwhi ch wer e not only an i mportant <cor
but also reflected the first real sense of synthesis of composéreandw
symphonidnstrumens. Franck had struck up a close friendship with Cavaillé
Coll from their first meeting i1847°and it was to the | atterd

Franck entrusted the production of a new fegity stop organ at Saintélotilde.

%»The series was published 6sous |l a direction tout
the support (6éavec | e dhomasandF Bedgistaadthe@ublshinges Go unc
house | abels itself O6f£diteurs des Solf®ges et MOt
25 At the time, Franck was assistant organist at ND@enede-Lorette, the church he was also
married in. ltwas Cavaill€d | 6 s custom to invite | eading organi
and Widor, to perform recitals on newtpmpleted instruments.
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Inaugurated in 1859, the organ was designed by Théodore Ballu, whilst Franck
was O maitmeeealchapelland intendedrganistetitulaire of the new organ

in 1857[... and] he may have exercised a great influence on the final design of
organ and its compositiG®®The i nstrument i s modest
standards, with the fortgix stops divided am Table 2.1 balw:

Table 2.1:Distribution of stops on the 1859 organ at Saint€lotilde

Department Number of stops
Grand Orgue 14
Positif 14
Récit 10
Pédale 8

Characteristic Cavaill€oll stops are present includind-dite Harmonique ®n

all manuals, &0ix célestandVoix humaineon theRécit and reeds on all
manuals. Franck certainly looked to exploit the changes made to organ design,
tonal qualities and new player aids (see Chapter 6 for more detail regarding
CavailléColl changes) and there is little doubt that®isPiécesvere conceived
and shaped with this nesvgan concepih mind, not least through specific stops

appearing in the copy (thé&ox célestén theGrande Piece Symphoniguer

example), the date of their composition (1858 6 2) , and Fananck 6 s

with the organ builder which led to the building of S&inteClotilde instrument.
Written in 1890, th&@rois Choralesver e Fr anckods | ast

twelve years after the second creative cycle which sawWrtiie Pieceof 1878

Davies, in his bok on Franckregardd hese f i nal wo rfikest a s

organ composition®t he best of Franckés works

26 The Organ of César Franchkttps://www.orgueclotilde-paris.info/uk/legrandorgue/lorguede-
cesatfranck/index.phfaccessed 2017)

t

N

as

wor k
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more consistency, in thErois Choral written in the last year of his life. These are
introspective compositons, all redol ent of the compo.
mysticism&’ Thisisa trait equally apparent in the
SainteClotilde successors, Charles Tournemire. Franck describ&adise
Choralesconception in a letter to friends writingtha 6 bef ore | di e, I
write some organ chorales, jus?® as Bach

The second of hi€horales dedicated to the publisher Auguste Durand, is
in the key of B minor, and opens with a deep sense of foreboding simitest
form it can be seen as a passacagli@éar set of variations on a
in the pedals] which passes and repasses incessantly across the musical scene to
find calm after restlessness towards theddh@his Choraleis in complete
contrast to the more lyricdPremiére Choralend theTroisieme Choralevhich
has toccatdike moments (not dissimilar to the openigtylusphantasticuof
Bachos BayWell asds@me hauntingly lyrical quieter passages

TheDeuxieme Choralekasa gr ave and stately charac
compl ex melodic suspensions tends to mak:
textured work&° The spiritual nature of this work is further reflected in the
pianissimoB maj or s e offers aghinspsdgw]hof the IChriét motif of
Les Béatitudes®*As a result of this, many conside
supplicatory work in its quesd?Thisg after ;

would certainlymake its placing just before the religious section of theviers

27 Laurence Davieg;ranck (London: J M Dent and Sons Ltd, 1973), pp. 98

28 Quoted in Leon VallaCésar FranckLondon: George G Harrap & Co, Ltd, 1951), p, 232
21bid, p. 233

30 Laurence Davieg;ranck (London: J M Dent and Sons Ltd, 1973), p. 81

31 1bid, p. 81

%2 1bid, p. 81
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concerti theSalut de TS. Sacremerit appropriate as it would provide a musical
bridge, setting a more reflective mood for the liturgical moments which followed:
0l f one takes this view its close inspir.
having overcome passion ( t3hFarthérmoteer me z z 0)
the ending of each of the concertos firsi
weight to the importance Duruflé placed on the comp@sediscussed in Chapter
1, the number oivorks by Franck appear sixtyi ne ti mes (18.82%) i |
recital programmes from 1919 to 1939, making them the fourth most played
works, and Franck as a composer appears third in the list of composers whose
music Duruflé played at this time (behindevtie and Bach). In addition, a=ll
as providing music which would, surely, have been known to many of the
audience present. Duruflé might also have used it as a link betwegrahis
inspired variations and the chanspired choral works, not leastiaseflects the
idea that the real strength of Franckqos
of their design, the atmosphere of religious and poetic faith they préctaim

For astudy of Duruflé, thenost significant piece in the 1926 recital is h
Variations sur @&Thibwantheinitidlersionof theeworkat o r
which was to cement his reputation as a composer when publishedPas|tie,
adagi o et chor al @ldoweva, triswas not the filsMimen i cr e a |
the variations appeared in a recital programme as they had been included in a
concert given a month earlier (19 September 1926) to mark the inauguration of
the organ at the church in PeBaintPierre, a small villagen the Haute

Normandie area of France about fourteen miles morghs t of Durufl ®b6s h

3 bid, p. 81
341bid, p. 83
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town of Louviers®® The PontSaintPierrerecital also included several choral

workswi t h t he or ganToscath et Buguk i@ ifémmeuBac h 6 s
(presumably BWV 56p , F r Pagludek Fugue et Variation Vi &ltegre 6 s
vivace(probably from hifPremiereSymphonig , D u Yaunidtion®sdirde Veni

creator, Me nd eCheralvVdrié(6Sso nat a VI )Finddeda Vi er nebs
Premiére Symphonie

Duruflé alsoperformed s composition in a third concert in 1926 (Saint
Pierre, Lisieux, on 29 October 1926), e variationsare then not includeid a
recital until 4May 1930 (in Bernay) where they are simply describe@lawal
varié with no attributed theme. That saitlis safe to assume that they areand
the same piece, not least given the very few works he compbséarther
support the idea that it is the same set of variations. the recital in Bernay was just
six weeks before Duruflé played the compldtedude, adagio et choral varié
sur | e 0 Whichiwoncthe erizé irotlhe @ompetition organised_bg
Ami s d e (20 Jon@ 4980), @and it seenemsonable to assume thatwould
have performed these variations as something of a dry run for thpetiban.

At this stage sveral general pointreworthy of attention when
considering Durufl ®bs recital programmin
recital with hisOp. 4 In the vast majority of recitals where this work is performed
(either as the complete triptych or just the sathafral varid, the programme

ends with something by his guiding light Vierne, with the most common being the

35The organ is a modest one built by the Damiens brotherseatated by Haerpfderman
(1958) and Cicchero (1986). Its specification is:
Grand Orgue: Montre 8, Bourdon 8, Prestant 4 & Doublette 2
Récit (enclosed)FIate 8, Principal 8, Fl(te a cheminée 4, Doublette 2, Sesquialtera |l,
Plein jeu (4 ranks), Trompett3, Tremolo
Pédal: Soubasse 16
Couplers: GOtoPéd (8 &4), RtoPéd (8 &4), Rto GO (16, 8 &4)
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flamboyantFinals to either hisPremiéreor Troisi€meSymphonie® or his

Carillon de WestminsteY Interestingly, the recording Maurice and Marie
Madeleine made of early twentietientury organ works from the Cathédrale de
Soissons and Saiitiennedu-Mont3® reverses this order with Maurice opening
the recordi ng ®ayllonpde Waestmmsgeand/ dglosing mwith dis
own performance of thé Ve ni  with etleet woonkOplayed by either
performer sandwiched in between. However, it is unclear ibtter of the tracks
was decided by the Duruflés or the recording company.

The second point is that wioéWWemi Dur uf |
c r e aworl is 6ften linked with a piece of Clérambault. Furthermore, the earlier
composer 0s whdalowk tha more emodera feke directly, almost as a
palette cleanser before the next section of the réckat a n ¢ k 6 Deuniegameg ht y
Choralein terms of solo organ works in the Louviers recital. This positioning of
the various works also places thé&¥ n i ¢ at¢ha ¢emtral point of the
Louviers recital, thus creating a pivotal poiand, either consciously or
subconsciously, giving it a level of prominence within the programme.

Performances of the complédp. 4dappear very ratably in L
programmes in the years following its composition and psigaing. The
researchundertakershows that, after its first performance in 1930 and four
subsequent performances the following year, it only finds its way into a recital
given by Duruflé orfour other occasions and never after 1963. Titherby
coincidenceor designwas the first year which saw Mai#i#adeleine include the

work in a recital and she went on to perfdima workeight times over the

36 premiére Symphoni@aris: Pérégally et Parvy fils, 1899, reprinted J Hamelle, 1903) and

Troisieme Symphoni@aris: Durand, 1929)

37 Louis Vierne,Pieces de Fantaisi€lroisiémeSuite,Op. 54 (Paris: Henri Lemoine, 1927)

%Vierne, Tournemire, DHratudishues 256460538 ¥63) Pour Or gue
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following fifteen years. Having said thahechoral vari§¢ when considered as a
standalone piece,apped n numer ous occasions in Duruf
research undertaken shows these variations appearing 111 times in performances
listed from 1926 to 197%nd post 1930 there are only fiyears when this

concluding section of the triptych did not appear as part of a concert, two of which
were during the Second Wonllar.3° The impact of these variatisrfnot least as

a standalone work)can also be seen by the fact that other organatiedtto

perform thensoon after their publicatiori934, for example, saw two radio
broadcasts of thehoral variéby former pupils of Widor: Martha Bracquemond

(who had also studied with Vierne) played it for Radio Paris from the Salle
CavailléColl on 4November, and Susi Hock gave a performance for Radio

Vienne on 1:November.

The final piece in the Louviers programme waskhmalf r om Vi er ne 0 s
Troisieme Symphon{®p. 28). As already noted, Vierne was the composer most
performed by Duruflé in recitafsom 1917 to 1939, taking up almost 20% of the
programmes he played, something hardly surprising given their close friendship
andDurufléd s  p odspiutisingdon him on numerous occasions. This bond was
further cemented through events such as Viermertgto Duruflé when seeking a
performer for the miere of hisSixieme Symphonie NotreDame in 1934,
andt he fact that it was Durufl ® who was at
organ loft in June 1937 when Vierne gave his last organ recital, famously passing
away after playing hiriptyque(Op. 58) and having just been given a theme on

which to improvie. This Op28Finali s t he third most pl ayed

39 An analysis of recitals/broadcasts of both the work as a whole and those whereghstahe
varié appeared with both Maurice and MaN&adeleine Duruflé playing (as well as some where it
is unclear as to who is performing) appears as an appendix.
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to appear in the list of works Duruflé performed in recitals or broadcasts: it was
played on twelve occasions by Duruflé before the outbreak of the Second World
War (also making it the ninth @st played piece regardless of the composer), and
was only beaten in the number of performances spatgine pieces received by
the Carillon de Westminsteand theScherzdDeuxieme Symphoni®p. 20) both

of which were performed fifteen times over fteriod considered.

Written in 1911 and dedicated to Marcel Dupré, Thaisieme Symphonie
was pemiéreed in Paris in at the Salle Gaveau in March 1929. Of its five
movements the final two (a lyricAldagioand the flamboyarftinal) are the only
standalonemovements played by Duruflé in recitals: he performed the complete
Symphonigust ance during this period (1938). Ti8&mphoniés in F minor*°
and theFinal is a typicaltour de forcewith a running manual figure
accompanying a theme full of forebodirRpllin Smith says of this movement
t hat 0Rnal\condudes theé symphony, its sinister theme always
accompanied by an os#io of sixteenth noté! This theme is passed between
hands and feet until it reaches a glorious conclusion Withafor arived at on
full organ. As the dedicatee points out,
effectived*? Both Maurice and Maridladeleine Duruflé played this movement

regularly and the latter also recorded it on a compilation of Tournemire and

““Vierneds Organ Symphonies wddrmierdasin@pnereghd i n key
Deuxiemen E minor, theTroisiemein F# minor, theQuatriemein G minor, theCinquiéemean A

minor, and theSixiemen B minor. Vierne died before completing more than sketches for the
Septiemeavhich was to be in C and was to be dedicated to Maurice Duruflé

41 Rollin Smith,Louis Vierne: Organist of Notr®ame Cathedra{Hillsdale, NY: Pendragon

Press, 1999), p. 527

42 | etter from Marcel Dupré to Rollin Smith (July 22, 1970) quoted in Rollin Srhithjs Vierne:

Organist of NotreDame Cathedra(Hillsdale, NY: Rendragon Press, 1999), p. 525
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Vierne made byhe couple at Soissons Cathedral and Saiiennedu-Mont in
1961 for Erato (th&inal was played at Saiftiennedu-Mont).*®
In addition tohis 1926 Louviers recitdDuruflé gave an almost identical
programme (in terms of the organ solos) soon after mehigcomposition prize
fromLes Ami s fa the dorop@wOg.4 &he recital took place in la
Cathédrale Not®amel mmacul ®e (al so known as the S
Cathedral), Monaco on 3 March 1931 (nine months after winning the prize); this
was the first recorded performance outside Paris of the coniteté The
pieces duplicated from the Louviers recital were:

1 Prélude, adagio et choral varié sur le théme du \¢eeatori Duruflé

1 Prélude et Fugue en la mineuBach

1 Récit de nasarid Clérambault

1 2°Chorali Franck

1 Final de la 3 Symphonié& Vierne
There were two ther recitals on the short 1931 French Riviera tour which
included thed V ecreatordin its entirety: la Cathédrale SairlR&parte, Nice (4
March) and -Cio€mg,| i Men tSditiow@eer, thbaother pigces
in both of these programmes differed from both the Louviers and Monaco recitals:
f or e x amplbceata, aBagic dt fdgue en(BWV 564) took the place of
thePrédudeand Fugueen la mineusat both. The only other piece te duplicated

from Louvi e rFnal @ @misiemeé SyenphorngioNice. The recital at

43 Maurice Duruflé and Mariéadeleine DurufléYierne & TournemirgErato EJA13,

1960/1961)

“l't was in Menton that Durufl ®bs teacher and frie
(15 July till 15 September) staying@ap-Martin in the villa of the mother of Madeleine Richepin

whilst composing hiSymphonieVI Ri chepi n was a singer who became
and travelling companion and to whom he dedicated a collection of songs setting text by her

distant ousin Jean Richepin.
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SacréCi ur, Menton, also includes reference

the concert Magnificat avec verseimproviss par M. Durufléwith the choirs

corducted by Abbé Roux. This is the only reference | have found to recital

I mprovisation in Durufl ®0s recitals from
Importantly, he prewar recital programmes also offer the first

opportunity to consider Duruf®éperformance of his own works an English

instrument with all the accompanying issues of registration, timbre and console

layout as well as the practicalities of playing French music on an English organ in

general (see Chapter 6). On 8 November 1938 he was invited Bygha Music

Societyto perform at Christ Church, Woburn Squarendon This was his only

tour to Britain before the Second World War which seems rather at odds with the

approach of other notable French organists of the time: Dupré gave over two

thousand recitals abed and Vierne regularly toured including ones to Italy

(1922), Switzerland (1918nd1922), Germany (1921), and the USAirty-four

recitals in 1927)Twice he alsanade tours of Britain, first at the invitation of the

organ builder Henry Willis 11l durig January 1924 keen, no doubt, to show off

some of his finest instrumeftsaind subsequentt the invitation of John Verne

in April 19254€ From this, it is clear that there was an appetite amongst the

British organ concerattending public to hear Frenplayers, ofta playing their

own works. For example, Messiaen performed two movements béNgtivité

du Seigneuat the 1938 ISCM Festival in London. That s#id additional lure of

45 The venues on this tour wefeinity College, Cambridge and Westminster Cathedral (both on 3

January, the former at 11.30am and the latter and 6.30pm), and in the following nine days, recitals

were given at York Minster, Leeds Par8th u r ¢ h Manchester Town Hall , St
Catholic Church, Edge Hill, Liverpool, and Renfield Street United Reformed Church, Glasgow

46 This tour saw Viernglaying in London, Liverpool, Doncaster, Exmouth, Hinckley, Hove,

Middlesbrough, NorthamptomNottingham, Sheffield and Torquay
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Organiste de Notrame de Parisn any advertisarng i n Vier
Organiste a Notrdbamei n t he case of Dupr ®6s must ha
influence on attending audienc¥s.

Durufl ® s London progr ammiéugueanc| uded wi
ut), Bach Fantaisie en sol mapr, presumably th® i  c e BV@VO572), u e
four works by VierneEtoile du SoirfOp. 54 iii, LégendeDp 31 xiii, Communion
Op 58 ii andLes Cloches de Hinckl&yp 55 iv), and concludevi t h  Dur uf | ®0 s
Suite pour orgugOp. 5. The recital was reviewed irhe Musical Timem
January of the followig yeaf®openingwi t h a refl ection, on Dur

clearly his introspective character was prevalent even then:

Neither is he the person to advertise himself. He is a modest and rather serious organist,
who could and surely should enjoy a moresgouous position. He has abundant
technique and some fine musical qualities; if he had but a little of that flair for
showmanship of which others seem to have so much, he would have travelled the world
like them?®

Durufl ®bs pl ayi n g asonkll recdived inBlereoigivu e pwas es |
noteworthy for f i feandhi©Bathlseamsamhdve cefeedtadn i t i o |
the trend of the day with the central section,Gnavement whi | st bei ng Or
a |ittle slow,® recafluechorgganilabijpor oad treat |

crescendd® This style of playingseems rather datemw with stop combinations

4T The relationship between ti@rganiste(Vierne) andSuppléan{Dupré) soured over the use of
the titleOrganistein relation to NotreDame. The issue was not helped by Dupré being allowed to
use the titleOrganiste A Ngé-Damea s o pp o s e d tOmaniéte deNatredénsenot i t | e
|l east as this created some confusion on Dupr ®b6s /
of Al exander Russell, Dupr®06s Amer iDamaen manager , \
organi sté6. As a result, Vierne included a clear me
beyond, in a recital he gave in 1924 when he was billed as:
Concert déorgue donn® par Louis Viern
Organistetitulaire de N:-D. De Paris
The underlining madensemphatic point. Further details of the disagreement and its repercussions
can be found in Rollin Smith,ouis Vierne: Organist of NotrBame Cathedral(Pendragon Press,
1999), pp. 330343
48 Organ Recital NoteéThe Musical Timésvol. 80, No. 1151 (January 1939), p. 51
Https://www.jstor.org/stable/921505?seq=1#page _scan_tab c¢eteessed August 2017)
4 |bid
%0 1bid
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chosen to allow clarity and the avoidance of graduated dynamic changes being the
accepted norrtoday However, at the time, this orddteal approach as more
commonseeing its culmination in the literal orchestrations of the likes of
Schoenberg, Respighi and Stokowski. That said, a consideration of the
specification of the organ (see below) also reflects the sense that full fundamental
tone was perhapseento bemore important thathe brightness and transparency
of tone adopted today.
The Vierne pieces received a glowing review, not least as they stress
Durufl ®s close friendship and working r
muchfavoured pupi ) making his playing O6authent.i
satisfactio@ Clearly, Duruflé found registration combinations which were to the
liking of the reviewer, although it is impossible to know if Duruflé felt they were
truly reflective of the French timmbs as no record exists of his registration choices
and the organ is no longer extant. Comment was also made of the fact that all four
Vierne pieces were O0deliberat®, sympathe:
't i s i n t he Sutethat hs approach tdtheregistrati®d s
issues when playing French music on an English organ are most clearly laid out.
ThePréludeandToccataare brushed over in a sentence or two, but the reviewer

dwells a little on the central movement, Bieilienne

51 A full specification of tle instrument appears in the Appendix
52 Organ Recital NotegThe Musical Timgsvol. 80, No. 1151 (January 1939), p. 51
Https://www.jstor.org/stable/921505?seq=1#page_de#n conten{accessed August 2017)
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Recitalists who need an expressive modern French movement should make a note of this.
With the composerds clear and col our ful regis
Vox Human&®in this organ, the effect watelightful.>*

He then goes on to give us an indication
registration anaf the way that the organ is managed:

M. Duruflé is essentially a modern. He confesses to little interest in ancient music or
antique registration. He is not afilaio use the swefpyedal, albeit rather simply, as most
Continental organists do. He has a remarkable and attractive sense of colour, which he
uses to plan his registration architecturally: every change of stops means something, and
grows out of the musiitself, and is related to all that precedes and follows. As a

musician he is thoughtful and sensitive.

This reference to a 6sense of colourd is
placed alongside the programme notes which Duruflé wrote for thigitotrc

thePrélude he descr i bes t[.h]gradwalyaccamulatesitheg! e t he
power of the orgamWhilst in theSicilienne he refers to the fact that the
bcontrasting of timbres and a q@&%st for
The ideaof colour created through registration was also something which

Durufl ®s mentor, Vierne, referred to on
Pieces de fantaisie many of which appeared in Duruf

in the London concert), Viae wrote that the chosen

registration is by no means inflexible, rather it is an indication for the general colouring.
It can be altered according to the possibilities offered by the instruments on which they
are performed. It goes without saying that st (i.e. performer) should refrain from

53 A reed stop referred to asvmix humaineon French organsntended to resemble the uman

voice, this was a sheresonator reed and was often used with a trmulant to reflect the sound of a

choir or soloist. Traditiondl, it was of 8ft length and it was commonly found on French organs of

the Classical period. From the nineteenth century, it was usually located Rédihén Organ

Stops and Their Artistic RegistratigNew York, H W Gray Co, 1921, reprnted by Dover
Pblications Inc, 2002), George Ashdown Audsl ey c
combination with all the softeroiced labial and lingual stops of unison pitch; giving a special

coloring to the tones of stops more assertive than itself, &mctisty and fullness to the tones of
stops of its own value [é] Considering its valu
find a place in all organs of any pretensions. 6 (
54 Organ Recital NotegThe Musical TimésVol. 80, No. 1151 (Jarary 1939), p. 51
https://www.jstor.org/stable/921505?seq=1#page_scan_tab_c¢mteassed August 2017)

%5 1bid

Wil liam McVickeros sleeve notes to John Scottods
Duruflé, www.hyperionrecords.co.uk/dw.asp?dc=W40_663&8cessed 29/08/2017)
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any effects which are inappropriate, picturesque or eccentric which are out of character
with the music. This is the basic principle of all interpretation concerned with ac&iracy.

Vierne then goes further by xding this to organ registration in general,
including the works oBach®®

| have taken the precaution of indicating that registrations are simply general color [sic]
indications, not in the least inflexible; the spirit is what counts in such mrsatte letter
is nothing®®

Gabriel Faur® in the preface to his 1917

sentiment, raising awareness of the need to combine an understanding of music

from a different country or period and the role of the organ witlurship:

I't is undeniable that when certain of Bachos
only on old organs, are impossible to reproduce on the modern ones. However, a

performer gifted with skill and taste will find by means of a combinatiornapfss the

equi vtanbresh® 6

The organ at Christ Church, Woburn Square, was a 1915 Hill &3art,is no
longerin existenceas the church was demolished in 1974 to make way for further
expansion within the University of London. Unlike a typicediich cathedral or

many churches, the organ was more typically located, as many English
instruments are, in the north chancel aisle (This is further discussed in Chapter 6).
The compass of the manuals at filight keys was slightly larger than either

Sant-Etiennedu-Mont (fifty-four) or NotreDame de Paris (fiftgix) but the

57 AvertissementPreface) tdPiéce de fantaisie Suite 1 Ciill quoted in Rollin Smithl_ouis

Vierne: Organist of Notrdame CathedrafHillsdale, NY: PendragoRress, 1999), p. 580 [La
registration qui ndéa ri en dubeurgéndradexeilelpbueraétrest pl ut 1t
modifiée selon les possiblités offertes par les instruments sur lesqeglsezbnt execes; ily a

sans dire que leartistes devront se garder des effets disparates, pittoresque ou excentriques non

justiiégs par | e caract re de |l a musique; cbest un pri
interpretation soucieuse doéexactitude. ]

Vi erne produced an edi(PariscEditionsfSalabertyi®4o0f Bachos wor
59 | etter of October 8, 1928, from Vierne to Pierre Eschenbrenner discussing the issue of
registration in Bach&s PrLeuisW¥idreesOrgamtdfNetregues, i n R«
Dame CathedrafHillsdale, NY: Pendragon Press, 1999), p. 580 (Translation Rollin Smith)

03J. S. Bach iuvres compl et e sAURE{Rans: DOrangl & Eils, R®vi si or
1917) [Néanmoins, en faisant entendre certaines pifc8achjl y aura lieu de tenir compte de

ce que telle ou telle sonorité trés particuliére aux anciennessorguse retrouve plus dans les

orgues modems. Une¥c ut ant dou® dgdlitsaua@btenio, par de®corebinaistres

de jeux, des sonoés équvalentes.] (Translation from the original preface)

51 A full specification of this instrument appears in the appendix
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pedal compass on all three instruments was the same (thirty keys). The Christ
Church organ had two of its divisions enclosed @heir andSwel| although one
can safely presumedhthe soldr'rombaon theChoir, anddoubledon theGreat,

was notenclosed intl@hoirb o x ) , whereas the i nstrument
had only theRécit(Swel) enclosed. The secondary enclosed manual would have
been important to a player lookingdreate an additional palette of timbres, and
the fact thafThe Musical Timereview refers to the use of tM®x Humanao

create specific effects certainly supports this. In addition, the endBis=d

would also have allowed Duruflé to use this mamsshn accompanying one,
using ranks such as tBrilciana 8andRohrGedect or this, thus freeing up an
additional set of enclosed potential solo stops tbm 8andOboe 8in

particular) found on th&well The application of a similar approach fbe organ

at Llandaff Cathedral is discussed in Chapter 7.

The specification of the Hill & Son instrument is slightly smaller than that
of the organ of SairEtiennedu-Mont after the work undertaken by Théodore
Puget and PatMarie Koenig in 1932 althoud it is certainly flexible and has
many timbres broadly similar to those on the French instrument. The
Pedal/Pédalalepartments both have 32ft flue rank$S (& Bourdorand a
Soubasseas well as metal and wooden 16ft ranks. Alongside these, there are 8ft
Flute ranks and a 4ft rank although these are different in character on the two
instruments: a met&rincipal in London and a woodedflGte in Paris. The largest
difference in in terms of pedal stops is the reed department where London has just
a singlel6 Ophicleidewhilst SaintEtiennedu-Mont has a full chorus of reeds

(Bombarde 16Trompetteq u i n t, @romipétfe &ndClarion 4). To complete

62 A full specification of the instrument after the 1932 work appears in the appendix
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the full chorus of ranks, it also ha®adalmixture Carillon III') traditionally
made up of ranks at seventdemineteenth and twengecond.

The main manual(GreatGrand Orgue¢ of the two instrumentisavea full
set of foundation stops (16 & 8ft) although the French organ certainly appears
more flexible in terms of tone for these ranks, not least in tbeelof the style
and timbre of the stogsthe Christ Church organ, for example, offers three metal
ranks, but they are all of a similar sty@pen Diapasonalbeit of different
intensities and the 16ft is an extension of this timbre (Tab®.2.

Table 2.2: Foundation ranks on theGreatof the 1915 Christ Church,
Woburn Square and Grand Orgueof the 1932 SaintEtienne-du-Mont

Christ Church, Woburn Square Saint-Etienne-du-Mont
16ft Double Open Diapason 16ft | Montre
Bourdon
8ft Open Diapason | 8ft Montre
OpenDiapason |l FlGte harmonique
Open Diapason llI Gambe
Flauto Traverso Bourdon
FlOte creuse

There is a similar | ack of Greaimtaimsof | exi bi |
the mutations available to a player wishing to add colour or brightness to any

registrations: the only stop available i ave | f whirea the French

instrument offers two mixtures of different character (arankPlein jeuand a

five-rark Corne). However, 1 is in the area of the chorus reeds that the biggest

difference appeaysvith the Hill & Son organ offering just &romba 8

traditionally a solo reed which also appears to be available dbhibie’i

compared to the full reed choragailable orthe SaintEtiennedu-Mont organ

(Bombarde 16Trompette &ndClarion 4). As discussed in Chapter 6, the
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voicing on these reeds and their use intaty registration would have been quite
different to reed use on a typical English organ.

The Choir/Positiforgans are not dissimilar in terms of size and each offers
foundation stops of different characters as well as ranks used for soloing out
melodic lines. In this area the London organ appears, on paper at least, to offer
more to the playeiSaintEtiennedu-Mont has just &romorne 8andTrompette 8
whereas Christ Church offered a range of 8ft stops includ@igranet, Vox
Humana Orchestal Oboeand theTrombareferred to above. Once again, there
are differences in terms of the mutations available to add brightness and colour to
fuller registrations. On the London organ, there is a siDgleiana Mixtureof
undisclosed rankdwhereas the Paris organ offersla z a r ds w2l as two
mixtures Eourniture 1l andSesquialtera .

The Swell/Récibn both instruments are again of a similar size with a
comparable set of 16, 8 and 4ft foundation stops. Howevemgfaisin the area
of mutations, upper octave k@and reeds where the two organs differ with the
Hill & Son organ following the rather predictable layout of English organs of the
time, although it does possess a full reed chorus. Given its plathig the
Swellbox, this would make it a useful arléXible addition to full organ sound
allowing, as it would, for a noticeable graduation in volume. Thefoondation
ranks on the London consist of justifteenth 2and an unspecifieMlixture. In

comparison, the organ at Saktiennedu-Mont boasted for stops of higher

83 This mixturecomprisessmaller scaled metal pipg#/ing a delicate and softer tone and whilst it
can be made up of up to five rankaufciana Mixture VY as found on the 1928 organ at Woolsey
Hall, Yale University, it was more commonly of two rankau(ciana Mixture 1). The 1903 Hill
organ in the UlsteHall, Belfast had such a rank on tBaoir manual made up of a nineteenth and
twenty-second and it is not unreasonable to assume that the Hill & Son organ at Christ Church,
Woburn Square, would not be dissimilar.
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octave ranks or mutations and five reeds although some of these are clearly
soloistic in nature and there is no 16ft reed to complete the set (Table 2.

Table 2.3:Higher pitched ranks and reeds on theSwellof the 1915
Christ Church, Woburn Square andRécitof the 1932 SaintEtienne-du-Mont

Christ Church, Woburn Square Saint-Etienne-du-Mont
Higher pitchedranks and mutation stops
2ft Fifteenth 2~ f | Nazard
Mixture 2ft Octavin
1 ft | Tierce
Plein jeu llI
Reeds
16ft Contra Fagotto 8ft Trompette
8ft Horn 8ft Cor
8ft Oboe 8ft Bassonrhautbois
4t Clarion 8ft Voix humaine
Aft Clarion

The London organ also possessed plenty of player aids including five adjustable
thumb pistons below each manual and additional pistons to operate certain inter
manual couplers. The flexibility of piget combinations, combined with the fact

that a player as less reliant on the need for potentially more than one assistant at
the often cramped consdlene to turn pages, the other to help registeas
something which Vierne advocated having enjoyed consoles with multiple player
aids during his 192fur of America. He wrote a thregart article titledviusique

en Ameriqu& in which he described his experience of managing the two hundred

Vi erneds articl eesflLeCoyrierdusicadl etiThéatralune d, June 16 ans
July 1, 1927Le Courrier MusicalWwas founded in 1897 and ran until 1922, when it was rebranded
asLe Courrier Musical et Thééatral
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and fortystop console at the Wanamaker Store in Philadelphia, particularly in

light of the NotreDame, Paris, instrumehe played each day:

These multiple contrivances become extraordinarily simple and the player can operate
them with complete assurance. With a console apportioned as described in this project
(i.e. a rebuild and modification/alteration of tBeand Orgueat NotreDame), everything

for the organ can be played by the artist, without the odious need for others to pull stops
and couplers for hirfi..] Such control is completely impossible with the present stop
[arrangement}®

With all this in mind, it would be fair to say that Duruflé should have had few
practicalissues in performing French organ music, and particularly his own
compositions, on the Woburn Square instrument. The issue of how he was able to
recreate specific tibres is, of course, one of speculation. In addition, it is
impossible to endeavour to reproduce what might be regarded as typically French
(i.e. in the style of Cavaill€oll) combinations on the instrument today ds o

longer extant. What we can sigfesurmise, not least through the review published

in The Musical Timeand referenced earlier, is that Duruflé was able to recreate
what the reviewer considered to be an authentic French sound with an effect
descri bed a%¥althoagh @ ik wodt heinémipdring that the biggest

praise was reserved for registration choices in quieter sections wh&reedthnd

Choir combinations might sound more effective. That said, this alone confirms

the argument that it ought to be possible for a performerandiear

understanding of the timbres of a French instrument to recreate much, if not all, of
the sounds required when performing French organ music on an instrument of a

different style and character.

5 | ouis Vierne ,Musique en Ameriquée Courrier Musical et Théattan Rollin Smith,Louis
Vierne: Organist of Notrdame CathedrafHillsdale, NY: Pendragon Press, 1999) p. 356
(Translationi William Hays)

56 Organ Recital NotegThe Musical TimasVol. 80, No. 1151 (January 1939), p. 51
Https://www.jstor.org/stable/9215057?seq=1#page_scan_tab_c¢exteassed August 2017)



https://www.jstor.org/stable/921505?seq=1#page_scan_tab_content
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Chapter 3

The influence of iganwolkshant i n LC

Before a specific consideration of the role of Gregorian chant within the organ
compositions of Maurice Duruflé can be fully addressed, it is important to be
aware of the historical context under which he was writing. This is of particular
significancewhen one considers the line of orgasustnposers who influenced
him directly and, as discussed in Chapter 1, form the orgamisposer
genealogy of which Duruflé was part. At least two of those who can be seen as his
musical antecedents embradkd renaissance in plainchant within worship in late
nineteenthand early twentietitentury France.

The first of these was Charldgarie Widor who looked to make

plainchant the underpinning element in all church music:

Let 6s seek an tetothe Chunch: thoral song theporganparmusical
theory inspired from Gregorian chant in its modalities and rhythmic formulas, and, to
enliven this still inert material, an inspiration that believes and fays.

This stance regarding the role of musithavi liturgy was also stressed by Pope
Pius X in hisMotu Proprio(22 November 1903), writing of the sanctity and
universality of music within worship which does not exclude the admittance of
musicnative to that country, but which must accept that thesirdinate to the
general character of sacred music as it might lead to a negative impression on a

visitor to that country. Pius X goes further by saying thageghe

qualities are to be found in the highest degree, in Gregorian Chant, which is, corlgequent
the Chant proper to the Roman Church, the only chant she has inherited from the ancient
fathers, which she has jealously guarded for centuries in her liturgical codices, which she

Wi dor comment i ngviotoPropioo pien PJ a WNiddrRadifd begond the

T o ¢ ¢ @ocheéter NY: Rochester University Press, 2011), p. 227 and Michael R Bundy,

60Visions of Eternity: The Choral Wol((lLkicesteand Oper a:t
Troubador Publishing Ltd, 2017), p. 12 [Cherchons un art qui soit propre & I'Hglidant

choral, I'orgue, une théorie musicale inspirée du chant grégorian dans ses modalités, et ses

formules rythmiques, et, pour vivifier cette matiere eadoerte, une inspiration qui croit et qui

prie.]
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directly proposes to the faithful as her own, which she prescribes ertyuer some
parts of the liturgy, and which the most recent studies [i.e. those at institutions such as
Solemnes] have so happily restored to their integrity and girity.

Itis clear fromWi d or 6 s tlabheigndimetwith the sentiment of the uppe
echelons of the Catholic Church and is in agreementthniilR o pe 6 s bel i ef t h
6Gregorian Chant has al ways been regarde:q
music@®®

Worshiphas long embraced the tradition of alternating between Gregorian
plainchant lines andung or played responses, and since the Middle Ages
Omusi cal i nterpolations in the form of 1t
embel |l i shments would be i nst %Thisstili nt o t h
continues today through sung vetsgand responses during the Anglican liturgy
and responsorial psalms in both Catholic and Anglican services. Traditionally,
thesechoralor instrumentakectiongeflected the text they replaced. The
significance of this style of composition within the Fre@atholic tradition is no
morecleaty demonstrated than in the numbetiernatim versetgor alternative
verses) written before the eighteenth century. Composers such as Couperin, de
Grigny and Corrette published collections of these pieces for organ and, given
their original improvised nature, it seems fair to assume that these were merely
published representations of a common practice. The reigns of Louis XIV and
Louis XV saw this approach continuing to flourish whilst it declined elsewhere in

Europe, and it could be argued that the importance of this genre of organ music at

%P o pe P MatusProprig H. The diffeent kinds of sacred music.
https://adoremus.org/1903/11/22#easollecitudini/(Accessed February, 2018)

% bid

0 Craig Wright,Music and Ceremony at Notre Dame of Paris,-8880(Canbridge University
Press, 1989), p. 75



https://adoremus.org/1903/11/22/tra-le-sollecitudini/
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this time laid he foundations for its continued use through to the great French
organistcomposers of the twentieth centdty.

The tradition of choral alternating of lines dates from the time where lines
of hymns, psalms and the Office were sung by one side of the dhcit was
then answered by the opposite side singing the next line. Equally, as was often the
case at Mass, the celebrant would sing one line and the gathered monks and/or
choir would respond with the next. Playing of the organ within worship was
carefullyregulated with set times and seasons when its use was permitted. The

Caeremoniale Parisieng@662) outlined that

organ music was appropriate on fedays of the first and second classes, and on Sundays
throughout the year, except those during Adventlasmd; and, on each of these

occasions, the organist had to be ready to play for Matins, Lauds, High Mass, Vespers
and sometimes eva@ompling”

The use of the organ as a substitute for a choir within this antiphonal musical
dialogue was certainly nantited to those establishments where there was limited
funding for a choir. It is true that some poorer parishes might well have used the
organ inalternatim but richer churches also used organs in addition to choirs, not
least as a way of demonstratimgir standing within the musical and

ecclesiastical hierarchy of the area. As a result, many churches in Paris (and, it
might be argued, throughout France, given that many aspired to emulate Parisian
practice) employed several musicians and sought tdlinstaast two

instruments: one at the west end and one near the choir stalls.

X A more detailed account of the use of the organ in French worship at this time can be found in
Benj ami n RiathuaWy eUs e of tJbuenal 6f thg AmericanfMudicolaginat e 6
Society, Vol. 33, No. ZBerkeley: University of California Press, 1980), pp. 28Z5. In addition,

a more general account of the early use of the or
Organ in the Medi eRevadbelgeidé Musiaplogied BelgiSck Tijdsthobe 6 ,
Muziekwetenschaiol. 16, No. 1/4 (Brussels: Sa@te Belge de Musicologie,1962), pp.iE3,

accessed through JSTORp://www.jstor.org/stable/36860&¥2/04/13

2 Edward Higginbottom, introduction fdichel Corrette Magnificat du 3 et £ ton ed.

Higginbottom (London: Novello, 1974), np



http://www.jstor.org/stable/3686069
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Within the wealthier religious establishments, one of the main roles of the
organiste titulairesitting in hist r i b u n eabaVétleewgstideor was to play
the instrumentalersetsand pieces such asartie, whilst themaitre de chapelle
directed the singers accompanied on@ingue de Chur by theorganiste
accompagnateyif one could be afforded. Often su@nand Orguesolos would
be improvised on the plainsong which veas$ for that particular service and their
character would need to reflect the text of the chant and the specific liturgical
moment.The renowned organist Marcel Dupré was both Professor of Organ
Performance and of Improvisation at the Paris ConservasmicehisManuel
d6 Accompagn e me nGrégatienindubes hiswundérlyingrepproach
to chant accompani ment a Ay adcampanimeni, sat i on:
so careful, so discredthat] it is never a heresy and anachronismhSuch
extemporisaons are still common amongst French organistsegné r f or mer 6 s
skill is often judged by his ability as amprovisateuwith renowned exponents
including the likes of Olivier Latry, Philippe Lefebvre and Thierry Escaichitbut
hasalsolong been formally taught to aspiring organists. When César Franck was
professor at the Paris Conservatoire, most of the organ class time each week
(usually six hours) was spent on improvisatibsimportance was such that, for

example, Joseph Bonnet egised that

no one may keep a position in any Catholic church in France without being able to
improvise. The part the organ plays in the French Roman ritual is so elaborate that the
organist is relieved of any accompaniment of the dl#if On thegrandorgueare

played not only the prelude, offertoires, and postlude, which may be taken from written
music, but also a great number of more or less developed interludes for which only
improvisation ispossible™

Marcel DupréManue; doéAccompagnemen t(PadsyAlpRonse Leduc,Chant Gr «
1937), p. 13 [Tout accompagnement, $ggé, si discret, soit | n''est jamais qudune |
| anachroni s me

74 Joseph BonneBonnet shows how a church in France selects an orgamistxcerpt from a talk

given to the Guilmant Organ School Alumni Association, New York, 19 October T942 (
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Of the sixtyseven studestwvho studied uner Franck, only three gained
international fame as organisto mposer s: Vi er ne, D6l ndy an
However, the insistence on the importance of improvisation was to have a
particularly profound effect on the latter, as seebhm Or gue .Neysti que
descr bed his studi es wilibéeesdies laourdekchanes 61 e - on
des formule&’ Clearly, not all improvisations need be based on plainchant and
some are free compositions, though thegan equally impressive especially
when undertaken byme r f or mer such as Franck: O0Some"
climb on the organ bench and improvise. These were feast days for us, and we
used to talk about them amon® ourselves

The publication of/ersetsand other pieces specifisacomposedor
specific liturgical moments continued throughout the nineteenth cemut$12,
for example, Guillaume Lasceux (organist at S&itinnedu-Mont) published
hisNouvell e Sui t ecomtaniniPnusicfa the MassOMagnifiats
andsomeNds@l 6 Usage des Paroi sses '68dme@o mmun au
these were merely thirty bars long but would provide musical cover within a
service. The form and even titles of the movements remained fairly constant.

Many of the sections in Lasceux06s publ i c:

DiapasonDecember 1942), quoted in Rollin Smiffgwards an Authentic Interpretation of the

Organ Works of César FrandlPendragon Press, 2002), p. 3

“Charles Thar@Gkemsse,dodor gue dieMondamusicallat oi re de F
(1930),pp.14i1 42, quot ed iOmanBtsgntd @rgad® RldyinganNsneteenth

Century France and BelgiufBloomington: Indiana University Press, 1994), p. 159 [winged

lessons, freed from the heavy chains of formulas]

6 Leon VallasCésar Francktranslated by Hoert Foss (London: G G Harrap & Co, 1951), p. 255

quoted in Richard Billinghammprovisation and Form in the Organ Works of César Franck

(Music: The AGO & RCCO Magazin¥ol. 12, No. 4, April 1978), p. 47

" These were published in 1812 by Mmes Le MenBaster (Paris)
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Cor r eMagnificét du ' Tonwritten some 75 yeaesarlier® or JearJacques
BeauvarletC h a r p e Mapriifieats’d Al have aDuo, aGrand Jeuxcalled a
Grand iGBeawarletChar pent i er Gremomelar éqiivalend nd a
movement, whilst several othenslarly named movements are shared between

pairs of composer¥.

The publication of short, appropriate liturgical pieces continued to be a
constant requirement for those organists unable to improvise. Even composers
noted for largescale, late Romantic coragitions such as César Franck
contributed to the repertoirhis 1896 publicatio. 6 Or g afrifty shineepieces
in groups of seven for each major and minor (C to G and three additional pieces
for AP major) fulfils the remit required with compositions ranging from simple
three barhmengo Offertoiresof over one hundred bars length®! In addition,
Franckds collection was designedito be pl
its full title includesRecueil de Pieces pour Orgue ou Harmoniuthus making
them accessible to those providing music for either a village church or cathedral,
whilst still allowing those unable to manage the pedal department of an organ to
offer appropriate music.

Franckwas not alone in his continuation of this style of composition.

JacquesNicolas Lemmens (1823881), an organist renowned for his Bach

8 Michel CorrettePr emi er Li, @x16 (18 Or gu e

7 JeanJacques Beauvari&harpentierlll Magnificats, Op. 7 (?1785)

80Co r r eviagnificatsle ¥ Toncontains: Plein Jeu, Duo, Tierce en Taille, Basse de

Cromhorne, Trio and a Grand Jeu. Beauvelét a r p e Mapriifieatcéntins: Réin Jeux, Duo,

Cromorne avec les Fonds, Trio de Grosse Tierce, Récittde E , Grand Chénur and a P
Jeux. Lascex 6Magnificat pour server de®*@on aux Paroissest de 5 Ton aux Communautés
Religieusegontains: Duo, Cromorne avec les fonds, Dialogue de Voix humaine et de Hautbois,
RécitdeFI%t e, Grand Jeu and a Grand Jeu-lkédi@ihtagsseodo pour
piece in compound time which would certainly seem incongruous if played as part of an act of

worship today!

81 6 Or g &Emdcls& Gie, Paris, ca. 1896)
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performances in Paris during 185and who could be regarded as an influence

on later French organisbmposers includogpGuilmant and Widor, also wrote

pieces for liturgical use. These included cHaa$ed works such as his short fugal

verseton theMagnificat anima mea Dominun§ Blode€®® or his more substantial

Of fertoire pour une m&iergeé Additiondlydthow nneur d
of his three sonatas bear titles making clear reference to plainSosatta No 2:

O filii andSonata No 3Pascale(based on the plainchavictimae paschali

laude3. Another wellknown Parisian composer Eugene Gigout (184925)

published hisl00 pieces brégalans la tonalité du plakthantin 1888 and

another 115 twstave miniatures found in hidbum grégorian(1895.

Félix-Alexandre Guilmant: L 6 Or g amdithe $cleola Cantorum

Within the catalogue of publishegrsetsand plainchant inspired music, one of

the most important collections of the second half of the nineteenth century and a
precursor to compositions by the | ikes of
L6 Or gani s tOp 65%iGuilmang(18651899) wasa prolific composer

for the orgaf® with many pieces reflecting an interest in chant. His twelve volume

This interest was to cause Bachos organ wor ks toc
Conservatoire, although under Franckodés professor s
preludes: during his tenure, Bachian pieces performed in examinations and competitions included

forty-six free compositions (preludes, fugues,,eis well a five other preludes and fugues

attributed to Bach at the time), two concertos (G major and A minor), one sonata and twelve

harpsichord works. Given this, finding just two chorale preludes on the list seems a little lacking to

say the least. Quoted in O OchseQrganists and Organ Playing in Nineteer@lentury France

and BelgiumBloomington: Indiana University Press, 1994), p. 155

83 JacquesNicholas Lemmens c 0 | e  dNb O3 (Iemraens, Paris, 1862)

84 JacquesdNicholas LemmenDo uz e Pi ~ ¢NoXll (BubliShredposthumously, 1883)

8 A full investigationintoL 6 Or g a n i s tcan befoundlnr Egwasl Zimmmerman and

Lawrence Archbold Why Shoul d We Not Do t he S@unel mvdrthé Our
L6 Or gaopie e f drencld OrannMusic from the Revolution to Franck and Wicdkent

Archbold and Peterson, (Rochester NY: University of Rochester Press, 1995); 24201

88 |n addition to many shorter works, Guilmant also composed eight Organ Symphonies, two more

than Louis Vierngand just two fewer than the name synonymous with the organ symphony in

France, CharleMarie Widor.
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L6 Or gani sforOrgper(Pedale gduibitum) ou Harmoniuntludes
chantbased works such &agnificat SixversetyBook 2,0p. 41), Offertoire sur
60 O f(Booki5,0M),Fughett a s uSacéCaen(Bauk7eOpd u
52)andSt r ophes pour | 6(BookB)@p55).éoweverAteesee nsi o n
pieces intended for religious use were interspersed betwarthes, sortiesand
even hidDeuxemeandTroisitmes onat as: none of Guil mant 0 s
plainchant reference in their thematic material.
Guilmant had a reputation as a fine playsr was one of the chosen
performers at the inaugural concert of the organ at Nod&ae in 1868, athas
well as giving a series of recitals at the Trocadéro he toured to the USA,
Germany, Spain, Austria, Hungary, Sweden, Belgium, Italy, Russia and Britain,
even playing for Queen Victoria at Windsor Castle in 18%e was also a
renowned improviser antbmposer and many of his shorter published works may
well have had their initial airings as liturgical improvisatiomsly then to be
reworked as publishezbmposition$?
Gui | mam®rdga ni s tisea tehvolume cobiectientokfiftynine
piecesfor organ composed between 1865 and18@@ntaining pieces whose
themes are solely chabased and range from short interludes to longer, more
complex sorties. Sadly, muchlofé6 Or g a ni s tissmowlfargotiem dye te t e

the individual pieces often berconsidered either too outmoded or too

87 preface torhe Organ Works of Alexandre Guilmaaat Wayne Leupold, (Van Nuys, CA:

Belwin Mills Publishing Corporation, 1984), xiv

88t is worth noting hat Guilmant was organist at Saiftenité and the mantle of great
improvisers there has passed on to others such as Olivier Messiaenl@®3] Naji Hakim

1993 2008) and, most recentlipic Mallié (2011 ), a multraward winning improviser and
lecture in improvisation, composition and analysis at the Conservatoire National Supérieur de
Musique de Lyon et Paris.

81t was published in parts on a number of different occasions between 1886 and 1889.
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insubstantial and most have now been superseded within a liturgical setting by
works of more fashionable composers (such as Dupré) or simply replaced by
organists being more confident with improvising, especiallgmithe greater
access to printed or audio examples of improvisers available ¥bday.
Some piecesih 6 Or g a ni s tam eakly worksragdilasktthe
refinement of his later compositions, but most are easily accessible to the average
player. As with Frank 6Ls6 Or g asame piéces are written on two staves,
doubling as harmonium pieces, though many of thestawe pieces do have
indications for optional use of peddiGu i | mant 6s i nterest in an

the need of harmonium in some churches is clear and appears to be

at its peak in the mid880s: while virtually all the music in the fidtraisonis scored

for harmonium, as the contents of successive ones were composed [...] and published
throughout the 1890s, the emphasis on harmonium works gradually decreases to the point
that the laslivraison has no such pieces at #ll.

These were pieces wieh by a man clearly at one with the religion and ritual at
which he was presetitand those in. & Or g @e®m ® beea personal comment
on the plainchant and the worship in which they were performed.
Guil mant s interest i n yg@emanstiatedhant was

t han when he andil¥3l)wereambongst thd colldbpratdrslir8 5 1

% A search folOrgan Improvisation raised over 450,000e0s onYouTubgsearched 8 August

2018) with contributions from renowned players such as Daniel Roth, Naji Hakim, Olivier Latry,

Pierre Cochereau and Olivier Messiaen. It is hardly surprising that organists are more willing to

explore this aremmorewhenthey can hear masters tackling the same issues whiclfettey

% One work sits less comfortably in this dual role:$her t i e sur | 6hymne O6Creator
(Book 5) is aPréludeet Fuguewhich has to lose the initial movement when performed on the

harmonium for purely practical reasons.

92 Edward Zimmerman and Lawrence ArchbaddWhy Shoul d We Not Do the San
Cat holic Geil lomlade®&®Pa0Opi6 e f drencldOraniMusic from the

Revolution to Franck and Widped Archbold and Peterson, (Rochester NY: University of

Rochester Press, 1995), p. 213.

9t has been saithat there is no coincidence in the fact that the console @isned Orgue

within most French cadidrals faces east, as it means that the player can clearly see what is

happening, but can also feel a part of it Bee fellow contributor to it.
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realising the dream of Charles Bortfg4863 1909) in establishing the Schola
Cantorum, a society to help to promote an interest in correct historical
interpretaton of music within the general public and professional musicians alike.
In an article titledOrgan Music and Organ Playingsuilmant expressed his

reasons behind helping with the foundation of the society:

I n France, a soci ety aesrmdenthebdendoimad wilctteol a Cant or
object of reviving the ancient forms of church music, and for the study of theSdam

Gregorian chant, and organ music. Were a similar movement initiated in America, it

would certainly bear good fruit.

Bordes had longhown an interest in early music, conducting performances of
composers such as Palestrina and Bach through his positizgitessde chapelle
at SaintGenais. These coincided with the publication, in 1883]Jafeph
Pot hi er 6s Liba graduabs(representirig the work undertaken at
Sol esmes) . l't, in turn, followed on from
plainchant and his published work on its performaiicaité théorique et
pratique de | 6 ac elam@8%),wkichémmed pdruoftipel a i n
curriculum at théEcole de musique classique et religiedsended in 1853 by
Niedermeyer® It is true that those attending organ recitals were becoming more
familiar with works of the German Baroque (Bach, Buxtehude) &tuifor many
audiences, this was still an area of the repertoire which was barely touched upon.
The new school, with Guilmant as its President, had four aims:
1 the promotion of a traditional approach to the performance of

plainchant;

“Guil mantdos friendship with Bordes wWas such that
mémoire de CharleBordes, Souvenir du funébre du 18 novembre 1909

% Felix Alexandre GuilmanfThe Organ Music of Alexandre Guilmant, Volume I: Pieces in

Different Styles, sLSeries (Booksib), ed. Wayne Leupold, (Colfax NC: Wayne Leupold

Editions), preface XVIII

% This stiool was more commonly known as Ecole Niedermeyer after its founder.
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1 areturn to the stylef composition found in the high Renaissance in
composers such as Palestrina with this as a pinnacle of excellence for
all to aspire to;

1 a desire to encourage modern composers to seek inspiration in
Gregorian chant and Renaissance polyphonic masterpieces;

1 an active striving to improve the repertoire for organists looking to
incorporate charbased pieces within liturgy, an aim of particular
importarcefor anyone studying plainchant in organ music at the time.

One thing was clear from the outsttie Schola Cantorum was to have a different

approach to musical education compared to other Parisian institutioss
specifically it would aim to counterbal al
opera. RobeVaters has remarked that it

was to be freérom the perceived dogmatism and secular spirit of the Paris Conservatoire.
The premise of the school was to study great composers of the distant past, a philosophy
echoed by Alexandre Guilmant, who in the inaugural address for the Schola Cantorum
[Octobg 15, 1896], recommended that students hayv
within the music profession. He further insinuated that the administration, faculty, and

students at the Paris Conservatoire were altogether too concerned with earning rsoney. A
Guil mant remarked, AfArather than teaching st
have them endeavour to ¥ove music |ike a ho

The Schola Cantorum first came to the gel
publication ofLa Tribune de SatrGervaisand with the founding of competitions

for choral and organ works, the latter of which were todysetson the

plainchant hymmve Maris Stellaln addition, the society founded a music

school, theEcole de chant liturgique et de musiqetgieusewhich opened in

1896. All three cefounders taught there: Guilmant was in charge of organ studies,
Bordes of <chor al music and doélndy of c¢omj

becoming the Director of the Ecole. Excellence was soughterytting and

“Guil mant, o6éLaG&rvausé (e298%a)ntp. Deddatdeuot ed i n RO
Séverac: musical identity in fin de siécle Fragdé&lershot: Ashgate Publishing Ltd, 1988),20.
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students were taught that they must feel
do6i nt &% Bven &é @gan used for tuition was sourced from the best
available builder; it was a relatively small instrument of just eleven speaking stops
but was built by the leading French organ building company of the time, Cavaillé
Coll-Mutin. After the Schola @ntorum moved to larger premises in 1900 a new
instrument was installeid 1902 again built by CavailkColl-Mutin but this time,
perhaps reflecting the new more impressive surroundings of the school, of thirty
stops>®

Guil mant 6s I nt etdeassin publishedpvbrisirequiringa nt , n
alternatim was seen as paramount in the tuition he gave. In 1895 he wrote that:

It is necessary when playing alternating pieces, for the organist to play Gregorian melody,
or at least, versets which are based orttibenes. | believe that there are very interesting
things to be composed polyphonically with ancient tonalities, and on these beautiful
chants'®?

Furthermore, and with reference to the way the text was reflected by Bach in his
chorale preludes, he adds that:

German organists have composed pieces based on chorale melodies, creating a
particularly rich literature for the organ; should we not do the same with our Catholic
melodies !

%Vi ncentdLdd ISty | afror@Enoytlapédie deda musique et dictionnaire du
Conservatoireed. Albert Lavignac and Lionel de La Laurencie (Paris: Librairie Delagrave,i1913

1931) quoted in Orpha Ochg@rganistsand Organ Playing ilNineteenthCentury France and
Belgium(Bloomington: Indiana University Press, 1994), p. 221

% This instrumentlocated aR69, rue Saint Jacques, Pavigs restored by Beuchet in 1960 and

1967 and is three manuals of fiftjx notes and a pedalboard oifty+two notes. It is now thirty

one stopgGOT 8, Posi 8, Réci 9, Péd 6) thoughthreeof these are duplications.

WAl exandre Guil mant, 6Du rol e dengresiiocéspnde dans | e
musique religieuse et de plaghant(Rodez: E Carrees, 1895), pp. 159, quoted in Orpha

OchseOrganists and Orga Playing in Nineteenth Centurance and BelgiuniBloomington:

Indiana University Press, 1994), p. 13®est donc nécessaire que dans Iésqs alternées,

I 6 or g a namsétodie giégotieane,lou au moins, dans verseés bas ces thmes. Je pense

gudil y a des choses tr s int®ressantes ~ ®crire
anciennes, et sur ces chants si beaux.]

101 1hid, p. 139 [es organistes allemandsat compoé des morceaux bés sur le chant des

chorals, formant wune |l iteratur e-nabdderdgesaeecpar t i cul i
nos nélodies catholiques?]
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This desire for a corpus of French works of equal importance to the Germanic

body of organ compositions can also be seen through ChHddeig Widor. In

1906, Albert Schweitzer recalled Widor saying that, with the exception of some of

Bachés preludes and fugues, 61 can no | ol

unless itis consecratédy t hemes from chor®l es or Greg
A fine exampl e of G@lteindtimeersdt&®hss wr i t i ngs

setting of theStabat Mater Doloros@. 6 Or gani s t{Bookl3,il886)r gi st e

Intended for use at the Feast of the Seven Sorrows of theeBl&/irgin Mary,%2

it comprises tewersetgo be used as substitutions for the even numbered verses

of the hymn following the chanted odd numbered verses. The set demonstrates

Gui l mant 6s agrsptiorm avalhinclidmg his llesire to reflecteh

text of the substituted verses through chromaticism and specific registration

requirements. and, as such, is worthy of a brief analysis'ffe¥et uncommonly

in such pieces, Guilmant starts kieysetan a fairly simple way in terms of

melodic developm& and harmonic language with them becoming more complex

as the piece progresses. Almost all are of a uniform length (twelve bars) and the

plainchant remains as minims in the majority. The fiesset(verse two of the

hymn) is a mere three bar long basamonisation of the melody whilst the first

exampl e of Guilmantds musi c aversewithrad pai nt |

simple falling motif in the right hand (1

thecantus firmusn the tenor part (Example 3.1)

102 Albert SchweitzerDeutsche und franzosische Orgelbaukunst und Orgelkli986 translated

by Charles Fergusoifie Tracker36/1, 1992), pp. 122

03 ts full ti t-Dame desSeft BouleudrogkStabal Mater Bolorosa and it
takes up the first six pages of the volume.

041t shoul d b ed \heortie dchobeleatidgofa nd®apsear to be written to reflect

verses of the hymn in this way. In fact, in his recording from Soissons, the sung verses chosen are
1, 2, 6 & 7 and there is no indication in the copy or in any of his writings that he wished the chant
to be interwoven with the orgarersets
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Example 3.1: Guilmanti VersetTwo from Stabat Mater Dolorosa
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Musical word painting also appears in the thiedlsetwhere Guilmant uses the
relative minor (D minor) to reflect
chromaticism, his specific registrati of Unda maris® helps to reflect the sense
of aching tenderness for a mother seeing her son dying. The Veustt setting
the textmoriendo desolaturdying, forsaken), develops this chromaticism even
further and addsarefully-placed suspensions teflect the text and heighten the
tension (Example 3.2)

Example 3.2: Guilmanti VersetFour from Stabat Mater Dolorosa
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WL jiterall y meani ngnda®dmasdsste isa fjuiet ohee often@estaianka n
which is tuned slightly sharp or flat which, when drawn with another stop, creates a gentle
undulation of the pitch.

Mar y
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A lyrical feel returns in the nextersetbut the registration reflects the textual
anguish: an accompanyiigdite harmoniquevith the melody played on\&oix
humaine the oldest of all ranks specifically intended to imitate the human voice.
The sixthversetis the only one to be markéidandGr a n d . Ghhis,utiis the
descending rhythmic motif appearing first in the lowsst, then in the alto and

finally the tenor which is most striking (Example 3.3)

Example 3.3: Guilmanti VersetSix from Stabat Mater Dolorosa
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Following versetdnclude more specific stop indications, for exampleBasson
de 8 and moremusical cormentary orthe text, such as the use of a gentle pulse
in the pedal (on the first beat of each |
heartbeat on the crasthis pedal part here is markad libitum perhaps in order
to allow theversetto be played on a harmonium, but much of the character of this
versetwould be lost without this underlying texture.

More mirroring of the text appears in the nindrsetwhere arpeggio

manual figures replace the previous chordal accompaniment echeiittgé&hof
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angelic host si ngi ndlnéad8itoomtotheuspecificSanct us,
manual registration (includingoix humaingVoix célesteand aTremulanj, the

Pedalstops required are a traditiorsdubassé€l6ft pitch) and &late 4which

soundgwo octaves above the fundamental in each cHSi(Example 3.4):

Example 3.4: Guilmanti Verset9 from Stabat Mater Dolorosa

Récit: Vox humaine, Bourdon de 8,Viole de Gambe etVoix céleste de 8 avec le Tremblant
64 Orgue: Bourdon de 16 P. seul, Réeit accouple.

lthCATION DES JEUX{
Pédale: Soubasse de 16 P. et Fliite de 4 P.
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The finalversetreturns to uncomplicated harmonies followed lilgraebar
Amen

By comparison, an entirely different approach to the same chant appears as
the next pieceih 6 Or g a ni s t. €he\laiiationsregFugyeisar le chant du
Stabat Mateis a work with more of the sense of being a recital than a liturgical
one. Set in Emajor and with the plainchant forced into a strict three beats in a bar
for the variations and two beats in a bar for the fugue, tlaisasr de forceof
flamboyant organ writing. Each variation becomes more intricate with the pedal

part holding the plaichant through thenajority.?Gui | mant 6 s st andi ng

6 Thisversetma k es cl ear r e f @hamt Sempliqué-Hymn 6f Serdpmspwhithd s
appearsinthPi c es d 6 odregtustylesd kismmvemdntf vritten to the memory of his
mother, is the second half of a longer piece tiN@dche Funebre et Chr SéraphiquéOp. 17,

No 2). The arpeggiated figure from this is clearly reproduced indleet This piece was clearly a
favourite of Guilmant and of his audience and was performed by him at the inauguration of the
new CavailléColl organ in NotreDame Paris, in 1868 as well as at the inauguration of the organ
at the Trocadéro on 7 August 1878 with Guilmant playing once again.

107 Zimmermann and Archibold consider this pi¢odei n s p i r e dPabsscagBaaanch 6 s
FugueBWYV 582, not only in its overaréhg compositional style but also in the ways the manual
writing becomes more intricate. However, all pretence at following a Baroque pattern is lost after
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influence in Parisian liturgical music making was clearly of the highest level.
Writing in 1912, William Carl reflects t|

forceful inspiring influences to awakehi gni ty of musi c &8 sent it

PostGuilmanti Wi dor 6s | ast two organ symphonies
The inclusion of Gregorian chant within organ compositions, botle@etsand

as thematic material within larger pieces, continued after Guilmant and saw

composers such as Fernand de La Tombelle pioglsome fine music including

his four groups of pieceSu i t e (dublishedyl91d), all of which are

collections of pieceé s u rt hd evee s g wriRan dor religicusféstivals and

which appeared as part of a collection of wgrksr Orgue ou Harmonium dans

| Gpest du 6 Motu Propriod de Se@leaBydheset et ® Pi
hark back to an era when plainchaas more prominent in worship, something

whi c h PRMotu BropXoadively looked to encourad€’ Others also

contributed to this genre including Eugéne Gigout (18425) who published his

115 piece collection, titledlbumgrégorian (1895), LeorBoéllmann (1862

1897) who published both higeures mystiquegOp.2 9 & 30) béa col |l ect

music for 8 Masses and sowersetdandhisVer set de procession s

the twelfth variation where a recitative section is characterised by dramatic chords interspersed
with virtuosic runs. This leads to a fugue which concludes with a chance for the performer to
display both his virtuosic technique and the full volume of the organ. This is more in the character
of a composer such as Lefebwtéely than the on&uilmantpublished the measureckrsets

barely two years earlier. There is another setting oStabat Matechant by Guilmant, one he

refers to as a footnote to thersetsa Méditation sur le Stabat Mater pour Orgue et Orchestre

Op. 63, published in 1884, which alsppeared as a solo organ piece and one for organ and
harmonium. Its only real interest is found in the ending where the organ specification demands an
almost otherworldly sounfinettez Salicional 8 avec tremblant ou Vox angghdailst the strings

of theorchestra play the chant pizzicato until the fippp chord.

108william C. Carl,6 Gui | mant ' s Co aMusiciabdWtgard® Ina y Biod@ding a n
Musical Education, History and Aesthetiéh series (Hartford, Connecticut, 1912), pd. 28

109The first is a set of three pieces for ti@ffice du SaintSacrementthe second is a set of five

for I'Office de Noélthe third is five pieces fdiOffice de Paqueand the last is four pieces for

I'Office de la Pentédite.
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(1898), and Ernest Chausson (185399) who publishetes Vépres de Commun
desSaints(Op. 31) a set of eightersetsand threéAutres antiennes bréves pour le
Magnificat, written around 1900, and produced as part of a seriBgpértoire
Moderne de Musique Vocale et ardrdler gue, pul
de la Schola Caorum, Société de Musiqireligieuse°

The most significant chafitased organ works composed at this time, in
terms of their scale and impact, were the last two organ symphonies of €harles
Marie Widor: theSymphonie gothiquendSymphonie romand heinterest the
longt i me or gani s tSulmgck hat id &rgdoriars chantS@emsto have
been considerable, even leading him to rewrite the fourth movement of his
DeuxiemeSymphoni¢o incorporate chant. The original movement (J Maho,
Paris, 1872) was a Schet#% but in the Hamelle reprint (Paris, 1901) this was
replaced by a sevengight bar fantasia based on the plainclgaive Reginand,
ascan be seen from the Example 3.5lobeleven the title of the movement
reflecs the influence of plainchant, with the theme appearing in the LH manual

part. (Examples 3.5a & 3.5b below).

Example 3.5a: The opening of th&alve Reginglainchant!??

Ant. T 5 A it
v ﬂif!;g iag; ; 55

’ .

Cantor .Sal - ve Re-gi- - - na

110 [Modern repertoire of ciband organ music published under the @rdcontrol of the Schola
Cantorum, a Society of Religious Music] The organ works in this sgudished by the Bureau
doEdi ti on de | a @lsolinclidad o@ka lytcamposens,incliliag Guitnant

D61l ndy, TouréVems (thebrother df Ldrie Vierne). The same publishers produced
performing editions of sacred choral works by composers such as Palestrina, Vittoria and Lassus
including a number of Mass settings based on plainchant.

11 Thisreappeared as a separate movement fitlsd. S c h e r z editedl hyaloséph a s s e 0
Bonnet inHistorical Organ Recitals, Vol. \a series published by G. Schirmer (New York, 1929).
112The Dominican Tertiaries Handbook, 1952
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Example 3.5b: Widor: Deuxiéme Symphonie (ivincorporating the Salve
Reginain the left hand

Salve Regina.

G. Foras s_ P oviwres 3, v R svivteres_ Ped. wrse s

2 s
) :__._kllt'»gm, - 4 ? . - ":.":l.;’._‘ - :_—l-
1= P — [ - - 1 —

As discussed previously, whilst there are many examples of shorter scale pieces
employing thematic material based on plainchant from this time -tmaje

works using it were farlesscommbmm Fr ance. Thi s makes Wi d:
symphonies all the more important in the context of organ music incorporating

chant, not least as they would have an influence on the next generation of
organistcomposers including Dupré, Tournemire and Duruflé dirpaGermanic

organ composersf the nineteenth centuseemed far more open to the idea of

using chorale melodies. One only needs look to a composer such as Mendelssohn

to see this: hi©rgan Sonatas, Ill andVI*'3use the Lutheran melodies\Was

mein Gat will, Aus tiefer Not schrei ich zu dandVater unser in Himmelreich

respectively as thematic materi@bnata Viuses the melody in a set of variations

113published between 1874 and 18%7Breitkopf & Hartel
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and a fugue and this was a piece which Duruflé knew well and included thirteen
times on his recitgsrogrammes between 1917 and 1959

Widor, like Guilmant, had studied with Lemmens in Brussels, and his

training exposed him to the works of JSB&Hi s under st anding of

music was further informed by the time he spent with Albert Schweitzeri(1875
1965) who studied organ under Widor from 1893. Their relationship was mutually

beneficial and the German theologian and Bach scholar was able to give Widor

insight into the musi co&®W ndber Iwyiontg ntelait

works which | hd admired up to that time as models of pure counterpoint became

for me a series of poems with amatchl es:

In addition to theunderlying feeling that Widor was seeking to find religious
worth in his musid@ a possible reasdor the rewriting of the fourth movement of
theDeuxieme SymphonieAndrew Tohomson pointsut that the final two

symphonies seem to 6reveal & deepening

114 perhaps the beknown examples of organ works based on Lutheran melodies from this time
are those of Max Reger (18713916).These range from laregrale pieces such as the t@borat
Phantasien fir OrgelOp. 40 (onWie schéreuchgt uns der MorgensterandStramich nicht in
deinem Zorj to the sets dKleine Choralvorspieldincluding his Op67 or Op 135a) to the
medium scale works written for specific feast days such as 8técke fur OrgelOp. 145 which
include No.3 Weihnachter{Christmas), No. £assion(Passiontide), No. ®stern(Easter) and

No. 6 Pfingsten(Pentecost). Joseph Rheinberger (183®1) was another German compadser

use hymn melody, such asnus peregrinem his Organ Sonata 4. His twenty soatere

o 1

described by J Weston Nicholl as oundoubtedly t he
the time of Mendel ssohné (Grove Dictionary of Mus:¢

50ne of Widorodos final puledBiacatdtisoMe meams oa Sex @f

in the nature of free arrangements often only loosely based upon the original.

schweitzer and Wi dobthditlseywere hnaohgisiz musibidnpwhava s s u
founded the Paris Bach Society in 1905 with the
Schweitzer was often the organist at concerts for the Society. They also worked on a complete
edition of B amthhabadysisarrFeeach, Gevrman &nsl EngliBhe first six volumes

of this were published between 1912 and 1914, Schweitzer writing the analysis for the Preludes

and Fugues and Widor doing the same for the Sonatas and Concertos. The final three vaumes (th
Chorale Preludes with Schweitzerés commentaries
117 James Brabazow\lbert Schweitzer: A biographByracuse University Presgi®2dition, 2000),

p. 76

118 Andrew Thomson¢C. M. Widor: a RevaluatiofChurch and Organ Musicgprinted fromThe

Musical Times1984)

-
orgue These were described as O6Transcription et re

C

C
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Unlike many of the symphonies which precededtién,d or 6 s | ast t
have less of a feeling of being a collection of disparate pieces and the use of the
chant seems to act as a unifying thread
of religious value can be seen in the following recounting of a commetd taa

Schweitzer in the organ loft Alotre Dame

Organ playing is the manifestation of a will filled with a vision of eternity. All organ
instruction, both technical and artistic, has as its aim only to educate a man to this pure

manifestation of theigher will 119

This can be seen no more clearly than in the opening movementQyfrtighonie
romane(Op. 73)'2°where the opening phrases of thaec Dieschant?! are used
over and over again in a fantasikke mannert?? For example, the initial few

phrases of the plainchant are sounded almost as a fanfare under an inverted pedal

at the workodés opening (Example 3.6a & 3.

Example 3.6a: TheHaec Diesplainchant!??
Gra.d

Aec {- es, * quam fé-cit Dé-

119 Michael Murray,French Masters of the Orgdiyale University, 1998), introduction
120 pyblished by J Hamelle in Paris (1900)
121 An anonymous chant written for Easter Sunday based on passages from Psalm 118 verse 24

\'A

andPsal m 106 verse 1. The opening line transl ates

1221t is worth noting that this movement lacks what might be called Sonata Form, in contrast to the
symphonies of composers such as Guilmant and Louis Vierne ,omk@tmore rigidly traditional
approach to the form of their movements.

123 hitp://romaaeterna.jp/liber2/lu0778.html
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Example 3.6b: Widor: The opening ten bars oSymphonieromane

G.P.R. fonds et mixtures 2,4,8._ Ped. fonds 4,8, 15.

Moderato (J- = 76)
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The theme appears in one form or another on almost every page of this

movement, sounding in all parts and at all dynamic levels ranging from a

rhapsodi@p version in the upper octaves of theellto a doublepedalledfff a

few bars later. Viernpublishedavariety ofcompositiondor liturgical use, but

did not include plainsong as a thematic element withinofitlyem24 However,

124 These include hiMesse Bass®p. 30 and the24 Piécsen style libreOp. 31.
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he didholdthese late symphonies of Widor in high esteem, seeing in them the

influence of past musical forms:

With these compositions, of which tBymphonies gothiquendromaneare the most
striking examples, Widor returns to the traditions of yesteryear, to grave and solemn
ways, to themes of bygone days. Certainly he does not abandon any of the hard won
modernfeatures, but he imposes on them a classic turn and $iape.

Widor had already gained something of a reputation for his ability to combine the

various elements of church music before the publication of eith&ytmphonie

gothiqueor Symphonie romanélemr y Eymi eu sai d t hat he had
agreement with the new religious feelings without the aridity that liturgical music

ought to have which alternates with the severity of the plaingH&it should be

noted though that, prior to the publicath of t hese t wo | ate symgp
use of plainchant in composition appears to be virtuallyemastent:?’ The 1895

publication of theSymphonie gothiquehanged this with the introduction of the

Christmas charfPuer Natus Esinto two movements, itially in the third

movement as eantus firmusn thePédaleunder scherztike fugal manual parts

(in B?), and then as the main theme (in C) for the fourth movement, appearing as a

set of five variations and as a canon followed by a frgmle*Wi dor 6 s

treat ment of the chant here is entirely

125| ouis Vierne,Les Symphonies pour orgue de -&h.Widor (Le Guide Musical6 April 1902),

p. 320, quoted in Lawrence ArchboldWi d or 6 s Sy mygFrench Organ Musimfeom e 6

the Revolution to Franck and Widard Archbold and Peterson, (Rochester :NJfiversity of

Rochester Press, 1995), p. 249, where a detailed anal\&jsmpfhonie romangan also be found.

126 Henry EymieuEtudes et Biogragks musicalegParis: Fischbacher, 1892), p. 123, quoted in

Lawr ence Ar c hSgngphodie rondaéFrénchr Gigsn Music from the Revolution to

Franck and Widored Archbold and Peterson, (Rochester NY: University of Rochester Press,

1995), p. 251

127 One piece is titledlaudate Puerilt was scored for choir, two organs, three cornets, three

trombones, two hr@s and strings, and was used for part of the inauguration &frtrede Orgue

at Saint FrancoiXavier, Paris, 1879. However, despite its title, there is no overt reference to

plainchant in it.

128 There is evidence that the embryonic form of this movemiatetd from 1890 when Widor gave

the inaugural recital on the new instrument at S@uén, Roueii an instrument which became a
favourite of Wi dorés over the folMagnficang years. Wi
versetsa fragment composed forthec casi on ( Fragments dodouéee symphoni
pour la circonstance par M. WidéarJournal de Roue(® & 17 April 1890)
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he does not seek to reflect the sentiment of the text or the underlying emotions as
I n t h eversetsRatherit 8 gsed as thematic building blocks on twhic
movements, and, in the case of 8yanphonie roman¢he whole piece, are
constructedComposing a work based dmetHeac Diegsheme was clearly

something Widor had been ruminatingfona while,not least as his student,

Marcel Dupré, recounts that Widtold his friends that the plainchant melody
6stayed on his desk for more d%han a year
Evidently, Widor was in agreement with the drive towards the use of chant

within liturgical music in the late nineteenth centuryfde Pope Pius X had

issued hisMotu Proprig Widor had already shown interest in the research of
plainchant scholars at the time, including Dom Joseph Pothier, Dom André
Mocquerreau and the monks at | 6Abbaye de
aspects bthe Symphonie gothiqus just how much it departs from the earlier
virtuoso showpieces such as tidarche PontificaldPremiére Symphoni©p.

13, No 1, 1872) or th€occata(Cinquiéme Symphoni®p. 41, No 1, 1879); an
apparent embracing tfiepompand spectacle of secularism is exchanged for a
spiritual depth which permeates his last two major organ works. This-lcasad
religious backbone to his writing was later reflected in many Parisian organist
composers. Initially advocated through Guilmantl then taken up by Widor, it

was successfully passed on to the next generation. For example, Widor said that

Tournemire

129 Marcel Dupré M. CharlesMarie Widor(Les Nouvelles musicalek934), p. 2, quoted in
Lawr ence Ar c hSgngphodigoman®Hremhah Oyan Music from the Revolution to
Franck and Widored Archbold and Peterson, (Rochester NY: University of Rochester Press,
1995), p. 253
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belongs amongst the lineage of artists from the mediaeval times [...] bound by an invisible
thread to these illustrious innovatorstloé first age of religious music. He holds firmly to
a past that he honours through his vigorouart.

Plainchanti n Dur uf | ®%6s orOp.dh wor ks and his

I f one | ooks beyond Durufl ®5s organ wor k:
T uvr e, arthat plainghard ik @ common thread throughout his major works.

There is, of course, its overt use in piece such a®thdchoral varié(see

Chapter 4 for a detailed discussion of this work) ,Rlequiem(Op. 9), the set of

Quatre motets sur deBémes grégorien@®©p. 10),3! or theMessecumjubilo

(Op. 11). Additionally, there is constant subtle referencing of Gregorian chant

both intheliteral sense of using the parts of the themes as melodic building

blocks such as in th@p. 4Prélude and though the original melodic lines he

wrote which give the impression of plainchant without it actually stating it, as

found in, for example, many moments of Requienor the thematic material

used in, for example, tH&icilienne(SuiteOp. 5) orMéditation(Op. posth).

Thierry Eschaichés view is that O6Durufl ®
rhythm is free but shaped. A mit% ture of |
This is hardly surprising given Durufl ®6:
and his time at Rouen Cathedral School,'#tmle de la maitrise Saint Evade

where he was a chorister from 1912 to 1918. In his autobiograj@uaaknirs et

autres écrits Duruflé comments on the effect of what he calls

the extraordinary setting of the cathedral, the presence at the services of the fifty
important seminarians singing the plainchant and alternating it with motets from the

130Michael RBundyp Vi si ons of Eternity: The Choral Works g
T o ur n e(beicesterdTroubador Publishing Ltd, 2017), p. 244 [appartient a la lignée des

artistes du Moyeidige][..] lié par un fil invisble a ses illustres devanciers des premieres ages de la

musique sacrée. Il tient solidement a un paséélnore et rejeuide son art vigoureux.]

131 The Quatre motets sur des thémes grégorigys 10) were written for aa capellachoir and

were published in 1960 (Parid, Edition Durand). The four plainchants on which they are based are

Ubi caritas et amarTota pulchra esTu es Petru& Tantum ergo

132 |Interview with GIJP 23 June 2015 at tBeand Orgueat Eglise SainEtiennedu-Mont, Paris.
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masters, the great procession @& #minent canon to their stalls, the accompaniment of

the Choir Organ entrusted to a great master, the magnificence given to the ritual of the
liturgy affected me profoundlg The great organ played an important role [in all this].
Nothing was ever more gndiose than when tt@hristus Vincitwas chanted,

alternatively by the choir of the seminarians and that of the choir school [ie the choristers]
and the versets played on the great organ, while the Archbishop, holding his staff and
sitting on his goldertirone, in the middle of the altar, turned to the faithful and
surrounded by the canons. The acclamations of
enthusiasné Everything surrounded by the sumptuous accompaniment of the chant for
the hymn of the day, of theords, the litanies, with alternations from the great organ. It is
there, in the place of greatness, in the middle of so many liturgical riches and musicians
that | experienced my vocation to be an orgakifst.

Within his organ works, two pieces are unambiguously ebased, thérélude,

adagio et choral varié sur ldhémed uV eon i c(Ope 4 dand theBrélude sur

| 61 nt rEpighdnie(@me13). That said, other pieces appear to share this
overarching influential thread too. In W&&ditation(Op. Posh, Durand, 1964)

the opening measures appear evocative of the Mass and the chant sung during the
Office. It is hardly surprising that Duruff@used this as the introduction for the
singing of the plainchant in th&gnus Dein hisMesse cum jubil@Op. 11) three

years later (Examples 3.7a and 3.7b).

133 Maurice Duruflé Souvenirs (1976) et autre écrits (1936986) ed.by Frédéric Blanc (Paris:
Séguier Editions, 2005), p. 24 [le cadrxtraordinaire de cette cathédrale, la présence a tous les

of fices doédune cinquantai ne <dhantetalternadtavesl&mi nar i st e
motets de la maitrise, l&&di | e maj estueux doéune coll ecdaui on de ch
stalle, | 6accompagnement ~ | 6or gue ghiicerchi ur conf i

apportée au déroulement de la liturgie me marquérent profondgnjdrd grand orguey

apportait une participati onquelechantdes ChristusviiRit en nd ®t ¢
altern® entre | e chiur des grands @aRdorgnear i stes et
pendant que | darchev®que, tenant sa crosse, ®tait
tourné vers les fidék et entouré de tous les chanoines. Les acclamations Feliciter, Feliciter me
remplissaienf.]idenmtbt®oud®@asmesompt ueux sbdaccompagn
du jour, de la prose, des litanies, avec alternanggatel orgue Co6 e standbceen | 7, d

depl oyment de grandeur, au milieu de tant de rict
vocation dbéorganiste.]
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Example 3.7a:Méditation (b 1i 12)
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Example 3.7 b:Agnus Dei (Messe cum jubilgp 17 14)
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However, it is to the two overtly plainchalphsed compositiathat attention
needs to be drawn i f the influence

place within the line of French organstmposers who took inspiration from

these ancient hymns, is to be found. The first for consideratioRyéhede su

| B1 r o iEpiphahie is & rduch later work than ti@p. 46 Ve ni ,Gbutie at or

r

of
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also offers valuable insight into this deeply personal areralbmpassing
influence within his compositional style.
Published in 1961, the r ®| ude s u Epighai¢ (@ 18)dsipart de | 6
of a collection of pieces found in Volume 48@fgue et Liturgie produced under
the direction of Norbert Dufourcq, Félix Raugel and Jean de Valois. This volume
consists of twelve pieces connected through the generdPtéledesd 6 | nt r oi t
I n addition to Duruf i1®®g*theacamkgser Ol i vi er Al
organist and writer André Fleury (190395), and Dom Clément Jacob (1906
1977), a composearganist who converted from Judaism to become a Benedictine
monk, also contributkto the collectiort®® The volume oPréludeswas published
as part of thé&ditions musicales de la Schola Cantorand the fact that the
composers were clearly influenced by plainchant was something which this
organisation sought to promadt&.
Dur uf |t@adtien tacthee wolume was his setting of the plainchant for
the introit at the festival of Epiphany. The plainchant melody, though slightly
altered in places, is clearly stated from the start with the opening phrases of the

organ workappearing to bbttle more than simple harmonisations of the original

chant (Examples 3.8a & 3.8b)

134 Olivier Alain was the younger brother of the composer Jehan Alain (1920) and son of

Albert Alain (1880 1971). His sister, Mé@e-Claire Alain (19262013) was one of the foremost

organists of the twentiettentury. Olivier Alain won prizes at the Paris Conservatoire and, for a

whil e, was Director of | &6£cole C®sar Franck in P
1351t is also of interest to note that several of the contributors have other connections with Maurice

Duruflé: Fleury pemieree d Dur u f | ® & 3), J&cblstadied with {in® and Jeanne Joulain

(1920'2010) wrote heMesse a la mémoire de Maurice Dugifpour contreténor et orgue

(1996). Al of this reflects the position Duruflé held in the Parisian sacred music world especially

during the yearafter World War Two.

136 This was previously addressed in Chapter 3
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Example 3.8a:Ecce advenit dominator Dominds’

Inte. I 1
9 o o A .H_._"er:
- ——* e

G C-ce * advé- nit domi-nator Dd-mi- nus :

LI

Example 3.8b:Pr ®| ude s urEpiphénie(ptliSpi t de | 6

687

Rée. | f

——

IE

At a length of just fiftythree bars and taking under three minutes to
perform, it is much shorter than the ear(dy. 418 but the use of the chant in this
shortintroit is of relevance to a study of the more substantial work as plainchant
is woven throughout the Of3 as it ism much of theDp. 4 That said, the use of
the plainchant in the longer and earlier work can appear both improvisatory and
less structured in places and, by contrast, rather formulaic elsewhere, particularly
inthe waythe e ni  cthemeais used @ thehoral varié!3®

The constantly changing time signature offhe ® | ude sur | 6l ntro
| Epiphaniei the longest period without a change in bar length is just fiveibars
and the use of less conventional time signatures such as Be®enw quaver beats
in a bar, amongst more conventional ones of six quaver beats, helps to give the
piece a sense of fluidity with no artificially enforced framework. In many ways,

this freedonfrom regular bar lengths echoes the way in which Duruflé would

137 The Introit for Mass at The Epiphany ©tir Lord, Liber Usualis(Benedictine Monastery of
Solesmes, Des& & Co, Tournai, 1957), pp. 378

138 The average duration f@p. 4is just overtwenty minutes. A more detailed analysis of selected
performances of it appears in Chapter 5

139 Discussion willbe made later regarding the style of theral varié especially when
considering them alongside other pieces of a similar style from the same period
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have heard the plainchant sung from childhood. Even those bars with eight quaver
beats see the division into three groups (two/three/three), and the more predictable
splitting up of a sixquaver bar into two dotted crotchet beats is exchanged
through theuse of hemiola for three pairs of quavers division. This was a
technique Duruflé used elsewhere such as ithertissementrom hisTrois
Danses*°where impetus is derived from the juxtaposition of this differing
division of the quavers in the bars, andheSicilienne(Suite pour orgueOp. 5)
(Example 3.9a & 3.9b)

Example 3.9a:Divertissementb 79 91)
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140Maur'ice Duruflé,Trois Danses pour Orchestf Tr anscr i pti on pd®p6 piano pa
(Paris: Editions Durand, 1997)



Example 3.9b:Sicilienne(b 741 79)
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The sense of a traditional puliseOp. 13 becomes less structured and uniform,

not least as it seems to be replaced with one characterised by an indistinct and

amorphous beat, something more in keeping with the idea and gradations of

chanting.

Comparison with Ch a¥fehe samechantn e mi r e 6 s

melody are unavoidableaadl s o of i nterest

not | east

for his teacher and t hebasedthdmate nce t he |

compositions (both through published works gmdughimprovisations he heard

first hand at Saint€lotilde) must had uporihé younger composer. As is common

in the introductory movements of many of the fiftge suites which comprise

Tour nelmi @Qredse , Mig gmerg alneost seems to fulfil the role of

creating an ambience conducive to the upcoming religious seavggably,

Tournemire is using music here to set the scene for the drama to fiollow.

¥1Charles Tournemird, 6 Or gue My st i que,i E@phania BomthigParisto +1 , No.

Heugel, 19281931)

«
R

g

a i
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addition,In his chapteroh 6 Or g u e , RbpexttSutreenaed Lord has argued
that the role of these initial movements might have been to allow the priest to
return tothe sanctuary after thiesspergegor sprinkling of holy water) and put on
his vestments for the Mass. If this were the case, then the music would cover the
time needed for this to happen and also act as an introduction to the plainchant of
the Introit}#2However, there is also debate as whether the music was intended for
High Mass or Low Mass. If the latter, then the music would act as a replacement
for the chant as there is no singing at this service although the individual
movements might well have nlb¢en long enough to cover all the liturgical action
at their respective points

T o u r n eplainchannspired setting of thintroit is much shorter
t han D op 18{alm@ré feurteen bars compared to the ilfisee in
Durufl ®06s) ahmdemposndicaton lkalkk that ofvthetlonger work:
environcrotchet52 senzarigore o mp ar e d tAbbegr@tacrotctHett1@80 s
I n addition, Tournemirebs registration di
adding to his sense of subtly manufacturing a nuanced sentiment rather than
overtly announcing something. He includeslae Harmoniquen both the solo
line and the accopaniment with @8ourdonandSalicionalhelping the melody
sound through the texture. By contrast, Duruflé opts for quite a bold chorus sound
on theRécit(Principal 8, Prestant 4, Doublette® Fourniture) with a solo
Trompette &n thePositif being usedo carry the chant and chanspired

melodic paraphrases. Tournemire also states more of the chant in his piece with

142 Robert Sutherland Lord.iturgy and Gregorian chant in L'orgue mystique of Charles
Tournemirein JenniferDonelsam and Stephen Schloesser, édgstic Modern: The Music,
Thought, and Legacy of Charles TourneniR&chmond, VA: Church Music Association of
America, 2013 pp. 4546



phrases being used just once conveyed with a simple, often imitative,
accompaniment (Example 3.10)

Example 3.10:Tournemire: L 6 Or g uique Mo/ 791t 1i 4)
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A link between both pieces appears through the use of a-peialalthough

Durufl ®bs sees this underpinning

10C

change

Tournemire maintains the tonic point as the only note in the pedals for the whole

of thisopening section. Another difference can be seen through thBwaglé

takes the opening twelve notes and develops these as the basis for the whole

piecel n Tour n e nhene s & sengatthe klainchanis being

introducedo the congregatiowhile Duruflé appears to have written a stand

alone piece for an organist to perform, perhaps liturgically, and which is

only on a small section of the chant.

based

The approach to the ending of the two pieces also differs in terms of the

performance indiations. Duruflé specifies a small tempo chanmg#gntandg

but no dynamic or registration alterations, whereas Tournemire includes both,

although higallentandoindication is only in the final bar and is lesanked,

perhaps because the letricturedunderlying pulse throughout means that subtle

use ofrubatowill unavoidably occur asdividual performers allowhe or@nic

nature of each phrase to tadtgape. Tournemire also instructs the performer to

1
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change the accompanying registration for the firethse with th&oix céleste
Gambereplacing the existing registration, and with the box half open to allow a
final decrescend¢Examples 3.11a & 3.11b)

Example 3.11aPr ®| ude s u rEpiphénie(o@58)i t de |
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Conclusion

From this overview of organ music inspired by plainchant in the years prior to
Duruflé and a consideration of how he used chant within hid&pt is clear that
the reintroduction of Gregorian chant into the French organ music of the

nineteenth centuryam be seen as a turning point. As can be seen through the

(@}
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works of the likes of Widor and Guilmant discussed abowegs in a populist,
more secular style were superseded by those illustrating aseonceis, overtly
religious one. These, and piece by the likes of Tournemire and Duruflé, were
works which saw composers adopt a more considered and profound approach and
become more conscioustbieir role within worshipoften providing a
commentary on the liturgy unfolding before them as can be seen through the
movements oL 6 Or gystigqueakd works by other Parisian composers such as
Dupré Improvisations and compositions based on chant thémeame the norm
for Parisian organists, and a benchmark of musical prowess in the eyes of many. It
was as a result of this resurgence and interest in plainchant, ably assisted by the
wei ght added t o i MototPloprigthegrmanyoogase Pi us X0 s
composers were able to express their compositional voices over the decades
which followed, creating a foundation on which the likes of Dupré, Tournemire,
Duruflé, Messiaen and Langlais could build their own approach to commenting
and reflecting on plarhant.

What makes this all the more noteworthy is that it took place against the
backdrop of the 1905 Law of Separation of Church and STatecernant la
separation des Eglise t  d €). Thi¥isAw tleetThird Republic declare that it
did not recogniseyay for, or subsidize any religiogsoup As a result, churches
in France needed to be sslipporting and musicians were no longer paid by the
state. As a subsidiary result, choir schools gradually closed down (including the
one for choristers at Cathédle primatiale Notrdame de | 6 Assompti on
which included the young Maurice Duruflé as one of itsdhshn). Alongside
this, the earning potential of many organists diminished to the extent that, for

exampl e, Vierne 0wa sthevasalocated & grantdfrem s o nee
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the Parisian poor furid*® The Law of Separation was condemned by Pope Pius X
in his encyclicaVehementer Nasf 1906 stating that it broke with the Concordat

of 1801 which saw Napoleon-sstablish the Catholic Church &etstate

religion. Perhaps this was an additional reason for church mudiorgan music

in particular,seekng a degree afolace by looking back to the days when
plainchant was dominant and to incorporate it once again into the compositions

written forits acts of worshig*

143Michael RBundyp Vi si ons of Eternity: The Chandal Wor ks g
T o u r n e(beicester6Troubador Publishing Ltd, 2017), p. 8

144 Fortunately, with regards to the general availability of organs in France, in a ruling of 19 July

2011, the Supreme Administrative Jurisdiction declared that the funding of an orgahiplace

church that did not have one was legal on the basis that an instrument was used both for worship

and for the cultural activity of the commune.
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Chapter 4

Approaches to the usedévdYénplareahan

Maurice Duruflé was a composé&nown for a small number of works, but [these
are] of a quality which reveal a fine and sensitive nature, capabdguired, of
great drivé“®and are pieces which support the view that heumguestionably
éagreat organist, an excellent composer, and very mad€stis position as an
organistcomposer was firmly established in 1931 with the publication of his
Prélude adagio et choral varié sur hémed u 6 V e n iand this ehaptep r 6
will look to explore the influences within it, compositional techniques used, the
development of the chant as a source of thematic material, and specific
performance issues connectedhe piece both in terms of playing it on a French
instrument (including that of instruments with only two manuals and a shorter

pedalboard) and on an English instrument.

dveni creatod

The plainchant hymNeni creatoris thought to have been written the
Benedictine monk Rabanus Maurus Magnentius (ct 888) and is originally six
verses long with a concluding doxology and is most commonly associated with

the festival of Penteco&t’ The chant is one which has been set by many

145 paul Landormyl.a musique francaisaprés DebussRaris, (Paris: Edition Gallimard, 1943)
https://freeditorial.com/en/books/20909/downloadbook?formatfamtfessed 30/10/201f)s 6 e s t
fait conna’ tre par un petit nombre doéisibleres, ma i ¢
capable, au besoin, de grands élans.]

148 1bid [un grand organiste, un excellent compositeur, et des plus reddest

147The hymn is sung at Second Vespers on the feast of Whit SuridayUsualis(Benedictine
Monastery of Solesmes, Deéel& Co, Tourmi, 1957), pp. 768. The importance of the hymn is

such that is it also sung at major events in the Catholic Church (including the consecration of
bishops, the election of a new pope and the dedication of religious buildings) as well as appearing
in Anglican liturgy andeingused at similar services to those within the Catholic liturgy

(including the Ordination of Priests and Consecration of Bishops). Translations in hymnals include



https://freeditorial.com/en/books/20909/downloadbook?format=.pdf
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composers over the years, both in orchestral Wwétksd for liturgical organ use.

For example, Nicolas de Grigny (167203) included a set of pieces@rV e n i

creanhsPdemier L i%andJeahddbuze (c.€15631633)

publisheda set of fouversetghe theme®® These include the use of thantus

firmusin thePédalein verset I(as de Gringy did), reversing thisverset llwith

the melody in the uppermost pariCanon in Diapasomver the mody again in

the pedals iverset Il and a fowpart fugue built around the opening of the

plainchant agerset IV This approach is similar to the one taken by Duruflé in his

Op. 4and in all these@ersetghe accompanying figures are reminiscent ef th

melody which is an idea Duruflé also developed throughout his triptych. It was

quite possible that Duruflé knew and performed these earlier pieces; he included

works by both composers in recitals and their works appeared in a series of

volumes titledArchives des Maitres de l'orgeelited by Guilmant and published

by A. Durand et Fils between 1897 and 1$¥0\nother composer of the same

period to use this theme was Guillau@abriel Nivers (16321714) in his

Lohymne de | a Pented2te, ~ Vespres et
Outside France, other Baroque composers writing organ pieces based on

the theme included the two by Bach (referenced in Foog)otwhann Pachelbel

those by John Cosin (1504672) and published in h@3ollection of Privaé Devotiong1627) one

in the 1662Book of Common Prayer one i n J o hVieniCreatod $pmitagExampen e m
Poeticum: Being the Third Part of Miscellany Pogi@sford: Oxford University, 1706)) and
Martin Lut her 6s KatherGotschoipferaHesigernGeigils524), Bach wrote two
chorale preludes on this hymone appears in th@rgelbiichleinBWV 631) and the other is a

more substantial work ifihe Great Eightee(BWYV 667).

148 For example, Mahler uses it in Hisghth Symphongnd Hirdemith includes a Phantasy on the
theme at the conclusion of lygan Concerto

149 pyblished in 1699, Paris.

150 Jean Titelouzedy mne £gdies ¢ 6pour toucher sur | 6orgue,
leur plain-chant(1623).

Bljean Tiitwev Caosmeds t e svaseubl3med as &olume 1 (1897) and Nicolas de

Gr i nlgiyvwrse dppeansigpVodume 5 (1904) with pieces by Francois Couperin

152 GuillaumeGabriel NiversLi vre d6Orgue contenant | a Messe

ave

et
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(1653 1706) wrote a foupart chorale prelude with the three accompanying parts
using contrapuntal linegerived from the melody, and Johann Gottfried Walter
(1684 1748) composed a set of chorale preludes including sensetson the
theme. However, the use of the melodthin organ compositiondwindled
during the Classical and Romantic periedth no ndable worksappearing until
Guil mant 6s s d&totOirggasn i wit.tehiLn thuirgi que
It was the chantds rebirth through it:
twentieth century which brought theni creatorplainchant back to prominence
for both compositins and improvisations. Amongst thesganiss, Dupré uses it
several times in published works, including once in his homage to an earlier
commentator on this plainchant: the eighth section of&isombeau de
Titelouzé®is a setting o¥/eni creatowith the melody in the pedals (as it was in
t wo of Tverses With eazhenots of the theme accompanied by six three
note manual chordswr i t i ng whi ch sees Graham Steed
represent the tongues of fire at the first Pentécefsbupré aso set this chant in
his SeventyNine ChoraleOp. 28'°° (Komm Gott Schopfeand included it in an
improvisation at SairBulpice in 1961°°and as part of a series©hze
Improvisationsat | 6 £ gllouissdes InSadides) Paris (8 December 1957), in
a concert to dedicate the newly restored BeuCledtierre organ.
Within the circle of those seen as i nf
Tournemire used théeni creatortheme in severglublished works. It appears as

an additional melody in the twenfifth volume ofL 6 Or gu e (Oywlsdei qu e

153 e Tombea de Titelouz®p. 38 (Paris: Leduc and UMP, 1938)

154 Graham Steed he Organ Works of Marcel Dup(glillsdale, NY: Pendragon Press, 1999), p.
105

155 Written in 1931, (H.W. Gray Co, 1932, then Alfred Publishing Co., Inc.)

156 TheVeni Creator Spirituyariations have since been transcribed from a recording of Dupré
playing by Professor David Stech (Fenton, Missouri: Morning Star Music Publishers, 2001).
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Paque$i In Festo Pentecostes dedi cated to the then orga
Eustache, Joseph Bonnet (188444). This piece may well have lbeenown to
Duruflé as it was published in 1928 in Paris (Heugel) and was, presumably, in
embryonic form at least, similar to improvisations Duruflé would have heard
Tournemire create at Sain®2l ot i | de. Tournemireds use of
movemen(V: FantaisieChoral) sees the melody appear in the jubilant central
section in a loose canon between the uppermost and lowermost parts (Example
4.1), a device Duruflé used in the opening of his fataral varié

Example 4.1: Tournemire:L 6 Or gue Nboy25t i que
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Tournemire also includes the theme in the second @éusx Fresques
Symphoniques Sa&rs®’. Here, again, the writing is exuberant, seemingly
reflecting the excitement of the first Pentecost. Example 4.2b (below) also
demonstrates Tournemireds c oPéblewita t
the first phrase in the manuals (Examples 4.2a2b}.

Example 4.2a: Tournemire:Deux Fresques Symphoniqué&acrés Il (Pagel0)
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157 Charles TournemireDeux Fresques Symphoniques $asOp. 75& Op. 76 (Paris: Edition
Max Eschig 1943)Written in 1939 they arededicated to his wife, Alice.

on

of
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Example 4.2b: Tournemire: Deux Fresques Symphoniqué&acrés Il (Page 16)

Dur ufPlr@dsude, adagio et choral ©@a#4i ® sur
As discussed previously, all Gpvisi | abl e e
not the result of a single concerted compositional effort. Alongside the historical
information discussed below, the differences in the maturity of the writing
supportghefact that thePréludeand theadagiowere added to thehoral variéat

a later date. The concluding variations on the chant see music of a far more naive
character in terms of both the thematic development and the harmonic language,
especially when comped to the final moments of tlaelagiowhich precede

them, and they were certainly composed earlier than the rest of the triptych. These
variations are more in the style\wdrsetdo be played between sung verses of the

hymn within a service, although tkemposed music does not appear to

specifically reflect the text of the hymn verses, somethimgrsetmight well be
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expected to d&22 Whilst there is no specific reference to the insertion of the
plainchant verses between the organ variations in the $biwrés something

which Duruflé did in his own recording of the work recorded from Soiss8ihs.
addition, he refers to the importance of improvisation throughout the liturgy and

the provision ofversetsat vespers:

Improvisation is indispensable in chhr@specially when the organist m{jstovide &
prelude or play interludes of an uncertain duration: the entries (at the opening of the
service), elevations, communion, [and] verses of vesfrs.

As discussed in Chapter 2, the first reference t&/dre&ations sur le Vencreator
de Durufléappears in a recital at PegaintPierre (19 September 1926) and the
next reference is found in the concert celebrating the inauguration of the restored
GrandOrgue de NotrédDame de Louviet§' on Monday 18 October 1926. As
already noted, thBeuxieme Parti®f the recital included:

f Vari ati ons s coeatodi hDumfee o6 Veni

1 Basse et dessus de trompéttelérambault (XVIIF Siécle)
An initial question of programming is raised by theasrdf these two pieces,
namely the fact that the powerful and dynamic ending tclibeal variéwas then
followed by the quieter Clérambault. This seems a little incongruous, not least as
the registration in Guil ma¥caBbrleukli ti on of
douxon theGrand Orgue a registration which literally translates as soft stops

which is used to accompany solo reeds (Goenet Separgon theRécitand

B8Gui | meensdtsin Stabat Miter Dolorosaare numbered using even numbers with the
implication that they odd numbered verses will be sung between them.

159 Maurice Duruflé Pieces pour orgueMaurice Duruflé, (Erato EDO 245, June 20, 1962). This
recording was awarded ti@rand prix du disquén 1962.

160 Maurice DurufléUneexqqu ®°t e sur | 6 or gémexorganistes$rangaisetnai re pos
réponses ( L 6 OuP,Asspciatibn des Amis de I'Orguesrgailles, 1961), Question 20.

[ LI mprovisation est indisipensaidléoeor’galnd &glei deo,i ty
préludeou jouer des interludes dbébune dur ®e plus ou m

communion, versets de véspres.]
161 Detals of the full programme appear in Chapter 2.
162 Archives des Maitres de l'orguol.3, (Pairs: A. Durand & Fils, 1901).
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Positif. This registration might well have sounded rather-@itiactic after the
tutti registration found at the end of the Duruflé work. In addition, the programme
shows Durufl ®56s ¢ o mp o 6rand Pieca Symphenicyed ed by |
work in F¥ minor/major whichinks wellwithA maj or (t he tonic for
Choral varid, whereas the Clérambault is in D minor, a key which does not sit as
comfortably with the closing tonality of the finarié which is firmly E major
(the dominant of the pieceds published ki
This was the same key progriessDuruflé had used in his recital in PeBaint
Pierre (the Mendelssohn variations from 8ieth Sonatare also in D minor) and
perhaps this unusual k@yogressan might not be an issue within a recital as
Duruflé would undoubtedly leave the organbeém t o0 acknowl edge t he
applause after his own composition before moving onto the next piece.
Although the theme is not explicitly named, Duruflé also submitted a set
of Choral varié pour orgu¢o the Conservatoire de Paris in June 1926. The
coincidence of dates with the PeBaintPierre and Louviers recitals and the style
of composition means that it is safe to surmise that these were one and tlas same
the submissioto the Conservatoitanerely lacking the title of the theme on
which the variations were based.
The first reference to th@p. 4composition as it is known today appears
on 20 June 1930, when it was entered forGbacours de&Composition des Amis
d e | & Duruféhad alredy found success with tt&ociété des Amis de
| 6 Ortdhuee previ ous year wherrenteradpmsvonaVi er neods

competition in performance and improvisatiSfL e s Ami s whe | 6 Orgue

163 Maurice Duruflé Souvenirs (1976) et autre écrits (193@986) ed. Frédéric Blanc (Paris:
Séguier Editions, 2005), pp. 1338
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founded in 1927 by Comte Bérenger de Miramon-Féames (1851 1952)%4 and

Norbert Dufourcq (19041990), Professor of Music History at the

Conservatoiré®® The performance element of the competition included

0l 6execut i onocdaw, Ade®imet Fuguen utdesBach, diFinal de

la 3° Symphonigle Vierne,puisie | a pi c eoffide derlanPermieadtee de | 6
del 6 Or g u e d&ffosriemigdi®@he improvisation section demanded a

prelude and fugue on a given theme and a free paraphrase on a Gregorian chant

mel ody. Two of Durufl ® s teachers, Viern:i
and the former was parti cesshschedayitgsl eased
giving Duruflé the exposure and publicity needed to establish him as an organist.

It was partly as a result of this success that Duruflé was willing to enter the

composition competition the following year:

Encouraged by the resultgtiiollowing year | put myself forward for a competition of the

Ami s d e deblidat®d tgaucemposition. Thus it was, that | undertook to write a

Prelude, Adagio and Chor al ereato®whictaaiso ons on [t h
gained me the priz¥’

1641 e Comte Bérenger de Miramon Fifiames not only helpedfousdo ci ®t ® des Ami s de
but promoted organ concerts with Durufl ®bs hel p &
Victor Gonzalez (whose work included the cathedrals at Soissons and Reiwls &s Saint

Eustache, Abbaye Salmes and the Chapelle Royale de Versailles). The affection Duruflé felt for

him is clear from the homage he wrotd.i®d Or whuiec h i ncl uded: O6un gr oupeme
est formé, de plus en plusmbreux, autour du pluselwu, du plus noble instruments, mais aussi du

pl us meHpmmageuadérgnger deifdmon FitzJamed 6 Or ¢ 64e 19%2) [A group of

music lovers was formed, ever increasing in number, around the most beautiful, the noblest of

instruments, which is alghe most misunderstood.]

96The time has come i n Fr a.noevemustbringtegsthepallthe i nt er e s
good will and all those who are still moved by the art of Bach and Franck to create an Association,
the goal of which will always be to defend the or

L6Associ ati on d afendadion sen adtieité, saddi@usignu(E22837in Daniel
Roth and Pierrérancois DubAttenti, The Neoclassical Organ and the Great Aristide Cavaillé
Coll Organ of SainSulpice, ParifLondon: Rhinegold Publishing, 2013), p. 11

166 |bid p. 38
% pbid p. 38 [Encourag® par ce r®sultat, je me pr
| 60rgue consacr® cette fois " | a dclmgeosi ti on. COce

Adagio et Chorabarié sur ledvenic r e agti me v@dlut égaleamt le prix.]
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Tournemire wasa supporter of next generation of organists including Duruflé and
appears happy to hametedthe young organistomposergand some of his

contemporarieat the time:

By highlighting the music of the Duruflé, Fleury, Laurie or Dathiebur amag others,
Tournemire contributed to the influence and success of the young French Organ
school*68

He goes further by describing him as 06a I

Conservatoire. A pupil of integreity both from the viewpoint of his compositions

andalsdt hat of the organ. Very Yood. Ten yea
That said,Tournemireappears not to haweaniedD u r u tripty®ldts

win the prize. He favoured tt&guite pyrénéenef Joseph Ermed-Bonnal (1880

1944), writing to hihneft hiffHodewercheswasav ez ®c |

certainly proud to have been thmitreof all three finalists: the third was

Henriette Roget (1910 992) who had al preamgedpyixinwon t hat

organ. Even though Tournemire was a member of the jury, he seenve theea

outvoted by the major i ttyYDurhuof |6@&dasv ep ef rafl d ren

of his own composition won him a prize of 3000 francs (his winning of the

Soci ®t ® des caAmpetision theprevidu©year eaened him 5000

francs) and the workirmly established him as a compos$&Duruflé was

assisted during his performance by Dufourcq who went on to ediirtiee et

168 Charles Tournemirekclats de Mémoirghttp://mk
langlais.com/Tournemire_files/Eclats%20de%Z@dhbire%20Tournemire.piifp. 5[En mettant

ainsien valeur la musique des Duruflé, Fleury, Langlaisou Ddniels ur par mi ddéautres,
Tournemire contribua au rayonnement] et au succ s
189 1bid, p. 45 Multiple lauréat du Conservatoire de Paris. Eléve intégral, tantidug®vue «
composition e quo6” celui de ¢ | 6orgue €. Tr s bie
170 Tournemire writing to Ernen@onnal on 12 June 1930 (BnF NLa 122 [5]) [You wrote a

masterpiece]

171 etter from Tournemire to Ermer@lonnal in James E Frazievlaurice Duruflé:The Man and

His Music(Rochester, NY: University of Rochester Press, 2007), p. 47

The work was also included in Durufl ®6s recital
1931, providing useful additional publicity for the new composition
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http://ml-langlais.com/Tournemire_files/Eclats%20de%20Mémoire%20Tournemire.pdf
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Liturgie series to which Duruflé submitted itsr ® | ude sur | 61 ntroit
| Epiphanie Dufourcq remained a lifelong admirerof Duf | ®6s musi ¢, Wr i
1977 that O0everything takes place with t|
mastery [...] Grandeur can know refinement, and refinement is always proof of
tasfe. o
The first things one notices as incongruou®m 4appears othe initial
page of the score. The work, so patently and unashamedly built around a
plainchant melody, is dedicated to Vierne who, as previously noted, shied away
from referencing plainsong in his compositions: the dedication Asifelstueux
homage a moMaitre LOUIS VIERNE’This seems doubly strange to those
aware of Durufl ®b6s | ife and studies at t|
teacher, Tournemire was so heavily influenced by Gregorian chant. However,
Duruflé had already dedicated l8sherp (Op. 2) to Tournemiré A mon cher
Maitre Charles Tournemire: Hommage reconnais§3iitin thanks for his

guidance in writing and refining tt&cherzo

It is under his teaching that | undertook the composing of an @daarzoAfter lots of
effort, after lots of refining/touching up, | managed to put together my first work. |
dedicated it to him out of recognition for all that | owed RAifn.

An additional reason for Vierne appearing as the dedicat®p.cfmight well be
due to a reciprocal dedicati@uruflé received iMatines,the first piece in

Vi e r Trigty@ue(Op. 58) composed between 1929 and 1931, the same time as

173 James E FrazieMaurice Duruflé:The Man and His Musi(Rochester, NY: University of
Rochester Press, 2007), p. 97; Robert Kent Nel sor
Music/The AGERCCO MagazineJuly 1977), p11

61n loving tribute to my Master, Louis Vierne.?od
%6To my dear master, Charles Tournemire: I n grat
176 Maurice Duruflé Souvenirs (1976) et autre écrits (1936986) ed.by Frédéric Blanc (Paris:

Séguier Editions, 2005), p. 35[c.6 e sta sdoiursecst i on que jbéentrepris | a

Scherzgour orgue. Aprés bien des efforts, aprés de nombreuses retouches, je réudsis a met
debout ma premiéfieuvre. Je la lui dédiai en reconnaissance de tout ce que je lui devais.]
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Duruflé was completinghi®p.4 Vi erneb6s dedication reads
ami Maurice DURUFLE!"” In his SouvenirsDuruflé echoed this dedication to
his teacher when writing of his success withdienicreatoin theSociété des
Ami s decodm®Pegiuei on: O6This, the second of
affectionately dedi c a t’&Tte fitsteditioryothma st er L o
Pr®l ude, adagio et chor al wasgpublisidsyur | e t |
Edition Durand & (¢ (Paris) on 16 May 1931, having agreed a contract with
Duruflé four months earlier on 29 January. The cover draws attention to the fact
thatthiswas uvre couronn®e au Concou'f’anddes 6AmM
that Duruflé is therganiste du Grand Orgue de Saigtiennedu-Mont, a
position restated under the composer 6s n:;
addition ofa Parisadding extraweighot Dur uf | ®6s standing for
of the churchds |l ocation.

As further support to the idea that the work had a somewhat protracted
compositional process, it could be argued that the suggested stop registration
found in the original edition would incite that the earlier sections were written
after Duruflé had left Louviers to take up his position at Satignnedu-Mont.
The shorRecitativesection linking thé’réludeandadagiq for example,
demands 8fBourdonandTrompettestops on th&écitfor the right hand but the
former was not present on the 1926 Louviers rebuild. In the same way there is no
Positif 4ft Reed or Mixture which are specified in thgagia By contrast, these

were all stops available on the 1863 Cavéilldl Grand Orgueat Sant-Etienne

177[To my dear pupil ad friend Maurice Duruflé.]

178 Maurice Duruflé Souvenirs (1976) et autre écrits (193686) ed.by Frédéric Blanc (Paris:

Séguier Editions, 2005p. 38 [Cette deuxieémieuvre pour orgue, je la dédiai affectuesement a

mon maitre Louis Vierne.]

[Thewinnig work in the competition of O6The Friends ¢
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du-Mont. In addition, seeral of them appear on the DaniGonzalez organ

Duruflé had installed in his apartment, an instrument planned by Duruflé himself

S0, it is safe to suppose, its specification and layout was something he considered

as andeal for a smaller organ. Howevenanual substitutioand changewould

be needed to create atbp combinations which are requiiédne were playing it

on Durufl ®b6s apartment o rReatandPositifatehough t |
enclosed (as were all the reeds in a separate swell box) makes this a more practical
solution than on some orgatl$ That said, there are also specific tonal

requirements in thehoral variésuch as &lGte 4on thePédalein Varié Il and

the 32 and # Pedalreeds as well as thositif Mixture/Reed issue which also

did not exist on the Louviers instrument either. As a result, it is fair to surmise that

the registration in its first published
intended regisation and allowed for many of the characteristics of tone and

timbre found on the Saittiennedu-Mont instrument rather than the instrument

he had played for many years previou$hFurther detailed discussion on

registration changes and issues with geniance are discussed in Chapter 7.

Durufl ®56s wuse op.4pl ainchant in his

One of the initial points of interest in
his setting of thé/enicreatodthemeis that he seems to draw on and adopt the

ideas of other composers and combines these elements with his unique harmonic
language. The sense of thersetgeflecting composers frompreviouscenturies is

present in thehoral varié¢ and the rhapsodic natusef Tour nemireds wor

180 Al three specifications appear in the Appendix

1811t is worth noting that, having performed ttieoral variémyself at Louviers and on ti@&rand
Orgueat Rouen Cathedral, | can testify ttia¢ piece works as well on this smaller and less
comprehensive instrument as it does on many large organs.



outlined above seems to be a compositional inspiration within the other
movements. Despite that, Durufl ®b0s remai |
composition, not least as the work is very much in the nature of a recital piece (the
originalr ai s onf odrd °tthree t ri ptychoés composition)
Given its length of over twenty minutes, few organists would look to perform the

whole work as a voluntary at the end of a service. Having said thatydhai

varié are ofen performed as such, lasting about six minutes without sung verses

in between, and ending in a blazeoofanplenosound® It is impractical to play

the other movements separately as they are more organic in form, and flow

directly into each other: tHeréludeending on its open fifth chord which then

leadsto theadagiothrough theuseof arecitativesection. In turn, thadagiohas

a quasicadenza passage to link it to the opening sounding of the full chorale in

thechoral varié

Prélude

Before analysing thBrélude it is important to note that it is not until the opening

of thechoral variéthat the whole chant is heard for the first time. Phélude

andadagioavoid explicitly stating the subject in its entirety, instead offering mere
glimpses ofthe melodysi ven t he chantoés | iturgical 1in
recognitionamongst those attending Catholic masthe time (Pentecot is not a

Day of Obligation but many attend mass to celebrate the festivis hinting at

the plainchahand use of later sections of the melodic material at the opening of

the work perhaps reflects that this is a journey already underway with no clear

182 Thierry Escaich, the currentganiste titulaireat SaintEtiennedu-Mont performed them in
this way at a service | was able to attend after irg@ring him on 23 June 2015.
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beginningi something the distant filigree of the opening seems to reflectrtoo
addition, this helpsotcreate a sense of a progression towards the final goal,
namely the full harmonisation of the hymn tune at the opening ahibral varié

This idea of taking the listener on a voyage and hinting at the underlying theme is
further heightened by the fatttat thePréludeopens not with the first few notes

of the plainchant, but rather with part of the third section of the melody thus
giving the impression that the listener is joining something already wader

(Examples 4.3a and 4.3b)

Example 4.3a: The plainchant hymnVeni, Creator Spiritus

] 2 . F A a. ]
. 2 | . 2 N
(] ‘p. (] r- I (]
Ve-ni, cre- a-tor Spi-ri-tus, mentes tu-0-rum Vvi-si-ta,
H s .
- o —
.r' s ot ! a » a2 o' LY {

[
imple su-pérna gra-ti-a, quae tu cre-asti, péctora.

Example 4.3b:Prélude(b 1i 8)

Allegro, ma non troppo J:n

e == 3

MANUALE s pp tegato J.h m

reoazs [PREES = = -
T

Péd. R.
Ped. Sw.
o) ﬁ e
4t 1p o P, a_o - .
= = ErE = =
KU' 1~ =0 == ~
B
g!gl! > Il‘ — { y ) -
- I

Durufl ®6 s oPréudey s e tvh a f theis 6in rondo

and two coupletsé adding that it onl
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Hymn which, here, is but discreetly suggeéfédThis underplays the complex
nature of the writing and his careful yet comprelhenase of the chant
Throughout almost all of this opening movement, there are running triplet
quavers, often accompanying longer notes whiclplaiachant extracts or at least
suggestive of plainchant melody. This weaving accompanying figure seems to
provide a sense of unity whilst also allowing other ideas to be developed over it.
This is not an uncommon device in Durufl
found in theSicilienne(Suite Op. 5), theScherzdOp. 2). This also appears in the
PréludefromthePr ® ude et Fugu@p g wheretheRHhasm do Al a
the running motif over longer LH chords and the opening oStrectus
(RequiemOp. 9) where the role of the hands is reve(Bs@mples 4.4and 4.5.

Example 4.4:Pr ®l ude sAlan(2m32)om do

3 horal
"IH. o F;_i".’bf? fefs e T L = E‘.::
- §Wwﬁi‘——ﬁa Iy B S
r—— i" A r =
ﬁ%ﬂ—ﬁ? = + =
EE— : -
—— T : -x
%_ Ty —ape— = —?—F—T—l—fj*i
“l ¥ IP‘ r = F‘
- _
bl F—p e = S S5 ===
I —— S - S D
e L 2 fm— T
b= = : =
o), e — - | v B e
|/ Tk T T 3-8 0 o e | 1 o

183 Maurice and MarieMadeleine Duruflé The organ of Christ Church Cathedral, St. Louis,
Missouri(Aeolian-Skinner Organ Company, Record No. AS 322, 1967)
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Example 4.5:Sanctus(Requiem)(b 1i 5)

Sanctus
Reduction for choir and organ from Requiem, Op. 9 Maurice DURUFLE
by the composer (1902-1986)
Andantino(d=73) 2, 5 o
SOPRANOS  |HroH — S ¥ §
Sanc . tus,
y
ALTOS = 0 =
= *
e R s
Sanc . tus,
TENORS = =
BASSES  |EE = =

R. Gambe e e s
Voix céleste @%—g__
- w/

G. Bourdon 8
Flite 4

5 . )
Péd. Soubasse16 > T — - =
Bourdon 8 ﬁ & = =

. + X \:

. nus De . us Sa. ba

= < <+ ¥ ¥
. nus De . us Sa. ba .

In fact, this idea of a running phrase accompanying longer, sustained, and often
plainchant (or plainchant inspired) writing occurs at the openitiged?equiem
(Introit) which sees a flowing semiquaver accompaniment usutgained chords

with thechantsung in ly the lower parts of the chgiExample 4.6)
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Example 4.6:Introit (Requiem)(b 1i 3)

Andante moderato (4 = 56}

—
CL,z ——
m Ra — . __é — = E[ - =
P ~ -~ o —
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F L3 1 =
n | - — = r = = = = =
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1 - |
A - — : |
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s - —r ] i‘- T t 1
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11 - — »
3] L i £ I"' F_E' i - E F—Ip—l
Ke - qui - em - a
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W P sorcentn’ — F
‘e :
':L|I'|'. Bl "I: I-j- 4 diw, .
- ¥ - ~ i = y . |
i " F : Fl
PR switen i
A
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B roesismin

Duruflé develops thigleafurther in theOp. 4Préludewith the triplet quaver
figure passed between the hands, as wedhadwiching this between
considerableamount of imitatiorof plainchant (and plaincaimspired) motifs

especially the uppermost and lowest pdrtds can be seen in the Example 4.7
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where the right hand (on tli&rand Orgué and thePédale(coupled, at the end, to
that manual) pass motivic ide between themselves as the triplet quavers
continue in inner voices (Example 4.7)

Example 4.7:Prélude(b 17 24)

R

ST 2 G.R.
= oy e Sl s $-9m, 1
eresc. - “ =

= ~

espressito
I

1®

e £ ig
e — ] +—+* : x
" ra g.r.g

ed. G. Ch

>

The first apparent break from the development of the initial ideas comes at bar 35
after a return to the onand twepart writing found athe opening, including a
modulation to B major. The motivic basis for this next section is a modified
version of the second fragment of the chant meladg, whilst it is once again

not specifically stated in its full original form, it is clearly imgdi The

registration is noteworthy here given that the melodic element is played on an
Hautbois 8(Oboe) on thdRécitbut coupled to th€édale (without the traditional

16ft suboctave pitch associated with them) and is accompanied-hife@astop on

thePositif (Examples 4.8a and 4.8b)
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Example 4.8a: Thesecond phrase of th&/eni creatorchant

( N,

E_. ._F. [ ] |,

poco crese. . 2 - =

As can be seen from the Example 4.8b, in places the uppermost voice also reflects
the pedal motif developing tleecond, third and fourth notes of the phrase. This
idea is also reminiscent of bars 19 to 23 in the opening section. These new ideas
are further developed between bars 58 and 71. The music modulatesamiF
here (using the final'Bn thePédaleas the enharmonic equivalent of the mediant
of the new key). However, in this section the majority of the melodic content is in
the uppermost voice (using=#ite harmoniquen theGrand Orgué with some
imitation between this part and tRédale (still usng the 8ftHautboig.

This section also places demands of the instrument with respect to its

range and size. To allow for instruments of only two manuals and/or with a range
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of only thirty keys on the pedalboard, Duruflé providdgeasion pour orgue de 2
claviers The range limitation in the pedals means that, for example, thé &ip F
bar 61, an integral part of the melodic line, has to be played with the left hand on
the Récitwhilst the right hand maintains the triplet quaver figure orGrend
Orgue(Example 4.9)

Example 4.9:Prélude(b 60/ 61)

Péd. R. Sespressivo

i . Version pour pédalier de 80 notes.
::“’ Version for 30 keys pedalboard.

JSespressivo

This is also an issue for a performechoral varié¢ lllwhere a top pedaffas to
be thumbed down i f the pedal boardds rang:
something which Duruflé appears to oveKat the end of the climax in the
adagiq where the same problem arises, and no alternative version is pré¥tded.
The character of the opening section is revisited from bar 71 with the
majority of the musidransposed up a fourth and given the key signature of D
major. There are some differences, particularly in terms of the use Rédhé=

double pedalling is introduced with sustained notes at the upper end of the

184 This is an issue addressed in more detail in Chapters 6 & 7.
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pedalboard, providing a sense of foumgiaunder the triplet quaver flowing
figures in the manual parts, whilst the left foot offers some articulation at the

lower end which is reminiscent of a pizzicato cello part (Example 4.10)

Example 4.10:Prélude(b 78 83)

3
[ N
)
i
1l
;:3;
‘ﬂ

2l
-
g
3
-~
3

l
q{t §

HES====—" =
5 !::& -t =
e — et e
—— vy ‘33
; ST
R s G.R.
. _ J Sw. l‘*L]‘ @, Sw.
a = } = =
Tk & © P -

This section of th@réludeconcludes with the music returning to just a single
triplet quaver line, similar to that at bar 47, which leads vieolo dim.andRit.

to a key change.’Bnajor is established through the use of its enharmonic
equivalent (B) and the thematic material usim the second section (bar 48
onwards) reappears, though this time it is played by the left hand &@tiite
using a very specific registration Gfarinette 8andNasard These are stops
which do not appear on tiiécitof the Louviers rebuild of 1926 (although they
are present on theositif) or the 1932 rebuild of Saktitiennedu-Mont, but
which are present on a rebuild specification for the latter proposed by Felix
Raugel (18811975) and Marcel Dupré in 1936 and whigere finally included

in the 1956 rebuild of the instrument. These stops were also present on the organ
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of NotreDame de Pari s but neither was incl ude

specification an ideal organ might have which appear@tgue Francais®®

Throughout this section, there is double pedalling required with right foot
playing a countemelody to the left hand solo part. The triplet quaver figure is
maintained in the right hand which also plays some imitative phrases based on the
plainchant. h addition to the double pedalling, this section also makes demands of
the player through the need to thumb down certain notes of the running triplet
quaver figures as right hand stretches would be impossible for a player hoping to

keep the uppermost lires legato as possible (Example 4.11)

Example 4.11:Prélude(b 129 130)

Legatoplaying wasseen as the norm for organists including Vierne and Widor in
both manual and pedal technique. In the section on general information and

interpretation of Bach organ works in his edition of them, he states that

Legato playing is best suited to the organ by the very nature of the instrument, the
evenness of all notes in the same regiter quite naturally calls for precisely these noes one
after the otheri8

The next section of therélude just seven bars in length, sees music
written on four staves forase of reading. The opening motif is sandwiched

between two short passages reflecting music from the second phraselarine

185 James EFrazier,Maurice Duruflé:The Man and His Musi(Rochester, NY: University of
Rochester Press, 2007), p. 277

186 Rollin Smith,Louis Vierne: Organist of Notr®ame Cathedral(Pendragon Press, 1999), p.
571
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and, as a result, can appear a little overwritten with some less coherent motivic
development, especially when compared to the morelregng and
extemporised character of the music around it

Theouter phraseBereagain cause issues when it cometh&
technicalities of the performance of the piece as the player is required to thumb
down an inner motif on th&rand Orguewhilst playing the opening triplet quaver
idea and the developed second phrase oRadiséif. As a result, this additional
phraseneeds to be shared between the hands. As an extra consideration, some
thumbing down from th&écitis also required and the link to the final reprise of
the opening ideas (bar 142) also needs the performer to stretch a finger up to the
Récitto allow a samless transition. This need for thumbing down and
taking/sharing additional lines on an adjacent manual causes an important
additional consideration when the piece is performed on &namch style
instrument as the order of the manuals is differents Hsiue is discussed in
Chapter 6. As a result, careful consideration of registration is needed so that lines
have a suitable clarity within the overall texture and are at the correct volume

(Example 4.12)
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Example 4.12:Prélude(b 137 142)

/——Rm\ Molto rit. . Tempo
— 4
2 ) Y g e .

! J
d.  R.. Clarinette, Nasard J——— .

Sw. o Clarinet, Twelfth
+ Flute §

Péd. + Soubasse 16 -
Ped. + Stop. diap. 16

C?.J‘ J J. J. %’ J. ér——'ﬁ

) ~n
p —

(N.B. In the opening bar of this extract, staves 1 and 3 played are ®osité
and stave 2 is on th@rand Orgue

An additional consideration for the performer here is that of registration changes.
Whilst both hands are actively employed on at least two maplasisg up to

four different lines, th€larinetteandNasardon theRécitneed to be swapped for
aFlGte 8 and aSoubasse 16eeds to be drawn. On a modern organ, this is less of

an issue as it can be done using pistons (preferably a toe pistam)ir@trument
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of the time, however, this would not be possible and a registrant would be needed
to facilitate these changes of timbre/stops.

ThePréludeconcludes with a final sounding of the initial triplet quaver
motif, although this time it is as a singteslodic line in the uppermost part
accompanied by sustained chords. The texture then thins out with the supporting
chords disappearing and the melodic line falling to a series of increasingly shorter
repetitions of just two notes (E antl)Fechoing and desloping that initially
heard in bars 4617 and 12P123 (Example 4.13)

Example 4.13:Prélude(b 155 160)

s " hﬂv Senza rall.

? Va ~_ 7 ( \

%m%
Y= ==

Piu lento J:ss

R. Flite 8 solo senza rigore‘l
} -
T L l

Rall. Sw. Flute 8 solo | =
£ =S ==
S dim. poco a
- - ’w A'ﬁf-} ‘J ¥ ég J; lEE A/_\
> ~ - _l — i .—_
* v :7 8 |

it

" o = a
Se——— === ====
- - -

This idea of oscillating between two notes a minor second apart is not unique to
this work and is something Duruflé uses elsewhere, such &éhelefrom the

Pr®l ude et Fugu@p 3 @Exampled.1d)om do Al ai n
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Example 4.14Pr ®l ude sur B34 om dOoAlI ain

A
O = ——— ——
= — N L\
oy P —— ===
P | ’ LD
i ——— — 3
(R. Cornet)
(Sw. Cornet)
EL .-i 3 = E

Following thePréludeis a five bar codettlike section. The thematic material is
taken from the second phrase of the plainchant (notes two, three and four)
developed earlier in passages sucimdke soloPédaleline in bars 4857 and the
various solo lines found on pagex 4. Whilst not a harmonisation of the chant,
the sense here is very much of accompanied plainchant. For the first time in the
Prélude the triplet quaver figuration is absent, further adding to the feeling of the
music slowing down and coming to settiheit not to a final cadence. The
registration of a sol&l0te on theRécitallows aSwell box to be shut and the
volume decreased froforte to piang, enhancing this effect further.

The movement finishes on an open chord @idthird is includepland
the underlying tonality is somewhat ambiguous with an E major/minor chord
suggesting A mar through a sense of dominant though, as in some of
Tournemireds wor keBanguetdélestdne tdmal dosnina®)n 6 s
hereis made into a modal tonwith the written tonic (A) giving the sense of a

plagal cadence with i his concluding chorébreshadowshe final chord of the
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work, albeitwith noticeable dynamic contra@he piece ends with a marking of

fff). The chord of just tonic and dominaaiso reflects the modal character

throughout.

Lento, quasi recitative

Whil st not designated as a sepalarate move.l
section has a unique role within the composition. It is a passage of music linking

the rhapsodic, meandeg Préludewith the more solemn and, in places, deeply
reflectiveadagiqg a central section to the triptych which builds towards a weighty

and authoritative climax. As in some of his other works, this idea of a seemingly
extemporised linking passage &sed to join other sections together. Hrélude

et Fugue s urforéexample,das a dindilArlcemtrahpassage taking the

listener from the continual ebb and flow of the triplet quavers oPtBkideto

the more sedate and substarfiajueand,almost in the way he uses plainchant

inhisOp.4 he takes Jehan Al ai noésitameest f amous
(JA119), and turns it into part of the linking section in the Dpiowever in this

case, the bar of silence before the held D major cioddhe plaincahntesque

passage leading tbe Litaniestheme seemalmost symbolic, suggesting a change

of compositional style before the homage to Alain, whereas no such moment

exists in the Op. gExample 4.15)
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Example 4.15Pr ®| ude sur (pageshddSin d o6 Al ai n

P. Poco pin lento d=12

{ong
AL ) [ P i B S s
£ s — g TEmEE e
v ) o “"""“-—-———____g_h._.-—
ong
- B
) e 13 —
SR = TE R —— 5
I.I - o~
i r
[ )
S = 3
i 3 r ':nal:ll.:i_| B —
R. Fonds 8 doux Sw. Saft Found. &7
P. Cromorpe & Ch. Cromorne 8
G, Flute harm,8 ou Principal 8 Gr, Harm, flute 8 or Principal §
& & 1 v T &
1 — I = I I i 1 f I I 1 : —F
1 1 1 1 J 1 I —_—
- i T —— |
P—
— i B — 3 —
15

&= d o triolet précédent
Thime des " Lilanies" de Jehan Alain

Unlike the reflective nature of the example above, the thematic material@pthe
4 Lento, quasi recitativeaken from third phrase of the chant is declaimed on
Récit8ft BourdonandTrompette Even with the bx shut, this combination would

be striking, juxtaposing with thellte timbres from the closing moments of the
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Prélude As already stated, these specific registration requirements were present
on neither the Louviers nor the Sakftiennedu-Mont organs tithe time of the

t r i p trgndehe@lthough both organs had this combination available on the
Positif. These stops were certainly not uncommon and were, for example,
included on thé&écitof the 1859, fortysix stop CavailléColl organ in Basilique
SainteClotilde instrument Duruflé would certainly have known intimately from

his time deputising for Tournemire.

Although nominally in A major (the printed key signature), there is no real
anclored tonality here and F minor, followed by A minor, and ambiguous use of
F* major/minor and Amajor/minor are all hinted at through the accompanying
chords(bars 25). Finally, after a fredlowing phrase ofwenty-sevenquavers
with no fixed tonalityand with variable tempaybatoandmolto accelerandare
indicated), this section comes to a rest witiaito rit. moving towards a new
tempo ofcrotchet=50Q A series of stop additions and deletions and use of the
Récitbox help to create a crescenda @minuendd and stop selection is an
important consideration for a player performing this piece on anemch
instrument as timbres and characters (even those stops with similar names) will be
different.

This short section concludes with the music finally settling into the key of
the opening of thadagio(G minor) which follows with just the 8tbambeand
the lightly undulating/oix célesten theRécitspecified. The simple thremte
chord is then heldnd becomes the lower three notes of the-fmie chord which
opens thedagioi a treble B is added above. The sense of this movement
continuing into the next is clear in the score throagkd chord and the single

word EnchaineZExample 4.16)
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Example 4.16:Lento, quasi recitativégb 7)

J =144
be %‘
T 1 T e h! - # T —
. - T - jV‘L - - "‘A ’ T
5 .
- rubato molte "accelerando animato
L1
DEs
ol
Molto rit. - Tempo J:so
—_— — ———
b5 bhe o £ i £ I ——
oy f { z === i}
~ L 1 T T
—" 1 4 J‘?} — -?’r :.--}W .
R. + Flite 8, + Gambe 8, + Hautbois 8, —Trompette, —Hautbois, —Flite, —Bourdon, + Voix eéleste
. Sw.+ Flute 8, + Gamba 8 =+ Oboe 8, = Prumpet, —0boe, —Fiute, =Stop.diap..+ Vox angelica N
0 4 4 L
SEs =5
Enchainez
Continue
Adagio

Duruflé creates an immediate impression of mysticism in this cexdeadia

Finally, the opening strains of the plainchant are heavih the use of an Ato

maintain the modality of the hyninonly for it to disappear once again. Here, the

dissonance of the angular melodic line in exitativels exchanged for slower

moving lines and more subdued harmonic progressions. Duruflé referred to this
firstsoudi ng of the melody as i f it were emer
first notes of th&/enicreatogr adu al | y¥He ktehdmrdne Hcr i bes i
consecutive expositi ons®thdughlthildoeseol by 6éa |
exist in the first vesion of theadagioandmerelyhints at the true form of this

movement and underplays its impact within the work.

187 Maurice and MarieMadeleine Duruflé The organof Christ Church Cathedral, St. Louis,
Missouri(Aeolian-Skinner Organ Company, Record No. AS 322, 1967)
188 |bid.
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It i s perhaps no coincidence that the
initial notes appear in this central section of the triptych, boté &ied in its
recapitulation (bars 538). These are pivotal moments, focal points in terms of
the melodic exposition of the theme and the compositional process which lies
behind it. On each occasion, this material is played on quiet stops Bad¢hand
appears in the manuals only. Here the listener is placed in the middle of the world
of religious reflection, an introverted and private world, and one reministent
the quieter movemé®Or g ui n Mgheas thegpperingrofe 6 s
EpiphaniaDomini(L 6 Or gu e My DOp.i55areadyketerencéd,when
comparing his use of chant to Durufl ®0b6s |
appear in the movements within those cycles written for more jubilant festivals
including the first four movements bf Ascensione Doming 6 Or gystigue M
No. 23,0p. %) andin Festo Pentecostds 6 Or gue My s®Op.)ue No. 25
which also includes th€eni creatorplainchant in its final sectiohis approach
al so appears in some of Durufl ®06s other
penultimae section of hi®rélude(Suite,Op. 5). In that instancghough, the
meditative music provides some quiet after the preceding musical storm, whereas
in theOp. 4adagioit is a restful moment before the music grows dynamically and
chromatically toward¢is cl i max. Thi s sectionds openi
of calm and composure after the endless scurrying dtéledeand before the
more structured statements of the melody ircti@ral varié

Whilst the remainder of the plainchant is not directiptgd, Duruflé goes
beyond simply stating the first five notes as his melodic root and much of the
additional thematic material employed is suggested by, and imitative of, other

moments in the melody. For example, the second phrase of this section seems to
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be similar in character to the chantoés
Duruflé would be influenced (either consciously or subconsciously) by the shape
and modal nature of the original, or be less than completely comfortable dipping
into this saind world and writing original melodic lines which mirrored it.

Durufl ® s wuse of the motivic mater:i
writing for the inner parts. In the opening few bars, for exantipgeemusical lines
in the left hand seem to echo the opening few notes of the plainchant and in bars 7
and 8 the chordal accompaniment in the inner parts seems to mimic this. Also of
interest at this point is the use of sosyacopateghedal notes which help instil an
impression of an increase of movement (Example 4.17)

Example 4.17:adagio(b 1i 8)

Adagio. ¢= 60
VE . NI CRE. . A . (rom). :
o T~ W o B I N P B

"' ." ; Eﬂ 1 1 . .+ | T
C Tk_ S— j T
. r |' r - ! sempre ]ip

m”_’ 4 éA& # Lé? Jf”_" “:dl.’“ﬁ -

.
T T T T
—

MANUALER

doletssimo e |sostenuto

PEDALE [P F— — - - -

| [ l ———] .
ﬁﬁdj‘gr —3 == — g e i
T * r“*-'bH? Ty tr
. 75'1 I[ _Ir ] } l “ — 1 § — 1

P e — .
3 5 T ¥ - ———
- Péd R, —F —_ 7
Ped. Sw. —— ——

A general crescendo and reworking of the ideas follows with the theme heard in
the uppermost part and also doubled an octave lower in the middle of the texture.
Bars 2123 have a new motif soloed out oPancipal 8 again chantike in

character, and the section ends with somdeéit chords under a held G (the

t

al
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tonic at this stage) which build on the syncopated pedal motif from bars 7 and 8
with just a single oscillatopline leading to a new passage in G major.

Here, the undulating manual parts accompany a restating of material
derived from the third phrase of the chant played orPédale coupled to a
Montre 8(an open metal pipe): again, this lacks the traditionalosave tone
associated with thBédale department and, by speaking at the same register as the
manualsgivesthe writingmore sense of densit¥his is another section where
Duruflé gives an option for a player performing on a-twanual instrument, with
both hands on thRécitrather than the right hand being on Busitif and the left
hand on th&écit something which allows for more tonanation, and some
inner parts have to be sacrificed when using a shared manual. The writing for the
Pédalehere is not dissimilar to bars 5 and 6 of Rexitativesection and is even
markedquasi recitativan the copy (Examples 4.18a & 4.18b)

Example 418a: Recitativo(b 4i 6)

Animando
e . B oS —— s
& m - -
3 0 p—— 1
Syt ——— f = ﬁ
JL } i o
.4 4 e ¢ ac 4
— Sempre cresc. - -
- P = ; %
I 1 ‘17A7 t — - T St " o 1
P + Flite 8 ' 4
Ch.+ Flute 8
# 1
S0 — N1 = e N ¢
@ = =
Example 4.18b:adagio(b 35 39)
Rit. . =
R. + Bourdon 8, Voix humaine, G.R
S ———— | P. — Bourdon trémolo (ou Hautbois 8,2 5
04 I [— + Salicional 8 défaut de Voix humaine) C
A - - 1 ——
= 1 === ]
5
~— Ch.— Stop. diap. Sw. + Stop. diap. 8, Vox hwnana, L ¥
m, + Salicional 8 tremulant (or Oboe 8, 1
| ’m—m FED) N e s tsting) P ==
g . W
L “— r 3 Il 4-
& rwa 3 s
FRt 3
4 quast recitativo [ Sw.
- e babe 2 |2
S = Ee 7 =3
— .2 i ? 5 h.'hr - %
Péd. + Soubasse 16

Ped. + Stop. diap. 16
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The pedal motif from bars 832 is developed in the right hand using some of the

most original and colourful registration found anywhere in the pieceGfaed

Orgue(Montre § is coupled to th&®écitwhose registration is specific and rich: in

addition to 8ftFlGte andBourdonranks avoix humaine3 andtremoloare added.

These stopsd combined effect, together wi
harmonies, creates an afrdisquiet and edge and seems to foreshadow the

crescendo buikdip towards the end of tleelagio(Example 4.19)

Example 4.19:adagio(b 40/ 41)

Tempo J=69 poco cedendo
04
} = 1
* ! — r— I[P-ﬂ_f - T AIE.%-{;__
— -2 12 -2
! m J' ﬁr—
| T - b. he hA‘ m E /‘1:&4 o bJ‘ te nJ‘ n L
: oo he el i—pef — re _ P Fhe el L s ok > i
' r 1 1 1 1 4 0 3. l;%lr i + { r ‘IF } 1 1 b i 3 i 1 | . 1 1
|=—="| _— e
Nt He Lo b,. b
—— T B >
.- $ 1 2 T
T | ! ' *
Péd. R.
Ped. Sw.

The sense of unease is heightened by the harmonic language used here with the

lowest pedal notes creatinglaninished ' chord above which the melodic line

covers a range of a diminishetl. Here, as in moments in ti¥élude(where, at

bars 5154 for example, there is a descending wholee scale in a lose canon

between the solo pedal line and the upperunarl v @alacneajerjal is6 s

exotic; Durufléincludes passages incorporating octatonic hybrid collections and a

variety of modal collection&®® This was somethinBuruflé developed further in

his later plainchant inspired works such asNtesse cunjubilo, Op. 11 where

Ohe expanded his harmonic experimentati ol

octat o ci sm. 6

189 CharlynDumm, The compositional language of Maurice Durufle as manifested in Prelude,
Adagio, et Choral Varie, Op. 4 and Quatre Motets, Op(Wdiversity of Louisville,2010) p. 87
1901 eslie A Sprout,The Musical Legacy of Wartime Fran¢Berkley, Los Angeles & London:
University ofCalifornia Press, 2013), p. 145
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A slightly abridged reappearance of the undulating figure heard in bars
311 33 follows, this time without the melodic inclusion for fédalewhich,
instead, provide a pizzicatike bass. The unease of barg 40 returns with the
additional timbre of &alicionalon thePositifincluded. A final sounding of the
shimmering manual figure returns, concluding with two short, dislocated chords.
The rhapsoid nature of the final bars of the linkifRecitativeare then echoed in
the right hand over chords which lead the musicmBior and a recapitulation
of the music found at the opening of e#agia The main difference here is the
introduction of a tiplet quaver figure in the inner parts which is both reminiscent
of the figure from thé>réludeand foreshadows the faster inner péntsthe final
bars of the upcoming climax. This thragainsttwo division of the beat also
heightens the sense of impetaursl momentum and an increase in dynamic level

contributes to this further (Example 4.20)

Example 4.20:adagio(b 65 68)

Bar 79 sees the start of the main crescendo and theuputtmlvards the climax of
the whole triptych so far which, once finally arrived at, then sees the music
cascade downwards towards the first sounding of the full plainchant anaribe
Although a ley signature of Fmajor is provided in the copy, the tonality here is
rarely settled and only becomes firmly established at the culmination of the
movement when an“fin the Pédale enharmonically becomes & (®ar 96)

allowing a plagal cadence td Bhajor. The initial melodic elements here see the
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Pédaleplaying literal and developed versions of the first few notes of the chant.
Registration changes are indicated and, for the first time in this section, the
organist is playing with both hands on tBeand Orguewith the other keyboards
coupled.Récit MixturesandAnchegReeds) are added in bar 84: on a French
organ of the time this could be done by using ventils, previously prepared at the
start of theadagiq as stipulated in the scot&.The dominant motihere is a

rising minor second which seems to echo the first two notes of the final phrase of
the chant, a phrase not referenced up to this point, which, with its repetition, and
with more dissonant harmonies and heightened dynamic levels, seems té sugges
that this journey of musical exploration is nearing conclusion. The texture
becomes increasingly more complex both in terms of rhythm, harmony and
number of voices, and short clarion dék bursts are heard in the uppermost

part. The manual techniqugere is the most demanding in the piece with multiple
lines passed between themdthe declamatory uppermost phraseging the LH
above the RH a technique seen further developed inTthecata(Op. 5). In turn,
thesemusical fragmentdevelop into the melodic material for the bars leading to
the climax. Under these, quaver, triplet quaver, semiquaver, and triplet
semiquaver figures are repeated together with bold leaps Rédade (Example

4.21)

191Ventils are discussed in Chapteattd in the Common Terminology.
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Example 4.21:adagio(b 84i 87)

" af . ' —

(R.+mixt‘ et anches S~&)
Sw
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A sense of drive is helped here by a tempo increasedrotthet=60via an
Animando poco a podo Animatocrotchet100 and this section sees some
imitative dialogue between the upper parts andPtuale at the upper extreme of
both of their registers.

As mentioned earlier, thieédale part here includes several tofsut,
unlike the other instances where this occurs, there is no alternative suggested in
the copy for an instrument without this note due to a shorter range of the
pedalboard. In practicéérms, a simple dropping of an octave for this line would
address the problem, but this would change the texture here and take away much
of the impact of the bottom™Tvhich sounds at the point of climax itself.

The Grand Orguemixtures and reeds are adddar 94 anédédalereeds
(16, 8 and 4ft) are drawn with a dynamic markfbindicated. An adjustment to
the tempo also appears in the scétecp menarotchet92). It is worth noting
that aPédale 32ft reed is not included in the registration indmas. This is

possibly because the organs at Louviers, Saiennedu-Mont and Sainte
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Clotilde did not have a stop of this character, although the organ atDimtne

de Paris did. Interestingly, Duruflé does specify this addition at the end of the

final choral varié perhaps he was delaying adding thiamaticadditionuntil the

final moments. However, despite its omission, the use of the double pedalling at a
twelfth would create a sense of a false harmonic at the 32ft pitch which would add
tonal deth. The climax is reached with the boldest use of the rising minor second
motif i in thirds in the uppermost two voices of the texture and including the
leading note of the new keyPmnajori following a final scale passage developed

itself from the earér righthand motifs in bars 8§87 (Example 4.22)

Example 4.22:adagio(b 94i 98)

Animato J =100

{G.i-mixt.et anches 16-8-4)
\G .+ mixt.and reeds 16-8-4

N— e e berele |l o

il
)

Ped.+ reeds 16-8-4
The sense of thunderous arrival at an ultimate musical destination really does
seem t o madescripbomhatofal ® @ g ¢ wetheseetwod o f o |

st at eappeadomeivhat understated and modést.

192 Maurice and Marie-Madeleine Duruflé The organ of Christ Church Cathedral, St. Louis,
Missouri(Aeolian-Skinner Organ Company, Record No. AS 322, 1967)
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The triptychoés centr al s edikefignrae ends wi
which decreases in dynamic level as well as falling melodically. The main
dynamic reduction is through manual change indications: théoérgs on the
Grand Orgueand stillfff, which gives way to thBositif coupled to th&récit(ff)
and, in turn, to th&®écitalone, though still at the same volunserqipre . Whilst
still marked fortissimo, this will appear quietethe reduced numberf speaking
ranks alone will cause thisand there will also be different timbres when only the
Récitranks are being played. Alongside this, there is then the potential for the
performer to close thRécitbox, a more controlled and subtle volume adjestn
and finally remove the reedsa(iche$ leading to a concluding dynamic level of
justpp. The general melodic shape here is of seven semiquavers played in the
time of a single crotchet beat with the first two reflecting the ascending minor
second motitleveloped throughout the preceding crescendo.

The sense of symmetry of these two final sections chdagiois clear,
not least through the pitch and dynamics here balancing the preceding bars which
had become melodically higher and louder. The ascgrsioond is again present
in thePédaleand the final few soundings in the manual parts sees the leading note

lengthened and the additional scale passages removed leaving just the two notes

E* and F (Example 4.23)
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Continue

These two notethen link to the concluding section of the work, dheral varié

An interesting sense of symmetry occurs here in that they are the same two notes

(albeit an octave higher) which conclude the triplet quaver section Bféhede

before itenters its final codetta and tRecitative The clear intention for an

immediate progression from one section to the other is stated in thé copy

EnchaineZContinue)i and adds to the impact of the plainchant when heard in its
entirety for the firsttne .

the key of A major immediately after this cadenza means that the first two notes

n

addi ti on

Durufl ®6 s

heard in the final section of the work need to be E dndrEating a sense of

uplift after the string of E and’&which have just been heard in the concluding

rhapsodic momerit the appoggiatura dissonance being replaced with the opening

notes of the plainchant.

har mo
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Choral varié
Thechoral variécomprise a harmonised stating of the chant and a set of four
variations.The chant is originally in Mode VIII (Example 4.24)

Example 4.24: Mode VIII (Hypomixolydian)

nHypomionydian

P4
e -_._l:f:::

Withintheé Ve ni  chang thé domirdant and the tonic of this mode are given

equal importance, each soundiegt i me s . I n Durufl ®b6s wor k,
transposed to A with a starting and closing note of E (the dominant), something he
adheres to throughout tieboral variéwith the exception of the third variation

where there is tonal ambiguity with a suggestiort being transposed up a fourth

into a nominal D major, something reinforced through the uséf G

The opening harmonisation of the chant is predominantly in five parts,
homophonic and with the melody in the uppermost voice. There is some passing
quaver novement but little noimelodic reference to theantus firmusexpect in
the final two bars where the opening sounds in the inner parts, as Duruflé had also
done in theadagio(bars 78 and 5960). It is possible that Duruflé is alluding to
the additionaAmenfrom the plainchant here which shares the first five notes of
the melody (Example 4.25)

Example 4.25:Veni Creatorplainchant (15t phrase and Amen)

: e \ a® o % —
n L fa e s
Ve-ni, cre- a-tor Spi-ri-tus, A-men

The plainchant melody itself is formalised in terms of its note lengths here and

Duruflé clearly breaks it up into four portions of music, each ending on a held
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note (all three and a half beats except the final one which is eight beats). The
Amendoes not appear here. There are strong traditional cadences at the end of
each phrase, the&$t and last being perfect cadences in A and E respectively, the
second an imperfect cadence inaidthe third being a plagal cadence ih F

minor (the relative minor for the given key signature). A further feature of this
harmonisation is the use of the modal descending scale in its entiretyPédtie

part underpinning the opening phrase. This adds gravitas to the music by
incorporating eme descending lines moving contrapuntally against much of the
melody, and reaffirms the modal nature of the harmonic language (Example 4.26)

Example 4.26:choral varié(b 1i 3)

Andante religioso. é=66
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The variations seem to reference teesetf the Baroque French whose music,

as discussed earlier regarding the list of repertoire performed in his recitals,

Duruflé would certainly have played and knoWaThe setting by de Grigny

(1672 1703), for example, opens with a fipart movementasdo&ur uf | ®6 s .
The latter also adopts the registration of his predeceskranding the use of
Plein-jeuas well as the standard foundation stops. This implies more than just the
addition of a fairly commomixturest op on French organs of
Raher, the terni literally a full chorus harks back to the Baroque and Classical

periods where it wassine qua nomf French instruments combining the

193 This is discussed further in Chapteméich exploresthe analysis undertaken of the recital
programme®urufié offered between 1917 and 1939.



147

principal ranks and mixtures (usuallyraurnitureandCymbalg and was often

used for the openingersetby French composers in the seventeenth and

eighteenth centuries.

Having said that, there is no indication that Duruflé ever intended these

variéto be used agersets in other words, replacing some of the hymn verses

and used in alternation withe singing within a liturgical settirignor do they

appear to

refl ect t

he t e xvYersaishn Staldate

Mater Dolorosa discussed in Chapter 3, do. However, in his 1959 Soissons

recording of the work, Duruflé did include thainchant sung between tharié.

mi

The four verses chosen to be sung in this recording are 1, 2, 6 & 7 (Table 4.1)

Tabl e 4.

1: The

sung

verses

u sCp.dt

Movement

Latin

English translation'®4

Sung between the
initial harmonisation
of the theme and
varié |

Veni, Creator Spiritus,
mentes tuorum visita,
imple superna gratia,
guae tu creasti pectora.

Come, Holy Spirit, Creator blest,

and in our souls take up Thy rest;
come with Thy grace and heavenly aid
to fill the heartsvhich Thou hast made.

Betweervarié land
varié Il

Qui diceris Paraclitus,
donum Dei altissimi,
fons vivus, ignis, caritas,
et spiritalis unctio.

O comforter, to Thee we cry,

O heavenly gift of God Most High,
O fount of life and fire of love,

and sweetminting from above.

Betweervarié Il and
varié Il

Per te sciamus, da, Patrel
noscamus atque Filium,
te utriusque Spiritum
credamus omni tempore.

Oh, may Thy grace on us bestow

the Father and the Son to know;

and Thee, through endless times confe:
of both the eternal Spirit blest.

Betweervarié Il and
leading tovarié IV

Deo Patri sit gloria,

et Filio, qui a mortuis
surrexit, ac Paraclito,
in saeculorum saecula.
Amen.

Now to the Father and the Son,

Who rose from death, be glory given,
with Thou,O Holy Comforter,
henceforth by all in earth and heaven.

Amen.

The firstvarié is thirteen bars long and sees the melody irPaalethough

sounding an octave higher than the norm as the registration Redale ranks

drawn using instead afiautbois 8coupled from thérécit This combination of

stops is one previously used in féludewhere once again thédaleare given

¥Mi chael
30/10/2014)
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the thematic interest. The chant starts in the second bar which means that the
countermelody in the right hand, starting in thest bar, and the chant are always
overlapping making cadential points less emphasised until the final chord is
reached. The melody is mostly as it appears on the previous page; the only
difference being that the first phrase ends with a dotted crotetietat a note of
three and a half beats. Tlaects the sense of stress within the phrases which
follow so that, for example, the second phrase starts on the third beat of the bar
and not the first. However, given that Duruflé does not appear to lon&itdain

a strict sense of traditional hierarchy of beats within each bar for much of the
Prélude and tying this in with the lack of formal rhythmic structure inherent in
sung plainchant as a whole, this shift away from what might traditionally be
deemedhs the most important beat of the bar causes the listener few'iSsies.
two-part accompaniment reflects tReéludeplaying triplet quavers throughout
creating a sense of flow which is particularly effective when heard against the
duplet quavers in the riogly. The uppermost line of thisrié also uses a flute
(this time the widescaleFlGte Harmoniqugand is based on the third phrase of
the plainchant although when tRédale are playing that portion of the melodyj, it
plays the opening passage of thamhinstead.

Harmonically, this is similar to the initial stating of the theme which
precedes it. That said, there are two moments of interest. First of all, there is a
brief journeytowards an implied modulation into D major through the use’®f G
in thesecond phrase. This is given even greater weight through the moving of the

countermelody up a fourth taking it from A to D (Example 4.27)

% Thiswasalsoaddr essed in Chapter Pr &liudhe rseufre rletnicret rtooi tL

| Epiphanig Op. 13.
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Example 4.27:varié | (b 1i 6)

Pogo meno lento. J:so

I** Variation

(

The other harmonic change comes with the omission of the third in the final
chord.This opersounding chord ialsoreminiscenbf the final chord in the

Prélude The bareness of the chord is further emphasised by the use of a thumbed
down additional fifth using the right hand (Example 4.28)

Example 4.28: \arié | (b 10/ 13)

Poco rit.
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- b pfe
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Thisvarié also has an instruction for those using a4wa n u a | i nstrument :
lesdeux mainsauRmf) . 6 Whi |l st a possible practical

that the countemelody will fall amongst the accompanying figures in bar 3
(see Example 4.27 abovand the sense of melodic dialogue with Biédaleis
unavoidably lessened.

Choral varié llis a coquettish reworking of the chant. The melody appears

in the uppermost parand, with three brief exceptions, is sounded using only
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crotchets. These differences see a crotchet beat subdivided into three triplet
quavers (used as a crotchet and quaver) to allow the flow of the melody to
continue (Example 4.29 below). This is a $bpwariation than the chant

workings which precede it in terms of the number of bars and, given its
metronome marking dhllegrettocrotchet108, also the time taken to perform it.
This variation has a transiefiitigree feeling with a simple thregarttexture and
uncomplicated harmonies. It is played on itienuals only with the majorityf

the music appearingbove middle CThe melody is accompanied in the right
hand by triplet quaver movemeénggain giving a sense of continuity from the
precedingvariation and thé&réludei whilst the left hand plays duplet quavers
against it, an idea developed outvafié I. This contrast is even more pronounced
given that the left hand is instructed to useéaitGambe 8&nd arOctavin a
piccololike stop sonding two octaves higher. Against this, the melody and its
triplet accompaniment is played oBaurdon 8on thePositifi a louder stop than
those on th&écitbut one which allows the higher pitched pipes to speak through

it, providing a subtle, sparkigneffect (Example 4.29)





