
A RECO~~Sl'RIJCTION Of AUTHENTIC PERFORMANCE PRACTICE IN

~ELECTEn ORGAN WORKS OF CESAR FRANCK FROM HISTORICAL SOURCES

AND FU::COR.DED PERFOHMANCES.

Colleen Jane Edgecomb~

A Dissertation submitted to the Faculty of Arts

University of the Witwatersrand, Johannesburg

for the Degree of Master of Music

Johannesburg 1995



ABSTRACT

This study is an investigation of the performance practice observed by organists when recording

the organ works of Cesar FrancK against the criteria of score, instrument and tradition. Based on

these findings, a more informed reconstruction of the ~[(jJterpretationsand manners of

perrormance employed by the composer and his contemporaries is obtained.

To this end, within the context of a new stage of organbuilding in France established by Cavallie..

Call in the 19th century. the predominant elements of Franck's range of sound are identified

through an examination of the autograph msnuscripts (u'egistered for a variety vf instl'Ullllertlts) as

well as of the Haniest printed editions. Franck's consistent approach to registration is

corroborated by the accounts ot his critics and pupils. Furthermore, these sources clarify

F:t)flck's posHion Within the two prevailing styles of interpretation "'lith regard to other parameters

such as rubato, tempo and artlculation. On the basis of documentation and oral tradition the

formation and development of the subsequent interpretatlons are traced, and their legitimacy

discussed.

Within this framework, recorded performances by thirteen organists ~spanning six decades - are

compared and discussed, using three representative works, namely the Fantaisie Op.16. the

Cal1tat;Ueand CbgraLno 3. These recordings reveal an extraordinary range of interpretations

which are categorised either as 'objectivel geometrical' or as 'subjective! ,{italist'.

The conclusion shows that a strict adherence to the mgistrations ~lOecifiedby the composer or

the closest approximations thereof are necessary condfior .s for a performance to be regarded

as 'authentic' 0 By contrast, the quest for an authoritative interpretation w~h regard to other
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parameters points to the need for a flexible rather than an objective approach. Specific instances

'INherethe necessary legato articulation would be inappropriate are identified.

These findings could provide for both musicologists and pel'fOIir:Crs a more structured and

authentic approach to ~he three works discussed in detail, and possibly to all thirteen major

pieces t~!at constitute Franck's oeuvre.
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PREFACE

My interest, developed over several years, in organs, organ music and performance practice

has led me to investigate this fascinating topic in more detail. Many organists, being unaW81'G of

the characteristics of the organs for which Franck composed, and being also unaware of the

performance practices of his time, fall into the trap of basing their interpretanons on the editions

of the music that ere most raudily availab!:a. These interpretations are often no more than

personet transcriptions af the composer's intenljons. it become apparent that there was a need

to find a definitive approach 11.1 interpretation which would serve as a pragmatic guide.

The diversity of instruments and interpretations displayed in the recordings suggested the need

to investigate the composer's context, style and inten~on. Unfortunately, the 'Franck tradition' has not

been documented in any detan. Howe\ler, a reconstruction of '!he hlstorical and oontexrual

parameters through an examination of the r~ings is pos.'3ible.Since Ule documeritation of evert

the earliest interpretations reveal a variety ::,f interpretive ~1ps, it was ooce.,<;Sary to c~blish the

accuracy with which the composer's sty:e and intentions were received by his pupils and also by

subsequent generations. ThE growth of the hiGtorically~informed performance practice

movement and its influence on interpretation necessitated an examination of the recordings and

statements made by performers ("if later gel'lerdtions who claimed to have inherited and

researched the composer's style. Although there are numerous recordings of individual Franck

works and frequent live performances, it seemed logical to discuss only integrale (i.e.

'complete') recordings in whiC!1the performer's choice of insnument and overall approach to the

repertoire could be more accurately assessed. However. one exception has of necessity been

mads in the case of Charles Tournemire, Franck's pupil and successor at Sainie--Clotilde.

AuffOhrungspraxis as evidenced in the recordings was. however, only one aspect which had to
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be considered. A brief reView of the critical reception awarded to the recordings was alsc

undertaken. A more detailed investigation into this particular aspect was, unfortunately. beyond
.

the scope of this study. There was a need also to obtain copies ('if the autograph manuscripts

and recordings. This necessitated an intensive study tour of Europe. It was at this point that I

managed to contact the performers and relevant muslcologlsts and present them with long lists

Of questions. Almost every respondent ,·eplied. To these ot.;tstandingly helpful and patient

people lowe a debt of ~Jr(~titudefor their encouragement and willingness to help.

I wish to acknowledge with grateful thanks the kind assistance of the follm·.'ing pel sons without

whom this study would not have been possible:

Dr R B Walton, my supervisor, for mcmy hours of patient guidcmC'.e

Professor S C Zondagh, a pupil of both Dupre and LitaizE:,whose expert

ir..nowledgein this field was conveyed to me during organ lessons

Mrs Charlotte van der Merwe

Mr Sidney Place
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Unless otherwise indicated, all the French translations have been made by either the author or

my colleague, Vicky Short. When certain passages of tile onginal French are cited. the English

translation appears in parenthesis, When, as fo,; exampl~ in Chapters 6, 7 and 8, explanations
I,'

of the French registra'ilon instructions are supplied, these appear within square brackets.

Reference to a range of sources on the subject has revealed a number of different sps!lings

with regard ~ostop-names and orgai1 divisions: original spellings have purposely baen retained

in this text Since the English term 'reeds' is not the fuli tr,ans!ation of the French teml anches,

the original French term has been retained.

Franck published two works for organ entitled Fantaisie. The first. composed in. 1863, was

Franck's first major organ work and forms part of tho SiX Pieces. It is frequently referred to as

'Opus 16' or accorded the suffIX 'en Ut' (in C). In this study. however, the composers oliginal

published title is retained. The laterwork. of 1878, is the first of the collection entitled Trois Pieces.

It is most frequently referred to as the Fantaisie enLa, a title that is adopted in this study.

Appendix A contains the specifications of the oiQ.ansassociated wittl cesar Fl'anck: those

discussed in Chapter 3. The specifications of organs referred to in Chapters 5 - 8 are listed in

Appenc""{ B. These are the instruments upon which the recorded pertormances were played. A

chronological catalogue of the composer's organ works is supplied in Appendix C.

The 'Harvard' system of reference has been adopted. All sources supplied with page references

are listed in the Bibliography. However, :::111)' sources lacking citations generally indicate recorded

material and are therefore listed under 'Discography'. The details of all pJrsonal

correspondence are omitted from the Bibliography as they are quoted and acknowledged in full

in the text Unless otherwise stated, all the musical examples are taken from the earliest Durand

editions.
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CHAPTER ONE

INTRODUCTION

The organ is, of course, a mechanical instrument and therefore lacks touch-sensitive

characteristics, unlike most other musical instruments. Furthermore, each organ is unique, and

few organs have remained unaltered during thelr periods of existence. Consequently the

techniques of registration, touch, articulation, rubato and tempo assume increased importance.

Since these parameters ::.::edefinable to some extent, it is possible ~orperformai'C€' practices to

be reconstructed, provided that adequate relevant documentaflon has survived.

The purpose of this study is twofold. Firstiy, it is a comparative study - uSing the above

parameters - of selected recorded performances of soma - not all - of the organ works of Cesar

Franr.k. Secondly, it sets out to reconstruct, as far as is possible and by means of the

examination of the recordings, the performance practice that should be applied to the organ

works of this famous Belgian-French organist-composer.

Since an examination of this kind is necessarily complex and detailed, this study is limittd to

three characteristic organ works, the Fantaisie Op.16 (1863) from the collection Six Pieces, the

Cantabile (1S-l8) from Trois Pieces and Choral no S (1890) from Trois Chorals. Contrasting in

nature and material, they represent the thr~e creative periods of Franck's composition for the

organ.

A reconstruction of Cesar Franck's style and intentions, like most studies of 19th-century

composers, is complicated by the concept of 'improvisation' in which the performer would 110t be

absolutely bound to the score. It is equally difficult to provide documentation for other

parameters, such as tempo rubato.

1



Unfortunately. Franck left no published writings other than the preface he supplied to his organ

accompaniment of Louis Larnbilotte's Chant Gregonen (1858), Consequently there is

insufficient first-hand evidence of the composer's performance style and incontrovertible

descriptions about Franck's performance style are extremely rare, In the course of this research,

it was necessary to consult as many of the availabls sources as was possible to unearth the

sparse information. These included historical treatises, descriptons of historical instruments and

instrumental techniques, evidence extracted from the autograph and printed versions, as well as

the historical background of me composer with accounts of his playing style by his

contemporaries. In addition to this, the recorded performances were then examined in an

attempt to isolate those performance practices which correlated·\·1it.hthe historical evidence and

therefore most applicable to the works of Cesar Franck

Until the growth of the historical performance issue - a much favoured sub-discipline of 20th-

century musioology - it was incorrectly assumed by earty 2Oth-centunJ scholars that the

performance practices of the Romantic era had continued unaltered into 11ie present century. It

had been thus felt that close examination and documentation thereof were unnecessary. Grout

opined in 1957 that 'Historical Musicology, like Original Sin, has given everybody a bad

conscience: He continued to talk of 'the c" of ihe days of inl1tJCenoo 00. when people did not

bother about the engina! tradition, but shilply assumed that the practice of their own nineteenth

century was the universal :-uleand proceed to apply it accordingly' (1957:~ ~2).

As a re~ult, the study of performance practice in the 19th century is still in its infancy. S!nce the

1980s, fortunately ~or the present study. most research into the field of 19th-century organ

music has developed around Cesar Franck. Since Franck's death in 1890, disagreements have

arisen between pupils, scholars and performers of his works, each claiming to have inherited

and conserved the authentic style of Franck performance. The performer's lineage as student is
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now four, five or more generations removed from tile composer's; as Mane--ClaireAlain has

written: 'the vastly differing interpretations lead onE,"·;'. reflect on the fallibility of human

memory'(1969). Consequ~mt!y, original and consistent documentation of the performance

practices most suitable for use in the organ works of Franck does not exist. We ?rs therefore

left with a primary problem on the interpretive level. In caS0S such as this, performers have !!tile

choice but to 'rush in' where caudous musicologists have feared to 'tread. Taruskln has 'written:

While genr:.1rations of scholars chew over Mendel's seven pages of problems,
whQ:t is the performer who wants to sing some Josquin des Prez to do? Wait
until ali the \svidence is in and all the articles are published? He will probably
never open his mouth (1988:202).

The performer interected in recapturing the spirit of Fr.l)I.~,k interpretation can perform only

according to the knowl~'dge available at the time, however ;;,.cantyand inconclusive it may be.

This problem is compounded by the knowledge that even if documentary evidence detailing the

'Franck tradition' did exist, all its complexities and nuances would be impossible to record

comprehenslvely on paper. Although any study can b~ only an attempt to document the

inexpressible, it is deserving of serious attention.

Apart from joumal articles by VArioUSauti1nlSand a paper presented in 1990 by Dr Marie-Louise

Jaquet-Langlais in which a comparative study of the French editions was made, the only

'textbook' guid~ to Franck interpretation published to date is that of Rollin Smith; this appeared

as recently as 1983. In this pioneering study of Franck. Smith examined the extant (~ferences to

Franck as organ student, organist and organ teacher written by those who knew him, who had

heard him and had studied under him. Smith also made a study of the organ at Sainte-Clotiide.

In an attempt to establish the performance practice of Fmr,ck it would be difficult to attempt to

supersede Smith's work. Far from challengintij pant iLlf his research, tt,is study acknovvledges

a great debt to his compilation of valuable references and quotations. On '~h~ subject of

intei·pretation, Smith concluded that the recordings ar,d detailed performance instructions left by
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Charles Tournemlre, 'provide an inestimable milestone em the path toward an authentic

interpretation of the organ works of Cesar Franck' (1983:104). Toumernre. however, never

recorded all of Franck's works; those which he did record were :'egardGld as being 'more

Tournemlre than Franck' (Jaquet-Lt:mglais, Correspondence:01/0S/1994). Jaquet concludes that

Tournemse's recordings rarely agree with other performances which may also be considered as

being in the Franck 'tradition', The aim of both studies is therefore the same, but the parameters

of th1sstudy embrace other extant recordings be;;~ved to be in the Frc:mck'tradition'. Its purpose

is also to distL1guish the surviving genuine practices from those affected or even corrupted by

cr!i~nging tastes and current fashion.

It is urnortunate that reC'.ordingtechniques were not sufficiently advanced by the end of the 19th

century to enable recordings of Franck's works to be made at that time. However, even the

ability to record is not a complete substitute for the live performance. Paul Henry Lang calls

music 'the most perishable of the arts [which] cannot be put under glass in a museum'

(Neumann,1982:vii). There is a sense of collective sharing between performer and audience

which is impossible to recreate. The process of recording can also net replace the sheer

spcntaueity of a live recital. The additional nervous strain involved in creating an immutable

chronicle through recording means that much vitality is lost in the transference (.if reality to

recording. The recording of Franck's works by Langlais, for example, is less 'emotional' and

more straightforward than usual because he found the exercise uncongenial (Jaquet ..

Langlais,ibid). Even the recordings by Tournernse represent only a sample of his style because

he, like Chopin, never played the same way twice. In addition, Madame Tournemlre recalled her

husband's dissatisfaction with his recording (Lord,1975:3). In this sense, Gl~~the recordings under

discussion in this study are essentially 'unauthentic' in that they are unchangeable and,

moreover, are recorded in the absence of an audience.
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Desprte its drawbacks, the ability to record has been Of:l1:::alculablevalue to botlil the performer

and the scholar as, of course, would be the case with other gl9l1re'1!1 of music. Tile eXistelnce of

recordings on pianola rolls and 78 r.p.rn. records provide the only remaining dE:~tailedartefacts

which preserve the various surviving traditions of artists of the past and, with the !,atier technique,

also the sounds of the lnsnuments on which they recorded. For example, thE~sound of Franck's

organ at Saillte-ClotildE' is preserved on the recordings by Langlais and Tournemlre, made in

1930, just one ye2l~ before iiW3\S irreversibly altered and its sound tragically lost These histolital

recordings, as well as those made more recently. therefore deserve close scrutiny.

FRANCK AND HISTORICAlL Y~;t~FORMED PERFORMANCE PRACTICE

Cesar Franck'z musical style seems to embrace at once both the progressive and the

conservative. On the one hand he has become the acknowledged father of the French organ

symphony and. with Liszt, the forerunner of the technique of thematic transfolmarion. Yet, at the

same time, the qualitil;;sof moderation and balance usually associated with Ciassk~1 composers

are evident in his work, inviting comparison with Beethoven, Brahms and Saint~Saens

(Bernstein,1 ~)S2:319)o Franck's music also demonstrates a love for the complex part-'\i)!i,iting

techniques ot:fugue and counterpoint not usually associated with the French composers of ~his

period 0 His admiration for the music of Bach has even caused him to be referr,~d to as a

'German Kapt~lImeidtel' mistakenly strayed into the age of Edison' (Davies.1970:2). Franck's

music often looks bacl<even further in that it reflects his preference for the modal harmonies of

16th-centulY Gregorian chant. It can be no coincidence that he found his inspiration in the organ

at Sainte-Clotilda, the first neo-Gothic church in Paris; nor that his teaching was to sustain the

great educational enterprise of the Schola Csntorum, which Originally concentrated on the

revival of traditional church n~'·~i~.Sumner observed:

it is particuii1r1yapt that Franck served at a church dedicated to the QUeen of the
Francke, who converted her husband to Christi!ln~y in the fifth century" It is
equally satisfying to note that the church of Sainte-Clotilda is in the
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JI\rdruldleaooncHte [sic] tyf Sainte-Gemevieve, the saint and social-worker who
championed the rominl~ of Clovis and his queen (1934:240).

In his 1:~dlrtiratiol1for UlJemusic of the early masters, Franek played a considerable role in the

overall r~surgence of interest in the music of the pa.~it.This, in its tum, led to the pubiicatio., of

several scholarly ed tions. COmpOSEj!'S such as Brahms, Tchaikovsky, Saint-Sael1s and d'indy

edited e61liy music. Such retrcspectlon was characteristc ~Iso of other arts in the Romantic Ema.

In its wake the spilit (If neo-classclsm thrived; the ll1ewly-fouiritJIr®~pectfor the works of the eall1y

masters, foreshadowed in the 1£m, century, led ElvEmtually to en increased censdousness of

performance practice.

During the last two decades of music-making the development of the 'authenticity' movement

has become a powerful feature of the international musical scene. The search for onginal

methods and styles of pertormance has brought about a momentous upheaval and change in

the histoff"Yof musical performance in our listening habits and in our approach to mttlsic and

tradition in pertcrmance. N,':everbefore has there been such concern to reach beyond the score

in search of the lost traditions of performance. It is only in the fast twenty years that the attitude

expressed so boldly by Wanda Landowska, herself a teacher at the Sc.hala Cantorum: 'YOll

play Bach your way, I'll play Bach hisV'Jay', has gained general acceptance (Hask®II,1988:175).

The performance practice movement, of course, found its origtnal focus in the early musics of

the Midelle Ages, Renaissance and Baroque. Until 1969 'perfomlance practice' was defined in

the Harvard Dicfjonary of Music as being:

the study of how early mesic, from the Middle Ages to Bach, was perfonr Jdand
the many problems connected with attempts to restore its original sound in
modem pertormance ,"0 in the period after Bach the problems of performance
practice largely disappear, Owing to the more specific directions of corrposers for
dearly indicating their intentions (Apel:658-9).
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Yhis now outdated defil~jtion has been !teplaced in the New ftarvard Dictionary by the more
!

g~neralobservation: 'i
i
,

the convention!~ and knowledge that enable a penon-ner to create a
performance. .,

This definition also acJ.:howiedgSJ the need for an ex~minatlon of the ..differences be~Neen

notation
i

~ntentiort II :3150recognises the need for an examlnatlon of repertories ever doser
i

to the present day (Ra!ndel,1.900:624). The definition exptlnded to encompass Mozart and
I

Haydn and soon also in'p1udedthe nineteenth century, starting with Beethoven, Schubert and
I

Schumann, Overall. however, there has been little reflecllon or discussion on the motives

behind the 2Oth..century revival of ear1ier repertories, instruments and practices. Dreyfuss refers

to this as a 'conspiracy of' silence', naming The New Grove Dictionary of Music anI:! Musicians

(1'980) as one of the offenclers.

it is oLrtslde the scope of this. study to argue the ethics and merits of the movement associated

with the concept of AuffDhrungspraxis. TIlis debate has raged With increasing vigour since

Nikolaus Harnoncourt wrote a statement af his views in 1954 ('i..ur Interpretation Historisdler

Musik). It gained momentum with the recordings made in the late 19605 by Hamoncourt, David

Munl'O\N, Gustav Leonhardt and other pioneers of early music; it still contlnues unabated. A

deeper insight into this contentious issue, which is more often concerned with what authenticity

is not, than what rt is, can be gained from the writings of Landowska, Dol;l1St'ich. Dart,

l)onington, Kenyon, Hamoncourt, Le Huray, Dent and others.

'the aim of this study, in seeking to establish the authentic sounds of the music, stems from the

sincere belief that these sounds lead the listener closer to authentic meanings, namely, the

original meaning its creator invested in the music and the composer's real intention. Meaning, as
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Tornlirison has written, is contextual: 'the meaning of any one act deepens as we broaden and

enrich the context in which we perceive if (1988:118). Hindemith 'Wrotein A Composer's World:

Ali the traits that made the music of the past lovable to its contemporary
performers and listeners were inextricably associated \l'Jith the kind of sound then
known ana appreciated. if we replace this sound by the sounds typical of our
modern instruments and their treatment we are counterreiting the musical
message the original sound was supposed to transrl'lit. Consequently, all music
ought to be performed with the means of production ttl;,! were in use when the
composer gave it to his contemporaries (1953:167).

Of course, the dfflculties involved if! obtaining the original instruments or constructing replicas

are obviou~, but. they have never been beyond our reach. The nee-classical movement was

particularly fruitful when applied to the organ. Several new instruments were built which provided

the tonal pale'ie and balance amon~ divisions wh1ch were at Bach's disposal when he wrote his

great organ works. 1hereLy allowing his musical intentions to be properly realized. The

performance practice movement has informed us tha~ it is perfectly possible, nay necessary, to

respect the Baroque repertoire played within a historical and instrumental context As Robert

White noted: 'we have come to feel that anything less than thls;s an insult to genius' (1962:8).

Similarly. it is obvious that the privilege should then also be extended to all composers,

especially those of the French Romantic era whose works are inextricably intertwined with the

masterpieces of Cavai!le..CoU. In attempting to reconstruct the performance practice of Cesar

Franck it is vital that one thus extends to thir. composer the privilege of genius and allow him to

determine his own orCl1estration. Part of the answer thus lies in the lise af old instruments,

through \vhich the expressfve possibilities foreign to them, and therefore to the composer; are

"hereby renounced. The employment of 'original instruments' is, however, only an outward sign

of authenticity. The determining parameters in a performance are those of articulatlkm, phraSing.

tempo and rhythm. These, as Dreyfuss has described, 'co not remain metaphysical universals

beyond the grasp of history but emerge as weapons that force Mainstream ("ulture to corfront

its own historicity' (1983:304).
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But in what ways should, and how can this study attempt to unravel the purpose of this historical

investigation? Contact with the past is obvi(Jus!y impossible. Historical truth is an elusive concept

which is relative in nature and cannot be objectively described in terms of the absolute. If these

facts of hlf:oimy defy authentic definition, how much mare so is the temporal ar1:of music which is.

of its essence, emph'lcally unascertainable. Peter ie Huray has written: 'Vaughan Williams once

compared a page of music to a railway timetable, This page, he said, tells us no more about the

living experience of the music than the t!metable tells us about the sights to be enjoyed during

the journey' (1990:1). While trapped within the present musical system of notation, composers

v'JiIInever succeed in giving definitive form to a piece, however precisely it is realised, because

the notation of music is visually communicated it is judged aurally. In a performance art

such as music, the notes in the score are only symbols for living musical sounds, they remain an

outward manifestation which have not yet become music. Firstly the distinction between written

note and intended sound has to be defined. As Dart stated: 'first of all we need to know ~~]eexact

symbols the composer used; then we must find out what these signified at the time they were

written; and lastly we must express our conoluslons in terms of our own age' (1954:14).

Thus the authenticity of the actual score is of less lmportance ~han the manner in which it is

interpreted by the performer and presented to the listener. This i\jjct is especially important in this

study of interpretation of Franck's work. The minimum requlrement of an authentic Franck

performance is more than the simple use of the most ,flccurate score and thereby getting the

notes 'right' 0 To scholars of the authenticity movement, the estabtshment of an accurate musical

text is only the first step. It is then necessary to discover and implement those details of

interpretation which the composer thought too vague, or too obvious to write down. That these

details of interpretation play a vitally important role in Franck lnterpretatlon Is confirmed in this

study. through the examination of recorded performances. It is also apparent that, \\lith regard to

9



certain sPecific parameters, strict adherence to the score results in an 'unauthentic'

performance.

it is an acknowledged assumption that once composers have written their music, they have no

real alternative but to 'let go' of it, and it is then up to posterity to do what it wants with it. It is the

rounding principle and assumption of this study that posterity is more likely to understand the

composer's meaning and intention if i~knows, is appreciative of and respects the composer's

originlll !ntentions. The issue of authorial intention is not .;m easy one. Is it necessarfy true that

'The birth of the reader must be at the cost of the Author'? (Barthas,1977;148)

Any attempt at reconstruction through the composer's eyes can exist only through the

researcher's eyes. Historical understanding is authentic only in so far as the historian is able

coherently to reconstruct the context which surrounded his subject. In order to succeed, one

must withhold the influence of subjective present experience. Tomlinson proposed a general

rule: 'authenticity in historical thought is a product of the historian's ability to dissociate tVJO

meaningful contexts that he himself has created: his own and his subject's' (Kenyon,1988:120).

This seems an impractical requirement for any historian or performer. Kenyon has explained the

difficulty:

How convincingly, to borrow Will Cl'utchfield's telling phrase, can a historical
performer assume a floppy-disk mentality in which various style complexes stand
ready for use in the brain? (1988:16)

Koopman continues:

interpretation is the weakest part of 'authenticity' ~ it's still your personality who's
playing and conducting. You use your brain, your heart, and information which
you have to interpret for yourself (1990:681).

The complete negation of the performer's own personal style is obviously impossible to attain

and is probably undesirable. Performances have to be strong. Whether authentic or not, they

have to be technically and interpretively convincing on their own terms. Gustav Leonhardt wrote
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in the notes to his recording of the ~randenburg Concertos: 'If one strives only to be authentic, it

wi!! never be convincing. If one is convincing, what is offered will leave an authentic impression'

(Kenyon,1988:6). It is al\vays naive; to assume that t;J6 use of historical instruments and a

supposedly historically faithful manner of performance will ensure an authentic musical

performance. A historically interesting pertormance which is technically correct might not be

musically satisfying. it does, however, seem that an approach which respects the composer's

intentions and attempts to re-create the sound-world which he had in mind is more likely to result

in a 'good' performance than one which does not

It is also vital to have a strong intuitive feeling about the music itself, as well as real insight, taste

and stylis-tlc feeling. 'Taste' and 'stylistic feeling' are only attainable through a profound

understanding of the composer's context, so that the 'intended' music Is reflected wii:hout undue

self-consciousness. If all these criteria are met we may have a greater assurance that an

authentic style is present and that the performer's individuality is not negat.ed.After following this

path, in the end one can only hope that the more one attempts to understand the spirit of the

music and the time, and the more one lives with it, the more one will understand it. This

approach is shared by Landowska who, when asked on what she based her interpretat1ons,

answered:

By living intimately with the wOrk'3 of the composer I endeavour to penetrate his
spirit, to move with an increasing ease in the world of his thoughts 000 the goal is
to attain such an ldentflcation with the composer that no more effort has to be
made to understand ~he slightest of his intentions to follow the subtlest
fluctuations of his mind (Kenyon.1988:147)

Stravinsky. who was averse to 'interpretation' and convinced that an 'objective' manner of

performance was required to realise its purity, wrote:

It is the conflict of these two principles ~execution and interpretation ~that is at
the root of all the errors, all the sins, all the misunderstandings that interpose
themselves between the musical work and the listener and prevent a faithful
transmission of its message (Kenyon,1988: 181)0
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The idea of faithful transmission represented in the term 'authenticity' has resulted in endless

acrimony OVdrits moral and ethical overtones; it has become less of a description than a stamp

of approval for commercial propaganda. Unfortunately, despite the misleading impression that it

implies the ''II'Jisdomof Jehovah [sic]" there is no satisfactory substitute (Koopman, 1990:681).

Even the more acceptable terms: 'historically~accurate', 'historically~aware' or 'historlcally-

informed' are reasonably accurate, but they all carry offending antonyms, implying comparison

~nd a concluding value judgement.

CONCLUSION

It is obvious, therefore, that any interpretation of a musical score is in a sense 'subjectJ.ve'and

that the question of interpretation, subjective or otherwise, varies from age to age:depending on

the prevailing musical thought, practice and taste and on certain inherited traditions. Wilfred

Mellers reflects: 'Allwt; can meaningfully know is what music means to us in our current time and

place' (1995:93). Tile performers under review belong to several generations of organists whose

approach to performance and the 'ideal' interpretation often vary considerably. The present

historically-informed performance movement may be only part of a passing fIXation with 'ideal'

products and processes. Many authors, notably Richard Taruskln, believe that the success of

the movement is based more on its novel~y value than on any authenticated and firm

foundational evidence:

A multiplicity of styles is always avasable in the present, of which some are allied
more with the past and others with the futu~€i... only when the present becomes
the past and the future becomes the present can we sea which was which
(Taruskin,1988:156).

However, without denying modern performers their freedom of choice, it can be c0nvincingly

argued that there is litt!e excuse for ignoring issues of authenticity when performing, and

especially when recording. the works of Franck. Despite the lack of consistent evidence, several

of Franck's autograph scores are extant, along with accounts of his performances, teaching
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methods, organ specifications, a recording by his pupil Charles Tournemire and even some

photographs ~ a veritable gold mine in comparison with the slender evidence surviving from

earlier eras"

Undemtanding the ethos of 19th-century music, in which style and sonority are as indispensable

to its proper understanding as the notes themselves, is just as pertinent as would be the case

for tf;e MIddle Ages (BroWn,1983:339)"
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CHAPTER TWO

HISTORICAl BACKGROUND (i): WE ORGAi"J IN 19th-CENTURY FRANCE

2.1 THE ORGAN IN FRANCE AFTER THE REVOLUTiON

The golden era of the Classical organ builders, which culminated in the \AlOrk oI)t Frangois Henri

Cliquot (1728-1790), ended with me French Revolution of 17'139 For the ne'.d half-century the

standard or oigan building and performance in France declined. The revolution. ito:;elfhad much to do

'\/\lith this lack of interest since many excellent organs were destroyed during the uprisIng, and

because music, in the form of patriotic hymns and march tunes, had become focused upon the

expression of national pride. From 1792 some churches "vera closed to Christian use and their

organs, if lucky enough to escape being vandalised, left to rot or broken up to make bullets for guns,

'\t;'9rejust as useful for 'awakgning and inspiring a holy love of the Fatherland' (VVilliams,1980:13I

7~1). Organ music had become trivial, often consisting of improviSC!tionson popular airs, 'hith

depictions of battles and thunderstorms played at the most solemn moments of the mass

(Murray.1985:46). Widor wrote that 1he organs of this period possessed "InCOmplete keyboards,

anaemic 'Nind supply, volceless foundation stops, and screaming reeds', and that the organists 'hila

played them seemed, with few exceptions, 'musicians without brains, performers without

fingers'Obid). As a result, the French organ and organ music in the period between the Revolution

and the early nineteenth century were unremarkable. Composers were more interested in compoSing

for the concert hal! and the salon.

The revival of organ playing in the mid-nineteenth century coincided with a greater ir,terest in the

symphony orchestra. Most of the lTlusicalYJOr1dbegan to revolve around the orchestra! medium that,

according to Chariton (1989:413-19), would have induded saxhoms, violas d'amore, ophideides,

comets, a basset-hom and 'any number of other instruments that even th~ most avid conceit-goer of

today w:;uld fall to Ii\~rognise' (Holoman. 1009:330). Just as Lisz11ranslated symphonic 0!'"Ches1ra1mll§i~
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into both the planlstlc af organ media, so the new French romantic composers began to do the

same, especially ill terms of the organ. Even as early as 1795 in fact, J.H. KruGOJ1t propounded the

idea of the organ as a kind of one-man orchestra, and slowly the (Qug;suliunderwent its own

metamorphosis. The classical organ yielded to the demands of the cemposer-orgenlsts and

was succeeded by the symphonic organ. This nevv organ, large 111 'JOlurYteanDJsour!d, had e:xpandled "111

proportion to the f1t6W noise of indu::.trialised urban rife' (Holorncm,1989:324). Many historical instruments

underwent renovation and rebuilding due to this prevaiiing sentiment instruments were revoiced and

new manuals added in the attempt to increase the volume of sound, Several contracts were

sponsored by the government in a political move to "~n back the fa'vtiUl'S of the Church (Davies,1970:73o).

2.2 ARlSTIDE CAVAlu..E-cOU. AND CESAR FRANCK

It was thE"- inventive genius of Arlstide Cavaille..CoIl who, by his skill In widng and adroitnE~ss in

recognising the value of the Baiker~lever, raised the standard of Frendl organbuilding! and

transformed it during this period of transition. Cavame-Coli preserved and expanded certain features

Of the late 18th,century organs while introducing characteristic modifications. Within thirty years of his

completion of his first maJor instrument, at SainHlenis in 1841, he achieved an almost unnvalled

position as the nation's most eminent organ builder. Martin Neary has written:

The more I play Franck's organ music, the more I realise how dependent it if; on the
instruments for which it was written - the organs perfected in the second half of the
nineteenth century by Aristide Cavame.col! (1983:19)

Alistide Cavaille..Coli (1811w1899) was the most celebrated member of an established family of organ

builders and mUSicians famous for their INOrk in Languedoc and Barcelona, Spain. He commenced

his formal training in the dasGical tradition of building and voicing derived from the techniques of the

former master builders of Gennany, Holland, France, Scandinavia, Spain and Italy, and was to

evolve and develop this tJ adition with the creation of sorne five hundred instruments, all displaying the

unique CaWJi~I~~Collqualities (Howard,1986;17). In 'i834, at the age of twenty-t-NO, Aristide W"GlS
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granted his first major contract for the Abbey Church. of Saint-Denis in Paris, This instrument was

completed in 1841. The l:.acress 0: the Salnt~Denis organ caused Napoleon III to commission the

young Cavailie-con to rebuild many of the most important instruments in France. The excellent

craft.smanship and maielials as well as the spacious de..I!:J(nS, careful planning of the several chest

~evelsand complicated actions of his instruments became famous, not only throughout Fl7'ance, but

also in many other countries (Goodrich,1917:6). By the time of his death in 1899, he had built or

rebuilt most of the important organs of France and several in other parts of the world. The resut~as

Ruth Sisson observed, was a standardisation of organ df..sign unparallelled in the history of the

instrument (1989:59).

Ninet~nfh..century organists trained 011 French Classical instruments had to adjust to '!he new

instruments during 'this period. Benois~ FranGk's organ teacher at the Paris Conservatoire, bridged

both periods of organ playing without exemplifying either. He r~mained, until his death in 1878,

f':.sentlally a conservaiive. dassica!lY-Oliented organi&t By the time the innovations jn 'organ playing,

introduced by Lemmens and Hesse, made themselves felt in the 1850's, Frar!Ck. had already

completed his formal training on the cider in~rurnents. VVhen he took up his third organ post, at

Sainte--Ciotilde, he found that he had much to lean ViI.',\ regaru to effective pedalling and registration

on the Cavaille-C:oil organs.

One of the fil'b1organists to come to terms wllh the rle'N organs was 1he V\I'ldeiy respected Belgian,

Nicolas-Jacques Lemmens. He contributed to the creation of a new school of orgaJt.;>laying through

his skilful registration and pedal technique. Lemmens was to persuade Cavaille.con to equip his

keyboards V\,'it!1 fifty~four notes and pedal boards with thirty notes, and to also encouraqe him to

incorporate more mixture stops for the better pertormanoo of Bach's organ works,
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Franek was t\i\f~nty-three vmen he !ritlet Cavaille-coll, but Itwas only in 1848, three years after Franck

had been appointed assistant IOrganist at ~jc na-Dame-de-·lorette, ihat their correspondence

oonoouY~ingoroans began. Franck's working association with the Cavaille.con organs began at the

end of 1851. The Abbe Dancel, vicar of Notre-DamGhde-Lorette, was transferred to Saint-Jean--..~int-

IPmn~ois and took. Franck vvith him as organis.i. Cavaille-con had installed his 1&".4 ExpoSition organ

there fiw yearn previou!J!Y.

Franck'~ appolntment to Sainte-Clotilde in 1857 was probably due to Cavallle..ColI himself, who had

already approved lefebure.-Wely's appointment to La Madeleine in the 1840's, possiblj' cavallo's to

S\Nincent-de-Paui and Wldor's to Saint-Sulpioo in 1810 (Douglass,1980:108). The new Gavaille-coll

instrument in Saint~loti!de V1taS dedicated just before Christmas in 1859. FmncK retained thE' "Jrgan

post at Saint&Clotilde for over thirty years, oomposing the S1xPieces and the Irois ChQr'dl~with this

particular organ in mind; in fact he remained there until his death in 1890. During this time hs also

participated in ina inaugural Recital of alroost evert important organ in Paris, including the inaugural

ret:ital of the Cavail!e-Coll organ in the Palais du Trocadero, for which he composed the Ti'IJISPieces.

2.3 THE STANDARD CAVAlUE~COU.ORGAN

The French F '-antic:organ began to develop in the 1840's largely through the effo{ts of Cavaille..

Coli. Sortie important \vork \,,1':;5, however, done in the preceding decades. In the 1820's and 1830's

the Englishma'l, John Abbey, rebuilt sevelal c,rgans ffO£ti Rhelrns to Caen, incorporating the

improved t:Jlglish belll)WS.w;ilrmagazine, Venetialn SWell and refined voicing. At file same ilrne the

French builders, Doublaine and Callinet came under the Walker influence With their free reeds,

double pedal-boards and general Specification. But it was Cavaille-CoII VJho \/VaS the tru~ aeator of

the French Romantic organ, and his influence on English, GenTIan and other French argall-builders

was considerable.
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One of the most iniportal1'l aspects of Cavai!ie..Coll's YiOrk was 1he high· degree of standardisation in

terms of layout, action, specification and timbre. The importam-:;eof this degree of standardisati~n and
II

its V\lidespread implementation can scarcely be over-estimated, since its effect on the french sdtool

of organ compositon, orga~playing and improvisauon was considerable. The Ca\rail!E:-Ccii console

was copied \Nith only slight variation by other builders and '!hus became practically the jFrench

~1anda;\j console' {'Whitworth,1928:18). In carefully registering ihei~composaicns for printing, organ-

composers were assured of the desired effect on almost any CaV"dil!e-CoIlor simli9f instrument

l?.ach of (.availle..CoIl's insbumen!.s "'VaS originally tracket:.actian. The larger ins1rurpents were

equipped with a Barker pneumatic machine which 'assisted' the mechanIcal key action, Thus, when

several manuals were ooupled together, the tout..~ was easily manageable, making a I11OI'e virtuoso

style possible. Whitworth wrote of the rnech.anism:
'i

Many possibDlties ware opened up, both in the matter of combinational device, and
also il1 the dev'eloprl1ent of a more pelfect manual and pedal technique, The old
trouble of heavy touch in a larg~ organ passed #!May for ever, and OON it was
possible to couple three, foUr, or even live keyroords together without increasing the
weight oft.ouch Obid).

The order of the keyboards differed from those of ftJrei!]n builders. A typical instrument included

some or all of the following departments, in the order from lowest to highest manual position: 'GrarJ<i.,

Choeur'. 'Grdl1tH)rgue'(I}, 'SOmbarde', 'PositiF{II}, 'ROOt..expressif(III), and 'Pedale'.
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SAINTE..cLOTiLDE,

PEDAL BOARD

IlL.USTRA TION 1"

ILLUSTRATION 2. SAINTE..cLOllLDE, ACCESSORIES
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The range of each manual was extended to fifty-six notes, and, for the feet. the impraclical rON of

pegs was replaced by the long keys of the German pedall:>oard,facilitating a r:f':'~ virtuosity and the

use of the hfXll (Dufourcq in Smith, 1983:49). This pedaooard was straight, flat and was not

arranged radially, not awn in the length of the short sharp-keys {Illustration 1). Several iron levers

were placed irYlmediatelyabove the pedalboard. They \Ivers Llsuallydivided into four groups. namely,

Tirasse (Pedal couplers), Anches (Reed and mutation ventils), Copula (Cou~lm§), and Trernolo

(Tremulants) (Illustration 2).

Above tile pedalboard were located - at the far right·~ the expressif pedds which controlled the

enclosed Recit division. Occasionally one or more of the secondary divisions were also under

expression. These divisions were enclosed IJwJ1inwalls and shutters which vve~·amsitj3rably thicker

than those made by other builders. Of the proposed shutter system which he designed for the chun;h

of Saint-Roeh, Paris, Cavame-coll wrote:

The new swell box .0. Wl.')uldhave one set of shutters placed in front of the other, on
order to better blrx::k sound transmission when the box was completely .closed.
These iltlQ shutter systems would open progressively with the same expression
pedal, hcrNewr, the inner shutters would open a little before the other shutteiS so
that the volume would increase gradually and evenly. This would be accomplished
by means of a :single lever arm without any additional mechanism (Cavaill&Coll in
the ISO Yeatbook,1992:124).

The lever or peaal, on the right~h..~ndside of the pedalooard, was held by the organist's foot This

lever could be hooked into posfon thus permitting oniy open, closed or half-open positions. It was

from the 1870$ that Cavallle..oJII began to introduce a balanced expresslon-pede'. The balanced

expression-pedal of Ficmck's original console visible in Illustration 2 w~s installed before the console

was replaced in 1933. A close examination reveals the gl'OOYe and three slots of the original lever

system (Brink and Peeters, 1983:38)"
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The abilil:y to control the Sweli shutters played a vital role in shaping not only the expressiveness

of an individual melodic litle but also in balancing the dynamic betwool1 whole divisions. It is

importani: to remember that in late 19th· and 2Oth~century French organ music, traditional Italian

markings were ·U$OO most often to indicate the po~!jtion of the expreaslon-pedal on French

organs, For example, pp would mean that the box was closed; mf. that it was open halfway; and

If that it was fully open. W~hin this system; fff was the only dynamic symbol which indicated a

chan~e in registration. It denoted a tutti registration with the swell box open.

c
In each division, Cavaille.Coli grouped various ranks on to one of two different chests: the

foundations (jewc. de fonds) which inciuded the Hautbois and the Voix humaine on one, land the

reeds, mixtures and mutations and some 4' and 2' stops (feux des anches) on the other, Each

chest would. have Hs own wind supply and each could be controlled by a valve (vc3ntll) that

admitt#tfWtnd only when required, thus allowing a registration to be prepared and. added very
1\1\ .-

s~eedill/. This resulted in a 'block-registration' technique. Ellingford describes this technique as

'the use of blocks or combinations of stops, for whole sections at a time' (1929:152). These

registration changes were USU1 il,y only effected at points of rest or punctuation in the text. Since

the ventils, couplers and SW2!H boxes were controlled by the feet, the organist could produce a

general crescendo without removing his hands from the keyboard, thereby eliminating the need

tor an assistant The ventil system of Sainte--Clotilde, tor example, is: given in Table 1. The ranks

printed in the bold face are printed in red on the console. They alloelong to the jeux des anches,

and are brought il1to play by the indication appel des sncnes, for each manual and pedal

separately.
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TABLE 1: SA1NTE..cLOTILDE VENTIL SYSTEM

: PEDALE Quintatoi1 32'. Conn abasse 1G". Fiute 8" Octave 4',

Bombarde is', Basson 113', Troll1pel!e 16', Clairon4',
~,.

GP.Atm ORGUE Monire 16', Bourdon 16", MOr.'!rfJ8'. f:11ltaharmonique If,

GambeS', PrestanU', Octava "', Quint!! 3', Doublette 2'.

PleinJeu, Bomb<irde 16', Tl'ornpette 8'. Ciairon4',
-~

POSfTlf BOmUiln 16', Mantra 8', Sourdrm e". FIOte harll10nique 8"

Gambe 6', Sal1~1onl!lS'. PreS~8nt4\ flUte oct:lviante 4',

Quinte3', Double1te 2', Plein jeu harmollique, Twmpette S',

Cromome3', Clail'on4'.
--

REelT Fk1te harrnonique ~.. Bourdon 8', Viole de gambe 8', VOile

celeste 8', FII1te octaViailie 4'. Octavin 2', Trompette har-
"

monique8'. l3asson-hautbois 8'. Voil( humalne 8', Clairon 4',

--
The tonal aspects of the Cavailie-Coll instruments were of equal importance to their mechanical

innovations, for it was in his concepts of tona~design that the 'symphonic organ' was born. One

of Cavaill6-Coll's greatest achievements was the organ's ability to express gradations in volume

from soft to full orqan withol..'f compromising tone quality" This was partially achieved by the

coupling mechanism which allowed the entire organ to be played from one keyboard. His use of

the foundation stops, with TIumpets and Clarions in every division, meant that it was also

possible to increase or decrease the volume smoothly using the ventil system, The resufant

basic timbre was therefore preserved at each dynamic level, and unwanted abrupt changes of

tone-colour were circumvented. Thus, with the under1ying principle aimed at achieving blend

rather individuality, the character of the instrument was homophonic rather than polyphonic.

The various manuals differed in strength rather than in quality. The Positif, usually unenclosed,

acted as a second Great, aHhough baaed on SO p~ch as opposed to the Great's 16' pitch. The

Reclt division was usually placed at the back of the organ and thus tended to have a softer tone.
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Among the plethora of foundation stops which dominated the specification of every manual. and

formed the basis of Romantic registrations, Cavallle.Co!l offered at least the minimum of a Montre 8',

GanFi!:>e8', FlUte hannonique 8', and Bourdon 8'. The foundation string ranks, borrowed from

German organs, such as the Quintaton, Viole de gamoo, Salicional and Violoncelle gave an 'edge' to

the sound. These string stops were of a larger scale and closer in character to a quiet diapason

(Goodrie:h,·1917:53). These 8' foundation stops eventua!iy replaced most of the classical mutation

stops such as the Nasard, Langot and Tierce that did not contorrn to the Romantic aesthetic.

The old Foumitures and Cymbaies were also gradually redeced in number, and those that remained

were of lower pitch.

The Barker system also allowed the builder tq increase both the pallet size and the wind pressure

without affecting the key action. The large pipe-scaling typical of Cavaille-Coll organs (especially in

comparison with the scale ('If the French Classical instruments) could thus be supported.To the

French Classical tradition of building, Cavanle.cotl was able to add overbtovving stops, both flue and

reed, an innovation that he had first applied to the organ at Saint-Denis in 1841. The overblowing

stops included FlUtes such as the FIOte harmonique 8', the FlUte octaviante 4' and the Octavin 2'

These harmonlc flutes lent themselves satiSfactorily to combination in ensemble, were vividly imitative

of their orchestral counterparts and produced a foundation sonority quite full in tone.

The individually timbred reeds of the Classical organ were replaced by the aggressiwly bright

Cavame.coli reeds which blended together to increase the power of the tutti. TIle strength of the

reeds and the treble stops was increased above the 80 - 95mm wind pressure common for the

foundations and bass stops. They were, however, much less powerful than the reeds of present-day

organs. Few of the originally voiced Cavaille-coll reeds exist today, since many were revolced early

this century. CavalllErCon often applied 1hree different wind pressures to the pipes of a single rank.
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This was achieved by dividing the soundboard Into three sections, each wilh its 0'IM1 wind supply.

Since treble pipes tended to be weaker than those !ower in the compass, they were put on higher

pressure wind to compensate. On some instruments Cavall!e..CoIl even doobled the number of

pipes, l.e. two per note in the top octave.

Besides the old reeds such as the Cromome, and 1he Trompetle, some I1e'My~invented free..reed

ranks, induding the Voix hurnrains, Clarinet and English hom, were introduced vvith the intention of

imitating orchestral instruments. The new stops \'IIhich "VSi'e added also included the 'sensitive' Voix

celeste and Unda marls.

Finally, this Innovative builder also enriched and enlarged the pedal division with several 16'

foundation stops, a feature that became a part of standard organbuilding practice.

CONCLUSION

The Cavaille.coll organ, of ~iandardlzed design and distinctive sonority, inspired and made possible

the music of the greatest French organ composers. Franck.,Widor, Dubois, Guilmant Bom'le~ Dupre,

Mulet and Vteme were all stirred to compositional greatness by thes~ instruments which were, in tum,

made famous by the rnasterpeces they inspired.

Any attempt to separate the inspiration from the medium can never achieve anything other than an

inaccumte transmission of the muslcal message, frequen1Jy to the point of impeding and obscuring

the original vision and intentions of both composer and builder.
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Cavaille-Coll's colossal achievement is best summed up by the folloWing quotation:

Cavaille-Coil was able to sense so accurately the direction in which music of flVerj
nature would be likely to evolve in the course of the romantic era, tn so perceiving, and
through scholarship, scrupulous labour, unremitting tenacity of purpose, and with a fine
disregard for matel1ai reward, he was able to become the salvation of a musical genre
which had been all but strangled in France by revolution and vicious anticlericalism
(Howard, 1eS1).
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CHAPTER THREE

THE HISTORICAL BACKGROUND TO AND DOCUMENTATION

OF FRANCK'S PLAYING

3.1. REGiSTRAT~ON PRACTICE

The documented press-releases and reviews of Franck's organ performances, extensively

quoted in Smith (1983). all draw attention to the composer's ability to e>.ploit ttlp tonal resources

of the organ. They not only provide a clue to FranCie's approach to registration in his own works

but also bring into prominc 'lee the influence of registration on his improvisations. Saint-Saens

maintained that improvisation was the only real way {(I e)epiJit the timbral resources of an organ

(Smith,1983:5n).

In Chapter Two the various standardised features of a typir.al Gavaille.-Coll organ were

described. However, because no two organs are the same, Franck's registrations naturally

disclose the idiosynCidsies of the organs on which he performed, composed, and with which he

became familiar throughout the course of his life. It is appropriate at this point to discuss the

extant documentation of Franck's registration techniques on the organs at Notre-Dame-de-

Lorette, Saint-Jean-saint-Fran~is du Marais, Saint-Michel, Sainte-Clotilde. Saint~Sulpice and

frr~eTrocadero. The specificationsof these organs are to be found in Appendix A.

NOTRE-DAME-D.E~LORE I·' E

In 1846, at the age of twenty-four, Franck was appointed organist at Notre-Dame-de-Lorette.

The organ comprised forty"seven stops, three manuals and pedal. Built between 1833 and

'1838 it was one of the earliest Cavaille.ColI organs; its character. more in accordance with the

eighteenth-century aesthetic, was reflected in a specification which contained several mutations

and mixtures (Jaquet,1P78:24). It was for this instrument that Franck wrote his Piece en sl
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bemol majeur. Although thete are only a few indications for registr9tion in this work, those that

exist amicipate the registrations that Franck c0uld designate for the later symphonic organs.

Dufourcq wrote t,at 'Franck seemed unaware of the plein~jeu. the comet, the:. special reeds: he

seemed only to know' about the oboe, trumpet, vox humana and darinet' (in Jaquet, 1978:29).

SAINT~JEAN~SAINTE~FRANCOISDU MARAIS

Cavallie.-CoU's reinstalled 1844 E.xposjtjon organ was a modest lnsnumem; it possessed only

eighteen stops, two manuals and pedal. It was, however, built along more orchestral lines.

t r"" '':k was so enchanted with the sonorities of this instrument that, when asked for his opirlion,

he exclaimed 'My new organ? It is an orchestral' (Davies,1970:73).

SAINT~MICHEL, CARCASSONE

"his four-manual instrument was exceptional in that it boasted a Grand-Remt as well as a Petit-

Recit among its divisions. In 1856 Franck demonstrated the organ, which was destined for the

Cathedr-dl of Saint-Michel, Carcassone, but which was still on show in the Cavaille-Coll organ

factory. The autograph manuscript of the Fantaisie, perfonned at the demonstration, bears two

registrations: that written at the top of the first page of music which corresponds to the organ of

Saint-Michel, and that written for a three-manual instrument Tnis latter is preserved on a small

piece of paper which was pinned to cover the previous registration when the work went to th~

publishers. These two autograph registrations are reprocJ'jced below:
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ILLUSTRATION 3. AU'fOGRA?H REGISTRATJON 0::: THE FANTAISiE Op.16 FOR A FOUR-

MANUAL ORGAN

1LlUSTRAll0N 4. AUTOGRAPH REGiSTRATIONOF THE FANT.NSIE Op.16 FOR A

THREE,-MANUAL ORGAN

:;

-:+~..~
" ~

. - _rc-,( ! ::;;

The registration marked at the beginning of the work for the four-manual organ was indicated by

the composer as fo!!ows:

Petit·Recit:
(expressf)

FlUte harrnonlque S'
FlUte douce 8'
Viole d'amour B'
Voix humaine S'
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Grand-Recit: FlUte harmonique 8'
(expressit) Salicional 8'

Gambe8'
Bourdon S'
Duldane 8'
Trompette a'
Clarion 4'
Hautbois 8'

Grand-Orgue: Fonds de 8' et taus les jeux d'anches

Posit.,: 'rous Iss fonds de S'

PEl(~ale: Fonds et anches de 8' et 16'

In his published registration for the final version, Franck preferred a 'standard' organ of three

manuels whose specification reminds one of Sainte-Clotilde. The prirli~d registration is as

follows:

Recit: Fonds de 8 pieds et Hautbois
Pf)sitif: Fonds de 8 pieds
Grand-()rgue: Fonds de 13pleds
Pedale: Fonds de 8 at 16 pieds
Claviers accouptes
Tlraesss

Smith, assuming that the latter specification was intended for Sainte-Clotilda, has listed the

actual stops refl .lmed above as:

Recti: FlUtehermonlque ~r,Bourdon 6', Viole de gambe 8', Basson-Hautbois 8'
POSit1: Montra S'. Flute harmonlque S'. Bourdon 8', Gambe 8'. Salicionaf 8'
Grand-Orgue: Montre 8', FIOteharmonique 8", Bourdon 8" Gambe S'
Pedale: Contrebasrets', FIOte8'
Couplers: Recit to Pusitlf, Positif to Grand~Orgue
PeJ,:']lecouplers: Grand~Orgueto Peoale, Positif to Pe~ale

All three specifications are essentially 1:19 same though the specification for the four-manual

instrument has til slightly fuller complement of 8' foundations and reeds on the Recil. In all the

registrations Franck retained the combination of the Hautbois with the Trompette and flue stops

of the Recit. Although it may have been necessary to bolster the Recit division of Sainte-.ClotUda

with the 'edge' of the Hautbois, its incorporation into the registration of the large Trocadero
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instrument is merely evidence of Franck'S)~rO)~ldnessfor !has specific 'orchfl.\ltral' timbre which i;~

~peeiti8din ten of his thirteen major organ works, It is one of the sonorities il'mJledif,1~ely

associated with Fr.'!mckand its importsnce is expressed by Roth in the notes supplied with his

reoording:

Franck is onE; or Close composers Wu10se works yoti identify the moment YOiL!l
hear thEli first metres [sIc], because he created a very individual idiom by uSing
highly ehaf31ct®iistic melodic and harmonic tums Qf phrases. Con~idering that the
C©!rru[jJbneni::;which are ®5seritial fur regi!3rreJtioll possess ~ very specific
ci"aamder as well, you can rightly ta~1~ahout a 'tonal !.miverse' (1991),

Along with the regis1ratioi1s of the Trois Pieces ~i1')eussedlaier, the fantaisie provides us with

01110of the few examples wllerein 'we may examine the extent to which thG composer modified

his own registrations for ~erto!mance (In different lnsmrnents, In this way it is possible to

determine to what extent we can re-register his pieces In order to approximate the composer's

red timbre, Smith has advised: 'should performers wish 'to mod!ly the registJdtion, they

should modify it only so far as Franck himself did' (199011:55,56).

SAINTE~CLOTILDE

The CaV'dille-Coll organ at Selnte-Clotilde was relatively small in comparison with Its larger

brothers at Saint~Sulpice. Saint~Eustache, Notre·name, Saint~Denisand the irocadeit.,

The console had three manuals of 54 keys each and a pedal board of 27 notes. The

arrangement of the stop-knobs followed th@bclditionallayout horizontal rows of terraced jambs

on either side of the keyboards. IJkewise, the pedalbosl'd was flat and parallel. On ihe console,

the keyboards were closer together. However, rapid manual changes and the technique of

'thumbing' were difficult on this console because the OWlnal1!} between the Keyboards was less

than on today's organs, This console was replaced when the organ underwent a rebuild in

1932. OriginaUy owned by Tournemse, it was later donated to Flor Pseters and now resides ill
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the Vleeshuis Museum in Antwerp. Brink and Peeters published a detailed report on the

measurements of the console in 1983.

In Franck'~ ~me the G.. 111 at Sainte-C~()tHdehad no R6cit to GI"arncH':lrgue coupler. However,

because of me acdcn, if the Recit to Positif was coupled and the Positlf to Grand~Orgue coupler

drawn, then me Recit to Grand~Orgue sound would have resulted. This explairm 'i.vhy Pranck

According to Ma:lI'<::hai:

The Gltlnd~OlgUf3 and Positif, in addition to h13",ng almost identical
specifications, were almost the same degree of loudness and were on the same
level inside the organ. The PosifJf's functioll was as a kind o~secondary Grand~
Orgue and this explains in part, some of Franck'~ registrations
(Baldwyn, 1973: 13).

The Positif division was situated at the front of the ease in the centre. The Grand-Orgue, divided

on either side of the Posltif, was also at the front As noted by Marchal, the two divisions were

alike in timbre and in volume. In the recordings of Franck's organ oeuvre ~ primarily in those by

Sanger and Stewart ~ the effect the lack of a Positlf division equal to me Grand-Orgue had on

the interpretations on certain foreign instruments was conslderable. It is sometimes possible to

make up for the loss of power on the Positlf division by incorporating the stronger reeds of

another manual, usually the Bombards"

The Recit division was situated behind the Positif. It was pa4Jy because of !ts position and

specification = it had neither Mixture. 16' pitch nor Principal 8' ~that Franc!{ consistel1tly used the

Hautbois with the S' flues in order to esftablish some clarity and to heighten the effect of the swell

pedal when the Recit was coupled to the other manuals, allowing the dynamic nuances to be

followed. Adding the Hautbois to the fonds IS an essential part of Franck's orchestration" navid

Sanger has reminded us that on present-day organs, where the Reclt division is situated further
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fotWSllfdand lower in the organ case, the sound is more direct On organs such as these the

addition of the Hautbois in combination far solo purposes, for example in the And~.mtino,

Pastora!!2, prelude •. fugu~. et vadation and the closing section of the Cantabil{:}, should be

~lrefuny~q;:msideredwhen ~ttempting an approximation of the Saint~Clotilde sound (1992: 113), If

i~stimbre is any stronger than that of a strong Gambe its addition may be irappropnate, The

pieces as the Cantabile where the HGJl!.1ifrUJtJltlS and Hompette are inmf:llly drawn together with the

foundation stops,

The quiet and smooth quality of the Recit Trompette harmonique 8' at Saint~Clotilde is well

documented and its strength is ~qid to approximate only that of a Hautbois on any other organ,

When the c!Jmbination of Hautbois with TrompeUe is requested, the substitution of the latter with

a Gamba might more accurately compare in timbre to the effect of the Tmmpette/Hautbois

combination at Sainie-Clotildt':!, [Mk:J.J!'chalrecalled:

The Recit on Franck's instrument was very small, sounding very well when the
box was open, but when closed the reeds would disappear behind the
foundation stops of the other manuals. The Trompette of the Reeit was almost a
Hautbois, of very great finesse and flexibility (Baldwyn,1973:13).

However, after taking these considerations intel account, it should be remembered that Franck

rarely :d~teredthe combination of Hautbois with Trornpette even when he performed on other

organs. He never allowed a stop to Sing out elone, One should, therefore, attempt to maintain

the timbres that the composer himself so consistently favoured.

During Franck's tenure as organist of Sainte-Clotilde the pedal division was small in comparison

to the manual division. However, the contrebasse 16' and Basse S· provided a sufficiently

strong foundation. The quality of these stops can be observed in the Tournemire and Langlais
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mcord~ngs on this organ. In order to approximate this strength of timbre performers should

consider additional pedal stops as demonstrated in the Alain recording.

A peculiar feature of the pedal division was the lack. of a 16" Bourdon for which the Souba sse

32' or Contrebasse 16', dra~ma!olje, had to suffice. Of this division, the American organist

Lynnwood Farnam, after visiting the orqan in 1923, wrote:

It beat me how, with fhree 1&ft fhJEll) on the manuals and two powerful '16"ft
reeds on the pedal. there could be only Oa16 1&ft flue pedal stop - an Open FlUte
... I find, however, that it was so, tirlid curiously enough the solitary flute answers
the purpose so well that, so far as I could hear, there WaS little wrong in the
matter of balance (Fanner,1923:544).

'THE PALAIS DU TROCADERO

This great Oriental palace was built in 1878 to house the Universal ~~I ;il,ido" L In Ute t:t"n~rai

Festival Hall was a 50Du..seat circular auditorium and on the stage rJ 56-stCJP Cavaill.a-coll

organ, This was the first large organ erected in a concert hall in France; to inaugurate it an

ambitious series of fifteen organ recitals was advertised. Guilmant, Gigout, Dubois, VVidor,

Saint-Saens, Franck and several other of the city's most prominent organists performed at these

recitals. Franck premiered the TrOis Pieces during his recital; the autograph manuscript bears

the registrations for this four-manual organ. Franck's Recit combin~tions were not only a result

of necessity but also of choice. In the manuscripts used for his performances on the Trocadero

organ Franck always registered the solo voice with a comblnahon of stops" It is mconcelveble

that frle solo stops on an tlrgan of ihe size and scale of the Trocad~ro organ would have

required strengthening. Yet in the manuscripts they are never drawn by themselves. Despite the

missing proof-copies of the Trois Pieces, a comparison of the earliest published registrations

with the Trocadero reaistratlons shows that Franck's registrational combinations remained

essentially the same.
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In comparing the specifications of the two organs. Smith has observed that 'the similarities

between the two are striking, the 'lrocadero's additional ranks being the ten-stop Solo division,

cornets, mixtures, 16' stops on the Recit and very large Pedale' (1990/g:68). He also noted that,

although Franck had a greater variety of stops available to him 011 the Trocadero organ, he

preferred not to use the 16' flue and reed stops of the Recit. Franck also treated the Solo

section like other divisions ~ drawing several 8' stops together aad prepa!ing the Anches. He

also spacificaity excluded the heavy Contre-Bombarde 32' from his regh:,trations. In short,

Franck treated the Trocadero organ mel'ely as a larger 'version of his own at Sainte-Clotilda.

SAINT"3ULPICE

After Lefebure-Waly died in 1869, Widor and Franck found themselves competing against each

other for the post at Saint-SuJpice. Aristide Cavaille..ColI, whose influence was such that he

could effec.tively choose the titule"-:)s of his instruments, and Gounod (as mediator) settled or.

Widor as Lefebur&·Wely's successor. Widor was at that time only twenty-tive years of age.

Although Cavaille-.Coll was a profound admirer of Franck's, it is said that he wanted Franck

appointed as Professor of Composition at the Conservatolre instead (Cavaille..CoII,1929:126).

Jaquet has explained that Franck was attracted to the 101..stop five-menual organ at Saint~

SuIpice because it was of a much larger scale than his ovvn ~stop organ, whose voicing was

delicate and refined {1918:22}. It is possible that, in applying for the prestigious post of Saint~

Sulpiv~, Franck was attempting to appease either his wife or his father. The latter had wanted

his son to pursue the more exciting career of a virtuoso pianist rather than that ot a sober parish

organist

At the registrdtion of fom i:J anciles 16' - 8' ~ 4' on all the manuals proves, the Fin_g!(1859)

was obviously composed for a larger instrurnent than that at Sainte-C!otilda whir::h had neithar
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fonds nor anches 16' on the Recit. It is conceivable that Franck had the organs of Saint-Michel

or Saint-Sulpice in mind during its composition, It should be remembered that the famous organ

at Saint-Sulpice underwent major restoration between 1857 and 1862, Franck must have k..1ovm

of the refurbishment Jaquet has posed some interesting questions: had Franck dedicated the

Final to Lefebure-Wely anticipating that Lefebure-Wely would become tltulaire of Saint-Sulpice?

Had he known that he would, in 1859, dedicate the 0rgan at Sainte-Clotilda ".\lith Lefebure-Wely

=nd at that recital play his Final? (1978:26) Similarly the monumental proportions of the ~rdnde

Eiee!E! sYmph(migll~, composed one year atter the restoration was completed, might also have

been intended, as Langlais believed, for the organ at Saint-Sulpioo.

It is possible that Franck applied for the post at Saint-Sulpice because he had yet to identify

completely with his instrument at Sainte--Clotilde; it is recorded that he also applied for the post

of organist at La Madeleine, whose organ was smaller than his own, However, by the time he

.~asappointed as Professor of Organ at the Conservatoire, it seems that hEl'no longer wished to

move. It w~s at mis time that Franck remarked to his parish priest: 'If you knew how tlove this

instrument! It is so supple to my fingers and so responsive to my thoughts' (d'indy, 1922:42n)0

The Cardinal of Paris told lile CUft): 'You have a marvellous intercessor there, my son, He will

bring more souls to God then we can' (Steed,1990:281),

Saint~Clotilde is, in fact, an historic church because of its organist; around Franck there

Qathered '1\ bands a Franck': a circle of pupils and admirers who frequented the organ loft every

Sur·:gj'!l;Yto hear his artistry. In admiration, they affectiont-ltely referted to their mentor as 'Pare

Frclllck', Later, he was to be called 'Pater SeiClphicus'.
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CONCLUSION

The above discussion shows that Franck registered all the organs with which he was familiar in

essentially the same way. f:1I of Franck's major organ works composed at different times and for

different organs show fundamentally identical directions, confirming that he did not change his

registration procedures.

Franck has been accused of writing for the orchestra as if it were an organ and vice versa.

However, sinoo the development of the romantic organ had, as its basis, the symphonic sound,

one might say rather that:

Franck registered his organ works in accordance to the normal orchestralion
practice of the time: the warm tone of the string section, the flutes combined with
the rest of the woCJdwind,the sudden imposition of the bright brass tone-colour
on the rich, dark.background of the other choruses (Alain,1969).

In each ~f his organ works Franck's abundant use of the foundation stops (fonds de 87 makes it

clear that this combination was fundamental in much the same way that strings are fundamental

to an orchestra. The frequent combinations of different families of tone-colour constituted an

effort to Cleate subtle differences in colour. Marie-Claire Alain has reminded us that even in his

orchestral works Franck mixed the flute, oboe and vit')lintimbres (CorrespondeI1ce:3110/1994).

Overall. Franck's registrations in both his autograph and published scores 'l"et16ct an adherence

to the general organ registration practices of his era. His preference for the various

combinations of two or more 8' sto~s of the same of different families of tone was also shared

by contemporary Gennan, Engli~h and American organists (Leupold,1989:381). As observed in

the registrations of the three works discussed. the term fonds de 8' on the Positif division at

Sainte-Clotilda would have incorporated tht~Mantra 8', Flute harmonique 8', Gamba 8' and

Bourdon 8', On the Recit division the FlUte harmonlque 6', Bourdon 8', Viole de gambe 8' would'

have been drawn, and on the Grand-Orgue the Montra 8', Flute hannonique 8' and Gambe 8',
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The fonds de if, are required in nlm.~of Franck's thiri.een major organ works, absent -'nly from

thQ.>escored very quietly (Rastorale, Cantabile), very brilliantly throughout (final) or without

registration (Ejece pour Grand~Orglle 1954), White described the function of the fonds de 8' as:

Providing the middle level from which one goes down to Single flutes or voix
celestes, up thro~gh 4-ft stops, mixtures and the successive med choruses of
Redt. PO$itlf and Grand~Orgue ". dearly the fonds were the foundation of
Franck's musical thinking at the organ (1962:8).

Other registrations in general use at the time have been listed by Leupold as:

Flute 8' and string 8' (for cantabile pieces, this was wry common); soft reed 8'
with an additional soft flute S', strong 8' or flute 4' (for a gentle solo); diapason S·
and flute 8' (for a fuller, rounder tone); and diapason 8' or smng 8' and a flute 16'
(for a serious effect) (1989:381).

An examination of any of Franck's registrations clearfy also agrees with this prevailing

registration practice.
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3.2 INTERPRETATION OF OTHER PARAMETERS

Of Franck's performance sty!e only limited evidence exists. We must therefore rely on the

writings of Franck's students and contemporaries in order to attempt a reconstruction of the

historical background and nature of his performance practice.

THE SPIRIT OF FRANCK'S PLAYING

In the later 19th century, under the 'Carnival Empire' of Napoleon III, Paris was a melting pet of

cosmopolitan influences, ali of which centered around the spectacular performances staged at

the old Opera Theatre. Here operas were frequently guiity of the sin of excess - relying for

success on lavish costamery, complicated sets ant, oel canto singing. The prospects for the

more serious fledgling musician were therefore limited. One could either compromise and join

the wave of commerciallsm or risk financial ruin. Franck's music was a reaction against the

superficiality of the era in which the bourgeois congregations of fashionable churches were

entertained with operatic arranqernents and dramatic effeCti: by organists such as Lefebure-·

Wely, Cavallo, Simon and Durand. Franck's personal integrity and retiring personality led him

ir,to the humble role of teacher and church musician. He shouldered a heavy load of students,

tJavelling from one institution to another for a very modest remuneration (Davies, 1973:12). It

must surely have been a relief for him to have been able to retreat into the qulet sanctity of the

organ loft. While his music should be appreciated for its lack of ostentation and overbearing

sentiment, it in no way lacks emotional content. Derepas comments that: 'Franck belongs to that

part of the French temperament •.. good sense, dear reason and moral equilibrium' (in

d'indy,1909:81).

It is not surprising, then, that his music is characterised by a certain simplicity, transparency,

moderation and logic. These qualities were obviously a result of the unassuming character of

the man himselt. D'indy describes Franck's salient features as incorporating 'untiring assiduity' in

38



work, modesty, [and] a fine artistic conscientiousness' (1922:66). His playing displayed similar

characteristics: Davies commented that

FraflC~{'Sown playing, even atter he had absorbed the lessons of his flashier
contemporaries, was marked by an exceptional deglee of constraint He played
brilliantly without abandoning one whit of his concern for the musical ideas he
was expressing, steering a middle course between virtuosity and
unobtrusiveness' (1970:78).

Franck and his followers were thus able to stem the tide of virtuoso organists who, in att~mpting

to emulate the viltuosity of Lemmens, had lost Sight of basic musical values and lapsed into

e:>'T!ibitionismand bravura through their of the many sonorines available on the new

organs, Vieme wrote, of Franck's playing:

Never any combinations just for their own sake, never any feats of skill
customary among the acrobats desirous of dazzling the gallery; only a constant
concern for the dignity of his art, the nobility of his mission, for the fe:-vent
sincerity of his sermon in sound (1970:23).

RHYTHMIC THEORIES AND RUBATO

Within this framewol1<,however, Franck can be placed within the liberal school of thought with

regard to the parameter of rubato. Leupold has written: 'the liberals advocated more exploitation

of me emotional element and made much greater and freer use of rubat',J' (1969:378), As

discussed in Chapter Four, olher 'liberal' french organists included Uszt and his followers and

Franck's students who included Mahaut, Toumemre, Bonnet and Lemare.

Ton Koopman, the distinguished performer and pedagogue renowned for his work in the sphere

of performance practice, has exclaimed: 'I'm astonished at the way even good organists play

Cesar Franck: they make it sound so joyless, so unromanticl Listen to the piano rolls from

around 1900 ~completely different t.om today's intellectual style of playing. No violinist would

ever play the Franck Sonata as coolly as organists play the organ music' (1990:679).
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During the Romantic era, the importance of the concept of articulation based on a note's posHian

in the measure became lass important Instead of the metre dictating the rhythmic stress, the

melodic shape of the phrase came to dictate a new stress curve; the climax of a phrase often

being the arc. However, the emphasis was achieved not only by dynamic shading but also by

agogic emphasis. Leupold has observed that 'since the point of greatest stress is usually near,

or at. the very end of the phrase, the large metric unit that is created is basically iambic in

character (weak-strong). The dynCimic curve of a basic iambic character was then extended to

all levels from the laroer units of the phrase and the period down to the short motif ... at the level

of the beat, the upbeat was slurred with a gradual crescendo (and posslo'e rhythmic elongation)

into the downbeat. The objective of this anacruslc concept of phrasing was to create an illusion

of greater rhythmic movement f 1989:380}.

Leupold has documented two types of rubato employed by the keyboard musicians throughout

the Classical and Romantic eras:

Free (or structural) rubato, where the melody am' the accompaniment deviate
from a strict tempo simultaneously (ritardando and accelerando).

Melodic rubato, where the accompaniment keeps strict time and the melody is
aliowt?>".i\0 fluctuate, i:'it times rushing ahead or dragging behind in an excessive
'vocal' manner with fne two parts periodically coinciding at structurally important
points (1989:378)

The use of both types of rubato became more frequent as the era progressed, although the

exploitation of free rubato seems to have been more prevalent

During the course of the era, free rubato came to be regarded as an increasingly important part

of the performer's art, particularly by ~he liberals. The terms 'rallentando', 'rnau-dando',

'accelerando', 'rubato' and 'expressive' were all used to desiqnate free rubato, f';l~hough

organists also freely employed it where them was 1"0 direction (Leupold.1989:379). The term
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'crescendo' or its indivition came to imply accelerando, particularly in association with a !'ising

line (ibid),

TOUCH

The adoption of legato touch was, for at least the last century and unti' t~emid~2Othcentury,

favoured by most as the ideal touch for the organ repertoire, A tradition of true lega\o playing

was first established as early as the mld-18th century by certain German organists, notably

Wiedeberg and Laag, This view was held not only by most German organists but also

considered as the 'ideal' fer pianists and instrumentalists alike. in the pursuit of ~egatofinger

substitution was commonly practised,

In addition to their novel approach to registration and pedalling (see Chapter Two). Lemmens

and Hesse are also credited with the successful introduction of legato articulation into France in

the mid-19th century. In their recitals and in lemmens' Ecole d'Orgue, ex~ensive use was made

of finger, thumb and pedal substitutions. glissandi and legato finger crossings. Uke the ear1ier

Gennan organists Waag and Wiedeburg. they embraced the technique of tying notes common

to successive chords.

Hesse played 'accurate~f and without h~ste, obtaining his effects without a trace of exaggeration'

(Davies,1970:76). Hesse had been a pupil of Forket who, in turn, had been a disciple and

biographer of J.S.Bach (Scherel'S,1984:7). Both Hesse and Lernmens were also credited as

being the motivators behind the Bach cult which sprang up in France and elsewhere towards

the end of the century. Lemmens's friendship with Cavaille.ColI resulted in the organbuilder's

construction of organs on which the pertormenceof all1he Bach repertoire might be practicable.With

his debut recital in Paris at Saint-Vincent-de-°aul in 1852, Lemmens was to launch a whole new

school IOf orqan playing. In the audience at that concert were Franck, Benoist, Seely. Widor
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and all the organists of Paris. Widors assessment of the performance was 'to the artists present

... a revelation' (MurraY,1985:46). Lemmen's astoundln= manual and pedal technique was

without the dramatic flamboyance of the post-Revolution organist; he played with restraint and

economy of gesture. w~stinv no energy. in hi~recitals Lemmens demonstrated a much greater

use of the heels than had previously been the practice. Franck, accustomed to the octave-and-

a-ha~f pedalooards at both the conservsiolre and Saint-Jean-Saint-FranC;Ols, and the pedal

board at Notr€:..-Darne-de-Lorette which was little better, was also begirl working at his pedal

technique, buying a pedalier on which to practise at horne (Smith,1983:30)

Franck was already thirty years old by tile time Lemmens and Hesse arrived in Paris; apart from

his pedal technique, his formal training was essentia!lv ('!"''11pleteby that time. Franck's legato

playing was described as being 'indifferent and IbitrE''Y because being a brilliant concert

pianist; tended to Lise a pianist's fingering'. Dupre believed mat Fn~l1ck p,~ayed'like anyone else

of his time, with approximate legato and approximate observance of note-values' (Murray,

1985:48). This was confirmed in a biography of Franck by Maurice Emmanuel publish~d in

1930. An avid admirer of Franck, Emmanuel was also the choirmaster at Sainte-Clotilde from

1904-1907 and Professor of H;story of Musio at the Conservatolre from 1909.

in the programme notes supplied with her recording Alain wrote: 'legato playing was made into a

rule by Widor according to Lemrnens' precepts and not by Franck' (1969).

However, with the knowledge that Franck had attempted to improve his pedal technique, it is not

unreasonable to assume that he, like most other organists who heard Lemmens, was envious

of what Widor describes as his 'immaculate' legato and attempted its imitation.

(Murray,1985:46). This absolute if'gat'J was promoted in Lemmons's organ method Ecole

dbrgue. parts of which hgJrQjbeen avaiiilbis ilt Fnmce eince 1850. Vierne notes that by the time
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the full publication appeared in 1862, the method, 'which provided several manual ard pedal

exerclses de:::;igned to a~cYthe student in a SITl.ooth legato touch, was readily accessible

them "'" tiOlflietimf~s, in CJ'clerto pJay all the pit!!!S smoothly, .it is !ndispenstlble to glide with the

Dufollf'ICq wrote that Franck eQuid reach a twelfth with one hand (1949:151), For this mason, as

Hastings has reminded us, some aspects of legato playing would frillS have been 5:iifgpler and

more nc:turai for him than for most organistlS (1987:51).

The writings of Franck's students and conteroporaries support the desirability of this legato

touch, Vleme '1ffote:

Legato playing Is best suited to the organ for, by th£$very essence of the
instrument, the evenness 01all the notes ill the same register quite naturally calls
for pr&cisely connecting these notes one after another'(Smith,1990/a:55).

More recent research by Hastings has indirectly also cot'lfinrled the legato manner, In her article

entWed 'New Franck fingerings brought to light' (1990:92) iiastings made a transcription !!JJff

editorial mat:tings made in 18t\'f' by Franck for a Braille edition of Bach's organ works for the

Ntf:!tionai institute for the Young Blind. From the frequent fingelings indicating sub~btiJtion,finger

th~~seeiemer;ts, Hastings concluded that the 1~9iatotouch was favoured by Franck. for the

performance of Bach's works for the organ. She added that it is not unreasonable to assume

that Franck also olayed his own compositions in a similrr manner. Based on this premise
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Hastings gave an example in which a thumb glissando from a white to a black key is suitable.

She suggested the fingerings for the left hand in m.10 of the Cantabile should be:

(1990: 100).

This ljliJ1f:lciticfingering cornblnation is also given in Dupre's edition ofthis work.

The abundance (.If phrase markings in Franck's organ works attests to the possibility that legato

was Franck's standard style of articulation. When voices have contrasting phrasings, two

separate phrase-marks are used on the same f.iaff. When the voces move with the same

rhythm them is a single phrase-mark the impUcationis that all voices on the staff are sffected by

that phrasing. However, the most unequivocal evidence regarding the legato touch is evidenced

in LGIT'21nck'sown tlngering and pedalling markings. AHhough only a few markings are notated in

the autograph manuscripts, these reveal Franck's obvious concern for a leg~o performance, Of

the several authentic fingerings marked b Choral nQ2 Hastings noticed only one fingering which

could not be performed legalo (1987::50). Franck left three sets of pedallings, all of whicll employ

both toe and heel and can easil~Ybe performed leg8t0 {Smith.1983:31),

In passages where absolute le~:atols iifficult ;;J acheve Hastings has advised:

The performer should consder whether it would have been physically possible
for Franck to have plaYl'lld~hewritten passage legato and, if not, should retain a
break whenever he would have made one (preferably in the leam conspicuous
place iftnere is a choice)(19S'!:55),

This discussion on legato is concluded with quotas from Jaquet and Hastings:

Franck doubtlEJ$slyplayed in a connected legato fashion but probably did not
have the precision of lila great legato which was Wldm)s favourite ':i~Jgma.
Perh~p5 Fran,'"\( played arpeggios with his left hand from time to time, like a
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pianist. As no-one can really be sure of this, it is better to avoid it
(Jaquet, 1978:41)0

Hastings concurs:
It is difficult to imagine how a man with hands each capable of spanning a twelfth
could ever actually need to arpeggiate. Franck's extensive pianistic background
may have crept into his ©rgan playing in the heat of ~mpruvisation, but this most
eertainl~t does not mean that he 'would have condoned arpeggiation in one of his
organ compositons (1987:52).

REP~TED NOTES

Allied to the concept of legato touch is the manner in which !ht.: examples of repeated notes

found in the works of Franck ~hould be performed. Alair. wrote:

It is true that Franck played smoo1hly without bothering to give clear articulation
to repeated notes (1969),

'COMMON NOTES·

The 'eommon-nete' controversy takes two forms, namely: common notes fonned by two

consecutive notes of the same pitch in adjacent voices; and the common note created by a

shorter note-velue p;;aching unison With a sustained voice. Both ty~~ are evident in the

follo\lving If1J!.Dsical example:

QhQral n9 3 mm.30 ..35

Franck le~ the iilClliowlng instructions regarding the first form of 'common notes' (so-called notes

communes) in his preface to ChantG~gon'en:



When a note ls common to several consecutve chords, it must be tied as it is
part of the harrnony (Smith,199()fe:296).

Franck's tlngering of t'1e Bach works, although supportive of a general legato touch, does not

conclusively support his statement: fingerings indicative of both the repetition and nnn4epetition

of common notes may be found.

However, the Gelman organists Waag and Wiedeberg both recommended that all notes

common to successive chords should be tied when playing chorales (Leupold,1989:375). By the

middle of ihe 19th century it had become customary to tie the common notes found in hymns

and chorales" The non-repetmon of common-notes was held as the norm by Franck's

contemporaries Guilmant, Widor, Vieme and Toumemire (SmjJ'l,1990.1e:297)0

Franck left no instructions ©(wjr.ernin~,the performance of the second common-note p~ob!crrte,

the common note created by a shorter note-value reaching unison with a sustained voice. Tw()

Jpproaches are documented by his contemporaries and students. On the one hand, Widor and

Toumemire (1936:18) spoke against bre13kingbefore the short note and, On the other, Guilmant,

Vieme, Dupre, Langlais and Jaquet (1984:1) were in favour of articulating before such a note

(Hastings, 1990:98).

Smith has argued that, in m.124 of the E~n.taisie(see below). the sustained v!.,harp in the right~

hand should not be repeated because the upper voices ';Ifa imitatipa two flutes and that any

repetition ot the held note would result in the loss of harmonic interest As there seems to be 0:0

agreement on thi~ point, it must therefore be left to the individual performer to decide whether

the Gullmant~Vieme-D:Jpre-Langlais procedure or a strict following of the text is to be followed.
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TEMPO

Franck left no specific (i.e. metronomic) markings to guide the futuro interpreter of ttl:; music in

the choice of suitable tempt As a result, there is a great variety displayed ii) the recorded

performances (see Chapters Six. Seven and Eight).

Despite the lack of specific infonnation and the differences displayed in the recorded

performances. there are other lines of investigation which one may foUOINin order to establish

the most accurate and authentic tempo suitable for each individual work The fifbi line of

investigation must obviously be the text itself. A reliable edition having been selected (see

Chapter Five) and the composers tempo indications examined, certaln broad tempo schemes

may be detennined. Because Franck's compositions generally rely on the 'cellule generatrice'

method, they tillre usually qulte unified in terms of material and tempo. The most eft-quoted

example of this is in Chm-alllo:3. The sections of this work bear the indications : 'QulZlsi"Allegro'

:md 'le double plus vite, mouvement au commencement (twice as fast, therefore the same

speed as the first section), The latter marking dearly means that the Adagio should be played

h~lf the speed of the movements flanking it te. so that the semiquaver notes of the Adagio

section equal the quaver notes of both the beginning and final sections. Flor Peeters wrote:

Therefore there is no reason at all to r.hangs the form and construction through
a personal and arbifraty tempo (1971:42).
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Within 1-" " broad tempo schemes, changes in mood and speed, according to the nature of

the material, were customary. Vvagner encouraged a continual adjustment of tempo so that

each theme could be accorded a tempo appropriate to its character and mood

(Millingto",1992:353). Simil8r1yReger. oneof the liberal school, continually adjusted his tempi in

his organ-roll reoordhlgs of his free works.

CONCLUSION

Despite the limited evidence which e>dsts of Franck's performance style, the writings of his

students and contemporaries have expedited the identification of important principles of

~rfomlance practice in Fn:anck's organ v.'Ori~s.Since the death of the composer, the

foundations of the various schools of Franck interpretation have been laid by tflachers and

performers who res~t:ied these principles as weI! as by others who doubted their validity. The
1··\

formation of these traditions of interpretation and the exact nature of the elements Qf

performance practice discussed above constitute the subject of the following chapters.
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CHAPTER FOUR

THE APPROACHES TO INTERPRETATION DEMONSTRATED
BY SUBSEQUENT GENERATIONS

This chapter outlines the various traditions of interpretation which originated 'WithFranck's organ

students. These traditions have continued, in one form or another, i'DQJhtup to the present day.

Most of the performers dlscussed in this study can lay claim to having ilt!t?mselveshad direct

contact, in the form of iessons, with the inheritors of the traditions. As 1il b'eS!Jit, their own

performances exhibit similar distinguishing feat!)Jresand they. in tum, have themselves imparted

this knowledge to others through their teaching and recorded performances,

Of the various traditions of interpretation Jaquet has written:

The testimonies of Franck's students agree on certain points, but disagree on
others and have gi...~n rise to new and different styles of interpretation ~often
quite radically different when examined in detail {1978:6}.

Since we are relying on these conflicting traditions of interpretation to establish em unknown

quantity, extreme caution must therefore be taken before they can be ace- as reliable

evidence. The writings and recordings left by Franck's pupil£. nd other performers should be

viewed realistically, i.e. as a subjective and very human witness whose testimonies should be

questioned in terms of authorial background and styie of performance. Marcel Dupre's

declaration in Methode d'Olgue (n.o.:74) regarding his inheritance of the 'correct' tradition of

Bach interpretation, through Forkel, Hesse and Lernmens, yields a SUfficiently ominous warning.

The reliabllity of the sources is a subject for separate study and can only briefly be undertaken

here.

Although most of the performers recorded from the same source l.e. from the earliest Durand

editions, the examination of the recorded performances completed in the following chapters

revealed different styles of interpretation of the same score, thereby confim1ing Jaquers
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observaton. We must accept from the outset that, in spite of all endeavours to uncover the truth,

Franck's exact styre of piayfng, and the way in which he would have preferred hi$..works to be

performed will always be a matter for s~'2lcu~3tion.Alain has already mentioned something of the

marked differences apparent in the performances, and research efforts will always be fijrthew

hampered by these differences. Furthermore, the identification of the different schools of

interpretation has been complicated by the ease with which modem-day pertormers are able to

travel around the world to attend mesterdasses, seminars and receive tuition. often from several
.

different teachers. This sometimes results in. a mix of interpretational styles and is therefore

difficult to document. Although, in most cases, pupITscontinue the basic styte of interpretation

taught to them, it would be naive to' attempt to define their inheritance in a dear-cut manner

since students often disregard their 'inherited' styles Of teaching, electing to retain only certain

elements. In such cases, performers often supplement their knowledge with information gleaned

from other sources. Marie-Claire-Alain represents a case in point. Alti10Ugh a pupit of Marcet

Dupre, she rejects his edition of the Franck works and rejects also the other traditions of

interpretation because of their inhen~i1J~contradictions. Although branching away from the Dupre

tradition, Alain has not direr;tly conflicted with her masters ideal; Marcel Dupre did not Intend his

pupillfl to become his imitatoru. Murray suggests that it was perhaps within this context that he

if yoiUIG~:l8akof music, thfd phrase 'Pielitage of the past' is thoroughly misleading.
At !el;l$!YOLI ~lIUI!:1perceive that heritage as a living force in our midst, iike a lovely
gardE:l!1we h8tve inherited from our forbears and which we now cultivate
ourselves, and 110t like a wiitel flower pressed to dry between the pages of a
book. It is always the same garden ~ yet with variations in the strength of its
foliag® and in the rG1~cleof its seasons (1985:126).

Just as DI!.lpt6 was ~@ m©uid a gene~Zltion of pe~formers. Alain effeclively founded her own style

of interpretation W!lllCh has, Uk1turn, 'conned what may be caUedthe 'modem French' tradition. Her

'((eaching has:formed the stylistic foundation for a generation of modern performers.
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The diagram on the previous page (Illustration 5) depicts the teacher-pupil and other collegial

relationships from Franck. to the present time. The performers mentioned are those most

frequently associated with Franck interpretation and those who have recorded the complete

works of Cesar Franck. From the diagram one may observe that all the performers stern from

two conflicting traditions. The first tradition, in which a steady rhythm in maintained as an

element of expression through form, is personified by Fe!iY.~Alex:J.I1dreGuilman!, Chades-Marie

Wid')r, Gabriel Pieme and Marcel Dupre. The other, which advocates a more flexible rhythm, is

represented hI( Charles Toumemlre, Adolphe Marty. Albert Mahau~ Jean langlais and Andre

Marchal. (Jaquet has acknowledqed a further tradition represented by Charles Toumemire

{again} and Maurice Duruflp but since Durufle left no recordings of any of the Fronck organ

works it is difficult to oonfilm this statement)

Based on the recordings it is evident that these two traditions have been perpetuated by

modem perfonners. The differing approaches to interpretation have been referred to by some

as Dclassical' and 'romantic'. These terms have not been adopted in this study. They have come

to embody several concepts simultar ;gously and, as a result, demand constant definition. The

interpretive approaches are, instead, referred to as 1I1eobjective/geometrical approach and the

subjectivelvitalist approach respectively, as given below,

TABLE 2 : REPRESENTAT!VES OF THE TWO BASIC STYLES Or-INTERPRETATION

OBJECTIVE I GEOMETRICAL SUBJECTIVE I VITALIST
~c._

Guilmant Tournemlre
Widor Marty
Pieme Mahaut
Dupre Marchal
Sanger Langlais
Murray Demessieux
Bale Alain
Stewart Roth

lsoir
Ri.lbsam
Guilfou
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These terms can be associated with specific time periods: the subjective/vitalist approach is

considered characteristic of the Romantic era, the objec:tive/geometrical approach of the 20th
,

century" They were also emplo~ed in a recent comparative study by Daniel Leectr.Wilkinson in

which pairs of recordings (one 'authentic' and one not) of music ranging from Gregorian Chant

to Schubert were assessed, He was able to report that:

in every case ""' th~ stylistic contrast between the earlier and the 'authentic'
performance is essentially the same, The earlier performaace ~ in accordance
with the fashions of its time ~ shows greater variation of dynamics, speed and
timbre, amounting to a performance whir\1 is more 'emotlonal', more a personal
'interpretation' of what the performers believe the composer to be 'saying'; whil~
the more recent 'authentic' performance is characterised by a relatively uniform
tempo and dynamiC's, a 'clean' sound and at least an attempt to avoid
interpretive gestures beyond those notated or documented as part of period
performance practice (1984:14).

The objectivist/geometrical school of interpretation may be IU'iit.ed back to the pupils of

J.S,Bach, and continued into the 20th century. Early organists whu a . .voured the straightforward

approach to tempo with little exploitation of rubato included the following Bach students:

J"C.H.Rinck On his later years). J. Schneider and J.G, Schneider. Hesse, Lemmens,

il\l'endelssohn and his circle, Rheinberqer and his followers. Merkel. Brahms and Loret followed

later. Of the performers most often associated with the interpretation of Franck, Guilmant,

Widor, Saint-8aens. Gigout, Pieme and Dupre were all to follow this school. The Guilmant-

Widor-Pleme-Dupre tradition and the contemporary 'English' tradition are all part of this more

conservative style which cautions against the excessive use of the swell pedal and favours

more straightfolWard performances in which rubato plays a small pert

Guilrnant was the first to travel to Brussels to study v,;th Lernmeus in "'857. and was twenty

years old at the time, Wldor followed in 1863 at the aga of nineteen, Widor's absorption of the

Lemmens' tradition became quite evident when he succeeded Franck as the Prnfessor of
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Organ at the Conservatoire in 189(\ Whereas Franck had taught cornpcsfien and

improvisation more than repertoire or technique, \lieme recaifed that Wiear prodded h~sstudents

into becoming impeccable executants 'with each bar of each piece distiected over and over I'Jrrtit

he was satisfied (Murray;1985:50). VVidors tenure as Organ Professor lasted for six years, and

was so successful that Vierne was led to remark tha, the French organ school:

was being built up again under the most brilliant conditions. The strict discipline of
its training was an accepted fact, people submitted to it natur:slly and the results
were splendid' (Murray, 1985:50}.

When in 1896 Widor relinquished his post as org!!ln Professor to accept a chair in composition"

he recommended Guilmant as his successor, whose st~~ctness,scholarship and veneration fo!

lemmens equalled his own, Dupre, having taken lessons for ten years from Guilmant and for

seven from Widor, wrote:

These two great virtuosos, these two founders of the French organ school, who
caused Bach to be known a!ld loved in France, who maintained the most ardent
imagination for their master Lemmens, and who regarded each other with
profound esteem (showed in the philosophy that underlay their art) not the
slightest difference between one and the other'(ibid:44).

It seems that both men were to reg:ard DUjire as the heir to the tradition they had established

after Lemmens' precepts. Dupre recatred that: 'These two great masters formed me and brollght

me up as if I were their own child' (ibid:44). Dupre's wife wrote of her husband's appointment as

organ professor in 1926: 'H~ Is proud to think that he is the successor of Cesar Franck, W!dor

and Gui~mant at the Paris Conservatoire' (ibfd:116). Dupre hfmselfwrote:

I just followed the p&th which had been opened by my mazier, trying to put into
practice the precious methods I had been privileged to learn from him (ibid:117).

Dupre, in keeping with the Lernmens' tradition, and in accord with the reaction against the eartier

era's extreme 'emotionalism', took care to banish all traces of Romantic expression from his

performances. Although they were to be no means cold or mechanical, a more reserved form of

expression was dominant. Jehan Alain referred to Dupre as 'a champion of strict metronomic

organ playing' (Schaus Ite, 1987:224n). Dupre felt that he had also inherited the Franck tradition
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through Guilmant "'::"l..8llmant,having heard Frana< perform his own Six Pieces in 1875, also

spent time in 1878 with Franck. Together with Widor and Salnt~Saens they performed and

discussed the nine pieces already published. Thus Guilmant was exposed to the older

generation of performers who, although influenced by Lemmens, had their own fr~~". more

flexible performance styles. Dupre spent the years 1907 - 1908 at Meudon with Gullmant,

studying all the works FI'anck. He wiote that what he learned under Gu!lmant was in

accordance \vlti1 the indications he received in 19'11 from Gabriel Pleme, Franck's pupil and

immediate successor at Sa!nte-Clot~:de (Dupre: 1955:xii). Murray continues: Dupre was thus

convinced that he had inherited and passed on to his pupils a performance tradition of

incomparable validity and worth (Murray: '1990). During 1905 ~ 1906 Dupre also studied

improvisation .....ith Vieme, and according to Murray, a friendship grew up between Vierne and

Dupre, nurtured d!..;irlg the ilours they spent at Vieme's :etudioand in ihe organ loft <3t Notre-

Dame wher~ Vieme had been titulaire since 1900 (1985:40). Thus Dupn '~ems to have been

associated with and stuuied under the aegis of both trdditions: the Lemmens traditic,qJ .which,

through Guilmant, laid claim to the inheritance Of Franck; and that of Vieme. who had bean

Franck's pupil in the last year of the composer's life.

Dupre's students were many: Jehan Alain, Jean Langlais, Jean Gl..lillou, Marie-Claire A.lain,

Olivier Messiaen, Gaston Utaize, Jeanne Demessleux, Suzanna Chaisemaltjn, Jean-Jaques

GrOnsnwald, Pierre Cochereau, Michael Chapuis, Rolanda Falcinelli, Malie-.Madeleine Durufle.

Chevalier, Fran\X)lse Renet, Jean Guiilou and Michael Murray, to mention a few. Of !'hG5e,

Jeanne Dernessleux, Marie-.ClaireAlain, Jean Guiilou and Jean L.anglais preferred to adopt the

more liberal style of Franck interpretation, that i3 to say, the 'subjecthllaMtalist' approach.
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Michae! Murray spent two years with Dupre in the early 1960's, spending the second yegr

concentrating on studying the music of Francs. In his biography on his teacher, he has written: 'I

'.'V8S able to use our n"lo years together to ask Dupre endless questions about his antecedents,

philosophy and work' (11Jl:.llray,1985:xx). About his own perforntance of the Franck works, 1~iJ1urray

has written:

Although tempo, phrasing, rut ato and even registration are inherently flt~x!bie
and depend on the resonance of a rOOM,the quality of an orqan, the personality
of the lnterprster, and the nature of an audience, <'3 tradition such as this can be
adaptable without losing identity. i tiY always to play Franck as Dupre taught me
(MurraY,1990).

Wh~n questioned on the registration used in his performance, Murray replied 'with a few

exceptions, I carefully followed those registrations Franck calls for in his scores, w~ich is to say in

the DJrand edition' (Correspondence:5/03/1994). The exceptlons to which Murray referred were

mainly the result of the organ at Saint~Sernin lacking a 32' Soubasse and having a faulty Voix

hurnairre for Which Murray substituted the Voi./{ celeste and Gamba 14;)mb;nation. The last

exception Murray noted was:

When Franck cads for a solo oboe or trumpet, for example as the solo 'foic.e in
the Cantabile, and specifies other stops with it, I di:;obey him and let the solo
oboe or trumpet, as they case may be, stand alone. Dupre did likewise (ibid).

The objective/geometrical approach was also displayed, to varying degree, by the English

performers Bate, Sanger and Stewart. The characterising features of these recordings include a

more subtle explo~ation of rubeto and the expression pedal, the absence of significant changes

of tempo within single movements, the .;verall adherence to the registrations demanded by the

composer (or 1ictated by the teacher as in Murray) and the accurate observance of marked

phrasings and articulations. Bate has remarked:

The questions of sensitivity varies from age to aga depending on the prevailing
taste. Therefore you have to be very circumspect as to which type of
interpretation is chosen ~for each may be ideal at a different point in time ... the
music will move different generations in different ways
(Oorrespondencertrtt/tsat).
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Although Bate's and Sanger's restrained utilisation of rubato placed them firmly in the

objective/geometrical camp, their performances were less restrained than either Stewart's or

Murray's. More than the rest of t~e Englist' recordings, Bate frequently ignored the registration

indications. As a result, in this area, her recordings showed some of the freeaom more usually

associated with the eariy generation of French performers, This freedom is not intentional,

however, since Bate admitted to recording from a mbdure of French and English editions

(Conespondence:1/11/1994). As Observed in Chaptei" Five, the English editions are nosorious

for their f9gistrational inaccuracies. The outcome was that Bate's regi;;1:rationsoften did not

correspond accurately with the block-registration technique common to period pmt,1lce. Some of

the regi$tration changes were made wh~re Franck himself could never have made changes.

Instead of the block-type registration, Bate often added stops gradually. WhSH'DToumemire.

Langlais or Marchal added stops, fM91l1 those not requested by Franek, they added them in the

same blockMtype style. Tht!y had no choice snce they lacked the technology, now available to

the modem performer, that provides hundreds of different combinations. In this regard, the

Gui!!t)u rdcording was similar to Bate's. Despite Bate's statement to the contrary (quoted under

the discussion of the Fantaisie [Adagio]), it seems that with aU the moderi in:Jirument

technology, they have forgotten em occasion about the limitations and capabilities of the

composer's onginal instrument.

It is indeed D fine line dlstil1guishing a performance displaying the characteristic freedom of the

period and Oa .e which is merely a transcription in vvhich Franck's tone-colours, textures, attacks

and therefore intentions, are altered.

In comparing the various recordirlgs of the Franck works, it seems that the objective/geometrical

approach is inherent to the Anglo.-Saxon temperament, for all the British recordings displayed



the same sense of understatement resulting in a 'safe', score-bound performance. Martin

Cooper concluded:

Unlike their Continental opposite numbers, English st.Jdents lead a separate
rather than corporate existence. The English temperament produces a rather
reserved ty;~,~ of [musldan] of cool emotional temperature, even When the player
has develoced great facility (1975:65).

When asked if he considered Toumemlre's exploitation of tempo ruoatc excessively tree,

S5Jl1geranswered: 'I would like to be able to playas freely as Tournemire, but it's not very

Britishl' (Correspondence 14111/1994). Even Murray Stewart, who counts Da.1iel Roth and

Peter Hurford (one of Marchal's pupils) among his tut(Ju"B, interpreted Franck in a manner mere

restrained than even his English contemporaries.

It is uncertain whether Sanger played from the earliest or the 1959 Durand edition, or both.

Even though he advised players to use the old Durand edition {1992:114), the wrong note in

m.62 of the Fantaisie was derived from the 1959 Durand edition, \...hile his lack of phrasing in

the right hand between mm.78 and 81 of the Cantabile was suggestive of the earlier version. Of

late, however, Sanger has expressed his regret at not having managed, in his 1982 recordings,

to achieve a closer link with the original manuscripts (Correspcncence 919/1994 and

14/11/1994).

The objective/geometrical approach to interpretation continued welllnto the 20th century; so too

the slJbjectiveMtalist approach. The recordings which fell into this category include those by

Teurnernire, Langlais, Marchal, Demessleux, Alain, Roth, Guillou, Iscir and RGbsam. Within this

grouping, differences were evident between the older and younger genelations of French

performers pei;.onified by Toumernse, Langiais and Marchal, and Demessleux, Alain, rioth, Isoir

and Guillou respectlvely. The younger French performers, with the sole exception of Guillou,

exploited the parameter of rubato to a lesser degree than tneir forebears" It seems likely that this
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trait in the youngel' generation possibly had something to do with the influence of the one man

with whom they were ali associated in one way or another: Marcel Dupre.

The subjective/vitalist tradition of execution was mainly attributable to the rise of the 'star'

pertormer in the late-romantic era, The pyrotechnics of a recital, most often those given by

pianists, 100k precedence over accuracy of execution of the repertoira Performers became, in a

sense, composers themselves, By the tum of the century, certain organists, havinb completely

misinterpreted the original aim of Lemmens' and Hesse's virtuosity, were stretching the organ

works of Bach out of all prcoortlon, taking liberties with tempi, frequently performing them at

excessive speeds. Jeanne Demessieux was the most notable of the subjeclivelvitalist school to

indulge in this 3tyle of performance. Demessieux's vibrant style has been preserved through her

1968 recordings of the Franck w )rks which were made during the last month of her life. Of these

performances, a contemporary critic, Stanley Webb, wrote in The Gramophone:

Her death, at a tragically eat1y age, robbed] world of a superb organi~ in the
grand French manner. It is with lEi sense of tQUuYlost personal loss that one Jistsnti
to these three records issued as a farewell tribute (Septemb~r.1969:408).

Vllth overseas countries being more easily accessible from the tum of the century, a new

commercia! market for world-vAde concert appearances opened up in which the desire for

virtuosity in tl'te travelling artists became paramount. Against this background it was vital that

performers establish their own identities, musical and personal. Cor,eernlng the inMemors of the

Franck tradition, Davies has written:

Franck's disciples, though they are less weil documented, show a tendency to
emerge as sharply defined il1dividuals, their featureS Ht up by the poiemicai
ripostes their positons elicited ... the chief points to remember in assessing the
capabilities of the various members of Franck's school are that they differed
enormously in age and background, and that they were often inclined to think of
themselves as independent agents. This is paliicular1y true of the later careers of
those pupils who lived on after the master's dealth (1970:5).
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Performers' such as Tourn and Marchal stand as evidence of these clearly differentiated

personalities. To them. as to almost any musician of their generatiol1, the thought of subdlAlng

their individual E.iy!ss an'j personelities in deference to the composer would have struck them as

'tantamount to abdicating responsibility' (Hasi<ell.1988: '178).

Much like Mahaut, Toumernre, both in his published accounts of Franck's music as well as in

his performances and recordings thereof, placed great emphasis on rhythmic suppleness and

freedom from metronomic strictness. Tournemire studied with Franck for three years and

frequently observed h, ;'llayat Sainte-Clotilda. He was, in addition, the first to hear the nOi!.1

Chorals; pla~firJgthe pedal part as Franck played the manuals parts on the piano. In hiS book on

the composer, Smith found that the most frequently encountered term is 'sans rigueur'. On one

passage Toumemire Wi'ote 'See that the metronome is ("Iut of sight' {1931:33). He also advised

that tutti and fortissimo passages were to be interpreted in a broad and grand manner and that

the concluding bars of compositions were to be played broadly, with a m&rked deceleration .in

speed (Smith,1983:79). As a disciple of Franck he conveyed the Franck tradition to the next

generation of organists, and his fame, apart from his tatent as a composer and improviser, has,

as Smith has mentioned, 'always rested on his great devotion to Cesar Franck'(1S83:78).

Toumemire's biography on his master describes a different &iyle from that of the Widor-

Guilmant-Dupre school. This is the style which ISmuch freer with more suppleness and flexibility.

But apart from his rhythmic flexibility, Toumemire 'faithfully adheres to all interpretive markings

which appear in the original Durand edition prepared by Franck' (Smith,1983:aO). Mari&->Louise

Jaquet wrote of Tournemlre that 'he played first as Tournemre, ,;md second Franck'

(Correspondence:·1106/1994).

Of his year with Franck, Vieme wrote:

Franck also gave advice concerning the performance of his music to pupils who
sometimes played it during the course; he was SElru..itiveto these demonstrations
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of admiration. It was thus that I heard him direct the tempos. nuances,
punctuation. and pauses of the 1860 Six Pieces and the 1870 Trois. Pieces. As
regards the Chorale, he himself played them for us on the piano, with Lekeu
performing the bass part. on Thursday 2 October 1890, during i.;,e visit which we
paid him before his first class on Saturday 4th (1939:23).

After Franck's death Vierne, like Tournernlre, continued his studies under Widol. Although both

of Franck's pupils were to absorb some of th& more conservaave style, Vieme was more closely

associated with Widor:

In May 1900, afiereight years as Widor's assistant at Saint-Sulpice, Louis Vierne
was appointed to the post of organiste-titulaJre of Notre-Dame. With the
appointment of Widor junior, as Vieme was jokingly called, Widor's valuable
organ tradtlion could be spread from this important position in France's most
famous cathedral (van Oosten,1994;332).

Vieme was also to study with Adolphe Marty who, according to Marchal, also seemed to fit into

this style of performance. Marty's other students included Langlo:!is, litaize and Marchal.

In a lecture delivered to the National Sound Institute in London (October 1962) Andre Marchal

confirmed the existence of the discrepancies. He recalled that even the performances by two of

Franck's own students Marty and Mahaut (Premier Prix' winners in 1886 and 1889 respectively)

diff~red ccnslderably. Marchal had been a pupil of both these men. He observed that Mahaut

played with warmth, many nuances and much rubato, while Adolphe Marty was more of a

'puritan'. playing straighter and faster. Marchal ccncluded that 'it would appear that Franck was

hardly fussy about the interpretation of his own music'. Assistant organist at Sainte-C:otildefrom

1912, Marchal was also familiar wrth Toumemire's interpretations.

Langlais, also a student of both Mahaut and Marty, recalled Mahaut's interpretation of the organ

works of Franck. as being in the true 'Franckian tradition'. Marchal has already noted the disparity

between the more restrained performances of Marty and the freer style of Mahaut. Jaquet wrote

'between Mahaut and Marty, who were my husband's [Jean Langlais] teachers, believe

Mahauf(Correspondence: 1105/1994)c
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Langlais recalled that Marty, Mahaut and another of Franck's students, Josephine Boulay, all

stated that 'Franck played his works with gre~t freedom'. Langlais then confirmed this statement

with Guy Ropartz, Toumemire, Robert Cesar Franck (grandson) and Mme.Chopy-Franck

(Robert Cesar Franck's sister) (1971:17). Langlais himself was also known to have commented

to his pupils that Franck was apparently in the habw of scolding his pUj.lls for playing his

compositions in too straight a manner. He criticised the interpretenons of Widor, Guilmant and

Dupre saying:

Of course, Wldor and Guilmant too knew Franck, but they were onry colleagues
(;)f the great organist of St.Clothilde [si~J.We all know that the edition of Franck's
works by Marcel Dupre is based on what Guilmant had taught him. How then
can we explain the fact that this edition is so far removed from the Durand edition
which was corrected by Franck'? Why did Guilmant take the liberty of changing
the registrations and of leaving out the fermata ~to speak of only these two great
mistakes? (1971:17)

He continued in a subsequent interview with Robert Sutherland Lord:

Dupre did not play Franck correctly because he stUdied Franck with Widor and
Guilmant. Widor did not appreciate Franck's works and Guilmant was very far
away from Franck, too. Neither one played his works correctly. Dupre played
very strictly. Ah, he played the notes magnifICently, but did not pla~' the spirit
(1975:3).

\iVa have already noted the stylistic differences between Langlais's concert performances and

his re"'.ord~ngs. However, even after taking these points into consideration, and remembering

th!:\t his interpretations categorise ilim as a 'subjective/vitalist' performer, the Langlais

performances show a more conservative approach than is expected. His registrc'.£ions are

mostly correct, and his following of dynamic markings fairly accurate, given that he was part of

the vlrtuoso-orqenet tradition. This style of interpretation could also possibly be due to his once

being a student of the 'puri'an' Adoi[OlheMarty.

Marie-Claire Alain WRS first taught to play the organ by her father, a pupil of Vierne, She also

counts DUfUfle, Marchal, U1aizf~and Dupre among her teachers. Although Afain was influenced
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by Marchal's interpretation of Franck, she does not, as has been mentioned, align herself with

any interpretive traditiol '. preferring rather to take the musical text as it was left by the ~l;J!lposer

as her point il)f depanure, This approach was echoed by one of her pupils, David Sangl." who

was initial!y a pupil of Susi Jeans, He wrote: 'I try to ignore these 'traditions' and recreate the·

music through the notation 000 icannot honestly say that I was influenced by anyone really, not

ronsciou5iyanyway, I wC1uutedto play it my way' (Correspondence 919/1991. and 14/11/1994

respectively),

Alain's dependence c::l the scare revealed a level of accuracy ~..';th regard to. registration and

articulation not usually associated with her more traditionally liberal use of tempo rubato. In this

way her interpretation showed a similarity with the langlaiS recordings. The recordings of

Daniel Roth, a pupil of Alain, revealed the same level of accuracy coupled with an even freer

use of rubato. Daniel Roth has been described by Murray Stewart as having desc..:nded 'from

the direct tradition transmitted by Franci\'s pupils in Paris' (1990).

Uke Roth, Rllbsam approached Franck interpretation with the realisation that the individual's

freedom needed to be reasserted. This was done within the context of an enhanced sense of

historical awareness and responsibility. Their interpretive freedom existed more because the

current concept of authenticity in Franck interpretation demanded it than because it was their

personal prerogative. As wi" be discussed in Chapters Six, Seven and Eight, Wolfgang

Rubsam's conscious striving for authentic performance practice, particularly with regard to

tempo rubato, is unusual among the foreign recordings. RQbsam's interpretation, too free to be

classed as 'objective/geometrical', is therefore commendable. However, his recordings seem to

lack the spontaneous fluidity of the subjectiveMtalisl interpreters and thus his interpretation

occupies a unique position.
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On the other hand. Jean Gui!lou. although a pupil of Dupre, is acknowledged 'to have a

completely distinctive musical personality ... with his tremendous virtuo.,." nd highly personal

approach to registration and mythffi' (Guillol.l:1990). His utilisation of melodic rubato was no

doubt intluenced by the late-Romantic mannerism so frequently indulged in by Paderewski on

the piano. However, it is not due to any concern with 19th-century performance practice that this

technique was exploited. Guiilou has acknowledged that his interpretations are not authentic

(Jaquet-langlals: Corresponcence:1J(611994). As a result, although Guillou's interpret.ations

may be categorised as 'subjectlv&-vitallst', his exaggerated use of tempo rubato and

registration·changes exceeds even that found in the recordings of the earlier generation of

'liberal'·perfOrmers. His approach is described by Lueders:

Although Guillou stops short: of c.hanging the order and pitches of.the nates, his
conception emphasises the irrational in tempo, dynamics end regi:-:~ration.
Guillou goes well beyond interpretation into the realm of improvisation and
transcription. [HisJ vision of Franck thrives on the totally IJnpr~dictable
(1990:103).

Although :ile right of the performer to a personal interpretation preserves this performance from

condemnation, it can be C".riticizedon the grounds that it is misleading. Because Guillou retrains

from any menton in the accompanying programme notes of the independent spirit with which

he imbued his interpretation, a listener might thus be deluded into believing that this highly

individual performance represents Franck's anginal intentions for his compositions. Guillou's is

the showman's approach: arresting and with its ovm individual flair, but in his case the

expressioll of his personality negates the rendition of the letter of the score Bond's reception

was no less disparaging: 'with his gratuitous rubato and stop shuffling, [Guillou's] playing

savours only of the meretricious' (1990:283). It is for these reasons that the Guillou reCording

should be cited only as a 'one man' personal interpretation and, at that, a highly personalized

recording. For any study of authenticity this recording should not be taken into account
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CONCLUSION

Since the period practice of Fra;~ck'sage was 'vital' itwas characterised by a freer exploitation of

the musical parameters than. at an;,' other period. Crescendos, diminuendos, accelerandos,

ritardandos, tempo ruba«, and a high;,t variegated timbral palette were all attributes of the era.

Whereas today a 'geometrical' interpretation of Bach, in which a more restrained approach is

taken, is generally accepted, the corollary 10 the hypothesis dictates that same restrained

approach to Franck's music must be considered 'unauthentic'.

It is.rAear from this survey of the reCl.)rdingsthat the most f,tuthoritative interpretations are by t;te

early generation of French pertormers, Ie, Tournemire, Marchal and Langlais, who were

steeped in the same tradition of performance practice as the composer. As the interpretations by

this generation have been categorized as subjective/vital, displaying the similar approaches to

regis~ration, tempo. rubato, touch and articulation discussed above, it is very likely that Franck

also bolonged to this school of playing. This is confirmed in the following chapter in which the

supporting historical evidence is expounded.

Since the most reliable iriterpretations of Franck were recorded by his contemporaries, one

might question the chances of the modem performer successfully recording an authoritative

performance. The only choice open to later generations is to be familiar with as much of the

historical evidence es possible, to have lis1ened to and played Franck's works and those of the

French Romantics so often that a dose approximation to an authentic interpretation might

become second nature and instinctive to the performer.

65



CHAPTER FIVE

SOURCES

5.10 THE AUTOGRAPHS PRO PUBLISHED EDITiONS

Tl1e extant manuscnpts I)f the organ works of Cesar Franck have been catalogued and

described by Jaquet-langlais (1990:3-5}. The genesis of each work was also briefly detaiied by

Smith in a monthly series published by The American Organist in 1990. For -ore specific details

and references, however, it is recommended that the article 'The Organ Manuscripts of Casai

Fronek' by Wayn~ teupold be consulted (1990:109-111).

Franck oontinually revised and re'Vvoi'l(edhis compositions. Leupold describes t'1e process as

follows:

First there was a very rough draft, just ideas, not even with the notes tilled in. At
least with some of the compositions there was a second-stage manuscnpt where
all the basic chords and notes are in place, but not totally refined, and not with
any registrations present Finally, there was always a complete final manuscrlpt,
which Franck acruaUyused whenever he performed the composition. Before he
sent this manuscript to the publisher. he recopied the registrations, usuailly
simplrrJing them slightly, and added final dynamic marks in pencil (1990:111).

As may be seen in the manuscripts, and especially from the Eantaisie, Franck was meticulous in

editing each one of his works, movir,) from a sketch stage mrough two or three stages to a

definitive version. From the definitive version Franck himself supervised and corrected the

proofs for publication. Although the degree of error between the onginal publications and the

manuscripts is minimal, certaln mistakes arl:::present in the first editions, some of which were

even reprinted in subsequent editions. The publishing house of Maeyens-Couvreur was

responsible for the first publication of the Six Piece~ (1868). The Six Pieces were subsequently

reissued by Durand & Gchoenwerk in 1880, using the original publishez's plates. Dur-and &

f;:G10enwerk undertook the original publication of the Troispieces in 1883. The same company.
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then operating under the name of Ao Durand & Fils, issued the first edition of :he Trois ChOrdls in

18910 In 1959, the complete oeuvre was reissued by Editions Durand & Cie in a new horizontal

format It is unfortunate that this new printing was entitled 'Edition originals' as th;s new

engraving contained more serious textual errors than did the original priNting (22 in the Grande

Piece sympnonigue alonel), A list of these errors in this later Durand edition has been compiled

by Cr::lighead and Godding (1985:56-58)0

Since then several editions of the complete organ works of Cesar Franqk have been printed by

various publishers. The edition by Bornemann, edited by Marcel Dupre, was published in 1955.

Jeanne Demessieux, one of Dupre's most brilliant proteges and his suppJeant at Saint~Sulpice,

helped Dupre prepare some of the works for the pre-55 (Toou-Co!!eney in Murray;~985:164n).

She stated in her biography that Dupre had no confidence in the Durand edition. Dupre's

teacher, Guilmant, having seen the autographs of the Trois Ghorals, had declared Gigout's

preparation of the works faulty, particularly in the matter of phrasingo Examples of this may be

found in mm.122 and 281 of Choral no 2. Emory Fanning. preselldy in possession Of the

autograph manuscript of this work, has written:

And here I must CHI! attention to the un-dotted half note (8) in m. 122; it was
dotted in the first and all $vh"''3quent Durand editions. This is a small but
significant error which has : 1'. re.Jected in countless performances of this
magnfficert~work "0 A brea !I r all voices after the second beat in m.122 is
Franck's intent

[In m281J once more we clearly see Franck's intention to phrase in all parts. The
dotted B in the 1892 and subsequent Durand editions is an error.

At the time of Bornemann's publication, Dupre was the most respected organist and recitalist in

the world and, no less, also the Professor of Organ at the Paris Conservatohe. His edition of

Franck, and other composers, received much acclaim at the time. Dupre's comprehensive

fingering system is well suited to smaller hands and provides several successful fingering
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solutions to tricky passages. Today. however, they are considered to have value only as

pedagogical tools and as artefacts of the.: Gililn Jition of Franck Interpretation. Of the

edition Smith has 'Mitten:

ViE:wed today, his four-volume edition o'f· Franck's VJorks suffem from some
negative features, Dupre added what he ool1s1':ieredto be 'appropriate phrasing',
'necessary ties between notes', 'suppressed all unnecessary ties', indicated
'registration ,.. and rational dynamics suited to modem instruments' consistently
omitted H1e Hautbois from all toundatlon stop ccrnblnations, eliminated or
changed dynamic markings, omitted fermates and tied what he considered to be
'common notes'. The result is that it is kn~'(Jssible to arrive at what Franck
Originally wrote (1990/a:54).

This is the general attitude towards the Dupre edii~'Jn; in a study of textual authenticity, the

edition has no value, However we must not misunderstsod Dupre's intention: he did not alter the

text, but rather attempted to correct what he thought were irregularities in the Durand edrtioll. He

viewed his Franck edition in a similar light as his Sacli edition: as a 'practical' student~guide

which eliminated vagueness in the approximate observance of note-values, eliminated the

superfluous ties, left-hand doublings of the pedal, G""v,j tied common notes. Murray reported of

Dupre that, 'he took special pride in his Franck edition, which he said rectified the alterations

and wrong notes of its predecessors, while establishing in print b Ie oral tradition handed on by

Franck himself to Guilmani' (1985:164). In so doing, however, Dupre reveals his fastidious

temperament which was in complete contrast to Franck whom Jaquet has described as 'the

gentle poet, free from all constraints' (1918:15).

The SchofJUniversal Editions Urtext of 1990, edited by Gunther Kaunzinger, is the most recent

version of the complete Franck organ works, appropriately issued upon the centenary of

Franck's death. Based on the autograph manuscripts and Durand's first editions, this version is

commendable in that it attempts to :\",)ii1'l9ct illlie increasing number of errors which had

accumulated in the successive reprints of the Durand edition, and 'to repro~ ...=·~"n('.h~n';led ail

dynamics, articulation markings and registrations .." specified by the composer'
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(KaulIlzlnger,1gg0:6). Kaunzinqer has also provided infonnative and thoroughly criti;;:..., "lnd

int~rpretatlfe notes in French, German and English. Overall, the edition's critical reception has

been favourable ..Whlie Kaunzinger has succeeded in hi~ task to a large degree, some textual

errors remain uncorrected: m.43 of the Fantah'sie(discussed ~nChapter 6) and the crescendo

marking ove!' the last soprano note in m.M of the same work. This edition is, unfortunately, also

somewhat marred by several minor historical errors, Fronek was appointed organlst of Sainte-

Clotilda in 1857 not 1853 as is printed, The Fantaisie en. La was performed at the rEr

inauguration of the Saint~Eustache organ in 187~~not 1811, Incorrect dates are also given fLir

the oomojp'iion of both the Fantaisie and the Piece. hBro"igue, Kaunzinger wrote that the

autograph of the Fantaisie was da~ed 'October 1869', He quoted as his source the Bibliotheque

Natlonale manuscript rltl.8564 (1990:84). However. since the Fantaisi~ was published in 1868

as part of the collection entitled Six Pier.es, it is obvious that these two dates do not correlate,

Smith quoted the same marluscript source as Kaunzinger, but noted the date of completion as

'October 1863' ("1990/a:55), Both Jaquet~Langlais (1990:3) and Leupold (1990:109) agreed with

the date given by Smith. On referring to t.he autograph manascript Kaunzinger's mistake is

better understood, as the date, being unclear, is misleading at first glance. In the same edition,

the date of completion of the Pie~ hero"igue was given by KatAnzingeras 19 September 1878.

The date on the autograph manuscript itself, as vJitll the date of the Fantaisie, is ambiguous.

Smith (1990/a'76) and Jaquet~Langlais (1990,5) nave both given the date as 13 September.

Thus the date of completion of the Piece. herp'igutl places it between the remaining

compositions of the Troi~;Pieces; the Fantaisie en ~ of '10September and the C~ntal:>i!eof 17

September.

The complete works have also befl1npublished by the follOwing foreign pUKlliishers: Peters

(ed, Barblan,1919): Schirmer (1923); Novpllo (ed. Grace, 1948), Bornemann (ed, Dupre,

1955), Dover (1992). Numerous editions of select works have been made, including the Piec;e

69



hSf9jg_ueedited by Bonnet for Schimler (1929). The Trois Chorals have been published

separately by Fischer and Erc (ed, Bonnet 1943), Editions Durand & Cia {ed,Durufie '1973}, and

the Dutch company Am Nova (n.d.). It is recommended t'1at, although valuable for their

interpretational and technical suggestkms, the editions prepared by Bonnet and Durufie b~ used

only in oonjul1c.1:ionwith the Durand editions;, Bonnet's r~&listratjonalmaoongs were intended for

the American organ of the 1930:::;and should therefore be ignored (Smith, 1990/a:74). ~Iowever,

unlike ~.heDUffilkli:ll edition, Bonners editjon of ChQral.no 2 is faithful to the original with n~gard to

phrasing. It is surmised that in preparing his edition, Sonnet had access to the autograph.

Durufle's edition of the Trois Charals was inspired by his teacher Tournemlre. The edition does

not change the composer's text and the additions made by Durufle in the fonn. of ~lc:lmpo

indications, nuances and rubato suggestions are enclosed within parentheses. Unfo:tunately, a

comparison with Toumernire's recordings reveal irconsistenCies as regards certain tempo

indications and mgnstrations,

The most IT\9cently published individual work is entitled FlieC6 QQ!!rGrsnd-Org_ue. Because this,

the thirteenth of Franck's major organ works, was discovered only recently it was never

published and never featured in arlY c-..atalogueof the composer's works, It is a working

manuscript withcut title, tempo marking, or registration, Joel~Marie Fauquet discovered the

composfion in a collection of notes and autograph sketches which the composer's qrand-

daughter, Therese Chopy~Cesar Franck, gave the Censervatoire in 1947, It was finally

published in 199u by Editions Musicales du Marais, Franck completed the work on 19 May

1854, just one week before it was due to be played at the inauguration of the organ at Saint~

Eustache.
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CONCLUSION

At first glance the differences between the editions seem slight, apart from registrational

variances. However, when addressing the issue of authenticity, even the slightest textual

inaccuracy should be documented. The older foreign editions have long been acknowledged as

inaccurate and unreliable, The Gl'arman Peters edition is overloaded with editorial phrase

markings, articulations and some registrational inaccuracies which may, however, be corrected

b~1consulting Jaquet (1978:12). The English and American I';:ldit!onsmay be criticized on the

same grounds. These editions ~the Bonnet edition of selected works is ai't approl'rlate example

= adapted the score to accommodate the typical American organ. These editions are onfy of

reference value to the organ scholar today, Who ought to be primarily concerned with

authenticity. Smith believed that, 'Today, orgZcnists' interests in authentic interpretation and

historical authenticity easily cross these nationalistic differences' (1990/a:54).

Thus it must be concluded that the most corlsuHed and reliable edition is still the earliest Durand

edition (D.S.2619~2684f D.8.317&,3177, 0.8.4414-4416). However, several inaccuracies; are

evident, even in this edition, when a comparison is made with the oltginal manuscripts. Thus,

none of the available e~itions is complete~1correct. A work~by-work analysis of editorial misprints

contained in the various editions will th~refore be found - as and when relevant to the recorded

performances - in Chapters Six, Seven and Eight

5.2. SOME COMMENTS ON THE EANTAISlg Op.16

Until recently, it was beli\~ved that the first reference to the Fantaisie was made at the

inauguration of the Ducroquet organ at Saint-Eustache in 1854 at which Franck played 'a

famaisie composed wtth care and energetically performed' (Smlth,1983:13). However, the

recent discovery of the Piece pourGrand~Orglle has led Fauquet to believe that the above

quote was not a reference to the Fantaisie, but to the Piece. Sne has written:
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Certainly the Piece, with its five sections, has the ..free form of a fantalsie, while
the style of writing, with dramatic contrasts, would show to advantage the
different timbres of the new Grand~Orgue (1990:V).

This could mean that the Fantaisi~ was composed only after 18f ~...The next possible reference

to the F~taisie, mentoned in Chapter Three, suggests that the work was performed on the

occasion of Fmnck's demonstration of the four-manual organ destined for the Cathedral of

Saint~Mlchel, carcassone, It was written of the demonstraton that:

_ The interpreter, M. Cesar Franck, an excellent o;ganist, highlighted all the riches
. and harmonic resources, fil"sf by a ImO\\'fedgeable execution of 'sever= music,
very welt written by himself, and then by brilliant imj.Jrovlsations
(Blanchard,'j 858:247-48).

Unfortunately, the above quote does not dll'"tail the exact piece performed by Franck. However,

the registration written by Franck on the manuscript of the Falltaisie compares favourabfy with

Smith's reconstructed specification of the organ, which had two manuals under expression, and

has also helped in compiling the original specification. It is for this reason that Jesse Eschbach,

in his preface to the Foroerg edition entitled Fantaisie fOr Orgel in Dre! Versionen (1980). also

believed that the piece dated back to 1856. He has written:

Fortunately, a major element allows for the approximate da~1g of this piece: the
utilisation of the little Swell and Great Swell ... produces a combination which is
completely unusual ... [and] identifies the Cavaille..Coll organ built for the Saint~
Michel Cathedral at Carcassone, displayed in the manUfacturer's workshop in
1856.

Leupold believed that the first version of the Fantaisi~dates c.1857 (1990:111). He argued that

because the Andantino is included in the same sheaf of manuscript as the F®talsie; th~y were

intended for publication by Maeyens-Couvreur at the same time. Leupold ststes that sinc-e the

publication date of ihe Andantino is confirmed as 1851, this Is therefore the date of the first

version ot the Fantaisie ('1990:109). The; Andantino was, however, published il11858 not 1857,

but Leupold's reasoning is still sound.
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From the above two sources, it is possible, therefore, to conclude that Franck probably

composed the first version of the FalJ!aisie between 1056 and 1858. This places the

composition of the firs!:version of the work a possible two Dr even three years later than Smith

snaintains.

nt was only in October ~363 that Franck made a second version of the work which was

published in 186a, and the third version 0.1868-1880 (Leupo!d,1990:109). Jaquet-Langlais

(1990:6) S\ ~plies I~ more detailed examinallon of the later versions ofthis work.

5.3, ORGANS USED IN THE RECORDED PF.~~JRMANCES

The importance of choosirl:~ the most suitable organ on which to record should not be

underestimated. However. when performers are faced with the prospect of recording selections

of works by various composers or giving a recital, practical and financial cons'deratons often

dictate the venue and, to some extent, the works. In a situation such as this, stylistic

compromise is inevitable. Since these performances could not therefore be judged fairly Witn

regard to the issues of authenticity, they were not included in 'this study. On the other hand,

when faced wi~h the prospect of an integrale recording, performers should ideally be able to

carefully select an instrument which ~IIIIserve the composfions. This choice will reflect, to some

extent, the degree of respect that the performer accords the work; and could even expose

performers' want of understanding of the composer's oeuvre.

Twelve integrale recordings and one incomplete set (that recorded by Tournemire) are

discussed in this study. The cornolete details of these performances are catalogued in the

Discography, The rollowing table details the organs on whiCh the performers recorded their

integrale recordings. They are listed in chronological Cider in Table 3.
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TABLE 3 : ORGANS USED IN THE RECORDED PERfORMANCES
TOURNEMIRE Sainte-Clotilda, Paris ~-

Cavaille-Coll.1859
46 ranks

~~-------f-~",",la=rgOL;le_"'Wc...u=n=8:c.;;lte=r_;;.e-"'cd:aUilTle gf record.c..c:ll ....g~ ~
-MARCHAL Sa!nt-Eustache, Paris

Ducroquet-Gonzalez, 1854
86 ranks

~~~~~ ~~a~ll~e.~re~d~jn717.8~7~9~.1~9~30~.,_i_96_~9_. ~. __
LANGLAIS Sainte-ClotildEl,Paris

Cavaille-ColI, 1859
56 ranks
allemd iI119~213.1965.~+-'-~
La MadelehiEl. Paris
Ct:lvai!le-ColI,
aitere.d in the 19605

DEMESSIEUX

GUILLOU

Katarina Church, Stockholm
Akerman & lund, 1915
58 ranks~~-. ---- ~-:-~~~~....,..----~-~---~~-----j

BATE Saint-Pierre, seavats
Danion-Oonzalez, 1979
77 ranks

Saint"Fran~(lis-de-Sales. Lyon
Cf:Naille-Ctlil. 1879
45 ranks
unaltered

~·~·~-~~--t-;:;:L!Jiion Cathedra!
Cavallle-ColI,1857
54 ranxs
~alteration in 1899.1968.

ALAIN

~OBSAM Sainte"Croix, Orleans
Cavaille-Coll, 1880
50 ranks
unaltered

Salnt-Eustache, Paris
van den Heuvel, 1990
101 rankS~~~-:-:-------:~

MURRAY Saint-Semini Toulou~e
Cavaille-Ctdl, 1639
55 ranks
largely unaltered. . ._~_.~~~~_~.~_~

~~.~.~IH.8de.rsle. v CathedrafDenmark
Marcussen s Son, 1948
76 ranks

I-"-_~~~_.~ altered in 1969.~1971 ..m~~~. •. ;:"':: _ ~._."~ .. ~--:::::-7.~-,
ROTH Spieltisch Cathedrals Saint·iE:liienne, Saint-

Bnew:::, 8rittany
Cavaiih?-ColI,1848
42 ranks
restored by Cavallle-Coll in 1872

STEWART

Saint-Sulpice. Paris
Cavaille-CoU.1862
112 ranks

k_~ __ ~ ~la~mrg~e~IYbu_n_a_lt_er_e_d__ . . _

Santa Maria del Coro, San Sebastian, Spain
Cavaille-Coll, 1C63
44 ranks
largely unaltered
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Recording a performance on an instrument such as the organ is a difficult task. The success of

a recorded oertormance lies ultimately in the ability of the recorJinq engineer to capture the

organ's full palette of sounds, enormous dynamic range and a sense of the t'A'1urch's acoustics.

These factors were borne in mind during this study, especially since some of the t)lder

interpretations, notably mose by Langlais and Demessteux, were poorly recorded.

The most authentic recordlng of Franck's works would obviously be on the organs with which he

was associated and for ,\;vhich he composed, namely those at Sainte-Clotilda, the Trocadero,

Notre-t3me-de-Lorette, Salnt-Jean-Salnl-Francois du Marais and possibly the organs at Saint~

Sulpice and Saint-Michel, Carcassone.

There have been only two Franck recordings of importance on the organ of Sainte-Clotilde. In

1930 Tournemlre recorded the Pastorale from Six Piece.§, Cantabile from Trois Pieces, Choral

n03 from Trois Chornls and two pieces from L'Organiste. This is a unique recording of Franck's

works and is chosen here accordingly as it is the sale recording made on the organ at Sainte-

Clotilde which preserved the sound of the organ as the composer knew it

The onl~ recording of the complete Franck works at Sainte·Clotilda was made by Jean Langlais

in 1964, but by this time the organ had undergone two renovations. The first, which took place

in the early 1930's, was an extensive 'restoration' and rebuilding by the firm Bellchet-Debierre,

under the direction of the then i.itulaire Charles Toumemire. The altering of the Sainte-Clotilde

and other organs resulted from a marked aesthetic change in the world of the French organ

between the two wars. Roth has described the change:

A certain saturation of the symphonic style and weariness of the symphonic
literature led to the restoration of Gregorian chant and the rediscovery of old
music. At this time Vieme expressed reservations concerning the Notre-Dame
organ; talking of mutations and mixtures. Tournemire went further by altering
Franck's organ at Sainte-Clotilde to suit his preference for the works of
Frescobaldl and 8UJxl:ehude(1979:5).
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Jean-Louis COignet described these alterations as follows: 'At th~t time a new console was

provided, the Reat was considerably enlarged, some stops transferred from one division to

another (ten stops were added, comprisiiig some seventeen ranks). and the wind pressure of

the Positif was reduced'{SIT'ith,1983:59n). The new console had 61 notes as opposed to

Frai1C;k'soriginal 54, the pedal enlarged from 27 t.o 32 notes. Several pneumatic pistons were

installed on the new console. Andre Fleurj. one of Toumemire's assistants, recalled:

Tournemire wanted to enlarge [the organ] ... it was all changed ... you no longer
hear the organ I knew in my tvventies (1994:146).

When asked whether Tournemire had realised he had made an error after th~ restoration,

Fleury answered:

"Isn't my organ much better now?" he would say. And no-ens dared contradict
him (ibid).

In the second renovation of 1956 the action was electrified and several more pistons were

added. It was at this console that Langlais recorded his Franck. integrale. langlais commented

on the fourth page of the notes supplied with the recording: 'I have composed my registratlon

using the stops that existed in Franck's time. , have only made one exception. which I couldn't

help: in the Grande Piece sy_mphonigue.in the Andante which was written for the Clarinette of

the Positif. I had to change this because the Clarinette of the Positif had been conveyed to the

Recit by Tournemre',

In 1983 Langlais supervised another restoratonundertaken by J. Barberis. This time round, the

Clarinette was moved from the Recit back to its original plaC€:on the Positif. while two e>..'tra

ranks were added to the Positif (Ann~Marie Penissat, Communication:1/11/1992).

Thus the organ at Sainte~Clotilde has over the years undergone many major alterations and
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rebuild[ngs and, tragically, no longer retains its original character, It is understandable why

performers no !,:)!1geruse thls organ for rec.ordings of Franck. As for the organ at the 'Trocadero,
,

despite the efforts of Maicel Dupre, it too fell victim to fashion and no longer exists in its original

form. However, the overall unifo011ity of the existing unaltered Cavaills.coli organs in matters of

tone-colour and specificatioll means that performers wishing to record can look elsewnere for

an organ of similar size, specification and date. Their choice has to be carefully considered

since the organs Franck knew ail had some characteristics unique to Csvaille-coll instruments,

as has been mentioned in Chapter Three,

An instance of this can be observed in Roth's recording of the Trois Pieces. In attempting to

observe the composers registrations, to address the differing characters of the three pieces,

and, at the same time, to adhere to the manuscript registrations for the Trocadero organ, he

chose to record on several instruments: Spie!tisch Cathedrale Saint-Etienne (Saint-Brieuc,

Blittany), Santa Maria del Cora (San Sebastian, Spanish Basque Provinces) and Saint~Suipice

The Cavaille.-Coli organ at San Sebastian originates frem the same period ln which the organ at

Sainte-Clotilde was built It has 44 stops (46 at Sainte-Clotilde) end, like Sainte-Clotilde, has

three manuals with 54 keys and pedal with 27 keys as well as a Positif division which fulfils the

function of a second Grand Orgue. It has been preserved in almost its original condition; the two

stops - piccolo and mixture of the Grand-Orgue which have been 'brightened' slightly ~are not

used .:1the recording"
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The organ at Saint~Brieuci completed by Ca'/aille-Coll ill 1848 as a three-manual insfrument,

was extensively repaired in 1872 when the spire collapsed after being struck by lightening. This

gave Cavaiile-Col! the opportunity of adding a fourth manual. Alfrtough three alterations have

taken place since then, the organ has been restored to its original condition as it was in 1872

with mechanical action and Barker lever system. The "new' manual, 'Which operates only a reed

stop (Voix humane), fl.ll*,~~s function of a coupler-manual; therti: being no coupling

mecnanlsrns between the other manu"1is.

The organ at Saint..sulpice, built in 1862, with its 100 stops spread over five manuals, was the

largest organ built by Cavaille-Col!. It is fortunate that none of this original pipe~ oJl"K was ever

removed and that only minor alterations were made to this famous instrument in the past These

alterations were reversed in 1991 when the organ was restored to its onginal condition by the

Jean Renaud firm of Nantes. Daniel Roth, organiste tJYufaireof Snint-Sulpice has explained:

Sa:nt-Sulpice has al\.vays been blessed with organists who have scrupulcusly
respected the instrument, ana this. together with the fact that there have been so
few incumbents here, has contributed greatly to the almost untouched state of
the organ. With regular cleaning every twenty years or so, good maintenancdo

and respectful fitu/aires, the masterpiece has sUrvived the ravages which befell
so many other instruments (Buxton.1992:14).

So far only those recordings by Toumemire, Langlais and Roth have been mentioned. No'.,.

among the other ten pertormers, five also recorded on Cavaille-Coll instruments. Of these

Murray, RObsam, !soir and Alain used instRiments largely unaltered since their creation. Of the

recordings by Stewart, Sanger, Bate, Marchal, only Stewart voiced his concern about his

organ's limited ability to provide an authentic Cavail!&Coll sound. In the notes supplied with his

1900 recording Stewart 'MUte: 'It is my hope that I have come as dose as possible to the wishes of

the composer, whilst not ha\.ing the opportunity to record these works on a French insuLment'. That

Stewart attempted an authentic sonority is commendable. However, the Marcussen organ at

Haderslev Cathedral on which he recorded unforturvately reveals the strong foundations and
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clear upperwork characteristic of most German~inspired organr" It also lacks the eclat

charac!er.stic of French organs. Only one division of the Haderslev organ is capable of

producing a I'ea! Fonds de 8' sound. AI! the other manuals are limited to one 8' stop besides tile

Principal, As anticipated, when comparing the relative strengths of the pedel divisions in the

recordings, the Stewart is the loudest. An organ of similar character is the Oanlon-Gonzales

organ at Beauvais Cathedral. Its thin tone and over-bright mixtures, Nee-Classical in flavour, are

not particularly suited to Franck. Bate furnished her reasons for record!ng at Beauvais:

I was in the building recording the complete works of GHvier Messiaen and at
such times when the traffic noise outside W'dS too heavy for the transparent
textures in Messiaen's music, I chose to have the denser, more robust scores of
Franck, as a sort of relaxation while I was waiting to continue my other world
(Communication:1/11/1994).

Andre Isoir recorded on the Cavaille-Col! organ at Lugen Cathedral. This instrument was

o.1Jinally intended for Saint-Michel, Carcassone, on which Franck performed his Eantaisie.

I~oir's recording is therefore, at least for this work, most interesting. However the organ has been

considerably modified. The second division under expression - the Grand~Rec.itexpressif with,

inter alia, the Gambe 8', Salicional S', Quintaton 16' and 16' Bombarde-was replaced by a Echo

manual on which mutation stops abound. In 1968, the Gambe viola 8' of the Grand~Orgue was

replaced by a large comet, leaving the Grand-Orgue without any string stops. There is arso a

new Sifflet l' on this manual. A new Plein Jeu is present in the Positif diviSion, and in contrast to

Sain~e-.Clotildethe organ lacks a FlUte harmonlque 8', Like the organs used by Alain Bate, Roth,

GuillOLJ, Murray, Rabsam and Stewart, the organ used by lsoir also lacks a 180uidon 16' on the

Posltif. In this case, however. because the Grand-Recit expressf was replaced, there is no other

manual Bourdon 16' to compensate for the Positit's deficiency. Consequently it is one 16' ftink

short, The Pedale division w~s expanded from six to eleven stops including a mixture"
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Apart from the numero' cO:; alterations, it is possible that the original character of instrument at

Lucon was unsuitable for the performance of Franck in the first place. It wras completed only two

years before the organ at Sainte-Cknilde, yet it 'belongs to an era Au"tistideCavaille-CoH,

although he had a!ready conceived of the idea of a 'symphonic' fr'g~@ not yet systemGfiized

it' (Moreau,1970:3). It was only in the construction of the orgar! t8! Sairu[e-Clotilde that Cavam~

Coli 'took the last subtle but crucial step toward the p!J~er][~ranslation 0'1 the sYl11phonicgesture

into m_:an-buildir.g terms' (Lueders and von Eck,1990:117). In the Lucon organ the Nassrds,

Quints, Cornets, Fournitures and the Plein Jeu ranks of the Classical tradition are mixed with the

harmonic and octaviante flutes and garobes of the new symphonic deSIgn. Moreau continues:

'there is nothing surprising about the fact that the forty stops of the Lucon organ still have the old

French sonority' (ibid).

As was ~hecase with the organ chosen by Isoir, the CavaiUe-Coli organ at Saint-Croix on which

RObsam recorded also lacks a Flute harmonique 8' on the Positif, and a Viole de gamba on the

Grand-Orgue.

Despite the small number of stops in the Pedab division of the organ at Sainte-Clotilde, the two

flue stops of 16- and 8- foot pitch were characterised by a strong. clear sound as may be heard

in the Tournemlre and Langfais recordings. 'fhe Contrebasse 16' and Flate 8f in the Pedale

division c r the organ at Saint-Fran9Qis·de-Sa!es did not approximate their counterparts at SaInte--

Clotilde. it is for this reason that Alain had to augment the Pedale division. Apart from this

problem in the Pedale, and a missing Montre 8' on the Positif manual. the specification of the

organ at Saint-FranC;Ois-de-Sa!escorresponds well to that at Sainte-Clotilde. Similan'Y, th~~timbre

of the Hautbois corresponds very well to that at Sainte-Ciotilde in that it is soft and very smooth.

This quality is evident e~pecially in Alain's recording of the Choral no 3.
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Michael Murray faced a similar problem on the organ aii Saint~Semin. Although this organ

possessed a Montre 8' on the Posit:f manual as wen as a Cor de nuit 8' and a Salicional 8'.

Franck's organ also had a Bourdon 6' and a Gambe 8'. This deficiency is compounded by the

lack of a Bourdon 8' on the Reelt divislon,

The organ at Santa Maria del Com, San Sebastian, also lacks a Recit Bourdon 8', But of more

concern to Roth was the missing Recit to Posltif coupler on 'WhichFranck so often relie;d,arising

from t,e lack of a Redt to Grajld~Orguecoupler on his organ. Roth notes: we tried very hard to

solve the problem ,of the missing coupler RecitJPositif in the Fantai~ie en dO' (1991).

In comj)aring the timbres of the various orqans, it was found that the Recit chorus-reeds t)f the

organs used by Roth, Sanger, Langlais and Marchal create only a s!lght change of timbre when

added to the organs' foundation stops. This accords with Marchal's comment that

the Red~on Franck's instrument was very small, sounding very well when the
box was open. but when closed, the reeds would disappear behind the
foundation stops .of the other manuals (1913:13).

The Murray rec::>rdingat Saint-Semin showed that the addition of the reeds drastically altered

the timbre, more so than in any other recording.

Eariier in this chapter it was mentioned that Franck performed tile Piece pour Grand-Orgue at

!:he inauguration of the Dueroquet organ at Saint-Eustache in 1854. A substantial rebuilding of

this instrument was subsequently undertaken by ME.-rklin.The rebuilt organ was formally

'accepted' by a commission which included Cesar Franck, 'who performed at the re-inauguration

of the instrument in 18790 Further work was carried out by Gonzales between 1927 and 1932.

The final restoration, during which numerous mutation ranks and Mi>..1ureswere added, was not

completed until 1967, ina Ecno-expresslt division of seven ranks, playable from both the Positif

or the Solo, was added during this last restoration. Thus, the organ on which Marchal recorded
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is vastly d~fferent from the Ducroquet organ vmich Franck inaugurated or the Merklin organ

which he was subsequently involved in appu'0\;. 'Ii::;;).

That the balance of sound betv/ean individual ranks and whole divisions of a Cavai!le-ColI,

aided by the use of the expression pedal, is an import..antfactor has already been mentioned in

Chapter Twtt Among the various organs chosen for the integrale recordings it is clear that

some, particularly those Ofgar liS designed by finns outside of France, required a more

£ubstantial re-balancing of the dynamics than others.

Overall, German and American instruments are particularty unsuitable for Frdnr..k's music in this

regard &5 the Po~itif divisions on these types of organ are usually miniature replica~ of the

Grand-Orgue, particularly In the domain of the reeds.

It is not (mly the tonal differencels which distinguish organs by differeni. builders but also the

different actions. 111e organs CJI1which the performers chose to record rarlge from original

tracker-a ...1ion instruml?nl$;to ihose that are partially or fully electrified.

Most electrically",assisted instruments provide improved repetition and fluency of playing, Tney

me also ur 'Illy equipped with the 'systeme arnericaine', This system of manual and pedal

pistons facl~ytdtes efficient stop changes and preparation of reg~strations. \jVithout a clear

understanding of th~ mechanlcs ©f the instrument fo: which the composition was originally

il1~®nded,it is easy to f'li~et that jet~propelied tempi and random stop changes would not have

been possible on earlier mstruments. Having the feel of playing action similar to that which

Franck knew gives thf~performer a considerable advantage,



CHAPTEPSIX

FANT.AlSIE Op:t6

INTRODUCTION

It is to be accepted that the individual nuances and specific cheractedsncs of each performance

are quite impossible to document fully on pap8!: While the parameter of tempo lends itself to

easy measurement, the parameter of rubato is a subjective matter. On!~ broad descriptions of

rubeto are given in most cases in an attempt to preclude arduous note-by-note analyses.

Concerning the registrations of the works recorded, it was fortunate that these had been

documented in certain cases. If a performer replied tOI my correspondence, it was aiso possible

in some instances to verify speclfic registratultilil choices. Where neither approach was possiole

such al1~lyseswas exceedingly difficuH.However, with a knowledge of the exact specification of

~ne organs used, the registrations indicated in the scores and b~1dint of comparatlve listening

procedures, broad registrations could be calculated. The findings were then verified by fellow

organists and an ol'ganbuilder.

The following information goes into such extreme detail that itwill obviously be better understood

if used in c.onjunctioh with the various wlCloordings.However, because several of' the recordings

are on vinyl (i.e. 33 r.p.m.) am] therefore out of print, I have attempted to provide the most

accurate descriptions possible, while at the same time attempting to avoid a long and laborious

text.

For each movement I')f the three works under discussion in this and the ~~l!ovJingtwo chapters,

the composer's original French registrations are given first. The English explanation of tt"~se

instructions IJsingthe actual stop-names then appears in parenthesis. These lists are based on
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the specifications of the organs for which the works were intended" A dlscussion of the

reoordings of each work is then presented.

FANJAISIE Op.16 : BACKGROUND

The Faotaisie. Franck's first significant composition for organ, displays the diatonic writing and

undeveloped structure more ch9racleristic of his early compositions. Despite the relative

immahnit)' uil' this work (Franck's genius was 01161 which developed slowly), !~heregistration

procedures employed by Franck in this work are charactensnc of all his later organ wor!'.s,

including ine CantaiJile and Choral no.3.

REGISTRATION

POCOlENTO

Positif:

Fonds de 8 pleds e~Hautbois [FlUte harmonlque S', Bourdon 6'. Viole de
gambe 8', Basson-l-lautbois a'l.

Fonds de B pleds [Montie 8', FIQt~ harmonlque 8', Bourdon 8', Gambe 8',
Sa!icianal 8'],

Recit:

Gl'and~Orgue: Fonds de 8 pieds [Montre 8', FIOte harmonlque 8', Bourdon 8', Gambe
8'].

Pedale: Fonds de 8 at 16 pieds [Contrabasse 'l6', Basse 8'].

At m.4'1: Ajoutez tes jeux d'anches du Rec.~et Fonds de 16 pieds
[Add the Reclt Anches and the 16' foundation stops:

Recit: + Flut~ octaviante 4'
+ OC!8vin 2'
+ Trompette 8'
+ Clarion 41

Grand~Orgue: + Montre 16'
+ Bourdon 16'

Posrtif: + Bourdon 16'].

At m.S9: Otez les anches du Recit
[Reci{ Anches in:

Recit: ~FlUte octaviante 4'
~Octavln 2'
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~Trompette 8'
- Clarion 4'].

The work opens quietly on the Recit 8' foundations with Hautbois. The piano marking indicates

that the swell box should be approximately half open. The use of stops of only 8' pitch, the

dynamic, the diatonldsm dnd simplicity of the opening material create an oven3:~effect of

calmness and serenity.

Already within the first few measures of this work some of the performers' idiosyncratic

registratjon techniques are evident With regard to the Marchal recordinq, unlike those

performances limited by an organ's specification, the Ducroquet organ at Saint-Eustache on

which Marchal recorded had all the required stops for Franck's works; any mar'f::adly differing

registraticil combinations are assumed to be based more on personal preference than on

considerations of authenticity.

By avoiding the Hautbois in the opening registration of the Fant&isie it is immediately presumed

that Marchal was puffing into pracnce his 'equivalence' theory explained more fully in Reboulot

(1983:11). M~:lIltlalwas concerned with obtaining sounds similar to that on.Sainte-Clotilde when

playing on other ~rgans. He asserted that on some organs it was preferable to use a Gamba

instead of the indicated Hautbois, and an Hautbois instead of the requested Redt Trompetle.

This was because at Sainte-.Clotilde the Hautbois, though adding an edge to the comblnation,

had a subtle and gentle tone similar to a Gambe and blended extremely well with the

foundations. The validity of Marchal"s 'equivalence' theory has been corfirmed by Lueders and

von Eck. They cautioned that 'performers today should keep tneae descriptions in Inlnd, while

registering. especially before diligently tollowing Franck's instructions to the letter'(1990:118).
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However, from a study of Marchal's recordings of other works it is evident that his registrations

are concerned less with trying to approximate the requested sound of Sainte-Clotilda on the

Ducroquet organ at Saint-Eustache than with personal preference, After consulting the Reeit

registrations which correspond to the Fonds 6f:a! 8 pieds et Hautbois indication given at the

opening of the Fan1aisie itwas found that Marchal's recordings show liltle consistency in regard

to his 'equivalence' t.l1eory.In Choral no 3 (mm,117-119 etc) Marchal omitted the Halllliois from

the combination, but employed it in Cboralno 1 (mm.a.,15etc). Similarly, Marchal's registf.ations

lacked consistency when the registration required, for melodic interest, the Hautbois in

comblnanoru in the Prelude. Fugue et Variation (soprano line from m.1) and the Cantabile

(soprano line mm.18~87)Marchal seJfJctedthe Hautbois (by Itselt), but in the Pastorale (soprano

line from m,1) he preferred to use the Gamba 8' as a substitute. This is in total contrast to the

registration used by the composer in his performance of the work on the organ destined for

Saint~Michel. carcassone. From the manuscript it is evident that Franck drew the Anches of the

Grand-Orgue for the opening of the fantaisie thereby creating a more powerful opening

statement If Franck performed on the organ at Saint-Eustar.he, whose specification in

Marchal's time also included two expressif divisions will' batteries of reeds, it is not unlikely that

a similar registration would trave been forthooming.

Although Marchal omitted the Hautbois in the opening registration of the Fantaisie, the stop

is used in other works. Demessieux, on the other hand, consistently neglected to add the

requested Hautbois to the foundation stops, This registration preference was a result of

Demessleux's reliance on the Dupre edition which unfailingly omits the Hautbois from not

only this, but ali of Franck's works, Since the importance of the Fonds et Hautbois timbre to

the music of call fer the addition of the Hautbois in his Franck has been established it is, as

Jaquet mentioned, incomprehensible why Dupre does not call for the addition of the

Hautbois in his edition (1918:28). The alteration in timbre is especially evident in Choral no 1
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(from m.t), the choral of Choral no 3 (.\1.30),and the canonic section of the Prelude, fugue at

variation. It is therefore not surpri~ing that the Hautbois has been omitted from the opening

combination of the Fantaisie. However, although Demessleux is obviously partia! to her

teacher's indications and, like him, always played without a score, she often makes lise of other

registration~. Her interpret3tion of Choral No 2 is an example of this. While she follows Dupre's

instruction to change rnanuals at m.17 and add the Pasitif mutanons at m.SS she proceeds to

select her own combination by adding the reeds at m.41. By m.65, however, she returns to her

tescher's edition and to hm characteristic omission of the Hautbois.

Desplte having been a pllpil of Dupre, Michael Murray claimed that he performed from the

Durand edition. His interpretation of Choral no 2 was, however, based on that edited by Dupre.

Like Demessleux he changed manuals at m,17 and added the mutations at m"33. Unlike

Demessieux, Murray obeyed Dupre's instruction to use the Volx humane alone from mm.115 to

126. On the other hand, in his interpretation of the Choral no "1, Murray ignored the Dupre edition

in his use of the Hautbois in the opening registration.The Guillou rflCl.)f(:1ings also betrayed

registrations other than those requested by Franck. Guillou's choice of registration on the

Van Den Heuvel orqan at Salnt-Eustache, a large and versatile 101-stop, five-manual organ

showed scant regard for the composer's registrational requests" The organ is in no way a

hindrance to the performance of' Franck or any of the Romantic repertoire. In her critique

Ann BOl1d wrote:

i~ organ possesses enormous, even superfluous, variety (its 101 stops include
,JlIO 32-ft manual stops, one of which is a reed' (1990:283).

According to Guiilou this organ can serve for the performance of Classica! and Romantic music

in the best tradition' (1990). From rnm,1~16ot the Fantf'3isieGuillou isolated the soprano line on

an uncoupled Mantra 8', playing the underlying parts on the Recit strings. From m.17 the
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registration was more in line with other recordings until m.29 "'then the soprano IiiIe was played

on the same uncoupled Mantra 8' as in the opening. At rnmA1 Guiilou added 16' 3tOPS but

ignored the composer's Jeux d'anches du Recit indication. He added the Recit Anches in m.5e,

where Franck indicated they should be taken away, instead withdrawing them only at m.60.

Guillou's preference for uncoupled manual registrations is paralleled in the Marchal 2nd isolr

recordings. In his registration Franck requested that, where possible, all manuals be coupled to

each other and all manuals be coupled to the pedal. The result of this request becomes evident

in the imitative section beginning at m.17. The couplings result in a basically homogeneous

sound for the pedal and all the manual divisions (the Reelt sound also being audible on the

Grand~Orgue) with the Redt Hautbois adding the particular timbre to this section. This specific

timbre is clearfy audible on ihe Langlais recording made at the composers organ. There is no

reason to suppose that the coupling was necessitated by any deficiency between the balance of

the Positif and Grand~Orgue sections as the Recit was coupled to both divisions. Franck

~herefore specifically requested this homogeneous sound. In the recordings, only those by

Marchal, Isolr and Guillou avoided this homogeneity of timbre. Even Roth, recording on the

organ at San Sebastian on which there is no RecitJPositif coupler, wrote: 'we tried very hard to

solve the problem of the missing coupler Recitl Positif in the Fantaisie en do and in the fugue of

the Prelude, Fugue etVariatlon' (1991).

As mentioned in Chapter Three, the Cavallle-Coll organ at Saint·Fran90!s~de-Sales lacks a

Mantre 8' on the Positif manual and, when compared with Sainte-Clotilda, the result is a less

defined sound from m.1"1onwards. Possibly in an attempt to balance the Grand~Orgue with the

Positif, Alain chose not to draw the specil1ed Manus 8' of the Orand-Orque for the entry of the

soprano voice in m.29. The strengths of the two divisions are therefore comparable, as they



were at Sainte-Clotilde dwing Franck's tenure. Recordings in which this balance is not achieved

include those by S.'ewart, Sanger and Murray.

Apart from this absent Positif Mantra 8', the Saint-Fran90is~de-Sales organ bears a close

resemblance to that at Sainte-Clotilda; like Franck's organ, it has four eight-foot stops on the

Recit manual. However, Alain chose not to use all four stops, leaving the Flute harmonlque 8'

out of the combination. This is a characteristic of Alain's registration in her perrormences of all

the Franck works. Alain also used a Sousbasse 16' and a Violoncelle 8' in the Pedale division to

augment the specified Contrebasse 16' and Basse 8', thereby approximating the strong clear

pedal sound characteristic of Sainte-Clotilde; this is also evident in the Langlais recording. Alain,

by adding the extra stops, was possibly attempting to imitate the same effect.

The tripartite structure of this movement is established by thi:: recurrence of the opening material

in m.41, this time with a modified registration, At this measure Alain added the correct stops for

the Arlches Recit indication. However the lack of a Positif Bourdon 16' at Saint-Fran90is posed a

problem for the at las F-'1ds de 16 pieds indication at the same measure, As mentioned in

Chapter Three, the organs used by Bate, Roth, Guillou, Murray. RUbsam and Stewart all shared

this problem. But, since either the Recit or Grand-Orgus divisions of their organs had a 16', they

compensated for the Positifs lack, The organ used by lsolr did not have a Positif 16', but in this

case no 16' stops existed on any other manual division, Consequently the organ was one 16'

stop short AHhough Alain coupled the Recit to the Grand-Drgue from the start of the piece, she

did not draw the Recit Bourdon 16' at m.41; otherwise she would have solved the problem. Her

reason for coupling the manuals ~stherefore puzzling. Even though Sainte-Clotilde had no soft

Reeit 16', Alain could have drawn the Recit Bourdon 16' at Saint-Franyois~de~Sales to

compensate for the missing Posttif Bourdon 16', because from mm.st to 47 the Recit was

coupled to the Positif, and the Positif to the Grand-Orgue, on which this section was played.
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The added Anches du Recit at m.41 were almost inaudible in the Langlais and Roth recordings;

therefore the resulting change in timbre, with the box closed, was very slight. From Ma~"Cha!'s

COmm€H1i, quoted in Chapter Three, we know that this was also a characteristic of the organ at

Sainte-Clotilda. In the Murray recording the addition of the Anches drastically altered the timbre,

more so than in any other recor©liU"1(9j.ll1~8prorninence of the Saint-Semin Anches over the

foundations ill these measures was the result of an incompletely closed swell box at m.41,

Of the recordings of this section those by Marchal, iso'ir and Guillou made registration changes

not indicated by the composer. Marchal added the Grand-Orgue Anches for the two measures

in the minor: mm.st. and 52, after which they were retired. Isolf's changes occurred in m.41,

where he refrained from adding the requested Anches to his registration, and in m.60 where the

Recit Hautbois was retired, leaving only the flutes and the strings to conclude the movement.

~lLEGRErroCANTANDO

Atm.65:
Reei!: FIOte et Bourdon de 8 pieds, Trompette [Flute harmonique 8', Bourdon 8',

Trornpette harmonique 8'1
Positif: Flute de 8 pieds [FlUtehermonique 8']
Grand-Orque: FIOte de 8 pieds [FlUte harmonique 8']
Pedsle: Flute de 8 et 1S pleds [Basse 8', Contrebasse 16']
Claviers separes [Manuals uncoupled]

At rnm.
101: R.H. from Recit to Grand-Orgue
112. LH. from PositiTto Recit
113: R.H. from Grand-Orgue to Positif
117: R.H. from Positif to Grand~Orgue
123: L.H. from Positifto Reclt
128: R.H. from Grand-Orgue to Recit
129: L.H. from Recit to Positif
132: L.H. from Positif to Recit
133: R.H. from Recit to Positif
141: R.H. from Positifto Orand-Orgue
151: R.H. from Grand-Orgue to Recit
152: LH. from Recit to Positif
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Like !he movement preceding it, the Allegretto cantando falls into three sections. Throughout this

movement the two main th, mes continually weave in inverted and transposed forms. These are

identifiable not only by content but also by timbre. The theme, which displays one of the

registration combinations typically associated with Fe.. Jt:K,first appears in the soprano part and

is to be played on the Trompette harmcnique, FlUte harmonlque 8' and Bourdon 8' stops. The

underlying melody is allocated to the rlUte harmonlque 8' of the Positif and later shared between

the flute stops of this and the Grand-Orque divi~ions. Similar to the UiltlSuai regi::dration

combination of Hautbois and fluework found in the opening movement, the combination of the 8'

flue stops with the Trompette is requested here. Unfortunately there is no exac;tly analogous

registration in the Trocadero manuscripts for the specific ReC'.it combination of Trcmpette and

flues stops of the FaotC3i~ie.It may be argued however that because the solo registrations of the

Cal1tab~~es .choral no 3 and the Fantaisie are similar in function, they are therefore comparable.

The registration of the Fantaisie fat Saint-Michel's, Carcassone, does, however, again reveal a

combination of stops for the solo voice in the Allegretto cantando.

That the same registration was printed in the first edmon edited for a'standard' three-manual

Cavailie-Coll organ confirms that although Franck might have been restricted by the Reci1

division of Sainte-Clotilde, he also used the specific Recit tone-colour out of preference.

Langlais explained, on the fourth page of the notes supplied with his recording, why he drew the

Rec.it Trompette harmonique 8' by itself instead of in conformity with the composer's requested

combination. He wrote:

In reality, when he [Franck] wanted a Trompette solo, he had to apply the
Trompette as well as four [sic] other stops. Now that the organ has been
enlarged, the swell box does not act in the same way as before, due to the fact
that, instead of ...;..virlg ten stops, it now has eighteen. The box is ti.erefore much
larger and doesn't c'ose as tightlyo Therefore one is no longer obliged to make
use of the four $~!Jpsthat he indicates.
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Despite Langlais' insistence on using the Trompette hermonique in a solo capacity, the

recording is useful because it may be more easily compared with the corresponding rank on

another organ. The Tromoette harmonique of Salnta.-Clotilde has fortunately survived intact,

save for a few pir whichwere trampled by a 'madwoman' during Toumemire's tenure

(Hastings, 1987:58).!t ,J also not been altered in any of the organ's rebuilds; its bl:?8utifully

smooth and clear qualities are audible. The Trompette of the organ at San Sebastian used in

the Roth recording best approAlmateo. thi.; uniquely distinctive timbre. Apart from Langlais, the

"uchal, Murray and Dernessleux recordings used a solo Trornpette stop in this movement

Given the fre~ manner of approaching the score traditionally associated v'tliththe French liberals,

Fronek's request would have,been mot1ii1edwithout a second thought

Against the Trompette harmonlque the character and relative strengths of other Sainte-Clotilda

stops may be heard in the Langlais recording. As noted above, Franck designateti the Flute

harmonique 8' of the Grand~Or9ue, the Positif FlUtebarrnonque 8' and the Recit combination to

pf,'ay'against' one another in various combinations. As numerous expression pedal markings are

given at the same time, the flutes of the Grand-Orgue and the Positif divisions must have been

strong enough to hold their own against the Redl combination. The flutes of the unenclosed

divisions, like the Mantres compared in the preceding movement, shOuld also t .ave compared

equally in strength. These hypotheses were confirmed in the Langlais recording. Despite the

reduction of the Positif wind pressure in a previous exteuslon, the flutes of the Grand-Orgue and

the Positif at Sainte-Clotilda were of equal strength and were also very simill;lF in timbre. That

Franck desiqnated only the Positif FlUte harmonique a' as accompaniment to the melody of the

Recit Flute harmonique 8', Bourdon 8' and Trompette harmonique 8' in this movement of the

Fanta!::;ieindicates that the Positif Flute and the Redt Trompette balanced each other very well.

Of the organs usee! in U,e recordings, only the Cavaille-Coll organs chosen by LanglaiS,

Dernessieux, R.othand Murray displayed these characteristics.
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The lack of strong flutes in the GI1?'f1doOrgue and Positif divisions of the organ of Saint-Fran9Ql5-

de-Sales explains why Alain refrained from using the Rae!! FlUte 8' with the Trompette 8' and

Bourdon 8' combination, The Sanger recording revealed only a claribel-like flute on the Grand-

Orgue which was also louder than the Positif flute. The organs used by Murray. Bate and

Stewart also had strong flutes on the Grand-Orgue which overpowered their Positif equivalents,

Marchal drew the FlUte a fuseau on the Solo manual for the right hand melody at m.101. This

flute overpowered the flute of the Positif manual which was playing the underlying melody.

In Alain's attempt to balance tho pedal division with the manuals, she again used an augmented

pedal section, this time incorporating a Salicional 16' in acdffion to Franck's requested

Contrebasse 16' and Basse 8' regi&iration.

In the registration list accompanying her recording, Aldin noted the employment of the Gl?l1d-

Orgue to Pedale coupler in mm098 and 105. These additi(j)~'1l!5were unnecessary as this

requirement was not indicated in the score and Franck marked a diminuendo at m.99, If Alain

Wished to add more to the pedal fOI' file end of this section, the addition should then have taken

place earlier, at least from m,92, The difference the additions made was, in any case,

undetectable. However, one could hear the addition of the coupler and the resuHing difference in

mm.162 and 1690 This was therefore incorrect in Alain's registration list which should rather have

read:

'm.162 = ...GO/PED

[lLI1I.169 ::: - GO/PED'.

The Guillou recording of this movement contained unmarked registration changes too numerous

to det8i~fully. For the first beat of m.B2 Guillou added the Positif tremulant to the notes played by
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the left hand. He chose stops of higher pitch than the 8' stops listed in the regis(;'ation.

Furthermore, he regularly used 'echo effects', changing the timbre of a voice whenever material

was repeated. A good example of his technique may be found between rl'1m.17'1 and 181.

At m.190:
Redt: Fonds de 8 pleds, Hautbois at Jeux d'anches: [Flute harmonique 8',

Bourdon 8', Viol de Gamba 8'" Basson-Hautbols 8', Flute octavlante 4'"
Octavln 2', Trompette 8', Clanon 4']
Fonds de 8 et 16 [Bourdon 16', Montra 8', Flute harmonique 8', Bourdon
8", Gambe 8', Salicional 8']

Grand-Orque: Fonds de 8 et 16 [Montre 16', Bourdon 16', Montre 8', FIOte harmonique
8', Bourdon 8', Gambe 8']

Pedals: i;;'ondsde 8 et 16 [Contrebasse 16', Basse 8']
Claviers accouples [Manuals coupled: Recit to Positif, Positif to Gratld-Orgue]
Tirasses [pedal couplers: Grand-Orgue to Pedals, Posit.if to pedalej.

Positif:

Whereas in the Poco lento section of this work Alain did not USEI the Montre 8' of the Grand-

Orgue because of the danger of overshadowing the Positif, in this section there seems no

logical reason why this rank should have been neglected aga!n,! less there was some problsrn

with the stop at the time of recording. Alain also neglected to lise tne Recit FlUte harmonique 8'

anti added the extra Soubasse 16' and Vloloncelle 8' to the Pedale.

Sange' pedal registration was light in comparison to other recordings and, as mentioned

above, did not produce a clear line. The lsoir reco~ding displayed the heaviest pedal largely

~;1"rJughhis use of an undesiqnated Bombards 16'.

Marchal's registration of this section was the most individual of all the recordings. In preferrinq to

re-register the work to suit the organ at Saii it-Eustache he showed little concern for the

composer's indications, For the first three measures of the section ie, mm.190 - 192, Marchal

played 011 the Reelt Fonds, Mixtures et Anches 8' et 4'. Although Franck could have indicated
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the Mixture!':,for tilis section. fie designated the foundations of 8' pitch only. For the following

three measures, ie. mm,193 0 195, Marchal moved to the coupled GI'~:md~Orguemanual with full

foundations. At m.196 he added the Ancnes of the Grar1rd~Orgueand Pedale divisions. FOilthe

last tn!'se measeres MarchCli reijred the Gmnd-Orgue and Pedale Ancnes, ending with a

registration comprisitlQ! 1fullREidt Fonds, MixtlJfes et Anches and full Gral1d~Orgue Fonds.

Above ti"U1:l leaping pedal notes of mm.291 and a dYI1Blrfliecharnge is marked. In a similar

instan(;9 in the Allegretto cantando section discussed above, the performer would a90:1I11 ..lave to

play the pedal notes with the left foot 'while operating the Recil expressf pedal with the right

foot All the perlormers played this section in al1 almost leuato manner. Some, such as Roth,

Demessieux, Sanger, isoir and Murray managed successfully to .effect the sil'nultaneo!J~

dyna." ange, others, such as, LanglaiS, Alain, I~ubsam,and Stewart began the diminuendo

only irortt the end of m.202. Guillou and Bate relied on unmarked registration changes to create

the chang~ of dynamic. Bate added what sounded like a Bornbarde 16' and Foumlture to her

pedal registration in m.198, taking them away in m.203o Gui!lou also lightened his pedal in fr,e

same measure. Other registration (.':~angesmade by Bate included the addition of mlxtures in

111.193and, similar to GuillOt..!,the subc'action of the Anches in m.2D4. Guillou selected the Tuba

mirabills 8' on the Grand~Choeur instead of the Recit Trumpets, As the Grand·Choeur is

unenclosed, the Reclt expressif markings inevitably went unheeded. Anne Bond has ~trongiy

criticised Guillou's deliberate registrational misreadings in his recOidings of the Franck organ

works (1990:283). Bond (1986:53) and Jeremy Wallbank (1984:56) have levelled the same

criticism at the Bate recordings. 80th penormers habitually chose registrations which fell outside

of the parameters of the composer's tonal demands, Bond has also observed several similar

lnaccuracles in Bate's recording of Messiaen's La N(jtivite (1984:156),
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Voix humane, Bourdon, FIOteat Gamba de 6 pieds [\folx humane 8',
Bomdon 8", !=ime harmonique 8'. Viol de Gamba 8'" Tremblant]
Bourdon de 16 [Bourdon 16']
i3o!.!~donde 16, a at 32 pieds [Contrebasse 16', Basse 8', sousoasse
32']

Accouplernem du Recit au Positif [couple the FU;eitto the Positrt].

Recit:

Positif:
Pedale:

common regi~tration is another important part of Franck's 'tCli'la! wlliverse' ~ as integral a part Clf

~rai1ck's compositions as the melody, harmony and structure. Similar to his treatment of the

Trompette harmonlque and Hautbois, Franck always utilized the Recit Volx humane in

combination with certain foundation stops.

From the Langlais recording we know that the Volx humaine at Sainte~Clotiide was velY smooth.

By comparison, the Voix humaoe stopsused in the Roth, ROb8~m and Stewart recordings were

slightly more noisy and rough" Murray and tsoir drew a solo Voix humaine as marked in the

Dupre edition. Although there was a Voix humalne available on the Beauvais Cathedral organ,

Bate chose a Volx celeste. for this movement. She explained:

ObviollSly when making records of this type, one has to bear in mind the
registration possibilities of the instrument for which ihey were originally written.
Nevertheless tht:ire must be a considerable amount of compromise in that the
most satisfying musical results come cut of usin!2Jthe aVe'lilabis instrument to the
greatest possible advantage ... it may be helpful for you to know that I did have
the chance to work at St Clothilde [sic] "" and although the organ has altered
over the years '0. I still know the sound it made. I therefore atternp!ed to come as
close as possible, given that I was in a different situati(~il in Beauvais
(Corres:;ponr.lence:22103/1994).

S<;mgeralso selected a completely different ~egistrationfor this movement. He wrote:

Whenever the VC'Jixhumair.e was celled fo!', ! used the Voix celeste in the
absence of a Voix humane on that organ (Corresponaeilce:23/02l1994).
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However, in me notes supplied with the recording, the following was written concerning the

Adagio section:

[It is] registered for the Voix humane (in the absence of this stop at the Katarina
Church, the following combination is used: Pes; FICltea chernil1ee 8', Saficionai

, 8" Quintaton 8', FlUte d'echo 4' and Tremhiant).

From the r~corditlg it ~~evldeilt that 'ilia latter combination was drawn.

Although, as mendoned earlier, she followed the Dupre edition in ronsistently refu5ing to add

the Hautbois to the foundation stops when requested by the composer, she preferred the

composer's registration in the passages scored for the distinctive Voix humaine, Bourdon 8',

Flute harmonlque S' and tremolo cornt. .iatlon, theieby ignOring Dupre's instruction to draw the

Voix humaine alone, This is confirmed not only in ~hismovement of the Fantaisie but also in

mm.115 to 126 ot Choral nol Demessieux. however, also altered the composers registration

of this movement of the Eaf1taisi~ by ~lrgcll'dinga Vaix celeste and soft. 8' flues with th~ Voix

humaine combination. From m.221 onwards she created contrasting effects by taking away the

Volx homalne. It was added again at mm.229 and 1371 and was retired at mm.233 and 246.

Guillou's registration also exploited echo effects. He opened the movement with a Flate 8'

playing the soprano line and the Volx humalne, flutes and gambes supplying the underlying

parts. The manuals were coupled. From mm.221 to 230 Guillou played on the solo Voix

humane. At the end of m.230, the soprano Flute a' was again dra\VI1 with the original

accompaniment. At m.233 the Voix humaine was withdrawn and Guillou played on the

remaining accompaniment of flutes and gambes. At m.237 the Voix humalne comblnation was

drawn, without the soprano FIOte 8', From mm.241 to mid~m.243 the soprano FiClte S' WaS

drawn. From mid~m.243 to the end of the movement he played without the soprano Flute 8',

Guillou'~ penchant for constant timbrai valiation was most conspcuous in this movement His
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needless and arbitrary registration undertnined the tripartite construction of this Adagio because

he made 1110 correlation between registration and structure. Smith also mentioned the problem of

the composer's indilGationof Bourdon de 16', a'at 32 (1990/a:58)" We know that Franck's organ

possessed only the Comrebesse 16'0 Basse 8' and Sousbasse 32'. the Sousbasse being the

oniy real I3tlurdol1~typestop. Based on the nomenclature used by the composer in the rest of

the fa!1t~isie, Smilh concluded that to Franck me pedal Fonds, FlUtes and Bourdons terms

were interchangeable.

Alain's organ possessed the necessary stops fIJI' this movement. However, instead of using the

Positif Bourdon 16' at mm.237 and 241 she added a Reclt 16' stop. She then usert the 8' Flute

harrnonlque of the Positif coupled to the Pedale lnstead of using the Pedale 8' stop. The reason

for this is possibly because the Reeit 16' on Alain's organ was stronger than the Po~,'if 'i6',

demonstrated by the Langlais recording, the Positlf 16' at Sainte-Clotilda was l ~~rof1g81'1d clear

rank. As in all the earlier movements Alain used the extra Salicional16' on the pedal.

As previously mentioned, Roth's organ at San Sebastian was missing a Bourdon S' on the

Recit, a 8ourdon 16' on the Positif as well as a Redt to Positit coupler. Roth coupled the Grand~

Orgue Bourdon 8' to the Reelt providing the desired specification. At n fm.237 and 241 the

Grnncl~Orgue 16" was drawn in a manner similar to the Alain recording. Stewart, Rubsam,

MUliWY and Bate compensated in a similar way, Murray, however, also coupled the manual 16'

to the pedal as requested by Dupre. Franck, however, indicated no pedal couplers in this

movement.

MalfChal drew the Recit Volx humaine with the Bourdon 8' but did not draw the Flute 8' and

Garnbe 8' into the combination. Instead of using a Positit Bourdon 16' at the indicated measure

in the la~ittwelve measures Marchal used G' Positif Flute 8'. Although the F'ositif of the organ at
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Saint -Eustache lacked a soft Positif 16' tone, Marchal could have added the Recit Flute 16',

thereby creating a similar effect to that requested by Fralick.

The Fantalsie contains a wide variety of contrasting compositional techniques. There are

sections of static harmony; canon; polyphonic melodic lines and loud dramatic sections are

countered by quiet chordal passages. Thus the degree of valiance between the rGcordings in

terms of the parameters of rubato and tempo is vast. It is precisely for this reason that the work

provides a good case study through which to measure these parameters.

One of the most problematic areas of this work occurs in m.43. in the autograph manuscript the

rhythm in the soprano line is dearly written as:

Fantaisie mm.41 - 44

However, both Durand editiorsas as the Dupre and Urtext editions prjnt the rhythm as:
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Fantaisie mm.41 w 44

.~ ~I ! ~
~~

Iu,v.
trrr::::::

I

~. ,--
~ ...~~..
I '"

Smith recommends that the autograph rhythm be followed (1990/a:56). Conversely Jaquet-

Langlais says that 'the error is in the manuscript 0," Franck corrected it in the proof of the first

ed~ion (Maeyens-Couvreuf)' (Correspondence: 1/06/1994). H IS unfortunate that Toumem!re

never recorded this composdon. While Lang!ais, Alain, Isoir, RGbsam and Stewart played the

printed rhythm, the remainder of the recordings, including that made by Dernessieux as early as

1968, retained the menuscript rhythm. It is assumed that these performers made an analogous

translation from m.3 of the same work or consulted the autograph manuscript.

There is a related issue in the Dupre and the 1959 Durand editions. These omit the ties over the

notes connecting mm.40 and 41. Now, Demeesleux's inclusion of the ties confirms that. she had

misgivings about the textual accuracy of her teacher's ednion. It is more difficult to explain why

Alain and t{Gbsam omitted these ties as they all performed - using Cavallle~Coil organs - from

the early Durand edition. That Stewart omitted this smooth transition through a lack of

mechanical eoupiing devices or a stop-pulling assistant is possible but not wholly acceptable.

iii tern "Ii) of rubato, the reoordings ranged from the strictly a tempo performances to very free,

subjective renditions. Similarly the performers' choice of tempi vaned considerably.

The variance within the parameters of 81iiculation and touch was only slight.
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POCO LENTO

The harmonic framework of the opening movement poco lento is relatively static; it is the melody

which therefore secures attention. Much in keeping with Franck's subdued treatment of the

harmony and his cholce of registration, the majority of the performers, while regularly retarding

the phrase endings, treated this section in a fairfy predictable and straightforward manner.

RUSATO

Franck's syncopated handling of the imitative material in m.3 forms the focal point in the

otherwise tranquil opening. The treatments to which the syncopation is subjected are therefore

interesting and important. With the exception of Langlais and Demessleux, all the French

recordings - induding those by Alain, Isoir, Marchal, Guillou and Roth - emphasized, in varying

degrees, the last two soprano notes falling on the offbeats of m.3. While Alain and lsoirpreferred

to linger more on the penultimate soprano note of ms, Marchal and Guillou gave the notes

equal emphasis. Isoir's rubato at thb point was, however, overshadowed by his preference for

delaying the first beats of the first five measures. Roth's handling of rubato was the most

noticeable of these five recordings.

Another example of Franck's subtle alteration of previous material may be found in m.s:

Fantaisie mm.7 ~8
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The centre of interest is the altered harmony in the imitation. Similar to m.a the treatment of the

aiteration varies from performer to performer. But it was again the Alain, lsoir, Mtlrchal, Roth and

Guillou recordings which made use of rubato here: Alain and lsoir played m.7 in time and

lingered slightly on the A natural of m.s, Marchal, RObsam and Murray lingered on both the A

natural and the preceding quaver G of m.B. Roth and GulIIou indulged in an obvious rubato on

all the notes in the line In m.7 and 8 emphasising especially the notes falling on the first two

beats. Besides the performers already mentioned, Langlais, RClbsam and Murray also utilise

rubato in In.S. Instead of the alto notes falling on the second beat of mm.7 and 8 Langlais's

e:<t~emeiysubtle rubato emphasised the prer..eding quaver notes of this line. As is usual, all the

performers then slowed down slightly for the end of the phrase. This type of agogic accentuation

given to an unusual harmonic charaetenctlc is confirmed by the agogic accentuation accorded

by most of the performers to the Neapolitan 6th in Franck's Prelude, Fugue et Variation, as well

as to the numerous shifts from major to minor tonality in the Fantals,€! en La. In this latter work,

as Lueders has reminded us, the turns from minor to major, and aUthe more from major to

minor, should take on added Significance as they reflect the larger structure. In the Fantaisie en

La, Franck reverses the usual mlnor-macr progression by concluding the work in the minor.

Measure 17 marks the commencement of the canon. In French recordings of polyphonic music,

it is customary to use much agogic rubsto in order to emphasize specific imitative passages and

voice entries. Lueders has described this approach:

Franck cannot have failed to treat the p<'Jlyphoniclines ... with independent
d€ciamation rather than perfect vertical ItI:gidity. The acoustical'reservoir' of the
French churches and the liquid feel of Barker-lever acton favored (sic) this.
Search for passages with at least two simultaneous melodic phrase structures
(especially irregular vs, regular rhythms). and you wi!! likely discover many
occasions for delicate give-end-take (1990:1""\.

This practice of slightly delaying the entry of each voice was confirmed, especially between

mm..29 and 40, in the Alain, Roth, Marchal and Langlais recordings. Except where specifically
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marked by the composer at rn,15. and at the entrance or the third voice at m.29, rubato was

less prevalent in the Demessieux recording of this particular work, This straightforward treatment

of imitative polyphonic material, often associated with Marcel Dupre, is a distinguishing feature

of Demessleux's style and is confirmed by her treatment of the canonic passages in other works

such as the i?(elllda,Fugue etVariation and Choral no 2. It was less obvious in her record:ngs

of the Cantabile.

Sak1gers performance, only slightly more flexible than Damessieuxs, was similar to the Murray

ani] :stewart recordings. In terms of the non-French recordings the RObsam performance was

the most free. ROhstlm often prolonged - though only slightly - the last beat of a measure and

cccaslonally also treating similarly the second beat of a measure. Rubsam explained:

I have often tried to analyze what characterizes French rubato, particularly in
playing Franck and how it differs from rubato traditions of neighboring countries
e.g. Germany, Eng!and etc., My finding I impression is that most French
Organists stress a certain amount of off beat rubato' by which one intentionally
rushes a slight bit into the (}~f~fcieatof a figuration or upbeat, thus gaining
musical time which feels like stre'i:eI'uingbut is really more like a channing flare,
quite similar to the accented il1fitlctions of the French Language ... the secret
might lie in reasoning favourably with the French traditio.n in free and
expressive ideas, related to that country's language. I have tried to incorporate
this kind of interpretive observation in my recording
(Correspondence:26!09/1994).

RObsam's intentions are commendable. His interpretation was the only non-French recording

which consciously attempted to approximate French rubato, Some, however, may argue that his

rubato runs counter to t~e flow of the music, and frustrates the listener. It is worth noting here

that while much 'ott-beat' rubato was common to all the French recordings presently under

dlscusslon, itwas never as predictaole as demonstrated in the RObsamrecording.

In total contrast, the exploitation of rubato by Guillou was quite unpredictable and often

surprising. Guillou's interpretation of the Fantaisie was the most unusual and idiosyncratic

recording under discussion. In his freedom Guillou anticipated, retarded, bent and moulded the
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rhythm in his performance far more often than in any other. His free interpretation of the Animez

beaucoup and Retenez markings from mm,57 was striking. After both sets of quavers the

chords on the first beats of mm.58 and 60 were played so soon after the previous chords that

they were almost lost. He also shifted the accent traditionally applied to the first beat of the bar to

the second in a quasi-syncopated style by giving the second chord in each group a moretenuto'

articull'lition. Possibly Guillou was following Tournernlre's instructions: "the 'transition' very freely,

a bl;;dramatic and raths, quit:ldy" (Smrti1,1983:81).

Fantaisi€) mrn.sz ~60
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bll.L ........ \ ... ~ ~. - ,
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L-...~. • "b7v~ . t~ vi i
.•..-.-'--11
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From mm.s? the differences in interpretative styles became more apparent Performers who

played these sections more or less 'in time' and which followed the Retenez marking include

those made by Sanger, Roth and Murray. Bate and Alain began the groups of staccato

sernlquavers in both sections s!o'Niy and proceeded faster. The most exaggerated form of this

technique may be heard in the Langlais and lsolr recordirgs. The Demessieux recording bl1dges

the gap between these two approaches in that she played the Aqimez beaucoup in time and

then, in the Retenez sections, began the group of quavers more slowly, gathering momentum

slightly as she reached the first beat of the next bar. As her touch in the Retenez passage was

also slightly more tenuto in these measures, Demessieux betrayed reference to the Dupre

edition which recommends that the passage be played portato and not staccato. Dupre also

altered the composer's tempo mari<Jngs for the same passage: the original direction 'Animez

Beaucoup' (very animated) became simply 'Animate'.
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DYNAMICS

The observance of dynamics in this movement is briefly noted in the following discussion.

Demessleux again followed the Dupre edition by omitting the dynamic markings for the

expression pedal given in mm.39 and 40, making a crescendo in m.4S instead of the

decrescendo marked by the composer in the second half of the bar, and by reoording a

decrescendo in, 01.55. Sanger's omission of the expression pedal markings in mrn.ss, 40., and

61/62, the wrong note in m.62 and the omission of the soprano tie over mm.40 and 41 provided

evidence of his ~llianceon the 1959 Durand ednion. His performance therefore conflicts with his

artlcle on Franck published in the Organists' Review.

New printings are appearing over and over again with mist~\·;os abounding. ii
you do not have the good fortune to be able to study the 3utogmpns, try playing
from the earfiest Durand editions (1992:114).

AHhough Sanger, Bate and Isoir ~~miUed the eame dynamic markings in mm.39 and 40 as

Demessieux they were not, in fact, following the Dupre edition. Although unmarked in the score,

the Bate recording made a very clear break betwE.len the first two beats of the bar in m.37,

creating a new phrase from which to move to the restatement of the opening material a few liars

further on, The only other performer to phrase similaliy was Langlais.

The crescendo marking on the fin'll soprano note in the last measure of the poco lento (m.64) is

nat in the autograph manuscript:

Fantaisie mm.sa ...64
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In this instance the only eottion in agreement wHh the manuscript is that edited by Dupre"

Recordinqs in agreer.lent with the manuscript include those by Alain, Guillou, Murray and Bate.

Langlais and ~t~wart effected a crescendo in the middle of the bar betraying reference to the

Durand edition 0 But although the omission of the 'hairpin' dynamic in mJ?l4 is correct, Dupre

omits the fermata marked by the composer on the last soprano note of the same measure. His

disregard tor fermatas is not only eVidenced in the following (Quasi allegro) movement but also

omitted in the pedal solos of the finaL Flor Peeters wrote of Franck's fermatas:

One should not forget that wherever a fermata occurs, this not oi11ymeans the
lengthening of the note value but also an addHional rest ~ cr breath - betore
continuingo The lengthening of the note followed by a rest can be shorter or
longer, according to the meaning and '(unction of the fermata in the composition.
The remark not to exaggerate the fermata in some parts of Franck's
compositions does not mean that their significanC'..emay be :gnored. A fermata
remains a resting point, although often c:f relative duration ('1971 :41).

The least accurate recording of these four measures of the Poco lento was reflected in the Bate

interpretationo The marked crescendo in mo60/51 and the indicated decrescendo in mo62 cannot

be heard 0 Instead, an unmarked rallentando was made" This slOwing down pre-empted the

rallentando designated by the composer two measures further on; thus, as Smith warned, the

affect was diminished (1990/a:56). Thereafter Bate closed the swell box during the rest in m.63.

In this reu1rding the values C;I the minims in mm.61 and 62 were cut by almost hal-t Either

Bate's misreading was an attempt to compensate for the ample acoustic or her interpretatIon of

these measures was unll.'itling!f incorrect. Beauvais Cathedral, as is mentioned on the notes

accompanying this recording, boasts the highest nave in Europe. If the articulation had been

compromised because of the acoustic charactensl.ir.s, it would 00 expected that there would also

have been a compromise in the parameter of tempo. This, however, was not being done since

the recording used one of the faster tempi measured. In her programme notes, Bate expressed

her opinion that the spacious acoustc of BeaUV1is Cathedral - resulting from its high nave -
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resembles the reverberant acoustics of Sainte-Clotilde. Accordirl9 10 her assumption inaja

should therefore have been be 110 reason for Bate to cut the note values.

In contrast to Bate's view on thle ~lOOUStiCof Sainte-Clotilde, PaLlI Hale wrote that the aoousec of

S:rIil1te-Cloti!de suits contrapuntal music LdCause it is 'clear and not super-resonant' (1990:29~).

TEMPO

The great disparity in tempi for the opening of the Fantaisie is reflected in the wide ranges:

approximately 52 crotchets per minute in the A!ain recording to 81}crotchets per minute in the

Sanger and Guillou recordings.

TABLE 4

FANTAISIE Op.16 : POCO LENTO

......-------~------__.-'-.---....""~~"_..,.-.-
BEAT:
CROTCHET m.17 m.41 __ ,_._"""I
TOURNEMIRI;* 66 Without dragging, obviously without rigour~·~~i_·6_3 -;
DEMESSIEUX •..f{€' . ....
ALAIN ..52 58 52
ISOIR 72 84 ~ 7~2;:-- --I~R~OB~S-A-M-·----~~~-----=·~~S~O ~

'"'.'_~-... -._.. --~:::::------;
SANGER 80 8S 80
B~E noon
GUILlOU 60 88 " 64
MURRI\ Y 63 66 60
r-STEWART· 60 69 63~RO=1='H~·~~---r5=8~--·~--~6~9------~~6~O~----·~
"'Toumemire(1931:ffi.~ ~_. 1
~_g:~~\;~~~~990a;57)::,: _= . :.. :1

107



The tempo marking suggested by Dupre does not change wi!:hin the movement Likewise, the

recording by Domessieux remained steady. All the other perrormers (especially Isoil' and Roth)

deceier~ted to their appro),jmately o!iginai speed when the opening material returned in m.41.

This type of tempo "'lucluation within a single movement was common, It is observed that the

continual adjushl1ent of i~:¥lp(l corresponded to change in the texture of the material.

ALlEGRl~:ITOCANTANPQ

I:tUBATO

Toumemire"s direction ror this sedlon, in which the melody scorecl ((:1' a trumpet and two flutes,

is 'very n~tx!ble'[foumemireo1931:21). As he never recorded !he wmk, 'flexible" remains a vaGLIe

and merely relative term. Most or the performers seem to have. attempteti to infu::sesome of this

spirit into their recordings and to have avoided a I/ery 'straight' performance, The most obvious

opportunity for rubato is in the soprano melody YttJich starts with a quaver anacrusis.

Three methods of treating this line can be disijnguished in tile recordings. The first :!nethotlDc

heard on the Sanger, Bate, Roth, Rubs~lil1 and GuilimA recordings, entails a slight pause on the

upbeats to the phrases as well as 01"1 the first beat of the following bars. While successful in

some eases, this effect sometimes i'@sults in Cl pmdictable rubato (ROtcosam) which disturbs the

fillusical line. Of RObsam's recording of each made in Groninger'l ('1989) Ivor Keys hcs

'file listener has to cope with a fairlv frequent mannerism of an articlJlativ~
silenoo between Uip>·beatfigures and the beat to which they lead, leading to an
impresslon as if thIS whole thing was rather an effort, which of course, to a player
of this qualilty, IS obviously not the case (1~94:345)o
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The most unorthodox performance of this section is heard, again, in the Guillou recording. The

opening showed the left hand severely anticipating the melody, which Hsclf'was given an agogil~

pause before entering. resulting in a noticeable gap between the voices not unlike a

s~verely'spiit" chord. Guillou subjected Jh9 rest of the melody to even greater flexible treatment.

The second approach, favoured by Langlais, took less liberty with the melody, making use of a

slight rubato only on the upbeats to earh phrase; the subsequent notes were played in tirre and

with little extra emphasis.

The third approach, very similar to the previous method, exhibited even less of the above-

mentioned rubato techniques. It was a more straightforward method of pertormance faVOured by

lsoir, Murray, Staw811 and Demessieux, the latter recording being the strictest in this group ..Even

in m.70 of the Dernessleux recording, no special emphasis was given to the unusual

syncopation present in the right~haild mulody.

On the SaintfLClotilde organ, FranCk's requested diminuendo in mm.72 would have entailed the

player's foot being oonstrlmtly on the Recit expressf pedal for the requisite dynamic change to be

achieved. A perfectly legato line would ~hef~fore have been difficult to achieve. Smith believed

that the pedal line therefore had to be: 'subtly articulated rather tha!1 detached' (1990/a:56). This

subtle articulation was achiElved in all the recordings except ill that by Alain, in which a noticeable

break was made. 1'he tie over the soprano A's in rn, 99 is omitted in the 1959 Durand ed~ion.

However, ~l,the performers, even Sanger. included the niB in their recordings, no doubt b~

analogY'l.!'JiU, m.SO.

In i11ln1.83 ~ 86, a Nvo-bar phrase in the Raelt melody line is repeated e)Mctly. though with an

accompan'mert that shows a slightly altered hlf.tl1l1ony,
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Fantaisie mm.aa ~91

p ""
.J

-- --.,-

The following e::.Jvicehas beer t offered for the performance of these measures:

'Time and time again throughout this delightful exercise in invertible counterpoint
Franck extends a motivic element by ~epeating ito. he will often vary it
dynamically • but he leaves the rhythmic variations to the interpreter. In this
example, the characteristic nucleus [the three notes beginning mm.83 and 85]
are to be played with more emphasis the second time. Think of it as though there
were a slight fermeta over the motif (Smith, 1990/a:57).

While the advice seems useful, none of the recordings f,eflet,'ted this rhythmic vmiation as

suggested by Smith. His suggestions for the following phrase (mm.87 = 90) in the above

example were, however, evident in aU except the Sanger, Murray and RObsam recordings.

Smith explained:

The most characteristic element of Franck's works is the expanded phrase in
whlcn the motif is repeated three times if1en ever...expanding range ..,the tonel
centra is E-t1at and it is introduced by an 8ver-enlargirig triad: first from the F
above, then A~fI&t and finally, the climax of the phrase, C. The A~f1at should be
slightly emphasised, the high C emphasised more. This phrase should be
interpreted thus every time it appears (ibid),
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The Sanger, Murray and RGbsam recordings emphasised the tonal centre of E-flat rather than

the approaching notes. The Increasing explOitation of rubato in an expanded phrase is

eonfirmar:\ by Toumemlre's documentation of Franck'S treatment of a phrase in the Pr€:lude.

Fugue et Variatiort

Those Who have not lived in the intimacy of Franck's heart \Nilihave to remember
the following advice regarding the interpretation of the expanded phrase which
he so often used in his works. He~'eis an example ".

(Toumemire, 1931 :21)

Ther was no discrepancy among the performances with regard to the handling of rubato on the

high notes falling on the first beats in the mm.186, 187 and 188 Y1;,ich are played by the right

hanc, Each performance paused slightly on these notes, which were also given expression-

pedal dynamics. All the recordings corresponded in the way that they stretched the strong beat

of m.1871 then moving into the rallentando indicated later in the measure.

Concerning the artloulanon of the voices in mm.83 - 85, the leftwhand chords accompany ihe

melody in a legato manner. A similar passage from m.113 has these accompanyIng chords

marked sta~~o, and from m.172 they are articulated as:

Fantaisie m.172

However when they first appear they are marked v'Iithno articulation ..and they were played thus

in all except the Alain, Bate, Guillou tsolr and Murray recordings. It must be remembered that, of
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these four performer's, Dupre taught Alain, Guil:ou and Murray (see Chapter Four). It would

appear therefore they followed their teacher's articulation as marked in the Bornemann edition.

Guillou's articulation of these chords was an exaggerated form of the phrasing used in the

Langlais recording. Guillou reverted to a quasi-waltz rhythm i.e. pausing slightly before the last

quaver t;1lords in each measure. Dupre:'s ,articulatiofl of this passage was undoub!edly based on

an anaio!1ous comparison: merely transferring the ahiculation 01'a similar passage (m.172) to

mm.sa - 115 using the Durand edition. The danqer of this type oil' ~;.;sumptioi1is that, whil~ it can

in some circumstances be most useful and necessary - for example in replacing the omitted slur

in the right hand of 111.99(the corresponding passage being mJ.lO)~ it cannot be supported just

by transferred kno",iedge. In the case of the omitted slur, the sssumpton made in ail the

recordings is supported in that it was an editorial omission only in the 1959 Durand edition, and

yet present in the autograph and all other editions. The greatest risk attached to this assumption

is that Franck's music, because of its characteristically heavy reliance on limited subject matelial,

is full of slight variances. One need only think of the rhythmic variances in the opening passages

of this work. Another example of this Franckian characteristic may be found irl measure 75.

Contrary to the Bate recording, no rest is indicated in the right hand melody in this measure,

even though the corresponding passage in the previous phrase (m.G6) has the opposite. Bate

also made an unmarked break in the right hand of m.69 between tht., B·fiat and the E-flat.

IncidentallY', she played an incorrect note in the left hand of m.120.

The right-hand staccatos in measure 121 were not observed in the Bate and lsolr recordings.

The legato notes in the right-hand were played staccato ira ~heMurray recording.

Some discrepancy arises in measure 149 where the manual parts of the Durand editions have a

fermata marked over the second beat of the bar, Like the fermata which was omitted by Dupre

in m.B4, these fermata are again omitted from this edHion. The Bate, RObsam, Stewart and
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Guillou recordings observed no fermatas at the indicat'::d places, while the Langlais and Murray
i!

recordings showed only a slight pause at this place. The Sanger, Demessieux, Roth, lsoil' and

Alain l'ecordings made quite a marked pause at this point Overall the second fermata, in

measure 151, was heeded, albeit in varying degrees.

The expression-pedal markings indicated by the composer in this s~,;tion form an essential pall

of the expressiveness of this slow movement. In this example ther~ is to be found one of. the

fSiW instances where Franck used both a crescendo and decrescendo rm::rking on a single (,ote,

in m.73. This indication was not observed in the Bate, !SOif, Murray, Stewart, GuiliolJ and

Demsssieux recordings. The pit) forte and crescendo markings introduc;;":'''.the development of

the opening material in mrn.82 and 1621 were not observed in the Bate and Guillou recordings.

The Demessieux recmding heeded the tie in the right··handof mm.82 and '162, but neglected to

open the swell box as marked. Overall Demessleuxs following of the composer's expression

pedal markings was very emilie in this movement In her use of dynamics, Demessleux did not

exclusively follow the Durand edition. She seemed to use a combination of both the Dupra and

Durand editions.

While being quite inaccurate in their following of the dynamic indications in this section, the

Langlais and Guillou performances nevertheless merit anention, The influence of Langlais on

GuHlou's interpretation is likely for they both utilised echo effects itl the last puge of this section.

Guillou made use of registration changes to achieve this dynamic contrast, Langlais utilized the

expresston pedal. After mm.172 ~173, the pedal was quickly closed in order that mm.174-175

should become softer. Similarly mm.176 ~177 were ciynamically contrasted with mm.1i/8 -179.
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TEMPO

TABLE 5.
FANTAISI!:: Op.16: ALLEG.REITO CAN'fANDO

BEAr:
CROTCHET Ilt101 m.112 m.117

~ . ,----~.~-----------~'----------~TQURNEM!RE" u! ]6, Very Flexible;::._.~~~~_~ .~~_=~~_--Ij
MARCH~L#:=raO mum u

----~----------------~

!SOIR 63 66
ROSSAM 48~50

.... _.- ----_ .. _------------

SANGER 72
BATE ~+~6~3_~~~·~~__~_----~~.
(.'3UILlOU 54 .58 (m.71} 69 ~50::--~~ __ 58Im.1541

~1\I~lU;;:R:;:RA;;!~Y~~~6~3:.-------~-.=.:69::....·__ 60 63 . 60{m.1631
STEWART 6S
ROTH 63

~·~T~o~u~m~.~~m~ir~a~(1~9~3~1::2~1)L~~------.--~~---------~_
# Smith(1!390a:5§.L~~ ~ ~._~ __ ~~ __ ~ __ ;
+Dupre(195~5.) . __ ----------------------.-----~

Tempo variations in this set-ion ranged from 48 to 80 c ·~sper minute in the RObsam and

Marchal recordings respectively, with most ()f the J'eCOl measured in the region o! 60 ~72

beats per minute, Again, as may be seen above, C9~tainseenons of this movement were taken

faster than earlier material. The first discr~1pancyexhibited in the Langlais, lsolr, Murray and

Guillou recordings occurs in measure 101. At this bar, a manual change is made by the right

hand from the R6cit to the Grand-Orgue and material originally used as accompaniment to the

opening the rile of this movement is played emthis manual The Murray and lsolr accelerations

were slight bin the Guillou and Langlais recordings showed much greater variation, U" former

recording having already moved through a tempo ehanqe at m.71. Having speeoed up in

m.101, the recordings (except that by lsor) then showed a deceleration from mrn.112 to 116

when the leaping staccato chords occurred. Murray and Langlais accelerated again at the end
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of 01.1~17,out did not decelerate for the return of the staccato chords in m.129. Guillou

decelerated et the 'a Tempo' marking at m, 154 whereas Murray decelerated only at m. 163.

QUASILENTq

Analogous with mm.S7 - 60 in the Poco tento, this passage was played with increased flexibility

by all except Stewart and Murray. Although the term 'Fantasia' is not given here by the

composer, the materiai is dramatic. It was also treated in much the same manner as the

'Largamente con fantasia' of Choral no 2: with tempo fluctuations, increased ag0910 articulations

delaying the entry of the voices and with the rhythmic enlargement of the highest notes in the

phrase.

As quoted by Smith, Tournemire's directions for this section are: 'Simply. stressing the big

chords' (1983;81). In the Sanger, Roth, Rubsam, Langlais and Demessleux recordings, the

agoglc pauses employed before the chords in mm,192, 195, 198,200 and 201 succeeded in

effecting this stress. In complete contrast to her perrormsnces of the preceding quieter sections,

Demessieux made the most extensive use of rabato in this section. Guillou, In his recording,

paused only before the chord in m.198. The stnctest interpretation of this secaon was the Alain

recording which betrblyed no agogic accentuation before the big chords. The Stewart recording,

althollgh similar, moved into all the big chords with a semi-legato articulation. The lsoir and

Demessleux recoldir.g::; double-dotted the rhythms Slightly in this section, no doubt in an :tltlempt

to add tUli'2!i11d( effect

The composer's mal'kings for the expresslon-pedal have a greater ability to enhance this drama

and highlight the harmonic impact of thl";;big chords, espe(:ially in measures 195 and 20'1. The

dimiMln®l1do marked in the latter measure creates a sense of expectation fulfilled by the pb""al

80~O. There was general agreement that I2l p:t\use en the A~flat of m.203 was necessary.
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Recordings not faithful to the dynamic markings indicated by the composer included those by

Bate, Stewart, Guillou and Langlais.

TEMPO

TABLES.
fANTAISIE Op.1G: QUASI LENTO

...Toumemire (19?..,.1.:_2_.1)'-~~~_~ ~ __ ~
# Smith (19fJOa:56) ~
..:~!?.l!Ere(1955.L_, __'

Tempo chosen by the performers for this section ranged from the Stewart to the Marchal

"rOURNEMlflP SiITlpry, stressing thebigchor.9..;_s_~-I
MARCHAl# 76

I-D~U'.,:P'=':R,::c:Ei'-+-'-=--t-63

BEAT:
CROTCHET

LANGLAIS 66
DEMESSIEUX 56
ALAIN 60ISOIR~~-+-5~2:__--~------·--I

ROBSAM 52
"SANGER 69
BATE 58

recording measured at 50 to 76 crotchets per minute respec"Jvely.The Marchal recording had

by far the fastest tempo when measured against the other recordings. rnost of which were in fhe

50's and 60·s.

ADAGIQ

It is a characteristic of most 19th--C'.enturytexts that deceleration markings such as rallentando

appeal' only at the conclusion of a movement or a large section therin, Thus there are few of

these markings within a short section such as the adagio of this Fantaisie; the performer is left to

decide whether any phrase merits a slight deceleration. Stich an example may be found in

mm.212 ~214 where a rallentando was employed by all the pertormers in an attempt to mark
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the end of the first theme and at the same time show the beginning of its development. Some

recordinqs made more of the singing line in the tenor part, especially the tenor G in m.213.

When thl::' tenor line reappears, it is in the soprano of m.244, and again it was given emphasis,

tills time also because it marks the end of a section and the beginning of a short coda. Langlais

applied an exaggerated rubato on the soprano C of m.242. pausing 10l1g enough on it to

augment significantly its notational valu~i,Roth tied the soprano G's across mm.21" and 212.

The Guiliou recording continued to bend and mould the rhythm in this section far more

noticeably than any other performer;'isgain the right hand fell behind the left hand at the opening

of phrases. The RObsam recordillg again made obvious use of his 'off~beat' rubato theory, often

leaning on the last note of tile measure.

Measures 217 and 218 of the autograph contain a tie over the E~f1atin the left hand. This tie is

not printed in the 1959 Durand edition. It was impossible to hear the various performers'

articulations of this measure as they were obscured by a full harmony. It is assumed that, as the

left hand is, at this stage, merely a duplication of the pedal (in whir.h the tie is printed), the same

articulation would have applied.

Most of the performance differences came from the exploitation of the expression pedal. An

omission in the 1959 Durand edition of trle dynamic marking in measure 218 and in the Dupre

of the markings in both mm. 217 and 218 may be, observed. Periormers not making this

dynamic change, or whose recording renders iiinaudible, included Bate, Roth, Murray, Rubsarn,

Alain and Guillou. This measure is very similar to rn.210, in which the dynamiC change is

marked. Even if the performers were working from an incorrect score, an analogous comparison

between the measure would have revealed the inaccuracy,
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The Alain, Sanger, Roth, lsoir and RQbsam recordings adhered more or less to the text. Others

llk({ Langlais, Dernessleux, Bate, Murray. Stewart and GlJilIoUiignored most of the indicated

markings and inserted unmarked dynamic changes. Most fA the performers gave extra

emphasis to the dynamic markings in mm.209 - 212 by leaning .slightly on the third beats of

\1'1m.20~and 210 as well as on the first beat of m.212. langlais, Marchal. Demessleux and

Gull!Ol.lmade an unmarked diminuendo on the suspension in the last bar. Gui!lou's was the

most exaggerated.

TEMPO

'fABLE 7.

FANTAISIE Op.16 : AOJI),GIO~~~-------------..-..-----.. ~ ..~------------------.-------..._.-------BEAT:
QUAVER

The concluding, infinitely calm Adagio rejec.'tsmetronomic rhythm, thank"
~~~~:----+.=.God! Retrospection, contemplation - thatis.-",t~....::le;..:A•.:.::d=ag"",iic;o;o.;_ ---ll

MARCHAL# 54DUPRE+---t-:5:-::2--~~-----~~------~~~-----I

LANGLAIS 54

TOURNEMIRE*

DEMESSIEUX 56ALAiN ._--4. 8L~4-:"2~••....~---·--~--~--------
ISOIR 56
RUJ3SAM 54
SANGER 56BATE 56~-~~-----------------~--------
GUILLOU 58 - 69 ("1.222) - 63 (rn.22E51 - 58 (m.237) --~'---I

MURRAY 58 ~..54 (m.214)SrEVVART ~5~4---~~~~--------~--------------
ROTH 56.~----------------------------.------------~• Tournemire (1931 :21)
# Smith (19tlOa:58)
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in the Adagio section most of the performers settled for 54 or 56 quavers per minute with the

most marked differences found in the slow Alain recording (42 quavers per minute). and the

Guil!ou recording which veached the fastest smpo for this section: 69 quavers per minute at

m.222. Other than the Guillcm recording, most of the performances adhered more au' k::ss to their

opening tempi.

CONCLUSION

There was no discrepar. cy in the recorded performances in the use of a legato touch. Likewise

the tying of common notes between adjacent voices was, as far as can be established, also

uniformly practised. Despite the theoretical controversy surtounding the repetition or non-

repetition of a sustained note when a note of shorter w~lue reaches unison with it, at; the

recorded performances favoured the breaking of the sustained note in order to accommodate

the shorter note; in doing so, they adhered to the Guilmant and Vfeme tradition. The only

unorthodox recording of this section is the Bate interpretation: she seemed to hold the sustalned

note even when the lower notes reached a unison pitch \I\'ith it, but then interrupted this voice in

an unnecessary and unmarked place i.e. between mm.124 and 125.

Specific articulations notated by the composer, such as those from mm.83 '(0 85 and 111 to 115

were consistent:,)' ignored by Guillou and Bate. Murray and lsoir were slightly more consistent in

their articulation.

Predictably. the handlin:g of rubato varied with each recording. However, certain common

characteristics were discernible. The performers were like-minded in their approach to the

contrapuntal section from !TIm. 17 to 40; they all ~with the possible exception of Demessieux ~

emphasised, to a greater or lesser degree, the entries of the various voices by anticlpating each

entry with a slight hiatus.
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The application of rubato on the highest notes of phrases such as those from mm:70 to 79, 87

to 89" 186 to 188, 203 (pC'!dttti)and 204 to 2'12 was common to all except the Demessieux

recording.

A ritardando was frequently applied to the ends of phrases, even when unmarked by the

composer, The original tempo was then resumed at the beginning of the next phrase.

The more dr.Jmaticpassages in the work, particularl~'those from mm.57 to 60 and.190 to 205\

were played wnh fllijxibiiity by ~II except Siewart and Murray.

Concerning the observance of expression pedal indications, it is apparent that the Alain, Roth,

Sanger and RGhsam reoorlli,~t:'!3 are the most faHhful to the score. The Murray '~nd Stewart

recordings are slightly less exact, while those ' • Langlais, Bate, Dernessleux, 8.1d Guillou

displayed a greater degree of subjectivity.
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CHAPTER St:VEN

CANTABILE

Th~~one-movement Can!abil9 features a beautiflJI melody that must be played on the Redt wit:'1

a typical solo combination: foundations. Hautbois and Trompette. It is, as its name suggests, a

~yrical and flowing work described by Toumemlre as one or Franr.k's finest masterpieces

('1931:25).

The Cantabil(!!i, campI jted on 11 September 1878 as part of the Trois Pieces:, shows a gap 'of

fifteen years between it and the Six Pieces. The new and .?)fij yet unpublished wM<.was

performed for the first time en 1 October 1878 for the 14th Seance de "Orgue in the Salles des

Fetes of the Trccadero. His Recital also included the Fantaisie en la, the !3rar.de Piece

symphonigue, the!Piec.e Mro'i'gue and two improvisations (Smilli,1983:18).

It has been established that, while the manuscripts bearing the original registrations ror the four-

manual Trocadero on;~anare extant (they Game t..:) light in 1984), only the first edition of the Irois

Pieces edited by the composer for a three-manual organ are in existence. Therefore,

performers have a choice: to perform the works either as originally conceived or as edited for

pubi~cation.These options are described in tJ'9 following discussion. Quite understandalbly, the

version most often performed is the more freely available published edition. Only Daniel Roth

chose the former option. Thus his registratkwutali requrements were differel1~from tnose of the

other performers. Roth's performance of this work is discussed with reference to the autograph

manuscript NO.20151(2) held in the Bibliotheque Nation:a~c:;,Paris.
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THE REGISTRATION FOR THE TROCADERO ORGAN

As the Trois Pist:el$ had yet to be published, Franck played from his original manuscripts, The

registrations he chose for this performance are written on the manuscripts in his own hand. Also

supplied are manual changes marked in black pencil throughout the manuscript, not all of which

appeared in the first edition, Additional registration directions eppear throughout in blue pencil

which are also absent from the printed edition. To compound the problem there are many

erasures of the manual Indications and registration changes. One dynamic marking, at m.27, is

in both black. and green penciL Kaunzing€'f assernes that 'since the manuscript also had fewer

dynamic markings and slurs and contained no entries for the music engraver, another setting of

the work must have existed which has StllltIJS)\;;quently been lost' (1990:56).

lL.lUSTRA TION 6. THE REGISTRATION ON THE AUTOGRAPH MANUSCRIPT os THE
I

Trocadero organ is printed below. The stops enclosed within the square brackets are tb()se

which Franek selected 011 the Trocadero organ.

NON TROPPO L~NTO

Positif:

Diapason S', FlUteharmoniqua 8i [Diapason S', FlUte harrnonque S']
Fonds 8', Hautbois, Trompette [F~uteharmoruque 8', Cor de ~uit 8', Viole
tie gambe 8', Hautbois 8', 'lrompette a'l
SalicionA18', Flute 0' rSallclonaI8', FI~tehannonique S'l

Solo:
Reicit
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Grand~On;Jue: Flute; harmonioue 8', Bourdon 8' [FIOte harmonique 3', Bourdon 8']
Pedale: Sous~basse 16', Contrebasse 16', FlUte 8', Bourdon 8' [Sou.s-basse,

Comrebasse 16'. Grosse flute 8'. Bourdon 8']
Recit au Positif [Recit coupled to Positiij

At mm. 6-7, 25-26, 30-31: Accouplez Pos. au Pedale [couple Positifto F 'lll]
At m.43: Montre G.O. [+Grand-Orgue Montre 8']

Accouplez Pes au G.O. [couple Positifto Grand Orgue]
At m.4S: Tlrasse G.O [couple Grand-Orgue to Pedale]
At m.50: Otez tremblant [remove the Recit tremulcmt]

6tez raccoupla Pes to G.O [remove Positifto Grand~Org!.le]
At mJ35: Tremblant [add the Rae!t tremulant]

Otez Montl'e G.O. [remove Grand-Orgue Mantre 8']
6te2; tirasse G.O. [remove Grand-Orgue to P~da!e]

At m.'i'4: 6te:~ anches Recit [remove Recit Trompette 8']
6te:z FlUte 8' G,O. [remove Grand~Orglie Flute 8']

At m.tS: 6te::z Hautbois Recit [remove RecK Hautbois 8']
At m.8:~: FIQf;e8' G.O. [add Gfand-Orgue Flute 8']

As noted il'1 Chapter Five, Roth chose to record on three different instruments. Howevel', the

eX8c..'1:reasons for his reomding the C~ntabile and Piece hero"lgue on the organ at Saint·Brieue,

while using!the organ at Saint Sulpice for the Fantelsie en la, are unclear. The organ at Sainte-

Brieuc is ':1 restored originall Gavaille...ColIdating from the period of the composition of the Piece

p()lJrGrancbOrm!~ (1854) i.EL twenty~fouryea(s prior to the compositon of the Cantebile in 1878.

It is much ~\maller than ttiEl celebrated Trocadero organ. Even though the ~~antabile uses only

the strings, '!lues and one t)f Franck's characteristic Recit combinations, the organ at Saint~

Brieuc is lacking hi particular-stops essential to this work, namely: a Cor de nuit 8' 011 tI~e Recit; a

Sousbasse 16i' and a Bourd(:,," 8' on the Pedale. The fourth manual (Solo) is a~so missing, and

Roth would have had to lise \\he Grand-Orgue as a substitute, alternately drawing and retiring

i=rard:, in his "''SQii.sfiationfat UtI:: TI~)tadero organ, coupled the F'ositif manuel to the pedal at

mm.6-7, 25-20' and 30-31. E.ly ir0t~reasing the pedal volume in these phrases, Franek surely

wished to draw .(:1tt,er!tiol1 to the.'IJeo;~'iI'santidpati\>n of the SOll1 Recit melody which begins later in
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m.s. Whenever this theme returned to the manuals, Franck removed the pedal coupler. Roth

follows these ii1diCElticns.

Roth chose not to l~mp~l)Ythe ~if'emtJ]lantfor the solo stops even though, for the premiere of the

Cantabiie, Franck used! the tremulant for tn~~entire piece except for the canon between mm.st

and 65. Apart from the tremu!ant, Roth foiiowed the ,egisiration maddngsr including the

passages demanding C;rand-Orgue to pqd:ale coupler mentloned above, untilln.74. Here he did

not remove the AncJ'leH of the RE~clt,in thii:S case the Trompette, or the FlUte hl~rmoniqueof the

Gffilnd~Orgue. At m.i'8 Roth retained the Redt Hautbois but removed the Trompette, At m.82

the Grand-Orgue Flute 8' was ntl~ added. In this !3st section therefore, he was i!ldopting the

regis'lraticll1s given in ihe printed editionl of the work (Correspondenc' p:14/D'1I19\95). Roth's

reasons for this change of te:d are not rnennoned in his at~c:ompanying nc'lE\!s.HtlWever, if

Franck was compesed tl:! conclude the \!Vatkon soft f!UE~stops because the TrocMero Hautbois

did not compare favoumbly with its quie\:er counterpart at Sa;linte-Clotilde, Roth's alll'3mative

registrati()n is logical: the Hautbois on the. Org2n at Sainte-BriEluc is similar to that at Sainte-

Clotilda,

If the Trocedero Hautbois and Trompette ware indeed siI'cnger than their counterparts at S~~inte-

Glo\'ildl1~,each W~iS obvl()Us!l! capable of 5ustaitling a 1;010me1ody. such ,98 found in the

.QantabilE!, on its own. BlIt as verified in the Trecadero manuscript hi:: insisted on the same R.t~:;it

c(.}mbimltion. This conlirms the 1heory put forward in Chapter Three: Franck's calli for the Rel-:it

combd~ ueJilionwas o'nly partially based on the size of the r-;~ecitdivi~iiolnat Saintt~Clot1lde and

indk~ated rather his rrefen~rJc!a for the spedfic. Recit tone-colour combination. Thls view is

conlirmed by S~mger,AI.'3in (and Roth.
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Marchal'::; albeit lnconslstent use of his 'equivalence theory' might also explain why he moved to

t'1e Voix celeste at m.B7, choosing not to conclude ihe work on the Hautbois at Salnt~Eustache.

It does not, however, explain why Tournemire, playing at Sa!nte-C!otilde, should have shifted to

the Voix bumaine at nl.86.

THE PUBLISHED FtcGISTRATIOl\l

The model registratkm of the one-movement Cantabile for tnree-rnanual organ as prj, ~eclin the

earllest Durand edition is as follows:

NONlROPPO LE~JrQ

Redt Jeux de fonds de 8 pieds, Hautb(')is, Trompette [Flute harmonique 8',
Bourdofll8', Gambe 8', Basson-hautbols 8', Trompetta harmonique 81

Positif: Jeux de nute et Bourdon de 8 pleds [Flut,~narmonlque 8', Bourdon 6'1
Grand-Orgll~: Jeux de flute, Bourdon, Gambe at Mantre de 8 pieds LFICiteharmonique

8', Bourdon 8', Gambe 8', Montra ~\1
Pedale: Jeux de fonds de 8 et 16 pieds [Contrebasoe 16', Basse 81
Claviers separes [all manuals un~upled]
Tirasses du Positif [couple Pcsltit to Pedale]

At mA3: accouptez !e Reci!: au Positlt [couple the Recit and Positif manuals]
At m.52: mettez Ie tirasse diiJG.o'. [couple the Grand·Orgue to the Pedale]
At m.6S: 6tez la tirasse du G.O. [uncouple the Grand-Orgue to Pedals]
At m.78: otez la tromp. du RI~cit[remove the Pecit Trompette harmonique]

Franck chose not to add the Pos!tif to Pedale coupler in the printed edition. Smith postulates

that Franck. must have felt that the Pedale and Positif stops sufficiently bslanced the Grand··

Orgue, and that t~isregistration did not merit the addition of the Grand-Orgue pedal coupler

(,1990Jh:51).The strength of the Pedale and Positif pedal stops of the organ at Saintf}-Clotllde is

thus confirmed.

It has been established that Franck specifically requested that the Cantabile's Redt {A";mbination

should include foundations, Hautbois and Trornpette, By indicating that the opening Reclt
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melody be played on a solo Trompette accompanied by the Positif Flute 8'. Dupre ignored the

Fonds 8' and the Hautbois frorn the Recit and the Bourdon 8' from the Positif. Similarly. Murray

and Guinou preferred a solo Trompette harmonique for the Recit melody. Langlais also selected

a solo Trornpette on the Recit for the first section but from O'L65 preferred a solo Ha.utbois.He

the,' removed the Hautbois at m.78 and added the Trornpette - in ciet1ance of Franck's

instructions. At m.ra Marchal retired the solo Trompette he drew for the opening melody and

replaced itwith the Redt Hautbois 8',

Toumernlre, on the other hand, preferred a solo Hautbois for the entire Recit melody, rle also

refrained from coupling the, Positif to the Pedale from the beginning of the work; thus at mA3

the Redt stops are not coupled through to the PSdaie by m=ans of the Recit to Positif coupler.

in the notes supplied with her recording, Alain's registra{lon is documented as: Dulciana 8',

Bourdon 8', Hautbots 8', Trompette 8'. 111e 'Dulciana 8" stop cannot be correct <SIS thi$ stop does

not exist on the Redt cf the organ at Saint-Fran~is-de-.Sales. It should possibly have been a

Gamba 8' because, if one compares her choice of stops in the Fantaisie for the same

registration indication, she chose a Bourdon 8' and Gambe 8'. Alain again neglected to include

the Redt FlUte harrnonlque 8' in the op,.>ning Reelt combination. The pedal section was also

aug:" iented with a Sousbasse 16 and Violoncelle 8', simi!ar to the Fantaisie.

The lack of a Gamh::' 8" on the Grand-O;'gue of the organ at Saint-Croix changed the opening

timbre of the lsoir recording quite considerably. ~specially in comparison wlth the heavy string

tone of the Demessieux recording. Much like lsolr, Sanger was also restricted by the organ on

which he chose to perform. Although the necessary stops for the Recit melody were available,

problems with the wind supply prevented the Hautbois from being drawn in combination with the
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Trornpene (Correspondence:'14J11r J~). However, the presence of the foundation stops

indl.lding a Gambe 8' added a fullness of timbre.

Athough Guiilou followed the Trocadero indications far the Positif to Fedale coupler i.e. at mm.t-

2, &7, 25-26 and 3(}"31 , he occasionelly fol!owed the Durand edition for the manual changes"

He selected a stIng accompanment fe, the solo ROOtTrompette instead of flutes, and utilized a

strong flute from mrrt37 to 41 to compensate for the lack of expression. From m.43 Guillou

played the left hand on a Montre 8'. At rrt51 he exchanged manuals and the left. hand was

hardly audible as a result. The overall dynamic of this measure was much louder than the

indicated piano marked by the composer. Guillou added a reed to the peda! at m.S2 for its !ugal

entry. removing it between mm.S2 and 63.

On the second beat of m.BT Franck introduced a sudden second voice in the solo melody. in the

next measure adding another voice to this line.

Cantab:le mm.85 - 89

-~ - . ,.....1 t - I '",

I-"'" .. r' ....p-...._:;,~ r ..--1-- -
J J ~J j. J o"-_ -- '.

.!:,

~
J~. J J
o

---
\

----~ .... -
~-

Tcumemlre changed the r.ght hand s'c,'9istration to the Voix humaine at the second beat of m.SS.

Marchal changed to the Voix celeste on the second quaver note of m.87. Demessleux and
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Sanger also chose to maintain the indep:;:;; of the solo line but, unlike Tournemlre and

Marcilal, kept the right hand solo melody on the lautbols stop while playing all the underlying

parts on the Positl[ All the other performers, irmluding Langlais, performed these last two

measures exactly as written.

PHRASING" RUBATO AtmrEMP1\l

After a two-bar introduction on the Orand-Orgue, the Recit malad);' slowly unfolds in the soprano

register, each phrase punctuated t;.y short episodes on the Grand-Orgue. While most

performers maintained a steady P&OOfor these alternating passages, Bate, Stewart, Lan~llais,

RObsam and Gu;Uou preferred a freer approach. Th(~\first four of these tended to play the Grand-

Orgue sections more slowly than those written for the Recn. The Guillou recording produced the

opposite: the Grand-Orgue passages wer laccelerated.

In a manner applied to the Fantaisie, all the performers slowed down at the end of most phrases

~even though unmarked as such by the composer ~and then resumed the original tempo at the

beginning of the next phrase. In the Cantabile this performance trait was more noticeeble

because it occurred at the end of every 1l1i1181odic phrase. Although Franck marked only a

diminuendo or decrescendo at these points, they were uniformly interpreted as rallentandos. In

the Tournemlre, Langlais, Marchal, Demessieux, Alain, Roth, lsoir, Rilbsam and Guillou

recordings, these ralleniandos were more exaggerated.

The most noticeable characterisnc of the Recii melody is the ascending leap of a minor seventh.

Smith emphasised the importance of correctly phrasing this interval in each of the five times it

occurs (1990/h:51). Using the first Durand edition, he !,v.,:ted thiJ't in rnm.s and 33 (left hand) the

interval fails in the middle of the phrase. However, in mm.S8, 59 (pedal) and 60, the notes of the
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interva~ constitute the end of one phrase and the beginning of the next. Smith reminded the

player to be aware of these diffe.. ~ hrasings, and noted how Charles Tournemire phrased

them identically by lifting before the upper note each time it occurred (ibid).

Langlais's phrasing of the intervals in mm.12 to 15 was similar to Tournemire's in that it was

perfectly legato. But while Tournemlre's phrasing of the leaping intelVal in mm.s and 33 was

markeclly detached, Langlais's was only semi-legato. The lack of clear articulation of the interval

in the pedal at m.59 was observed in the Rubsam, Bate and Guillal.! recordings. Despite Sm!to:ts

comment on Toumemire's articulation of these measures, his pedal al1iculation of the intelval

was much less defined than his articulation on the manuals. The pedal inteN.al could even bP,

considered legato.

The rubato applied to the leaping seventh intervals varied. In m.9 the interval was played in time

but the performers lingered on the first quaver of m.10. In mrn:12 to 13 they all (with the

exception of Bate) held the lower note of the interJal slightly longer than written and then paused

on the higher note. The seventh between mm.14 and 15 was given even more rubato from all

except Bate and Stewart This prolonged treatment of a repeated phrase was characteristic of

most of the recordings.

Another example of this type of rubato may be found in mm.te to 19 where the right hand in

mm.16/19 is a repetfion ofmm.16/17.
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Cantabiia mrn.16 ~ 19

The omamentel notes found in the alto and soprano lines of the repeat were given more flexible

treatment by Roth, Marchal, Demessieux, lsoir and Guiilou, especial:y the G double-sharp in the

right hand of m.1S;. its value was noticeably augmented. In a similarpassage from ml'l1.65to 68,

Alain gave the repeat section·.more rubato, having previously done the opposite. The other

performers treated the material from mm.65 to 68 in much the same way as they played mm.16

to ~9.

Smith's instruction that 'the third beat of m.19, a repetition of m.17. will be played

tenuto'{1990/h:51) seems valid, yet the use of mbato in mm.17 and 19 in the recordings varied

quite considerably.Alain, Tournernlre and Guil!ou preferredto stretch the values of the quavers

(If the second beats, Demessieux and lsoir emphasised both the second and third beats.

Langlais. Roth, Marchal, Bate and Stewart played the quavers of the third beals (also the

highest notes in the phrase) as though they were marked 'tenuto', In mm.66 and 68, Guillou

preferred, this time, to emphasise both the second and the third beats, and Demessieux

concentrated more on the third beat The other performers treated the material at mm.66 and 68

as they did mm.16 and 19.
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From the recordings it is obvious that there are also differ;;nt ways of realising mm.20 to 22 and

mm. 69 to 71" Smith suggested that'the passage continues with an accelerando through

mm.20-22'(1990/h:S1) but furnished no support for his assumption. Leupold, however,

considered that it was natura! for the Roman'lics to accelerate when a passage is ascending.

The reverse was then applicable when a descending line occurred. These traits were

exaggerated when dynamic markings were also present (1989:379). This was confirmed in the

GuiUou, Bate and Rubsam recort '195 which demonstrated a marked acceleration flrom mm.20

to 22 and mrn.ss to 71. Tournemire, Roth, Langlais and lsoir also accelerated slightly, with

Toumemse and lsolr anticipating the second beats. However. the Alain, Marchal, Sanger,

Murray and Stewart recordings preferred to bulld the tension by slowing this section down.

Overall, i~may be deduced that for these measures the performers' tempo differ'~nce6 wp.re

considerable.

Apart from the exploitation of tempo, most of the performers chose to heighten thE~tension of

this passage by lengthening the first quaven of the second beats from mm.20 to 22 and mm.69

to 7'1. Ol1ty Bate. Stewart and RObsam prefell'ed 10 linger on the third beats, WhileMurray made

no differentiation at ali. There was, however. no disagreement concerning the use of a

noticeable rubato on the last two notes of both mm.23 and 73. This rubato was especially

obvious in the Alain, Roth, MarchliEil,Langlais, Dernessleux, lsolr, RObsam, Bate and Gumou

recordings.

The section disclJssed above leads directly into the most dramatic section of the Cantabile,

namely mm.43 to 50. In a manner similar to the previous section. the Bate, RObsam and Gulllou

recordings revealed a distinct accelerando in these measures. as did Langlais. Alain.

Toumemire, Roth, Marchal. IsolF accelerated only slightly. while Sanger, Stewart. Murray and

Demesslev J{ made no tempo change.
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While the style of legato playing has been confirmed as standard when none is Indicated by the

composer, an exception was made ~ by Dupre, Durutle and Langlais ~ for passaqes with

large chords (Jaquet,1978:31d). The clear articulation, by Demessieux and. y- rnemil9, of the

light-hand chords in mm.48 to 50 and the latter's attitude to the chords in the last measure of the

Choral no 3 (which, he said, should be detached) contirrns this approach (1931:35). All other

performances of these measures were treated legato.

The contrapuntal section which follows was performed by aU in such a manner that tha vanous

parts 'lfere easily discernible. As in the case of the contrapuntal section in the Fantaisie, 'the

entries of the various voices were emphasized with a very slight d~lay.the only exception being

the cccaslonal lack of pedal articu!atitm in m.S9 (as previously mentioned).

The Trocadero manuscript - unlike the first edition - contains no phrase ma~ngs. Because the

proof ropy of the Cantabilt.., like those for the rest of the Trois Pieces, has not survived, the fin,'1:

edition is valuable in establishing the composer's intentions. Although implementing the

Trocadero registration, Roth foilowed the phrasings found in the first edition. In this edition, the

phrase markings given to the ieft hand in mm"8~24 seem to divide the music into short one- or

two-measure phrases. Taken literally, there should, for example, be a break between all the !eft:~

hand notes (apart from the tied F-sharp) between mm.S and 9 and similarly in all the other

measures. These constitute the 'unnecessary' ties flr:ei1tioned by Dupre, which he omitted in his

edition. Likewise, aHhough not performing from the Dupre edition, all the performers (except

Stewart) played these phrases for the left hand in a smooth and legato manner.
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Simil1\iipl-:irasingfor the left hand occurs from mm.32 to 60. However, while mm.32 to 38 were

den by all except Toumemire, Demessieux, RObsam and Guillo!J, the phrasings

from mm.43 to 60 were If,niformly ignored.

In the 3:e.l of phrasing. the article by Craighead and Godding, which compares the early and

1959 Durand editions, notes three instances in the Cantabl,lewhere they 7ee1 the ties marked in

the 1959 Durand edition are correct even though they do not appear in the earlier edition. These

occur at m!Tt21~22.57 and 63. The tie between beats two and three in the left hand of m.57 is

inissing from the first Durand edition but is present in the manuscript; it also appears in the 1959

edition. At all ~i!milarinstances in the left~hand counterpoint a tie has been written. In the Dupre

and Urtexlt editions the tie is also marked.

The tying of common notes in the Cantabile is not consistently marked in any edition. For

example, thl:~jsoprano note of tile fourth beats of mm.61 and 63 shou'd be tied to the alto voice

of the first beats of mm.63 and 64.

Cantabile mm.61 ~64

I
-:6:.
I

()~J J

1.."1 I
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Although it was often difficult tl, ascertain whether common notes were perfe(..ily tied, one can

conclude tMt in the main, then~was unanimity.

There were ~NQ discrepancies in the performers' phrasings between mm.78 and 84. The first

occurred in Toumemlre's record:ng of the right~hand part berNeel'l mm.78 and 81. He was the

Qnili performer to effect a break between mm.78 and 79 as well as bet\vaen mm.79 and 80. in

so doing, he created in each of the two measures a separate, unmarked phrase" It is of interesl

~onote that. while the manuscript and first Durand edition lack phrasings in these measures, the

Durand edition published in '1959 in fact provides them.

The second phrasing discrepancy maw be heard in the right hand of' mm.82 and 84. Stewart and

laoir phrased the melody exactly as marked in both measures, while Tournernlre ignored both.

The remainder phrased either one or the other. The Dupre edition omits most uf what he termed

'unnecessary slurs' such as those found in the left hand of m.s and bi"Jo~weenmm.12 and 20.

Recourse to the expression pedal in this work, as 15\ tlr'i all of Franck's compositions, is integra! to

its identity. Franck begarl ecll~1-! new phrase on the Retia either mf or f arud then ended with a

diminuendo. Smith has written:

The importance of faithful observation of the dynamic marks was pointed out by Louis
Vierne (Mes Sfl/Jlfe'1iro [Paris:Les Amis de I'Orgue, 1970] 1).26) in his description of
hearing Eugene Gigout play the Cantabile at Franck's fUl1Elral: 'Ui'.be~rabie distress
seized us When, at the offertory, we heard coming from the loft otthe great organ the
maitre's own CantfSblle,played too t1st and without expression' ('I990/h:51 ).

Overall. the dynamic markings in the Cantabile were most accurately executed by Alain and

Roth. The March~~I, IJ8messieux and Sanger recordings were only slightly less exact. The

dynamics in the Stewart and Murray recordings were very subtle, sometimes almost inaudible.

Although a diminuendo is marked aft the climax of the section in m.49, it was not audible in the
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Sanger, lsoir, Rubsarn and Bate recordings, Langlais made an unusual dynamic ,;:hange

b:3tween mm.ss arid 64. His unmarked crescendo began in rrUTt55 and 56. However, just

before the climax at the first beat of 111.62 (marked m. he closed the Si}lfell box. The same

contrast was erfected il1 the sequence.

Both Toumemire's and GUillOll'S performances in terms of dynamics may be considered (ZISthe

least accurate. Although Smith notes that TOUi'!'i\:l;mire closed the Z3wellbox at m,24, it seems that

the fii'st diillinuendo comes only at m.42. in preparation for the Reelt to Positif manual coupler at

rn.43. The box was opened slightly (Ojt m.67 and was kept open at m.S8. Instead of closing the

box at m.GS, Toumemire increased the dynamic through mm.ss and 69. He ignored the

dynamics marked in mm.73, 77,84 and 85. Toumemire's lack of accuracy in this regard could

possibly be due to his choice of registratkcjil(l,As discussed above, the S(\i~~~8l(j)eakingstops drawn

forthe solo melody would have lim;~edthe dynamic range available from the expression pedal.

In el similar manner, Guillou's choice of registration limited his use of the expression pedal, with

the ft."sulting dynamic inaccuracies. From Inm.27 to 42 Guillou played the Recft melody on an

uncoupled and unenclosed manual, playing the accompaniment on the Recit. When the

expression pedal wae used, it therefo!'0 aff~::ctedonly the accompaniment. He was the only

performer to make unmarked dynamic changes in the last two measures, concluding the work

with a diminueru.:Jo.

TEMPO

As illustrated in 'fable 8, ml1l.43 to 50 were noticeably accelerated in the Langlais, Bate,

Rubsam and Guilloll recordings. At the subsequent 'molto sostenuto' marking at '11.5'1the first

three performers slowed down, but Guil!ou set a considerably faster pace for the flnsuing canon.

Although ,he Tournemlre, Demessieux, Alain. .... , and Stei.lVart recordings dld not set an
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accelerated pace for mm.43 to 50, thtN too slowed down at the 'molto sostenuto' indication.

Only M2Jrchal.Alain, lsolr, Murmy and Rolh kj:jpf their approximate opening tempos.

TABLE 8

CANTA81lE : NON lROPPO lEN1'O

m..5t_ m.65. m.78
63

The indication Larqamente was written very faintly l:'lOOVC m.S1 in the autograph manuscript

This marking was not observed in the rnanuscrpt-based Roth recording. It escaped mention

(1150 in the writings of Leupold, -lJaquet-Langlais and Smith, possibly because it was partially

concealed by a set of registration instructions writt®dn in heavy blue pencil. it is assumed that

Franck followed this marking in his performance on the Trocadero organ, and later substituted

the 'rnolto sostenuto' indication for the published version.
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CONCLUSION

The legato touch was ~tandard in all the performances and notes common to adjacent voices.

although SOil ..times indistinct, were USlially tied.

The common characteristic rubato features of this work included the frequent application by all

performers of a ritardando at the ends of phrases, even when unmarked as such by the

composer. The original tempo was then resumed at the beginning of the r1eJ{[phrase. The

performances by Sanger, Murray and Stewart revealed less ritardando towards the ends of

phrases in compansoa with the other recordingg.

As in the F=antaisie,the voice entries in the canonical section (m.51 to 61) of the Cantabile were

emphasized by being slightly delayed. This is characteristic of all the performances to a greater

or lesser degree.

When a passage was repeated eithp.r exactly or in sequence :at a lower p!tch, the repetition was

generally played tenuto, As discussed more fully above, examples of this may be found in

mm.14~15 (repeat of mm.12-13); m.19 (repeat of m.17); mm.63-64 (repeat of mm.G1.{52);J"I'I.68

(repeat of m.S6).

The treatment of the high notes 9f a phrase showed variances. Alain, Tournemire and Guillot;

avoided emphasizing the high notes, preferring ra~hert.ostress the preceding notes ego beat two

of mm.t? and 19. Langiais, Roth, Marchal, Bate and Stewart preferred to draw attention to the

highest notes of the phrase (eg. beat three of hltn.17 and 19). Dernessieux and Isoir gave

emphasis to beth the highest notes and those preceding them {i.e. beats two and three of

mm.t? and 19}.
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The climax of the Cantabile (mmA3 to 50) was played with flexibility by all except the Sanger and

Murra~'recordings. With regard to phrasing, the Tournemse recordinpwas the lea~ exact.
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CHAPTER EIGHT

.CHORALN03

INTRODUCTION

Franck's ternary structure for the Choral no 3 comprises an Allegro, an Adagio and an Allegro.

The chQrale theme, reminiscent of the Dorian mode, is incorporated into this triptyctt Franck's

last Choral Is the best known anti most frequently petiiJ(~rmedof all his works for organ. It is partly

for this reason that the work has been selected for more detailed study.

REGISTRATiON

Q!JASI ALLEGRO

the opening of the Choral ne 3 Franck calls for 'Jeux de fonds etjeux d'anches de 8 pieds

a tous les claviers. Claviers accouples. Pedale: Jeux de fonds etjeux d'anches de 8 et 16 pieds,

Tlrasse Grand-Orgue'. At the date of composition, this registration on the organ of Sainte--

Clotilde would have denoted the fonow~rigregisters:

ll~ecit FlUte harmonlque S', Bourdon 8', Viole de gambe 8', Trornpette
harmoniqua 8', Basson~hautbois 8'.

Grand-Orgue: Montre 8', Bourdon 8', FlUte harmonique 8" Gambe 8', Trompette 8'.
P{I!sitif: Montre 8', Bourdon s', Flute harmonlque 8', G:zmbe 8', Salicional 8',

Trornpette S', Cromome 8',
Pedale: Contrebasse 16', Flute 8', Bombatde 16', Basson 16', Trompette 8'
Ree!t to Positif, [C)\©sitifto Grand~Orgl!e
Grand-Orgue Pedale

As the final rnal1!Lllscriptversion of the Choral no 3 is missing, there are only fwo other' sources

available for study. narl1ely, the marJlIscript currently in the possession of Emery Fanning, and

the first Durand edition pubJt.shed in 1891. Of th~se. the Fanning manuscript is an incomplete

first dl'aft and does not contain instructions for registration. We are thus forced to rely on the first

Durand edition. Because the opening manual registration printed in this edition often sounds

bBavy and dark on organs other than that at Sainte-Clotilde, it has long been argued that it is

incomplete, and possibly did not even originate from Fran~ at ali, but from an editor. It is
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partially for this reason and the attempt by many performers to approximate the powerful Positif

and Grand~CI~ue timbre at Saint~Clotiide that brighter upperwork is added to the opening

registration. The answer to this mystery will unfortunately remein hidden until the final manuscript

version of the Choral no 3 is discovered. We can only, until then, accept the printed registration:

.leux de fonds et jeux aencnes de 8o. a tou« les claviers.

There are, however, several methods of interpreting this ambiguous registration indication,

namely: 'Foundation stops 8' and Arlches 8"; 'Found~t.ioli&stops 8', 4', 2' and Anches 8" or

even 'Foundation stops 8', 4', 2', Quints, Mixtures and Anches 8't2111d 4' without manual 16'

stops',

In their recordings on the organ at Sainte-Clotllde, Tournemire and Langlais selected only a..,ft

stops for the opening, in other words, they chose the first option. Langlais wrote in the notes

supplied with his recording:

I will not tolerate those who introduce fonds and mixtures into Franck's works,
considering that not once in all his works does the word 'mixture' appear. It was
a period where they were not required separately. They were tolerated with the
ensemble in the tutti. Anyone who adds mixtures betrays Franck. Franck cannot
be played in the sar-e way that Couperin can. But it is also certain, for example
in the Trcisieme Choral, that Franck indicated a sonority which is only possible at
Sainte-Clotilda, thet is all ~hefonds de 8' and all the Trompettes. J will grant that
the effect is horrible anywhere else. It only works at Sainte-Clotilda.

We know that:

Bringing on the Positif reads and mutations had an even more telling effect [on
Sainte~Clotilde] than on most of Cavaill€rCoU's other instruments, let alone on
modem, almost reedless Choir/Positif divisions (Lueders and von
Eck,1990: 118).

It is possibly because of this that Marchal, Demessieux, Isoir, Murray, RUbsam. Sanger and

Bate defied the warning sounded by Langlais regarding the use of mixtures. Franck himself had

drawn only an extra Clairon 4' and a Dulciana 4' to his 8' registration for the r=_antaisieon the

CavaUle.ColI org.:tlndestined for Carcassone, It is imporiant to remember that the function of the
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mixtures is secondary. The colour of the reeds must predominate, the mixtures must serve only

to make them more brilliant That the rnbeures and UPP,9IWOrk were more necessary on the non-

Cavaili&Coll Instruments used by Sanger and Bate is evidenced in the recordings by the power

of the mixtures and upperwork in relation to the reeds. The Isolr, MUlmy, RObsam, Demessleux

interpretations on Cavallie.Coli instruments and Marchal's interpretation on the Ducroqoet organ

needed less uppF.lrworkin order to approximate the quality of the openilig registration on Sainte-

Clotilde.

Sanger expressed his wish to follow the exact registrations but reflected on the impracticality of

the registration on most other organs:

The pOint in question is 'should one use the upperwork in addition to the S'
reeds?' If we are faithful tc Franck's requirements the answer should surely be
'no'l However, if we look at the practicalities we sometimes need to reconsider.
We can safely assume that Franck would have been quite content with the 8'
stops at Ste.Clotilde, and we know that the Positif Trompette was especially
effective there and added an unusual dimension to that combination. Where
does that leave us with regard to me English organ'll advise frequently that the
best approach is to select in the first instance the precise registers which Franck
requests, and then to play over the opening pages a few times to see if it is
feasible. This combination will probably sound rather dull on the English organ ...
it may be necessary to add some upperwork and reduce the number of 8' flues
in order to increase the excitemen'~and penetration of sound we associate with
the Cavaille..Coli tradition. Try adding the 4' Principal first, and/or 4' reeds, A
Comet stop (or Comet decompose) can add a richness and a brilliance
otherwise lacking. In rare instances it will be necesary to use the Great and/or
Swell Mixture in order to overcome the lack of brilliance in our reeds (1992: '114).

The final registration chosen by Sanger for his recording at the Katarina church il1cluded 4'

reeds, uppeiWe)rk and mixtures. He also wrote: 'the opening sounded rather dull without the

Plein Jeu' (Correspondence:23/02l94).

Roth, Guillou and Stewart WE'.~retile only performers ~using an organ other than that at Sainte-

Clotilda ~ to open their interpretations of this work with a registration based 011 8' pitch as

requested by the composer. In the Roth recording at Saint Suipice the 8' reeds compared
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favourably with the reeds on the recordings at Sainte-Clotilde. Because they were sufficiently

bright to cart)' the opening registration there was no need to draw any upperwork:. Stewart, once

a pupil of Roth, showed the same respect for the given registration. Although not a Cavaille-.Coll

instrument and therefore lacking the special voicing dialractenstic of th~ Cavaille..ColI reeds, the

8'~based registration drawn by Stewart at Hadersiev Cathedral was sufficiently similar in timbre

to merit the exclusion of any upperwork, Gumou's initial adherence to the composer's

registration lasted only until the first appearance of the choral at m.30.

Andre Marchal selected Grand~Choour sans Anches 16' manuals for the opening of his

recording. On the organ at Saint-Eustache Grand-Choeur even included Chamades and a 32'

Pedale Bombarde. In reminiscing about Marchal's registrational techniques, Rebouiot attempted

to justify Marchal's use of the revised registration, arguing that the resources of the organ 3t

Saint&EustaChe and the atmosphere and dimension of the building 'are in essence very

different to thos~ of Sainte-Clotilde'(1983:13). Although the organ at Saint-Eustache was not by

Cavaille-Coli, it was nonetheless an organ that Franck knew and played (see Chapter Five).

That a certain amount of upperwork '\j\faS necessary for the timbre of the Sainte-Clotilda organ to

be approximated ls not at this moment in question. What is unacceptable is Marchal's extensive

alteration of t:he registration and the fact that the recording was advertised as being 'authentic'.

This appelanon cannot be justified as it implies that interpretations even on the most unauthentic

0::9an5 may be considered 'authernic',

Like Marchal, Alain interpreted the opening registration as: 'Foundation stops a', 4', 2', Quints,

Mixtures and Anches 8' and 4' without 16' stops' (1969). She did not, however, draw a complete

Grand·Choeur. Alain's belief that Franck's registration merely indicated the exdusion of 16'
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stops is contradicted in the above-mentioned quotes by Langlais and Sanger, and also by Smith

(199011:121), They conclude that Franck intended stops or only 8' pitch,

Alain's registration again excluded the F!ute haffilonique 8' on the ROOtat Saint-Frant;.ais-de-Sales.

The pedal divisionwas again augmented with the Sousbasse 16' and the Violoncelle a', By using

ilia Basson 8' of the Positif, partially compensated for the missing Montre 8' on the Positif.

For the arpeggiated Largamente passages at mm.6-7 and 15--19Toumernire, Marchal, Murray

and Bate added Anches 16' to their registration, In their editions Dupre, 8onfiG;~and Durufle also

added 16' tone to these passages, In this specific instance the influence of the pupillteacher

relationship is well illustrated through the correlation of the Dupre edition and the Murray

perrcnnance as well as in the Toumemire performance and the Durufte edltion. The use of 16'

in this section also links the Toumemire and Marchal pertormances. The latter was very well

acquainted with the Toumemlre r€9sJlfolings and claimed that Toumemire was one of his

constant guides with regard to interpretation,

Langlais, Alain, Roth, Guillou, Sanger, Stewart and RObsam did not draw the 16' stops for the

Largamente passages,

At m.26: Ajoutezjeux de fonds de 16 p, otez Anehes G,O,
[Add foundation stops 16',Great ancnes in:
Grand~Orgue: Montre 16'

: Bourdon 16'
: ~Trornpette 8'

Posltif:'" Bourdon 161.

Alain, lsoir, Stewart and Bate added the 16' stops of the Orand-Orque but were all lacking the

required 16' stop on the Positit
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Franck requested at 111"26that the Anches of the Grand-Orgue be removed. Sanger reminds us

that the extra upperwork must be removed when the Otez Anches indication appears
,

(1992:114). At this indication Alain, for example, was obliged to take not only the Trompette 8'

away but also the additiofl<':::stops drawn at the opening: Prestant 4'. Double1.te2'. Fourniture 8',

Cymbale iii and Clairon 4'. Similarly, Isolr also removed his upperwork. However, he made the

change 110t where requested but rather between mm"24 and 25, thereby ignoring the phrase

mark. He followed the registration mark at m.26, but made 110 registration change at m.28.

Bate's registration changes in this section took place gradually" She removed the upperwork and

mixtures between mm.26 and 28, with the most noticeable change occuning beiween beats

three and four of m.27, thereby breaking the phrase.

The gradual registration changes observed in the Bate and Guillou recordings would have been

impossible for Franck to achieve without the employment of assistants at both sides of the

console ~tSainte-Clotilde" It has been established that very few of Franck's registration changes

would have demanded an assistant since they fall into block-type sections achievable through

the use of the Peda/es de combinaison

Murray's registr'.ationchanges in this secfion again bore little relationship to the Dursnd edition.

Like Bate, Murray reduced the registration gradually between mm.20 and 29. Unlike Bate,

however, he preferred to change registrations between sections. Murray had little choice in this

regard as the organ at Saint-Semin had none of the modern 'combination- tech'1ology' of the

Beauvais organ. Murray was forced to use the original Cavaille-Coll Jeux de combinaison

pedals. By mmzt Murrc:y had only the foundation stops" By m.26 an even softer set of

foundations stops were driawn. the required 16' ~(jnewas lacking in this sadicln and, because all

the reeds were withdrawn early, no registl'at~orru'Changewas observed in m.28"
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At m.28: mez Anches lP©sitif
[Positif T€\8t!lS
Positif: - Tfr"omp:2Il:te 8'

: - Cromome 8"]

Flme Ociave 4" andilDoublette 2". By this time Demessleux and Marchal had withdrawn all the

manual reeds from their registrations. This registratlon choice was echoed in the Dupre edition

which also advised that only the Fonds 8"should be used for the choral.

At m.30: 6tez jeux de fonds de 16 p,
[Foundation stops 16' in:
Grand-Orgue: - Montre 16'

: - Bourdon 16'
Positif : - Bourdon 16']

The registration required by Franck for the choml is therefore as follows:

Recit: FlUte harmonique 8', Bourdon 8', Viole de gambe S', Trompette
hermonique 8', Hautbois 8' .

Grand-Orgue: Montre 8', Flute harmonique 8', Gambe 8', Bourdon 8'.
Positif: Montre 8', Flate harmonique 8', Gambe 8', Bourdon 8', Baliciona! 8'.
Pedals: Oontrebasse 16', Basse 8', Bombarde 16', Basson 16', Trompette 8',
Recit to Positif. Postl'to Grand-Orgue. Grand-Orgue to Peds!e.

The choral is played only on the manuals. It is of vital importance that Franck's directive for the

inclusion of the two Root reeds be noted.

Alain, Isolr, Murray and Bate played the choral using their own equivalents of the required

registration. As confirmed earlier under the discussion of the Fantaisia neither Marchal nor

Demessieux used the Hautbois in their registrations of the choral. Both performers also omitted

the Trompette in the combination. At mm.46 ~47 and 73 - 79 Demessieux plsyed the left~hand

quavers on a Montra 8', keeping the upper voices on the softer registration. GUillOll chose also

to give preference to one voice of the choral, playing the soprano line on a Flate 8', while playing

the underlying parts with the correct Redt registration. Guiliou employed the same technique in
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playing the alto line on an uncoupled Flute 8' bet\veen beat three of m. 72 and beat two of m.74,

Guillou's technique of 8c.centuating unimportant lines hi the music seems to be eJ.distinguishlng

marr« ...',1sm, along with his flexible rhythmic sense and kaleldoscoplc changes of registration. Iri

her review of Guillou's recordings on-\fidor's Svmphonie V, Ann Bond declared:

Sometimes his constantly changing tone colours are merely bizarre ... but
sometimes they so far undermine the verJ temure of the music, by soloing out
the unimportant strands and obscuring the important ones, that they render it
almost unrecognisable (·i990:283).

As mentioned in Chapter Three the stl"ength of the Positif division of Sainte-Clotilde was

comparable to that of the Grand-Orgue, with the Recit division sounding much softer by

comparison, On the Stewart recording the choral at m.5S was much louder than the preceding

arpeggiated passage on the Posrrif manual.

The pedal registration listed above is required only from the return of the toccata-like figura\lon at

mAS. Although the registration drawn for the manuals was sufficiently strong to support the

't~dat res '. required fur this secton, FUibsam took them away from m,80. This ItAckof reed

tlmble in the pedal was most noticeable between mm.91 and 96 when the psoai had a upward

chromatic movement The exciting effect is unobtainable from the flue stops alone.

At the return ofthe figuration at m.4S as well as between mm.80~96 and '147- 1'11,Totul.emira

evidently preferred not to couple the FMcit to the PosiJif,As a result. not ot1ly were the Flute,

Bourdon and Gambe sounds missing from this section of his recording, but so too were the

more obvious reed tones. Toumemire was thus also compelled to disregard the dynamic

markings of mm.4S, 52, 55, 80, 82, 84, 87, 89, 95, 148, 150, 160, 163, 164, 167 and 169

resulting in the loss of the powerful build-up and excltement created by skillful registration Cind

use of the expression pedal, In complete contrast to the Toumemire recording, Murray -
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aHhougJ1!11his registration for th~ choral was correct - added a very strong reed 8' for the toccata

figurations starting at mm.sa. and 1'11.80.

Ignoring Franck's request for only the two ReCK 8' roods and Pedal reeds, Demessieux returned

to ihe Positif for this section, but used her opening regisi:l"o:.tiol1which included moo!.flU'esand

upperwork, Marchal, playing on the Echo manual im::luded a Cymbala and Cnalumet~u4' in his

regis~ration. Bate also drew :strong upperVli'Ofkfor this section and the retum of the figuration at

m.so. The use of mixtures and upperwork tor the return of the toccata~like figurations is marked

in the Dupre edition using the abbreviation 'FAR '~IHII' (Foundations and AlriidJes ofthe Recii)

In their respective recordings of mm.53 to 56 and mm.st to 96, Bate, Marchal, Demessleux and

Stewart moved either to the Grand~Orguedivision or drew a markedly fullflr registration. This is

incorrect. Recourse to analogous procedures between m!''11.53to 56 and previous appearances

of this material is dangerous. Although Franck marked a crescendo in m.S2 in order to give

more fullness of tone to the return of the broken chords in m.53, no registration change is

indicated. Despite the use of an equivalent registration at m.SS, Bate's choice of registration of

upperwork and extra 8' reeds for the second appearance of 1he choral at m.SS did not

correspond with her original registration of this material Which first occurred in m.30. From

examples such as these, and also Bate's habit of not adding registration in blocks, one is led to

conclude that she did fltlt give sufficient consideration to the regisbation of this pelrticular

pas\':iage and that she ignored thEimechanical limitations of the Cavaille..Coll oryan,

On the other hand. Roth, Sanger and RObsam performed this section with the closest

adherence to the required registration.
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A.QAGIO

Aim.S6:
Rerit:

Positif:
Pedale:

Jeux de fonds 8 pleds, Hautb, Tromp. [FlUte harmonlque 8', Bourdon 6',
Gamba ao

0 Baeson-hautbois 8'. Trornpette nannorsque 8']
Flute et Bourdon 8 pieds [Flute harmonique 8', Bourdon 8']
Jeux doux [soft stops]

There is an editorial on u:ssion in th~ Durand edmon at this measure, Because Franck calls for

soft stops in the pedal ~ as is confirmed in the recordings ~ the Tir8sse GraFid~Orgueshould

therefore be taken off. irVhile most performers selected a Bourdon is' and Flute 8' fot'the pedel,

it is not knowt\ what Fi'anck would have used; the marking Pedale ·Jeux doux gives no claar

indication, It is possible that, because there was no 16" Bourdon in the pedal division, Franck

would have drawn the 16' comrebasse alone and not augmented it with the f'IOte 8' as would

have been expected.

The registration for the Recit manual for the Adagio section le p.xaclly ihat of the opening Quasi

Allegro, Therefore there is no need to change the regil3tration at the beginning of the Adagio; the

performer need onl~~move the right-hand to the Rer.lt manual. Likewise, the registration for the

GU'.clnd-Orguealso remains the same; it is therefore ready for use at the end of m.130. Only the

Positlf and Pecale registratiol1s change.

An!' €J}'Uastops drawn for the previous movement such as in the Alain recording (the extra ~':IQte

Octave 4', Oclavin 2' and Clairon 4') and the Murra~ recording (the strong 6' reed) needed to be

removed here. Alain again omitted the FlUte harmonique a'. For the solo melody, Roth, Alain

<SIndlsolr, RObsam and (~ui!lOIJ observed Franck's ~.:sir'ed comblnaton. As in the Cant,~bile,

Sanger was unable to ditaW the Hautbois with the Trompete and flues· on the organ at the

Katarina church.
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Tournernlte preferred to use a solo stop, either th~ Trompene 01" the Hautbois, for the Adagio

melody in place of Franck's usual combination. Smith has described the two versions of

Tournemlre's Adagio:

The second s~deof the Th~rdChoral (from m.SO to m.117) was issued in two
forms: the German pressing, released on the Deutsche Gralt'lmopt.on label
(which was d!stributed in Great Blitain) represents the first 'take'; the French
pressing, on Polydor, records the second 'take'. The difference is signifioont: for
the first take... Tournemlre uses tilt' Hautbois as the solo stop for the Adagio
(m. 96); on the second take ... he uses the Trompette (1983:96).

In the Polydor version of the Adagio Tomnemire's u~e of the Trornpette demanded that the

Swell box be in the open position for most of the time; otherwise the melody would have

disappeared behind the accompaniment. As a resu~, most of ~hedynamic markings in the score

were ignored. As in the case of the Fantaisie and the CantabHe, langlai& and Murray were

consistent in their use of a solo Trompette In place of Franck"s requested Recit combination.

Langlais' reason has already been rnenticned above, Murray's use of the solo Trompette was

based on Dupre's tuition. Because Marchal reduced the overall dynamic of the Adagio melody

he was obliged to use only the Positif Flute 8' Toraccompaniment.

At m, 117: Otez Tromp. du Recit, ajoutez q.q, jeux de fonds de 8 au Positif
{withdraw Recit Trompene harmonlque 8', add the Positif foundation stops 8':

Recit: ~'lrompette harmonique 8'
Posiiif: +Montre 8'

:+GambeS'
: + Salicional 8']

At m.119: G.O. Jeux de fonds de 8 p, Claviers aocouples. Pedale: mains douce
[Grand-Orgue: same registration as Quasi Allegro. Pedale: less softly.
Recit to Positif, P(.)si!ifto Gl'fJ!1d-O~'9ue]

Because Tournemre and MLiPrayused a solo Trornpette for mm.96 ~ 116, they had to add the

missing Recit stops, including the Hautbois, at m. 1'17 when the Trompette was withdrawn. In

contrast to the Alain recording. the Positif MantrA 8' at Sainte-C!otilda gave definition to the left-

hand melody from the end of m.11B.

149



For the indication at m.118 Alain retired the Reeit Trornpette 8' as required, but added only a

Dulciana 8' t,:I the Positi[ She really had no choice, as the organ at Lyons lacked the required

Positif stops. Consequently the Positif melody was very soft, even when Redt was coupled to

the Positif at m.1 '18. The coupling of the manuals to the Grand~Orgue was effected oniy by

Alain at m.131. If coupled earlier, the Grand-Orgue would have overshadowed the Positif

melody. For the moms douce' indication at m.1'19 Alain added a Violoncelle 8'.

Isolf's registratJon of this section was correct apart from the lack of the Reclt to Positif coupler.

This unwillingness to couple the two manuals has already been n':'tlced in his interpretation of

1119 fantalsle. Sir:ce the aspect of baiance hardly arises, Isoir merely seems to prefer the

uncoupled Positif timbre. As observed in Chapt~iThree, the addition of the Anches Recit while

~heSwell box was closed at m,136 was hardly obviou~ at Sainte.-Clotilde, The Sanger and Bate

recordings showed a marked change in timbre and dynamic at this addition, as they did in the

,iddition of the Anches Recit in m.41 of tl-}9 Fantais!e, The addition was less obtrusive in the

Rilbsam and Murra~v'.ecordings,

It was extremely difficult to pinpoint the exa,;;t registmtion changes made in the Guillou recording

as they were gradual and inconspicuous. Like Bate, GUiII:,iU I-1xploitedthe organ's 'systeme

americame' in constructing registration combinations fmeign to the techniques of Franck

registration required by the score.

At m.142: Anehes G,O. &:Anches Pad
[Grnnd~Orgue : + Trornpette 8'

: + Clairon 4'
: + Bombards 16'
: + Octave 4'
: + Quinte~.
: ...Doublette 2'
: 't- Plein jeu

Pedals: + Bombards 16'
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: + Basson 16'
: ...Trompette 8'
: + Clalron 4']

As ijn the rGlJl!asiallegro, Alain added the extra Basson 8' on the Positif. As in the case of the

Bate registration of mm.26 to 28 mentioned above, her performance of mm.142 to '146 provides

another example of an unmarked registration change also occurring in the middle of a phrase,

Franck requested the Anc:hes of the Grand~Orgce and Anches of the Pedale at m.142. 8ate

however, added exra registration - presumably the Bombarde stops- after the tied chords on

the first beat of ITt 145. Murray's registration lncreased at m.142 to the extent that he called on

the full organ including Bombarde 32' pedal stops; these he retired at the beginning of the next

section (m.147).

LE Q.QUBLE PLUS VITE(MOUVEMENT OU Ct')MMEri~M5@

At m. 146: G.O. & Pas: otez Anthes & fonds de 16 p. Otez Anches Pedale
[add Grand-Orque and Positif Anches and foundations 16'. Withdraw Pedale Anches:
Grand-Orgue : - Mantra 16'

: - Bourdon 16'
: ~Trornpette 8'
: ~Clairon 4'
: - Bornbarde 16'
: -Octave 4'
: -Quinta 3,
: ~Doublette 2'
: ~Pleinjeu

Positif : - Trornpette 8'
: ~Cromorne S'
: - C!airon 4'
: ~Plein jeu harrnonlque
: - Doubletts 2'
: - Quinte 3
: ., FlUte octavinte 4'
: - Bourdon '16'

Pedale : - Bombards 16'
: - Basson 16'
: - Trompefte 0'
: - Clairon 41
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There is no indication that the Grand~Orgue-to-Pedale and Positif-to-PMale couplers already

drawn should be removed for the opening of this movement. In the Dupre editlon, however, ali

the Pedale couplers are required to be removed and added again only at m.169.ln the Durufle

edition, it is suggested that Tirasse Grand~Orgue should be removed.

Toumemire opened the Swell box for the chaM! at tn.iS7. Marchal emphasized it by adding

Fonds at Ancnes du Recli with tie Reclt coupled to the Positif. C~uillou selected a rough-

sounding Dulzian~type stop on an unenclosed manual for the choral in the right hand at m.157.

At m.169 Marchal added the Posffif Anclies which Franck requested only at m. 171. Uke

Marc.'1IY.1,Isoil's recording also emphasized the chotal through a change of registration. At

mm.151-161 and 164-168 lsolr played the right hand on the foundatons 8' of the Grand-Orgue

while keeping the left hand on the required registration. From mm.161-163 he used the correct

registration. At m.168 both Isolr and Gui!lou added strong mutation stops. In the Iselr recording

one was reminded that the OI":;:f3JE1 at Lu~n Cathedra', despite being a Cavaille..CoII organ, is a

mixture ·of Classical and symphonic building techniques. The Guillou recording merely revealed

the performers personal preference.

For the left-hand melody indicated for the Grand-Orgue at m.168, Bate's registration included a

strong reed tone. As may be seen in the above registration, the strong Anches of both the

Positif and the Grand-Orque were removed at m.146.

At 1Tl. 111: Anches positif
(add Positif Anches:
Positif : + Trompette 8'

: + Cromome a'
: + Clairon 4'
: + Plein jeu harmonique
: + Doublette 2'
: + Quinte 3
: <} Fillte octaviante 4']
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Here Alain added her approximation of the Posit" Anches as already discussed at m.140. After

III strong crescendo through the mrn.171 ~ 173, Guillou, contrary to the effect requested by

Franck, suddenly played the choral of m.173 much more softly. He preferred to project the

running figuration given to 'the left hand. Only at m.183 did the choral return to the Grand-Orgue.

At m.'I73: Anches G.O. Anches Pedale
[add Grand-Orque and Pedale Anches:

Grand-Orque : + Trompette 8'
: + Clairon 4'
: + Bombarde 16'
: + Octave 4'
: +Quinte3,
: + Doublette 2'
: + Pleinjeu

Pedale : + Bombarde 16'
: + Basson 16'
: 0}Trornpette 8'
: + Clairon 4']

At m.173 Alain added her approximation of the Grand-Orgue and Pedaie reeds as already

mentioned at m.142. At rn.173 Roth and 8ate added the Bombarde 32' to their pedal

registrations, Unlike Stewart, who in his programme notes stated that he avoided all the hjgh~

pitched mutations and most of the high-pitched mixtures, the upperwork and mixtures used for

the end of the Bate recording were velY brignt and piercing. Guillou used tutti organ including 16'

manual reeds and 32' Pedal reeds, Alain, Marchal and Murray also added heavier and louder

stops but only in the last six measures i.E:. from m.194. Alain added the Rec:it Comet V, the

Positif Carillon and the Pedale Basse acoustque 32'. Marchal added the Chamedes, Tirasses

and Bombarde 32'.

Having much in common with the organ at Sainte-Clotilde, the organ at LU90n has neither a 32'

Pedals reed nor 16' reed on either the Reelt or Positif manuals. It does, however, offer several

mixtures in the Positif and Grand~Orgue divisions. tsolr, however, utilized only Ute requested
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stops for the end of the work. Like lsolr, Sanger had the choice of several extra manual stops

but attempted to stay within the confines of the composers registration as far as possible. The

pedal seenon of the Katari118 church also had a Contrab0rnbarde 32' whos~ pipes did not

function simply because the reeds had not yet been fitted. Rubsam could have used the

Contrabombarde 32' and Recit 16' stops but chose not to.

PHRASING, RUBATO AND TEMPO

QUASI ALLEGR(,

Throughout this first movement the opening toccata-lke figurations aHernate with the

introspective sections which contain the choral. On most of the recordings. the brilliant opening

passage is begun without ceremony. The tempo is set from the very first note and maintained

for the first five measures and concluded with a slight rallentando centering on the first note of

the third beat. Thereafter Franck's careful notation of a quaver rest on the second half of the

third beat was immediately observed in all performances except Guillou and RObsam. These

two performers opened the work sloVlriy, giving special emphasis to the first few notes before

increasing the tempo.

The only recording to differ in the performance of m.5 and the similar passages in mm.ta and 52

was Tournemse's. In this recording the notes oHhe third beat were held well into the fourth beet

and the measure extended to accommodate the rests of beats three and four. The La1fjBmsnte

of mm.6 ~ 7, 15 ~ 18, 23 - 29 were performed at half spc vJ by all the performers. After the

arpeggios in mm.7, 16, 18 and 54 Franck marked the fermata over the rests. Smith suggested

that in order to emphasise these fermata, the preceding quaver notes should not be elongated

(1990/1:121). All the recordings, however, emphasized the end of each broken chore! With an

obvious ten uta on the highest notes.
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Except for Toumemse and Demessleux who ign('r.ad the pauses, all performers proceeded to

acknowledge the fermata, fonowing Langlais' advice that one should count '3-4-5' to complete

the measure and take the fermata into account (Smlth,19901l:121). It is probable that

Demessieuxs non-observance of the fermata stemmed from her adherence to the Dupre

edition ill! which the fermata are omitted.

langlais' advi~~ was no doubt based on tie acoustics of the mediuf'I''t-sized basilica of Sainte-

Clotilda. On his recording at Sainte-Clotilde, the '345' count allowed for the complete

disappearance of the echoes before the opening of each chord; there were thus one to two

beats of complete silence between them. Toumemire's and Demessieux's recordings, however.

avoided the beats of silence by opening each broken chord fractionally before the echo had

faded, thereby entirely omitting the fermata

In any performance of the Chora[ 110 3 special cognizance must be taken of the unique

acoustical properties of the recording venues as this is vital, After all, the dramatic pauses in this

work are unique to Franck's organ oeuvre. That Langlais' advice warrants special modification

according to location and tempo is indisputable, provided that rests and fermsta notated in the

score are acknowledged. Of the venues chosen for recording purposes, Sainte-Clotilda is the

smallest, having the shortest reverberation time, It is therefore to be expected that if due

consideration were given to the acoustic nature of the various venues the pauses between ~he

chords of rfllll.7, 16, 18 and 54 should not be shoner tharJ iJ1o§El recorded at Sainte-Clotilde.

This was confirmed in the preceding analysis and found to be correct.

Tournemre advised that the unaccented passhq-notes in mtn.20-22 (see example below)

should be played 'animatedly' (1931:35). Like Tournernlre, the Langlais, Marchal. Alain, Isoir
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and Guillou recordings also made an obvious tenuto on notes indicated below. Less emphasis

was given in the recordings by RObsam, Sanger, Murray and Stewart Bate and Demessleux

kept these measures in time, decelerating only at the last beat of "1,22. Bate made the only

unmarked articulation in this phrase; the ~asttwo soprano notes of rn.2.2were played detache.

Similarfy, Bate 1,'11135 alone in detacl1ir:g the ascending chromatic pedal notes from rnm.st to 95,

The choral which commences half~way through m.30 contains several examples of notes

common to adjacent voices. Uke the performances of the Fantaisie and the ~ntabila, these

common notes are, as far as may be established, performed correctly.

At m.30 Toumemire advised:

Place a fermata over the A~minor chord on the fir&t beal Generally, one goes on
~and it is a grave error (1931:34).

Tournernlre not only placed a one-beat fermata over the A minor chord, he .also included a one-

beat rest before prC>CE!edingwith the choral. Thii) use of rubato is oonfirme!£ 1:11 the Langlais, Alain,

Roth arid lsoir recordings, '111e other peiflt1T1f11el"S, t'lOVv'ever,performed the measure exactly as written.

A marked prolongation of the tied notes in the tenor line In mm.32 ~33. the allo line in mm.42 -

43 and the tenor line in mm.58 - 59 was evident in the Toumemire, langlais, Isoir, Sanger and

Roth recordings. In each of these phrases the tied notes fell on the same beat as the highest

soprano note of the phrase. The thill.t beats of mrn,74 and 75, also fanning, the highest notes of

the phrase, were prolonged by all the performers except Bate and Murray. Toumemire, March'!}l,

Demessieux, Gul!lou and Roth extended the latter more than the former.
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Further examples of this treatment of high notes, always most evident in the Langlais,

Tcumemire and Roth recordings, are discussed below.

Smith described Toumemire's extension of rhythmic values of notes of shorter duration in

phrases of mixed values as a 'consistent feature' effingthe left~handnotes of m. 64, fourth beat

as proof.

~horal no 3 mm.64

,I I=---=-'.t .J.----

In this measure the technique was also used in the Langlais, Oemessieux, lsolr, Guillou and

Roth recordings, 'though Marchal, Alain, Rlibsam and Sanger preferred 10 stretch the first two

beats. Toumemire, however, was not always consistent in his extension of notes of shorter

value. In mm.72 ..74, for i3'XampIEI, he played the quaver notes in the left hand in time, while the
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other performers such as Marchal, Langlais, Alain, Guillou, Stewart and Roth gave these notes

prominence.

Similar to the fantaisie and the Cantabiie, most of the phrase-endings in this work were given a

slight ritardando. They were even more prolonged in the choral sections, as Franck marked a

diminuendo to a pianissimo dynamic at the end of each. Exactly how these phn... 'l1g8 at

mm.34, 39 and 65/66 were treated distinguished the Isoir, RObsam and Guillou recorolngs from

the others. Their recordings displayed a pronounced rubato at the very end of the phrase where

th~ left~hand was allotted the quaver movement The other recordings employed rubato earlier

i.e, before t'ie final embellishment of tie cadence. In the case of the longer cadentlal

embellishments which conclude the choral sections at mm.46l·-17 and 78f19 ritardando was

exploited in val)'ing degrees bv all the performers. The Murray, Sanger and Stewart recordings. "

displayed the least flexibility in this regard.

DYNAMICS

The dynamics of this section were heeded exactly by Roth, Stewart, MIJn1JY,Sanger, RObsam

and Alain. The Toumemire recording was the least exact because the Redt division was not

coupled to the Positif. These observations reflect a general trend already confirmed in the

Fantt3isi~ and the Cantabile and which are also present in the ensuing movements. The

diminuendo marked in m.B? was the least observed dynamic in this sectlon, In his edition Dupre

has a crescendo marked here.
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TEMPO

TABLE 9, CHORAL NO3 : QUASI ALLEGRO

LANGLAIS 108 92 - 96 10B
·roEMESSIEU_L 120 96 ' .~
ALAIN t-:too 72 1\)0
rsom 112 68 112'.----
ROSSAM 84 - 92 84 92--i
SANGc:~ 100 92 -::1700.;:. ~__i

BATE 96 84 96t-::::-~~:-~_+_:_:::_~"'----' - --:::...:_---,----=;,:::__...,..,-~
~G~,~UI=L~LO~U~,rOO~)~-~9~2_-~----~88~------ 72~8
MURRAY 104 80 104
STEWART '104 60 __ -':::104'7-- ......_..
ROTH 80 76 ,_ __;;;84~__ ~_ ........
.. Toumemire::,..'(L:..1.::::93:.,:1:.:::2::...:1.L) ~ , ~

# limith (19901:121] ~ =- .J,',
/I Marchal's recording. 1948

U its interesting to note thai all the earliest recordings or editions opened Choral no 3 \\lith similar

tempos Ie. between 96 and 112, but fo.:used more around the 100,., 108 area, The mere

modem recordings displayed a slower average tempo,

Demessieux's choice of a crotchet= 120 for the opening of Choral no '3 was by far the fastest

tempo and reflects her distinctively virtuosic perfonnance-style. Roth's cholce of .sl crotchet == 80

was by far the slowest opening tempo. As may be seen in the above table, the performers

resumed the initial tempo at m.ao.

The tempo of the Largamenie in mma - 7, 15 - 18, 23 ~29 were performed at half speed by all

the performers. In his edition Du, .,.) also marked them Doppio lento. Tournemire noted that

these chords should be played with grandeur (1931:35). Sm~,l'If .)ted the problem oTthe lack of
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tempo indication fOil the broken chords 'from I11m.53 to 56. He mentioned four aspects, namely:

Tournemlre's SUggI88*~1()11 ihat they ht;i played semo» iSf'gamente; Langl~is end Bonnet's

recommendsflon that they be played at the same teillP!) tIS the semiquaver note figuratlon

Smith supplied no reference. was C(JI1tradicted[I'] his rerording where the passage was played

at nflit' the tempo of the preceding measure.

Although no change in tempo is indicated at the entrance in the cl1Dral at m.30, the general

trend was to slow down, Roth, Guillou and 80nnet decelerated only slightly. Stewart, MurTay,

Demessleux, Alain and lsolr made the largest adjustments to the tempo of the choral in rrr,30.

ADAGIO

The !ink into the Adagio is made by the soprano D on the second beat of m.96. It is notated by

the composer as a minim and it also carries a fermo:lta, Smith, therefore, suggests that this is the

correct interpretation ("199011:122).Most of the peiformera favoured this interpretation. and in

the~® u~®eordlngs,the note was held alone for a minimum of one beat, but more usually for me

or three beats, It is printed as such in all editions except Dupre's. In the latter edmon, the note is

printed as a crotchet, and it would then be lifted at the same time as the chords underneath

Tournemlre, Demessleux, Bate and Mufmy favour-ad this method.

With regard to the use of rubato in he Adagio section, Toumemre advocated the followln9:

Play the middle secton in A ml!ljor (m,97) W:JiY freely ...never hurrying, and WM1
gmC'ltfreedom, it is a recitative ('193'I :35)
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Franck played this passage rubato, He shuddered if he heard an interpreter
playing it perfectly straight (Jaquet, 1918:40).

Noting l'oumemire'$ suggestions with regard to rubato, Jaquet~Langlai:Pjcommented: 'So right

back in 1936 people WElre conscious of (JIvef-strk:tnes5as regards style. Whmt 'WiJluldthey sa,:!

today?' (1918:40).

Bate and Stewart recordings even less.

Langiai;;; laid great emphasts on Ule rubato of this Adagio and specified that it was vital tl1at all

the syncopatons be emphasised (Jaquet,1978:40)" The tied notes in the right hand of mm.97,

100 and 110 were slightly prolonged by Langlai::; and Guillou. Roth preferred to linger on the

suspensions which fall on the first half of beats 1.2 and 4 in these measures.

It is evident from the recordings that there are only tlmSlEl ways of treating the high notes

which occur irtla melodic line: ~The emphasis of the high note through an augmentation

The avoidance of tenuto on the high noteh", lingering rather on the note/s
immediately !Jjreceding.
A strictly a tempo performance. Me1:lSUreS 98 and 113 contain almost the same
material and the treatment of these two measures is therefore comparable, Like
Toumemire, most of the performers, except Bate, Mun'ay, Sanger and Stewart,
gav@me notes IOf each beat 1:1 special emphasis tl1mugh the medium of rubato,
In the first two beats, the highest notes of the soprano line are an A and a B
respectively. with the climax of the phrase only occllrring on the D of the third
beat Tournemire, Langlais. Marchal, Roth and Guillou fi'®frained from
emphasising the high notes of beats one and two, preferring to play the second
semiquavers of these beats in a tenuto manner, Demessleux, Alain and lsolr
also used this technique albeit to a lesser extent. Rubsam preferred (0 linger on
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the tied notes which fall on the tirst three beats of the measures. Except on the
Stewart, Bate and Murray recordings, the Climax of mm.ss and 113 i.e, the third
and fOUith sernlquaver note of the third beat was played tenuto by aiL Although
Demessieux, Alain and tsolr did lean on these climax notes, only a very subtle
rubato was employed. The fourth beat of these measures was then slowed. the
tenor B delayed and the last G sharp in the soprano line played tenuto,

The nigh notes present within the fimi tw.f' beats vf m.101 ~with the climax of the phrase falling

SI!lI'Jllliisingtherefore th.at the treltltment of the high notes was similar.

ChQral no 3 mm.1 01

l'ournemlre, Marchal, langlals. Roth, Guillou, Alain, Isoir and Demessleux played the second

semquavers of beats one and hlvo tenuto', The latter thret;: pertormers' use or rubedo fOl'these

beats and also the third beat was much less obvious than the others', Except in the Stewart,

Belte and Murray recordings, the climax of the measure was prayed tenuto by all.

Some inconsistency was evident in the performers' treatment of 1n.104. While Langlais lingered

on the high notes of 1n,104, namely the l3~tlat of beat two and the Q.sh.:::~ of beat lour,

Taurnemlre, Marchal, Dcmessieux, Alain and Isair leant on the notes immediately prE300dlrlg the

high notes; and Stewart and Murray played all the notes in the measure !3 tempo. Sanger, Bate,

Gumou and Roth prefen'ecl to !inger on the suspensions of beats one and three.

Choral no 3 mm.103 '"''105
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In measure -103the disjunct melody. consisting of descending sixths and rising figurations which

begin em the second of a group of four semiquavers, again gives much latitude for variation in .

the use of rubsto. Dernessleux, Alain and lsoir maintained their avoidance of a marked rhythmic

augmentation aLine high notes on the first half of beats one and three. Tournemse, Roth,

Marchal, RObsam and Guilk)u leant on them heavily, Langlais emphasised them to the greatest

extent. Siewert, Murray, Sanger and Bate gave these beats no extra rubeto.

iile flsing figuration of three semlquavers (see above example) occurs frequentt)' throughout

this movement Toumemre consistently stretched them wherew~r they appeare~Jand, except

for the RObst':UTi, Sanger, Bate, Murray and Stewart reeIJltJin&' &, this WcJs ttl~normal approach to

(F,·sharp). Measure 105 was playt-Jd ell:"II"', a tempo or with an ar:ro:f:ra:1l~~~"l:nj~"ever slowed

down. Langlais, Tournemse and Roth made the most accelerando, Stew':l.lN lh~f.ayand Bate

kept the measure in time.

Smlth concluded from his studies of the Toumemire recordings of the Pt.'1stru~, \i,e Cantabile

and Phoratl1o 3 that rubato should be used on the third and fourth beats of m.106 of the last~

named work, calling his C';ludy vf the eighteen measures from mm.97 to 115 a lease study in

Franck style'. But it has beef'l shown ~in the opening chapters ~that ths 'Franck style' cannot be

based exclusively 011 the Toumemire recordings. It is also unclear exac.lIy how Smith arrived at

ihe conclusioll th3t rub~to should be used on the third and fourth Mt~t$of m.106 when

Tournemre employed rubato on the first and thhd beats, but none whatsoever on the fourth,

preferring to move towards the strong first beat. of the following measure. Both Marchal and

Langlais omitted any rubetc on the fourth beat; Viith the sole exception of lsoir, this was the

norm. The perforrr.ers played the beat in question eil.her al tempo or with an accelerando.
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The repeated notes present 011 beats one and three of the melodic lines of mm 101 and 108

respectively were slightly prolonged, 'A~ththe result that the repeated notes did (lot sound

measured. This technique was used by all except Murray, and to a lesser e~ ~U1t, Stewart

Toumemse, Marchal, Langlais. Guillou and Roth leant heavily on the highest notes of these

beats, while Alain, Demessieux and Isoif' gave them only a slight tenuto,

The treatment of m.110 was either a tempo or slightly accelerando. The following measure

(m.111) contalnod high notes which fell on beats one and three. They were prolonged 'lY

Tournernire, L!:mglais, M;:m::hai,Demessieux Guillou and Roth.

As the high notes on beats two and four of m.114 resemble those in m.104 discussed above,

the same inconsistency in treatment of the high notes was evident: Langlais lingered on the high

notes of m.114: that Is the A of beat two and the B of beat four; Tournemire, Marchal,

Demessieux, Alain and Isoir leant on the notes immediately prealding the high notes while

Stewart and Murray played ail the notes of the first three beats a tempo; Sanger, Ba(e, Guillou

and Roth preferred to linger on the suspensions of beats one and three. Most of the performers

started the rallentando during beat four of m.114 instead of where marked at the second beat of

m.11S.

From m.117 the choral reappears in a higher rEigister,this time intermingling with the opening

melody of the Adagio. The performers' use of rubato discussed above was also apparent in this

sacflon. Apart from the specific tempo che~lges noted in this section (given below). the

performers slowed down at the end of each phrase as they did in the first appearance of the

c/'ioral in m.~~O;the treatment by Bate, Murray and Stewart recordings was less obvious. The

movement then continued until the general ritardando at m.139. As regards m.142 Toumemee

advised that one should:
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Play the pedal theme in a veri pronounced manner, non-leqato: orchestrally,
rather in the manner of Trombone-players. This is how the composer himself
played: the gre~t chords daringly, obtaining a great sonomy from the instrument'
(PreCis d'executiofl, 1936:40).

In most of the recordings, including those by Tournernire, Marchal and Langlais, the pedal

theme from mm.142 ~ 146 was detached (in varying degrees). Only Murray and Stewart played

the pedal theme legato. Murray betri;lyed reference to the Dupr~ edition in that his pertormance

of the p~dai chords was legato until the break indicated by Dupre betwe.en beats and one two of

m.143. Alain and her one-time pupil RObsam double-dotted the pedal mythm in these

measures.

~horal no ~mm.142~'146
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Unlike the differing articulations assigned to the pedal theme, the manual chords of these

measures were clei:trly detached bY' all the performers, They are also explicitly marked as such

in the Dupre edition. The semi-detache performance of large tutti chords was confirmed at the

end of Choral No 1. The Dupre, Durofle, Tournemire and Langlais performances and editions

concur, namely that, of the large tutti chords (from m.25S), the uppermost voice (soprano) and

the pedal should be legato as they both take up the melody. The rest of the voices in the chords

should be played non-leqato,

Franck marked rnolto s!argando ill the score at m.143. Some, like Toumemire, Marchal,

Demessieus, RObsam, and Roth also made a marked accelerando from m.143 slowing up just

before the end of the section. Apart from Bate who markedly decelerated, the rest kept these

measures a tempo.

The dynamics of this movement were followed exactly by Alain, Roth, Stewart, Sanger and

RUbsam. Toumemke, Marchal, Demessleux Isoir and Guil!ou recordings were the least exact in

terms of dynamics. The diminuendo marked at the end of m.112 was heeded by the majority of

the performers only in rn.114. Guillol.l started his diminuendo only in m.116.

TEMPO

The different sections within this movement provide ample opportunity for variations of tempo.

Only the Bate, Stewart, Murray and Sanger recordings maintained a steady tem:,c from mm.97

to 116. The other recordings tended to accelerate to a slightly faster tempo at m.100, then

maintained this tempo until the retum of the opening material ~t m.11'; where the initial speed

was then resumed.
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From mm:t 17 to 130, the Bate, Murray, Stewart, Sanger. Rubsam, Alain, Marchal and Langlais

recordings maintained a steady tempo. As may be seen from the above table, Tournemire,

Demessleux, lsolr and Guil!ou preferred to chs~lngeaccording to the material, For the chordal

sections from rnm.117-118, 12(}'122, 124-126 a faster tempo was favoured, A slower tempo

was reserved for tra left-hand melody in mm.11g..'120; 122~124, 127~130. Tcurnemlre's tempo

variations were the If,jrge~ifor this section, I~ngingfrom 84 to 112 quavers per minute. While

thele were also noticeable tempo changes in the Roth recording, he did the exact opposite of

what was done in the above-mentioned four recordings by playing the chordal sections at a

slower tempo, A steady acceleration from m.1S1 to the conclusion of the movement WdS

common to all the recordings, but the range of the acceleration less appreciable in the Sanger,

RObsam. Stewart, Murray and Bate recordings.

TABL.E (i.e.

CHOAALNO 3 : ADAGIO

OUPRE+ 84
LANGLAIS# . 84
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bE DQUBLE: PLjJSVITE .(~OlJVEMENr DU COMMENCEMENT)

This toccata-lke movement uses less rubato than the previous expressive movement In

preparation for the final statement of the choral at m.113 performers such as Tournernire,

Langlais, Marchal, Demessieux and Roth made a very broad ritardan-::Joon the first two beats of

m.173. The other performers moved into the choral statement with less spaciousness, no doubt

because at that point no tempo change is indicated in the score.

From m.i5t, the awkward chords allotted to the right-hand prevent the easy attainment of

smooth legak .n this statement of the choral. However, since we know that Franck himself could

easily play large chords in a legato manner and because a legato phrase mark is indicated, it is

not unreasonable to assume that a smooth legato was Franck's intention for this passage. This

intention has been respected by all except Bate. in her performance of this passage, as in rnm,

t23 ~126 and similar passages already identitied in the Fantaisie and the Cantabile, the legato

touch was not consistent.

In the early Durand edition a slur is indicated over the right-hand chords from the third beat of m.

190 to the second beat of m.194 and the third beat of m.192 to the end of m.193. In Bonnet's

edition, these chords are marked 'mo'to marcato' while Dupre omits the slurs entirely in his

edition. Toumemee, Lang!ais, Sanger, Bate and Murray also detached these chords. The left~

hand octaves of these measures were detached by only RObsam and Bate. The last two

measures give rise to various opinions concerning interpretation. Smith has written:

Bonnet connected the pedal line from m.197 through the last measure and
added a fermata to each of the penultimate notes. Dupre, while connecting the
manual parts rn' the last two measures, marked the last two pedal notes with left
toe signs, thus detaching the bass part before the last chord, Langlais is very
insistent about connecting all the parts of the last two measures. Yet,
Toumemre, while connecting the pedal D to the A in the last measure, made a
distinct break in the manual parts before the final chord (1990/1:123).
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On the recordings, Marchal, Demessieux, Alain, Guillou and Roth favoured the Langlais option,

while Isoir, RObsam and Stewart performed them in the same manner as Toumemire. Murray

favoured the Dupre version.

The dynamics of the last movement were followed exactly by Sanger, Roth and Demessieux

and, apart from the dynamics of mme148 and 150, by Alain and Stewart also. The Langlais,

Tournemlre and Marchal performances were the least exact in this regard, as is the case in the

PIEJ~(.J:IUI§movements of this work. In his review ot the reissued Toumemire recordings David

Gemmi3 wo'ote:

As we can hear, Tournemire's use of the swell pedal was a distinctive feature of
his very individual style; the hairpin crescendos in the final Allegro of the Third
,Phoral are quite alam1ing, but this must be the effect that Franck intended
(1984:16).

TEMPO

In. the light of Franck's tempo indication for the final statements of ihe choral in the last

movement ..this movement shOUld be played twice as ~astas the movement which precedes it.

The outer movements should also obviously be played at the same tempo, .Of all the

performances. only RObsam's tempos exactly oorielated, while the Roth and Bate tempos

corresponded e!)proxilT'r:!tely. According to Bernard Gavoty, Louis Vieme believed that the

majority of organists played the Adagio much tao slowiy. He always Insisted that his students

should calculate the tempo of the Adagio in proportion to that of the Allegro (Smith.19901l: 122)0
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TABLE 11.

CHORAL NO 3 : lE DOUBLE PLUS VITE (MOUVEMENT DU COMMENCEMENT}

BEAT:
CROTCHET m.147 m.173 ~, ..;.;m.;;...';..;;9~0 --t

~RNEMIRl: '116-'120 108 88 nm. . .... ' ... '" ....• _

L..T.!.:O~U~R~N1!..E::!:M~I~R=-E"'_.,,~1~OO::;.~ ~~,~ ~, __ .Tres largamente,pui largo
MARCHAllI. 116

J:!Q13SAM 92
SANGER 104,

DUPRE+ 108
tANGLAI~ 'It 104

96 60
,88Largamente
84

100 69
100 72
104 ~P')

"104 66
88 69
104 72 ._
96 69
96 50
104 63
104 66.
88 66

MARCHAL 112

LANGLAIS 104 ~=~~~~~ ~==- _
DEMESSIEUX 120

1:LAIN 1121S01R 120 ,-~~

BATE 96
GUILLOU 92 -120
MURRAY 104
STeWART _1-1..:..;04~ ~ ~:__. __ ~_.---:::-:.:
ROTH 80-84
* Tourt;9!"rlire (1931:21)
# Sm\th (19901:123) .
A Marchal 'srecording. 1~~8 ,,
+Dupre(1955) w __ , • ~_J

The Toumernlre, Marchal, Langlais, Durufle, Sanger and Guillou recordings begal~ the Adagio

considerably slower than half the tempo of the first movement, By 0'1.131. however, their tempo

deficiencies were remedied to the extent that by 111.142they achieved a tempo approximately

half as fast as the opening movement. The Alabl, lsor, Demessieux, Murray and stewart

f'Elcoraings began the Adagio more slowly than the above-mentioned performers and, despite an

accelerando, never reached half the tempo of the opening movement.
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This comparison of the recorded tempos of the three movements :)1 this. work unfortunately

shows no clear correlations. Two broad conclusions may, however, be drawn regarding the

opening of the Adagio. The majority of the performers disregard Fmncl(s tempo indication of

half~speed, but by the end of the Adagio, all the performers reached their approximate half:..

speed tempos.

As in the case of the Adagio, the first 1Wosections Oi' this movement, mm.147-172 and 173-190,

were played in time by Stewart, Murray, Bate and Sanger. The other P' rformers preferred to

slow the latter section down in order to emphasize the appearance "If the choral. By m.190

Gui!lou reduced the moverr.ent's opening tempo by approximately a thirct The final sectlon was

played with deliberation and grandeur by all.

CONCLUSION

The conflicting interpretations of the opening registration of Choral no :3 have been investigated

in this chapter. However, most of the performers seem to agree that the composer's requested

8' pitch should be respected ae far as is possible, Failing that, the addition of upperwork,

beginning with ranks of 4' pitch, should be inversely proportional to the availability of bright reed

timbre on the Positif and Gm;)at divisions on the chosen lnstrument For the opening of this work

the colour of the reeds should predominate at all times. TIle composer's manlpl!~ation of fermata

and dramatic pauses is most effective in this work. Most of the performers acknowledged the

importanca of these to the expression of the work and tended to vary their duration in

accordance with the acoustical properties of each venue.

A legato articulatjon was the norm for all interpretations except for the chords from m.142 which

were registered for full organ. As ascertained in thE.\ previous works, the expression pedal
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dynamics in the Murray and Stewart recordings of ChoraLn~~ were v~ry subtle. The

Toumernlre, March"". and Langlais recordings displayed very obvious differenCds between the

crescendos and decrescendos marked for the expression pedal,

The range of conception in the interpretation oi v'Ubatoand tempo is illustrated by the

performances af Murray and Guillou. Like his teacher; Dupre, MurrdY achlev~,1jan 'objective

execution' through his relrltjv~ lack of rubato and his adherence to a sma tempo. 0:,: the other

hand, Gumou's subjective interpretation bordered en the improvisaJoi'Y. Rubato plsyed an

important part in the recordings which fall between these two extre!7"5S. Phrase endings were

especially prolonged where a diminuendo was msrked. The rhythmic values of notes of 'shorter

duration W(.i 1; (,l!1'" 'l"i~::,I$edwhen they occurred in phrases of mixed values. Tempo fluctuatjons

within single_111i)\!Lc~;'iI9ntswere :'requent in most interpretations of this wOrk. A notable example

of this can be found ir: true; Adagio from rnm, 117 ~ 146. Despite th~ tempo indication for the

Adagio, mos; performers began this movement considerably slower than htlf the tempo of the

previous !r~vement However, by m.131 the tempo was increased. Similar tCJ the interpretations

of ti Ie canonic sections of the Fanta!sie and the Ca:l1tabile, the voices in canon were each

emphasised with an independent detClamation. However, instead of the slight agog lc delay

precedinq the entries in these works, the first note of each entry in Choral no ~ was Slightly

prolonged.
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CHAPTER NINE

CONCLUSIO~J

The discussion o~'selected rscorded performances in the preceding chapters has attempted to

in ex,olo!ing the merits ar\.J]pitfalls of this 'aut~entidty' movement, Chapter One has attempted

to show that, during me past three decades or so, there has been a concerted effort by

musicologists to inv~stig~te issues of correctness. Likewise, as was shown in a subsequent

chapter, contemporary recording artists such as Isoir (1987), Rubsam (1983) and Murray (~990)

selected ba5ically authentic inetmments on which to record Roth (1991) was commended for

his attempts to match wor'",s of different periods to corresponding types of organ. Of tfle eariier

reoordings those by Tournermre (1930), Langlais (19tJ4) an(()]Ai~ln (1969) were noted for being

exemplary in their dlOice of Instruments,

The fYlajority of tile recordlnqs faii1Jt'u~~yreflect the standard registration combiril3tions which are

demanded oofilstai1tly by the composer. These are clearly fundamental for the realisation of his

works, and only minor substitutions are possIble, These can summarized as follows:

The fonds de 8' including stops from the pril1CiP11,flute, 'Jourdan and gambe
families specified for all manuals, often with the addition or the Hautbois 0[1 the
Recit

Tht.! HmJtbois 8', under expression, in combmatlon with the Redt fonds and,
when drawn in a solo capacity, with the Heelt

The Troru'!iJettt'l 3', under expression, in combination with thd flutes and/or
Hautbols when dr~IWi1lna SOlI\., capacity



The reed chorus on each manual, each with the minimum of a Clairon 4' and a
Trompette 8'

The specific timbral qualities of the stops most freqt.;ently rt>qllested Fral1ck may be

summarized as:

A soft, smooth Hautbois 8' approximate in timbre and volume to a strong Gambe

A saRI smooth Trompetts 8' approximate in timbre to a strong Hautbois

A smoofr1, quicldy oScillating Voix humaine (as opposed to the Voix celeste
drawn by certain performers)

Aggressivo and bright reed choruses with a higher wind pressure than are
associated with Classical reed stops

Overblowing tlue and reed stops (e.g. FlUte harmonlqee, Trompette hermoniqae)
with a full foundation sonority and which blend in combination

Imitativ9 free-reed stops (e.g. the Clarinet and Cor anglais)

The whole iSSue was succinctly summarised by Robert White when he wrote:

In an orchestral piece we would not think of substituting something else for the
strings, but we might ask the piano to make do for a harp or a glockenspiel if
those were unavailable '0' I do not believe thai me absence of these resources is
important enough to distort seriously the musical intentions (1962:8).

It is the pertormers responsibility to distinguish the afor~mentioned fundamental registration

combinations and chaiactelistic timbre characteristics from those used occasionally by the

composer tor which substitutions can be made with only minor offence to genius.

The second part of Chapter Three, in focussing on the composer's treatment of the musical

parameters of rubato, articulation and tempo, firmly ~stablished Fh<:.!lF!ck'splace in the

subjec1:iveMtalist school jJf the Romenti, era The reconsUtlction of his libt~ralperformance traits

based 011 the ~]~1.ltoricclldocumentation and on the subjective/vitalist approach demonstrated in

the mrordings of Tournernre, Lanqlals, Demessieux Alain, Roth, lsolr and I~llbsam, was

discussed in Chapters Six, Seven. and Eight. The 'liberal' approach may be summarized tIS
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The legato style of playing is standard when none was indicated by the
composer

An exception to the legato articulatioll IS made for loud passages \wh large
chords. When these chords contain a chorale melody these are to be played
legato while the others are to be played r1ol1~legato

No! i-repetition of tile common notes created by the sharing of a note by adjacent
voice parts

Two approaches to the performance of the common notes created by a shorter
no!e-value reaching unison With 3 sustained voice: i) Smith (1990Ja:57), Widol
and Toumemire (1936:18) spoke against breaking before the short note, and Ii)
GlIilmant, Viema, Dupre, LanglaiS, Jaqllet (1984:1) as well as ~!I the remaining
performers disl:ussed in this study favoured artiCUlation before such a note.

Repeated notes are usually separated"

Frequent. generous and occasionally !flaccurate use of the expression pedal

Frequent and distinct changes of tempo within single movements

An overall con8i8~ency with regard to phraSing and articuh11tion

The 8;rplonairon of rubato to an increased degree

The increased exploitation of rubato outlined above requires ampiliflcation:

A dscelerando at the end of most phrases and cadences even when no
ritardando is indicated

The inclination to accelerate when a crescendo marking is given and vice versa.
This cannot be viewed as a general rule however

The inclination to accelemte through a rising !:ne particularly in association with a
crescendo marking. Similarly a descending line implies a deceleration in the
same situation

Appoggiaturas should be slurred to the downbeet of the phrase with possible
rhythmic elongation

~~ ~- =~~=-~-~ =- ~-~~~

"'Dupre and Peeters gave specflc directions regarding the exact values of the silences
whiri'! ~c'ht1uld prevail between the repeated notes. Certain performers followed
these indications closely. There is, however, no definite evidence that Franck
wouid have measured such artiCUlations so accurately. It seems unlikely that
Franck, who was less concerned with teci'lnioal details, would have measured
Ns silences as eXCldly as Dupre.
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The treatment of high notes il1 expanded phrases are all increasingly
emphasized

The return of a theme after a long absence inspires more agogk: accentuafon

Key changes and unusual harmonic features demand mote agogi(; accentuanon

Con fdntasia !11arkings should result in a more marked difference between the
accelsrendos and diminuendos

The ~ilences should be lengthened, if it is a matter of a fermata or a quaver rest,
ill order to lend emphasis to the entry of musical phrases.

These are f(1ctors \\Jhich modem performers should bear in mind before d190sil1g a particular

interpretation. Performers should conscously reconcile their levels of rubato with either the

sl/~ectiveM!alist or objectlve!geCJmetrical interpretive trnditions.

It has been made clear in this study that, unfortunately, a large percentage of contemporary

organists, among them Sanger, Murray. Bate and Stewart, disregarded the authentic, that is the

subjectiveMtalist, approach to Interpretation in the areas of rubato and tempo. This arose either

through ignorance or personal preference. Some, such as Bate and Guillou also failed to take

into consideration the tonal and mechanical characteristics of U1e organs tor which rranck

composed. In doing so the instrument becomes the master, not the servant of the music.

'there is, flow~ver, a growing awareness among contemporary organists. such as Roth and

Rllbsam, that the interpr(iltatlons of the older Flench organists Toul-'~mire, Langlais, Marchal

and Alain i'Auld much legitimacy. Through an examination of their reco"rdings, the sola remaining
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artefacts of an authentic tradition of Franck interpretation. 19th-century French performance

practice might be reconsuucted,

This parallel investigation into original performances, selected recordings, critical reception,

instruments and (exts should give dearer direction to those contemplating more authoritative

and reliable performances t.: ;;ranck's organ works,
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APPENDIX A

SPECIFICATIONS OF SOME (If THE ORGANS FAMIUAR TO FRANCK

These specitlcat10nswere compiled from four sources: Hopkil1s (1877), Langlais (1964), Smith
(i983) and Douglass (1980). Of these, only the laHer reference may be said to be t~primary
source. Unfortunately, it contained specifications for ~nly one of the required instruments, l.e,
that at Saint~Clotilde" Reference to other primary sources has proved to be impractical.
Further investigation of spec.>..ttations from primary sources has been undertaken by Smith
(1983).

An asterisk (*) appears in the specifications to id.intify stops 'Which are controlled by the
Anches venti~of the division. The accessories and oJup!ers are quoted only when provided in
the sources,
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NOTRE..oAME"[}E..t.ORE'rTe

Alistide Cavaille·Coll, 1836

GRAND-ORGUE RECIT EXPRESSIF

a' Bourdon
8' Flute traversiere
4' FlUte
4' FhII ,) Octaviante
2' Flageolet
III Comet
8' nompette

onique 8' Hautbois
8' Voix hUlTlaine
8' CarAnglais

16' l8ourdoFi
8' MuU1)tre
8' Salidui1al
8' BourdGulJ
4' Prestant
4' FlUte
2' ;Jessus de FIOt

2 213' Nasard
2' Quatm de Nasard
2' Doublett\.'
VII Grand COh , ~.
IV Gross Foumiture
IV Petit Foumiture
IV Cymbale
16' Bombarde
8' Trornpette
4' Clairon
8' Voix humaine

PQSITIF PEDALE
8' BOUrdGI'i
8' Fhjte
4' Prestant
4' FlUte

2 2f.:l Nasard
2' Doublette

1 3/5' Tierce
V Plein Jell
VComet
8' Trompette
4' Clairon
8' Basson

16' FlUte ouverte
8' Flute
4' FIOte
16' Trompetle
8' Trompette
4' Clairon

179



SAINT .JEAN..sAINT -FRANCOIS

Allstide Cavaille..Cc!l. 1844 (installed 1846)

RECIi"

8' Bourdon
8' Salic~on3,1
4' Prestan'L

2 '2J3' Nasard
2' Doubltme
III Plelnjeu
8' Trornpette
4' ClairtOn

8! Voix celeste
4' FlUte octaviante
2' Octa'Jin
8' Trompette
8'Cromome
S' Cor anglais

PEDALE

'16' FlUte ouverte
16' Bombarde

PEDALES DE COMBINAISON

TIP-ASSES: Grand.Orgue
ANCHES DU GRANo.oRGUE: Basses, Tutti, Dessus
ACCOUPLEMENTS: Recit sur Grand..Qrgue

Octaves graves
Expression du Recit
Tremolo

Source: Smith, 1983:111
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SAINT-MICHEL, CARCASSONE

Aristide Cavaille..ColI, 1856

Although designed for Saint~Michel. Carcassone, this instrument was subsequently installed in
tucon Cathedral. See Appendix B (p.190) for a later specifi~tiono

tPOSITIF
i:SXPRESS1F

8' Montre
8' Bourdon
8' Saliclonal
4' Prestant
4' Flute douce
3' Quints
2' Doublette
8' Trompette
8'Cromome
4'Clairon

IV PETiT-RECIT
EXPRESSIF

II.GRI,ND-ORGUE

16' Mantra
16' Bourdon
8' Montre
8' Boutdon
8' Flute harmonique
8' Viole de gambe
4' Prestant
4' Viole d'amour
4' FIOte octaviante'"
3'Quinte*
2' Doublette*
IV Foum;ture*
III Cyrnbale*
16' Bombarde"
8' Trompette"
4'C:airon*

8' FlUte douce
8' FlUte hermonique
8' Viole d'amour
4' FlUte octaviante
2' Octavn
, B' harmonlque"
8' 8d~80n-hl':lutbois'"
8' Voix humaine*

IItGRAND-RECIT

16' Quintalon
8' Bourdon
8' 1=IOteharmonique
8' Salicional
8'Gamoo
4' Dulciane
16' Bombarde*
8' Trompette*
8' Hautbois'"
8' Voix humaine'*
4'Clairon*

PEDALE

16' Contrebasse
S' Basse
4'Octave

16' Bombarde'*
8' Trompette*
4' Clairon*

Source: Smith, 1983:115
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SAINTE CLOTILDE

Aristide CavaiUe-Col', 1859
See Appendix B (pp.191-92) for later specifications of this instrument

I.GRAN()"ORGUE

16' Mantra
16' Bourdon
8'Mantre
8' FIOteharmonique
8'Gambe
4' Prestant
4iOctave*
.3 Quinta·
2' Doubiette*

Pleinjeu·
16' Bornbarde"
8' Trompeti:e*
4' Claire'n·

III.RECIT EXPRESSIF

8' Flute harrnonique
8' Bourdon
8' Viole de gambe
8' Voix celeste
4' Flute octaviante*
2' Octavin*
8' Trornpette harmonlque"
8' Basson-hautbois
8' Voix humaine
4'Clairon"

Tremblant

PEDALES DE COMBINAISON:

ILPOSITiF

16' Bourdon
8' Mantra
8' Bourdon
S' Flute narmorsque
S'Gambe
8' Saliciona!
4' Prestant
4* FlUte octaviante*
3 Quinte·
2' Doubletle*

Plein jell harmonique"
8' Trompette*
S'Cromome*
4' Clairon·

PEDALE
32' Sousbasse
16'Contrebasse
8' Basse
4'Octave

16' Bombarde-
16' Besson"
8' Trompette*
4'Clairon*

lIRASSES: Orage, Grand-Orgue, Positif
OCTAVES GRAVES: Grand-Orgue, Positif, Recit
ANCHES: Pedale, Gran~Orgue, Positif, Recit
ACCOUPLEMENTS: Positif au Grand-Orgue, Recit au Positif

Sources: Douglass, 1980:141,
Smith, 1983:117 and Langlais, 1964
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SAINT .sULPICE

Aristlde CrJvaille-Coll, 1862

See Appendix B (plP.200~1) for a later specification of this instrument.

I.GRAND~CHOEUR II.GP~ND-ORGUE

6' Salicional
4' Octave
IV Grosse Fourniture
VI Grosse Cymbale
IV Pleinjeu
V Cornet
16' Bombarde
16'Basson
8' ire Trompette
5' 2e Trornpette
8' Basson
4' Clairon
2' Clairon~Doublette

1S' Principal harmonque
16"Monfre
16' Bourdon
16' FlUte conlque
a'Mantra
8' Diapason
8' Bourdon
a' Flute harmonique
8' Flute fraversiere
8' FKite a pavilion

5 1/3' Grosse quinte
4' Prestant
2' Doublette

III.BOMBARDE
16'Sousbasse
16' FlUte conique
8' Principal
8' Bourdon
8' FlUte harmonique
6' Gtlmbe
8' Violoncelle
8' Keraulophone

51/3' Grosse quinta*
4' Prestant
4' Flate cctaviante
4' Flute octave'"

3 1/5' Grosse tierce*
2 213' Quinte'"

2' Octavin*'
V Cornet'"
16' Bombarde"
8' Trornpette"
8' Baryton"
4' Clairon'"

IV.POSITIF
16' Violonbasse
16' Quiniaton
8' Flute traverslere
8' Quintaton
S' Salicional
8' Viole de gam be
8' Unda marls
4' FlUte octaviante
4' Dulciana

2 2/3' Quinte*
2' Doublette*

'1 3/S' Tierc.e''_
11/3' Larigot*

l' Piccolo"
I·VI Pleinjeu

harmonique"
16' Euphone*
8' Tromoette*
8' C!arinette*
4' Clairon"
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V.RECIT EXPRESSIF

16'Quintaton
8' FlUte harmoniqae
8' Bourdon
8' Violoncelle
8' Volx celeste
4' Prestart
4' Flute octavianto
4'Dulciana"
2' Doublette
2' Oc;tavinJit

IV Foumiture*
V Cymbale1lr

V Cornet "
16' Bombarde*
16' Cor 3rlttli:ljs
8' Trompettt;!ha~monique*
8' Trompette*
'}' Basson-haulbois
8' Crorncrr ,
8' Voix humane
4' Clairon*
Tremblant

PEDALES DE COMBINAISON

PEDALE

32' PrincipalwDasse
16' Contre-Basse
16'Sousbasse
8' Flute
8' Violonr.el:e
4' FlUte

32' Contre-Bombarde*
16' Bombarde"
16' Bassorr
S' Trompette*
8' Ophicleide;;
4'Clairon*

TIRASSES: Orage, Gram~~Orgue.Grand--Choeur
ANCHES: Pedale
OCTAVES GRAVES: Grand-Choeur; Grand-Orque, Bornbarde, Posit]f, Recit
JEUX DE COMBINAISON: Gr~nd-Orgue. Bombarde, Positif, Redt
ACCOUPLEMENTS AU GRAND-CHOEUR: Grand~Choeur, Grand-Orgue,

Bombards, Positif, Recit

Source: Hopkins, 1877:34546
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SAINT -EUSTACHE

Dueroquet, 1854

This instrument was rel::~Jili by MerJ{lin in 187'2 and by Gonzales t1etl,·''';I.im 1927 and 1967. It
war. replaced in 1990. S~t::Appendix B (p.i94) for fhe specification of the new instrument

LGRANIJ..ORGUE ItPOSITIF

15' Montre
8' Montra
8' FlUte harmonlque
8' FIOtea pavilion
8' Bourdon
4' Prestant
4' FlUte ouverte

2 213' Nasard
2' DOl.lblette
IV Cymba!e
V Cumet
V Foumiture*
16' Euphone*·
8' oremiere tmmpette*
8 ...>euxil3metrompalte*
4' Clakon*

8'Montre
8' Flute haanonique
13' Bourdon
e~Keraulophol1
4' S:ahcion&1
.4' FlUte harmonque
'V Pleinjeu
'i6' Cor annlais*
8' Tmmpetteolr

6' Basse sa basson
8' Hautbois
~'Hautbois
;;' Cromome"
4' Clairol1*

!II.RECIT IV.BOMBARDE PEDALE
16' Recit 16' Bourdon
8' F'late harmonique 16' Gamba
8' FlUteouverte 8' Gamba
4' FlUte octaviante 8' Bourdon
16' Tromoette S' Salicionai
8' Trornpette" 8' Quintadene"
a' Euphone* 4' Saliciona'*
8' Trornpette-haufbcis 16' Bombarde*
8'Volxhumaine 8' Tmmpette*
4' Claironit 4' Clairon·

32' Flute
16' FlUte
16' Bourdon
16' Contrebasse
IJ' FlUte
8' 0.~UXieme

FlUte
8' SalicitJnal*
8' Viol0l1celle'"
4' Fluta'.~
4' Salidol1al*
32' Bombarde*
16' Bombarde*
16' Basson·
8' Premiere trompette*
8' Deuxierne trompp~e*
8' Sasson·
4' Clairon'"
4' 8asson*

Source: Hopkins, 1f:177:34445
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i\PPEND1XB

speCIFICATIONS OP THE ORGAN USED IN TiiE RECORDED PERFORM!ANC;eS

This appel1!Jlit( ~iststhe specifications of th~ organs t:1S they were at the time of the recordings.
The specifications are based on those printed in the programme notes 'which accompanied the
recorded performances. There are two exc..'1iptions:the specification of the organ at Lucon
Cathedral was pro\lidad by the Calliope recording colilpany since details of the organ did not
t::lCCDrI\JSrsy the recording; the t)~ecification for La Madeleine is based on ~he Oiiginal
s'F)et:ifica~iCJnof 1846. n,e,; organ lIiudlerwent alteration in the 19605.

HADER5LEV CATHEDRAL, DENMARK

THE KATARINA CHUpr;H, STOCKHOLM

LA MADELE:INE, PARIS

LUCON CATHEDRAL

SAINTE~CLOTILDEj PARIS (1930)

SAIN'TE~CLOTilDE, PARIS (1964)

SA'NT~C~O~X,ORLEANS

SAINr~EJSTACHE, PARIS (1959)

SAlN'i~EUSTACHE, PARIS (1990)

SAINT~FRANt;OIS~DE~SALES, LYONS

SAINT~PIERRE, BEAUVAIS

SAINT~SERNIN, TOULOUSE

GAINT~SULPICE, PARIS

&,:JIELTISCH CATHEDRAL SAINT~ErIENNE, SAINT~BRIEUC, BRITTANY

SANTA MARIA DEL CORO, SAN SEBASTIAN, SPAIN
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HADERSU':V CA~(HtlDRAl, DENMARK

Marcus:5en & Son. 1948
16 ranks
Altered in 1969, 1971

HVII

16' Gedaktpomlmer
S' Principal
SO Spidsflojte
8" Gedakt
4' oktav
4' Rarfiotje

2 213' Quinte
2,' Oetav

Vi~\liI Mixtur
IV Scharf
I,i'Tromp8t
H/R
HIS
HIS

PEDAL
a)

32' Untersatz
'16' PrinCipal
16' Subbt1S

10 213' Quint
8' Oclav
2' Nathmn
l' Rorflotje
III Rauschquint
VI Mixtur
16iBasun
S'Trompet
4' Skrllmeje
2' Cornet

b)
16' Gedakt
e' Bordun

51/3' Quint
4' Quintaton
2' Octav
iii !3aszink

32' Contrafagot
16' Fagot

P/H
PJR
P/B
PIS

eVil!

S' Tr'aegedakt
.dO Spidsgedal{{
2,' Principal
2' Blokflote

1 3/5' Tarts
'I 1/3' Nasat

l' Octsv
I!Cymbel
8' Vox humana
4,'R~gal
Tremulant
8/S

SVIV
a)

16' Bordun
8' Pnncipal
8' Salicet
4' Octav

2. 2/3' Nasat
2' Oc:tav

III~VComet
V~VI Mix1ure
16' Bombarde
8" Trornpet
4' Clanoifli

b)
8' Flolj5
8' Viola di garnba
a' Vox celeste
4' Fugara
4' Gedaktfloije
2' Flautino
III Cymbal
soec

Tremulant

187

RPI

8' Rortloije
S' Quintatoi'!
4' Ptinclpal
4' Daekllotje
2'GemshoM
II SesCjuialte~'a

1 '1/3' Quint
IV Sehalf

16' Duldan
8' Krumnom

Trernulant
RlS



THE KATARINA CHUF,lCH, SYOCKHOLM

Akerman & Lund. 1975
68 ranks

HUVUDVERKI
16' Principal (1963)
a' Montre (1751)
S'Suavial
8' Flute a bee
8' FlUte a traversisre
4' Octave
4' FlUte cuvette

:2 213' Quinta
2' Doublette
V Fournsure
V Grand Comet
16' Trompette
8' Grand Trompette
ot.'!' Clarion

SVALLVERK (f~xpressif) III

16' Bourdon (1751/1863)
8' Principal (1863)
8' Untie; marls
5' Viole de Gamba
8' Flute harmonlque (1f163)
8' Bourdon (1a6~J)
4' Octave (1863)
4' FlUte octavial1'ie (1863)
2' Octavin

IV Plcin~JI~l!
V Cornet
16' Bombards
8' Tromplene hermonque
8' SassonfHautbols
4' Clarion hermonlque

OVERVERKII
S' Flute d pavilion
i!' FIOtea chemnee (1863)
8' Voix celeste (1909)
8' Salicional (186~,)
8' Ouintaton
4' Prestant
4' FIOted'echo (1863)

2: 213' Nasard
2' FIUteabec

13/5' Tierce
l' Piccolo
III Carillons
8' Trorrpette
8' Cromorne

Tremblant

PEDALVERK

32' Bourdon (1863/1975)
16" Contrebasse
16' Sousbasse (1751/1975)
16' Bourdon
8' Octave (1751/1975)
8' Bourdon (1751/1S63)

5 -lI:i" Qu!rlte (1863)
4' Octave (1863)
4' FIOte ouverte

32' Contrebornbaree
(1751/1863)

16' Bombarde (1751/1863)
8' Trornpefte (1909)
4' Clarion (-1909/1975)
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LA MADELEINE, PARIS

Aristide Cavailie-Coll, 1846
Originally 48-ranks (as here)
Altered in the 19605

GRAND-CIRGUE
·16' Montre
16' Violon-Basse
3' Montre
8' Salk::ifmal
5' Flute harmonlque
8' Bourdon
4' Prestant

2 213' Quinte*
2' Doublette"
X Plein Jeu'"
8' Trompette"
8' Cor anglais'&

RECiT EXPRESSIF
8' FIOte harmcnlque
8' Bourdon
8' MUlette
8' Volx humsine
4' FlUte ocivia .lte*
2' Octavin'"
S' Trompette harmonique"
4' Clairon harmonique"

Tremblant

POSITIF
8' Mantra
8' Viola di Gamba
a' Flute douce
8' Voix-celestes
4' Prestant
4' Dulciana"
2' Octavin*
8' Trornpene"
8' Basson et Hautoois"
4' Clalron"

Trernblant

BOMBARDES
16' Bous-Besse
6' Basse
8' Flate harmonlque
8' Flute traversiere
41 FIOteoctaviante
2' Octavin"

16' Bombarde*
8' Trompette harrnonique"
8' Deuxieme Trompette*
4' Clairon*

"I

PEDALE
32' Quintaton
16' Oontre-Basse
8' Violoncelle
8' Grosse FlutG

16' Bombards"
is" Basse-Centre"
8' TrornpeUiC{
4' Clairon"

TIRASSE: Grand-Orgue, Recit, Po~;itf,Bombardes
ANCHES: Pedale
OCTAVES PLUS: Pedals
oC'r AVES GRAVES: Grand-Ol"gue, Bombardes
JEUX DE COMBINAISON: Positif, Gral1d~Orgue, Bombardes, Recit
MANUELS ACCOUPLES: posi!ir au Grand-Orgue, Grand-Orgue au Bombardes. Bomberdes

au Recit
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LlJCON CATHEDRAL

Aristide Cavaille-.Coli, 1656
Restored in ·1899, rebuilt in 1968.
For the specification of this organ during Franck's time see p.181.

GRAND-ORGUE

V Comet
16' Mantra
8' Montre-w
1e' Bourdon
8' Flute harmonlque"
4' Prestant
8' Bourdon·
2' Doublette
4' FlUte octeviante

2: 213' Quinta
'i'Sifflet
IV FOllrnitul'e
III Cymbale
16' Bombarde
S' Trompette
4' Cl~'iron

POSiTIF

8' Mantra
8' Saliclonal
4' Prest~nt
8' Bourdon
4' FIOtedouce

2 213' Quinta
2' D,:>ublette
V PleinJeu
8' Trompettte
S'Cromome

PEDAlE
16' Flute
8' FlUte
4' F=lute

16' Soubasse
81 Bourdon
4' Principal
2' Flutes

cheminee
IV Mixture
16' Bomharde
,So Trompette
4' Clairon

ECHO
8' Trompette
III Cymbale

13/5' Tierce
2' Flute a cheminee

2 213' Nazard
4' FlUte a chemlnee
8' Quintaton
4'Viole
S' Bourdon

190

RECIl EXPRESSIF

8' Bourdon it
chemlnee

4' Flute
oct.aviclOte

8' FlUte
hannoni~ue

8' Viole d'amour
2'Octalin
8' Trompette
8' Voix bumaine
81 Hautbois



SAINTE..cLOTILDE, PARIS

SirlC':'.! 1:I;e lnstruments inception (see p.~S2) only one rank had been altered: the Positif
Salicional was retuned into an Unda mads. Toumernire'a recording {1930} was made on this
insirurnent (specification given belcw). The orga~ was then substantially rebuiit in 1932, and
partially restored in 1962. See p.192 for the specification of 1962.

GRAND-ORGUE I

16' Mantra
16' Boutdol1
8' Montre
S' !Flute harmonlque
8'Gambe
8' Bourdon
4' Prestant
4' Octave

2213' Quint
2' Doublette

VII Plein jeu
16' Bombarde
8' Trompette
4'Clairon

REGIT EXPRESSIF III

8' Flute harmonique
8' Bourdon
8' Viole de gambe
8' Volx celeste
4' FlUte octave, Ita
2'Odavin
8' Trompette hsrmonlque
8' Basson-hautbois
8' Voix humane
4' Clalron

Trernblant

Source: Toumemire ('1930)

POSiT!F II

'16' Bourdon
S'Mantra
a' Bourdon
8' Flute hamlOl1ique
8' Viole de gam be
8' Unda mans
4' Prestant
4' FlUte octaviante

2 2J3' Quinte
2' DoubleUe
IV Plein jeu harmcnlque
8' Trompette
8' Glarinette
4'Glairon

Tremblant

PEDALE

32' Souba sse
16' Contrebasse
8' Basse
4'Octave

16' Bombarde
16' Basson
81Trornpette
4' Clairon
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SAINTE~CLOTllOE. PARIS

Aristide Cava;1le.-Collo 1859 (see p.162)

Rebuilt in 1932 (see p.191) and partially restored in 1'962. Langlais had the following
specffic:atii:m at his disposal for his 1964 reco;xiing:

16' Montre
16' Bourdon
8' Mantra
8' FIOte harmonique
8'Gambe
8' Bourdon
4' Prestant
4' Octave

2213' Quint
2' Doublette
V Comet

VII Plein jeu
16' Bombarde
8' Trompette
4' Clairan

RECIT EXPRESSIF III

16' Quintatan
8' FlUte harmontque
8' Bourdon
8' Viole de gambe
8' Voix celeste
4' Prestaut
4' FIClteoctaviante
2' Octavin

2 2/3' Nasard
1 3/5' Tierce

8' Trompene harmonlque
8' Basson-hauibcls
8' Voix humane
4' Clairon
2' Clairofl
IV Plein Jeu
Tremblant

POSITIF II

16' Bourdct
(3' Montre
8' Bourdon
8' FlUte harrr"'nique
8' Viole de gambe
8' Unda mans
4' Prestant
4' Flute octaviante

.2 2/3' Quinte
2' Doublette

1 3/5' 'Tierce
1 1/3' Langot

l' Piccolo
IV Plein Jeu
Sf Clarinette
8' Trornpette
4' Clairon

Trembl~ilt

PEDALE

32' Sousbasse
16' Soubasse
16' Confrebasse
8' Basse
8' Bourdon
4' Octave
4' Flute
2' Doublette
16' Sasson
16' Bornberde
8' Trompette
4' Clairon
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SAINT -CROIX, ORLEANS

Aristide Cavaills-Coll, 18BO
Restored in 1980 by Haerpfer, kept in original style

POSiTIF DORSAL I

S'Montre
8' Salicional
8' Bourdon
4' Prestant
4' FlUte douce

2 2J3' Quinta
2' Doubletle

1 3/5' Tierce ...
V PleinJeu
8' Trompette
8' Clarinette
4' Clairon

PEDAL!::

32' Soubasse
16' Violon basse
16' FIOte
16' Soubasse
8' Violoncelle
8' FlUte
4' FlUte

32' Contrebombarde
(=102/3')

16' Bombards
16' Tuba magna
8' Trompette
4' Clarion

GRANI)..QRGUE II

16'Montr~
16' BOllrOlln
8' Montre-
8' Viole de Gamba
8' Salicionai
8' 8ourdon
8' Flute harmonique
4' Pre:,mr'lt.
4' Flute douce
V Grand Comet
V Foun1lture
IV Cymbals
16' Bombarde
8' Trornpette
8' Basson
4' Clairon

80MBARDE III

RECIT
EXPRESSIF IV

'l6' Bourdon
8' Principal
8' Flute
8'Violede

Gamba
8' Voix celeste
8' Bourdon
4' Flute

octaviante
2' Oaavin
IV Comet
16' Bombarde
8' Trornpette
13'Basson-

Hautbois
8' Voix humaine
4' Clairen

Tremblant

(appelle Comet Plein ..leu et
anches du Grand-Orgue)

OCTAVES GRAVES: Grand-Orque, Bornberde, Rem
APPELS JEUX DE COMBINAISON: Pedale, Grand~Orgue, Recil
ORAGE

.. Substituted by Haorpter for tile original Unda Malis
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SAINT -EUSTACNE~ PARIS

Ducroquet, 1854 (see p.185)
Rebuilt by Merklin in 1879. F.estored by Gonzal~s in 1932.
The specification of the organ on Ifmich Marchai recorded (1959) is given below. See p.195 for
the specification of the new organ,

GRAND~ORGUE
EXPRESSIF

16' Montra
16' Quintatol1
8' Montre
8' Principal
8' Flute harmonlque
8' Bourdon
8'Gem5nom
4' Prestant
4' Principal
4' Flute ill cheminel8

2 213' Quinta
2' Doubletle
III Comet
IX Grande Mixture
'16' Bombards
8' Trompette
4' Clairon

POSITIF DE OOS ECHO

8' Montre
8' Flate a fuseau
8' Bourdon
4' Prestant
4' FlUte

:22'3' Nazard
2' Doublette

1 3/5' Tierce
1 113' Larigel
11fl'Sepiieme

l' Piccolo
IV Mixture
8' Trompette
4'Clairon
8'Cromome

61Quintaton
8' Salicional
8' Unda fliaaris
4' Dulciana
IV Cymbale
8'Corde

Basset
4' Chalumeau

REGIT
EXPRESSIF

16' FIOte a cheminee
8' Principal
8' Flute harmonique
8' Bourdon
8'Gamoo
8" Voix celeste
4' Prestant
4' FlUte
2' FlUte
V Dessus de Comet
IV Pleinieu
IV Cymbale
16' Bomberde
8' Tii':)mpette
4' Clarion
8' Basson-Hautcole
8' Voix humalne

soLO PEDALE

1!3'Bourdon
11~'Gambe
191Principal
13'Grosse FlUte

a fuseau
~l'Quintaton
4\' Plincipal
2' Doublette
V Comet
V Fourniture
IV Cymbale
1EI' Bombards

Chamade
8' Trompette

Chamade
4'Glairon

Charnade
8' Cor angleis

32' FlUte
16' Flute
16' Contrebasse
16' Violo.,..

basse
16' Soubasse

107)3' Quinta
8' Flute
8' Bourdon
8' Violoncelle
4' Fhite
3:l' Bombarde
1Ei' Bombarde
16' Basson
8' Trompette
8' Basson
4'C!airon
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SAINT -EUSTACHE, PARIS

Van den Heuvet, '1990
101 ranks

POSITiFI

>16'Quintaton
8' Montre
8' Bourdon
S' Salicional
8' UndaMans
4' Prestant
4' FlUtes

fuseau
2 2/3' Nasard

2' Doublette
1 3/5' Tierce
11/3' Langot
1 1fl' Septit§lme

V Fournlture
II Cymbals
16' Doucaine
8' Trompette
8' cromcme
4' Clairon
'Tremolo

RECIT
EXPRESSIF III

16' Fimea
cheminee

8' Principal
S' Flute traversiere
8' Cor de nuit
8'Violede

Gamba
8' Voix celeste
4' Octave
4'FIQte

octeviante
2' Odavin
III Carillon
VI Plein-Jeu
32' Contrebasson
16' Bombards
S' Trompette

harmonique
8' Basson-Hautbols
8' Volx humane
4' Clarion harmonique

Tremolo

GRAND-ORGUE II

32' Mantre
16' Mantra
8' Principal
8' Violoncelle
8' Grosse FIOte
8' FlUte a

cheminee
4' Prestant
4' FlUte
2' Doublette

IlI~V Grand Comet
Ii Sesquialtera

Iv~vmGrande
Foumiture

IV~V olein Jeu
16' Bombards
8' Trompette
4' Clairon

PEDALE
32' Principal basse
16' FlUte
16' Contrebasse
16' Soubasse

10 213' Grande Quinta
8' FlUte
8' V,oloncelie

6 215' Grande Tierce
5 1/3' Quinta

4' Flate
2' FlUte
II Tneorbe
V Mixture

32' Contre-Bornbarde
32' Corttre- Trombone
16' Bornoarde
16' Besson
8' Trompette
8'Baryton
4' Clairon
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GRAND-CHOEUR IV

16' Violonbasse
16' Bourdon
8' Diapason
8' Flute Majeure
8'Vio!on

5 113' Grande Quinte
4' Principal
4' Flute conique

3 1/5' Grands l1erce
:2 213' Quints
22ft .Grande

Septieme
2' Fifre

1 7/9' Grande Neuvieme
II-VIII Plein Jeu harmonlqce

16' Clarinette
8' Cor de Basset

16' Tuba Magna
81Tuba Mil'sbilis
4' Cor harmonlque

SOLOV

8' Flute harmonique
4' FlUte octaviante

2 2/3' Naserd harmonlque
2' Oclavin

1 3/5' Tierce harmonlque
l' Piccolo
III Harmoniques
16'Ranquette
8' Cha!umeau

8' I~mTroMp'Zltte en
Ch~made

II Trompeteria
Tremolo
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SAlNT~FRANCOIS-DE..sALES, lYONS

Aristide eerv'aille-Coll, 1B181
Unaltered

POSITIF
EXPRESSIF

8' Dulciana
8' Unda Maris
8' Flute harmonique
8' Nachthom
4' Flute octave
2' Doublette"

I~III Carillon*
8' Trompette"
8' Basson"
£I' Clarinette'~

Tremblant

is' Principal
16' Bourdon
8' Montre
a' Sallciona!
8' FiOte harmonique
5' Bourdon
4' Prestant
4' FlUte douce
2' Doublette"
IV Foumil.ure*
III CymbaJe*
16' Bombards '*
8' Trornpette"
4' Clairon*

REelT E,'I{PRESSIF PEDALE

16' Quintaton
8' Diapason
8' Viole de gambe
8' Voix celeste
8' FlUte harmonique
8' Bourdon
4' Flute octave
8' Voix hUrf!lline
2' Octavln*
V r· ,~t*
16' r""t·",un~
8' "I h>il'lpette*
8' Hautbois"
4' Clairon*
Trernblant

32' Basse acoustque
16' Contrebasse
16' Soube~"<;e
R' FlUte
8' ViolonceUe

16' Bomoarde"
S' Trompette*

TIRASSES: Grand-Orgue, Positif, Recit
ACCOUPLEMENTS: Positif au Grand-Orgue, Recit au Positif, Recit au Grand-Orgue
OCTAVES GRAVES: Grand-Orgue, Positif, Recit
APPELS ANCHES: Pedale, Grand-Orgue, Positif, Recn
APPELS FONDS
ORAGE
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Danian Go;'zal~s, .
19 ranks

POSiTIFI
8' Montre
8' Bourdon
8' FlUte
8' Gamba
4' FIOte
4' Prestant

2 2/3" Nasard
2' Doublette

1 3/5' Tierce
1 1J~iLarigot

l' PiCCOlO
V Comet
!II Fournlture
II Cymbale
8' Trornpeite
4' Clairon
8' Cromome
8'8asson

RECIT ECHO EXPRESSIF III
8' Principal
8' Flute harmonique
8' Bourdon
8' Salic.ional
b Quintadene
8' Voix Celeste
4' Principal
4' Flute
2' Doublette
V PleinJeu
IVCymbale
16' Bombarde
is' Cor anglais
8' Trompette
4' Clairon
S' Haul.;;i1ois

BOMBARDEIV
V Grand Comet
16' Bombards
8' Trompette de Bombarde
4' Clairon de Bombsrds

GRANO-ORGUE Ii
18' Muntre
16' Bourdo»
8' Montre
8' Bourdon
8' FlUte
S' Gamba

51/3' Gross Naserd
4' Prestant
4' FlUte

3 1/5' Gross Tierce
2 213' Nasard

2' Quarte
2' Doublette

'1 3/5' Tierce
III Grosse Foumiture
V Foumiture
IV Cymbale
8' 1erTrompette
8' 2e Trompette
4' Clairon
V GmndComet

PEDALE
32' Principal
32'Soubasse
16' Flute
16' Bourdon
16' Principal
8' Contrebasse
8' Flute
8' Principal
4' Flute
4' Principal

2 2/3' Quinta
2' Flute
VI Foumiture

1(31 Bombarde
8' Trompette
4' Clairon
8' Oermogloste
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SAINi ~SERNIN,TOULOUSE

Arist~de Cavaill&ColI, 1B89
Slightly altered by Puget in tl'le1930s

16' Mcmtre
16' Bourdon
S'Monera
8' Bourdon
8" FlUte harrtlonique
8'Gambe
5' SI11icioMI
4' Prestant
4' Flote octavlante
2' Doubletle

2 2'3' Quinte
V Foumlture
IVCymba!e
16' Bombarde
8' Trompetie
4' Clairo!"!
2' Clairon Doublette
8' Trompene en ehamade
4' Clairon en chamade

POSITIF

8' Montre
8' Cor de nuit
8' Salicional
4' Prestant
41 Flute deuce
!II Fourniture (Puget)
II Sesquialtera
I Carillon
8' Ttompene
S' Oromome
4' Clairol1

RECiT EXPRESSI~

16' QlIiI~tato:n
8' lJia~ltml)i1
8' FIOtl~harmonlque
8' Vioh~de gamb~
S' Voo, celeste
4' FlG1e ()ctQviante
2' Od:avin

:2 2./3" Nasard (Puget)
1 '3/5' Tierce (Fuge~)

II! Cymbale (Puget)
16' Bombards
3' Trompette
8' Basson-Haulbele
8' Voix humainE!
4' Clairen hanm>nique

PEDALE

32' Prindpal~Bas!;e
16' Contrebasse
16' Soubasse
8' Grosse FIOte
8' Violoncelle
4' Octave

32" Bombarde
16'13ombaitle
8' Trompetle
4' Clalrm1
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SA!NTE~SULPICE, PARIS

Aristide Cavaill~Coll. 1862
Restored between 1988 1990"
For the specil1ration of this organ during Franck's time see pp,183~84

GRAND CHOEUR I
S' Salicioll<.1'i
4' Octave
'16' 80mbmde
~ t<j' Sasson
~' 'I, Trompette
8' 2. Trompette
8' Basson
4' Clllil'on
2' Claimn

Doublette
v comet
IV Foum~ure
IV PieinJeu
VI Cymbals

POSJTIF III

1GiViolonbasse
16' Quintaton
8' Qui'ltaion
d' FIOle

traversiere
S'Salicional
8' Gamba
8' Unds marls
4' FIOte douce
4' FlUte
octavlante

4' Dulciane
:2 '213'Quinta'"

2' Doublette"
1 3/5' Tierce"'
1 1/3' Lal'igot*

'1' Piccolo"
III~VI Plein Jeu*

16' Basson"'
8' Baryton"
~' Tmmpette*
;!~'Clairon"

GRAND~ORGUE !I
16' Pnlncipal
'16"Montre
16' Bourdon
16" Flats conlque
8' Montre
8' Diapason
8' Bourdon
8' Flute a pavilion
8' FIUie traversiere
8' fo'lute harmonlque

5 1/3' Quinta
4' Prestant
2' Doubletle

RECIT EXPRESSIF

"16'Quintaton
8' Diapason
8' Flute harmonlque"
8' Violoncelle
81Bourdon
8' Voix celeste
4' Prestant
4' Dulciana'"
4' Flute octaviante'"

2 213' Nazard"
2' Doublene
2' Octavin*
V Fourniture
IV Cymbale
VComet*
8' cromome
8" Ba~sot1~Hautbois
8' Vcix hurnelne

16' Bombtlrde\li
8' Trompeite"
4' Clairon*

Tremolo
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SOLOV

16' Bourdon
16' Flute conlque
8' Principal
8' Violoncelie
S' Garnbe
8' Keraulophrme
Be FlUte harmonique
8' Bourdon

5 1/3' Quinte;\'
4' Prestant'"
4' Octave"
4' Flute octaviante

3 1/5' Tlerce"
1 2/3' Quinte'Ji
1 '2f7' Septieme~1

2' Octavln"
V Comet*
16' Bombarde"
8' Trompette"
4' Clalron*
8' Trompette Ohamade

PEDALE

32' Principal
16' Prirll:'Jpal
16' Contrebassa
'16' Soubasse
S' Prindpal
8' Vloloncelle
S' Flute
4' FlUte

32' l3ombarde'"
Bombarde"

'16" lSGl~)80ffl'"
8' TrompeUe~i
8' Ophldelde"
4' C!airon*

A~"PELS DES JEUX DE COMI3INAISONS: Pedale, Posit~f"Re(:it, Solo
TIRASSES: Grand-ChooJf, Grand-Orgue, Recit
OCTAVES GRAVES: Grand-Choow', Grand-Orgue, Recit, Positif, Solo
ACCOUPLEMENTS: Grand~Choeuf au Grand-Orgue, Grand~Orgue au ('3rand~Choeur, Positif

au Grand~Choeur. RecH au Grand-Choeur, Solo au Crall:t:i~!C:,hoeur, Recit
au PosHif
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SPIELT!SCH CATHEDPAL SAINT -ETIENNE, SA!NT ..f3RIEUC, BRITTANY

Artstide Cavaille.-ColI, 1EY8
Restored by Cavaille-Coll in 187~
Alterations made in 1912, 1942, 1941
Restored to tM '1872 specification

GRAN~ORGUE III

16' Montre
16' Bourdon
8' Montr~
8'Viole
8' FiUte hermonlque
8'Bourdon
4" PI'9stant
4' Duld(;lna

2 213' Quinta
2' Doublette
IV Fourniture
III Cymbale
V Comet
16' Bombarde
8' Trcmpette
4' Clairon
8' Basson

REelT EXPRESSIF IV

8' Viole de gambe
8' Voix celeste
8' Flute harmonlque
4' Flute octaviante
2' Octavin
8' Trompette
8' 8asson~Hautbois
8' Voix hurnain 3

e TIRASSES: Grand~Orgue, Positif, Recit
COPULAS: 1111,111111,lViii, 11111116'

POSITIF DE DOS III

8' S~licional
e' Bourdon
8' Flute harmonique
8' Unda mans
4' Presrnnt
2' Doublette
V Plein,Jeu
8' Trompette
4' Clairon
8'Cromome

ACCOUPLEMENT II

8' Voix humaine

F€DALE

16' Flate
8' FlUte
41 FlUte
161 Bombarde
8' Trompette
41 Clairvn
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SAN'rA MARIA DEL COI~Ou SAN SE8ASTIANs SPAIN

Aristide Cavailie-Coll. 1863
Unaitel'Eld

GRAND-ORGUE I

26 Fh;mtado (16' Mantra)
26 Violo!'! (16" Bourdon)
13 Hautado (8"Montre)
'13 Fla!Jta armonca
(8' Flute harmonlque)

13 Viola da gamba (SU)
13 Violan (Bourdon 8')

6 1/2 octava (4' Prestant)
6112 Tapadillo (4' Bourdon)
6 1/2 Dulc:ianrf'> (4')

Ouincena' .JltlUblette 2')
Dooona'" (2 213 Quinta)
Compuestas armonlcas"
(IV~VI Plein Jeu
harmonique)

26 Trornpeta maqna"
(16" Bombarde)

13 Trompeta Real'" (8')
61/2 Clarin (4' Clairon)

5 Comets (V Comet)

REcrr EXPRESSIF III

13 Flauta cctaviante (8')
13 Violoncello (8')
13Voz angelica

(Voix cel~5te8')
6112 Flauta octavlana (4')
6 1/2 Viola (4')

2' Octavin armonlco"
1~~VO'l. human a''''

(Voix humane 8')
13 Trompeta" (8')
13 Fagot y oboe'"

(8' Basson hautbois)
6 1/2 Ciarin* (4' Clairon)

Tremolo

POSITIF II

'13Flautado (8' Montre)
13 Salicional (8')
13 Violon (8' Bourdon)
"13Vio!a (8')
13 Unda marls (3')

6112 Flame octeviante (4')
Docena"
(2 2/3' Quint€!)
Oulncena"
(2' Doublette)
l' Piccolo
13 Trompeta (8')
13 Clarinets (8')

6 1/2 Clann (4' Clairon)
n

PEDALE

52 Contrabajo (32'
(32' Bcubaese)

26 Flautado mayor
(16' Oontrebasse)

13 Flauta.do (8' Basse)
24 Bombarda" (16')
13 Trornpeta" (8')

6 1/2 Clarin* (4' C~"j~~(m)
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TIRASSE: Grand-Orque, Positif, Recit
OCTAVES GRAVES: Grand~Orgue
APPEL DES JE!)X DE COMBINAISON: Grand~Orgue, Recit, Positif
APPEL DU GRAND~ORGUE
ACCOUPLEMENTS: Rtkit. au Gmnd-Orgue, Positif au Grand-OrguE~
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APPENDIXC

CHRONOLOGICAL TABLE OF I\1AJOR ORGAN WORKS AND REVISIONS
BY CESAR FRANCK

185&8

i003

1863

1863

1863

186r~

'1863

1A68

c.1888-1880

1878
1878

1878
1880

'1883

1890

1890

1890

1892

Fantaisie Op.16 (first version)

i=aotaisie Op, 16 (second versiori) completed in! October

Grande Piece. !Symphonigu~ Op.17 completed on 16 September

Prelude, Fugue at Variation Op, 18

Pastorale Op. 19 completed on 29 September

Pliets oe,'20undated
FinaIOp ..21

Six Piepes including Fantaisie Op.16 (second version) published by

Maeyens- Couvreur

Fantaisie (third version)

j':'antaisie en La completed 10 September

Pie~ h9ro'igue completed on 13 September

Cantabr!r~ completed on 17 September

Six pieC".es published by Duraf1d& Schoenwerk

Trois Pieces published by Dl 'a'and & Schoenwwerk

QhoralJ completed on 1 Au@ust

ClJor:aUI completed on 14 September

Choral III completed on 30 September

TroisChorals published by A.Durand & Fils.
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